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ABSTRACT

Giovanni Puzzi: His Life and Work. A View of Horn Playing and Musical
Life in England from 1817 into the Victorian Era (c. 1855)

Elizabeth Bradley Strauchen D.Phil.
Somerville College Trinity Term 2000

The focus of this dissertation is a comprehensive study of the life
and work of Giovanni Puzzi, nineteenth-century Britain’s most celebrated
virtuoso of the horn. In his hands, the horn -- hitherto largely known to
England’s aristocracy as an obstreperous member of the orchestra or
popular form of pleasure garden entertainment -- became a sought-after
attraction at London’s most fashionable and exclusive concerts. An
examination of Puzzi’s activities as an orchestral player and as a soloist in
a wide variety of public and private concerts chronicles his rise to celebrity
and establishes his position in London’s concert life. Equally impressive
was Puzzi’s sustained prosperity in a notoriously difficult business. Key to
this triumph was his multifaceted exploitation of the ltalian opera.
Through his activities as an agent, impresario and arranger he allied
himself as a fixer and performer with his era’s most lucrative musical
commodity: the singers of the ltalian opera.

In the large body of music that he arranged and composed to
capitalise on audience fascination with virtuosity and opera, Puzzi has
provided the only substantial record of horn playing in Britain during the
nineteenth century. The majority of the manuscripts considered in this
dissertation are drawn from a private collection and have not been
previously studied or published. This material, in conjunction with
Puzzi’s surviving instruments and critical accounts of his playing, has

been utilised to reconstruct and assess the main attributes of his virtuosity.



This dissertation shows that Puzzi was responsible for establishing the
preference for French style instruments and performance technique in
England and that he was the first exponent of the British school of horn
playing that reached its culmination in Dennis Brain.

While virtuoso string players, pianists and singers have attracted
much attention from scholars and biographers, this dissertation is the first

full length historical study of a nineteenth-century horn virtuoso to be

written.
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EXPLANATORY NOTES:

[. Abbreviations used in text and bibliography
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pl., pls.
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™
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w.m.
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Morley-Pegge Archive, Bate Collection of Musical Instruments
Musical Times

Musical World (in issues of this periodical that bear both an “old
series’ and “new series’ number, the ‘old series’” number has
been cited in footnotes)

no date

no page

no publisher

photographic plate, plates

Public Records Office (located at Somerset House, London at the
time of research).

Quarterly Musical Magazine and Review
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Archives of the Royal College of Music Department of Portraits
and Performance History
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Victoria and Albert Museum

water mark

British currency in use during Puzzi’s, career was as follows:

One pound, the gold coin of this value was called a sovereign (£1) = 20
shillings (20s.) = 240 pence (240d.)

One guinea (Ign.) = £1.1s.

One half guinea = 10s.6d. (also written as 10/6)

Y



I1I. Spelling

A wide variety of spellings that would be considered incorrect in modern
British English occur in nineteenth-century English source material (e.g.
clarionet, favorite, quartett, duett). The notation [sic | has not been employed
in these instances and has been reserved to indicate obvious errors.

Spelling and capitalisation of the names of operas, unless otherwise indicated,
complies to the standards of the New Grove Dictionary of Opera.

[V. Pitch notation

When individual pitches are referred to in the text, Helmoltz’s system of
reference has been used:
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INTRODUCTION

The ‘foggy, but profitable, shores of England’ were an irresistible magnet to
all manner of people optimistically seeking a fortune in music during the
first half of the nineteenth century.l London’s flourishing concert life and
its comparatively unrestricted musical marketplace made it a favoured
and essential destination for many of Europe’s most celebrated composers
and performers, continuing a tradition begun in the eighteenth century by
such luminaries as Handel and J.C. Bach. The prosperity of the 1820s
spawned an increasing number of opera, ballet and orchestral
performances, subscription series and benefit and private concerts.2 One of
the musical immigrants striving to profit from this diverse array of
activities was nineteenth-century Britain’s most celebrated horn virtuoso,
the Italian-born Giovanni Puzzi (1792 - 1876).

Puzzi’s talents as a horn player were manifest at an early age and he
embarked upon European tours, performing before the aristocracy of the
principal cities while still a young teenager. A more enduring noble
attachment was formed when Puzzi was commended to Napoleon
Bonaparte by Ferdinando Paer and was given a place in the Emperor’s

Chapelle Musique sometime prior to 1809.3 While in Paris, he attracted

1. Willert Beale [Walter Maynard], The Light of Other Days Seen Through the Wrong End
of an Opera Glass (London, 1890), p. 75.

2. For an overview of concert life in London in the first half of the nineteenth century, see
Joel Sachs, ‘London: The Professionalization of Music’, Music and Society: The Early
Romantic Era, ed. Alexander Ringer (London, 1990), pp. 201-235.

3. Tina Whitaker, Sicily and England: Political and Social Reminiscences 1848 - 1870
(London, 1907), p. 217.



the notice of the prima donna assoluta Angelica Catalani, who invited
him to play in her concert series at the Théatre Italien, which subsequently
léd to his appointment as solo horn in the theatre’s orchestra during the
1815 - 1816 season. At the end of the Paris opera season, Puzzi was brought
to England under the patronage of the Duke of Wellington, who appears
to have claimed him as part of the spoils of the victory at Waterloo.4 With
this auspicious beginning, it is easy to assume that Puzzi’s success as a
soloist in London would have been automatic and immediate. Although
he is remembered principally as a soloist, closer investigation reveals that
this accomplishment was the result of a shrewd and multifaceted approach
to the music business, of which virtuosity and past successes were only
constituents. It was primarily through his high degree of industry that
Puzzi shared the platform with celebrity performers that included Franz
Liszt, Domenico Dragonetti, Paolo Spagnoletti and singers such as Luigi
Lablache, Giovanni Rubini and Giuditta Pasta.

Like most of his successful London contemporaries, Puzzi engaged
in a diverse range of enterprises, of which solo playing was merely the
most visible. In the manner typical of the nineteenth-century virtuoso
composer, Puzzi arranged or composed nearly all of his concert repertoire.
He also wrote and published a number of songs and simple piano pieces.
During his early years in England, he embarked upon an active orchestral
career, the highlights of which included posts as principal horn in
London’s three leading orchestras. ‘Professional patronage’ and the
exposure to an influential audience that resulted from his participation in
these orchestras helped to provide an entrée into London’s circuit of

subscription and private concerts. It also resulted in Puzzi’s appointment

4. Wellington also brought other musicians, such as the singing DeLihu sisters, from
Napoleon’s court to England at this time (Whitaker, p- 218).
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as the first professor of horn at the nascent Royal Academy of Music.

Puzzi’s early attempts to establish himself in London included other
teaching activities, such as working as a singing master. Any investigation
of his career quickly reveals that the Italian Opera was at the centre of
nearly all of Puzzi’s endeavours. On the most fundamental level, it
provided the source material for the majority of his repertoire.
Involvement with the Italian Opera at the King’s Theatre, where he
initially worked as an orchestral player, led to Puzzi’s enterprises as a
theatrical agent, concert fixer and impresario. This secured his place within
the influential world of the opera and also provided him with access to
fashionable London’s most popular musical commodity: the season’s
leading singers. Through these inter-arching enterprises, Puzzi was poised
to capitalise on the two forces that defined popular music among London’s
aristocracy -- the Italian opera and virtuosity -- throughout his career.

This position served Puzzi well. Census records indicate that he led
a prosperous life in London that extended into his retirement. In 1871,
Puzzi, his wife and their three daughters lived at 30 Welbeck Street in the
fashionable municipal ward of Portland Place. They employed three
resident servants: a valet, a cook and a housemaid.5 This high level of
prosperity was quite remarkable. Although London was unrivalled in the
opportunities it presented to the professional musician, the prospects for
financial security were tenuous at best. More than a quarter of early
nineteenth-century London musicians who experienced success at some
point in their career ultimately became impoverished. Fifty to seventy-five

per cent of these performers experienced no appreciable gain in capital,

5. Census returns, Parishlof St Marylebone, 2 April 1871, RG10/156, f. 8 p. 9, Public Records
Office.



finishing their careers with no more money than when they started.s

The lot of the brass player was particularly difficult, in part owing to
the social implications attached to playing these instruments. While the
piano was a requisite fixture in the fashionable nineteenth-century home
and flute playing and singing were highly esteemed -- even mandatory --
recreational pursuits for gentlemen and ladies of society, brass instruments
did not enjoy such prestige or widespread popularity. The playing of horns
and trumpets was traditionally the domain of the servant or the
professional player, who were often one in the same. The horn was a
symbol of social status in that it represented the wealth of a gentleman able
to indulge in the extravagances of a mounted hunt replete with horn-
playing servants. Gentlemen owned horns and horn players but generally
would not have played the instrument themselves.” In the most practical
terms, this meant that there was not a large amateur market for or interest
in brass instruments, and players would have been deprived of the
teaching opportunities offered by the more popular instruments and
voice, which were the main source of income for the majority of London’s
musicians. Thus, brass players seldom escaped lower-class living
conditions and ‘had few pupils and frequently passed their old age in
poverty’.8

The horn, however, was a particularly advantageous instrument for

a brass player seeking a high profile solo career at the beginning of the

6. Deborah Rohr, ‘A Profession of Artisans: The Careers and Social Status of British
Musicians, 1750 - 1850", Ph.D. diss. (University of Pennsylvania, 1983), p. 32.

7. Horn players were even given among the aristocracy as gentlemanly gifts. In the summer
of 1738, Lord Chesterfield presented his horn-playing servant Cato, at that time ‘recon’d to
blow the best French horn and trumpet in England’, as a gift to the Prince and Princess of
Wales (Reginald Morley-Pegge, The French Horn: Some Notes on the Lvolution of the
[nstrument and Its Technique, 2nd edn. [London, 1973), p.76).

8. Sachs, p. 214.



nineteenth century. On a technical level, the hand horn had reached its
zenith and was a full-fledged solo and ensemble instrument with a
sophisticated and refined playing technique. Not only did its highly
evolved technique of hand stopping give the instrument almost complete
chromatic capability, but it also gave the player ultimate control over the
instrument’s tone so that the horn could play in the most refined and
confined settings. Thus, the horn would have been completely at home as
a solo instrument in the intimate setting of the private concerts that Puzzi
favoured. Its timbre also made it an ideal accompaniment to the voice, an
asset that Puzzi utilised to its full potential. Classical and early-Romantic
composers were also drawn to the horn because of these attributes,
therefore it was the only brass instrument to enjoy a position in wind and
string chamber music. This medium provided an entrée into extensive
performing opportunities with London’s most celebrated instrumentalists.
Finally, previous generations of virtuoso horn players had cultivated an
appreciation for the instrument. Giovanni Punto, the duet teams of
Johann Palsa and Carl Thiirschmidt, the Leander brothers and Puzzi’s
most immediate predecessors, the brothers Joseph and Peter Petrides, had
all whetted the appetite of English audiences. Both the environment and
the horn itself offered potential to an enterprising and able performer. The
unique combination of Puzzi's shrewd approach to repertoire, his innate
understanding of the musical climate and his virtuoso talents enabled
him to turn the horn into a vehicle for unparalleled success.

There is much to be discovered about both the music business and
horn playing by examining such a remarkable career. While virtuoso
string players, pianists and singers have attracted much attention from
scholars and biographers, this dissertation is the first full-length historical

study of a brass player. Wind players have not enjoyed the contemporary



or modern interest of their other musical colleagues. The scant
information that does exist generally takes the form of brief anecdotes in
contemporary memoirs, passing references in musical periodicals and
short biographical sketches in books on the horn and about orchestras. The
most extensive examination Puzzi receives in any of these works is a two-
page summary of his career in Reginald Morley-Pegge’s book The French
Horn.9 In portraying Puzzi as the ‘the fashionable horn player ... who was
in the happy position of being able to reserve himself for solo work’,
scholars like Carse have dismissed Puzzi’s career from a serious study of
the music profession, viewing his success as a fluke enabled solely by
preternatural talent and not as the outcome of multiple factors including
adroit negotiation of London’s professional network, an innate
understanding of his musical and social environment, a high degree of
business acumen and sheer ‘dintism’.10 Although the three main areas
touched upon in this study -- concert life in London during Puzzi’s life, the
early-Romantic Italian operas that were the pillars of Puzzi’'s virtuoso
repertoire and the history and performance practice of the nineteenth-
century horn -- have all been the subjects of in-depth research, this

dissertation will focus on the manner in which these elements coalesced

9. Morley-Pegge, pp. 160-162.

10 Adam Carse, [he Orchestra from Beethoven to Berlioz (Cambridge, 1948), p. 178.
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in Puzzi’s career.11 In several instances, this research has also yielded new

information and perspectives in the above areas.

The first part of this dissertation will address Puzzi’s career from his
arrival in London in 1816 to his retirement from public playing in 1855.
The period prior to Puzzi’s immigration offers a ripe area for research, but
will only be considered in this dissertation as it relates to or influences his
activities in England. A wide variety of primary source material will be
used to reconstruct the multiple facets of Puzzi’s career. These include
concert programmes, manuscript and printed music, materials found in
theatre and orchestra archives, newspapers and contemporary memoirs.
The resultant data from this study is not meant to account for all of Puzzi’s
engagements, but instead to provide a representative sampling of his
undertakings in each of the main activities in which he was involved.
This information will then be examined to determine how Puzzi reacted
to and was shaped by his environment and will serve as a tool for

revealing the intricacies of achieving such a remarkable degree of success

11. Concert life in London during Puzzi’s career is addressed in Cyril Ehrlich, The Music
Profession in Britain Since the Fighteenth Century: A Social History (Oxford, 1985) and
Joel Sachs, “‘London: The Professionalization of Music’, Music and Society: The Early
Romantic Era, ed. Alexander Ringer (London: Prentice Hall, 1990), pp. 201-235. While it
predates the period under consideration in this dissertation, Simon McVeigh’s book, Concert
Life in London from Mozart to Haydn (Cambridge, 1993), also examines many aspects of
London’s musical life that are relevant to this study of Puzzi. Recent works that cover
compositional aspects of Italian opera include William Ashbrook, Donizetti and His
Operas (Cambridge, 1982); Charles Patrick Cronin, The Comic Operas of Gaetano Donizetti
and the end of the Opera Buffa Tradition” (Ph.D. diss., University of Michigan, 1993) and
David Kimball, Italian Opera(Cambridge, 1991). Issues of opera reception and the
interaction of opera and society are examined in Jennifer Lee Hall, “The Re-fashioning of
Fashionable Society: Opera-going and Sociability in Britain, 1821 - 1861’ (Ph.D. diss., Yale
University, 1996). Reginald Morley-Pegge, The French Horn: Some Notes on the Fvolution
of the Instrument and [ts Technigue, 2nd edn. (London, 1973) remains the definitive source of
information on the history and performance technique of the hand horn. The French school
of horn playing is thoroughly explored in Birchard Coar, A Critical Study of the

Nineteenth Century Horn Virtuosi in [ rance (DeKalb, 1952). The Historic Brass Society
Journal and e Horn Call contain many articles by authors such as Jeffrey Snedecker,
William Rogan and Herbert Heyde that have augmented this research.
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in a profession where uncertainty and destitution were the most
predictable factors.

The second part of this dissertation will focus on Puzzi’s music and
his attributes as a horn player. Equipped with the context provided by an
examination of his career and musical environment as set out above, one
is now prepared to consider Puzzi’s music without viewing it through the
lens of the modern a priori value judgments to which nineteenth-century
virtuoso instrumental music is often subjected. In this light, Puzzi’s music
becomes a carefully designed tool for capitalising on his environment and
offers another means by which to gain further understanding of the
subtleties of his modus operandi.

The music that Puzzi arranged and wrote to showcase his unique
abilities as a performer is the only substantial body of nineteenth-century
horn repertoire written in England. As such, the large number of
surviving manuscripts constitute a unique record of virtuoso hand horn
playing, particularly when they are studied in tandem with instruments
that Puzzi is known to have played. These sources will be used to reveal
the main traits of his style and to ascertain if his appeal and popularity
were based on a virtuosity as impressive and singular as his ability to
thrive in the musical climate of Georgian London through his shrewd
choice of repertoire. The technical and stylistic information that this
research yields about Puzzi’s playing will provide a body of practical
material for scholars and performers who are interested in historically
informed hand horn playing. A broader examination of horn playing in
England immediately preceding, during and after his career will help to
establish whether Puzzi, who was potentially in a position of great
influence owing to his prominence and also because of the many changes

in instrument design and playing technique that transpired during his



lifetime, had any lasting impact on horn playing in England. This
comprehensive approach to Puzzi’s career, music and playing will

ultimately enable an understanding of the factors that inspired one critic to

remark that ‘PUZZI is a very extraordinary man.12

12. Quarterly Musical Magazine and Review, vol. 3 (1821): 279.
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I
Rank and file:
Puzzi’s orchestral activities

There was Puzzi, with his burnished horn,
wondering how it came into the ranks.!
A correspondent noting Puzzi’s presence in

the orchestra at the 1842 Norfolk and
Norwich Musical Festival.

The Italian Opera at the King’s Theatre -- The Philharmonic Society -- The
Concert of Antient Music -- Other orchestral activities (The City Amateur
Concerts, provincial concerts, benefit concerts).

(]

The sight of Puzzi sitting amid the horn section of an orchestra in 1842
would have indeed elicited the special notice of the audience and musical
press, and may well have inspired Puzzi to wonder about his presence
there. At this point in his life, regular engagement as an orchestral player
was far behind him. The public had long known Puzzi in his most visible
role as a soloist and he would have been familiar to musical cognoscenti as
a theatrical agent, impresario and concert fixer. However, at the
foundation of his success in these endeavours, which developed into the
main occupations of his life, there was an intensive period of orchestral
playing from 1821 to 1826, when Puzzi served as principal horn in
London’s leading ensembles. During these initial years, orchestral playing
was a primary source of income for Puzzi. More importantly, however,
these posts enabled him to cultivate the ‘professional’ patronage with
colleagues and the traditional patronage of various aristocratic supporters

that was vital to the development of the above-mentioned aspects of his

. Musical World, vol. 17 no. 38 (22 September 1842): 297.
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career.

Puzzi’s orchestral work embraced the most prominent features of
the musical landscape of London in the 1820s and centred around the
triumvirate of the Concert of Antient [sic] Music -- bastion of conservative
aristocratic tastes -- the progressive Philharmonic Society, and the Italian
Opera at the King’s Theatre, the focal point of London’s fashionable world.
It also included participating in orchestras at various benefit and private
concerts where a ‘band’ would have been required. Performances at
provincial festivals held around the country outside of the London social
season were also the domain of Puzzi and his colleagues, as London
musicians were relied on as a core group to augment the efforts of local
‘professors’ in the mounting of large concerts.2 The extent of Puzzi’s
commitment to orchestral playing is demonstrated by his participation in
less-established London orchestras such as the City Amateur Concerts.

This level of involvement indicates that his orchestral posts were a
fundamental and at the time indispensable component of Puzzi’s career.
However, his decision to become so extensively involved in this sphere
was not immediate. The frequent appearance of his name in concert
programmes, announcements and reviews found in newspapers provides
evidence of his presence as a soloist in London during the five year period
preceding his first orchestral appointments in 1821. It is possible that Puzzi
was not residing in England on a permanent basis at this time or that
perhaps he was under the extensive care of a patron. In the absence of
documentary evidence, one can only speculate about the reasons for the
postponement of Puzzi’s entry into orchestral playing.

When Puzzi did decide to take up orchestral playing, his supremacy

2. ‘Professor’ was the general term used by contemporary writers to identify a professional
musician and does not imply any academic affiliation or credentials.
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as a player was immediately acknowledged: he was awarded the principal
post in each orchestra he joined. Puzzi’s occupation of multiple orchestral
posts was not unusual. Personnel rosters reveal that the primary positions
in London’s orchestras -- and in the case of brass players, usually entire
sections -- were filled by the same players. This placed Puzzi at the head of
a group of players that generally included the brothers Joseph and Peter
Petrides (active in London from 1802 to 1825) and Henry Platt (first horn in
London’s principal orchestras c. 1825-1849).3 The level of consistency is
remarkable. In each orchestra, the horn players and their part assignments
seldom vary, allowing them to be referred to as ‘sections’ in the modern
sense of the word.

The prominence that orchestral playing assumed in Puzzi’s
activities during the 1820s reveals its indispensability as a central
ingredient in the formation of a successful musical career and
demonstrates that Puzzi’s orchestral involvement extended far beyond the
popular portrayal of the white-gloved virtuoso appearing on the platform

only to execute solo passages.4

3. Confusion exists with regard to Platt’s first name. Adam Carse and W.F.H. Blandford
refer to him as Edward, although Platt himself used the name Henry when signing pay
receipts for the Philharmonic Society and his name appears as Henry in contemporary
materials held in the archives of the Royal Academy of Music.

4. Both W.F.H. Blandford (‘Studies on the Horn', Musical Times [August 1922]: 546) and
Farquharson Cousins (On Playing the Horn [Stockport, 1992], p. 71) include popular but
apocryphal anecdotes about Puzzi appearing in a pair of white kid gloves to execute
orchestral solos and then exiting from the platform as soon as he had played these
passages, leaving the rest to ‘humbler persons’ (Blandford). While mention of such
incidents has not been found in contemporary memoirs, a letter from Blandford to Reginald
Morley-Pegge includes a passage about the appearance of a white-gloved horn player,
supposedly Puzzi, at the opera at Covent Garden in the 1850s (21 October 1922, V11/150,
Morley-Pegge Archive, Bate Collection, University of Oxford). Puzzi had largely
withdrawn himself from public performances by this time. It is more likely that this might
refer to Jullien’s principal horn Henry Jarrett, who was noted for a number of colourful
eccentricities, or Eugene Vivier, who occasionally appeared as a soloist at Jullien’s Concer ts
Monstres and was also remembered for his lively exploits.
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THE ITALIAN OPERA ORCHESTRA AT THE KING’S THEATRE

Puzzi’s position as principal horn at the King’s Theatre was his most
important orchestral post, since it was a vital point of contact with all the
elements of the [talian opera. This institution was the most dominant and
powerful feature of musical life in aristocratic London. The centrality of
the Italian Opera in all aspects of Puzzi’s career was the primary reason for
his success. Although his background equipped him well for his future
role as an agent and impresario, these early years with the orchestra would
have laid the groundwork for Puzzi’s contact with the singers and the
repertoire that was at the root of his popularity as a soloist. This post
would have also provided Puzzi with numerous opportunities to present
himself to the managers and patrons of the Theatre and acquaint them
with the knowledge and skills that led to his later employment as an agent
for the Theatre. As a regular assembly point for the most wealthy and
fashionable members of London society, the King’s/Her Majesty’s Theatre
provided ample exposure to desirable patrons.5 Finally, as his most
substantial orchestral post, it was an important source of income while
Puzzi established himself in London.

The King’s/ Her Majesty’s Theatre was the centre of Italian opera
production until the rival Royal Italian Opera opened at Covent Garden in
1847. Although financial and managerial instability at the King’s Theatre
were chronic, ‘the home of the Italian opera remained an ever-present,
and vitally important source of income and musical experience’ to the
orchestral player, particularly in light of the “upheavals of failed and brief

subscription concerts, unpaid benefifs, and fluctuating engagements in the

5. The King's Theatre and Her Majesty’s Theatre are the same institution. The theatre
assumed its later name upon the the ascension of Queen Victoria in 1837. In this study, the
name used to refer to the theatre will be determined by the period under consideration. *The
King's/Her Majesty’s Theatre” 1s used when the issue being discussed spans both periods.

13



provinces’.6 It gave more frequent performances than any other orchestra
in London and was the cornerstone of every principal orchestra player’s
career. During Puzzi’s tenure, a typical full season ran from March to early
August and consisted of approximately sixty performances given on
Tuesday and Saturday evenings as well as rehearsals, although the length
of the season fluctuated with the Theatre’s finances and it is impossible to
determine how much time Puzzi would have spent at rehearsals.”

Few records from the King’s Theatre contemporary with Puzzi’s
period of employment survive, but it is possible to establish the date of his
arrival as an orchestral player there through the papers of William
Ayrton. In 1821, Ayrton includes Puzzi’s name in a list of the Theatre’s
principal instrumentalists for the season.8 It is not until 1825 that full
details of the section are given. The horns are listed as Puzzi, Rais [Rae],
Petrides and Petrides.9 A concert programme from an April 1824
subscription concert announced that Puzzi appeared ‘by permission of the

Proprietors of the King's Opera House’, confirming his employment

6. Fiona Palmer, Domenico Dragonetti in England (1794 - 1846). The Career of a Double Buss
Virtuoso (Oxford, 1997), p. 97.

7. William Ayrton to Paolo Spagnoletti and the Petrides brothers, 21 Jan 1821, Add. MS
52335, f. 27r., British Library. In this letter/contract Ayrton stipulates that rehearsals
were required, but he does not give any indication of their number or length. While
musicians were contractually obliged to attend rehearsals, deputising appears to have been
a common practice. It is impossible to give an exact estimate of a player’s time commitment
to the orchestra or to know of what other performance opportunities a post at the Theatre
might have deprived him. By 1832, a £20 fine was levied against players for any King’s
Theatre engagements that they missed (Palmer, p. 107). The orchestra was also expected to
perform ‘gratuitously for the house’ for various benefits; the particular number was a source
of much contention among players (Add. MS 52335, f. 31v.).

8. Ayrton Collection, Add. MS 52335, f. 50v. Other principal wind players are named as
follows: Schmidt, trumpet; Griesbach, oboe; Ireland, flute; Thomas Wiltman, clarinet;

Charles Mackintosh, bassoon.

9. Ibid.,, f. S51v.
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during this season.10 Puzzi continued to play solo horn in the orchestra
until he was dispatched to Paris by the King’s Theatre manager John Ebers
in the winter of 1826 to engage singers for the forthcoming season.
Performance of the latest Italian operas was the principal duty of
Puzzi and his colleagues (see appendix 1.1, table A, for a full list of works
performed during the 1820s). Occasional performances of German opera
produced in English, and even less frequently in German (save for the
notable exception of the 1832, 1833, and 1834 seasons at the King’s Theatre)
occurred, but Italian opera continued to dominate throughout the first half
of the nineteenth century.11 At the conclusion of the evening’s opera, the
orchestra was called upon to play a full-length ballet. Due largely to the
success of Ebers in obtaining the leading dancers from Paris, the King's
Theatre became London’s principal venue for Romantic ballet. In 1821, the
Petrides brothers wrote to Ayrton to petition him for help in dealing with
the demands that the newly introduced ballet added to their duties, asking
‘that Mr. Puzzi should be engaged, not only for the operas but now for the
Balets too, which is certainly great relief for us’.12 Existing orchestral
rosters do not specify whether Puzzi played in the ballet, but this is a factor
that must be considered in attempting to gain an understanding of the

extent of the duties of the horn section on any given evening (see

10. “‘Grand Miscellaneous Concert” (Liverpool: Bold Street Music Hall, 20 April 1824),
unnumbered handbill, Covert Collection.

11. For details of German operas performed during this period, see Henry F. Chorley, Thirty
Years” Musical Recollections, vol. 1 (London, 1862), pp. 50-71. Rossini’s operas dominated
the stage of the King’s Theatre in the 1820s. During the 1824 season, he filled the post of
theatre composer and often conducted his works from the keyboard. Despite the many
failures of the season (owing largely to the declining abilities of his wife [sabella Colbran-
Rossini, who was naturally appointed as prima donna) and his decision to break his
contract with the King’s Theatre, his music eclipsed that of all other composers and
accounted for nearly 50 % of the operas performed during the decade. Mozart’s operas were
the only others that appeared with any frequency.

12. The Petrides brothers to William Ayrton, 25 May 1821, Add. MS 52336, f. 115v. Original
spelling and syntax retained.
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appendix 1.1, table B, for ballet repertoire).

The strain of such long hours would have been compounded by the
poor working and performance conditions that Puzzi and his colleagues
encountered during the 1820s. The tone for the decade was set in 1818

when it was remarked that

the salaries of the musicians had been greatly reduced; in
consequence of which several of the most eminent
performers had quitted the orchestra . .. any person who
attended the Opera must remark how much it had been
diminished in effect. . . the orchestra was very bad.13

While celebrity players such as Puzzi and the Petrides brothers may have
enjoyed a limited degree of negotiating power and security because of their
unique status, a constant supply of section players grateful for any
employment gave the music director a sharp and merciless negotiating
tool and the personnel and size of the orchestra were constantly in flux.
The management’s approach to the orchestra in the second half of the
1820s was characterised by further reductions in fees and the imposition of
ruthlessly restrictive conditions of employment.

A letter written to the Harmonicon shortly after the infamous
harpist Nicholas Bochsa took up the position of music director is one of
many that addresses the grievances of players and reveals much about the
poor conditions and musical standards within the orchestra:

Sir, Under the head of ‘King’s Theatre’ . . . you pay a flattering
compliment to the ‘abused and comparatively ill-paid
orchestra’ of that establishment; but perhaps you were not
aware of the actual amount of the ‘impediments’ which it has
had to overcome this season. The introduction of a bevy of
boys, to the exclusion of many excellent performers . .. was
the beginning of our troubles: the want of anything like
system in the general management of the theatre: the
multitude of directors, not one of whom seemed to have the
least knowledge of his duties; and the manner in which the

13. Unidentified newspaper clipping (1 June 1818), King’s Theatre press cuttings book, Royal
College of Music Department of Portraits and Performance History.
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rehearsals have been conducted . ..

It has happened more than once, that, but for the
promptness shewn by Mr. Coccia and Mr. Spagnoletti, the
‘performance must have stopped suddenly; and people
accustomed to the opera have frequently witnessed our
confusion, imputing it no doubt, to our want of attention or
of ability. To remove blame from the band, and to throw it
on those who really deserve to bear it, is the object of this
letter; the insertion of which will much oblige.

[signed] One of the IlI-paid Orchestra, Haymarket.14

Ebers himself confirmed the above comments about rehearsals:

The word rehearsal summons up, to all practically acquainted
with its meaning, a scene beyond description . . .. In the midst
of the Babel [in reference to arguments between singers] the
gentlemen of the orchestra, who wish all the singers at the
devil, endeavour to get over the business of the day by
playing on without the vocal music. The leader of the
orchestra, finding all ineffectual, puts on his hat, and walks
away, followed by violins, basses, trombones, and kettle-
drums, en masse. . .15

The horn section suffered during this period. The Petrides brothers
departed for Prague at the end of the 1825 season.16 ‘Puzzi played in the
orchestra, until . . . he made himself indispensable to the management,
and laid aside the French horn for more remunerative occupation’ in 1826
when he entered into work as an agent for Ebers and was dispatched to the
Continent to recruit and engage promising singers.’”7 Beale’s observations

leave no question that the financial rewards of this work far surpassed

14. Harmonicon, vol. 4 (1826): 162.

15. John Ebers, Seven Years of the King’s Theatre (London, 1888), pp. 364-367.

16. Some confusion exists with regard to when the London career of the Petrides brothers
ended. Reginald Morley-Pegge states that the brothers retired in 1824 (Reginald Morley-
Peggc, The French Horn: Some Notes on the Evolution of the Instrument and its Technique,
2nd edn. [London, 1973], p. 171). Orchestral rosters from the Philharmonic Society and
correspondence indicate that they remained in London until the close of the 1825 season
(Joseph and Peter Petrides to the directors of the Philharmonic Society, 11 June 1825, Loan
4813 f. 43v., British Library).

17. Willert Beale, The Light of Other Days Seen Through the Wrong End of an Opera Glass
(London, 1890), p. 75.
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those paid even to an exceptional orchestral player like Puzzi. Despite their
eminence, players such as the Petrides brothers and Puzzi seem to have
had little direct control over their treatment by the Theatre’s management
and to have effected the greatest positive change in their situation by
leaving the orchestra as soon as other developments in their careers made
this feasible.

While salaries were at the core of disputes with the management of
the Theatre and singers’ exorbitant fees were a source of much interest
(often appearing in the musical press with dubious accuracy) and were
recorded by Ayrton in his records, figures for instrumentalists are rare
with none known for any horn players in the 1820s.18 In 1821, rank and
file violinists received £23.5s.5d. for the season.19 Dragonetti,
unquestionably the Theatre’s most celebrated instrumentalist and an
exceptionally shrewd negotiator, was paid £150 each season from 1820 to
1822 to play in the opera performances and rehearsals but not for the
ballet.20 The highest orchestra fee in 1821 was £250, paid to Spagnoletti.21
The lowest and highest of these figures serve only to provide the outer
limits of Puzzi’s possible earnings for a season at the King’s Theatre. The
greatest profit of Puzzi’s period as an orchestral player at the King’s Theatre
was the entrée that it provided into London’s operatic world and the

foundations it laid for the most lucrative elements of Puzzi’s career.

18. For the 1821 season, Ayrton records that the orchestra (save for leader and maestro) was
paid £2900; the singers received a total of £7332 (Add. MS 52335, f. 69).

19. Ebers, p. 218.
20. Palmer, pp. 112-113.

21. Add. MS 52335, £. 70.

18



THE PHILHARMONIC SOCIETY
The Philharmonic Society, founded in 1813, was the most notable and

musically important orchestra in nineteenth-century London.22 Its focus
on instrumental ensemble music and its organisation as a cooperative of
professional musicians distinguished it from all other musical institutions
of the time. The Philharmonic pooled the talents and resources of an
exceptionally prominent and influential group of musical figures,
including Sir George Smart, William Ayrton, and Vincent Novello in
addition to the city’s most illustrious instrumental performers. An
appearance with the orchestra was considered essential for any foreign
musician hoping to find success in London. The unsurpassed musical
quality of the group and its unique organisation conferred a new level of
stature and professionalism upon its members. Puzzi’s election as an
associate of the Philharmonic in 1824 was the greatest endorsement of his
merits as a musician by his colleagues.23 Many excellent performers who
were long-time members of the orchestra were never honoured with this
distinction. The extensive archives of the Philharmonic Society and
Puzzi’s correspondence with its directors provide the most detailed
information about any of Puzzi’s orchestral engagements and offer a
number of insights into horn playing in an orchestra that was exceptional
in its day.

Much has been written about the unique musical and professional

environment of the Philharmonic Society during its formative years. The

22. A comprehensive history and socio-economic study of the Philharmonic Society is found
in Cyril Ehrlich, First Philharmonic: A Histéry of the Royal Philharmonic Society
(Oxford, 1995).

23. Recommendations, Royal Philharmonic Society Manuscripts, Loan 48.7/1, f. 90r., British
Library. The orchestra’s players could be nominated to become “associates” of the
Philharmonic. Stringent regulations and reviewing procedures ensured that only those
‘bona fide a Professor of Music” were considered for such a nomination (Foundation Book,
Loan 48.1, p. 1).
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following discussion highlights the features of the Society’s views
pertaining to repertoire and salary that had the greatest effect on Puzzi. In a
musical landscape dominated by oratorio performances, Italian opera, and
organisations such as the Concert of Antient Music, the Philharmonic’s
focus on ‘modern’ orchestral works was unique. Contemporary chamber
music, which was largely absent from London’s concert series during the
1820s, was also a regular feature of the Philharmonic Society concerts,
which may have been Puzzi’s vehicle of introduction to much of this
music. The initial decision to prohibit the performance of vocal and solo
instrumental works as outlined in the Society’s Foundation book was a
drastic and unprecedented decision that even the Philharmonic Society
was unable to uphold for any length of time, although expectations for the
performance of ‘serious’ solo music did endure even if performers were
not always willing to oblige them.24 Through this programming, the
Society’s directors hoped to create a new atmosphere by attracting a more
musically and less socially oriented audience.

The Philharmonic’s cooperative structure was equally novel.
Management and players were one and the same, with directors drawn
from the group of associate members. Professional solidarity was further
increased by the original stipulation that members would receive no
payment for their services to the Philharmonic as performers or managers,
emphasising that they were a group of professionals dedicated to the ideal
of music as an art.25 By 1816, the majority of the Philharmonic’s players
were paid, although in keeping with the original ethos of the Society, rates

of remuneration remained low and were a constant source ot debate.

24. Vocal solos and duets began to appear on Philharmonic Society programmes in 1816,
followed shortly by the frequent occurrence of solo concertos with orchestral
accompaniment.

25. Foundation Book, Loan 48.1, p. 6.
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Despite these alterations, the founding attitude prevailed and the Society
continued to maintain itself as a dedicated musical enterprise relatively
free from the aristocratic influence that dominated other musical
institutions. In this respect, it remained a special fixture in the British

musical landscape throughout the first half of the nineteenth century.

Puzzi’s solo appearances at the Philharmonic Society

The solo and chamber music appearances of Puzzi bear consideration,
since these were an important component of his post as principal horn of
the orchestra from 1821 to 1824.26 They were also a feature of
Philharmonic Society concerts, and were notably not part of the duties of
principal horn at the King’'s Theatre or Concert of Antient Music (see
appendix 1.1, table C for a list of solos and chamber music that Puzzi played
at Philharmonic concerts). These additional obligations featured
prominently in Puzzi’s negotiations with the directors of the orchestra and
in part help to explain the disparity between fees received by Puzzi and the
other horn players.27

The solo appearances are significant, as the horn was the only brass
instrument to be featured in this manner until 1853.28 Much of this

repertoire was identical to what Puzzi was playing at benefit and private

26. Despite the brevity of his engagement as principal horn, Puzzi’s involvement with the
Philharmonic Society spanned twenty years and included various solo appearances and
many chamber music performances. During this time, Puzzi performed as a soloist and
obbligato player eleven times.

27. After Puzzi's withdrawal from the horn section of the Philharmonic Society, Platt
assumed the position of principal and performed regularly in chamber pieces, although he
never appeared as a soloist.

28.0n 18 April 1853, W. Winterbottom performed Ferdinand David’s trombone concertino.
This was the first appearance of a brass soloist other than a horn player with the
Philharmonic. While it cannot strictly be considered as a solo performance, the appearance
of the Distin Quintet on 9 June 1845 is another notable date in the history of brass playing at
the Philharmonic’s concerts. The quintet performed a fantasia for five saxhorns based on
themes from Meyerbeer’s opera Robert le diable. (Myles Birket Foster, The History of the
Philharmonic Society of London 1813-1912 [London, 1912], pp. 232, 192).
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concerts, further illustrating the degree of flexibility that the
Philharmonic’s repertoire regulations had assumed. Many of the pieces
were written or arranged by Puzzi and bore titles such as ‘Concertante’ and
‘Fantasia’. These vehicles for virtuosity adhered to no formal structure (it
is even possible that the term ‘concertante’ may have been applied to make
the works adhere at least in name to the Philharmonic’s early
requirements for solo repertoire) and were often constructed upon a
pastiche of the season’s most popular offerings from the Italian opera.
Vocal solos also assumed a regular place in the orchestra’s repertoire and
Puzzi often appeared as an obbligato accompanist.

The inclusion of a concerto by Belloli, although little different from
the works written by Puzzi, may have been an ineffectual nod in the
direction of the Society’s wavering repertoire stipulations by Puzzi. Such
deviations in the programme of an organisation that insisted its repertoire
would be comprised of the ‘best and most approved instrumental music,
consisting of Full Pieces . . . excluding Concertos, Solos and Duets’ were
sharply noted by the musical press as in this review of Belloli’s concerto,
performed at the opening concert of the 1823 season:29

The great dangers that such an institution [the Philharmonic]
has to fear are . . . to revive, without judgment, things almost
forgotten, or to accept works that possess no recommendation
beyond the author’s influence with the managers. The first
concert did not shew that much effort had been made to give
any thing that had not been performed most years since the
first moment of the Society’s existence: except, indeed, a
concerto for the horn, played, it must be admitted, with
extraordinary ability by Puzzi, but quite unfit for a concert
which was established for the purpose of upholding the
highest species of music . . ..30

29.Ehrlich, First Philharmonic, p. 4.

30. Harmonicon, vol. 1 (1823): 41.
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Chamber music was a common feature of the Philharmonic
Society’s programmes, particularly during its early years when few other
groups were regularly performing this repertoire.31 These works were also
financially attractive to programme, since they allowed quality literature to
be presented with fewer performers. Many of the players would have
played these works together before, which allowed fees for rehearsals to be
kept to a minimum as well. The two Beethoven quintets and the septet
were some of the most frequently performed works that included wind
instruments. Works by Spohr and Mozart were also popular. The group of
players brought together by these performances was formidable. The sixth
concert of the 1820 season featured Beethoven’s septet with Mori and
Spagnoletti (violins), Lindley (‘cello), Dragonetti (bass), Willman (clarinet),
Puzzi and Mackintosh (bassoon).32

Contact with these colleagues in this intimate way undoubtedly
played a valuable role in garnering the professional patronage that Puzzi
would have been working to establish during this period. The names of
these performers appear in the reviews of Puzzi’s benefit concerts and
players such Mori and Spagnoletti, who were also active as fixers, may
have been a source of engagements for Puzzi. A group comprising many of
these performers playing much of the same repertoire was assembled by
Puzzi for his series of ‘Classical Concerts for Wind Instruments’, which he
mounted in 1837 with the hope of profiting from this decade’s rage for

chamber music.33

Puzzi was well paid for his performances as a soloist and chamber

31. The amount of chamber music performed at the Phitharmonic decreased significantly in
the 1830s, when musicians such as Blagrove and Mori started presenting chamber music
series.

32. Foster, p. 46.

33. See chapter 3 for a full discussion of Puzzi’s ‘Classical Concerts for Wind Instruments’.
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player, receiving the ten guineas for each appearance that he stipulated
were his ‘terms en publique a Londres’, insisting ‘je ne recevrai donc que
ce qui m’est du et justement du’.34 For his 1818 performance of a ‘concerto’
and appearance in a ‘Beethoven quintet’, he eventually received twenty
guineas.35These figures reflect the Philharmonic’s set fee of ten guineas
for a solo performance. Because of this policy, the Philharmonic Society
was the only place in London where a horn soloist received as much

money as a pianist or singer.

Orchestral Playing at the Philharmonic Society
In the 1820s, a typical season at the Philharmonic Society consisted of eight

concerts and an average of ten rehearsals. These Monday evening concerts
in the West End’s Argyll Rooms commenced in mid-February and were
held fortnightly until the second or third week of June. The format of the
concerts was quite consistent, each being divided into two ‘acts” usually
comprising five works. The selection and order of the works in the concert
programme reproduced in illustration 1.1 is representative of what Puzzi
and his colleagues would have encountered during a typical evening at
the Philharmonic Society (see appendix 1.2, table A, for a full list of the
horn section). The Philharmonic prided itself as a promoter of modern
orchestral music. Beethoven’s honoured place in the Philharmonic’s
repertoire was perhaps the most musically and historically notable feature
of the orchestra’s programming. The 1821 season was not unusual in
featuring six of his symphonies. Even the Philharmonic could not escape
the sway of Italian opera and also presented a selection of overtures from

the season’s most popular theatre productions. Cherubini’s Anacréon

34. Puzzi to the Directors of the Philharmonic Society, 12 August 1819, Loan 48.13, f. 236r.

35. Account Book 1813-66, Loan 48.9/1 7684, f. 8v.
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The careful compilation and preservation of the Philharmonic
Society’s archives and Puzzi’s correspondence with its directors allows for
a detailed view of work conditions at the orchestra. Early in 1821, Puzzi
received a letter from the directors of the Philharmonic Society offering
him an orchestral post for the 1821 season. Puzzi’s reply is most
illuminating, explicitly expressing his terms of employment to the
Philharmonic and providing details about his engagement with another
orchestra, the City Amateur Concerts. On 9 January 1821, Puzzi wrote that
he would be ‘flattered’ to accept an engagement for the eight concerts and
rehearsals under the same terms as his employment at the ‘Concerts de la
cité’, receiving five guineas per ‘soirée’ and its rehearsal.37 Puzzi stipulates
an additional two guineas for any solo or obbligato playing, and also for
any extra rehearsals required to demonstrate any new pieces that the
directors of the Philharmonic might request (‘pour faire preuve des
nouvelles pieces que messieurs les Directors peuvent appeler’).38 Puzzi
justifies this latter fee by explaining that such extra rehearsals would
interfere with his ‘other engagements in teaching’.39 This letter reflects the
general attitude towards rehearsals during this period. Puzzi’s wording,
particularly the use of ‘faire preuve’, focused on the idea of demonstrating
new works and proving one’s ability as opposed to the notion of ensemble
rehearsal or learning. If the above terms were not acceptable, Puzzi also

offered his services to the directors in the form of a package:

37. Puzzi to the Directors of the Philharmonic Society, 9 January 1821, Loan 48.13, f. 237r.
38. Ibid.

39. It is unclear who or how much Puzzi was teaching at this time. His students may have
included some of his orchestral colleagues. There are no records of Puzzi’s teaching

activities until his appointment at the Royal Academy of Music in 1823. It is more probable
that he was giving singing lessons to the aristocracy, since printed compositions for amateur
singers by Puzzi bear dedications to patrons occasionally named as students. This matter
will be discussed fully in chapter 5, pp. 202-204.
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I would put myself at their exclusive disposition to play, be it
accompaniment [obbligato to a vocal work] or be it
Concertante en Solos as often as they might wish it and as
often as it would be within my powers for fifty guineas.”

Finally, Puzzi demanded that he be able to choose the orchestral part
that suited him best and that he determine the assignment of parts to the
other players. This last requirement clearly expresses Puzzi’s practical
concerns about endurance on evenings when he had both solos and
orchestral works to perform. This was a common theme of his
correspondence with the Philharmonic:

If at least | might be assured for myself to choose the part that
suits me, that is an absolute necessity to me if on occasion I
have to play solos en des accompagnement obbligato, the
same evening that 1 have to play orchestral parts.41

On an evening such as the first concert of the 1823 season, this seems well
justified, since the concert opened with Beethoven’s first symphony
followed after the interval by Haydn’s ‘Military’ symphony and Luigi

Belloli’s concerto for horn and orchestra.42

Nearly all of Puzzi’s surviving correspondence with the directors of the
Philharmonic Society can be characterised as the collision of the Society’s

ethos of artistic honour superseding financial gain and Puzzi's natural

40. Puzzi to the Directors of the Philharmonic Society, 9 January 1821, Loan 48.13, f. 237r.

41. Puzzi to the Directors of the Philharmonic Society, 12 January 1821, Loan 48.13, f. 238r.

42. Lack of specific records of who attended what rehearsals and performances make it
difficult to sort out the particulars of exactly how much playing each member of the section
did. From the figures on rehearsal and conceft attendance kept in the Account Book (see
appendix 1.2, table A), it would appear that there were at least three horn players present
at the concert cited. Perhaps one of them would have functioned as an ‘assistant’, relieving
Puzzi of some of the heavier orchestral playing on that evening. Generally, it would
appear that the horn parts of the orchestral selections would have been adequately
covered, as hterature that required more than two players was seldom programmed, while
the Account Book indicates that the section generally consisted of four players with three
usually paid to attend all of the season’s concerts and rehearsals.

27



desire to profit as much as possible from his engagements. Both elements,
along with the fear of being seen to offer his services too cheaply, are
expressed in the letter Puzzi writes upon deciding to take up a position
with the orchestra in 1821:

Although the price which the directors of the Concerts
Philharmonique have offered me is inferior to what [ have
received until now, I shall accept the engagement which they
were good enough to offer, given that I do not wish to weigh
up monetary considerations against the satisfaction of being
part of such a distinguished Concert. | simply wish that the
price I have accepted on this occasion should not be
considered my usual fee.43

Despite Puzzi’s reluctance over fees, the £46.4s. paid to him for the
1821 season is only six guineas short of his original request of fifty guineas
for the season. Examination of Puzzi’s salary in relation to other principal
players having similar orchestral and solo duties and with previous and
successive principal horn players reveals that his level of remuneration
was comparatively high. The brothers Joseph and Peter Petrides were
jointly paid only £51.19s.6d. for their services as first and second horn for
nine rehearsals and eight concerts during the 1814 season. For eight
concerts and an unspecified number of rehearsals, Puzzi’s most immediate
predecessor, Charles Tully, received £21.5s.3d. When Puzzi assumed
Tully’s position in 1821, the fees paid to the principal horn player more
than doubled. Puzzi’s £46.4s. seems particularly exceptional when
compared with the £27.6s. paid to the principal flute, clarinet, and bassoon
players for their services at an identical number of rehearsals and concerts
during 1821. Prior to Puzzi’s arrival, these principal players’ fees were

generally commensurate with or even slightly in excess of those of the

43. Puzs to the Directors of the Philharmonic Society, 12 January 1821, Loan 48.13, f. 238r.
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principal horn.44

In light of the Philharmonic’s general attitude towards the payment
of players, its directors must have thought Puzzi’s abilities to be truly
exceptional and his presence in the orchestra to be of great importance to
tolerate his frequent demands and to make concessions to his steep terms
as an orchestral player. Puzzi’s salaries were the highest recorded in the
1813-1866 Account Book for a horn player.45

The provision of such generous remuneration to Puzzi was not
indefinite, nor was he exempted from the directors’ desire to place all of
the players on a standard pay scale.46 A letter written to Puzzi on 13
December 1824 by Philharmonic Secretary W. Watts outlined the specifics
of a revision of the payment scheme for the 1825 season:

I am desired by the directors to acquaint you that it is their
intention to place all those gentlemen who fill the principal
situations among the wind instruments upon the same scale,
namely two guineas first night, one guinea the rehearsal, and
three guinea[s| additional whenever they shall be required to
come forward for a solo performance.

Requesting an early answer informing me whether
they may rely on your assistance.4”

For Puzzi’s wind-playing colleagues, this would have represented a
significant financial improvement. However, to Puzzi, these same terms
represented a substantial reduction from his 1824 fees. On 17 December
1824, he wrote:

I beg leave to state that though it is neither my province nor

44. Account Book 1813-66, ff. 3v.-13r.
45. Account Book 1813-66.

46. For an in-depth explanation and comparison of pay scales in the Philharmonic Society
duning this period, see David Hadley, ‘The Growth of London Musical Society in the Early
Nineteenth Century: Studies of the History of a Profession, 1800 - 1824°, Ph.D. diss.
(Harvard University, 1972), pp. 496-498.

17. W. Watts to Purzzy, 13 December 1824, Loan 48.13, t. 239r.
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my wish, to dipreciate [sic ] the talents of the other gentlemen,
nor to extol my own; yet under a recollection of my
engagement at the Philharmonic Concerts having been
originally made on your own terms; I cannot but consider
your present offer, as indicative of a desire to dispense with
my services, and which [ now beg permission to withdraw.48

These fees, amounting to £34.13s. for the 1825 season, were accepted by
Henry Platt, who provided his services as principal horn to the
Philharmonic Society for the next twenty-four years, finally retiring in
1849.49

Monetary dispute presents itself as the immediate cause for Puzzi’s
decision to terminate his orchestral engagement with the Philharmonic. It
is notable that Puzzi expresses his intentions to quit outright, with no
qualifications or petitions for further discussion of payment. Most
importantly, the notion that Puzzi’s relationship with the Philharmonic
Society had reached a point of diminishing return would seem to be
implicit in his resignation. By this time, continuing his orchestral
engagement with the Philharmonic Society had no value for Puzzi.
Ostensibly, this decision indicates that Puzzi’s finances must have been
sufficient but more importantly, it suggests that Puzzi felt he had gleaned
all the possible benefits of association with the Philharmonic in terms of
professional patronage and that this network and the new enterprises it

enabled were serving him well.

48. Puzzi to the Directors of the Philharmonit Society, 17 December 1824, Loan 48.13, f. 240r.
In his 1910 ‘precis’ of the letters held in the orchestra’s archives, Philharmonic Society
historian Myles Birket Foster remarks: ‘reduced fees offered, taken by him as a hint to
retire!’(Loan 48.16, vol. 1, p. 360).

49. Platt was at last obliged to retire from all of his posts in 1850, "having lost, from great
and continuous pressure, the whole of his front teeth” (Musical World, vol. 25 no. 16 {20
April 1850]: 252).
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THE CONCERT OF ANTIENT MUSIC
Drawing upon an even more elite audience than the Italian opera or

Philharmonic Society, the Concert of Antient Music was the most
exclusive member of this prestigious trio of ensembles. The Concert’s body
of subscribers, which included many members of the nobility and
aristocracy, brought Puzzi into contact with the most prominent and
wealthy elements of society (see appendix 1.2, table B for a full listing of the
horn section). Frequent royal patronage and appearances were a marked
feature of these concerts, where ‘archbishops and dukes “presided” over
events which were not remotely democratic but were royalty’s principal
outlet for public gestures towards music’.50 A distinguished cadre of
amateurs appeared as musical directors of the concerts; a position never
delegated to a professional musician. A description by John Ella illustrates
the functioning of these arrangements and the highly exclusive nature of

the Concert:

The noble director of each concert usually entertained at
dinner, on the evening of the performance, the conductor
and a large circle of distinguished guests, who accompanied
their Amphytrian to the concert, where he was seated in
front of the orchestra. In this exclusive circle I remember
having seen Sir W. Scott, Moore and Rogers, the poets, Sir
Humphrey Davy, Sir Thomas Lawrence, and the notable
political, military, and naval lions of the day.51

An essential element of the cachet of the Concert of Antient Music
that attracted this aristocratic coterie was the strictly defined repertoire of
‘ancient’ music prescribed by the Concert’s founders for the aura of
erudition and cultural exclusivity they felt it engendered. This

‘aggressively conservative’ programming, implemented at the Concert’s

50. Ehrlich, First Philharmonic, p. 16.

51.John Ella, Musical Sketches Abroad and at Home (London, 1869), p. 33.
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foundation in 1776 and rigorously adhered to, stipulated that all music
performed must be at least twenty years old. This was a marked contrast
from the repertoire performed at the King’s Theatre and by the
Philharmonic Society. A typical Wednesday evening concert programme

is reproduced in illustration 1.2.

[Ne. 4.]

UNDES THE DIRECTION OF HIS ORACK

THE ARCHBISHOP OF YORK.

Concert of Antient Pusic,
WEDNESDAY, MARCH the 24th, 1824.

ACT L
Overture......... . ...... (Esther.).............. ... Handel.
Selection from the Oratorio of Judas Maccabeus. Handel.
Coucerto Ist......... ... (Opera 3.)...... ...... Geminiani.

Trio and Chorus. Sound the loud timbrel... ... Avtson.

Song. Tears such as tender. ... Deborah. ). ... Handel.

Recit. acc. But bright... ... .
At & Grand Cho. s from. } ( Dryden's Ode) Handel.

ACT IL
Overture and Chaconne...............ceoeuvee...... Jomelli,
Song.. What though I trace. ...( Solomox. ) .... Handel.
Air and Quartet. In my distress...... ..... ... Marcello.

Recit. Brethren and friends !...

Recit. acc. O thou bright orl ! (Joshua. ) Handel.
Chorus. Behold | the [ist'ning.

Trio. Fall'n is thy throge.

Paalm XXXIV. Thro'all the changing. (NewVersion.)
Double Chorus.  From the censer. (Solowmon.) Handel.

Hlustration 1.2
1824 Concert of Antient Music programme. (Reproduced by kind
permission of the Department of Portraits and Performance History, Royal
College of Music)
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While a brief survey would reveal the horn parts of the majority of
the works performed on the 24 March 1824 concert to be unremarkable,
many of the Handel selections that appear on the programmes during
Puzzi’s four-year tenure (1823 - 1826) with the Concert are a formidable
exception. The trio and chorus ‘See the Conquering Hero Comes’ in Judas
Maccabeus is a well-known example of Handelian horn writing, with its
high tessitura and pitching on the G crook requiring exceptional control
and endurance of the executant. Passages from Athalia make even greater
demands of the performer in the florid obbligato writing of the first horn
part in the chorus “The Gods, Who Chosen’. This passage consists of
twenty-six continuous bars of of intricate clarino-style writing entirely in
the third octave, lying largely between the tenth and sixteenth partials.
Similar writing for the horn is to be found in many of Handel’s oratorios,
including choruses from Joshua and Deborah. All of the above-mentioned
works were performed during the 1823 season of the Concert of Antient
Music.

The frequent clarino passages of these works would have made
highly specialised demands upon Puzzi’s technique. They were written in
an idiomatic style not utilised in any of the modern literature that
accounted for nearly all of the performing Puzzi undertook outside of his
work with the Concert. Puzzi’s own solo arrangements can be classified as
idiosyncratic works for the cor-basse and cor-mixte player, emphasising
fluid chromatic hand technique within a circumscribed portion of the
horn’s range. How Puzzi and his contemporaries would have dealt with
the demands of clarino horn writing in terms of playing technique,
interpretation, and choice of instrument and mouthpiece is a question that
invites further investigation. When formulating any hypotheses about

how Baroque music at the Antient Concert might have been performed,
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Carse’s comments about instrumentation merit consideration:

The regular use of clarinets, four horns [although two of the
four players listed in the orchestra’s roster clearly seem to be
indicated as ‘extras’] and three trombones for music . .. by
17th and 18th century composers raises more than a mere
suspicion that ‘additional accompaniments’” were largely
used, and that the Secretary and Librarian, Mr. W. Greatorex,
an incorrigible arranger and adder of accompaniments, was
kept fairly busy gilding lilies.52

Perhaps Greatorex’s industry also extended to the adaptation of
horn parts to suit the instruments and technique of a nineteenth-
century player. Alternatively, in such an interpretatively
permissive environment, the players themselves may have felt free
to make such alterations.

For the performance of these parts in whatever form they took,
surviving receipts indicate that Puzzi received £54 for his services during
the 1824 season.53 A dearth of records makes salary comparison with any
of the ensemble’s other horn players impossible, although receipts from
other performers provide contextual information valuable in determining
the hierarchical prominence of various members of the Concert.54¢ The £54
paid to Puzzi by the Concert cannot objectively be compared to any of his
other orchestral earnings, since it is impossible to know how many
performances actually required the presence of horn players. Based upon
the original instrumentation, a survey of the twelve concerts of the 1824

season indicates that six clearly included horns. For an additional three

52. Carse, pp. 205-206.

53. Concert of Antient Music Receipts, Royal College of Music Department of Portraits and
Performance History.

54. Concert of Antient Music Receipts. Noted violinist Nicholas Mori was paid £31.10s. as a
section player in 1824, and in 1823 section flautist Willoughby Monzani received £25.45. The
£84 paid to Dragonetti in 1827 is the highest figure recorded in these receipts for an
instrumentalist, but it pales by comparison with the remuneration of even the lesser-known
principal singers.
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concerts, programme information is insufficient (e.g. ‘selection from the
oratorio of Samson’) to establish whether horns would have been
required. Any insight into how much the horn section actually played is
further obscured by the possibilities raised by Carse’s assertion that it was
‘obvious that the Royal and Noble directors of the Ancient Concert did not
disapprove of the practice of bringing the orchestration of the old masters
up to date’ with a wide range of added instruments.55 No indication of
whether the works performed were arranged or ‘original’ versions is made

in any of the Concert’s programmes.56

The Concert of Antient Music was a dependable source of regular
orchestral engagements and clearly offered competitive fees, but its greatest
benefit to Puzzi far outlasted the four years of his tenure with the orchestra
and came in the form of exposure to patrons who would support him
throughout his thirty-five year career as a soloist. Involvement with the
Concert was Puzzi’s most intimate contact with the patrons who hosted
London’s most lucrative private concerts. It served as an invaluable
advertisement for Puzzi, placing him before an extremely wealthy and
influential clientele intent upon hiring the most fashionable and popular
musicians to ensure the success and prominence of their own musical
entertainments. Many persons named in the approximately seven
hundred aristocratic subscribers listed during this period later appear as
prominent supporters of Puzzi, engaging him for private concerts in their

London and provincial residences and bestowing upon him the

55. Carse, p. 206. By way of example, Carse cites the inclusion of harps, ophicleides,
cymbals and triangles in later concerts when programmes still consisted of music “which
could hardly have been written for any of these instruments’ (p. 206).

56. For these reasons, no table of repertoire performed has been compiled for the Concert of
Antient Music.
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emoluments and perquisites of aristocratic patronage.57

OTHER ORCHESTRAL ACTIVITIES

Various other possibilities for orchestral performance existed within the
metropolis outside of London’s three main ensembles, although none was
as established or constant. The following examples are limited to groups
and instances where Puzzi could be identified as a member in primary
source material. They probably represent only a small segment of the
orchestras and festivals in which Puzzi and his London colleagues played,

but they nevertheless serve as an indication of the various possibilities.58

The City Amateur Concerts

These concerts were described by Carse as a series set up by the developing
body of mercantile bourgeoisie patrons ‘in defiance of the principle that
music could not exist without the support of the Nobility and Quality, and
that concerts east of Temple Bar were wrongly situated’.5%9 The location of
the concerts in the City of London Tavern surely indicates an audience
that was largely excluded from the concert rooms of the West End.
Reviews from the Quarterly Musical Magazine and Review show that the
concerts were very similar in content to those of the Philharmonic Society:

The selections have the predominant characteristics of the
time, viz. the leaning to the music of foreign composers

57. The Performances of Antient Music for the Season (London, 1785-1848). These programme
books, containing concert repertoire, performers and a list of subscribers, were produced
annually.

58. Carse mentions Puzzi in his description of the Societa Armonica, stating that “The same
names occur as in the Phitharmonic and opera orchestras — Lindley, Dragonetti, Nicholson,
Ribas, Card, Barret, Powell, Baumann, Puzzi, Harper, and so on’(Carse, p. 225). While his
assumption is logical, he cites no source for this information. Although no ecarly personnel
lists have been located by the present author, it is highly unlikely that Puzzi would have
played in this orchestra, since its foundation date of 1827 places it outside the period of his
tenure as an orchestral player. Platt would be a more logical candidate.

59. Carse, p. 226.



amongst whom Mozart in the vocal, and Haydn and
Beethoven in the instrumental departments, stand
conspicuous. The programmes are, however, very various,
and our own composers meet respectful attention. The
names of Attwood, Bishop, Horsley, and C. Potter appear.60

Some chamber music was also included along with numerous vocal
selections from contemporary Italian operas.

Puzzi’s mention of the ‘Concerts de la cité’ in his 1821 letter to the
directors of the Philharmonic Society provides evidence of his
participation in this ensemble and includes details about his fees with the
City Concerts (see p. 26). The concerts were suspended in 1823, but appear

to have been revived in 1830.

Provincial Concerts

The lack of an adequate body of professional musicians in the provinces of
England was widely noted by contemporary commentators such as Ella:
‘With all their love for music, the people of the provinces, and the capitals
of Scotland and Ireland, have no opportunity of hearing a satisfactory
performance of the symphonies of the great masters.’61 Thus, the core
group of London players was in constant demand to enhance the ranks of
provincial orchestras, enabling them to satisfy the expectations of an
audience anxious to hear Beethoven symphonies and lavishly augmented
performances of oratorios. The orchestra assembled for the 1823 York
Festival consisted of over 160 instrumentalists, joined by a choir of 240
voices.

In part because of the demand for London players, most provincial
engagements took the form of autumn festivals lasting a few days as

opposed to the serial concerts of the established London orchestras, which

60. Quarterly Musical Magazine and Review, vol. 2 (1820): 385.

61. Ella, p. 94.
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spanned the course of the social season. However, the intensity of
programming at these festivals more than compensated for their
infrequent occurrences. Each of the four days of the Birmingham Festival
included two extended concerts. The first was devoted to large-scale sacred
works where Puzzi and the horn section would have encountered much
of the oratorio literature popular at the Concert of Antient Music. The
evening concert featured symphonies and overtures interspersed with
numerous vocal selections: programming quite similar to what a London
listener would have heard in an evening at the Philharmonic Society.

The provincial benefits of 1823 were particularly well documented
in the musical press, providing a glimpse of Puzzi’s involvement with
these orchestras (see appendix 1.2, table C, for a list of provincial concerts
and their horn sections). At the York Musical Festival from 23 to 26
September, Puzzi sat at the head of a section with Peter Petrides and Joseph
Petrides, C. Tully and four players from Yorkshire. In addition to a heavy
programme of orchestral playing including Beethoven’s Symphony in C
Minor and many overtures, Puzzi was featured as a soloist playing an
unspecified fantasia. Puzzi and the Petrides brothers then travelled to
Liverpool for a festival performance on 29 September conducted by Sir
George Smart. These players again appear in Birmingham from 7 to 10
October, where a performance of a horn trio composed by Puzzi ‘expressly
for this meeting’ was described as ‘singular, and most astonishingly played
[by Puzzi, an unspecified Petrides, and Tully] .62

Provincial concerts were an important source of income during the

musical drought that ensued during the off-season summer and autuwmn

62. OMMR, vol. 5 (1823): 533. The present author has not encou ntered the trio in any
collections of Puzzi’s music known to her.
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months in London when the aristocracy vacated the city. In 1824, the
principal instrumentalists at the Norwich festival were paid twenty-five
guineas for eight to ten concerts, and for three days of playing at a festival
in Oxford in 1827, Dragonetti received £33.12s. and Willman £21.63
Provincial festivals were one of the few occasions when Puzzi still
appeared in a horn section after his withdrawal from orchestral playing in
1827, although such instances were in conjunction with a solo
performance at the festival. The Norfolk and Norwich Musical Festival of
1842 is one such example. On the second evening of the four-day festival
‘Puzzi’s horn solo pleased exceedingly, particularly his vocal rendering of
“Ote o cara” '.64 For this solo and his services as principal horn in the
orchestra, he received the sum of thirty guineas. The conditions of Puzzi’s
engagement were clearly defined in his contract with Edward Taylor, the

manager of the 1842 Norwich Festival (see Illustration 1.3).

Benefit Concerts

Benefit concerts, also known as “professors’ concerts’” and “professional
concerts’, were ubiquitous in the musical landscape of the 1820s and 1830s.
At these concerts, the beneficiaire made a direct appeal to the public for
support and hoped to reap a handsome profit from the proceeds of the
event. It was expected that all the performer’s patrons, pupils and friends
would support him through the purchase of tickets. While solo and vocal
music were usually the main features of these concerts, performances of

large-scale ensemble works were common at benefits and this provided yet

63. Cyril Ehrlich, The Music Profession in Britain Since the Iighteenth Century: A Social
History (Oxford, 1985), p. 49.

64. Musical World, vol. 17 no. 37 (22 September 1842): 299,
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Symphonies and overtures were often placed at the beginning and
end of the benefit concert programme. Pianist Lucy Anderson’s 1843
benefit included Beethoven’s Grand Choral Fantasia, Egmont Overture
and an unspecified ‘Finale Instrumental’ by Mozart.67 Beethoven’s Fifth
Symphony, Weber’s Euryanthe Overture, and a ‘Finale (Instrumental)’
were the main orchestral selections at the pianist Salaman’s 1833 benefit.68
Posters for violinist Nicholas Mori’s 1833 benefit promised performances
of ‘Beethoven’s Celebrated C Minor and A Symphonies’.69 Such concerts
also included myriad operatic selections that would have required
orchestral accompaniment, and a number of instrumental ‘concertos’ and
fantasias that may also have utilised the orchestra.

The present author has not encountered benefit concert
programmes or handbills that make more than cursory mention of a few
select players in these orchestras, but announcements such as ‘The Band
will be numerous and complete in every department, selected from the
Philharmonic and Ancient Concerts, Opera Orchestras, and Her Majesty’s
Private Band’ were common and provide some indication of the source of
the orchestra. Benefit-givers who could have commanded or afforded the
services of the most select orchestral players would have drawn from
London’s core group of performers. It is logical to assume that Puzzi would
have performed in the orchestras of benefit concerts in which he had been
asked to appear as a soloist, since the beneficiaire would have been keen to

make full use of the players enlisted. It is most likely that Puzzi did not

67.'Mrs Anderson’s Grand Morning Concert” (London: Her Majesty’s Theatre, 26 May 1843),
unnumbered concert programme, Covert Collection.

68. ‘Mr. Salaman’s Concert’ (London, King’s Concert Rooms, 30 May 1833), unnumbered
concert programme, RCM PP.

69. ‘Mr. Mori Evening Concert’ (London, King’s Theatre, 17 May 1833), unnumbered poster,
RCM PP.
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play in benefit concert orchestras unless he was also engaged as a soloist.
Rehearsal obligations for orchestral players at benefits would have been
minimal in keeping with the widely acknowledged lack of rehearsal time
in London, but also because much of this repertoire was repeated from the
concerts of the above-mentioned orchestras.

Payment of players -- particularly orchestral members -- at benefit
concerts is a nebulous issue. It would have taken one of two forms:
reciprocal repayment in kind or monetary payment. It is most likely that
celebrity players such as Puzzi seldom collected fees for performing at their
colleague’s benefits; instead, the concert-giver then appeared gratis at
Puzzi’s benefit. Perhaps these players would have demanded a fee when
they knew they would not require or be able to demand the services of the
beneficiaire at their own concert. It seems logical to posit that lesser players
who did not give benefits themselves, and whose primary role at the
concert was playing in the orchestra, almost certainly did get paid. In both
instances, the good working relationship with and access to a wide range of
colleagues engendered by professional patronage was of paramount
importance in obtaining suitable performers for one’s benefit. Private
concerts took the same general form as benefits in terms of repertoire and

would have often made use of an orchestra.

In reviewing the orchestral environment in which Puzzi circulated, and
in considering his experiences as an orchestral player during the 1820s,
various patterns emerge that allow us to draw conclusions about Puzzi’s
career. Clearly, enough orchestral opportunities existed in London for a
small group of elite performers to cobble together a full schedule of playing
during the London season. Violinist John Ella’s account of his

engagements provides an excellent summary of how ‘the best players were
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engaged during the course of a typical London season’.70 Although Ella is
writing about the 1834 season, the musical landscape is largely unchanged
from that of the period in the 1820s when Puzzi was active as an orchestral

player.

I find during the season in London that my orchestral
engagements included twelve Concerts of Ancient Music on
Wednesday evenings, and twelve public rehearsals on the
Monday mornings previous; six concerts of the Societa
Armonica, and eight concerts of the Philharmonic Society, for
symphonies, overtures, solos and vocal music. At Her
Majesty’s Theatre the season included sixty subscription
nights -- Tuesdays and Saturdays - with a few extra benefit
nights on Thursdays. Most of the benefit concerts, too, at the
Hanover Square Rooms, were given with an orchestra.”l

Some outlets for orchestral playing are conspicuous by their absence
and Puzzi and his colleagues were in a position to be selective about the
engagements they pursued. There was a hierarchy among London’s
orchestras that was defined not only by their audiences but also by the
musicians who played in them. The English opera and ‘oratorio” concerts
at Covent Garden, Drury Lane and the Lyceum English Opera House were
organisations that fell outside the interests of this elite group of
performers and were left to a body of players who seldom appeared in the
leading orchestras of the metropolis. An interesting indicator of the status
of an orchestra was the number of instruments that its performers were
responsible for playing. In the royal private bands and at the Theatre Royal
at Covent Garden, members regularly played more than one instrument.72
It was an exceptional feature of the instrumentalists at the top of London’s

hierarchy of performers during this period that they had reached a level

70. Carse, p. 227.

71.Ella, p. 70, quoted by Carse, pp. 227-228.

72. Bishop Papers, Add. MS 29365, ff. 2-62, British Library.
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on which they could afford to specialise on a single instrument.

Despite the undisputed success that Puzzi achieved as an orchestral
player in London, which was marked by the comparatively high fees he
received and his immediate promotion to principal in each orchestra he
entered, the work conditions that even a performer of Puzzi’'s stature
encountered indicate the difficult and sometimes demeaning
environment of orchestral playing in London. While London’s finest
orchestral players were a select body capable of commanding some
negotiating power, they were still not in a position widely to regulate or
influence their treatment by employers. Puzzi was not immune from the
vicissitudes and vagaries of inept management at the King’s Theatre and
the mediocre musical standards that this spawned. While the
Philharmonic Society undertook drastic measures to further the cause of
musical professionalism on many fronts, payment remained a source of
perennial dispute for Puzzi. His employment pattern has shown that
Puzzi's immediate solution to these issues was to abandon orchestral
playing as soon as viable alternatives presented themselves. A solo career
sustained by successful benefit concerts and inclusion in the lucrative
circuit of private concerts, and most likely by the additional support of
some other enterprise in the music business such as Puzzi's work as a
theatrical agent and impresario, was a financially and socially more
attractive route to the few performers who were able to attain this coveted
position.

That someone as prominent and well equipped as Puzzi found it
necessary to focus on orchestral playing for six years at the beginning of his
London career demonstrates the importance of the orchestra in the
infrastructure of the music business in London and clearly indicates that

involvement in these groups was a key element for wind players wishing
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to establish a successful long-term career in the early nineteenth century,
even if it ultimately excluded orchestral playing. Puzzi arrived in London
with numerous aristocratic connections, a strong reputation as a virtuoso
performer and links with the operatic world of Milan and Paris, but it was
through the orchestras that he gained the wide variety of professional and
traditional patronage that was crucial for the development of his career.
Participation in each of London’s major orchestras had specific
benefits in preparing for and ensuring the success of Puzzi’s inter-arching
career as a soloist and agent/impresario. Membership of the Philharmonic
Society was an endorsement of professional credibility and placed him in
the esteem of his colleagues; the Concert of Antient Music was an
exceedingly efficient point of contact with the aristocracy, who would be
the prime supporters of his activities as a soloist and concert fixer; and the
King’s Theatre was his strongest link to the most vital and sustaining
element of his career -- the Italian opera. In this way, Puzzi gained the
initiation into London’s musical world that laid the foundation for the

undertakings that enabled him to leave orchestral playing for greener

pastures.



Il

Setting the stage:
Puzzi and the Italian Opera in London.

The Season means the opera, the opera means the
Italian Opera; the season is when that is and not
when that is not. Then comes Jules de Glimes, and
many masters of the art of song, with Pinsuti,
Pilotti, Perullo, and Petriefaccio, who will
‘accompany’ at Puzzi’s. Then is the Season, and not
till then.1

— — —

Work as an agent and impresario (The King’s/Her Majesty’s Theatre, the
Lyceum Theatre, touring with singers of the Italian Opera) -- Giacinta
Puzzi (née Toso) -- Patronage (the function of patronage in Puzzi’s career,
examples of patronage in Puzzi’'s career, royal patronage).

(]

The emphatic insistence of the correspondent of the Musical World
that the opera was synonymous with the social season and his recognition
of Puzzi as a key provider of operatic entertainment emphasises the
central position of Italian opera in the musical world of fashionable
London and demonstrates the prominent place that Puzzi achieved in
operatic affairs. Three manifestations of this relationship were particularly
crucial in ensuring the development of Puzzi’s multifaceted career: his
activities as an impresario and agent, his marriage to the popular concert
singer and teacher Giacinta Toso, and his patronage relationships with
some of the more prominent supporters of Italian opera in London. These
strong ties to the operatic world benefited him in many ways and laid the

foundation for Puzzi’s fame as nineteenth-century England’s most

1. Musical World, vol. 31 no. 11 (12 March 1853): 155.
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celebrated horn virtuoso.

Puzzi’s work as an impresario was his single largest source of
income. It enabled him to relinquish all of his orchestral posts after the
1826 season, liberating him from the demands these groups made on
evening concert time during the social season and leaving him free to
pursue solo engagements exclusively. Most importantly, the connections
Puzzi formed with singers as an agent also placed him in a powerful
position to profit from the great popularity of these performers in
promoting his own career as a soloist and gave him an exclusive tool with
which to cultivate patronage. This body of well-connected aristocrats
provided Puzzi with an entrée into the upper echelons of London’s
musical society and ensured his presence in the lucrative private concert
circuit. They may well have also used their position of influence with the
opera management to promote Puzzi’s interests and undertakings as a
theatrical agent. Through her concert appearances and work as a singing
teacher, Puzzi’s young wife further bolstered his popularity with patrons
and added considerably to the family income. She was also known as a
powerful presence in the internal workings of the Italian opera at the
King’s/Her Majesty’s Theatre and played a vital role in establishing the
Puzzi home as a focal point of the operatic community. It is also clear that
she and Puzzi collaborated in selecting and negotiating with singers. This
chapter will examine these elements of Puzzi’s operatic involvement and

will assess their place as pillars of his career.

WORK AS AN AGENT AND IMPRESARIO
In 1853, the AMusical World described Puzzi as ‘the negotiator of

engagements with foreign artists and the caterer of novelties for the
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theatre for many years’.2 This reflects a lengthy and diverse career as an
agent and impresario, the more visible activities of which included

work as an agent at The King’s/ Her Majesty’s Theatre, the establishment of
an opera buffa company at the Lyceum Theatre, the undertaking of
provincial tours throughout England with members of the Italian opera in

London and the provision of singers to the aristocracy at private concerts.

The King’s/Her Majesty’s Theatre

It is most likely that Puzzi would have quickly established ties with the
singers and management of the Italian opera at the King’s Theatre in
London shortly after his arrival in England, as he would have been
familiar with many members of this internationally active community,
although the first known records of his work as an agent for the Theatre
are those that chronicle the winter of 1826. During this period, he
undertook a series of trips throughout Europe to make engagements for
John Ebers, manager of the King’s Theatre from 1821 - 1827. Puzzi must
have been quite committed to the work and certain that he was in a
position to gain much from it financially, since he withdrew himself from
all his orchestral positions, which were at this point still an important
source of income. He would have also sacrificed a season of benefit and
private concert appearances to take up Ebers’s commission.

A journey to Paris to complete Ebers’s arrangements for engaging
Zuchelli and the bass Filippo Galli was Puzzi’s first trip as an agent for the
King’s Theatre. The transaction was successful and Zuchelli was employed
for the 1827 season.3 The time Puzzi spent in Italy and Paris prior to his

arrival in England was clearly a great advantage to him in travels

2. Musical World, vol. 31 no. 13 (26 March 1853): 189-90.

3. John Ebers, Seven Years at the King's [heatre (London, 1888), p. 313.
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throughout Europe to engage singers, since he would have already been
familiar with many of the potential candidates. An understanding of the
workings of the operatic world on the continent and acquaintance with
many of its principal patrons would have also equipped Puzzi with
valuable resources. His knowledge and enterprise was noted by Rossini,
who “justly characterised Signor Puzzi as possessed of great intelligence in
theatrical affairs, active and zealous’.4

Encouraged by Puzzi’s success in making these two engagements,
Ebers sent him on a more extensive trip through France and Italy in the
spring of 1827 to fix contracts with any promising singers that he could
bring back to England. Puzzi had no difficulty in finding suitable artists.
Ebers seemed confident of Puzzi’s judgment in selecting singers and was
ready to provide full financial backing for the engagements, in many cases
sending prepared contracts to him, although he reports that many of
Puzzi’s dealings were hampered by ‘the incessant intrigues of the theatrical
correspondents [agents] on the continent’.5 A number of factors
contributed to the difficulties facing anyone wishing to make
arrangements to bring European singers to England, including monopolies
and competition with local theatrical agents, and intervention from
aristocrats reluctant to part with their most favoured performers. Despite
such difficulties, Puzzi did manage to arrange some engagements for the
1827 and 1828 seasons, including Madame Brizzi and Mademoiselles Toso,
Amigo, Blasis and Ellena.6

These early enterprises must have been profitable for Puzzi, since he

never resumed any of his orchestral piaying posiiions. A lack of surviving

4. Ibid., p. 315.
5.1bid,, p. 317.

6. Ibid., pp. 315-320.

49



records makes it impossible to give even a rough estimate of Puzzi’s
earnings from his activities as an agent. The amounts of money changing
hands in transactions with singers was staggering, even for those of
unproven ability. The salaries of the singers Puzzi engaged for the 1827
season at the King’s Theatre totalled £2750 with Zuchelli receiving £1130,
Galli £870, Brizzi £400 and the soprano Giacinta Toso £350.7 No
information regarding the details of Puzzi's ‘commission’ in making these
arrangements for Ebers exists, but in this, and other similar situations,
Puzzi would have received some percentage of the singers’ earnings,
possibly in addition to a fixed salary for his work and any money that he
might have taken directly from the singers for netting them an
engagement. General figures for commissions paid to agents for most of
the nineteenth century range from 5 to 8 %.8 For similar work in fixing
vocalists and instrumentalists in the 1850s, the horn player and impresario
Henry Jarrett netted 10 % of the performers’ fees.9 The £275 that could
have resulted from a 10 % commission on Puzzi’s engagements for the
King’s Theatre in 1827 would have certainly surpassed his annual earnings
from his various orchestral posts. This work must surely have produced
profits for Puzzi in other ways as well. By facilitating sought-after London
engagements for foreign singers, he was in a powerful position to elicit
their support in his activities as a performer and as a concert fixer, perhaps
even making these singers’ participation in joint performances with Puzzi
and their willingness to be engaged by him for various concerts a

condition of the deals he negotiated.

7. Ibid., pp. 392-393.

8.John Rosselli, The Opera Industry in Italy from Cimarosa to Verdi: [he Role of the
Impresario (Cambridge, 1984), p. 143.

9. John Humphries, “"Henry Jarrett -- Hom Virtuoso and Theatrical Businessman’, British
Horn Society Newsletter (July 1990): 7-9.
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Ebers’s description of Puzzi’s travels for the King's Theatre is
unusually detailed. No other single source provides as much information
about his activities as an agent, but fragmentary evidence points to Puzzi’s
lengthy and varied involvement in the operatic world in this capacity and
also as an impresario. A particularly significant indicator of his importance
to the management of Her Majesty’s Theatre are the annual benefits that
were staged for him there. On these evenings, Puzzi was entitled to a
portion of the proceeds from a full-length opera, ballet and other
entertainments performed for his benefit (see illustration 2.1). This was a
privilege normally reserved for the Theatre’s star singers, the manager and
occasionally the director. During Lumley’s management Puzzi received at
least six such benefits, including one each year from 1842 to 1846. In 1842
and 1843 the programme included a solo performance by Puzzi, thus the
benefit had the additional value of serving as an opportunity to advertise
his performing skills to potential patrons. It is significant that the Theatre’s
annual concession to Puzzi became his principal benefit concert as his

performance activities dwindled in the late 1840s.

Her Majesty’s Theatre

[n 1853, Puzzi appears to have been tempted by the quicksand of theatre
management. Vigorous competition from the rival Royal [talian Opera
Company at Covent Garden, Jenny Lind’s decision to quit the operatic
stage and extreme financial difficulties placed Her Majesty’s Theatre in a
very weak and precarious position at the end of the 1852 season.10
Manager Benjamin Lumley tried various measures to keep the theatre

open.

10. On 6 April 1847, the Royal Italian Opera opened at Covent Garden Theatre under the
direction of Beale. It may have provided another outlet for Puzzi’s activities as an
impresario and agent, although no specific information to confirm this has been tound.
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When his attempts to form a limited liability company failed and a royal
charter and an act of parliament to incorporate the company were refused,
numerous plans arose for the theatre’s future and were the source of
much speculation in the press. The possibility of Puzzi assuming

management of Her Majesty’s Theatre received particularly detailed

coverage:

There is now every reason to believe that Her Majesty’s
Theatre will open for a season of some forty performances, on
or about the beginning of May . . . The management will be
undertaken by three -- perhaps the most competent persons
for that purpose in the metropolis -- namely Mr. Nugent, the
former superintendent of the house; Mr. Robinson, the late
treasurer of the establishment; and Signor Puzzi. . ..

Signor Puzzi is extensively known and greatly trusted
by a very large section of the most influential among the
nobility. The house once opened, therefore, little doubt will
remain of its perfect stability.11

Puzzi’s name also appears in Benjamin Lumley’s account of his
dealings with the Earl of Dudley (Lord Ward), who came to the financial
aid of the theatre in 1853 and proposed to take up the management
himself. Of Puzzi’'s part in these arrangements, Lumley writes

Through my instrumentality, Signor Puzzi, who had long
been a coadjutor of my own, was retained to conduct
negotiations with the artists, and to superintend the details of
the enterprise; while I, as the medium of communication,
was especially enjoined by Lord Ward to let Signor Puzzi
know for whom he (Signor Puzzi) was acting.12

It is unclear if these plans were in any way attached to the first
arrangement noted or if Puzzi would have been acting independently of
Lumley in planning to take on the management of the theatre with

Nugent and Robinson. In the event, neither scheme materialised. The

I1. Musical World, vol. 31 no. 13 (26 March 1853): 189-90.

12. Benjamin Lumley, ['he farl of Dudley, Mr. Lumley, and Her Majesty’s [heatre: /\
Narrative of 'acts (London, 1863), p. 6.
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plans of the ‘Nugentrobertsonpuzzites’ were thwarted by a dispute with
Frederick Gye over the lesseeship of the theatre.13 Struggles over
occupancy and management during this period were protracted and
involved numerous parties. Her Majesty’s Theatre remained closed for
three seasons.

Fire ended this deadlock in 1856, when the burning of the Royal
[talian Opera’s theatre in Covent Garden gave Lumley an opportunity to
re-open Her Majesty’s Theatre, where he again assumed the role of
manager, thus ending any of Puzzi’s managerial aspirations. While none
of the above schemes materialised, Puzzi’s role in them and the attention
they received in the press are indicators of his prominence and high level
of involvement in the workings of the Italian opera. It was probably most
fortunate for Puzzi and his pocket book that none of these plans was
realised, since theatre management usually ended in the financial ruin of
those tempted by the ‘operatic sceptre’, as it did for John Ebers and

Benjamin Lumley.14

The Lyceum Theatre

Puzzi’s involvement in the establishment of an opera buffa company at
the Lyceum Theatre provides the most complete illustration of his
activities as an impresario. In December 1836, the Musical World reported
that ‘Signor Puzzi is hourly expected with his company from ltaly, to
embark in the new undertaking of establishing an Opera Buffa’.15 The
company was the first in London to devote itself exclusively to comic

opera. Donizetti, Cimarosa, Mozart, Mercadante and Ricci dominated the

13. Musical World, vol. 31 no. 14 (2 Apnl 1853): 203.
14. Benjamin Lumley, Reminiscences of the Opera (London, 1864), p. 354.

15. Musical World, vol. 3 no. 38 (9 December 1836): 190.
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season. The opera buffa did not compete with the Italian opera at the
King’s Theatre, but instead served as a complement, with performances
scheduled to conclude before the season opened at the King’s Theatre.

Puzzi served as director of this short-lived buffa company from 1836
to the end of 1837, his primary task and source of profit being the
recruitment and hiring of the singers and orchestra. In this way, he wisely
avoided the responsibilities and financial risks of management, which
were assumed by John Mitchell. Puzzi unabashedly took advantage of his
position as director to promote his prominence as a performer.16 While
Platt and Rae were employed as orchestral players, stage bills distributed to
the audience announced that ‘Signor Puzzi will perform the solos written
for the French horn” and often noted the particular arias that were to be
embellished with Puzzi’s obbligato playing (see illustration 2.2). Puzzi’s
name appears repeatedly on these bills, in the boldface type usually
reserved for the principal singers. These notices and obbligato appearances
during the opera were a powerful way for Puzzi to advertise his services to
the habitués of ‘Fop’s Alley’ and the boxes: patrons who might engage
Puzzi and his singers at their private concerts. In this way, Puzzi expanded
the traditional role of theatre director to include a platform for the
promotion of his activities as a soloist.

The first season of this ‘new Italian opera company’ opened in
December 1836 with a performance of Donizetti’s L'elisir d’amore.17 The
principal singers included Mademoiselle Blasis and two singers Puzzi had
recruited from Italy: Signor Catone, a tenor, and the baritone Giorgio

Ronconi.

16. Puzzi also exploited his prominence as a performer to promote the singers of the Lyceum:
on 27 February 1837, Catone and Ronconi appeared with Puzzi at the Philharmonic Society
in a performance of the duet ‘Qual desio, qual pensero” by Julius Benedict.

17. Musical World, vol. 3 no. 39 (16 December 1836): 220,
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The critic of the Musical World reported that while ‘little in
commendation’ could be said of the ‘ultra-modern Italian” music, the
quality of the singing was quite high and the orchestra comprised

the ‘greatest performers in the King’'s Theatre’.18 The libretto for the 11
February 1837 performance of Le nozze di Figaro boasts a most impressive
orchestral roster comprising many of Puzzi’'s colleagues from the
Philharmonic Society and the King’'s Theatre (see illustration 2.3). A
review of the performance in the Musical World confirmed the presence
of these players, giving lavish praise to Dragonetti and Mori's
performances and the ‘excellent band, who one and all seemed to play for
the pure love of the music’.19 The opera was repeated on 14 February,
along with a performance of Beethoven’s ‘Septuor’ (Op. 20) as a benefit for
Puzzi.

The buffa company’s second season opened on 16 November 1837,
again with a performance of L’elisir d’amore, on this occasion attended by
Queen Victoria. Also present were the Duke of Wellington ‘and all the
principal nobility now in London’.20 The season continued with more
Donizetti and several Rossini operas including L’inganno felice and
L'italiana in Algieri. While reviews reported that this selection of music
was successful in attracting a ‘full and elegant audience (every private box
we understand being let for the season, and almost all the stalls)’, critics
noted that the quality of the chorus had become rather poor, commenting

that “this saving of “candle-ends and cheese parings” is not the way to

18.1bid., 220-221.
19. Musical World, vol. 4 no. 49 (17 February 1837): 140.
20. Observer (26 November 1837): n.p.. The presence of Queen Victoria at this performance

may have made Puzzi feel he was entitled to use the billing “corne solo to Her Majesty” on
handbills for concerts during this period.
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In the absence of financial records, newspaper articles are the only
source of information about the general success of the season and the
company’s profitability:

We are informed, and believe, that it has answered the purpose of
its speculators, but it has certainly not fulfilled their expectations,
nor been as attractive as it deserves to have been.22

Another critic presents a less favourable view:

We hear [Mitchell] is out of pocket by the speculation, and we regret
it. . . We think he might have had better luck, if he would get rid of
poor little Puzzi, who does nothing but take up room in the bills by
printing his own name, and take up time in the orchestra by
blowing his own trumpet.23

It is unclear whether this critic’'s comments about Puzzi stem only from
his ostentatious orchestral appearances or from his selection and practices
in engaging singers.

It would appear that Mitchell and Puzzi’s venture was far less
successful in its third season and that the weaknesses mentioned in earlier
reviews continued to plague the company. The poor quality of the chorus
and a selection of unremarkable works, most notably Mercadante’s Elisa e
Claudio, would seem to have conspired in making this the company’s
final season. While the venture appears to have been unprofitable for
Mitchell, Puzzi was at the very least well served by its effectiveness as a
publicity campaign and he was protected from financial liability and ruin

by his role as director.

Documentary evidence of the details of Puzzi’s activities as an impresario

and particularly as an agent for singers is comparatively scarce and at best

22. ‘Lyceum 1837, unidentified newspaper clipping (n.d.), ‘Lyceum 1837’ box, Theatre
Museum.

23. ‘Lyceum 1837’, unidentified newspaper clipping (31 January 1837), “Lyceum 1837 boy,
Theatre Museum.



incomplete, reflecting the ‘amorphous’ and extemporaneous nature of
such dealings.24 The information that does survive, particularly in more
formal accounts such as John Ebers’s memoirs and in Benjamin Lumley’s
record of his negotiations with the Earl of Dudley, indicates Puzzi’s
importance and prominence in this role. Lumley’s granting of annual
benefit performances to Puzzi for his services is a particularly cogent
illustration of his value to Her Majesty’s Theatre. The extent of the press
speculation regarding Puzzi’s possible management of this theatre in 1853
provides confirmation of his stature among the hierarchy of opera patrons
and supporters, while Puzzi’s establishment of an opera buffa company at
the Lyceum demonstrates the extent and strength of his professional
contacts.

To an even greater degree than any of the specific examples
considered, the pattern and shape of Puzzi’s career speak eloquently of the
immense importance of Puzzi's impresario work. The salaries recorded by
Ebers provide only a rough indication of Puzzi’s earning potential as an
agent for the King’s Theatre, but his decision to relinquish his orchestral
posts is a clear statement of the immediate monetary value of this work.
This placed him in a position which few of his instrumental colleagues
enjoyed.25 While this financial freedom was enough to liberate Puzzi from
time consuming and comparatively unprofitable orchestral work, the true
manifestation of Puzzi’s prowess was the manner in which he utilised his

position as an agent to ensure his success and popularity as a soloist. In

24. Rosselli, Opera Industry, p. 135.

25. While his fame as a horn soloist was not as widespread as Puzzi’'s, Henry Jarrett is
notable for his lucrative and enterprising career and can be viewed as Puszi's successor in
many ways. Jarrett was very active as an agent engaging players for Jullien and Charles
Hallé and also worked as an agent and assistant for Her Majesty’s Theatre manager J.H.
Mapleson in 1862. See John Humphries, ‘Henry Jarrett - Horn Virtuoso and Theatrical
Businessman’.
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this way, Puzzi was served throughout his career by the most prominent

musical force of his era: the Italian opera.

Touring with singers of the Italian Opera

Puzzi’s name appeared in yet another capacity with the singers of the
[talian opera as he toured with them throughout Britain in the 1840s. On
programmes and handbills it was accorded equal prominence with the
names of Persiani, Pacini and Rubini. ‘All was joy and satisfaction’,
proclaimed the Musical World, when ‘Puzzi “porued [sic | through the
mellow horn his plaintive soul” ’ at Rubini’s farewell concert in
Cheltenham on 5 September 1842.26 At these and similar performances,
Puzzi appeared as a soloist, obbligato accompanist and occasionally as a
substitute for a missing voice in vocal ensembles. While he was ostensibly
present as a celebrated soloist, Puzzi’s duties and earnings extended beyond
the platform, since various factors indicate that he was also serving as a
manager for the touring parties in which he performed. This was one
more way in which Puzzi ingeniously allied himself with the Italian opera

and profited from its great popularity.

Puzzi’s strong connections with the management and singers of the King’s
Theatre as an agent and his experience as the director of the short-lived
opera buffa company at the Lyceum would have made him well equipped
to bring Italian opera to the provinces. Apart from his known activities as
an agent and impresario in London, the strongest suggestion that he was
acting as a manager on provincial tours springs from the lack of any other
explanation of why he would have been present at these concerts.

Musically and logistically, a horn player is an exotic departure from the

26. Musical World, vol. 17 no. 39 (29 September 1842): 309.
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usual constitution of a touring party. A more common and generally
versatile combination for a group that often performed without an
orchestra would comprise a vocal quartet (soprano, contralto, tenor, bass),
pianist and violinist.27 Puzzi’s celebrity and long-established musical
connection with singers at benefit and private concerts was undoubtedly a
salient reason for his presence on tours, but can only be part of the
equation when his other abilities are considered. While it is difficult to
substantiate Puzzi's role as a manager on tours with material evidence, his
presence logically dictates that he was involved in this manner.

Two basic scenarios for Puzzi’s extra-musical involvement in
touring parties present themselves: he would have served as the sole
manager of a tour that he arranged, or as the travelling manager of a tour
sponsored by a larger agent such as a theatre manager. It is quite probable
that Puzzi organised and managed his own touring parties and that this
may have been the crux of his involvement with touring, although
unfortunately no documentary evidence exists to prove this
incontrovertibly. Surviving evidence does, however, allow for a more
specific exploration of how Puzzi acted as an agent/ manager in the field
for other impresarios. Rubini’s farewell tour through the provinces at the
end of his London career provides an interesting example.

In August and September 1842, Rubini, Nigri, Pacini, Ostergaard and
Puzzi embarked on a tour that included at least ten cities; gaps in the
sequence of dates and locations suggest that the total number of stops was
much greater (see appendix 2, A). Benjamin Lumley, manager of Her
Majesty’s Theatre from 1841 to 1852, was clearly the tour’s principal

guarantor, as it was reported that he realised 1800 pounds from the ‘tour

27. Walter Maynard, [he Fnterprising Impresario (London, 1867), p. 116.
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The date (9 September) and location given for the disappearance of the
portmanteau fits within the movements of Rubini’s farewell touring
party, as the group is known to have appeared in Liverpool on 6
September and was making its way to Leamington Spa for a performance
on 10 September. Some of the contents of the portmanteau, particularly
the papers and the large amount of money, suggest that Puzzi was acting as
the tour’s travelling manager. It would have been a waste of Lumley’s
resources not to have utilised Puzzi’s abilities in this manner, saving
himself from the time, expense and hassle of accompanying the party
himself.

As the manager of a touring party, Puzzi would have been
responsible for a wide range of duties including arranging accommodation
and transportation and dealing with financial matters. Walter Maynard
provides a description of these tasks and also creates an impression of the
daunting and precarious nature of travelling with a group of such
formidable personalities and ensuring their presence on the stage at the
appointed time.30 The largest and most important organisational task
facing the manager of a tour was the procurement and scheduling of
venues. A party of celebrity singers would have been welcome in the
provinces, since professional music-making in outlying areas still lagged
behind London in quantity and quality. But even with such an attractive
product, a London impresario could not possibly know all the intricacies of
musical life in an unfamiliar town or city that must be considered to
ensure the success of a concert. Vital details such as obtaining a venue,
arranging a conflict-free concert date and selling tickets were most

effectively and efficiently undertaken by a resident professor with local

30. For an anecdotat and colourful description of an impresario’s travels and travails, see
Maynard.
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knowledge. He also had the power to endorse the concert with his
approval, promoting it to his patrons and colleagues. For these reasons,
the manager of a tour often made arrangements with a local professor to
give the concert. When writing about a touring party including Thalberg
and Signor and Madame Ronconi, the Musical World commented that

the gentlemen who secured the services of the party for a six
weeks’ tour, wrote to the principal professors in the various
towns in the provinces, offering them the ‘lot” at a certain
price, before they decided on performances on their own
account. This was fair and courteous, for it gave the resident

musician an opportunity of giving patrons a musical treat, or
not.31

Rubini’s farewell concert in Brighton on 29 August 1842, ‘which was
given in the Town Hall by Mr. Carrol [sic |, a resident professor’, illustrates
this arrangement.32 Handbills, advertisements and concert programmes
often reveal the name of the local professor hosting the touring party. The
Brighton Gazette informs the audience that tickets for reserved seats were
‘to be had only at McCarroll’s Music Library’.33 The core musical selections
and performers in the tours in which Puzzi participated seldom varied
from stop to stop, but programmes do reflect the involvement of local
professors. In Brighton, the programme was lengthened to include
performances by the two McCarroll daughters on harp and piano, clearly
part of the arrangements made with Mr. McCarroll in return for
expediting local matters. These details of Rubini’s farewell tour illustrate
some of the issues that would have occupied Puzzi as a tour manager.
More significantly, they suggest a network and hierarchy of impresarios

and managers who might have coordinated their efforts and resources to

31. Musical World, vol. 17 no. 45 (10 November 1842): 362.
32. Musical World, vol. 17 no. 35 (1 September 1842): 276.

33. Brighton Gazette (25 August 1842):n.p..
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mount large tours.34 The examples considered clearly indicate that Puzzi
was part of such a group.

In addition to his managerial concerns, Puzzi was a fully
participating performer on these tours. The musical roles of Puzzi and his
colleagues were fundamentally the same as at London benefit and private
concerts, although the logistics of touring meant that performers had to
‘do double duty” wherever possible. The bass Nigri served as a pianist,
accompanying and occasionally playing a solo. He is also billed as a
conductor on programme covers, indicating that he had some sort of
responsibility for ensemble coordination.35 Puzzi frequently appeared as
an obbligato accompanist and soloist and occasionally in vocal ensemble
pieces, playing the line of the absent vocalist on his horn, as was the case
in Donizetti’s quartet “Chi mi frena” (Lucia di Lammermoor ), which he
performed with Persiani, Nigri and Rubini, thus taking the alto line.

The most popular extracts from the London season formed the
cornerstone of the touring party’s repertoire. Selections from Rossini’s
Stabat Mater were a main feature of Rubini’s farewell tour. The work was
so popular in London during the 1842 season that it was produced by two
separate companies at the St. James Theatre and at Her Majesty’s Theatre
and spawned the publication of a set of “Stabat Mater Quadrilles, arranged
from the melodramatic music’.36

The concerts occurred in a wide variety of public venues including

concert halls, assembly rooms, theatres and hotels. Despite the prominence

34. Puzzi’s case offers only one example of the emerging business of music management
during the first half of the nineteenth century. It is a facet of the music business that
warrants further investigation and study.

35. During this period, it is impossible to define precisely Nign’s function in the capacity of
conductor.

36. Musical World, vol. 17 no. 42 (20 October 1842): 339.
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of performers such as Persiani and Rubini and the focus on Italian opera
repertoire, ticket prices were quite moderate compared to London and the
performances seem to have been targeted at a much more general
audience. Average ticket prices for both of the tours examined in this
section are reflected by the charges for Rubini’s farewell concerts: 10s.6d. for
reserved tickets when available, 7s. for single tickets and 24s. for a family
ticket to admit four people. The concerts appear to have been popular with
listeners, since reviews often commented on venues which were ‘literally
crowded’; the 5 September 1842 appearance of Rubini and his entourage in
Cheltenham attracted an audience numbering 800.

The extent to which Puzzi toured with singers as a manager or as a
performer is not known, although the instances that have been found in
the course of this research all occur in the 1840s (see appendix 2, B for a
further example of a large tour). Two main factors suggest that further
investigation would confirm that the bulk of the touring he did with
singers took place during this period. Firstly, Puzzi’s performance activities
in London were not as prolific; thus, he would have welcomed an extra
source of income and would have had time to pursue it. The exclusive
benefit and private concerts that were the mainstay of his solo career had
begun to dwindle and decline in popularity in the late 1830s.37 It is also

possible that Puzzi felt his powers as a performer were diminishing,

37. The status of the benefit concert during the nineteenth-century has been recently
examined by Simon McVeigh in ‘The Benefit Concert in Nineteenth-Century London: From
“tax on the nobility” to “monstrous nuisance”’, Nineteenth-Century British Music Studies,
vol. 1, ed. Bennett Zon (Aldershot, 1999), pp. 242-266. His research indicates that, contrary
to many contemporary and modern commentators, a geiweral decline in the number of benefit
concerts did not occur in the 1830s and that benefits continued to flourish until the end of the
nineteenth century. He does, however, note that the audience of benefit concerts changed
significantly in the 1830s. During this period, the concerts lost much of their cachet as the
preserve of élite listeners and performers: ticket prices became cheaper, less distinguished
performers began to mount concerts and aristocratic attendance and interest declined
(McVeigh, ed. Zon, pp.243-248). These changes signified the decline of the exclusive
guinea-ticket benefit that was a pillar of Puzzi’s solo carcer.
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although critical comments refute this and lament that his public
appearances were not more frequent in the 1840s (see p. 104). Secondly, the
advent and expansion of railway travel would have made mounting large-
scale provincial tours infinitely more profitable and efficient. The years
1836 - 1837 marked the first ‘railway boom’ during which forty-four
companies with 1,498 miles of track were sanctioned. By 1843, over 2,030
miles of track were in use.38 With Puzzi’s unique combination of business
acumen, performance ability, experience and contacts and an ever-
expanding railroad service providing connections to the pocketbooks of

more listeners, the lure of the provincial tour beckoned.

GIACINTA PUZZI (née TOSO)

During his impresario travels of 1827, Puzzi wrote an excited letter to Ebers
from Turin about a young soprano he wished to engage for the
forthcoming season at the King's Theatre: Giacinta Toso, whom Puzzi
described as ‘belle comme une ange, jeune de dix-neuf ans, éleve du
Conservatoire de Milan’.39 Ebers commented that ‘The animation of his
[Puzzi’s] expressions perhaps indicated the embryo flame which
subsequently gave to Mademoiselle Toso the name of Puzzi’.40 The couple
were married shortly after Toso arrived in London.41 As Madame Puzzi,
Giacinta wielded considerable influence within the hierarchy of the Italian
opera, and was a highly favoured concert singer and teacher of the
aristocracy. Any in-depth study of Giovanni Puzzi’s professional life

would be incomplete without considering the substantial contributions

38. Asa Briggs, A Social History of England (London, 1983), p. 210.
39. Ebers, Seven Years, p. 318.
40. 1bid.

41. The wedding took place on 24 July 1827 at St. James’s Church, Westminster.
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that Giacinta Toso made to Puzzi’s career and prominence in London’s
musical life.

Toso’s first appearance at the King’'s Theatre was in March of 1827,
when she sang the part of Agia in Rossini’s Pietro [’eremita. During this
season, she made several other appearances as a principal in Rossini’s
Ricciardo e Zoraide and La gazza ladra, and in Coccia’s Maria Stuarda
regina di Scozia. In July, she sang the title role in Mercadante’s Didone, an
opera that Giovanni Puzzi had brought back from Milan during the same
trip on which he met Toso, intending it for her London début. Instead, the
work was featured at Madame Puzzi’s first benefit at the King’s Theatre on
5 July 1827 (see illustration 2.5).

When Toso first arrived in England, she ‘was received with a
warmth proportioned to the accounts which had preceded her, and was
everywhere invited and admired’.42 As the season progressed, critical
accounts concluded that while Toso ‘possessed many of the elements
which lead to exalted rank’ as a prima donna, her performances were
marred by an awkward stage presence and unfinished vocal technique,
elements of her performance that she had not yet had the time or
experience to perfect.43 Although she retired from regular appearances on
the London stage after this one season, she subsequently appeared at La
Scala in 1835 to sing in the premiere of Donizetti’'s Maria Stuarda (original
version) with Malibran. She also gave a benefit at the King’s Theatre in
June 1836, where she appeared in Mozart's Don  Giovanni with Grisi,

Rubini, Lablache, and Tamburini.

42. Ebers, Seven Years, p. 319.

43. J.E. Cox, Musical Recollections of the lLast Half Century (London, 1872), p. 147. Giacinta
Toso was scarcely twenty years old when she made her London début.
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MADAME PUZZLI
(Late Signura Touso,)

Respectfully begs leave to announce to the Novitity, Subscrisers fo the
O¢rERA, and the Pysric, that her BENEFIT will take place at
this Theatre

ON THURSDAY, THE 5% OF JULY, 1827,
WHEN WILL BE PERFORMED,

For the First Time in (his Country, a New Opera Seria, in Two Acts, compnsed
by Mercudunte, the Poetry from Metustusin, entitled

DIDONE,

THE PRINCIPAL CHARACTERS BY

Madame PASTA,
Madame CORNEGA, AND Madame PUZZI.

Signor CURIONI, Siguor DEVILLE,
And Signor GIUBILEL

After the Opera will be presented, for that Night only, an Opera Buffa, in One
Act, compused by Rosyimi, entitled

LOTRIGANNO REBLICE

THE PRINCIPAL CHARACTENS BY

Madame PUZZI,
Signor TORRI, Signor GIOVANOLA,
Sigror DI ANGELLT.

and
Signor GALLI,

The Performance to conc'ude with

A FAVOURITE BALLELET.

Signor PUZZ1 begs leave to add, that, baving declined, this Season, his Annunl
Concert, he solicits the usual Patronage of his Frignus in favour of bis and
Madame Puzzt's joint Benefit,

The intention of the Subscribers respecting the Boxes is earnestly entreated
to be sent ay early as possible to Madame Puzzi. The Price of 13oses will be as

under i —
Pit Tier, - - - « o« - - - Four Guineas,
Ground Tier, - - + « - - Five "
One Puiry e « o o « - « . Four ”
Two Puir,- « « « - - « . Thiee ,,
————

Applications for Boxes and Tickets to be made at Signor Puzzi's, No. 19, Piccadilly ;
or at Mr. Eners’s, No. 27, Old Bend Sireet,

Iustration 2.5
Handbill advertising Giacinta Puzzi’s benefit performance at the King’s
Theatre shortly after her arrival in London. (Private collection)

While her stage appearances were only occasional, Giacinta Puzzi
was an important contributor to the family finances. She was a regular
performer at London’s most fashionable concerts, appearing frequently on
programmes with Giovanni and quickly establishing herself as a popular

singer in aristocratic circles. Her concert activities expanded to include
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appearances apart from those with Giovanni. Both contemporary and
modern accounts suggest that she was indeed a more praminent public
figure than her husband. One critic at a Phitharmonic Society concert
refers to a performance of the aria ‘Se amore soltanto’ given by ‘Madame.
Puzzi and her smaller half’.44 Reginald Morley-Pegge concluded that
Giovanni ‘was a great personality in London musical circles, even if
perhaps a little overshadowed by his wife, who, as a singer, was more
widely known to the public at large’.45 In this way, Giacinta’s popularity
would have extended Giovanni’s circle of patrons.

Giacinta played a notable role in the management of the King's
Theatre. As “a clever foil, a ready-made excuse, a permanent apology, an
efficient representative, and as excellent a means of evading an unpleasant
proposition as any sleeping partner ever referred to’, she succeeded in
greatly helping to smooth over the perpetual disputes between singers and
management, earning her the title ‘Mamma Puzzi’.46 She

was a remarkable woman, who . . . should have been born a man,
and if properly educated would have been fitted for a Minister of
State (of the Machiavelli order, however).47

The tenor Antonio Giuglini, on whose behalf Giacinta intervened on
numerous occasions, was taken to swearing by ‘the Holy Virgin and
Madame Puzzi’.48 Giacinta was also acknowledged as an expert on singing:

She had great judgment and sound knowledge and experience. Her

44. Harmonicon, vol. 11 (July 1833): 154.

45. Reginald Morley-Pegge, The I'rench Horn: Some Notes on its Fvolution and lechnique,
2nd. ed. (London, 1973), p. 161.

46. Willert Beale, The Light of Other Days as Seen Ihrough the Wrong F'nd of
an Opera Glass (London, 1890), p. 74.

47. Tina Whitaker, Sicily and t'ngland: Political and Social Reminiscences 1848 - 1870
(London, 1907), p. 217.

48. John Mapleson, The Mapleson Memoirs 1848 - 1888 (London, 1888), p. 49.
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opinions on the merits and potentiality of voices were received by
many managers as official.49

During Lumley’s management at Her Majesty’s Theatre, she was
‘intimately connected’ with operatic affairs, and Wilhelm Ganz records
that both Puzzis were active in recruiting singers for the theatre: ‘For many
years she and her husband, Signor Giacomo [sic ] Puzzi, made the
engagements for Benjamin Lumley’.50 Whitaker records that Giacinta was
also involved in fixing singers for private concerts.51 The Puzzi’s home,
largely through Giacinta’s efforts, was ‘the rendezvous, and second home,
of all the [talian operatic stars” in England.52 Unquestionably, each Puzzi
enhanced and reinforced the strengths of the other, and their prominence
and success in operatic affairs was the result of a team effort.

Teaching, however, was one area that offered more of an
opportunity for Giacinta to contribute to the family earnings than it did for
Giovanni. While little market for teaching the horn existed outside of a
small body of students preparing to become professional players, Giacinta
capitalised on the great demand for singing lessons by affluent amateurs.
All her biographers note that she taught extensively. Cox records that

Madame Puzzi has been most successful as a teacher of
singing, and has turned out some of the most proficient
sopranos, both in public and private life, during an energetic
and active career.53

49. ‘Obituary’, Musical Times (1 September 1889): 547.

50. Wilhelm Ganz, Memories of a Musician (London, 1913), p. 286.

51 . Whitaker, p. 221.

52. 1bid.

53. Cox, p. 148. Giacinta's three daughters were among these students. Fanny in particular
received many positive reviews of her singing at concerts and her performances were said to
be ‘the best evidence of Madame Puzzi’s genius as a teacher’ (Musical World, vol. 41 no. 19

[9 May 1863]: 295). Fanny Puzzi pursued an active musical career and wrote a number of
canzonets and short piano pieces that were published.
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Rossini respected her abilities and commended pupils to her through
letters of introduction.54 At the half guinea and guinea fees per lesson that
the fashionable teacher was able to command, Giacinta’s teaching activities
were a significant source of revenue and were credited in part as
furnishing Giovanni with ‘a good provision, which he enjoyed to an
advanced age’.55 In the 1850s, it was estimated that a fashionable teacher of
the piano ‘occupying a high position must realise by teaching alone at least
£2,000" per year.56 Figures for a popular singing teacher would be
comparable. Giacinta’s pupils would have yielded an additional profit
when they purchased tickets to the various concerts she organised, the
largely vocal programmes of which were clearly compiled with their
interests in mind.

Giacinta’s teaching and concert-giving activities were particularly
important to the family in the late 1850s and 1860s. A review of Giacinta’s
1855 benefit concert reported that ‘Signor and Madame Puzzi, we
understand, have bidden adieu to public life, and are about to depart for
Italy, and live in retirement’.57 Giovanni appears to have spent much time
on his estate of Monferrato in Piedmont, ‘leading the life of a country
gentleman’ in his later years. But to Giacinta,

who kept her vital energies of youth until an advanced age, a
prolonged existence in the country would have been
impossible, and she remained for the greater part of the year

54. Herbert Weinstock, Rossini: a Biography (London, 1968), p. 337. In 1866, Rossini wrote a
letter of introduction to ‘Madame Puzzi Toso’ for Teresa Carrenjo.

55.Cyril Ehrlich, The Music Profession in Britain Since the Lighteenth Century: A Social
History (Oxford, 1985), p. 19; Athenaeum, no.2524 (11 March 1876)- 371,

56. H. Byerley Thompson, The Choice of a Profession: A Concise Account and Comparative
Review of the English Professions (London, 1857) p. 318. Cited by Deborah Rohr, “A
Profession of Artisans: The Careers and Social Status of British Musicians, 1750 - 185(,
Ph.D. diss. (University of Pennsylvania, 1983), p. 294.

57. Musical World, vol. 33 no. 21 (26 May 1855): 333.
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While Giovanni announced his retirement at the age of sixty-three,
this was a period of intense activity for forty-five year old Giacinta. After a
period of absence from the London concert scene during 1858 and 1859, a
wide variety of concerts organised and promoted by Giacinta became focal
points of the social season. In addition to the lavish ‘annual morning’
benefits that she had been presenting for years, Giacinta mounted a series
of ‘soirées musicales’ and ‘matinées d’invitation’. These concerts
continued to cater for the aristocracy; at the matinées attendance was
determined by the distribution of ‘cartes d’invite’ and the soirées were held
at private venues such as the residence of the Marchioness of Downshire
(see illustration 2.6). At the 1866 matinée,

Upwards of sixteen hundred persons were present, and among,
them numbers of the very cream of the aristocracy. Madame Puzzi,
who has long enjoyed the reputation of being one of the most
eminent vocal professors . . . has had her connection principally in
the upper circles and this accounts for the brilliant and fashionable
company brought together by the cards of invitation.59

The presence of such a numerous and illustrious clientele gathering
upwards of five times a year for Giacinta’s various concerts suggests that

they were a profitable enterprise.

In examining Giacinta’s activities, it is readily apparent that she was a vital
contributor to Giovanni’s financial and professional success in two
fundamental ways. Her extensive undertakings as a teacher and presenter
of concerts constituted an immediate and direct monetary contribution to
the family finances. Although Giovanni was most likely the official
transactor in negotiations with singers, Giacinta’s active role in making
engagements for the theatre must also be considered in this category.

Perhaps of even greater consequence is the immeasurable but invaluable

59. Musical World, vol. 44 no. 18 (5 May 1866): 286.
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way in which Giacinta’s prominence in the workings of the theatre, her
widespread favour with the aristocracy and her natural affinity for public
life would have enhanced and strengthened Giovanni’s undertakings,

making their partnership a lucrative alliance.

PATRONAGE
The function of patronage in Puzzi’s career

Patronage, particularly by the members of the most elite aristocracy who
held sway at the Italian opera house at The King’s/Her Majesty’s Theatre,
was important to Puzzi throughout his career and was vital to his success
as both a fixer on the private concert circuit and as a soloist. It facilitated
the development of other areas of his career as well, such as his activities
as a theatrical agent and fixer for other concerts. Although the musician in
early nineteenth-century London is popularly -- and sometimes accurately
-- portrayed as an independent professional breaking free from the
‘traditional’ (often implying servile and demeaning) patronage
relationships of the past, Deborah Rohr illustrates that the transition was
much more complicated and that musicians continued to favour the
financial and social benefits of aristocratic patronage during this period
over the obstacles of operating as independent professionals.60

This hypothesis is reinforced by an understanding of the status of
the aristocracy in British Society during the first half of the nineteenth
century. Despite the general acceptance of the Great Reform Act of 1832 as a
watershed event in strengthening the middle-class voice in politics, it had

a negligible effect on the ‘social and cultural authority of the aristocracy’

60. See Rohr, chapter three.
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and is not regarded as ‘a key event in the history of the peerage’.61 It was
not until the 1880s that the decline of the aristocracy began in earnest. Up
to this point, the nobility, baronetcy and gentry comprised the wealthiest
segment of British society and maintained their prominence in political
office.62 This placed the aristocracy in a position of socio-musical power
during the prime years of Puzzi’s career and made them the natural focal
point of his efforts to promote himself.63

Despite their level of power and their crucial role in defining
musical tastes and establishing the popularity of various performers,
English aristocracy seldom engaged in a form of patronage as extensive
and comprehensive as that of their continental European counterparts.
Musicians in Britain during Puzzi’s career

enjoyed virtually no protection by patrons, and instead had to
pursue free-lance careers based entirely on the ‘capitalist cash
nexus.” On the other hand, the ‘open’ competition which
characterized the system of free-lance careers continued to be

dependent upon traditional determinations of merit by
amateur patrons.64

In the case of Puzzi’s career, this is evident in the wide range of patronage-
based employments and benefits that he pursued and in his efforts to gain

favour with a large number of the aristocracy.

61. Jennifer Lee Hall, ‘The Re-fashioning of Fashionable Society: Opera-going and
Sociability in Britain, 1821 - 1861’, Ph.D. diss. (Yale University, 1996), p. 2.

62. David Cannadine, The Decline and Fall of the British Aristocracy (New Haven, 1990),
pp. 16-18, cited by Hall, p. 3.

63. Hall looks to the ‘cultural domain’ to ‘explain both the persistence of the elite’s
authority and the ways in which it was slowly transformed”. She posits that despite the
‘rise” of the middle class during this period, the aristocracy remained the controlling
musical force at the Italian opera by ‘leading, accommodating, or excluding the middle
classes, depending on the circumstances” (Hall, p. 5).

64. Rohr, p. 76.
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Musical patronage existed in many different forms.65 Professional
patronage and public patronage by the middle class and aristocracy were
naturally important to Puzzi in establishing himself among colleagues and
listeners, but private aristocratic patronage was most significant to Puzzi in
that it was the backbone of his most lucrative engagements as a performer
and provided an arena for his activities as a theatrical agent. Puzzi’s
relationships with his aristocratic patrons served him in many ways. Most
direct was the success with which he established himself in the private
concert circuit as a performer and concert fixer. His patrons also provided
him with exclusive venues for his benefit concerts, no doubt promoted his
ventures an an impresario, bequeathed him money and instruments and
favoured his benefit concerts and opera productions with their attendance
and ticket fees. His prominent and international array of patrons also
conferred status and social respectability upon Puzzi and were a powerful
indication of his position in musical society.

Through his nationality and position in London’s musical life,
Puzzi was in an ideal position to appeal to the desires of this elite group of
patrons. The overwhelming interest of the aristocracy in foreign --
particularly ltalian -- music and musicians during the early nineteenth
century is well noted in contemporary publications. In addition to the
novelty value of the exotic, Puzzi’s continental experiences would have
imbued him with social polish and a ‘gracious’ attitude towards patrons
that was generally acknowledged to be lacking in his English
counterparts.66 Indeed, Puzzi appears to have built up a base of aristocratic

patronage long before his arrival in England during the period when he

65. Rohr, p. 79. Rohr delineates ten types of patronage: church, military, municipal,
private middle-class, public middle-class, private royal, public royal, private aristocratic,
public aristocratic, and professional.

66. Rohr, p. 98.
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toured Europe as a teenage horn virtuoso.

While many of his colleagues also had the advantage of being
foreign, it was his connection with the Italian opera and particularly with
its singers that served to set Puzzi apart in his success in procuring
patronage. The high degree of access to singers and negotiating power that
Puzzi’s role as an agent and impresario imparted to him would have put
him in an ideal position to make the stars of the King’s/ Her Majesty’s
Theatre available to his patrons at private concerts and other events, thus
making him a highly desirable member of their musical retinue and likely
giving Puzzi a particularly elevated status in the hierarchy of musicians

circulating among the aristocracy. In this way, Puzzi and his patrons would

have enjoyed a mutually beneficial relationship.

Examples of patronage in Puzzi’s career

The details of Puzzi’s interaction with his patrons are difficult to piece
together and few in-depth cases have been found. However, factors such as
his widespread favour with the aristocracy at their private concerts clearly
indicate that Puzzi enjoyed numerous successful patronage relationships
and those items that have been uncovered point to a variety of
manifestations of private aristocratic patronage.

Reviews of private concerts in the society pages of various
newspapers and a small number of surviving concert programmes
provide an indication of who was engaging Puzzi as a performer. Names
which occur repeatedly during the years 1817 - 1855 include Mrs. Boehm,
Lady Shelley, Mrs. Villiers, Countess St. Antonio, Prince Esterhazy, Mr.
Parnther, Countess Brownlow, the Marchioness of Normandy, the Duke
and Duchess of Beaufort, the Duke of Wellington, Sir William Adby, Sir

George Warrender, the Earl of Cholmondeley and the Earl of Lonsdale.
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Puzzi was said to have been ‘an habitué at Lady Blessington’s, and a friend
of the Count d’Orsay’ .67 Nearly all of Puzzi’s patrons were traditional
members of the British aristocracy -- typically landed members of the
peerage who were part of ‘fashionable society’.68 Very few of them were
members of the emerging professional bourgeoisie. Whitaker’s
observation that Puzzi ‘had so many acquaintances amongst the literary
and musical celebrities of the period that his reminiscences would have
been most interesting’ had he recorded the ‘acquaintances and episodes’ of
his life suggests that he had patrons within artistic circles as well.69

Many of Puzzi’s patrons were prominent supporters of the Italian
Opera, an institution that was controlled by the upper echelons of the
aristocracy and depended upon them for its financial survival. Some of
them wielded a substantial degree of influence over its affairs. The Count
St. Antonio, who was later created Duke of Cannizaro, held eight “property
boxes’ at the King’s Theatre in the 1820s and was one of the ‘great patrons’

who served on the advisory committee of ‘nobility and gentry’ in place

67. Whitaker, p. 218.

68. The composition of the aristocracy was in great flux during the first third of the
nineteenth century, largely owing to the incorporation of members of the middle class into
the ranks of the aristocracy. One third of all new peerages granted from 1803 - 1830 were to
men with little or no land (J. V. Beckett, The Aristocracy in England 1660 - 1914 [Oxford,
1986], pp. 46, 69-70, cited by Hall, pp. 161-162).

69. Whitaker, p. 218. Unfortunately, Puzzi is not known to have left a written account of his
life. Madame Puzzi’s wide and influential circle of acquaintances and her intimacy with
the inner workings of the Italian Opera led Cox to state similarly that ‘the information
which it is to be hoped she will at some point communicate to the public could not be
otherwise than curious, amusing, and instructive’, but she too appears to have left no

memoirs (. E. Cox, Musical Recollections of the [ast Half-Century |London, 1872], pp. 147-
148).
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during the early 1800s.70 Through their membership of the committee,
often much to the distress of the managers and music directors, these
patrons exerted their power in the selection of repertoire, singers and
theatre staff.71 Sir John Shelley and the Earl of Cholmondeley were also
members of the opera committee during Puzzi’s early years in London.
The Duke of Wellington and the Earl of Lonsdale, two of Puzzi’s most
substantial patrons, were also fixtures of the Italian opera-going aristocracy.
The influence of these patrons at the opera was a feature that would
have made association with them attractive and perhaps profitable for
Puzzi even beyond his participation in their private concerts. No empirical
evidence exists, but Puzzi’s favour with these patrons could well have
been crucial in his promotion from horn player at the King’s Theatre to an
agent enlisted to engage singers. While Ebers records himself as having
appointed Puzzi to this position, the aristocracy certainly possessed the
power to initiate and insist on the appointment and Puzzi was in an ideal
position to curry their favour and promote his skills as an agent. It was
indeed auspicious for Puzzi that he arrived in London during an intense

period of aristocratic involvement at the Italian Opera. The 1820s, the

70. David Warren Hadley, ‘“The Growth of London Musical Society in the Early Nineteenth
Century: Studies of the History of a Profession, 1800 - 1824’, Ph.D. diss. (Harvard
University, 1972), pp. 147, 153. To raise the funds necessary to sustain the King’s Theatre,
managers sold theatre boxes to patrons. In recognition of the patron’s financial strength and
the importance of their satisfaction in sustaining this support, King’s Theatre managers
established aristocratic committees that became intimately involved with the running of
the theatre. In this manner, the Italian Opera in London was run by the British elite from
the 1780s through the 1820s. For an extensive discussion of property boxes, management

committees and aristocratic involvement in the Italian Opera during this period, see Hall
pp- 171-188.

71. The power of the committee during Ebers’s management was atsolute. They frequently
supplanted the wishes of William Ayrton, the music director, and prompted his resignation
in 1821. The manager was often in a position to do little other than act as an intermediary
between singers, the music director and the committee (Hall, pp. 179-183). Count St.
Antonio’s wishes were the determining factor in the appointment of Chevalier Petracchi as
the new (and unsuccessful) music director for the Theatre upon the departure of William
Ayrton (Hadley, p. 161).
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formative years of Puzzi’s London career, marked the peak of this activity.
During the 1830s, weak performances at the opera and the threat of the
cholera epidemic in the City caused the aristocracy to channel their
energies elsewhere, particularly into politics. When they returned in the
1840s, the middle-class presence at the Italian Opera had proliferated and
music critics were now ‘aggressively [promoting] what they perceived to be
bourgeois interests and a cultivated musical taste heavily influenced by the
German musical tradition’.72 Puzzi’s arrival during this window of
aristocracy-controlled and Italian Opera-centred musical activity illustrates
why the Italian opera was so central to his career.

Puzzi’s relationship with two of the Italian Opera’s very prominent
patrons offers the opportunity to examine some of his more
comprehensive relationships with patrons and provides evidence that
even in the context of an emerging free-lance market place, extensive and
enduring patronage relationships were cultivated with members of the
aristocracy. The Duke of Wellington was Puzzi’s first and most illustrious
English patron. He was an exceptionally active member of London’s
musical aristocracy and was a fixture at the Italian opera at the King’s/Her
Majesty’s Theatre, where he was a box holder for many years. He was an
avid concert-goer, probably enforced to a degree by his status as a highly
prized guest, and his name is present in the reviews of nearly all the
private concerts detailed in the society sections of papers such as the
Morning Post.

[t was through Wellington’s instrumentality that Puzzi settled in
London, since both he and the two singing DeLihu sisters appear to have
been claimed by Wellington as spoils from the Battle of Waterloo and

came to England under his patronage in 1816. The Duke’s enthusiasm for

72. Hall, p. 15.
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Puzzi and the details of his arrival in England are recorded in the

following anecdote:

it was arranged that [Puzzi] should make his début at Hertford
House immediately after his arrival. On reaching London, Puzzi
found, to his despair, that his precious horn had been detained at
Dover, but such was the Duke’s interest in his protégé that he

himself sent a special messenger to the coast, and the horn arrived
in time.73

Puzzi and the DeLihu sisters appear to have been brought to
London together deliberately as an act. Wellington was said to have been
particularly fond of the horn and the voice, since their acoustic properties
allowed him to appreciate them even though his hearing had been
impaired in battle. Even after the popularity of the sisters faded, Puzzi
appeared most frequently at Wellington’s concerts in tandem with singers
as an obbligato player. Musical evidence of one such performance survives
in Puzzi’s 1839 manuscript copy of Burghersh’s ‘Raggio di luna’ for tenor
and horn obbligato, which bears the inscription ‘Cantata di Rubini ai
concerte del Duca di Wellington” in Puzzi’s hand upon the cover.74 This
commentary probably refers to a concert held at Apsley House in July
1839.75

Puzzi’s relationship with Wellington was extensive both in terms
of length and in the ways he served his patron. In an anecdote in Ella’s
Musical  Sketclies, we learn that Puzzi was present as a performer at private
concerts which the Duke attended and that Wellington appears to have

listened more carefully than is often assumed of aristocracy at private

73. Whitaker, p. 218.
74. See works catalogue no. 54. Burghersh was another retired military lion who
channelled his energy into and exerted his influence upon London’s musical life at the end of

the Napoleonic Wars.

75. Concert programme found in an unidentified newspaper clipping (possibly the imes)
dated 1 August 1839, RCM PP.
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concerts. At a concert given by Sir George Warrender in 1830, Ella writes
about the Duke’s disappointment in the omission of a song by the Italian
buffo De Begnis and of a horn solo by Puzzi, causing him to exclaim
‘capital concert, capital concert, Warrender; but Ella has omitted two
pieces’.76

The Duke’s various residences were the scene of sumptuous
musical entertainments ranging from regularly occurring private concerts
held at Apsley House to more intimate gatherings such as the week-long
affair held at Strathfieldsaye to fill the musical void of Easter week in 1840.
The closure of the Italian opera during this period allowed him to
entertain the Austrian Special Minister, the Duke and Duchess of
Cambridge and other titled guests with evening concerts by Grisi,
Tamburini, Puzzi and Vilotti.77

The attendance lists of Wellington’s concerts bristled with titles and
he frequently hosted musical ‘entertainments’ in honour of various
distinguished guests. At an 1819 concert given for the Prince Regent, Puzzi
played in a trio with Bochsa (harp) and Baermann (clarinet) ‘which
produced the greatest effect’.78 Exposing Puzzi to listeners and potential
patrons such as the Prince Regent made Wellington an especially valuable
patron for Puzzi, particularly while he established himself in London.
During this period, Wellington would have functioned as a veritable
introduction service to England’s high society.

Puzzi continued to be an essential part of these concerts off as well
as on the platform. Together with his wife, he was responsible for myriad

details of their organisation:

76. Ella, pp. 24-25.

77. Reading Mercury (25 April 1840): n.p..

78. Morning Post (1 July 1819): n.p..
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The concerts at Apsley House, Hertford House and Cannizaro were
always arranged by the Puzzis, the choice of singers and the
programme being entirely left to their judgment.79

The position of the Puzzis in the Italian opera community combined with
the Duke’s stature as a patron would have given them the power to make
engagements easily with whatever singers and instrumentalists were
desired. Puzzi’s success in mounting these concerts for Wellington would
have been an advertisement for others wishing to give similar
entertainments. Indeed, Puzzi’s services as an agent were called upon for
such illustrious occasions as the royal visit to Woburn Abbey, for which
the Morning Post reported that he ‘superintended the band and all musical
arrangements’.80

William Lowther, the Second Earl of Lonsdale, is another patron
with whom Puzzi appears to have had an extended relationship. He died
in 1872 and left Puzzi a sum of 2,000 pounds in his will.81 Lonsdale’s ‘great
wealth . . . and the influence of his family gave him importance in his
party” and he ‘paid large subsidies for the maintenance of Italian opera in
London’.82 Lonsdale was a prominent figure in the Italian opera circle and
was an active member of the King’'s Theatre’s committee of aristocratic
advisors in the 1820s.83 Puzzi's presence at the King’s Theatre during the

1820s as a player and his association with a large number of patrons who

79. Whitaker, p. 221.
80. Morning Post (28 July 1841): n.p..

81. Will and Last Testament of William Lowther, 18 February 1871, p- 7, London Public
Record Office.

82. Dictionary of National Biography, ed. Sidney Lee, vol. 12 (London, 1909), p- 224.
Lonsdale’s landed annual income was said to amount to almost £100,000 (Hall, p. 189).

83. See Hadley, p. 605 for details of Lonsdale’s involvement in King’s Theatre management
decisions in 1818 and of his membership of the advisory committee in 1820-21. Quas terly
Musical Magazine and Review, vol. 4 (1822): 241-242 mentions his continued involvement
with this committee in 1822,
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were intimately connected with the Theatre no doubt led to his contact
with Lonsdale.

The placement of Puzzi’s name within Lonsdale’s will is of interest
for the questions it raises about Puzzi’s status and the nature of his
relationship with the Earl. Its position relatively close to the beginning of
the main body of the will among the names of various relatives and long-
standing family servants suggests that Puzzi’s relationship with the family
was one of some substance and permanence. It is notable that the names of
no other musicians appear in the will. There is no mention of the services
that Puzzi rendered to the Earl to receive such a generous benefaction,
although it seems likely that he may have served him in some capacity as
a non-resident household musician, arranging and overseeing, as well as
participating in, private concerts given by the Earl. As with Wellington,
Puzzi’s position of influence as an agent at the King’s Theatre and the
advantages this would have given him in obtaining singers and other

performers was unquestionably a primary factor in Lonsdale’s generous

patronage.

Royal patronage
The use of the title * “Corno Solo” to Her Majesty’, which appears on a

concert programme from 1838, would seem to suggest that Puzzi enjoyed
some form of royal contact or patronage (see illustration 2.7). The origins
of the title are nebulous. It is unclear whether this title was self-bestowed
or if it was an official endorsement, and if so, when and where it was
granted. The pianists Lucy Philpot Anderson and Louise Dulken also
made use of a similar title in concert programmes and advertisements. It is
possible that Puzzi’s title may have originated outside of England. One

biographical source states that he was decorated with the title of horn
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Regardless of its origin, the possible types of royal patronage implied
by the use of such a title were invaluable to a musician. Royal patronage in
the form of an invitation to perform at court bolstered a musician’s career
by enhancing his prestige and recognition to an even greater degree and
more rapidly than appearances before the aristocracy .85 Very little
information about Puzzi’s performances for royalty has been found, but
the occasional newspaper review mentions appearances at royal
residences. In 1831, Puzzi played in a concert given by Queen Adelaide at
St. James’s Palace.86 Puzzi would have also been a focal point of royal
attention when Queen Victoria attended the season opening of his opera
buffa company at the Lyceum Theatre on 16 November 1837. Other
possibilities for royal contact were the numerous command performances
at Queen Victoria's court:

musicians both native and foreign, who created a sensation
on any of London’s musical stages, were likely to receive the
Queen’s command to perform before her in private.87

A formal appointment within Victoria’s court, such as a place in the
Queen’s Private Band would seem a possible qualifier for the use of the

title * “Corno Solo” to Her Majesty’. However, Puzzi never held a post as a

85. For a discussion of the value of the royal command, see Michael Budds, ‘Music at the
Court of Queen Victoria: A Study of Music in the Life of the Queen and Her Participation in
the Musical Life of Her Time’, Ph. D. diss. (University of lowa, 1987), p. 571-573.

86. Harmonicon, vol. 9 (1831): 172. Puzzi appeared with Dragonetti, Lindley, Madame
Pasta, Signor and Madame Rubini and Signori Curioni, Santini, De Begnis and Lablache.

87. Budds, p. 570. Although Puzzi does not appear in Budds’s list of musicians receiving the
Queen’s command, it seems most likely that at some point he would have appeared before
Victoria in this capacity. Other prominent names that do not appear on Budds's list include
Dragonetti, Mori, and Spagnoletti. This cither indicates that Budds's list is not complete or
points to an interesting trend that warrants further investigation, since it is difficult to
imagine that Victornia would not have commanded a concert from some of the era’s most
tllustrious musicians. Perhaps she used another outlet to bring them before her.
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musician in the royal court.88 While this may initially appear surprising,
the names of London’s most celebrated wind players -- Puzzi’s colleagues
in the Philharmonic Society, the King’s Theatre orchestra and the Antient
Concert -- are conspicuously absent from the band’s rosters.39 It is also
telling that, as with the members of second tier theatre orchestras, the
majority of the performers in the Private Band played more than one
instrument.

Although the members of Her Majesty’s Private Band were said by
the musical press to be among the finest in the country, if presence at the
most prestigious concerts and in the most celebrated orchestras in London
is used as an indicator of success and professional standing, then the
Private Band did not have England’s most elite performers among its
ranks. A letter from a disgruntled band member reveals the reasons for
this:

the principal part of the members [of the Private Band] only
receive £80 or £100 per annum, . . . and are required for that
sum to be always in readiness to fulfil Her Majesty’s
commands, to the loss of all other engagements which they
may by chance make.90

Such a post was entirely contrary to the career pattern of London’s
most popular free-lance players. While too little information has been
found to provide a complete picture of Puzzi’s involvement with royalty,
it is certain that, although he was not in a royal post, he had a number of

more profitable opportunities to reap the benefits of royal contact through

88. From at least 1820 through 1837, the two horn posts in the Private Band were held by G.
Schroeder and G. Hardy.

89. The clarinettist Joseph Williams, who played principal clarinet at the King’s Theatre
in 1829 and was invited to join the Phitharmonic Society in 1840, is a notable exception,
although it is clear that he was superseded as a performer and musical figure by Thomas
Willman, who does not appear in the Private Band. See Budds, p. 731.

90. Musical World, vol. 33 no. 20 (7 April 1855): 216, quoted by Budds, pp. 748-749.
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other channels such as private concerts.

In reviewing Puzzi’s career, it is clear that Puzzi benefited from a
diverse range of types of patronage and that this support was a vital
element of his financial success, probably standing in importance
alongside his earnings as an agent for the Italian opera. Private aristocratic
patronage, sometimes including extended relationships with patrons, was
a dominant feature of Puzzi’s career throughout his working lifetime. His
compliance with the demands of patronage and his willingness to pander
to the aristocracy was typical of continental and late eighteenth-century
convention and mirrors the over-ridingly Georgian nature of Puzzi’s
career. However, his approach to patronage and his relationships with
patrons was probably more greatly influenced and determined by his access
to singers and his abilities as a fixer and agent. These assets placed Puzzi in
a position to be attractive to patrons not only as a performer, but also as a
single resource capable of catering for all their needs in mounting concerts
and ensuring their stature among the socio-musically elite echelons of
society. This allowed Puzzi to develop intimate and enduring
relationships with his patrons, yet his aggressive entrepreneurialism and
cultivation of many patrons reflects the more independent and free-lance
nature of the music business developing in London during this time.

When reviewing the ways in which patronage, Puzzi's strong
connections to the King’s/Her Majesty’s Theatre as an agent and his
central position within the community of Italian opera singers in London
served him, it becomes quickly apparent that they were all inter-related
and enabled each other. This symbiosis provided Puzzi with the essential
materials to build a distinguished career as a soloist: capital, access to the

most popular singers as a fixer and performer, and a receptive and

lucrative audience.
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IT1

‘Corno solo”:
Puzzi’s activities as a soloist and his place in London’s concert life

If they want the horn I'll have Puzzi.
The Duke of Wellington writing to Priscilla,
Lady Burghersh on 26 July 1839.1

Public music-making (subscription concerts, chamber concerts, benefit
concerts) -- Private music-making.

Because of its singularity and high profile, Puzzi’'s long reign as
nineteenth-century Britain’s foremost horn soloist was the most
prominent feature of his varied career. His virtual monopoly of solo
engagements in London’s most prestigious concerts lasted nearly forty
years and was unmatched by any previous or successive horn player in
England during the century.2 This accomplishment and his popularity
among the most exclusive circles of musical patrons conferred upon Puzzi
the highest social status an instrumentalist could attain.3 Such remarkable
success was the product of a unique combination of factors. Puzzi’s ability
as a performer was exceptional and unrivalled. An innate understanding
of his musical environment and a high degree of enterprise as manifested

in his involvement with the Italian Opera, enabled Puzzi to capitalise on

1. Lady Rose Weigall, ed., Correspondence of Lady Burghersh with the Duke of Wellington
(London, 1903), p. 113.

2. Puzzi’s first public solo appearance in England was in 1817 with the Phitharmonic
Society and his last was in 1855.

3. Deborah Rohr, ‘A Profession of Artisans: the Careers and Social Status of British
Musicians, 1750 - 1850, Ph. D diss. (University of Pennsylvania, 1983), p. 245.
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his talents. Additionally, Puzzi’s solo career coincided with the height of
the benefit and private concerts’ popularity in the 1820s through the early
1840s, providing him with ample performance opportunities. This chapter
will examine how Puzzi exploited his musical environment as a soloist.

Puzzi’s activities as a soloist were widespread and extensive. His
appearances were featured in nearly every type of concert in early
nineteenth-century London’s aristocratic and burgeoning middle-class
musical scene. In 1860, Sir George Smart compiled a record of all the
concerts he conducted from 1798 to 1858, listing them by type and by
specific name as follows: professor’s concerts, concerts for charities, private
concerts, oratorios in London, performances at festivals and concerts
outside of London, royal concerts, Philharmonic concerts, amateur and
London subscription concerts, Masonic dinners, and music at Covent
Garden Theatre.4 Whilst this list cannot be said to account for all concert
activity in London during this period, it provides a particularly good
depiction of the array of performance opportunities available to Puzzi,
since Smart was one of the most active musical figures during the period
of Puzzi’s solo career and the two men circulated largely in the same
musical circles. Smart’s list covers a wide span of concerts, ranging from
those intended for a very general audience to exclusive private concerts.
Puzzi’s frequent appearances at nearly all of these types of performances
reflect his active and diverse career as a soloist.

Despite this wide variety of concerts, Puzzi’s activities as a soloist
and the music that he played would have varied little from one

engagement to another. Nearly all subscription, benefit and private

4. Smart Papers, vol. 10, Add. MS 42,223, p. 152, British Library.
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concerts adhered to the popular ‘grand miscellaneous’” programme.5 These
‘monster concerts’ consisted largely of vocal selections (sometimes with
obbligato accompaniment), virtuoso instrumental solos that were written
by their performers and chamber music. An overture and a symphony
were often included to open and conclude each half of the programme. At
any given concert, Puzzi would have generally played some sort of a solo
with orchestral or piano accompaniment and/or appeared with a singer as
an obbligato player (see illustration 3.1).

A cursory glance at any of these programmes reveals how much
performances with singers were part of Puzzi’s activities as a soloist. Such
appearances often outnumber his horn solos on each programme. From
his earliest appearances in England, Puzzi was connected with singers. The
Athenaeum records that Puzzi ‘first came to this country in 1818 [sic |, with
two lady vocalists, who sang duets, accompanied by him, with rare
perfection’.6 The singers in question are the DeLihu sisters, who were
brought up by the Empress Josephine and who would have been a
presence in Napoleon’s court during the period when Puzzi held a post in
the Emperor’s private band.” Puzzi made numerous public appearances
with the sisters at benefit and Whitsun Eve concerts in 1818 and 1819 and
also at the Philharmonic Society concert on 10 May 1819. More
importantly, although they were ‘mediocre singers, amateurs turned

artistes, and who relied more on their beauty and the reclame of their

5.Nicholas Temperley, ‘Instrumental Music In England 1800 - 1850, Ph.D. diss. (Cambridge
University, 1959), p.42.

6. Athenaeum, no. 2524 (11 March 1876): n.p..

7. Tina Whitaker, Sicily and England: Political and Social Reminiscences 1848 - 1870
(London: 1907), p. 217. Whitaker would have been informed in many of her recollections
about Puzzi through the relationship between her mother and the Puzzis. Giacinta Pus/i
looked after Whitaker's mother during her youth. I am indebted to Martin Prowse for
making me aware of both this book and Whitaker’s connection with the Puzzis.
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upbringing than on their talents’, they seized the imagination of the

aristocracy and were ‘in great vogue’ at private concerts during the 1818

and 1819 seasons.8 Their aristocratic appeal made them a profitable pair

with whom to ally oneself. This pattern of association with fashionable

singers remained unbroken throughout Puzzi’s solo career and, as is

evidenced by Puzzi’s relationship with the DeLihu sisters and their

common musical abode in Napoleon’s court, was well established before

he reached England.

PROGRAMME.
PART L
Overtuare........ ..:.(Egmonl.) ............ Beethoven.
Duetto, Mie. PACiNI and Signor FORNASARI,
“Si mel credi”...... (Esule di Grenata.}. . .. ..Meyerbeer.

Concert Stuck, Pianoforte, Mrs. ANDERSON,
C. M, von W eber.

Grand Scena; Madame RRITER BILDSTEIN (Niece de
Madame Stockhausen.) (Der Freyschuiz.) C.M.rcon Weber.
New Fantasla,__Cgrx&o, ngnor Puzzi, sur les motifs
da Bravo, “ Ah per SCMPre” ..ot ittt e Puzzi.

Ductto, Madame PERSIANI and Signor MARIO,
“ Ja quel di che t'ix;c‘a“xir_;n-i.". «(Linda di Clamounix.)
_ Donizetti.

Aria, .He:r Staupial, “ Der. Monck.” .......... Meyerbeer.
Fantalsie, Violon, sur des Motifs de Lucrezia Borgia.

Mona.” ST. LEON...... alnesLu T %00 8t Leon.

Obligato, Signor Puzzl....(Anna Bolena). .. Donizetti.

Duetto, Madame GRIs and Signor LABLACHE,
“ Signorina intants fretts.” .. (Don Pasquale.) .. Donizeiti.

Aria, Msdame PErsIANI, “ Vedro al fin"...... ... Vaceai.

Grand Choral Fantasia (ss performed at the Third
aad Fifth Philbarmonic Concert this season), Pianoforte,
Mrs. ANDERSON, the Solo Vocal Parts by Mesdames GRis,
PERS1ANI, MOLTINI, REITRR BILDSTEIN, Mile. Pacint,
Mis M. B. Hawgs, Signori MARIO, LABLACHE,
ForNASARI, Herr STAUDIOL, and Mr. J. PARRY.

Beethoven.

Illustration 3.1

Betw een the Paru,
Mr. JouN PARRY will aing his New Song,
“The Accomplished Young Leady.”

PART II.
Fantaisie Elegante, pour le Violoncelle,

executé par DE MUNCK

Arvia, Madame Grisi, “Dall’ asilo nella pace”.. .. .. Costa.
Duetto, Mlle. MoLTINI and Signor FORNASSARL

“Jo tamal.”...... (J Normanni in Pargi). ... jercudante.
Ballad, Miss Maria B. Hawss,

“ Oh, chide me not, my mother dear.”. ... ..M. B. Hawes.

Avrla. Signor MARIO, “Mignon.”.... ........ ..Beecthoren.

Rewiss Abrs, Mladame REITER BILDSTEIN .. Stockhausen

Terzetto, Madame PERSIANT, Mlle. MOLTINI, and

Mlle. PaciNi, “l.e faccio un inchino”. . .. .. . .Cimaross.
Duetto, Signor LABLACHE and Siguor FORNASARI,

“Se fiatoin corpoavete”...... .. ... oL, Cimarosa.

Finale Instramental.. .. .. .... .. ......}Mozart.

THE BAND

Will be namerous and complets in every deparument, selected from the
Phitharmonic and Ancieat Concertr, Opers Orchestran, 20d Her
Majesty’s Private Baod.

Condauctor. ....... M. Bengpicr.

Leader. ..... Mr. LoDER.

J. MALLETT, PRINTER, WARDOUR STREXT, $OHO.

Programme from Lucy Anderson’s ‘Grand Morning Concert’, 26 May 1843,
illustrating Puzzi’s typical solo repertoire. (Reproduced from the Covert

Collection)

8. Ibid., p. 218.



The wide variety of concerts in which Puzzi appeared as a soloist
can be divided into two main types. Public concerts presented for the
financial benefit of their organisers (most of whom were musicians) are
the most visible. Any such undertakings can be loosely defined as benefit
concerts.9 These took the form of various subscription, touring and
chamber music concerts as well as the ubiquitous performances that the
performers themselves referred to as ‘benefits’. Private concerts where
musicians were hired either directly or indirectly by a patron make up the
second type of concert, which was the mainstay of a successful soloist’s
career. An examination of the main concerts from both categories in
which Puzzi performed and the details of his participation follows.

The information for this section has been drawn from a variety of
sources related to Puzzi’s performances. These include concert
programmes, handbills and other advertisements, musical periodicals,
English daily newspapers, French and Italian papers and society papers
such as the Court Journal. Details of concert venue, location, occasion,
type, date and works performed have all been entered into a database,
resulting in over 200 entries spanning from 1817 to 1856. The sheer
volume of material, particularly with respect to periodicals, has made it
impossible to search all relevant sources. Instead, a representative body of
information has been compiled. Because concert programmes and
handbills often provide the most extensive information about performers
and repertoire, the foundation of the database has been a comprehensive
survey of all significant archives and collections in England that contain

these items. It has also been possible:to search thoroughly the English

9. Joel Sachs, ‘London: The Professionalization of Music’, Music and Society: [The Farly
Romantic I'ra, ed. Alexander Ringer (London, 1990), p. 206.
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musical periodicals published from 1817 to 1860.10

PUBLIC MUSIC-MAKING
Subscription Concerts

Some of Puzzi’s earliest engagements were performances at subscription
concerts mounted by his colleagues. These concerts took on a variety of
forms, each targeting a specific audience and reflecting the diversity of
London’s concert life. Puzzi’s participation in a wide range of subscriptions
illustrates the breadth of his solo career. During the early part of the 1820s,
he frequently appeared as a soloist at the Theatre Royal, Drury Lane,
playing in the Whitsun Eve subscriptions directed by Sir George Smart and
in Henry Bishop’s Lenten Oratorio Concerts. He also took part in similar
concerts at Covent Garden. These large scale entertainments, often termed
‘a grand selection of sacred, antient, and modern music’, featured a lengthy
programme of nationalistic and semi-sacred music interspersed with
English songs, virtuoso instrumental works, and the occasional operatic
selection.11The refertoire, time, and ticket price of these concerts reflects
the fact that they were patronised by the largely lower-middle class
audience that would have attended music theatre productions at these

venues when they were in season. The chamber music concerts in which

10. There are various problems inherent in working with concert programmes and handbills.
These include the printing of programmes for concerts that did not take place (although
instances of newspaper reviews of concerts that did not occur are also known), their
inability to reflect any last-minute changes in the programme that might have transpired
(singers were notorious for cancelled engagements) and dependence upon the physical
survival of these fragile documents. Puzzi lived during an era when musical periodicals
flourished. The study of these somewhat compensates for the problems presented by
programmes, but their coverage is often scant and intermittent. While it is not within the
scope of this dissertation to undertake a complete newspaper survey for the forty-three
years of Puzzi’s carcer, daily papers are indispensable in offsetting the problems
encountered in working with programmes and the musical press. Thus, they have been
selectively consulted throughout the period spanned by Puzzi’s career and selected years
have been surveyed in-depth, in the manner of a “core sample’, to confirm that patterns
emerging in the body of information amassed for the database are representative.

T'1."Whitsun-Eve concert’ (London: Drury Lane, 29 May 1819), unnumbered concert
programme, RCM PP,
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Puzzi played and organised, which will be discussed later in this chapter,
were also generally presented as subscription concerts.

Carte’s 1843 subscription concert at the Bridge House Hotel located
by London Bridge was a departure from Puzzi’s usual West End
engagements. Both the City location and list of patrons suggests that this
concert was part of a growing interest in music by London’s merchants and
professionals. Puzzi would later tap this audience for his chamber music
series. A number of subscription concerts catered to the more traditional
aristocratic listener. Concerts such as the matinées mounted by Madame
Delabarre in 1841, at which Puzzi performed a fantasia on Schubert
melodies and a Beethoven quintet, drew upon the same patrons as benefit
concerts.

It is impossible to estimate in how many subscriptions Puzzi would
have played, but they most likely constituted a small percentage of his solo
engagements early in his career. Although no figures exist, appearances at
these concerts were probably not as profitable as his solo orchestral
engagements and certainly not as lucrative as participation in private
concerts. Subscriptions would have been most valuable to Puzzi for the
opportunities they offered to build contacts with other musicians and
served their importance largely in fostering professional patronage. In the
1830’s, Puzzi’s interest in playing in these concerts appears to have
dwindled. By this point he had established himself as a leading soloist in
benefit and private concerts and could afford to be selective, choosing to
play at more exclusive and profitable concerts.

Provincial subscription series, like orchestral festivals, were highly
dependent upon London musicians. Puzzi travelled to Manchester on at
least two occasions to appear in a ‘Gentleman’s Concert’, where he

accompanied singers as an obbligato player and performed unspecified
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solos. In Birmingham, he appeared at the twenty-first annual subscription
of the ‘Private Concerts’. Both the ticket price (comparable to that for
Oratorio and Whitsun Eve concerts) and the programme of the 1838 ‘Great
Musical Attraction’ at the Assembly Rooms in Sherborne indicate that this
concert was directed towards a less exclusive audience.

Concerts which were not undertaken as individual speculation
were rare.12 Charity fund-raising concerts such as the 1821 Grand Musical
Festival to raise money for the rebuilding of Westminster Hospital and the
1844 Regent’s Park concert “in aid of the funds of the royal dispensary for
diseases of the ear’ were some of the few exceptions.13 Subscriptions were
also mounted to benefit certain institutions. One of Puzzi’s most visible
contributions to the Royal Academy of Music was his appearance in the
Royal Academic Concerts of 1826, both as a member of the orchestra and as
a soloist. A similar series of concerts aided the Edinburgh Professional
Society of Musicians in 1839. Puzzi would not have received fees for his

performances at any of these concerts.

Chamber Concerts

A proliferation of chamber concert series appeared during the “‘chamber
music rage’ of 1836 - 1842, beginning with Blagrove’s Quartet Concerts,
which were quickly followed by Mori and Lindley’s Classical Concerts.14
These initial string quartet concerts gave rise to a series of performances
that were centred around a variety of instruments, such as Moscheles’s

Pianoforte Soirées and Puzzi’s Classical Concerts for Wind Instruments.

12.Sachs, ed. Ringer, p. 206.

13. ‘Concert, In aid of the funds of the royal dispensary” (London, Regent’s Park, 29 June
1844), unnumbered concert programme, Seguin scrapbook, RCM PP.

14. For detailed information about chamber music in London during this period, see

Christina Bashford, ‘Public Chamber-Music Concerts in London, 1835 - 50: Aspects of
History, Repertory and Reception’, Ph.D. diss. (University of London, 1996).
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Although chamber music frequently occurred at the Philharmonic Society
concerts and occasionally appeared on programmes at benefit concerts,
these new series were the first to focus on this repertoire, providing a
setting where it was not shoe-horned between overtures, symphonies and
numerous vocal selections. While these concerts included appearances by
the Italian opera singers, they were no longer the main pillar of the
programme and the atmosphere of these performances was much more
conducive to serious listening than the typical concerts attended by
fashionable London. This new musical focus, combined with the concerts’
placement on the periphery of the season, attracted a different audience,
which included members of the rapidly expanding professional and
business class and many professional musicians.

Puzzi was active as a performer in various chamber concert series.
Occasionally, he appeared in his traditional role with singers as an
obbligato player, but more often as a chamber player in works that required
a horn. Solo instrumental performances were relatively rare at such
concerts, although Puzzi’s few appearances in this capacity are notable
because the works he played marked a great departure from his usual
opera-derived repertoire. At Blagrove’s 4 May 1837 Benefit Quartet
Concert, he played an arrangement of Corelli’s Sonata No. 9 in F, a choice
indicative of the emphasis on non-vocal music at these concerts.15 Puzzi’s
solo performances at chamber concerts also constituted his greatest contact
with original horn music in a concert setting. The only documented
instance of Puzzi performing any of the standard Classical horn repertoire

that the present author has located occurs within this context. At

I5. A later copy of Puzzi’s Corellt trio sonata arrangement titled ‘Corelli’s No. 9" has been
preserved in the Covert Collection and is notable for being one of the few non-vocally
derived manuscripts from Puzzi’s library that survives. See cat. no. 20 in the works
catalogue in volume 2 of this dissertation.
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Moscheles’s second Pianoforte Soirée at the Hanover Square Rooms on 4
March 1837, Moscheles and Puzzi played the Beethoven Sonata for Piano
and Horn, Op. 17. Puzzi’s choice of repertoire on this instance was most
likely dictated by Moscheles, who was an enthusiastic supporter of
Beethoven and frequently invited virtuosi to perform ‘serious’
instrumental music at the Soirées.16

In the spring of 1838, Puzzi sought to capitalise on the growing
popularity of chamber music concerts by producing his own series, the
Classical Concerts for Wind Instruments. They were presented as a
subscription series of three concerts during February and March. The
principal players were Puzzi, Willman (clarinet), Sedlatzek (flute), Barret
(oboe) and Baumann (bassoon), a quintet whose ‘powers thus concentrated
may perhaps be considered as unrivalled’.17 This group was augmented by
additional horn (Rae), clarinet (Bowley) and bassoon (Godfrey) players and
a double bass (Dragonetti) for larger harmonie works. Moscheles appeared
at the second concert in Spohr’s piano quintet. The concerts, which
featured ‘selections from the beautiful compositions of Krommer, Reicha,
and other German writers of Harmonie Musik [sic |’ were the only London
performances during this period that were primarily devoted to chamber
music for winds.18 While such works by Beethoven and Spohr were
frequently heard at the Philharmonic Society concerts, reviews of the
series record that the compositions of Krommer and Reicha were “hitherto
unknown specimens to the British public’.19Reicha’s quintets were a

staple item at Puzzi’s concerts and are a cornerstone of the wind quintet

16. Personal correspondence from Christina Bashford, 21 March 2000.
17. Musical World, vol. 8 no. 103 (1 March 1838): 145.
18. Musical World, vol. 9 no. Y8 (26 June 1838): 57.

19. Musical World, vol. 8 no. 100 (9 February 1838): 89.
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repertoire today. Performance of Reicha’s Quintet in B-flat (no opus

number specified) attracted special note:

The excellence of the scherzo in the opening Quintett
particularly claimed attention, it is a rare exotic of delicate
fragrance, and our thanks are due to those who have
displayed so much taste and industry in transporting it to the
English concert-room.20

These concerts and the music they featured were a striking change
from the ‘grand miscellaneous’ concerts focusing on operatic literature
that were the mainstay of Puzzi’s career as a performer. The introduction
of many standard works in the chamber winds repertoire to English
audiences was arguably Puzzi’s most original contribution to London’s
musical scene. In many ways, the Classical Concerts for Wind Instruments
were the most progressive of Puzzi’s undertakings. The general nature,
audience (including many ‘eminent professors’) and repertoire of these
series are more indicative of the movement towards concerts favouring
instrumental music performances in a serious listening environment that
began to emerge during this period than of the decidedly aristocratic,
Georgian flavour of the rest of Puzzi’'s career. These differences are evident
in reviews of Puzzi's wind concerts:

The programme of this new species of performance is short;
but each piece is a string of pearls . . . the little band of
performers are encircled by their attentive auditors. . . The
prolonged silence indicates the deepest interest.21

Unfortunately, the Classical Concerts for Wind Instruments survived for
only one year. Critical complaints about the limitations of wind repertoire

and tone colour reveal that listeners in London were not yet ready to

20. Musical World, vol. 8 no. 103 (1 March 1838): 146.

21. Musical World, vol. 8 no. 98 (26 Jan 1838): 49-50.
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sustain a series of this type on a long term basis.22

‘Benefit’ Concerts

The height of Puzzi’s solo career coincided with the great popularity of
benefit concerts during the 1820s and 1830s. Members of the aristocracy
would be faced with the prospect of having to attend scores of benefits each
year. By the end of the seventeenth century, ‘the benefit system began to be
regarded as a “tax on the nobility”, with many of the top performers taking
a benefit . . . as if by right’.23 Indeed, Puzzi and his wife generally indulged
in at least one annual benefit each throughout their London careers.

The lure of these concerts was irresistible to performers even
though only a very small percentage realised any financial gain from
them. The expense of mounting a benefit was formidable. Players
depended on their colleagues to ‘assist’ gratuitously at each other’s benefits,
although it was not uncommon for celebrity instrumentalists occasionally
to charge for their services.2¢ Singers of the greatest celebrity that the
beneficiare could obtain were an expected feature of these concerts and
were the determining factor in drawing a large audience. Indeed, it was
commented that the key to the ‘particularly’ successful benefit concerts of

1827 was the presence of Madame Pasta, who ‘in no one instance failed to

22. Athenaeum, no. 53 (10 February 1838): 107, cited by Bashford, p. 134. Chamber music for
winds did continue to be performed in a more general context. It was a regular feature of John
Ella’s Musical Union concerts. At the 1 April 1845 concert, Puzzi performed in Onslow’s
Sextet in C minor, Op. 30, with Mrs. Anderson (piano), Ribas (flute), Lazarus (clarinet),
Baumann (bassoon), and Casolani (double bass). This was Puzzi’s only appearance at the
Musical Union concerts. Henry Platt assumed Puzzi’s place in subsequent concerts.

23. Simon McVeigh, Concert Life in London from Mozart to Haydn (Cambridge, 1993), p. 36.
For turther information on benefit concerts in London during this period, see Simon McVeigh
‘The Benefit Concert in Nineteenth-Century London’, Nineteenth Century British Music
Studies, vol. 1, ed. Bennett Zon (Aldershot, 1999), pp- 242-266.

24. In 1829, Dragonetti charged £4 for playing at the benefit of singer D. Donizelh. (Fiona

Palmer, Domenico Dragonetti in Fngland (1794 - 1846): The Carcer of a Double Bass Virtuoso
|Oxford, 1997), p. 194).
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draw a large audience’ at the benefits where she appeared.25 However,
unless a special relationship with the beneficiare existed, singers were
almost always ‘enormously paid’ for singing ‘the hackneyed things’ that
appeared with little variation on programmes throughout the season.2¢
The Quarterly Musical Magazine and Review readily identified this as one
of the greater obstacles to mounting a successful benefit:

As the singers in estimation (and there are comparatively
few,) grow into greater request, more difficulty attends the
attempts of rising professors, and even of the really eminent,
to assemble a band, and to make a benefit profitable.2?

Beyond this, the charges for publicising the concert and hiring
rooms had to be met. [n 1823, the QMMR estimated that a concert cost
approximately £150 to £210 to produce:

Hence, it is only the professor whose reputation, connection,
or musical promise can command numbers, that is really
advantaged. Most, even of the second class, find their benefits
a loss, and consequently these concerts would be fewer were it
not that the desire of being known and the power of obliging
and forming connections, are sufficient inducements to
hazard the chance.28

With his strong connection to singers and the negotiating power that his
activities as an agent at the King’'s/Her Majesty’s Theatre fostered and his
resulting favour among the aristocracy, Puzzi was one of the small group

of performers in a position to profit from benefits.

Puzzi’s own benefits assume three distinct forms that reflect the phases of

his musical career. In the earlier part of his career, from 1823 to 1833, they

25. Harmonicon, vol. 5 (1827): 147.
26. Harmonicon, vol. 7 (1829): 146.
27. Quarterly Musical Magazine and Review, vol. 6 (1824): n.p..

28. OMMR, vol. 5 (1823): 251.
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were typical benefit concerts presented by Puzzi (sometimes jointly with
his wife) with the aid of leading orchestral colleagues and singers.2?
During this period, he was a regular performer in others’ benefits. As
Puzzi’s involvement with the managers of the King’s Theatre increased
and he became more selective as a performer, opera benefits given for
Puzzi by the management replaced his annual concerts. Since he was no
longer directly drawing on the resources and favours of other players to
support his concerts, there was a corresponding decrease in his
participation in colleagues’ benefits. Finally, from 1846 onwards, Giacinta’s
various benefit concerts became the family’s main instrument of public
appeal in this manner. By this point, Puzzi had largely retired from both
his activities as a performer and those as an agent at the King's Theatre.
Giacinta’s concerts and teaching were now the musical focal point of the
family. Puzzi’s last publicised benefit concert, at which he did not perform,
was held in 1855:

Signor Puzzi did not himself appear on this occasion, a

circumstance much to be regretted, since the last time he

played in public - some few months ago - he proved himself

to be still in possession of the secret of bringing out a fine

tone from his instrument.30

The benefits Puzzi mounted in the 1820s and 1830s were generally
recorded by the press and thus offer some insight into the entrepreneurial
drive of his undertakings as a soloist. The singers who participated in
Puzzi’s benefits reflect his professional status and ability to make such
engagements. This placed his concerts in the highest realm with regard to

aristocratic and social appeal and was the basis for his success in an arena

where so many failed. Grisi, Persiani, Garcia, Tamburini, Luigi Lablache,

29. It is probable that Puzzi took benefits before 1823, although no documentation has been
found. His first known appearance in a benefit was at Miss Sharp’s concert on 7 May 13818.

30. Musical World, vol. 33 no. 26 (30 June 1855): 418.
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Rubini, Mario, Dobler, Ivanoff, F. Lablache, and Begrez were regular
performers at Puzzi’s benefits where ‘all the opera corps assisted’” and ‘the
entire strength of the [talian opera was assembled’.31 Instrumentalists are
seldom mentioned in reviews of Puzzi’s concert and no surviving
programmes from these concerts have been found. Although the vocalists
of the Italian opera were clearly the main focus of these concerts, Puzzi did
appear in his instrumental colleagues’ benefits and thus probably engaged
their services at his concerts.32

A survey of the press reviews of benefit concerts reveals that there
was a hierarchy among these concerts and that the beneficiare took
deliberate steps to effect a certain image and attract a specific audience.
Through his choice of performers, repertoire, venue and ticket price, Puzzi
fashioned benefits where the atmosphere was much like an aristocratic
private concert. While venues such as the Hanover Square Rooms,
Willis’s Rooms, the Theatre Royal on Drury Lane and the concert room of
the King’s Theatre were popular locations for London benefits during this
period, Puzzi frequently held his concerts in private homes. Lady Augusta
Wentworth’s mansion Connaught Place (4 June 1832), Mr. Mills’s
mansion Camelford House (24 May 1830) and the Countess Cornwallis’s
residence (14 June 1833) were all locations for these events. Other hosts
included Sir George Warrender, prominent opera patron and supporter of
the Royal Academy of Music (3 June 1829). Despite the fact that all of these
concerts were benefits and tickets were sold, staging them in private
homes raised the tone of the gathering and created the more exclusive

atmosphere of a private concert. In this more intimate setting

31 Review of Puzzis’ benefit in the Morning Post (29 June 1839): n.p..

32. Puzzi played in the benefits of numerous colleagues including those of Ries, Nicholson,
Greatorex, Mori, Hawes, Blagrove, Holmes (piano),Mrs. Anderson, and Mad. Dulcken.
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guests approach the instrument or the singer -- lounge from
room to room or on the staircases -- converse, and come or go
at pleasure, and with far more ease than can be accomplished
in public rooms. All these circumstances tend to withdraw
most persons above the middle ranks from public concerts.33

The Harmonicon reported that the evening at Connaught Place ‘drew a
very fashionable audience, and the whole partook more of the nature of
an elegant private party than of a subscription concert’.34

From 1829 onwards, more benefit concerts, including Giovanni and
Giacinta Puzzi’s, were held in the concert room of the King’s Theatre.
During this year, Theatre manager Pierre Laporte enacted his plan to
increase the rentals of the ‘decrepit small concert hall in the opera
building’ by stipulating that the opera singers of the King’s Theatre could
appear only in concerts held on the premises.35> The actual enforcement of
this ruling was erratic until Lumley joined the management as Laporte’s
assistant in 1836 (thus explaining Puzzi’s ability to engage members of the
[talian opera at benefits in private homes in the early 1830s). Joel Sachs
notes that the ensuing crack-down led benefit and other concert givers to
engage singers from outside the Theatre and concludes that this
eventually resulted in movement away from Italian music and
performers.36 The pinch of Laporte’s action was felt by players who
depended on the aristocratic attendance that only these singers could
ensure:

In order to get some of the opera-singers [for his benefit], Mr.

33. OMMR, vol. 7 (1825): 210. Although this account was written about the growing
popularity of private concerts over public, it can be applied to the discussion of Puzzi’s use
of private venues and staging of benefits that were distinctly patterned along the lines of
private concerts.

34. [larmonicon, vol. 10 (1832): 154.

35. Sachs, ed. Ringer, p. 222.

3. Ibid., p. 223.
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Vaughan was obliged to change his locale, and by this means

obtained Madlle. Sontag, Mad. Malibran, and Signor
Donizelli.37

Since Italian opera was so central to the careers of Giovanni and Giacinta
Puzzi and to the interests of their aristocratic patrons, they obliged the
management and held nearly all their subsequent benefits at the King’s
Theatre.

Even when such restraints were imposed on a performer’s choice of
venue, ticket price was a powerful means of ensuring the exclusivity of
one’s benefit if the performer’s reputation was such that he could
command a steep admission price without losing his audience. In its
review of Puzzi’s 3 June 1825 concert, the Harmonicon exclaimed ‘Tickets
one guinea each!’.38 The punctuation suggests that this was particularly
exorbitant. This was not an unheard of price for a benefit concert during
this period, although the ‘guinea concert’ not infrequently drew criticism
in contemporary accounts and in some cases it was noted that it did
discourage listeners from attending. Reminiscing about the quality and
value that benefit concerts ‘in days gone by’ represented, Ella appends a
programme from pianist Edward Schulz’s 7 June 1836 benefit where
performers included Puzzi, Malibran, Tamburini, Rubini, and Lablache.39
Ella cites 10s.6d. as the price of admission to the concert. The Quarterly
Music Magazine and Review bemoans the half-guinea price charged by
benefit givers in 1823 as ‘extravagant’.40 In 1825, the pianist Miss

Szymanowska gave a benefit where “Many of the Royal Family were

37. Harmonicon, vol. 7 (1829): 146.
38. Harmonicon, vol. 3 (1825): 165.
39. John Ella, Musical Sketches Abroad and at Home (London, 1869), pp. 140-141.

40. QMMR, vol. 5 (1823): 251.
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present but the company was not particularly numerous, although of a
high class, for guinea admissions rather deter visitors’.41 A survey of Puzzi
benefit reviews included in the Harmonicon from 1823 - 1833 indicates
that one guinea was the standard price for a ticket to his concerts and that
the rooms were well filled, sometimes to an ‘overflow’.42

The repertoire, performers, venues and ticket prices of Puzzi’s
benefits indicate that these concerts were in the highest stratum of prestige
and exclusivity among benefits. Puzzi succeeded in making these concerts
work for him by modelling his benefits after private concerts, thus creating
an atmosphere desirable to the most aristocratic patron, who could and
would expect to pay guinea ticket prices. Success at this level required the
clout and connections that a figure like Puzzi possessed -- elements that
were generally in place before the benefit was staged rather than the result

of these concerts, as many performers hoped.

PRIVATE MUSIC MAKING
Private concerts

The beginning of Puzzi’s prime years as a soloist coincided with the
resurgence of popularity of the private concerts in the 1820s. During this
period aristocratic support of public concerts dwindled as patrons chose to
mount lavish concerts in their homes. This can be interpreted as a
reticence to mingle with the newly emerging and moneyed professional
class that now attended public musical events and a desire to schedule
concerts at hours which would not interfere with aristocratic dining and

social schedules (it was not uncommon for private concerts to commence

41. Harmonicon, vol. 5 (1827): 147.

42. Harmonicon, vol. 6 (1828): 168.
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after 10.00 in the evening).43

Private concerts were often mounted as a display of wealth, and
much like dinner parties, they were given amongst each other ‘in
rivalship or return’.44 The programmes, nearly identical to benefit
concerts, seldom varied from concert to concert and critics and performers
often complained of the poor quality of music making. The following
description is a typical view of the function of the private concert:

The donor looks to find his reward, not in the pleasure his friends
receive from the music, but in the commendation which attends
the large cost and the extended number of his party - the size and
magnificence of his rooms, the supper, the power to purchase the
presence of the Pasta, or to concentrate “all the talent” [of the Italian
opera], and lastly, the paragraph in the Morning Paper.45

As this passage indicates, the private concerts revival also coincided
with the height of the popularity of foreign musicians:

It forms a curious feature of inquiry into this department of music,
that if you ask some of the English professors, they assure you
private parties were never less frequent; if you address the question
to the foreign artist, he says they never were so general.46

Puzzi was in an ideal position to profit from both of these trends and to
capitalise on his aristocratic appeal and strong links to the opera, making
him a fixture at private concerts.47

Private concerts were generally the most sought-after engagements

43. OMMR, vol. 7 (1825): 210. For an in-depth account of the revival of private concerts
during the 1820s and its effect on the music profession, see Rohr, p. 95.

44. OMMR, vol. 6 (1824): 232.
45. OMMR, vol. 7 (1824): 297. The ‘Morning Paper’ no doubt refers to the Morning Post.

46. OMAMIR, vol. 5 (1823): 251.

47. Not surprisingly, disapproval of foreign musicians garnering so much money from the
aristocracy and their apparent neglect of British musicians was often voiced in musical
periodicals, prompting defenses of popular foreign performers that justified their
entitlement to English patronage. In articulating the reasons for the success of the Puzziy
June 1839 benefit concert, the reviewer writes: ‘Another claim on the patronage of amateurs,
which is always admitted to be valid, is that they [Giovanni and Giacinta Puszi] may be
considered as thoroughly naturalised in this country.” (Morning Post[29 June 1839): n.p.).
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by musicians. The QMMR reported that during the 1824 season, Rossini’s
‘public obligations have been postponed to his private obligations’.48 This
is readily understandable in light of the fifty guinea fee he commanded for
his services as a conductor and accompanist and an appearance by his wife
Signora Colbran-Rossini.49 It was estimated that vocalists cost the host at
least 100 to 120 guineas per concert, with principal singers demanding at
least 25 guineas and lesser female singers generally receiving 5 to 10
guineas.50 Some singers were engaged at these fees up to three times a
week from February to July and Sachs writes that ‘favoured’ performers
played at up to three parties a night.5!

Few comparable figures exist for instrumental performers, although
Palmer states that Dragonetti received ‘astronomical fees’ for playing at
private concerts.52 Moscheles recorded fees paid to violinists at Madame
Rothschild’s 1829 private concert: DeBeriot and Mori received five and
seven pounds respectively. Moscheles collected twenty pounds to conduct,
perform at and ‘manage’ the concert.53 It is reasonable to estimate that
Puzzi received at least five pounds per engagement for his services as a
performer and certainly more if he was providing singers or overseeing
the event as well,

Although instrumentalists would not have been able to command

fees in the same range as singers, private concerts clearly provided

48. QMMR, vol. 6 (1824 ): 225.

49. Ibid.

50. Ibid., p. 232.

51. OMMR, vol. 7 (1825): 300; Sachs, ed. Ringer, p. 219.
52. Palmer, p. 103.

53. Charlotte Moscheles, ed., [ife of Moscheles, with Selections from his Diaries and
Correspondence, trans. A.D. Coleridge, vol. 1 (London, 1873), p. 222.
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substantial earning potential for the most elite of them. Puzzi’'s unique
alliance with singers and his celebrity as a virtuoso performer served him
particularly well. His financial success on the private concert circuit is
entertainingly demonstrated in an 1842 letter from Rossini to Costa
demanding that Costa help Rossini’s clarinettist friend Domenico Liverani
find an entrée into the private concert circuit:

Now you have another duty to fulfil, and that is to help him earn
some of the Ghinee...] demand ... that you impose him upon
those Noble Milords in their private musical Entertainments, called
Concerts, the sort in which Puzzi and Dragonetti take part . . . Let the
money come in.>4

Whilst the rise of private concerts captured the attention of the
musical press, which provided general descriptions of these concerts, their
fundamentally private nature means that they were much more hidden
from critical and public view than benefit concerts. Therefore, details about
specific private concerts is comparatively rare; few accounts were
published and only a limited number of concert programmes survives.
The most exclusive events generated the smallest amount of tangible
evidence.

Direct information about Puzzi’s participation in large, organised
private concerts is more readily available and is offered by a small number
of surviving programmes. Sir Richard and Lady Hunter’s concert on 17
May 1839 provides a representative sample of repertoire (see illustration
3.2). Similar programmes were printed in the QMMR in an 1823 feature
on private concerts to illustrate that ‘music is now as highly if not as

generally cultivated as literature and design by private individuals’

although the level of ‘intellectual reach, dignity, and polish’ that the

54. Herbert Weinstock, Rossini: A Biography (London, 1968), pp. 227-228.
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adjoined programmes represent is arguable.55

FRIDAY, MAY 17th, 1839.

Prima Parte.

TERZETTINO, *“ Angiol di pace,”

Made AvLserTazzr, Madlle DE RIVIERE, e

Sig. MaRrRas, - (Beatrics Tenda) Bellini.
FANTASIA, from “ Lucia di Lammermoor,”

Como Obligato, Sig. Puzzr,
ARIA, ¢ Liete roct,”

Sig. TaMBOURINI, - - ( Briganti)  Moercadunte.

DUETTO, “ Da che tornasti,”

Made ALBERTAZZI € Sig. MARRAas,

( Roberto D" Ecvenx) Donizetti.

CANZONETTA, © Vizza,” Madlle DE Riviere, Rossini.
BARCAROLA, “ A%’ se tu fosst meco,”

Sig. Marras; Corno Obligato, Sig. Puzzi,  Marras.
RONDO, ¢ Quanti uffetsi,”

Made AvBrrTazZI, ( Douna del Lago)  Russini.
QUARTETTO, * Rilicmo, cantiano,”

Made Arsertazzi, Madle Dr Rivierer,

Sigri Manrras ¢ TavMBrRING - - - Russini.

Sccouda Parte.
DUETTO, ¢ Dt capricci,”
Madlle De Rivicre e Sig. Tasmbuning,
( Covrading ) Ruossini.
ROMANZETTA, « Il caro ben '™
Made ArLBeERTAZZI, - - - - M.

DUETTO, ¢ Doce rai,”
Sigri Marras e Tastooring ¢ William Tell ) Rossini.

DUETTO, ** Dech, con te,”
Made ALBErTaZZI ¢ Madlle DE RIVIERE,
(Norma) Bellini.

IL POSTIGLIONE, Sig. TaAMBURINT ;

Corno Obligato, Sig. Puzzi, - - - Balfe.
‘ Nuit d’ Eté a Paustlippe,”
Madtle De Riviere e Sig. MARR4s, - Donizeu.
Piano-Forte, - - Sig. Marras.

Printed by T. Rrettell, Rupert Strect, Haymarket.

T T T T T

Programme from a private concert given by Sir Richard and Lady Hunter
and a review of the concert in an unidentified newspaper clipping that has
been preserved with the programme. (Reproduced by kind permission of
the Department of Portraits and Performance History, Royal College of

Music)

Sir Richard and Lady Hunter entertained at |
dinner on Friday lust, the 17th inet.. at theic residence in §
Hill-street, the Earl and Countesz of Surrey, Lord Edward
Howard, Viscount Combermere, Lord aud Lady Sondes.
Lord and Lady Marcus Hill, the Right Hon. Sir Willinm
Fremantle, Miss Hervey, &c.; and, in the evening her La-
dyship had a concert, at which Mesdames Albertazzi and De
Riviere, Signort Tamburini, Muarras, and Puzzi assisted.

IHustration 3.2

55. OMMR, vol. 5 (1823): 252-253.

112



Puzzi played a selection of untitled fantasias and accompanied as an
obbligato player in concerts on 2 May 1823 (at Devonshire House), 17 April
1823, 9 May 1823 and 29 May 1823 (all at undisclosed locations). Five
sample programmes were printed in the QMMR. Puzzi’s name appears on
all but one concert, held in the ‘City of London’, possibly indicating a
preference for more aristocratic hosts and locations. At all these concerts,
Puzzi’s selection of repertoire is identical to his selections at benefits.

More intimate private concerts often called upon Puzzi’s skills as an
accompanist on the horn not only for celebrated singers, but also for
musically inclined members of the aristocratic audience. At the
Marchioness of Normandy’s ‘grand concert’ Puzzi accompanied Lady
Williamson, Lady Barrington, Rubini and Lablache in a performance of
the preghiera ‘Dal tuo stellato soglio” from Rossini’s Mose in Egitto.56 This
is a noteworthy departure from the benefit concert or even the more
formal private concerts, where rules of decorum prohibited aristocratic
amateurs from performing in front of all but the most intimate company.
Aristocratic display of musical prowess was not so private that it could not
be shared with the public in the Morning Post concert reviews, however.
The presence of these ensemble works on the programme reflects a highly
exclusive setting that allowed for this type of audience participation and
accounted for the large amount of obbligato choral accompanying that
Puzzi did at private concerts. In some instances, this was his sole function
as a performer on the programme.57 It is unlikely that Puzzi would have

been engaged only to perform in this non-essential capacity, indicating that

56. Morning Post (2 June 1840): n.p..

57. The ‘Grand Féte” held by the Duke and Duchess of Beaufort in the summer of 184015 one
such example. At this concert Puzzi accompanied Rubini, Mario, Tamburini, Lablache, Grisi

and an aristocratic chorus in selections from Rossini’s Guillaume lTell and Semiramude
(Morning Post [4 July 1840]: n.p.).
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he was probably also present as a fixer and overseer for the concert.

Much of the music-making among the aristocracy assumed the
form of more intimate and prolonged musical gatherings at patrons’
homes. One such example is the musical week hosted by the Duke of
Wellington at Strathfieldsaye (see p. 84). The most exclusive engagements
were of the type that Lady Shelley records in her diary. Her reminiscences
recount that Puzzi and his wife were visitors to her house in 1832: ‘Signor
and Madame Puzzi are now here, so we talk, and make music all the
evening!” (Lady Shelley played the harp).58 Of such gatherings, Ella wrote
‘There is more got out of a musician in one day in the country than during
a whole season of bustle and excitement in London’.59

While anecdotal accounts and a limited selection of programmes
and newspaper reviews provide specific examples, indicators of Puzzi’s
place in London’s music scene and the nature of his career are far more
revealing in illustrating the extent of his involvement in the private
concert circuit. It is significant that in summarising his life in an obituary,
the Athenaeum states that ‘Puzzi for years had almost the monopoly of

the nobility’s private concerts’.60

The wide range of concerts examined in this survey of Puzzi’'s activities as
a soloist show that solo playing was a main component of his career. To
this end, Puzzi explored nearly all the facets of the upper echelons of
London’s musical life and was a prominent participant in an array of

concerts, providing they were profitable. A logical sequence of

58. Richard Edgecumbe, ed., The Diary of Frances Lady Shelley 1818 - 1878 (London, 1913),
p-217.

59. Ella, p. 42, cited by Palmer, p. 202.

60. Athenaeum, no. 2524 (11 March 1876): 371.
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involvement that generally progresses from popular subscription concerts
to the elite levels of music-making in aristocratic circles reflects the
increase of Puzzi’s status and the development of his career to cater for an
exclusive clientele. Throughout this progression, his instinctive
understanding of musical society is evident in the high degree of
enterprise he exercised in marketing himself and his concerts. Despite the
suggestions of some accounts, Puzzi did not abandon his activities as a
performer when he formally assumed his position as an agent for the
King’s Theatre in 1827.61 Instead, he utilised his connections and power as
an agent and impresario to bolster his activities as a soloist and concert

giver. This was the most vital feature of Puzzi’s solo career and the key to

his unrivalled success on the concert platform.

61. See Willert Beale [Walter Maynard], The [ight of Other Days Scen [hrough the
Wrong I'nd of an Opera Glass (London, 1890), p. 75; and Adam Carse, [he Orichestra from
Beethoven to Berlioz (Cambridge, 1948), p. 178.
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‘Il maestro on the horn’:
The playing of Giovanni Puzzi

Mr. Puzzi’s performance is not less beautiful than
popular. It is impossible to conceive any thing
more perfect, whether the tone, the execution, or
the general expression be considered.2

Distinguishing elements of the horn playing environment during Puzzi’s
career -- Attributes of Puzzi’s playing -- Puzzi’s influence on horn playing

in England.

Puzzi’s technical and musical mastery was clearly as remarkable as the
popularity won by his carefully cultivated relationships with the
aristocracy, his association with singers and his exploitation of the Italian
opera repertoire and was recognised as a phenomenon in its own right.
While the names of Puzzi's contemporaries periodically appear in the
musical press, no other player consistently garnered such lavish and
exultant praise. However, such encomiums leave us to ascertain what was
so exceptional about his playing. Through a study of Puzzi’s origins and
environment as a performer, his choice of instruments, his music and the
scant amount of information provided by critical accounts, this chapter
will explore the defining elements and hallmarks of Puzzi’s ‘perfect’

playing and any imprint that it left on horn performance in England.3

1. This title was bestowed upon Puzzi by a critic in the following review: Musical World,
vol. 14 no.243 (17 September 1840): 173.

2. Quarterly Review and Musical Magazine, vol. 5 (1823): 266.

3. 1bid.
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DISTINGUISHING ELEMENTS OF THE HORN PLAYING
ENVIRONMENT DURING PUZZI'S CAREER

Puzzi’s origins as a player

Establishing Puzzi’s position in the horn playing continuum and
examining his musical environment are vital to understanding how he
arrived at his position as the leading exponent of the French school of
hand horn playing in England and what his defining traits as a player
were. Puzzi lived during an era of change and diverging traditions in the
horn playing world and the course of his career brought him into contact
with many potential influences and different approaches to the
instrument. The first impress on his playing can clearly be traced to the
original Austro-Bohemian tradition that gave birth to the horn as a
musical instrument. Innovations in horn design and playing technique
pioneered by Austro-Bohemian players gradually separated the musical
horn from its hunting forbears and made it the most sophisticated and
popular brass instrument of the Classical and early Romantic eras. The
propagation of hand stopping was the single most important contribution
of the Austro-Bohemian school to the musical development of the horn.
By placing a hand in the throat of the horn’s bell and closing it off to
varying degrees, these players discovered that the open notes of the
harmonic series could be altered and that a chromatic scale could now be
produced from the third harmonic upwards (see illustrations 4.1 and 4.2).
This advance greatly extended the possibilities that the horn offered to
composers and players, particularly in the middle and lower register of the
instrument, where it had previously been largely confined to the notes of
the tonic triad. Anton Hampl and Jean-Joseph Rodolphe were the pioneers

in applying this technique to the horn in the 1750s.
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[Hustration 4.1
The natural harmonic series. The tendencies of harmonics that are out of
tune with accepted temperaments are indicated above the notes.

GAMME ENHARMONIQUE .

Illustration 4.2
Table of hand positions from Jacques-Francois Gallay, Méthode pour le cor
(Paris, n.d. [¢.1845]), p. 13. The degrees by which the hand closes off the
throat of the bell are indicated by fractions. ‘" denotes complete closure
and ‘0’ the normal open hand position.
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There is much confusion as to when, or even on what instrument, hand
stopping was first implemented.4 The zenith of the Austro-Bohemian
school of horn playing was reached just prior to Puzzi’s birth in 1792. Its
leading figures included Giovanni Punto (Jan Vaclav Stich), the famed
duettists Johann Palsa and Carl Tirrschmidt, and Ignaz Leutgeb, for whom
Mozart wrote his horn concertos. These players and their successors

travelled and taught widely, spawning a number of derivative schools.5

Political links between the Austro-Bohemian empire and [taly facilitated
the spread of Bohemian horn playing in Italy.6 Luigi Belloli was ‘the first
Italian exponent of the Bohemian hand horn tradition’ and is widely
credited with having been Puzzi’s teacher.” Belloli studied with Punto,
unquestionably the most famous player of the hand horn, and took up the
position of principal horn in the orchestra of the Duke of Parma in 1790.
He also played in the orchestra at La Scala and was made Professor of Horn
at the Milan Conservatory in 1812. During this period, Puzzi was residing
in Parma and rapidly gaining renown as a soloist. He was said to have
played in the ‘Musica di Camera’ or ‘Cappella’ of the Grand Duchesse
Maria Louise of Parma in his ‘young days’.8 Pougin also records that

Puzzi’s talents were manifest at an early age and were exhibited on tours of

4. Notions that hand stopping was ‘invented’ by a single player are erroneous. See Reginald
Morley-Pegge, The French Horn: Some Notes on the Fvolution of the Instrument and Its
Technique, 2nd. edn. (London, 1973), p. 87.

5. For an in-depth study of the horn’s origins as a musical instrument and the Austro-

Bohemian tradition, see Horace Fitzpatrick, The Horn and Horn-playing and the Austro-
Bohemian Tradition 1680 - 1830 (Oxford, 1970).

6. Ibid., pp. 190-191.

7. Ibid., p. 191.

8. Generale Vittorio Elia to Mr. Clifford Smith, 6 September 1926, nominal file “Elia,
Vittorio, Generale’, Victoria and Albert Musceum.
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the principal cities of the continent.9 While no primary source material
documenting Puzzi’s studies with Belloli has been located, the
geographical proximity and high profile of both players certainly would
have brought them into contact and the juxtaposition of their age and
rank would have suggested Belloli as a mentor for Puzzi. In 1823, in his
Meéthode de cor-alto et cor-basse, Dauprat records that Puzzi was one of
Belloli’s pupils.10 The grounds for such a relationship are further
substantiated by the fact that Puzzi often performed solos written for him
by Belloli. Among the various horn studies and solos that Belloli is
known to have composed, at least two concertos were dedicated to Puzzi
and three concertos were found in Puzzi’s music library in 1970. These
works are described in the 1979 catalogue of London music dealer Herman
Baron.11 The inscriptions of two of these works indicate that they were
part of Puzzi’s repertoire during the period in which he resided in Paris
and was associated with various opera theatre orchestras. He also
frequently performed Belloli concertos in London. Through this link with
Belloli and his teacher Punto, Puzzi was an immediate heir of hand horn
playing’s founding school.

Puzzi became associated with hand horn playing’s most enduring

school when he settled in Paris. The earliest known specific mention of a

9. Arthur Pougin, ‘Puzzi, Giovanni’, Biographie Universelle des Musiciens et Biographic
Générale de la Musique: Supplément et Complément (Paris, 1878).

10. Louis-Frangois Dauprat, Method for Cor Alto and Cor Basse, tr. and ed. Viola Roth
(Bloomington, 1994), p. 362. When referring to this edition, page numbers cited are those

given by Roth in square brackets at the bottom of the pages of her translation of Dauprat’s
Method.

11. Works bearing the inscriptions ‘Concerto de cor, compos¢ par Belloh, exécuté pour la
premibre fois au grand concert du Theatre Favart I'anne 1814, sous la direction de Madame
Catalani, par Giovanni Puzzi’ (horn in F) and ‘Concerto per corno da caccia del L. Bellol in
fa minore’ (no date) are recorded has having been purchased by a collector in Berne. A work
titled * Aric con varie.ni avec un adagio pour introduction e polacca” (Paris 1813, horn i E)
was sold to the Geneva Conservatoire in 1979.
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concert places him there in 1812.12 Anecdotal accounts suggest that he took

up residence in the city at a much earlier date:

Puzzi, as quite a lad in Paris, had been brought under the notice of
Napoleon Bonaparte by Paen, [Paer] the composer. He was
immediately given a post in the Emperor’s private band [the
Chapelle Musique], which he held until Napoleon's fall. He first
entered the band whilst Josephine was still Empress, and he used to
say that the difference in the feelings of his two consorts towards
Napoleon was clearly obvious to the more casual observer, Marie
Louise being at no pains to conceal her dislike.13

Marie Louise became Napoléon’s consort in 1809 when his childless
marriage to Josephine was dissolved. Ferdinando Paer was appointed as
Maitre de Chapelle by Napoléon in 1807. It seems logical that Puzzi would
have been appointed at some time during the period embraced by Paer’s
arrival in the court and Josephine’s departure.14 His involvement in
prima donna Angelica Catalani’s concerts and subsequent appointment as
principal horn at the Théatre Italien in 1815 is well documented:

The reputation that the Parmesan Giovanni Puzzi merits has been
acquired in Paris by playing in the concerts that the celebrated
Catalani gave this past month of August in the Théitre Favart. She
has placed him in the first class of artists in that capital. He was
therefore named to play solo horn at the new Théitre Italien from 7

12. This takes the form of an inscription written by Puzzi on the cover of his arrangement of
Peter von Winter’s cavatina ‘Paga fui’ from [l ratto di Proserpina , which states that he
performed the aria with Madame Grassini at a ‘concerto di corte’ held at the Tuileries in
1812. See cat. no. 65.

13. Tina Whitaker, Sicily and England: Political and Social Reminiscences 1848 - 1870
(London, 1907), pp. 217-218.

14. Other sources also refer to Puzsi’s association with Paer. See Gaspare Nello Vetro,
Dizionario della musica ¢ dei musicisti det territori del ducato di Parma e Piacenza,
http://www.biblcom.unipr.it/dm/1827.htm. It is likely that their relationship developed
in Parma, where Paer was Maestro di capella before he departed for Paris. Paer’s father
played horn in the Parma court theatre orchestra after 1788, providing another point of
possible contact between Puzzi and Paer.
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September to the first of the present October.15

Puzzi’s tenure in Paris placed him in the company of an exceptional
group of players. His contemporaries included luminaries such as Frédéric
Duvernoy, Louis-Frangois Dauprat, and Othon-Joseph Vandenbroek at the
Académie Royale de Musique, and Jean-Baptiste Mengal and P.-L. Colin
among others at the Paris theatres.16 Duvernoy and Heinrich Domnich
both played in Napoléon’s Chapelle Musique.l7 A printed score of
Dauprat’s Sextour No. 1, in which Puzzi has written the names of the
players in a performance of the work bears testimony to the illustrious
talent assembled in Paris during Puzzi’s residency. The performers were as
follows: 1. Mengal, 2. Eduard-Constantin Lewy, 3. Collin ainé, 4. Petit, 5.
Collin jeune, 6. Dauprat.18 Among these men are the names of those who,
through their teaching at the Paris Conservatoire and performances in the
city’s orchestras, propagated a thriving culture of hand horn playing and

building, and sustained France as the longest-lived bastion of the hand

15. La reputazione che il parmigiano Giovanni Puzzi si & meritatamente acquistata a Parigi
suonando nei concerti che la celebre Catalani diede nello scorso mese di agosto al Teatro
Favart, lo ha posto nella classe dei primi artisti di quella capitale. Egli percid fu nominato
i1 7 settembre I corno di caccia per esequire gli a solo nel Nuovo Teatro Italiano, che dovra
aprirsi ai primi del corrente ottobre (Gazzetta di Milano [21 October 1815]: n.p., tr. E.B.
Strauchen). Corno di caccia is the generic ltalian term for the natural horn. Théatre Italien
refers to the opera productions that took place at L ’Odéon from 1808 to 1815 and at the Salle
Favartfrom 1815 - 1818. From 1812 to 1818 Paer was the musical director of the Thédtre
[talien -- another link between Paer and Puzzi.

16. These names are all drawn from the Annuaire dramatique, ou étrennes théatrales 1816
(Paris, 1816), pp. 75-90. Orchestral personnel for four major and six minor orchestras are
listed in this volume. In contrast to London, the sections of each orchestra are generally
made up of different horn players. There was not a fixed group of “elite players” that
travelled from orchestra to orchestra.

17. Morley-Pegge, p. 155-156.

18. Louis-Frangois Dauprat, Sextour no. 1, Partition des trios, quatours et sextours pour cors en
différens tons (Paris, n.d.). Score held in the special editions reserve at the University of
London Library, Senate House. The performance probably occurred prior to or during 1815.
This date is posited because of the presence of Lewy in the ensemble, who departed for
Switzerland after 1815 (See Morley-Pegge, p. 163).
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horn.

Duvernoy and Dauprat were both teaching at the Conservatoire
while Puzzi was in Paris and would have been important sources of
influence.19 As a soloist, Duvernoy refined the cor-mixte genre to a high
level and enjoyed a great deal of artistic success. His Méthode pour le cor
focused on the refinements of this genre of playing -- with which Puzzi is
often associated -- and was the most innovative tutor for the horn that had
been written when it was first published in 1803. Although the hand horn
continued to be taught at the Conservatoire for at least fifty years after
Dauprat’s retirement in 1842, his compositions, teaching and writing
represent the pinnacle of the French hand horn school. His Méthode de
cor-alto et cor-basse, published in 1824, is the most compendious and
masterfully written instructional treatise for the hand horn and has yet to
be surpassed in breadth by a modern tutor for the horn. It is remarkable for
the quality and the insight of both the musical content and the text, which
would comprise a significant contribution on its own. The magnitude of
Dauprat’s Méthode places it alongside oeuvres such as Quantz’s Versuch
einer Anweisung die Flote traversiere zu spielen and Leopold Mozart's
violin tutor. No evidence thus far has been found to indicate that Puzzi
undertook a formal programme of study with any of these players as a
pupil at the Conservatoire, although it is possible that he may have
received tuition from them on an informal basis.20 In performing beside
these players in the Chapelle Musique and in theatre orchestras, the

conventions and preferences of the French school of horn playing would

19. Biographical information about these players has been drawn from Morley-Pegge, pp.
155-160).

20. In addition to the biographical material cited in the bibliography of the dissertation,
the present author has also consulted the tables and records reproduced in Constant Prerre,
l'e Conservatoire National de Musique et de Déclamation: documents histortgues et
administratifs (Paris, 1900).
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have been ingrained in Puzzi’s playing.

Although an unbroken French tradition of horn teaching and
playing separate from the Austro-Bohemian players who brought musical
horn playing to France in the 1750s cannot strictly be said to have
commenced until Dauprat’s 1817 appointment as senior professor of horn
at the Paris Conservatoire, distinctly French elements of horn design that
would have also affected playing technique had begun to appear before the
end of the eighteenth century.21 In determining the origins of the
characteristics of Puzzi’s playing and in ascertaining his place in the
development of horn playing in the nineteenth century, it is important to
establish the main traits of the French school of horn playing and also to
consider developments that were occurring simultaneously in the Austro-

Bohemian school.

The French and Austro-Bohemian schools of horn playing during Puzzi’s
career.

By the 1770s, the Raoux family, then the leading horn makers in Paris,
were building instruments that Fitzpatrick describes as being ‘of
definitively French design’.22 These differed most markedly from
contemporary Austro-Bohemian instruments in the diameter of the
horn’s bell throat and in the proportions of the bell flare. The overall
construction of the bell segment of a typical French natural horn is
narrower than that of the Bohemian horn. This is particularly evident in
the bell throat. In addition, the bell flare extends outwards to the rim
much less abruptly than in typical Bohemian examples, sustaining a

gradual widening throughout. These differences are clear to the eye when

21. Fitzpatrick, pp. 189-190.

22. Ibid.
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It is by these distinctions that the nationality of a horn by an unknown
maker is generally determined. The narrower proportions of the French
instrument impart a slightly brighter hue to its general tone colour, but
most importantly, the more gradual bell flare of the French instrument
provides the hand horn player with a greater effective area for influencing
the pitch and tone quality in the production of stopped notes and allows
for more subtlety in their execution. This was at the heart of the rather
‘closed’ hand position that most French teachers of the hand horn
advocated and facilitated in the production of a scale where the difference
in the tone quality of the stopped and open notes was a.lmost indiscernible.
The leadpipe and mouthpiece are also components of the horn that have a
critical influence on the instrument’s tone. In keeping with the
dimensions of the bell throat, the leadpipe of the French instrument is
smaller in diameter than its Austro-Bohemian counterpart. The shank
and bore of the French mouthpiece are also correspondingly narrow and
its overall length generally exceeds that of the Austro-Bohemian
mouthpiece by 1.5. to 2 centimetres.23

Another feature that distinguished the Austro-Bohemian and
French schools of horn playing during Puzzi’s career was the acceptance
and use of the valve. At the same time as the centre of hand horn playing
shifted to Paris, where it was sustained and promoted by master
performers and pedagogues such as Duvernoy and Dauprat, it was rapidly
on the wane in the Austro-Bohemian empire and in the countries that
most closely followed the developments of the Austro-Bohemian school
of horn playing, notably Germany and Italy. Fitzpatrick writes that the

zenith of the Austro-Bohemian school of hand horn playing had already

23. For a more detailed discussion of comparative mouthpiece and leadpipe measurements,
see Fitzpatrick, p. 162.
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been reached by 1789, when Ernst Ludwig Gerber wrote his article on the
horn in the Historiches-Biographisches Lexicon der Tonkiinstler (Leipzig
1792).24 Gerber’s article is widely cited as a summary of the school’s greatest
players and main characteristics. Michael Herbst, the ‘last great teacher and
virtuoso of the orchestral hand horn’ in Austria, died in 1833.25

The valve was naturally first applied to the horn in the land of its
inventors and developers in 1815 and did not appear in France until
1826.26 It was not this lag in time, but the perception of the function of the
valve that was to be critical in creating the most substantial juncture
between the two schools of horn playing. Unquestionably, one of the
objectives of the valve, first patented by Heinrich Stélzel, was to dispense
with loose crooks and provide a more convenient way of changing the
instrument’s key (which would then be played like a hand horn once the
new key had been chosen by depressing the valves). However, the
following letter by G.P. Biery, which appeared in the Allegemeine
Musikalische Zeitung on 3 May 1815, heralded the effect that valves would
soon have on horn playing in the Austro-Bohemian and Germanic world:

Heinrich Stélzel, . .. in order to perfect the Waldhorn, has
succeeded in attaching a simple mechanism to the
instrument, thanks to which he has obtained all the notes of
the chromatic scale in a range of almost three octaves, with a
good, strong and pure tone. All the artificial notes . . . which
were previously produced by stopping the bell with the right
hand . .. can now be produced merely with two levers,
controlled by the fingers of the right hand . . . What a new
realm of beautiful effects this has opened up to composers!27

24. Fitzpatrick, p. 219.

25. 1bid., 215.
26. Morley-Pegge, p. 105.

27. Bernhard Briichie and Kurt Janetsky, The Horn, tr. James Chater (Portland, 1977), p. 73.
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[t is outside the scope of this dissertation to consider the many
phases in the development, use and acceptance of the valve horn, but
there are numerous indications that the adoption of the valve horn and
its use as a chromatic instrument distinct from the hand horn occurred
much more rapidly in Austria, Germany and Italy than in France.28 This is
most clearly substantiated by Austro-Bohemian instrument design, in
which valve instruments were considered as ‘chromatic units in a fixed
tonality” at a very early stage in their development.29 Surviving
instruments built in the 1830s and 1840s by makers such as Moritz (Berlin),
Kersten (Dresden) and various German and Austrian horns by unknown
makers demonstrate this.30 In these instruments, the valves are
incorporated as an integral part of the horn’s design and take the form of a
fixed, non-detachable unit. With the notable exception of the so-called
‘Vienna horn’, most of these instruments were built in a fixed key and
thus had no provision for changing crooks, causing the player to use the
valves in a truly chromatic manner.

By 1823, audiences in Berlin appear to have been well acquainted
with the valve horn, which no longer attracted notice as a novelty in
concert reviews.31 In Vienna, the brothers Eduard-Constantin and Joseph-

Rudolphe Lewy were acknowledged as virtuosi on the valve horn in

28. This issue has been comprehensively treated by writers such as Herbert Heyde in his
book Das Ventilblasinstrument: seine Entwicklung in deutschsprachigen Raum von den
Anfangen bis zur Gegenwart (Leipzig, 1987). Recent writing on the subject, particularly the
overlap of hand and valve horn technique, can be found in the Historic Brass Society [ournal
and The Horn Call.

29. Morley-Pegge, p. 35.

30. Herbert Heyde, Das Ventilblasinstrument, pls. 27,29, 31, pp. 129-131; and John Henry
van der Meer, Verzeichnis der europdischen Musikinstrumente im Germanischen
Nationalmuseum Niirnberq: Horner und [rompeten, Membranophone, Idiophone

(Wilhelmshaven, 1979), pl. 77, p. 176.

31 Morley-Pegge, p. 105
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various guises by the end of the 1820s.32 A long period ensued during
which players used a combination of valve and hand technique and
composers wrote interchangeably for both types of instrument, but the
valve horn was sufficiently mastered and accepted by 1849 for Schumann
to write his Adagio and Allegro for horn and piano, the first piece entirely
dependent on the chromatic capabilities of the three-valved horn. Morley-
Pegge posits that earlier, less well-known works of a similar ilk existed in
Germany.33

Early valve horns were plagued by teething problems such as leaky
valves and the introduction of extremely tight bends into the instrument’s
tubing, both of which adversely effected tone quality and intonation.
Naturally, there were numerous stages in the development of both the
design and playing technique of valve horns and its acceptance by players
and composers was not immediate and was an emotionally charged issue.
It is also important to remember that playing techniques overlapped --
performers still applied hand technique to the valved instruments to
retain some of the hand horn’s more characteristic nuances and aid
intonation -- and composers initially viewed the hand horn and the valve
horn as two distinct instruments with their own set of tonal
characteristics. This is evident in the orchestral writing of composers such
as Schumann and Wagner, who often wrote for combinations of
Waldhorner and Ventilhorner in their works.

The valve horn’s similar rise to popularity in Italy demonstrates
that Puzzi had long ceased to be influenced by horn playing in the country

of his birth. While Puzzi and his French contemporaries continued to

32.Ibid,, pp. 71, 163-4.

33.1bid., p. 71. The horn obbligato in Schubert’s “Auf dem Strohm(’, written in 1828 for
Joseph-Rudolph Lewy, is one such example.
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champion the hand horn, Italian players embraced the valved instrument.
This is reflected in the instrument choices of Livorno virtuoso Antonio
Tosaroni. In 1822, he delighted Rudolph Bay, a Danish diplomat and horn
player, who wrote that Tosaroni’s mastery of the hand horn was akin to
the virtuosity of a flute player. Twenty years later he was distraught to find
that Tosaroni, who held a post at the Grand Ducal Chapel at Florence, was
now playing on a valve instrument: ‘it was no longer those soft melting
sounds from the past in Livorno; his horn, by God, had become a valve
horn’.34 Tosaroni is also credited with having published the first Italian
valve horn method, Metodo per corno a 3 pistoni, in the 1840s.35
Although natural horns continued to be built in Italy into the second half
of the nineteenth century and descriptions of hand horn technique were
still to be found in tutors of this period, it is significant that a noted hand
horn virtuoso had so readily become a proponent and promoter of the
valve horn.

While horn playing and design were being transformed on a
fundamental level by the increasingly chromatic use of the valve horn by
players of the Austro-Bohemian school, the French used the valve mainly
as a crook-changing device. Once the horn had been put into the desired
key, it was then played primarily as a natural instrument. Whereas valves
were becoming an integral part of Austro-Bohemian horn design during
the 1830s and 1840s, they seldom achieved such permanence in their
French counterparts and generally took the form of a removable sauterelle
that could be inserted in place of the natural horn’s tuning slide. The full

set of crooks was retained, allowing the player to use a combination of

34. Rudolph Bay, Af Rud. Bays Efterlade Papirer, vol. 3, Musicalsk Rejse (n.pub., 1842-
1843), p. 41. Excerpt translated by Kjell Moseng and cited in John Humphries, The Farly
Horn: A Practical Guide (Cambridge, forthcoming June 2000), p. 25.

35. Humphries, Farly tlorn, p. 25.
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valve and hand horn technique as required by the technical demands of
the music. This would seem to be an ideal solution that would allow
players to take advantage of the improvement that valves brought to the
execution of non-harmonic notes that were difficult to produce with the
hand -- particularly those of the low register -- while retaining the
musically desirable idiosyncrasies of the hand horn, such as the effect of
stopped leading tones resolving to open notes. Pierre-Joseph-Emile
Meifred, the first advocate of valve horn playing, was quick to realise this
potential. He established a valve horn class at the Paris Conservatoire in
1833 and published his Méthode pour le cor chromatique ou a pistons, a
pioneering tutor that combined hand and valve technique, in 1841.36
After studying the horn parts of Félicien David’s Nonetto en ut mineur,
Chris Larkin has concluded that

Meifred’s inhibitions concerning the third valve [Meifred
advocated the use of a two valve mechanism]| and his
recommendations concerning the use of the hand with the
new valved horn had been abandoned even before his
Meéthode went into print . . . The most up-to-date players of
the cornet-a-pistons and the cor-a-pistons were already using
their valves in the same way we use them today.37

This may have been true of the young virtuoso players in Philippe
Musard’s orchestra, but the majority of prominent performers, who were
established hand horn virtuosi, were highly resistant to any development
that might supplant even the less effective elements of hand horn
technique and did not adopt valves. The large number of attempts by

French and Belgian makers to design a successful omnitonic horn as late

36. For a detailed analysis of the techniques in Meifred’s Méthode, see Birchard Coar, A
Critical Study of the Nineteenth Century Florn Virtuosi in I'rance (DeKalb, 1952), pp. 114
122.

37. Chris Larkin, ‘Félicien David’s “Nonetto en ut minuer”: A New Discovery and New
Light on the Early Use of Valved Instruments in France’, Historic Brass Soctety Journal, 5

(1993): 192-202.
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as 1845 -- well past the advent of effective valve systems -- indicates the
esteem in which the hand horn was held by players, music critics and
audiences.38 The fate of Meifred’s horn class at the Conservatoire is a clear
statement of the official status of the valve horn in France: the class was
disbanded upon his retirement in 1863. The hand horn was then taught
exclusively until 1897, when a valve horn class was reinstated by Francois
Brémond and taught and examined in combination with the hand horn. It
was not until 1903 that only the valve horn was taught at the

Conservatoire.39

ATTRIBUTES OF PUZZI'S PLAYING

General aspects of Puzzi’s technique
With regard to how Puzzi played, three sources are invaluable in
revealing information about both the general characteristics of the school
of playing of which he was a part and about the individual qualities that
distinguished him as a player: Puzzi’s instruments, his music and various
written accounts of his playing. As we have begun to see from the
summary of playing schools and types of horns extant during Puzzi’s
career, a player’s choice of instrument can influence and in some cases
determine playing style and aspects of technique such as tone quality and
the use and position of the hand in the bell. It is also indicative of any
affinity for a national style and reflects the performer’s attitude towards the
evolution of playing technique during a period when the instrument was
undergoing radical transformation.

Three of Puzzi’s instruments survive to provide us with such

information. He unquestionably owned many more horns during the

38. Morley-Pegge, p. 56.

39. Ibid,, pp. 3-4.
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course of his career, but brass instruments -- owing to the deterioration,
such as corrosion and denting that they incur in the course of normal use -
- are generally short-lived in comparison with string and keyboard
Instruments and do not respond as well to attempts to repair them or
prolong their lives. A large percentage of horns with desirable playing
characteristics were probably ‘used up’ during the player’s lifetime. Still, it
is possible that more than three of Puzzi’s horns survive. It is often
difficult or impossible to trace an instrument’s early owners; thus there is a
chance that some of the horns with an unknown provenance in
collections today might have been in the possession of Puzzi.

All of the known surviving instruments owned by Puzzi were
made by the Raoux family (see appendix 3 for a full description of these
instruments). The earliest of these is a standard right-hand wrap cor-solo
built by Lugien-Joseph Raoux that is dated 1814 and is part of the Carse
Collection at the Horniman Museum. The second instrument, a right-
hand wrap cor d’orchestre built in 1821 by L.-]J. Raoux, was in the
possession of the Borsdorf and Bradley families for many years and was
donated to the Royal Academy of Music in 1999. It was Adolf Borsdorf's
principal instrument during the period at the turn of the twentieth
century when he was the leading orchestral player in England and was
passed on to his son Francis Bradley, also a professional horn player. The
third and best-known of Puzzi’s horns is a left-hand wrap cor-solo by
Marcel-Auguste Raoux that is held in the National Collection of Musical
Instruments at the Victoria and Albert Museum. It appears to have been
made in 1826 or 1827 and was presented to Puzzi as a gift from “the King of
France’ -- most probably Charles X (see appendix 3, for full details about the
dating and provenance of these instruments). The horn was donated to

the museum in 1926 by Puzzi’s grandson, General Vittorio Elia. Because 1t

133



remained in Puzzi’'s family until this point and was never in the
possession of any other horn players, this instrument is of particular value
as a tool for deciphering how Puzzi played.

The solo repertoire that Puzzi composed and arranged to display his
abilities as a performer provides an important window of insight into his
use of these instruments. Eighty-six surviving manuscripts from Puzzi’s
library quickly establish an outline of his technical capacity as a player with
regard to factors such as range, endurance and stylistic preferences. These
works can also be used to decipher and reconstruct the more specific and
subtle elements of technique that would have been necessary to play them
effectively and in a manner that corresponds with the comments elicited
by Puzzi’s performances.

Accounts of Puzzi's playing appear in the musical press and in daily
newspapers. These reports are generally far removed from a modern
reader’s concept of a concert review in their tendency often to provide
more information about the listeners at the concert than about the players.
The phrases that they do employ to describe performers are often
ambiguous and repetitive, but in the context of Puzzi’s instruments and
music these words acquire a more specific meaning that can be understood
to be indicative of particular performance qualities. Anecdotal accounts
appearing in memoirs also provide similar information.

These materials define Puzzi as a consummate example of a
nineteenth-century virtuoso hand horn soloist in the French tradition.
The most visible proof of this is manifested by Puzzi’s choice of
instruments. While residing in London, where Puzzi spent the bulk of his
professional life, he would have been able to choose from the products of
at least half a dozen horn makers working in England. A large number of

makers were also active in Paris, including the long-established Courtotis
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family and Halary-Antoine, both of whom produced high quality
instruments judging from examples that have survived.40 But Raoux
enjoyed a position of special prestige among horn soloists that would have
been a natural inducement to Puzzi. In part, this was based on the firm’s
invention of the cor-solo in 1781. This refinement of the Austro-
Bohemian Inventionshorn strengthened the overall structure of the
instrument and rearranged its tubing into a configuration that supposedly
made it more free-blowing. Unlike previous instruments that made use of
a series of terminal crooks and couplers placed between the body of the
horn and the mouthpiece, the crooks of the cor-solo were inserted into the
body of the horn. This made the instrument much more stable to hold and
meant that the relationship and distance between the horn and the body
remained unchanged regardless of the key in which the horn was crooked,
allowing the optimum position for good hand technique to be constantly
maintained. Most notably, the cor-solo was only equipped with crooks for
the five most common keys for solo works and chamber music with horn
(G, F, E, E-flat, and D) instead of the ten that were standard with the cor
d’orchestre. Clearly, the limited usefulness of this instrument would have
made it an economically feasible option only for the player who knew that
the majority of his engagements would constitute solo or chamber music
performances, since the limited selection of crooks would not have been
adequate to perform much of the contemporary orchestral repertoire. This
small selection of crooks meant that the cor-solo could be optimally
proportioned to produce the best effect in this narrow range of keys instead
of having to function as an instrument of compromise that was required

to function in keys from B-flat basso to B-flat alto. The cor-solo offered the

40. Sce Morley-Pegge, p. 175-182 for a comprehensive list of eighteenth- and nineteenth-
century horn makers.
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soloist a highly refined, responsive and sensitive medium and represented
the pinnacle of horn building in the eighteenth and nineteenth centuries.
The success of the design prompted other makers, such as Courtois, to
build cor-solo instruments, although none of them acquired the cachet of
the Raoux cor-solo, which gained fame in the hands of Tiirrschmidt, Palsa,
Punto, Dauprat and Gallay.4! Puzzi’s preference for this instrument and
the success he achieved with it placed him at the end of a progression of
the early Austro-Bohemian and French tradition’s most distinguished
players.

Puzzi’s music and choice of mouthpiece also reveal that in his
approach to playing the horn he shared another common characteristic
with most distinguished hand horn soloists. Throughout the era of the
natural horn, players have, with few exceptions, been either high or low
register specialists (see illustration 4.4 for their ranges).42 Horn methods
included separate exercises for each type of player and recommended that
the player choose his specialism early in his training. The two types of
horn were generally referred to as first and second in contemporary

methods and tutors. Dauprat argued for the more descriptive and less

41. See Morley-Pegge, pp. 21-22 and Fitzpatrick, p. 228 for a more extensive description of
the Raoux cor-solo and its physical properties.

42. Whilst the division of the two ranges of the horn was standard and was clearly
advocated in many contemporary tutors including those of Domnich and Jacqmin as well as
Dauprat's, a few players were tempted by the monetary rewards they envisaged the
combining of the two registers would bring . This was no mean task, considering that this
would require a command of the four and a half octaves covered by the ten to eleven
standard crooks of the orchestral horn from B-flat basso to C alto. These attempts were
largely unsuccessful, even deleterious. A few examples of such cases as presented by Dauprat
in his method warned horn players considering such a move: ‘Beneux the elder, who, in
order to be admitted to [the orchestra of the] Opéra, wanted to become a cor-alto without
losing the advantages the other “genre” could have given him for solos -- an excessive labor
that brought on the consumption to which he succumbed. . . it was Rodolphe’s ambition to
bring together the whole compass of the horn and to make a unique “genre” of it. [To
accomplish this using a cor-basse mouthpiece] one would have to exert efforts that could
cause serious accidents, such as the incurable hernia that Rodolphe incurred from this
practice’ (Louis-Frangois Dauprat, tr. and ed. Roth, pp. 14-15).
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hierarchical labels of cor-alto and cor-basse in his 1824 Méthode:

These somewhat vague titles [first and second horn] have
always carried an ambiguity which has been to the detriment
of the ‘second horn’, making people believe that this title,
rather than designating a particular ‘genre’, implies a degree
of inferiority in the player’s talent. . . .It should be known,
however, that even in orchestras where there are only two
horns, each player is ‘first’ on his part, and that neither of
them could successfully undertake that of the other because
they are equally valuable in the performance of music. It is
not the same with the horns as it is with the violins, flutes,
oboes ... which can play either of the two parts written for
the instrument equally well. The horns . . . could not in most
cases switch parts without each being hindered by the
insufficiency of their abilities.43
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Illustration 4.4
Ranges for cor-alto (ler) and cor-basse (2d). Heinrich Domnich, Méthode
de premier et de second cor (Paris, n.d. [1808]), p. 9.

43. Dauprat, tr. and ed. Roth, pp. 14 - 15.
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This passage illuminates how clearly the duties of cor-basse and cor-
alto differed. The cor-alto, a hold-over from the clarino traditions of the
Baroque, was a high register specialist with an extremely strong
embouchure that allowed him to play in this upper register with great
accuracy despite the closeness of the harmonics. The cor-basse was noted
for his richer tone quality and was most often entrusted with melodic
solos. He always possessed excellent hand technique, which allowed him
to execute chromatic passages in the middle and lower registers of the
horn. Because of these abilities, nearly all of the noted Classical and early-
Romantic horn soloists were players of the cor-basse genre, including
Punto, Leutgeb and Dauprat. Cor-alto players were generally famed as part
of a duet team, such as Palsa (cor-alto) and Tiirrschmidt. They did not
generally achieve renown as soloists because they were not as well suited
for the techniques and sound production that flattered the hand horn as a
solo instrument and clarino-style writing had largely passed out of
fashion. Cor-basse players often occupied the solo horn post in orchestras
and theatres and were featured as chamber music players.

These two roles were so clearly defined that different mouthpieces
and mouthpiece placement were required for each (see illustration 4.5).
The cor-basse player used a mouthpiece with a wider bore and rim
diameter and placed this mouthpiece two-thirds on the upper lip and one-
third on the bottom. This combination gave the second hornist a full, rich
tone and facility in the lowest register of the instrument as well as in the
middle range. The high horn player used a mouthpiece with a much
shallower cup and thinner rim measurement and placed the mouthpiece
one-third on the upper lip and two-thirds on the lower lip. This method of
playing most closely resembled the typical modern trumpet embouchure

and helped to give the cor-alto a bright, shrill tone.

138



\ .. ;o .
Les modeles ci-dessous representent ces dcux embouchures dans leurs vraies di -

mensions.

Domnich’s cor-basse mouthpiece: Puzzi’s mouthpiece:
length: 7 cm 7 cm
outer rim diameter: 23.5 mm 26 mm
inner rim diameter: 20 mm 20.5 mm

[llustration 4.5
Cor-alto and cor-basse mouthpieces as illustrated in Domnich’s Méthode
de premier et de second cor (Paris, n.d. [1808]), p. 8. The corresponding
measurements given for Puzzi's mouthpiece were taken by the present
author at the Victoria and Albert Museum.

Puzzi was clearly a player of the cor-basse genre. This is evident in
his choice of mouthpiece and by the music that he arranged and wrote for
himself. Mouthpieces can be problematic items to study, not least because
they are difficult to identify in terms of date and maker and because they
often become separated from the instruments with which they were
originally used. As noted earlier, Puzzi’s cor-solo at the Victoria and Albert
is exceptional because its history and the path it followed to the museum
eliminate many of the vagaries that are introduced when an instrument is

owned by more than one player and its provenance cannot be clearly
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traced. Furthermore, because the mouthpiece matches the description of it
that Blandford recorded after examining the instrument shortly after its
accession, and because the Victoria and Albert has no other horns in its
collections with which the mouthpiece could have been inadvertently
exchanged, it is certainly the one that Puzzi used with this cor-solo.44 Itis a
large, funnel shaped mouthpiece of rolled silver sheet metal with a
medium width, moderately rounded rim that exhibits all the typical
characteristics of cor-basse mouthpieces as given in contemporary tutors.
Morley-Pegge notes that it is ‘practically identical in measurements with
Domnich’s model for second horn’ (see illustration 4.5).45

During his 1927 inspection of Puzzi’s horn and mouthpiece at the
Victoria and Albert, Blandford had an opportunity to play the instrument
with its mouthpiece. He writes

[...could get the low notes only, which were very different
from the low notes got with a small modern mouthpiece,
being full soft and organ-like, of a quality that has been lost to
music.46

This observation perhaps provides a very general indication of the
character of the sound that Puzzi might have produced and reflects the

changes that had occurred over the last one hundred years in the design of

44. W.F H. Blandford to Reginald Morley-Pegge, 25 October 1927, VII, pp. 241-244, Morley-
Pegge Archive, Bate Collection of Musical Instruments, Oxford.

45. Morley-Pegge, p. 161.

46. W.F.H. Blandford to Morley-Pegge, p. 244. Blandford was by all accounts a capable
amateur horn player, although he acknowlédges earlier in this letter that his playing
abilities had been compromised by dental problems and age. The observations made when
playing a musical instrument are by definition of a highly subjective nature and are bound to
the player’s abilities, range of experience and preconceptions as a performer. Practical
knowledge of the instrument and the opportunity to play examples of it are nonetheless an
invaluable asset when studying performance practice and instrument history and can be
particularly relevant and valuable when they are combined with other approaches such as
study of contemporary music, tutors and anecdotal accounts of playing.
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the mouthpiece, the most critical part of the horn in determining tone.47
A general understanding of the internal profile of a modern mouthpiece
and a cor-basse mouthpiece of the type that Puzzi used will help to
establish some of the basic elements of his sound and how this part of the
horn determined them.

Unlike a modern horn mouthpiece, Puzzi’s mouthpiece, which is
typical in design, has a shape that has been classified as ‘cuspoid (a curved
profile monotonically increasing in curvature as the rim is approached,
only used in mouthpieces for French horns)’.48 The interior of the
mouthpiece has gently arching sides and the bore becomes narrower
throughout the cup and stem until it reaches its termination. By contrast,
the stem of a modern mouthpiece generally incorporates a flared back-bore
so that its narrowest diameter is reached at a point between the cup and
the stem before it enters the instrument. This lack of a back-bore moves
the smallest point of resistance away from the player’s lips and into the
instrument, resulting in a softer, less edgy tone, gentler articulations, and
smoother slurs. It also gives the player much more flexibility in adjusting
individual pitches with the embouchure. The thin sheet metal of which
the mouthpiece is made also contributed to its softer sound, giving it less

carrying power than heavier mouthpieces turned out of a block of metal.4

Puzzi’s music as preserved in his collection of manuscripts also clearly

47. 1t is vital that players who wish to perform on historic horns as a means to gaining any
sort of historical perspective or of producing a more “historically aware/informed” sound
also use historic mouthpieces or at least modern adaptations that incorporate their most
salient features.

48. Arnold Myers ed., Historic Musical Instruments in the Fdinburgh University Collection,
vol. 2, pt. H, fasc. iv: ‘Small Mouthpieces for Brass Instruments” (Edinburgh,1996), p. 9.

49. Richard Seraphinoff, ‘Early Horn Mouthpicces’, Historic Brass Society Journal, |
(1989): 93-100.
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defines him as a player of the cor-basse genre. Most of his arrangements
and compositions rarely exceed the thirteenth harmonic (2" in horn
notation of whatever key in which the piece is written). Occasionally,
Puzzi’s arrangements do venture higher in the staff, although this is
generally to preserve the original line of the melody that he is transposing
and is limited to climactic cadences. As a rule, Puzzi avoids writing
arrangements that lie primarily in the upper register of the horn. His
original compositions also embody stylistic features that are typical of cor-
basse writing. These include use of “falset’ notes produced by pitch-bending
in the low register of the horn and extensive use of large, rapidly executed
disjunct intervals.50 Both of these techniques are featured extensively in
pedagogical material composed by Puzzi (see musical examples nos. 1, 2).
Falset notes are also illustrated in the opening of Puzzi’s Studio in treneta
esercizzl progressivi per il corno concertante (see musical example no. 3).
The present author has encountered no other contemporary method that
illustrates falset notes below G in its table of hand positions. While the
Studio provides hand positions for notes up to the sixteenth harmonic, all
of the exercises that follow are clearly intended for the intermediate cor-
basse student and do not exceed the thirteenth harmonic.51 Puzzi's
Concerto di corno, his only entirely original solo known to survive, is a
consummate cor-basse work. The arpeggios featured after the horn
cadenza are signatures of cor-basse style as popularised by Punto and are

similar in function and style to those written by Beethoven in his Sonata

50. Pitch bending allowed the performer to play non-harmonic notes below the second
harmonic by small movements of the embouchure rather than of the hand; in theory this
should not be possible, but it is a technique easily within the grasp of a competent cor-basse

player.
51. This is the only method by Puzzi that survives. It does not contain any explanatory text

or appear to have been published. There is no indication that a companion set of exercises
forcor-alto existed.
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for Piano and Horn Op. 17, composed for Punto (see musical example nos.
4 and 5). Morley-Pegge referres to such figures as ‘batteries de cor-basse’.

Puzzi is often categorised as a player of the cor-mixte genre.* This
designated a player who concentrated his efforts exclusively on the horn’s
two middle octaves: the third to the twelfth harmonic or from written ¢ to
g” . The tone of the horn was at its best in this range and the disparity
between open and stopped notes could be most skilfully concealed. These
players also limited the selection of keys in which they would play to those
that could be accommodated by the central crooks of E, E-flat and especially
F, dispensing with the higher and lower crooks entirely and therefore
depriving the horn of much of its tonal variety. Depending upon the
author, the cor-mixte genre was often looked upon with disdain in
contemporary tutors (particularly by Domnich) and when the term is used
by modern writers on the horn, it is generally in a pejorative sense.
Morley-Pegge writes the following on the status of the perception and
function of the cor-mixte genre:

The best early 19th-century teachers rightly condemned the
cor-mixte for students on the ground that a superficial
efficiency in its limited range could be too easily acquired
without the labour of mastering either the ‘first’ or ‘second’
category, indispensable background to good playing. The great
players who, like Duvernoy, came to specialise in the cor-
mixte range, were consummate artists and, without
exception, thorough masters of whichever category they were
best fitted for by nature before they wrote, or had written for
them, solos whose range was confined to that part of the
compass . . . where they could most effectively disguise the
tonal differences between open and stopped notes.53<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>