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Apart from the instance already noted, major errors seem to be absent. There are some minor points.
Carnival was not linked to particular months but to the start of Lent (95). The mid-seventeenth-century
suites by Johann Jacob Lowe are not ‘Italian-influenced’ (243). Italian-influenced dances were certainly
common in Germany, but the suite genre is a case of the Germans influencing the Italians, not the other
way round. Moritz Wilhelm’s dates are given as 1664—1718" (239) and followed with the surprising observa-
tion that ‘he reached the age of majority in 1708 — apparently at the age of forty-four. And, as I read
through the book, I did become increasingly annoyed at the lack of a bibliography. Some of the cross-
referencing is not all that it should be. For example, Stephen Zohn’s comment on Pez is awarded a footnote
pointing to an earlier chapter, but his comment on Krieger’s dismissal is not. There is also some inconsis-
tency in the translation of the German source material: as we have seen, Owens translates a comment by
Pez as ‘experienced on three to five different instruments’, but Zohn for the same passage gives ‘proficient’,
which is subtly different. There is further inconsistency over just what is translated from the German. To
give one of a number of examples, ‘Friedenstein’ is translated (197), but ‘hausviterlicher Hof” on the same
page is not. The latter had admittedly been dealt with earlier in the book, but there is no cross-reference
to highlight this. It is perhaps inevitable that there will be duplication of material in a volume of this type,
but was it necessary to have another description of Hofkapellen (224) when the term had already been
admirably dealt with in the Introduction? The book is well produced and the tables clearly set out. The
spine covering on the review copy appears rather flimsy and is already showing signs of distress. I suspect
library copies will need reinforcement. However, these are minor irritations. This is clearly a major work;
any book on the subject that contains such profound scholarship is most welcome. To have it in English is
even more so. For anyone with an interest in eighteenth-century music from the German courts, it will
surely become an indispensable work of reference.
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In this eye-opening study of German prose fiction written between 1660 and 1710, Stephen Rose has unveiled
for us a richly detailed, complicated and above all unfamiliar portrait of the musician around the turn of
the seventeenth to the eighteenth century. The texts he explicates include novels, stories and treatises by a
cluster of musician-writers, chiefly Johann Beer, Johann Kuhnau, Wolfgang Caspar Printz and Daniel
Speer, with a backward glance at the father of them all, Hans Jakob Grimmelshausen, and a forward one
to the disciplining, classifying work of Johann Mattheson in the first half of the eighteenth century. These
texts, and there are many of them, do not easily reveal their deeper meanings or broader significance.
Earlier generations of scholars of German baroque literature devoted most of their effort to the difficult
work of establishing authorship and dates, and preparing more or less accurate editions of them all. Rose
builds well upon this solid foundation, and, without any disrespect to his predecessors, one can say that he
has made this body of work comprehensible and attractive to a twenty-first-century audience. His skill in
decoding and contextualizing them is consistently impressive. The thread he traces through all of them —
the key, as it were, to his decoding of them — is anxiety, and particularly anxiety about the status of the
musician in society.
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To be sure, one can overplay the anxiety card, especially since its presence in people of the past can rarely
be definitely proven or disproven. That said, early modern musicians had much to be anxious about. Job
insecurity characterized every setting in which they worked. Regimes changed, or princes changed their
minds and fired the musicians or hired others, especially foreign others. Town-guild structures did not
make room for musicians or, if they did, the musicians’ guilds proved ineffective in keeping out all manner
of intruders and riff-raff, beer fiddlers, hurdy-gurdy players, underemployed court musicians and foreigners
(again). The town fathers who employed musicians often had little musical training and only limited interest
in maintaining a good musical establishment. If the characteristic attitude of the prince was to wish for the
prestige of courtly cosmopolitanism and thus hire Italian musicians, then the characteristic attitude of the
town father was to be suspicious of musicians as unsound types, dangerously attuned to the unruly and
unmanageable currents of human physicality. Rose does an excellent job of illuminating all this.

He does so partly by mining the secondary literature on the social position of musicians in early modern
society and on general attitudes toward the musical arts. But mostly he deduces, and indeed posits, the
existence of such job insecurities from the amount of attention paid to issues of status, sensual pleasure
and town—court tensions in the literature he studies. There is, to put it otherwise, a bit of the psychologist
in Rose, someone who follows the evolutionary psychologists in regarding anxiety as something generated
by the human organism to increase vigilance and spur defensive or aggressive action against the source of
anxiety. Musicians’ anxiety manifested itself in a variety of efforts to raise these issues of the status, place
and purpose of music in forms that the key actors in shaping a musician’s life — officialdom in all its guises
and, to a lesser extent, consumers in a musical marketplace — might read and allow to influence them. In
Rose’s meticulous and imaginative readings of this body of writing, the form and content of musicians’
writings worked together, through a variety of rhetorical and narrative devices, to make a case for the value
of music in society.

Rose does not, then, use these writings to show so much what musicians did at this time as what musicians
— particularly literate, educated and ambitious ones — worried about. Picaresque novels (following Grimmels-
hausen) depicted musicians subject to the power of fate, wanderers thrust by fortune to the edges of society
and drifting from one adventure to another, many of them salacious. Political novels (following Christian
Weise) presented portraits of musicians as honourable craftsmen, often suffering from ‘status inconsistency’
(that is, the gap between their position and their actual worthiness) and always defending their trade against
fools, tyrants, ignoramuses and scoundrels. Satirical and scholarly treatises explored philosophical issues
about the role of music not just in society but in the universe, implicitly asserting its rightness in the greater
scheme of things. Autobiographies and other ‘ego documents’ provided early intimations of the romantic cult
of genius in their attention to how the person’s inborn talent expressed a kind of beneficent divine provi-
dence. All these writings worked through the problems musicians faced, not always providing solutions but
putting them out into the open so that people could read and think about them. As Rose interprets them,
these works were not escapist; they ‘represent the world’, in the manner of a ‘distorted mirror’, while ‘also
seeking to transform it’ (42).

The existence of these written works by musicians, regardless of their aesthetic value or social and political
effectiveness, is a remarkable phenomenon. Rose does a magnificent job of revealing just how extensive and
varied were the uses of literacy on the part of people whose main expertise and source of income was their
musical, not literary, training. Moreover, in one of his most effective pieces of archival detective work,
he constructs a plausible account of their readership, suggesting how extensive it was throughout the
eighteenth century, fading thereafter. It would be very interesting to follow the fate of these works after
the rise of romanticism; they seem to have effectively disappeared in the century or so following 1750 often
referred to as the Sattelzeit (Saddle Period), their depictions and defences of the musical life no longer
relevant, their style antiquated and unappealing. Nevertheless, in ways that Rose suggests but does not
highlight, this literature speaks to something that did concern later generations of musicians, and that was
the question of German national consciousness. In a chapter on how this literature addresses the problem
of social mobility for those of ‘modest birth’, he writes that ‘German musicians were particularly prone to
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feelings of status inconsistency’ (114). In the paragraphs that follow, it is not clear whether the emphasis in
that sentence should be on ‘German’ or ‘musicians’. Certainly there is much evidence of concern about
the high prestige of Italians in German musical life in the writings of Beer, Printz and Kuhnau; Kuhnau’s
‘musical charlatan’ has a fake Italian name (Caraffa) and the basis of his musical confidence game is his
claim to having studied music in Italy. The presence of an embryonic discourse about music and Germanness
is just one of the many fascinating aspects of this literary output.

Despite his attention to a number of writers and despite the book title’s reference to the ‘age of Bach’,
the figure who dominates this book — through the virtuosic inventiveness, verve and strangeness of his
work — is Johann Beer (1655—-1700), a musician-writer who is currently the subject of a modest renaissance
among literary scholars and musicologists in Germany. Everyone else looks pallid, dull, pedantic or un-
original by comparison. Beer was not, of course, a figure of the eighteenth century, and later developments
do seem to leave him behind. Rose suggests that the first decades of the eighteenth century saw an inexo-
rable move away from his action-packed, magical-realist, absurdist style of writing about the world to
one that was more tuned to Enlightenment projects of self-knowledge, secular knowledge, and taxonomic,
classificatory and controlling knowledge. Nevertheless, one’s sympathies remain secretly — rather like so
many of Beer’s clandestine readers — with the baroque, shambolic energy of the man. In a book without
a weak chapter, the most intriguing was chapter 5, ‘From Harmony to Discord’, which provides a rich
account of Beer’s mastery of the extraordinarily inventive early modern discourse of emblems, proverbs
and the play of resemblances in the world. The portrait of Beer that emerges from Rose’s book is reason
enough to read the book and praise it. But all scholars of Europe and its musical traditions, especially of
course of the German ones, will find riches aplenty in this erudite, elegant and fascinating book.
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Wilhelm Friedemann Bach has long been one of those figures in music history whose supposed weaknesses
seem as alluring as his compositional strengths. Anecdotally, he is frequently viewed as the gifted but
spoiled son of an impossibly talented father (an assessment not helped by the testimony of C. F. Zelter,
who knew him in his Berlin years), someone who inevitably fell short, fell apart and lost the moral fibre
inculcated by a remarkable but always upright family. Another side to the same story is the notion that
Friedemann was simply born in the wrong historical slot, that it was impossible to be a truly great com-
poser if one came to maturity in the mid-eighteenth century since the musical language and range of
acceptable possibilities were simply too limited to support high art. The best that someone of Friedemann’s
calibre could be expected to do would be to lay some of the seeds for a greatness that was yet to come, as if
a judicious farmer were restoring a field exhausted by the richness of the previous crops.

If there is a grain of truth in the notion that some things are best done at one time rather than another,
this would seem to be a particularly good time for the re-evaluation of the life and works of Friedemann
Bach. It is nearly a century since Martin Falck’s dissertation on the composer was published, and no further
full-length scholarly study appeared before Peter Wollny’s Harvard dissertation of 1993. Not only has Wollny’s
own work proceeded apace since then (including the inauguration of a new critical edition of W. F. Bach),
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