
forgive me if I say that some of the main body of the book, and Chapters 6 and 7 in particular, will probably

be of more use to the sociologist than the musicologist. No historian of theatre or opera in eighteenth-

century France needs such lengthy explanation of how the marvellous was constitutive of the tragédie en

musique, as appears at various moments in the section spanning pages 151–175; regrettably, one might also say

the same of the potted biography of Lully (starting on page 121) or the summary of the ‘Querelle des

Bouffons’ (171–176), on which there have been many illuminating studies. Likewise, and as is perhaps

difficult to avoid when covering such a large period, some generalities might cause readers to raise their

eyebrows, especially when the tone is correspondingly glib, as occasionally happens. What is one to do with

phrases such as the following: ‘More than a handful of those present at the Opéra’s opening night had already

had the privilege of being bored to tears by the Italian operas staged now and again at court’ (86–87)? In

support, it is claimed merely that these performances ‘could last up to six hours’ and were in a language

‘thoroughly incomprehensible’ when sung. But as Johnson concedes elsewhere, the Italian language was

embedded in early modern French court culture – which is hardly surprising, given the generations of

intermarriage between the Bourbons and the Medicis – and polite Parisian society was comfortable enough

to leave the offerings of the Théâtre Italien in that language, at least until the expulsion of the Bouffons in

1697. (A contrario evidence for the same is given by the decision – much later in 1718 – to introduce greater

amounts of French material at that theatre.)

While there are some minor errors of fact (Batteux’s Beaux-arts réduits à un même principe is misdated on

page 158) and some missed sources (Laura Naudeix’s recent study of the dramaturgy of tragédie en musique,

Fabiano’s study of Italian opera in France, Solveig Serre’s doctoral dissertation on the history of the Opéra

from 1749 to 1790), this does little to detract from an engaging and attractive study, which will be interesting

to students and scholars of the two fields it addresses. What the musicologist and theatre historian will gain,

of course, is a sophisticated methodology for studying cultural institutions in the early modern period; and

given the centrality of institutions to a certain segment of historical musicology and cultural history, this is

no small claim. For me, what is particularly noteworthy about this study is the clarity with which – some

understandable generalizations aside – it sketches a coherent and remarkably resilient explanation for the

decidedly peculiar trajectory the institution follows at the end of the century. The Opéra was not the only

royal theatre to survive the Revolution, for so did the Comédie-Française (albeit split into two troupes) and

the Comédie-Italienne, and I would be fascinated to see what of this method and associated discussions of

imprinting could be applied to admittedly different insitutions – these theatres, for instance, or the other

royal academies. To that extent, Johnson has offered a case study that deserves to be considered much more

widely than in the discipline of musicology alone.

mark darlow
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Until recently, research into the relationship between Johann Sebastian Bach and Lutheranism was domi-

nated by theological interpretations of his music. Scholars including Eric Chafe, Robin Leaver and Renate

Steiger have argued that Bach was no ‘mere musician’ but was also steeped in Lutheran theology. Accord-

ingly, they have interpreted Bach’s vocal and instrumental output as being rich in symbols of Lutheran
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doctrine. Yet such studies are undermined by the impossibility of knowing exactly what Bach believed and

the difficulty of attaching theological meanings to compositional features in his music such as tonal

relationships or melodic motives.

Tanya Kevorkian offers a radically new approach, viewing Bach’s Lutheran milieu in Leipzig through the

eyes of a social historian. Her book interprets religion as a ‘public arena’ in which ‘social, cultural, and

political changes were reproduced and contested’ (1). Borrowing Pierre Bourdieu’s notion of ‘fields’, she

regards religious life as a sphere of cultural production in which individuals competed to gain dominance

(5). Drawing on her extensive research in the Leipzig archives, she traces the negotiations between the city’s

pastors, councillors and musicians that shaped the contents of church worship. She also reconstructs the

varied ways in which members of the congregation experienced church services, especially elements such as

the cantata and the sermon. Music forms only one strand of Kevorkian’s interdisciplinary study, yet by

considering Bach’s work within the religious life of Leipzig, she offers a model of how music can be

integrated within social history.

Besides her use of Bourdieu, Kevorkian’s study tacitly draws inspiration from the work of French cultural

theorists such as Michel de Certeau on the ‘practices of everyday life’. Indeed, Part I of the book is entitled

‘Congregants’ Everyday Practices’. It examines the preoccupations and habits of congregations at the

services at which Bach’s cantatas were performed. Although Kevorkian has published most of this material

before (see ‘The Reception of the Cantata during Leipzig Church Services’, Early Music 30/1 (2002), 26–45),

this is still the part of the book that will be of greatest interest to musicologists. Kevorkian shows that the

congregation did not behave as a uniform group, but as an array of individuals, acting in ways shaped by their

status and gender. Although some members of the congregation listened attentively to the sermon and the

cantata, there were also many distractions, such as people’s arrival or departure, the passing-round of the

collection bag or the sight of other congregants in lavish clothes. As places to mingle socially and to hear

music, churches were somewhat similar to opera houses, a similarity already noted by eighteenth-century

writers such as Johann Christoph Gottsched (Baroque Piety, 59). Indeed, Leipzigers may have regarded the

church as a substitute for opera after the city’s opera house closed in 1720 (39).

Kevorkian also analyses the social and occupational groups represented in the Leipzig congregations. Here

her evidence consists of the records of the allocation of pews to individual parishioners. Most pews in the

Thomaskirche and Nicolaikirche were held by property-owners who filled the churches during the morning

services when Bach’s cantatas would have been performed (63). Unpropertied Leipzigers attended afternoon

services or worshipped at the city’s lesser churches (64). Thus Bach’s sacred music would not have reached all

levels of Leipzig society. Hearing the church cantata was arguably the prerogative of the social elite, in much

the same way as opera-going was restricted to those who had the money or status to obtain tickets.

Kevorkian’s interest in everyday religious practices is also evident in Part III of her book, an investigation

of Pietism in Leipzig. Pietism was the branch of Lutheranism that emphasized the believer’s personal

relationship with God and rejected the liturgical rituals and displays of status found in public Lutheran

worship. Kevorkian shows how the Leipzig Pietists communicated via ‘innovative forms of sociability’ such

as ‘collegia’ (informal private meetings) and letter-writing. As a radical alternative to public worship, the

Pietist meetings were regarded by the ecclesiastical authorities as a threat to the social and moral order, and

were disbanded in the spring of 1690. Kevorkian exposes this private religious world via two hitherto

untapped repositories of archival material: the official interrogations of the Leipzig Pietists (Chapter 6), and

the many surviving letters from Leipzig Pietists to the Halle preacher August Hermann Francke (Chapter 7).

Neither chapter addresses musical matters, though her discussions could be easily extended to musical topics

by any interested scholar. For instance, the Pietist distaste for worldly life (182–185) maps on to their

well-known suspicion of operatic styles of church music. Moreover, her investigation of the Pietists’

enthusiastic use of printing to communicate their ideas (185–191) could be a starting-point for research into

the printed books of Pietist songs.

Part II of the book investigates those individuals who were ‘producers of public religious life’ – a broad

category that encompasses the clergy, their patrons (the city councillors) and also musicians. Here
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Kevorkian broadens her focus to cover the Saxon ecclesiastical bureaucracy in Dresden, with a digression

on the tensions surrounding Philipp Jacob Spener (court chaplain at Dresden, 1686–1691). Chapters 3 and 4,

on the Leipzig clergy and the Dresden consistories, have little direct relevance to music; but again,

numerous aspects of her discussion could be used as the basis for comparisons with musical life.

For instance, the recruitment processes for pastors, including the evaluation of their trial sermons (94–95),

have many similarities to the auditions held for cantors and organists, as Kevorkian herself later notes

(128–129).

Chapter 5 returns to musical topics, discussing the Leipzig cantors and the positions they took in the

‘culture wars’ about the status of music. Drawing mainly on secondary literature and on printed sources of

the early eighteenth century, this chapter does not offer the wealth of fresh insights found elsewhere in the

book. But it is a useful summary of the ambiguous social status of musicians in the period, as well as of the

critique of elaborate music by Pietists.

Being a work of social history, Kevorkian’s book includes little discussion of the musical repertory of the

period. She rarely refers to the texts or music of Bach’s church compositions. But her comparisons of

church-going and opera attendance in eighteenth-century Leipzig should stimulate a reassessment of Bach’s

sacred cantatas in terms of their allusions to secular and dramatic styles. Her description of the noisy,

distracting environment of the church service may dissuade detailed theological readings of Bach’s cantatas;

instead, it should encourage analyses that emphasize the disparate ways in which individual listeners might

have reacted to Bach’s music. Hence her book is not only a sure-footed account of the religious sphere in

which Bach worked, it should also stimulate new directions in research on eighteenth-century German

music.

stephen rose

�

Eighteenth-Century Music © Cambridge University Press, 2010

doi:10.1017/S1478570609990546

DANUTA MIRKA AND KOFI AGAWU, EDS
COMMUNICATION IN EIGHTEENTH-CENTURY MUSIC

Cambridge: Cambridge University Press, 2008

pp. ix + 345, I S B N 978 0 521 88829 5

In July 2005 many of the leading scholars of classical music met in Sulzburg. Although the name ‘Sulzburg’,

when used in connection with devotees of Mozart, looks like an obvious misprint, it is not. The town shares

with Salzburg a history of salt mines (Salz or Sulz) and picture-postcard images of rustic elegance in the

Alpine piedmont, but it lies in the southwest corner of Germany. It offers a more contemplative environ-

ment – away from the tourist throngs in Mozart’s city – and possesses at Bad Sulzburg the type of mineral

springs that have long attracted travellers from afar. The workshop held at this spa was entitled ‘Commu-

nicative Strategies in Music of the Late Eighteenth Century’, and from that gathering ten of the participants

were able to formalize their presentations for inclusion in this volume.

The focus of the book is clearly on music in late eighteenth-century Vienna. Beethoven, Mozart and

Haydn are the central characters, with J. S. Bach and the nations of France, Italy and England playing minor

roles or serving as scenery. Given the history of books such as these, which have their roots in Victorian

demonstrations of the formal superiority of ‘pure’ German music over the shallow sensuousness of French

and Italian music, one might have expected quite a dull collection of articles. Based on the experience of this

reviewer, however, this is not the case at all. The articles are quite lively, very contemporary and represen-

tative of a wide range of viewpoints.
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