
University of Southampton Research Repository

ePrints Soton

Copyright © and Moral Rights for this thesis are retained by the author and/or other 
copyright owners. A copy can be downloaded for personal non-commercial 
research or study, without prior permission or charge. This thesis cannot be 
reproduced or quoted extensively from without first obtaining permission in writing 
from the copyright holder/s. The content must not be changed in any way or sold 
commercially in any format or medium without the formal permission of the 
copyright holders.
  

 When referring to this work, full bibliographic details including the author, title, 
awarding institution and date of the thesis must be given e.g.

AUTHOR (year of submission) "Full thesis title", University of Southampton, name 
of the University School or Department, PhD Thesis, pagination

http://eprints.soton.ac.uk

http://eprints.soton.ac.uk/


   

   

 

UNIVERSITY OF SOUTHAMPTON 

 

Humanities 

 

Music 

 

Volume 1 of 1 

 

Piano Lessons in the English Country House, 1785-1845 

 

by 

 

Penelope Cave LRAM GRSM ARAM 

 

Thesis for the degree of Doctor of Philosophy 

 

September 2013 

 





   

 i   

UNIVERSITY OF SOUTHAMPTON 

ABSTRACT 
HUMANITIES  

Music 

Thesis for the degree of Doctor of Philosophy 

PIANO LESSONS IN THE ENGLISH COUNTRY HOUSE,  

1785-1845 

Penelope Cave LRAM GRSM ARAM 

Two largely unexplored collections form the basis for research on the 

significance of piano lessons in the country homes of the British elite in the 

years around 1800. The owners of the music libraries were the Egerton family 

at Tatton Park, Cheshire and the Aclands of Killerton House, Devon. The 

women who married into these families, along with their children, form case-

studies that stretch the boundaries of domestic amateur music-making, within 

an overlooked area of English keyboard repertoire.  

The piano was emerging as the ideal instrument for girls and women in 

the home, and this study examines the instruments at their disposal, providing 

substantial new information on the important Broadwood grand that belonged 

to Lydia Hoare Acland. Teachers, pupils and pedagogical tools cast light on the 

transition from a girl’s polite pastime to an emerging school of excellence, and 

this thesis examines, in detail, the practice of preluding in the education of 

Elizabeth Sykes Egerton, placing it against the broader background of women’s 

instruction in the ‘science of music’.   

The repertoire in the two family collections is a huge, multi-layered 

resource that adds colour to the outlines of early piano pedagogy, and 

exemplifies a breadth of skill across three or four generations. In this thesis, I 

place these important printed music collections in the context of additional 

contemporary sources, including diaries, memoirs, manuscript music and a 

commonplace book. Considering these collections in this wider arena, not only 

reveals a rich picture of early piano pedagogy, but also yields insights into the 

lives of the individuals who bought and used music for performance, study and 

sociability. 
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1. Introduction  

Piano Lessons involve teachers and pupils with music and instruments, 

and they usually take place within private spaces. In the same way that a 

‘tutor’ may refer to both the teacher and the instruction book, a ‘lesson’ can 

refer to both the teaching activity and the music within the instruction book. 

By 1815, publications of pedagogical material had proliferated; according to 

the educationalist, Elizabeth Appleton (c.1790-1849), “Of printed music there 

is now so great a variety for all ages, that it is hardly possible to enumerate 

particular sets of lessons.”1 To discover more about each aspect of these 

lessons, I shall examine some individual cases of teachers and pupils with 

particular reference to the women within the Acland and Egerton families, 

whose own collections of “so great a variety” are now preserved by the 

National Trust. They have provided a rich resource of material for a specific 

study of piano music, in situ, that is representative of the period from 1785-

1845. Who learnt to play the piano? What were their instruments like? Where 

did they live as children? Who taught them? Which publications were in their 

collections? How important was music in their lives? My discoveries make a 

contribution to answering these questions, in building a picture of piano 

lessons for the female elite in the late eighteenth and early nineteenth 

centuries. Unlocking this material provides real possibilities for rebuilding 

what was heard within the music rooms of the English country house, and 

reassessing the nature of the skills of the musical women who lived there.2 

In 1994, an abandoned grand piano, caked with dust and mildew, was 

retrieved from a stable block at Killerton House, Broadclyst, Devon, a very 

large estate given to the National Trust in 1944. In 2013, the visitor, on 

entering the present music room with Lady Acland’s house organ dominating 
                                            

 

1 Elizabeth Appleton, Private Education; or, a Practical Plan for the Studies of Young 
Ladies, Etc (London: Henry Colburn, 1815). 
2 See the four recently completed films on the hidden music histories at Tatton Park, 
project-managed by Penelope Cave, under the direction of Jeanice Brooks. 
www.southampton.ac.uk/music/research/projects/at_home_with_music.page?#media 
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one wall, will see the prodigal piano back in place, residing near a painting 

(Image 1-1) in which its owner is seated at this very instrument, with her 

husband, and their first son and dog.3  

 

Image 1-1. Portrait of the Acland Family by Henry Singleton, c.1810. N.T. 

A few steps across the corridor, in the Killerton dining room, are two 

bookcases in which her music books reside. Two hundred and seventeen miles 

north, managed and financed by Cheshire East Council on behalf of the 

National Trust, is the Egerton’s country seat. Tatton Park houses a 

complementary collection, in the splendid room that was built specifically for 

the newly married Elizabeth Egerton’s study and enjoyment of music.  

 

                                            

 

3 There have been changes to the layout of the house and rooms throughout the 
history of the house, and the piano and painting may be in the drawing room.  
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My first chapter introduces the Egertons of Tatton Park and the Aclands 

of Killerton House; both houses and people have histories, and both families 

were in the ascendant, moving in a similar social milieu. Elizabeth Egerton, née 

Sykes, and Lydia Acland, née Hoare, were born in 1777 and 1786, respectively, 

and began their musical interests in the homes of their parents: Sir 

Christopher Sykes MP (1749-1801) was building his country house, Sledmere, 

in Yorkshire, and Henry Hoare (1750-1828) had purchased Mitcham Grove, 

seven miles south of central London, for his family home. Their interest in 

music was passed on to their daughters, along with the scores they bought for 

them. The study of music was a mark of social, intellectual or artistic elitism to 

which they both aspired. 

The musical tastes of the two families illustrate, in particular, the elite 

cultivation of music from a bygone age.4 Peter Holman has suggested that,   

The interest in the antique was part of a wider aesthetic 
movement in Britain that was really an early manifestation of 
Romanticism. Romanticism shunned the mundane, rational, 
urban present in favour of exotic experience, whether it be 
obtained in some remote past, in the supernatural, in the 
countryside, or in foreign parts.5  

All of these elements are glimpsed within the music of these two families, to a 

greater or lesser degree, and music of the past was deliberately programmed 

in concerts that were frequented by the aristocracy. From 1793-1815, Britain 

was “caught up in a conflict of Revolutionary and Napoleonic France.”6  Whilst 

the landed gentry faced the possibility of threats to their property and their 

status, they clung the more closely to the symbols of their class and country 

and, in tandem with their collections of old-master paintings, they chose music 

                                            

 

4 For a study of the role of vocal music, and the import of European arts in the building 
of elite culture for both men and women within these two families, see Leena Asha 
Rana, "Music and Elite Identity in the English Country House, c.1790-1840." (D.Phil, 
University of Southampton, 2012). 
5 The David Wyn Jones, ed. Music in Eighteenth-Century Britain (Ashgate, 2000), 10. 
6 Linda Colley, Britons: Forging the Nation, 1707-1837 (Yale University Press, 1992), 
159. (Vintage paperback edition).  
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that would bolster “a period of aristocratic resurgence and redefinition.” 7 The 

next two generations were to add their choices of contemporary music.  

In delving into a collection of this kind, one finds other books of music 

that have been bequeathed through the female line, or are bought for the 

daughters, or entered the library as the first sons married and their wives 

added their own collections which, in turn, included the music of their female 

forbears. There are some numbered volumes missing and, conversely, a few  

belonging to people outside the family, that appear to have been lent but 

never returned; regardless of their original provenance, each ultimately 

contributes to the range of music in the collections. They mirror the fact that 

there were no dominant British composers at the turn of the nineteenth 

century, and yet they were mostly published in London, a thriving musical 

capital. The conductor, Charles Hazlewood, has extolled the “richness of a 

culture that looks beyond its borders”, and this certainly rings true of the 

keyboard repertoire in this study.8 Temperley, however, has argued that,  

Historians of English music have been far too quick to 
account for this internationalism in terms of the influence or 
imitation of foreign composers by British ones. The truth is 
otherwise: many of the leading developments in piano music 
in this period originated in London ! that is to say, in music 
composed and published in London and primarily intended 
for use there, whether the composers were English-born or 
otherwise. Successive waves of influence emanated from 
London to the Continent. (…) It is not hard to detect the 
influence of J.C. Bach on Mozart; of Clementi on Haydn and 
Beethoven; of Dussek on Schumann and Brahms; of Cramer 
on Schubert and Mendelssohn; of Field on Chopin and Liszt; 
of Moscheles on Liszt; of Bennett on Schumann.9  

                                            

 

7 Simon McVeigh, Concert Life in London from Mozart to Haydn, Digitally printed 1st 
pbk. ed. (Cambridge; New York: Cambridge University Press, 2006), 22. 
8 Charles Hazlewood was speaking on a programme within a series on BBC 2, 8pm 16th 
July 2009, entitled, The Birth of British Music. 
9 Temperley, Nicholas. "London and the Piano, 1760-1860." Musical Times 129 (1988), 
289. See also, Peter Holman’s comments within the first chapter of Wyn Jones, Music in 
Eighteenth-Century Britain, in which he extols the importance of English musical taste 
and its influence on foreigners who chose to reside in Britain. 
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Haydn’s Creation has been denoted, “as much an English work as German”.10 

Reviewing a French violinist, it was stated that, “in Truth it is the Property of 

England so far to teach, ‘Perfection in the Adagio’.”11 The interplay of national 

influences is just one facet of the culture that was studied, enjoyed, and 

assimilated in London, to be disseminated into the country, via the score. 

Both in town and in the country, where there are a number of daughters 

in a family, music can show signs of shared use. If there are no sisters, or a 

daughter does not marry, the scores are less likely to migrate and, in the case 

of Tatton Park and Killerton House, they mostly remained in place. Thus there 

is a necessity for a description of the houses and familial relationships with 

some visual aides memoires, before moving on to the instruments within the 

houses, the experiences of tutors and pupils, and the instruction books and 

performance repertoire. The collection at Killerton is a mostly untapped 

resource, but there has been recent groundbreaking work by Jeanice Brooks on 

music at Tatton Park.12 Previously unexplored behind rich bindings, the piano 

music can now be valued, within the significant setting of these family houses 

and histories; no longer need their “virtues flourish …content to remain” in 

their “bounded sphere”.13 It is time for those virtues to be unbound, and re-

established as the living lessons of those who played them. 

1.1  Four Country Houses and their Owners 

Elizabeth Sykes was brought up in Yorkshire and moved to Cheshire on 

her marriage to Wilbraham Egerton: Lydia Hoare’s childhood was spent in 

Surrey before she married Sir Thomas Acland, 10th Baronet, and moved to 

Devon. All four families had other properties, including town houses that they 
                                            

 

10 David Wyn Jones and Otto Biba, Haydn (Oxford: Oxford University Press, 2009), 223. 
11 The Public Advertiser, 21 Feb. 1782, quoted by McVeigh, 145.  
12 Jeanice Brooks, "Musical Monuments for the Country House: Music, Collection, and 
Display at Tatton Park," Music & Letters 91, no. 4 (2010). See also, Rana, “Music and 
Elite Identity,” 2012. 
13 William McCarthy and Elizabeth Kraft, ed. Anna Letitia Barbauld, Selected Poetry & 
Prose (Ontario, Canada: Broadview Press Ltd., 2002), 57, Lines 60 & 61 from a poem, 
To Dr. Akin on his complaining that she neglected him, October 20th 1768, that was 
unpublished until 1994.  
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inhabited during the London social season. I shall draw upon the biographies 

by later family members within this introductory chapter, and the focus for 

each protagonist is on the childhood home of her father, followed by the 

house she moved to on her marriage.   

1.1.1  Sledmere and the Sykes 

The Sykes family fortune began in the cloth trade, and moved to 

shipping, finance and iron. Richard Sykes (1706-61), a successful merchant 

and Captain of the Hull Volunteers, built a new house at Sledmere, ten miles 

north of Beverley, in 1751, the year before he became High Sheriff of 

Yorkshire. The seven bay house, obliterated any remains of what went before, 

including the village, which was moved out of sight. Richard Sykes’s younger 

brother, Mark Sykes (1711-83), the vicar of Roos, succeeded him, becoming 

the 1st Baronet shortly before his death in recognition of his pioneering 

agricultural work on the wolds. He was aided by his son Christopher, who was 

given Sledmere, on his marriage in 1770 to the heiress, Elizabeth Tatton 

(1745-1803). The highly regarded portrait by Romney, started in 1786, was not 

finished and paid for until May 1793 (Error! Reference source not found.).14 It 

displays Sir Christopher’s status as a landowner, but also his interest in 

architecture, which is marked by the spectacles and plan in his hand, and in 

field sports with the inclusion of a spaniel. He believed that hunting was useful 

to “draw the Gentlemen of the Country into one closer bond of Society.”15 

Romney’s portrait remains at Sledmere.16 

Sir Christopher sold his shipping interests and government stock in order 

to maximize the potential of his land; his wife’s money and his own business 

acumen made him a very rich man, and he was MP for Beverley from 1784–

1790. After his father’s death, Sir Christopher set about further improvements 

                                            

 

14 Christopher Simon Sykes, The Big House: The Story of a Country House and Its 
Family (London: HarperCollins, 2004), 74. 
15 Ibid., 75, from Christopher Sykes’ Letter Books of 1790-95, 84, to his friend, Thomas 
Grimston. 
16 Ibid., there is a B&W plate opposite page 117, but reproductions in colour can be 
found on the web. 
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to the house, in which he had a particular input as an amateur architect; he 

suggested the cross wings that transformed the house into an H-shape and 

this was achieved with the aid of John Carr and Samuel Wyatt. His diaries 

contain his sketches and floor plans and his drawing for the south front.17  His 

ambitious schemes extended the original house to six hundred and eighteen 

thousand cubic feet, and cost him £20,548.18  

 

Image 1-2. Sledmere in 2011; my photo shows the South Front on the left. 

The designs for the interior plasterwork were largely the work of Joseph 

Rose, Junior (1745-99), with whom he had a close collaboration and 

friendship."#!!Sykes’ obituary in the Gentleman’s magazine of 1801, confirms 

the extent of his estate and its improvements,  

He has left an excellent character in every relation of life, 
whether public or private, and was, in every sense of the 
word, an enlightened country gentleman. His early rising 
and great activity, both of body and mind, prompted the 
conduct of every plan of amending the state of the country, 
whether by drainage or inclosure, building or navigation; 
and his improvements extended themselves over a surface 

                                            

 

17 Ibid., his own drawing appears with those by Carr and Wyatt, between pages 116 & 
117. 
18 Richard Wilson and Alan Mackley, Creating Paradise: The Building of the English 
Country House, 1660-1880 (London: Hambledon and London, 2000), 313-319. 
19 John Cornforth, Sledmere (Norfolk: Jarrold Publishing, 2008), 19.  
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of near 100 miles. The wolds of Yorkshire, where he had 
property, will be his lasting monument.20 

The house and estate remain in the family and are open to the public. 
Image 1-2) 

Perhaps the greatest achievement was the library; ”It was the fitting 

centerpiece of his creation, comfortably achieved within income.”21 Since going 

on the Grand Tour in 1770, Christopher Sykes had collected books, and the 

hugely impressive library that he and Rose designed was a magnificent setting 

for their display.22 His first son and heir, Sir Mark Masterman Sykes (1771-

1823), shared his father’s bibliomania and added considerably to the library. 

The Reverend Thomas Frognall Dibdin, who stayed at Sledmere in 1815, in 

discussing the sizeable Bayles Dictionary and Works (a copy of which had been 

purchased by Sir Mark Masterman Sykes), commented that “Sledmere had 

‘ample room and verge enough’ for the reception of such herculean tomes.”23  

In 1814, a year after the death of his first wife, Sir Mark married his cousin, 

Mary Egerton (1782-1846). His collection of books was supplemented by 

Mary’s sheet music, bound into volumes and later listed in the sale catalogue 

after her death.24 The widowed Mary was to remarry, and his brother, Sir Tatton 

Sykes (1772-1863), the fourth baronet, implemented his own improvements, 

but these were confined to the stable. He and Mark had built-up the stud, and 

Sir Tatton sold off some of the most valuable items from the library, at this 

                                            

 

20 Sylvanus Urban, "The Gentleman's Magazine," 71, Part 2 (1801),1049. 
21 Wilson and Mackley, Creating Paradise, 319. For a contemporary illustration of the 
library, in an aquatint from a Thomas Malton watercolour of 1795, see Brooks, 
"Musical Monuments," pl. 1, 517. 
22 See Cornforth, Sledmere, 19-21. 
23 Thomas Frognall Dibdin, The Library Companion; or, the Young Man's Guide, and the 
Old Man's Comfort, in the Choice of a Library, 2 vols. (London: Harding, Triphook, and 
Lepard and J. Major, 1825), Vol 2, 496; For further on Dibdin and the library, see 
Sykes, 107-109. 
24 Catalogue of the Musical Library of the Late Lady Mark. M. Sykes, Saturday May 22nd 
1847, in which 236 lots are listed, a collection that compares interestingly with her 
cousin/sister-in-law’s collection at Tatton Park. 
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time, in order to pay debts and, perhaps, to support his own main interest: the 

hounds and the horses.25  

1.1.2  Tatton Park and the Egertons 

 

Image 1-3. Tatton Park by J.P. Neale, 1823. N.T. 

Tatton Park borders the small town of Knutsford, the childhood home of 

the author, Elizabeth Gaskell (1810-65), who described it so vividly in her 

novel, Cranford.26 In Wives and Daughters, her portrayal of Cumnor Towers is 

surely based on Tatton Park and the Egertons, 

The little town faded away into country on one side close to 
the entrance-lodge of a great park, where lived my Lord and 
Lady Cumnor… the simple worship of the townspeople was 
accepted by the earl and countess as a right; ... they did a 
good deal for the town, and were generally condescending, 
and often thoughtful and kind in their treatment of their 
vassals.27  

                                            

 

25 Sykes, The Big House, 120. Terse comments in Sir Tatton’s diaries 1801-6 (U 
DDSY/102/ are confined to equine and gastronomic interests.  
26 Elizabeth Gaskell’s mother died when she was about eighteen months and she was 
sent to live in Knutsford with her aunt Lumb. See J. A. V. Chapple, Elizabeth Gaskell : 
The Early Years (Manchester: Manchester University Press, 2009).    
27 Elizabeth Gaskell, Wives and Daughters (London: Panther Books Ltd, 1971), 8.  
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The earl is described as taking an interest in his own tenants, and the countess 

as setting up a school, all of which was true of the Egertons, 

…where girls are taught to sew beautifully, to be capital 
housemaids, and pretty fair cooks, and, above all, to dress 
neatly in a kind of charity uniform devised by the ladies of 
Cumnor Towers...28  

The description of the Earl of Cumnor, as Molly first saw him, fits Wilbraham 

Egerton well, (Image 1-4) “for to her little imagination the grey-haired, red-

faced, somewhat clumsy man, was a cross between an archangel and a king.”29 

In Parliament Mr. Egerton was one of that respectable body 
'the country gentleman,' whose influence is so much more 
felt than seen; and this character was but a representation 
of his actual position, for a finer English country gentleman 
is seldom seen. As a landlord and magistrate he 
commanded universal respect; and in all the relations of 
domestic and social life he has left an example which all 
would do well to imitate.30 

 

                                            

 

28 Ibid., 9. In his section on the Parish of Knutsford, Hanshall described Tatton Park’s 
gates as, "a handsome ornament to the town; and near this is the Spinning School 
founded and supported by the praiseworthy benevolence of Mrs Egerton, of Tatton. 
Here eighty day scholars have the benefit of gratuitous instruction in reading, writing 
and arithmetic: six orphan girls are also instructed and maintained in this school, in a 
way calculated to make them good servants, and situations are obtained for them by 
the humanity of the amiable patroness". J.H. Hanshall, History of Cheshire 
(Macclesfield, 1823), 390. 
29 Gaskell, Wives and Daughters, 11. 
30 The Annual Register or a View of the History and Politics of the Year 1856. London: 
F. & J. Rivington, 1857, 251-2, an obituary of Wilbraham Egerton MP who died on 25th 
April 1856. 
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Image 1-4. Wilbraham Egerton (1781-1856). N.T. 

Wilbraham’s father, William Tatton Egerton MP (1749-1806), of Tatton 

and Wythenshawe had assumed the surname of Egerton, on inheriting Tatton 

Park from Samuel Egerton (1711-1780).31 For the next eleven years he 

employed Samuel Wyatt to construct an imposing mansion, for which eleven 

bays and a grand south-facing portico were intended. A second phase began 

after William died, and Wilbraham married Elizabeth Sykes, (Image 1-5) in 

1806. 

.  

Image 1-5. Elizabeth Sykes (1777- 1853) N.T. 

 

                                            

 

31 Ibid. gives details of Wilbraham’s ancestory and the Egerton inheritance. Wilbraham’s 
younger brother assumed the Tatton surname, along with the Tatton estates. 
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 Samuel Wyatt’s nephew, Lewis William Wyatt (whose dates exactly 

matched those of Elizabeth Sykes/Egerton), was employed to complete the 

house, reducing the intended number of bays to seven (Image 1-4). Wyatt also 

completed the interior work begun by his uncle, and another great library was 

built, in which were housed antiquarian books of great value, originally 

inherited by Samuel Egerton from his uncle Samuel Hill (1691-1758) of 

Shenstone Park, Staffordshire. Elizabeth and Wilbraham contributed a wide 

selection of fashionable novels by contemporary authors, many in their 

original blue paper covers including first editions of Jane Austen’s Northanger 

Abbey and Persuasion. With over eight thousand books, it remains one of the 

National Trust’s largest and most important library collections. Although it was 

furnished with comfortable furniture by Gillows, and probably used as an 

informal family living room, the magnificent drawing room and music room are 

linked and were designed to lead into it.32  

Elizabeth was a keen collector like her father and brother, Sir Christopher 

and Sir Mark Masterman Sykes, but of vocal and keyboard music, and she 

brought her own music books to Tatton from Sledmere.  These handsomely 

bound volumes are kept on the two lower shelves of a bookcase that was made 

for the specifically built music room at Tatton (Image 1-6), when it was decided 

not to install an organ in the recess. 

Elizabeth gave birth to ten children although only three outlived her. She 

continued to collect music after she married, as the name-labels on the bound 

volumes make clear and it seems likely that she enjoyed sharing her interest 

with her husband and her only daughter to survive infancy, Charlotte Lucy 

Beatrix (1824-1845), whose music volumes are also preserved in the collection. 

This precious, musical daughter died at the age of twenty-one. 

                                            

 

32 For more details on the uses of principal suites of rooms at this period, see Mark 
Girouard. Life in the English Country House: A Social and Architectural History (New 
Haven: Yale University Press, 1978). Elizabeth Wynne records Lord Buckingham’s new 
piano for his library at Stowe, and her dining room at Swanbourne being large enough 
for twelve couples to dance. Elizabeth Wynne, Eugenia Wynne, and Anne Fremantle. 
The Wynne Diaries 1789-1820 (London: Oxford University Press, 1952), 338 and 441. 
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Image 1-6. The Tatton Park Music Room Bookcase. N.T. 

Wilbraham’s account books display the value the family ascribed to 

concerts, music books and instruments, and record expenses for his only 

daughter for riding, music and dancing lessons.  There is a sad note beside the 

sum of £231.8s.6d on the 26th December 1845: “Mr Carter…for my dear 

daughter’s funeral”, and soon after, he commissioned Richard Westmacott 

(who had previously created the marble bust of her (Image 1-7) in 1842), to 

provide a memorial in the Rostherne church for which he paid £1,072. 33  It 

must have been finished in August 1847 as a further payment of £3 was made 

to Westmacott’s man to put it up.  

                                            

 

33 Chester. DET/3229/11-15 covers the 5 vols of Wilbraham Egerton’s account books 
1830-56. The relevant volume from 1842-48 is DET/3229/13. 
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Image 1-7. Miss Egerton by Richard Westmacott. N.T. with permission.  

Music is also present in the library belonging to Lady Charlotte Loftus 

(1811-1878), the wife of the Egerton’s son, William (1806-83). Some of her 

music is bound in with those signed by her daughters, so demonstrating a 

further generation of familial use. It seems that her son, Wilbraham (1832-

1909), went abroad, and brought back a volume of German songs and 

romances, inscribed W.E. Egerton.34 The library also contains music that once 

belonged to the mother of Anna Louisa Watson Taylor (1843-1933), the wife of 

Alan de Tatton Egerton MP (1845-1920) who was the second grandson of 

Elizabeth and Wilbraham to inherit Tatton Park.35 Thus, the music within the 

library is a composite collection that accrued around that which originally 

belonged to Elizabeth Sykes. It is as meaningful a memorial to the musical 

activities of the family as the Westmacott sculptures are to the beauty of 

Charlotte Lucy Beatrix Egerton. 

                                            

 

34 Tatton, MR 3-8.21   
35 The first grandson, son of William and Charlotte Egerton, another Wilbraham, second 
baronet, married Lady Mary Amherst whose music, we might speculate, would have 
been left to their daughter, Gertrude Lucia Egerton, or previously removed from Tatton 
by her, on her marriage to Arnold Keppel, 8th Earl of Albemarle. 
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1.1.3  Mitcham Grove and the Hoares 

Henry Hoare (1750-1828) was one of a line of bankers, established in 

Fleet Street since 1690. (Image 1-8). 

 

Image 1-8. Henry Hoare (1750-1828) N.T. with permission 

His great-grandfather was the Lord Mayor of London from 1712-13 and 

his father’s cousin, Richard, son of Henry Hoare of Stourhead (1677-1725), 

held the mayoral post from 1745-6. Henry Hoare’s uncle was Sir Richard Hoare 

of Barn Elms (1735-87), who firstly married his cousin, Anne Hoare; their son 

was Sir Richard Colt Hoare (1758-1838), the archaeologist and inheritor of 

Stourhead. Sir Richard’s second wife was Frances Anne Acland, with whom he 

had sons (half-brothers to Sir Richard Colt Hoare), who followed Henry Hoare 

as partners in the bank; his eldest son and his daughter, Henrietta Anne, were 

also to marry Aclands.  

History was to repeat itself again in the following generation, but Henry 

Hoare (Image 1-8), married Lydia Henrietta Malortie with whom he had four 
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sons and a daughter.36 “He was as firm and loyal, but as wise, mild, and quiet a 

Churchman as George III had in all his dominions”, and Henry Hoare took his 

position in the family firm seriously, leaving for the bank at 4.30 in the 

morning, from Merton in Surrey, where he had settled his wife and children.37  

(Image 1-9)  

 

Image 1-9. Mitcham Grove in 1788, author’s collection. 

Mitcham Grove was a little world in itself. And while it 
rivalled any home in England in comfort and ease, there was 
a regularity and refinement about it which did a boy good. 
Surrounded with pleasant lawns and gardens and a clear 
and silvery trout-stream, it was by turns the resort of all the 
various branches of the family, who looked upon Mr Hoare 
as their head. A well-stocked library was one great attraction 
of the place, and served to encourage that taste for 
literature, which, while it may be aided by the studies of 

                                            

 

36 See additional Select Hoare Genealogy, and H. P. R. Hoare, Hoare's Bank : A Record, 
1672-1955. The Story of a Private Bank [Rev. ed] (London: Collins, 1955).  
37 James Bradby Sweet, A Memoir of H. Hoare; ... With a Narrative of the Church 
Movements with Which He Was Connected from 1848 to 1865, Etc (London, 1869), 75. 
The biography of Henry Hoare’s grandson of the same name, whom he educated and 
who followed him into the bank the year before Henry Hoare of Mitcham Grove died.  



 Piano Lessons in the English Country House, Chapter 1 

 17   

school, is never so effectually learnt as when naturally 
inhaled, as it were, in the atmosphere of home.38   

Having established his standing in society with the purchase of Mitcham 

Grove, from Lord Loughborough, Henry Hoare owned the house and gardens 

of a gentleman. The river Wandle flowed through Henry Hoare’s grounds and!, 

like Sir Christopher Sykes, he also enhanced his house with an excellent 

library.$# His next expenditure was on his children’s upbringing. Virginia H. 

Cope, suggests that education was seen as “a near relation” to property – as an 

investment in intellectual goods that would reap high rates of interest.%& Henry 

Hoare was an old Etonian and a fervent Christian, and his sons were to follow 

in their father’s footsteps; his eldest, William (1776 – 1819), was a friend of 

the abolitionist, William Wilberforce (1759 – 1833); he joined the evangelical 

Clapham Sect, he joined the anti-slave-trade movement, and he joined the 

family bank.%" There were two more sons, Henry Vilars, (1777-1822) and 

George Matthew (1799 – 1852), remembered as an amateur cricketer and, 

lastly, their younger brother, Charles James (1781–1865), who became rector 

of Godstone. Henry could then concentrate on his only daughter, Lydia (1786-

1856) with whom he shared his interest in music and whom he took to 

Holnicote, in 1804, to meet the Aclands.42  

                                            

 

38 Ibid., 81-82. 
39 Mitcham Grove was situated where the river Wandle flows through the present 
Ravensbury Park. 'Mitcham', The Environs of London: volume 1: County of Surrey 
(1792), URL: http://www.british-history.ac.uk/report.aspx?compid=45383. Date 
accessed: 03 June 2010. See also, Bradby Sweet, A Memoir of H. Hoare. 
40 Virginia H. Cope, Property, Education and Identity in Late Eighteenth-Century Fiction: 
The Heroines of Disinterest (Basingstoke: Palgrave Macmillan, 2009), 2. She is 
paraphrasing: Frances Ferguson, “Reading Morals: Locke & Rousseau on Education and 
Inequality,” Representations 6, (Spring, 1984), 66-84, in her introduction. 
41 For further on this influential movement see: Stephen Tomkins, The Clapham Sect: 
How Wilberforce's Circle Transformed Britain (Oxford: Lion, 2010). William Wilberforce, 
[a Practical View of the Prevailing Religious System of Professed Christians, in the 
Higher and Middle Classes in This Country, Contrasted with Real Christianity] (London, 
2nd Ed., 1797). 
42 Anne Acland, A Devon Family, the Story of the Aclands. London & Chichester: 
Phillimore & Co Ltd., 1981. See also, Anne Acland, Holnicote Estate Somerset (National 
Trust, 1976). 
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Sir Thomas Dyke Acland 10th Bt. (1787-1871), was brought up by his 

mother, Henrietta Hoare, after the ninth baronet died in 1794. She had chosen 

to remain at the Holnicote estate, in Somerset, and remarried Captain Matthew 

Fortescue. Thomas Acland, had lost his father aged seven, and was sent away 

to school in London a year later and, at fourteen, he went to Harrow. The 

young Joshua Stephenson was given the family living of Selsworthy, and 

became a steadying mentor, much respected by Thomas for the next sixty 

years.43 Thomas was seventeen when he first met Lydia Hoare, and it was soon 

decided that they would marry when he came of age. He did well at Oxford and 

enjoyed the debating society that later formed the nucleus of the Grillion’s 

club, and a collection of members’ portraits is displayed at Killerton.44  

The comments of Henry Hoare, in a series of letters to Thomas, who was 

completing his finals at Oxford in 1807, make it clear that Lydia was sitting for 

her portrait prior to their marriage (Image 1-10). Thomas was also planning a 

trip to Scandinavia, which Henry Hoare unsuccessfully opposed.45 He 

mentioned “Saunders” a number of times, by whom he almost certainly meant 

George Sanders (1774–1846), miniaturist and portrait-painter, who had arrived 

in London a couple of years earlier, from Edinburgh.%'  

I expect the two Lydias ... every minute I believe they are 
gone to Saunders on their way hither. You must arm 
yourself with a good deal of patience before you present 
yourself to Mr Saunders & he will not undertake anyone that 
does not promise punctuality. She has been there, I think, 
Four times. I have not yet seen the progress but Mrs Hoare 

                                            

 

43 Ibid., 40. 
44 His good friend, Robert Inglis wrote to him, congratulating him on “a glorious 
Termination of a glorious Career.”  Acland, A Devon Family, 43. 
45 The more usual European tour was considered too dangerous during the Napoleonic 
war, but Henry Hoare, in a letter of the 19th May 1807, considered the Scandinavian 
scheme also to be “Madness”, as it was likely that Napoleon might still invade. In fact 
Canning ordered a bombardment of Copenhagen, and Thomas and his friends were 
imprisoned in Norway for two months. Acland, A Devon Family, 43-44, and DRO 
1148/M/add36/104. 
46 http://www.oxforddnb.com/view/printable/24619 
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thinks it will be very like but his Sizes are much larger than I 
thought they were.47 

  

Image 1-10. Lydia Hoare & Sir Thomas Dyke Acland, 10th Bt. Watercolour on 
ivory, 1807. N.T. with permission 

He had suggested that Thomas might want the portrait to be rather small.%(!In 

another letter, he mentioned the painter’s slow progress.%#, but perhaps what 

he did not know was that Sanders suffered increasingly from ophthalmia and 

eventually ceased such detailed painting and only worked 6 months of the 

year.50 The likelihood is that Thomas would have been able to take this 

miniature of his future wife with him on his travels to Scandinavia. It was an 

escapade between university and marriage, which was followed by a trip to 

attend lectures on moral philosophy and political economy at Edinburgh 

University. 

                                            

 

47 DRO, 1148/M/add36/884 
48 DRO, 1148/M/add36/ 899h 
49 DRO, 1148/M/add36/889  
50 In addition, this was the same year that he painted a portrait of Byron. Two years 
later, Byron commissioned a further one himself, describing Sanders as “one of the 
first miniature painters of the day”. See Christine Kenyon-Jones, Byron : The Image of 
the Poet (Newark: University of Delaware Press, 2008), 30. 
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There is a handsome volume of pen and wash sketches by Sir Thomas for 

his wife, within which number 33 depicts the garden bower, indexed with three 

exclamation marks, that Anne Acland believed to be the seat where Thomas 

proposed to Lydia (Image 1-11).51  

   

 

Image 1-11. Mitcham Grove by Sir Thomas Acland, for Lydia, 1828. DRO  

Early in 1808, Henrietta Hoare Acland, (by then the Hon. Mrs Fortescue), 

wrote to her eldest son, early in 1808,  

My dearest Tom                                                                  
At last I hope I shall have half an hour at my disposal to 
write to you. My letter ought to be pleasing to you if it could 
but waft through my fingers the sweet sounds of Lydia’s 
voice who is now here & singing with your Father. No one 

                                            

 

51 DRO 1148M add 23/F24. Henry Hoare died on 19th March 1828, and the sketchbook 
seems to have been assembled and bound for Lydia at this time. Mitcham Grove was 
then sold by Garroway’s auction house, to another banker, Sir John Lubbock, exactly 
three months later on 19th June, and the property was to remain his residence until his 
death in 1840. It is reproduced with kind permission. 
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else is with me, it is the second evening she has passed with 
me & I have the most heartfelt pleasure in telling you that all 
I have observed in her since my arrival in town has met with 
my entire approbation. & I will hope and flatter myself she 
will be what your Wife ought to be - so much for Lydia if I 
talk any more of her you will pay no attention to the rest of 
my letter - 52 

No doubt Thomas was pleased that his choice met with his mother’s approval. 

A draft prayer in preparation for his marriage, with the abbreviation, as in his 

poems, of ‘L’ for Lydia, in sepia ink appears to be in the youthful Thomas’s 

slightly less illegible handwriting than it later became,  

Direct, I beseech thee o Heavenly Father, the minds of L & 
myself according to Thy will for we are unable of ourselves 
to do any thing that is good - make them pious & virtuous; 
Unite them in love, faith & duty towards Thee, in the purest 
affection for each other & remove all obstacles to their 
peace & harmony - let it be our endeavour to make each 
other happy in this life by joining in the practice of those 
duties which lead to still greater happiness in the next - This 
we beg for Jesus Christ his sake - yet not my will but Thine 
be done -------53  

1.1.4  Killerton House and the Aclands 

The manor of Columb John in Broadclyst, with the addition of Killerton a 

little later, had been in the Acland family since the 16th century. Strong 

Royalist loyalties led John Acland (d.1647) to fight for King Charles I, who 

made him the first Baronet and Sheriff of the county. The 18th century 

produced three Thomases: Thomas the 7th Baronet (1723-85) was brought up 

at Killerton but, when he came of age, he moved to the Somerset property of 

Petherton Park near Bridgewater. Upon his marriage in 1745 to heiress 

Elizabeth Dyke, he added to both his estates and his title by becoming Sir 

Thomas Dyke Acland, and acquiring three further houses, Holnicote near 

Porlock, Pixton near Dulverton, and Tetton near Taunton: a considerable 

swathe of land and properties. Killerton House (Image 1-12) was redecorated 

for Sir Thomas and Lydia in 1806. 

                                            

 

52 DRO, 1148/M/add36/903 
53 DRO, 1148M/11/(i)/24 Misc. papers. pt (i) 
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Image 1-12. Killerton House. N.T. with permission 

Another relation’s house and estate of influence must have been 

Stourhead, owned by Sir Richard Colt Hoare (1758-1838).54. Lydia visited quite 

frequently, and with a childhood spent in the delightful grounds of Mitcham 

Grove plus her familiarity with the magnificent landscape of Stourhead, she 

possessed both the expectation of what was fitting for a country estate and 

the formation of an horticultural interest that had its effect upon the grounds 

at Killerton. The Killerton gardener, John Veitch, was sent to meet Mr Henshaw, 

the head gardener at Saltram, to see how Capability Brown was laying out the 

park, and Veitch visited other estates in Devon and Somerset, including Bicton, 

owned by Lord Rolle.55 He was also encouraged to set up his own plant 

nursery. 

In a letter to Sir Walter Scott, Joanna Baillie gave a brief mention of the 

newly-weds,  

                                            

 

54 He and Thomas’s mother shared the same father, Sir Richard Hoare of Barn Elms 
(1735-87) so Sir Richard Colt Hoare was half-brother to Henrietta Acland/Fortescue but 
he was also related to Lydia as he was a cousin of Henry Hoare of Mitcham Grove; his 
father and her grandfather were brothers. 
55 My thanks to Leena Rana for this information. Born in Scotland, John Veitch (1752–
1839) had come to London and been taken on by Sir Thomas 7th Bt. at the start of the 
improvements to Killerton. Veitch had started his own nursery in 1800 and, later, it 
was expanded by his son; they continued to use Killerton as a trial site for trees and 
shrubs from around the world. 
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We did not see but we heard of your friend S.T. [Sir Thomas] 
Acland when we were there, who lives within 16 miles of Mr 
Elliott. He is very popular in that part of the country, and 
every body is charmed both with him & his young Lady.56 

Every piece of archive material points to a remarkably happy marriage of two 

equals. They shared their interests and, although Thomas’s time was limited 

by his political career, and perhaps a preference for sketching and poetry, he 

certainly sang with Lydia and the family. He was described by a contemporary 

as, having a “sweet and generous nature.”57  

The extraordinary portrait, by Henry Singleton, (Image 1-1), showing the 

family with the Broadwood piano at the heart of it, is quite unlike the very 

formal portraits that use the musical instrument merely as symbolic of status; 

this also demonstrates, most tangibly, the harmony that was both heard and 

engendered around the piano. It is very rare to find such a unique collection of 

related musical artefacts in the one house, and an entry in Thomas’s accounts 

showed that he paid, “Mr Singleton 15 guineas on Mar 7 1816”. Whilst this is 

more likely to have been for some chalk sketches of the young family by 

Singleton, two years later, the well-known portrait by Sir Thomas Lawrence was 

considerably more of an investment, (7 July) at £157.10. It is a very fine 

painting and a traditional portrait of maternal love, and yet the value of the 

Singleton is in its unique insight into this musical family, whom he knew well 

having given Thomas and his mother painting lessons.58 

Lydia had ten children; the first son, another Thomas, followed his father 

into parliament and eventually became the 11th baronet at the age of sixty-two. 

His first marriage, to Mary Mordaunt in 1841, resulted in seven children, 

                                            

 

56 Joanna Baillie and Judith Bailey Slagle, The Collected Letters of Joanna Baillie 
(Madison: Fairleigh Dickinson University Press; London: Associated University Presses, 
1999), 21st October 1809. 
57 DRO 1148M ADD 23/Z11, Recollections written soon after Sir Thomas’s death in the 
form of a letter from I. J. T. Coleridge to Thomas’s daughter, Agnes, Mrs Mills: I. J. T. 
Coleridge, Some Few Personal Recollections of Sir Thomas Dyke Acland (Exeter, 1872), 
20. 
58 The original hangs over the fireplace in the music room at Killerton and is depicted 
in the National Trust guidebook and, more recently, on the cover of Mark Rothery and 
Henry French, Making Men: The Formation of Elite Male Identities in England, C.1660-
1900: A Sourcebook (Basingstoke: Palgrave Macmillan, 2012). 
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including Agnes (named after her aunt) who wrote her memoirs in old age, 

giving an insight into her grandparents’ life at Killerton. Owing to the early 

death of Mary Mordaunt in 1851, Agnes and her older siblings, were brought 

up by Mary Erskine, their mother’s cousin, who became Thomas’s second wife 

in 1856; Agnes related that her stepmother was much loved. Lydia and 

Thomas’s second son, Arthur Henry (1811-57), succeeded to the estates of 

Revd. Edward Berkeley Troyte in 1852, and he took on the surname of Troyte, 

and published some letters on music that will be discussed later in this thesis. 

Lydia Dorothea, who became ill and never married, sang and played the piano 

with some virtuosity, to which her remaining music bears witness. Their other 

surviving daughter, Agnes Lucy, married Arthur Mills and presumably removed 

her personal music and papers to the house in Bude that her father had built 

for them.59 Lydia’s only other daughter, Harriet Angelina died in infancy and is 

omitted from the family tree in the National Trust guide, but not only is her 

birth mentioned by Lydia, in a brief list of the main events of 1816, but there 

is a letter of congratulation, dated 4th January 1817, from Lady Clifford at 

Ivybrookes.60  

Despite at least ten pregnancies each, and the deaths of a number of 

their children, both Lydia Acland and Elizabeth Egerton maintained a practical 

interest in music after their marriages. They continued to buy sheet music and 

to sing and play both solo repertoire and chamber music, and to purchase 

subscription tickets for concerts and the opera. In the next chapter I will 

inspect musical instruments and their owners, with particular reference to 

those existing, but also recorded, at Killerton and Tatton Park.  

 

                                            

 

59 Acland, A Devon Family, 74. 
60 DRO, 1148M add/36/240, Jan 4th 1817. 
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2. Musical Instruments and their 

Significance 

Spinets, harpsichords and pianos were sufficiently expensive 
to be well outside the reach of the lower orders (not the 
case with many other instruments) and as such they were 
secure icons of social distinction.1  

 In the autumn of 1786, Sophie von La Roche (1730-1807), a German 

writer of novels, educational material, and travelogues, was staying near 

Windsor, in Berkshire. As a visitor to England, she offered a foreigner’s 

perspective on the contents of the English country house. On the fifth of 

October, she recorded a visit to Beaumont Lodge, the home of Governor 

Hastings,2 “The reception room is very large, luxuriously furnished, with a fine 

Indian carpet and a piano for decoration.” The following day, she was taken to 

Leonard’s Hill, the seat of Lord Harcourt,3  

The reception room is glorious, and contains, as do all good 
houses over here, chests in the finest workmanship, holding 
the necessaries for all kinds of games, and lined on top with 
books of all varieties and languages; a piano music, violin, 
and anything required for concert purposes…4 

Instruments, in both houses, are to be found in the reception rooms, where 

guests were entertained. 

In this chapter, I shall offer some technical descriptions and consider 

some choice examples of musical instruments for both men and women, 

                                            

 

"!Richard Leppert, Music and Image: Domesticity, Ideology and Socio-Cultural Formation 
in Eighteenth-Century England (Cambridge: Cambridge University Press, 1988), 154.  
) Warren Hastings (1732–1818) was the first Governor-General of India, from 1773 to 
1785. He married a German Baroness and bought Beaumont Lodge in 1786, where he 
lived for three years. 
$!St Leonard’s Hill was described, in a guide book of 1771, as "a noble edifice 
commanding a most extensive and delightful prospect of the Thames", bought by the 
3rd Earl Harcourt, whose family lived there until 1872. Lost Heritage site, viewed 31 -
08-2013. http://lh.matthewbeckett.com/houses/lh_berkshire_stleonardshill.html 
%!Marie Sophie von La Roche, Sophie in London, 1786: being the diary of Sophie von La 
Roche, trans. Claire Williams (London: Cape, 1933), 268 & 274.  
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within the home: ancient and modern, real and imagined. I shall uncover some 

of the history of the musical instruments in the possession of the Hoares and 

the Aclands alongside the Sykes and the Egertons. The focus of my interest is 

on the properties of their remaining instruments and those that are found in 

family records, or for which there are musical scores. Where the picture is 

incomplete, it will be supplemented by passing reference to the use and 

importance of musical instruments in other country houses, and those used by 

the fictional characters of contemporary authors.5 I shall conclude with some 

assessment of musical instruments as signifiers of fashion and acquisition, 

class and gender, as well as the means to exercise their owners’ creative 

musical intellect. 

2.1  The Harpsichord & the Piano Forte   

 Elizabeth Sykes grew up in a house where there was already an 

interest in music and where there were instruments at her disposal. In her 

article, "Musical Monuments for the Country House: Music, Collection, and 

Display at Tatton Park.", Jeanice Brooks cites a letter of September 1784, 

confirming that, in the year that Sir Christopher Sykes became a member of 

parliament, he owned at least two keyboard instruments, amongst other 

treasures in his newly inherited Yorkshire house.6 ‘Miss J.C.’, who visited 

Sledmere before Sir Christopher had it rebuilt, wrote to her sister, Nancy, that 

it was, “a very good one of its Age”, containing 

…plenty of Books, Pictures good, and Antiques, which keep 
one in constant amusement, besides Organ, Harpsichord 
etc.; which strange to tell I’ve exercised my small skill upon, 
before all the Party every day.7 

                                            

 

* The previously mentioned Beaumont Lodge and Leonard’s Hill, plus Castle Coole, 
Walton, Bayford, Boddlewyddan, Brynbella, and Charlecote. Jane Austen, (1775-1817), 
Fanny Burney (1752-1840), and William Thackeray (1811-1863) who was writing of an 
earlier age in his best-known novel, Vanity Fair. All use musical instruments as 
signifiers in both characterisation and plot. 
' Brooks, "Musical Monuments,” 516. 

+ Hull, U DDSY/1/101/21 
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It is an example of initially reluctant domestic performance in the country 

house, such as Jane Austen might have described, on an unidentified 

harpsichord that was at Sledmere when Elizabeth was seven. By the time Sir 

Christopher had added two new wings to the original house, he may have 

upgraded to the more fashionable pianoforte.8 As a young man, he was 

concerned to buy from the best instrument makers, and gives the impression, 

in his 1773 pocketbook, that he had taken advice upon the matter. He wrote 

down a list of the things an educated man might be expected to know.9 This 

included the best buildings of Inigo Jones and the books he deemed a 

gentleman should be reading. It also included a list of some of the very best 

musical instrument makers, as follows: 

Harpsichords; by Kirkman & Shudi 

Pianofortes; by Backers 

Organs; by Snetzler 

 

  In 1789, five years after ‘Miss JC’ played on the Sledmere 

instrument, Abraham and Joseph Kirkman made the harpsichord that is on 

display at Tatton Park.10 As a piece of furniture, it is a magnificent example of 

English cabinet-making at its best. (Image 2-1) 

 

 

                                            

 

8 Or, perhaps, the “etc.” was already referring to a grand piano forte by Americus 
Backers such as those exhibited at the Thatched House in 1771, just two years earlier. 
See Michael Cole’s information on: http://www.squarepianos.com/backers.html.  
#!Hull, U DDSY/102/5 & 6 

"&!The Tatton harpsichord was restored, with meticulous care and attention, in 1982, 
by Richard Clayson and Andrew Garrett. Previous work mostly had to be eradicated, in 
order to lessen the stress that had been caused by stringing at much too high a 
tension. The jacks and quills had also been badly altered so these, too, were rectified, 
but in such a way that the originals were conserved. 
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Image 2-1. Kirkman harpsichord of 1789, at Tatton Park, with permission. 

If the Kirkman were in the Egerton’s possession when Elizabeth Sykes married 

into the family in 1806, it would, perforce, have originally been purchased for 

the use of William Egerton’s third wife, Anna Maria Armytage11 (whom he 

married in 1786), but I have found nothing to back-up this theory. However, as 

this was an instrument which Sir Christopher Sykes aspired to own, when he 

made the list in his pocketbook, the harpsichord may well have been 

purchased for Sledmere, and then passed down to Elizabeth. She was the 

unmarried daughter who had remained at home when her parents died at the 

beginning of the new century.12 The assumption is that the Kirkman 

harpsichord was at Tatton Park in 1820, because there is a watercolour in 

which an instrument resembling it is relegated to the library, along with the 

valuable collection of antiquarian books; its position in the music room was 

                                            

 

""!She was the daughter of Sir George Armytage, 3rd Bt. and MP for York in the 1760s. 
(see www.thePeerage.com, Person Page 12541 accessed 8-11-2011) She died in 1799. 
")!Elizabeth’s older sister, Decima, had married in November 1795, as did their brother, 
Mark Sykes to Henrietta Masterman whose sirname he tacked onto his own. Sir 
Christopher Sykes died in 1801, and their mother died two years later. 
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presumably usurped by a grand piano forte.13 If the harpsichord belonged to 

Elizabeth, she may well have kept it as an important sound of her childhood, in 

addition to its suitability for earlier repertoire.14 

 The popularity of the two manual harpsichords manufactured by the 

Kirkman dynasty is evident in their very many surviving instruments. Jacob 

Kirkman was an Alsatian-Swiss cabinet-maker who came to London in the 

1730s, and worked for the harpsichord-maker, Tabel. Kirkman took over the 

firm on Tabel’s death and employed his elder half-brother’s son, Abraham 

Kirkman, whose own son, Joseph, joined the firm in 1789, (the very year the 

Tatton Park instrument was built). The fact that Kirkman left £200,000 when 

he died in 1783 is testament to his success. It is unsurprising that Sir 

Christopher Sykes listed Kirkman’s harpsichords as they enjoyed royal 

approval; Queen Charlotte commissioned one in 1766, and in 1786 Thomas 

Jefferson ordered his.15 Fanny Burney described Kirkman as, “the first 

harpsichord maker of the times”,16 although whether she was referring to 

Abraham or to Joseph is unclear, as her father’s 1788 instrument also had the 

shared name-board that is found on the Tatton instrument (Image 2-2).17 The 

                                            

 

"$!Tatton Park. Cheshire East Council, (Cheshire: 2010), 29. The painting is by J.C. 
Buckler (1793-1894), known for his topographical drawings. This is also included in 
Brooks. “Musical Monuments,” pl. 3, p. 535. Girouard, Life in the English Country 
House, 234, suggests that the library often contained, “every other kind of amusement” 
and he reproduces the 1828 painting by Turner of the library at Petworth House, in 
which there appears to be an open harpsichord.   
14 This would have been concurrent with her use of the piano, but as Peter Holman has 
established, the harpsichord did not become extinct during the nineteenth century. I 
am very grateful to him for sending me a copy of his paper, The Harpsichord in 
Nineteenth-Century England, presented at the first ‘International Conference for 
Historical Keyboard Instruments,’ in Edinburgh, 2011. 
15 Donald Howard Boalch, Makers of the Harpsichord and Clavichord 1440 to 1840 
(London: G. Ronald, 1956), 63. 
16 F. Burney, Memoirs of Doctor Burney, Vol. 1 (London, 1832), 24.  
17 Boalch, Makers of the Harpsichord, 65. Richard Clayson and Andrew Garrett restored 
the Tatton harpsichord in 1982, with meticulous care and attention. (Clayson & Garrett 
Early Keyboard Instruments of Lyminge, Folkestone, Kent.) Andrew Garrett is the 
National Trust’s advisor on keyboard instruments. Previous work mostly had to be 
eradicated in order to lessen the stress that had been caused by stringing at much too 
high a tension. The jacks and quills had also been badly altered so these, too, were 
rectified, but in such a way that the originals were conserved.  
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fine cabinet-work perfectly complements the Gillows furniture, bought by 

Wilbraham and Elizabeth for Tatton Park.18 

 

Image 2-2. The Keyboards of the Kirkman harpsichord at Tatton, N.T. 
photographed with permission.  

The Kirkman family business continued into the next century, by making 

pianos. The organist and glee-writer, R.J.S. Stevens, recalled a gift to his 

erstwhile pupil, Lord Thurlow’s married daughter,  

November the 19th 1807, I gave Mrs Brown a Grand Piano 
Forte with the additional keys: it was made by Joseph 
Kirkman, and was an admirable instrument. I gave him sixty 
guineas for it.19 

 The increasing interest in tone-colour prompted harpsichord makers 

to respond with additions to enable dynamic contrast. Abraham & Joseph 

                                            

 

18 Tatton Park houses the largest collection of late-eighteenth and early-nineteenth- 
century furniture by Gillows of Lancaster. See: Lindsay Boynton, Gillow Furniture 
Designs 1760-1800 (Royston: Bloomfield Press, 1995). 
19 R. J. S Stevens and Mark Argent, ed., Recollections of R.J.S. Stevens: An Organist in 
Georgian London, (Carbondale: Southern Illinois University Press, 1992), 154. The cost 
of this seems quite modest for a six-octave instrument and suggests, (if it were new) 
that he was given a trade-price, nevertheless, it seems an unusually generous gift.  
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Kirkman’s harpsichord at Tatton, has two extra mechanical devices: the 

‘Machine-stop’ and the ‘Venetian Swell’. The Machine-stop works as an 

eighteenth-century ‘remote control’; it is a pragmatic solution to the English 

‘dog-leg’ system that allows access to the same string from both manuals; as 

this was confusing and cumbersome when changing stops manually, it enabled 

a quick alteration of dynamics. It is a similar device to that designed for the 

organ, which simultaneously employs a number of pipes with the one stop or 

pedal, and it became de rigeur, from about 1760 onwards, in English double-

manual harpsichords such as the Tatton Park instrument. The Venetian Swell 

takes the form of an inner lid that is shuttered rather like a Venetian blind, 

with a pedal to operate a gradual, simultaneous opening and closing of the 

louvres in order to facilitate crescendo and diminuendo.20 It is no wonder that 

this fine harpsichord, with all the latest gadgetry, is to be found at Tatton, 

regardless of which family bought it originally.  

2.1.1  Out with the Old: In with the New 

 Elizabeth Sykes may have started her keyboard studies with 

harpsichord but her music, preserved today at Tatton Park, is mostly for ‘Piano 

Forte’. The Broadwood sales ledger shows that her mother, Lady Sykes, hired a 

piano about three years before Elizabeth married Wilbraham in 1806.21 A piano 

was probably required whilst in Bath, or one of the other spas, which they 

frequented for the sake of Sir Christopher’s failing health, between 1800 and 

1801. During the London season, Elizabeth Sykes spent time with her Egerton 

cousins in St James Square, and one can assume that if she were using a piano 

when in town, then she would also require one in the country. 

 There are no records for the early years of the Egertons’ marriage, 

and therefore no evidence of the purchase of a piano for Elizabeth, but it 

                                            

 

20 I am grateful to Christopher Nobbs for the preview of his paper. Christopher Nobbs, 
"Devices and Desires: The Machine Stop and Other Mechanisms," presented at the 
Proceedings of the ‘Harmoniques’ International Congress, 'Registres et couleurs à 
l'aube du romantisme' Lausanne 2008, publication forthcoming by Peter Lang, Berne.  
21 Broadwood Sales ledger (F) 1801-(1806) 2185/JB/29/3/1.It is unclear to which year 
between 1801 and 1806 this refers, but before Lady Sykes’ death in 1803.  
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should not be discounted; a grand piano was a likely and desirable item of 

furniture in 1806, as a harpsichord had been a generation earlier, even for 

couples who were less wealthy or less particularly interested in music than the 

Egertons. As Amanda Vickery points out,  

The entrance of a wife transformed a man’s house. Wedding 
bells announced the coming of the harpsichord, the 
backgammon set and sewing table to the affluent parlour; to 
jolly along the endless winter evenings of married love.22 

Although no early ledgers have been found, there is a later run of 

Wilbraham Egerton’s surviving account books in the Cheshire Record Office. In 

1833, there is a significant entry: “To Mr Joseph Kirkman for a Pianoforte by 

Draft, he allowing £4 for an old one - £85-5-0 on 21st June 1833.”23 This 

exchange proves that the Egertons did already possess a piano, which would 

have been essential for the music that Elizabeth and her daughter were playing 

at this time, even taking into account the dynamic gradations that were 

possible on a Kirkman harpsichord, with Venetian swell, a larger keyboard was 

necessary. The price proves the Kirkman piano must have been a grand of the 

latest specification, and thus appropriate for the magnificence of the music 

room itself. Square pianos were made in greater numbers, and they were sold 

at half the cost of a grand.  

 In fact, the Egertons had also bought a six-octave Broadwood square just 

a year earlier, which cost £39.3.6. but it seems very unlikely that they would 

have traded that one in, as its value would not have dropped so far.)%  The 

purchase of square pianos would, in any case, not have been intended to grace 

the music room at Tatton, although they might have been used in a 

                                            

 

))!Amanda Vickery, Behind Closed Doors in Georgian England (New Haven: Yale 
University Press, 2009), 16. 
)$ “To Mr Joseph Kirkman for a Pianoforte by Draft, he allowing £4 for an old one £85-
5-0 on 21st Jan 1833”, in Wilbraham Egerton’s account book Chester, DET/3229/11. 
24 “Broadwood & Co for a square Pianoforte by Draft 39-3-6 on July 2nd 1832” in the 
Account book, as above, and confirmed in the Broadwood ledger: “Broadwood & Co A 
6 Oc Sq pianofte & case Pianoforte by Draft 39-3-6 on July 2nd 1832”, to be delivered 
to Winchan Wharf, Cheshire. Thereafter they appear to have used Beale’s, for the hiring 
and tuning of instruments. 
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bedchamber or smaller reception room.)* A contemporary watercolour, entitled 

‘The Sisters’ Boudoir” (Image 2-3), gives an evocative impression of the 

instruments that were practised at this time, in such a setting. 

 

Image 2-3. The Sisters’ Boudoir, 1831, ©Bridgeman Education CJP107779. 

The square piano was the most portable, and may well have been found in 

ladies’ upstairs rooms as an instrument for practice, where it would have been 

warmer, and more private.)' 

Many people chose to trade-in their old plucked keyboard for a new 

pianoforte, but the Egertons were collectors. An unexpected purchase, 

recorded in Wilbraham’s account book of 1845, just three months before the 

                                            

 

25 Inspired by this research, there is now a Detmer square piano on loan to Tatton Park. 

26 In the childhood journal of Mary Mordaunt, first wife of Sir Thomas Acland, 11th Bt, 
she mentions on 2nd July 1821, “The piano forte and books were moved into the 
dressing-room.” DRO, 1148m/21(iv)/18. 
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death of his daughter, is to “Keith Prowse & Co. for a Barrel Piano Forte”, which 

cost him £19.8 6. The day before he recorded, “halfpence for Mrs Egerton’s 

school”, which prompts the idea that it may have been for that, rather than a 

novelty for home use.27   

The fast-changing design of the pianoforte in England at this time was, 

perhaps, equivalent to twentieth-century computer technology; people were 

regularly exchanging their keyboard instruments for the newest model, or 

erasing the dates upon the name-boards, in order to appear to have the latest 

and the best.28 There may well have been a necessity to keep up with the 

friends they met at concerts, entertained and visited, both in town and in the 

country, and whose names appear in connection with instrument purchases, 

piano hire and in court reports of concerts.29 

 As entries in the Broadwood ledgers show, the Hoare, Acland, and 

Egerton families, often hired instruments whilst in London, during the season. 

Broadwoods produced over sixty-four thousand square pianos before they 

ceased production of the model in 1866.$& The Broadwood square piano and 

the identity of its donor was of some significance within the plots of both Jane 

Austen’s Emma and Thackeray’s Vanity Fair, and in Fanny Burney’s Cecilia, the 

eponymous heroine takes her mind off her unrequited partiality for Delvile, 

                                            

 

27 Entries in Wilbraham Egerton’s account book for 14th and 15th August 1845, 
Chester, DET/3229/13. The spinning school had been founded by Elizabeth in 1810. A 
later unrestored example of such an instrument is to be found at La Ronde; the N.T. 
attributes it to John Longman c.1813. 
28 I am grateful to Christopher Nobbs for this private email to me, dated 10-12- 2009, 
“Dealers and owners and repairers, I'm sure, removed and altered dates to deceive - 
and later the serial numbers too were sometimes removed from obvious places for 
good measure.”  

29 Katrina Faulds, who is also researching at Tatton Park, has been very generous in 
sharing her research on the surrounding Cheshire county families and their activities, 
as reported in court circulars, with whom the Egerton family socialised and 
occasionally intermarried; they included the Grey family (the Earl of Stamford) at 
Dunham Massey hiring pianos from Stodart, the Leghs of Lyme Park, Sir John Fleming 
Leicester who became Baron de Tabley making purchases from Erard, the Stanleys at 
Alderley Edge, Sir Henry Mainwearing at Over Peover, Sir Robert Cotton of 
Combermere, the Cholmondeleys of Vale Royal, the Wilbrahams of Delamere House, 
and the Grosvenors of Eaton Hall. 
30 David Wainwright, Broadwood, by Appointment: A History (London: Quiller Press, 
1982), 327. 
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“She amused herself with walking and reading, she commissioned Mr 

Monckton to send her a Piano Forte of Merlin’s …”$". 

2.1.2  The Broadwood and the Banker’s Daughter 

 Amanda Vickery posed the question, “How should we write the 

history of the proper and the prosperous?”$) I want to explore the significant 

part that music played in this history, commencing with the Hoares of Mitcham 

Grove. Leslie Ritchie has argued that musical women contributed significantly 

to the formation of British cultural identity but, until now, the tastes of girls 

have rarely been credited with driving the market for music and instruments. 

In his study of “Growing up in England”, Anthony Fletcher suggests that music 

was a skill which parents encouraged their daughters to acquire, “to do credit 

to a gentleman’s residence.”$$ Richard Leppert has analysed eighteenth-century 

portraits to show the amateur pursuit of music as, “an outward sign of 

breeding and taste, in an age very conscious of both”; his choice of paintings 

highlights the pianoforte within the feminine domain, and as a tool in the 

securing of a husband.$% Leon Plantinga has pointed out that the piano was 

more: it was “the instrument of choice for private playing, for the celebration 

of sensibility and feeling in intimate settings.$* “The Banker’s daughter”, Lydia 

Elizabeth Hoare, and her pianoforte make a good case study, as she is the key-

                                            

 

31 Fanny Burney, Margaret Anne Doody and Peter Sabor, eds., Cecilia; or, Memoirs of an 
Heiress. By the Author of Evelina, 1782 (Oxford: Oxford University Press, 2008 
reissue), 460. The choice of this early piano maker, and inventor, was probably 
prompted by the author’s father, Dr Burney, who ordered an instrument with a double 
quill and hammer mechanism from Joseph Merlin (1735-1804) that was patented in 
1774. See the prefatory notes to Burney’s piano duets, Charles Burney and Pieter 
Minden, ed., Sonatas or Duets for Two Performers on One Piano Forte or Harpsichord 
(Moseler Verlag, 1988), introduction. 
32 Amanda Vickery, The Gentleman's Daughter, 1. 
33 Anthony Fletcher, Growing up in England: The Experience of Childhood, 1600-1914 
(New Haven, Conn.; London: Yale University Press, 2008), 220.  
34 Richard D. Leppert, “Music teachers of upper-class amateur musicians in eighteenth-
century England,” in Sound Judgment: Selected Essays, Ashgate Contemporary Thinkers 
on Critical Musicology (Aldershot, Hampshire, England: Ashgate, 2007), 179. See also, 
Richard Leppert, Music and Image.  
35 Larry R. Todd, Nineteenth-Century Piano Music (New York: Schirmer Books, 1994), 
12. 
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player (indeed, the keyboard player) in the acquisition of a grand pianoforte, 

Lydia’s personal dedication to music promoted a sense of self-worth and 

benefitted her relationship with her father, who purchased an instrument 

fitting to both her skill and her place in society. The progenitors of both 

pianoforte and player, John Broadwood and Henry Hoare, were two gentlemen 

who clearly established themselves as “proper and prosperous” and both had 

their own interesting lineage. 

 John Broadwood was apprenticed in 1761, to the Swiss harpsichord 

maker, Burkat Shudi, who had been similarly trained by Tabel.$' Ten years 

later, and married to Shudi’s daughter, Broadwood took over the running of an 

internationally renowned family business.  By 1784, they were building more 

pianos than harpsichords and, in 1795, John Broadwood & Son had seamlessly 

become the foremost piano manufacturer in London.37 John Broadwood’s 

industry and example enabled his eldest son to buy the Lyne estate, near 

Dorking, in 1799. James Shudi Broadwood continued to increase the acreage of 

his land and the library that he added to the house in 1830 marked him out as 

an educated man; he left a sizable property to his family when he died, exactly 

50 years later.$( He was also prepared to increase the compass of the 

pianoforte and, thus, the 6 octave instrument, promoted by  Jan Ladislav 

Dussek (1760-1812), was manufactured under his auspices.$#  

Born in 1786, Lydia was Henry Hoare’s last child and only daughter and, 

in sharing his love of music with her, Henry Hoare showed that a daughter, 

too, could reflect the paternal image. In Elizabeth Kowaleski-Wallace’s study on 

the fathers of the writers, Maria Edgeworth and Hannah More, she describes 

the desire for “a woman who can be educated to transcend weakness and folly, 

                                            

 

36 Jacob Kirkman had also been an apprentice of the harpsichord maker, Hermann 
Tabel (d.1738). 
37 See, David Wainwright, Broadwood, by Appointment, Michael Cole, Broadwood 
Square Pianos: Their Historical Context, and Technical Development: Together with a 
New Biography of John Broadwood (Cheltenham: Tatchley Books, 2005). 
$( Surrey History Centre. Broadwood archives. Estate Journal, series: 6975/1/ 

$# Komlòs, Katalin. Fortepianos and Their Music: Germany, Austria, and England, 1760-
1800 (Oxford: Clarendon Press, 1995), 20-21.  
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who can be nurtured to become her husband’s intellectual ‘partner’…”%& and 

this appears to have been the case in the education of Lydia Hoare. The 

serious pursuit of excellence in music was generally seen as either the 

province of the professional or, as has been much discussed, a suitable time-

filling occupation for daughters who, given taste and aptitude, would be a 

social asset to the family, as long as it was confined to the private sphere. 

There is general agreement that “Light Reading, Drawing, Music, Light and 

Ornamental Needlework’ ”, dancing to the harp and telling amusing stories 

were the pastimes to be visibly enjoyed in the drawing room, by girls, whatever 

they studied in private.%" Within the drawing room, in homes of the calibre of 

Mitcham Grove, musical instruments would have been an integral part of the 

furnishings, whether for use or ornament. A nice example of an obedient 

daughter, although fictitious, appears in Henry Fielding’s Tom Jones; Squire 

Weston liked to hear his daughter play popular airs on the harpsichord, and, 

…never relished any music but what was light and airy; and 
indeed his most favorite Tunes were Old Sir Simon the King, 
St George, he was for England, Bobbing Joan, and some 
others.%) 

The dutiful daughter preferred Handel. It cannot be proved that Henry Hoare 

actually played music with his daughter, but a large proportion of the 

collection consists of well-used accompanied sonatas that suggest that she 

took part in chamber music with her father or brothers.  

 Although the grand pianoforte with six octaves was something of a 

status symbol in itself, it became necessary for the newest repertoire.%$ It is 

                                            

 

40 Elizabeth Kowaleski-Wallace, Their Fathers' Daughters: Hannah More, Maria 
Edgeworth, and Patriarchal Complicity (New York Oxford: Oxford University Press, 
1991), 101. 
41 John Chapple, Elizabeth Gaskell the Early Years, 244. He refers to Phyllis D. Hicks, A 
Quest of Ladies: The Story of a Warwickshire School (Birmingham: Frank Juckes, 1949), 
65 and 72-5. 

42 Henry Fielding, Tom Jones (London: Collector's Library, 2007), 149. 
43 Tilman Skowroneck has argued that the drive for bigger and better instruments with 
a larger compass, came not from the composer or the maker, but from the customer. 
Tilman Skowroneck, “Stability & Change in Viennese Pianoforte Music,” University of 
Southampton seminar, 2011. Dussek published the first work for 6 octaves, his Grand 
Overture for four hands, in 1796, (found at Tatton MR 2-5.40), but very little was 
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also worth bearing in mind that “the sight of sound” or “the gaze of the 

listener” is a considerable part of the attraction, and the instrument thus 

needed to look as fine as its player.%% (Image 2-4).  

I 

Image 2-4. Grand Piano 1802, Photographed with permission of the N.T. 

Another extant Broadwood grand piano of this year was probably made some 

months later; it was commissioned with much attention to its appearance, with 

a case by Sheraton, liberally decorated with Wedgewood cameos and 

medallions, as a gift. Lord Belmore, the affluent owner of a handsomely 

furnished house, presented it to his wife on the birth of their first son, and it 

still resides at Castle Coole in Northern Ireland, another property in the care of 

the National Trust.45 

                                                                                                                                

 

published before the early 1800s. See: David Rowland, "Piano Music and Keyboard 
Compass in the 1790s." Early Music XXVII, 2, (May 1999): 283-293. 
%% Titles of works by: Richard Leppert, The Sight of Sound: Music, Representation, and 
the History of the Body (Berkeley; London: University of California Press, 1993) and 
Regula Hohl Trillini, The Gaze of the Listener: English Representations of Domestic 
Music-Making (Amsterdam: Rodopi, 2008). 
45 See: Peter Marsen, Belmore: The Lowry Corrys of Castle Coole, 1646-1913 (Belfast: 
Ulster Historical Foundation, 2007), 106-7.  
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 The Broadwood archive also reveals that both Lydia’s grand 

pianoforte and her harp were moved from Mitcham to 13, Manchester Square, 

on the 6th January 1808.%' This suggests that, in preparation for her wedding, 

and for leaving Mitcham Grove, she finished the London season at the house in 

Manchester Square. On the 9th April 1808, two days after her wedding, the 

piano was taken in for regulation and, two months later, when the house had 

been made ready for the new bride, her precious pianoforte was packed in a 

“New Case”, presumably a travel-box or cover, addressed to Killerton and 

delivered to a coaching inn, and from there by Russell’s Wagon to her marital 

home.%+ Both the Aclands and the Hoares remained customers of Broadwoods, 

and further entries are to be found in later ledgers. Once at Killerton, the piano 

would be joined by the organ, a wedding present, the provenance of which will 

be described later in the chapter. 

 Previously, this grand piano was assumed to have been an Acland 

purchase, but I have discovered that the Broadwood archives record that the 

Hoares both hired and owned square pianos; we can assume, from tuning and 

carriage fees, that Lydia was using these, both at Mitcham Grove and in 

London, during the season.%( From my perusal of the sales ledgers in the 

Broadwood Archives, I found that Lydia’s father, Henry Hoare of Mitcham 

Grove, bought a grand pianoforte from John Broadwood & Son on the 27th 

March 1802. The piano cost £84, and a leather cover was also purchased 

(making a total of £86-12-6, which he paid on the 13th of May that year.)%# 

Other grands were selling at this time for £73; this confirms Lydia’s as the 

                                            

 

%' S.H.C. Broadwood Sales Ledger H letters A – I. 1808 – (1811) 2185/JB/29/5/1 p.510: 
“H Hoare Esq. Fleet St & Mitcham (now Lady Acland) Jan 6 Carr. of GPf & Harp from 
Mitcham to 13 Manchester Sq.” (In the Porters’ Bk it is abbreviated to “6 oct GPf”, and 
no further mention is made of the harp). 
%+ S.H.C. Broadwood Porters’ Book, Wed 15th June 1808: “Taking 6 Octave GPf 
Regulated and Tuned in a New Case. Lady Acland Great Cumberland Place – address to 
her Killerton (near?) Exeter Devon, delivered … The Bull (?), Friday Street (?) goes by 
Russells Waggon.”  The bottom of this page is very badly faded by water-damage, but 
the porter was probably one going under the name of Larkin. 
48 S.H.C. Broadwood Sales Ledger H letters A – I. 1808 – (1811) 2185/JB/29/5/1 p.510, 
as before. 
49 S.H.C. Broadwood Sales Ledger (F) 1801-(1806) 2185/JB/29/3/1 p.47: “to a GPf  £84 
and leather cover £2.12.6. Total £86-12-6 May 13 by Bank.” 
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newer six-octave model, which Broadwoods had been making for about five 

years.*& Unfortunately, there is no Porters’ Book for the period and so the 

description of both serial number (2355) and keyboard size, which would have 

been entered when it was first delivered, cannot be substantiated.*" Nor does 

the serial number feature in other entries for tuning, or carriage of the 

instrument between Mitcham Grove and the Hoares’ London House in Fleet 

Street, but the date and cost for the initial transaction make it almost certain 

that this is the same Broadwood that is displayed at Killerton today: one of the 

earliest six-octave extant instruments, in original condition, although not in 

playing condition.*)   

Such is the factual history of the Broadwood piano, but its value was, and 

is, more than a monetary one. Its symbolic importance within this family, as 

demonstrated by the extraordinary portrait, executed by Henry Singleton (see 

Fig. 1-1), with the Broadwood at the heart of the painting. The portrait is a 

visible construction of domestic stability as much as a representation of status, 

and the piano embodies a means of communication more than a material 

asset.  

2.2  The Domestic House Organ 

Michael Wilson attributes the resurgence of interest in the house organ, 

between 1760 and 1790, to four phenomena.*$ Handel’s organ concertos had 

inspired a new interest in the instrument; John Snetzler was building desirable 

examples in the mid-century; after 1750, the inclusion of music rooms in plans 

for new houses became more usual, and contributed to the innovation of 

giving private concerts in the home.*% In short, the repertoire, the instrument, 

                                            

 

50 6 octave grands were starting to be made by Broadwood in the mid 1790s. 
*"! Records are therefore missing from 21 Nov 1800 to 13 Dec 1802 

*)!!See Appendix 1 for details. 

*$ Michael Wilson, The English Chamber Organ (Oxford: Bruno Cassirer, 1968). 

*%!The Duke of Chandos had installed a 3 manual organ of 18 stops at Canons Park, 
and Wilson, op. cit., lists houses that included music rooms: Hitchin Priory in 
Hertfordshire, Heaton Hall near Manchester, Packington Hall in Warwickshire, Norfolk 
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and the performance space made the private concert not just possible, but 

desirable. It should perhaps be added that, as previously intimated, for the 

Aclands, the organ might be an aid to Christian worship and the singing of 

sacred works. 

The memories within the autobiography of Mary Elizabeth Lucy (1803–

1889) compliment the earlier childhood experience of Lydia Hoare, as no 

diaries or memoirs of Lydia’s girlhood have come to light.**  Mary included a 

reference to the house organ at her Welsh, childhood home of Boddlewyddan. 

The instrument was situated in the hall, and every Sunday evening, she would 

be required to play Handel for her father.*' As a girl she knew Hester 

Thrale/Piozzi (1741-1821), who lived nearby, across the Clwyd valley, at 

Brynbella, and Signor Piozzi taught her on the upstairs parlour organ there.*+ 

Both instrument and composer were, apparently, considered suitable fare for 

the Sabbath. 

2.2.1  The Chamber Organ: Snetzler and the Case of the 

Missing Organ 

A recurring theme throughout this dissertation is that where the country 

house and its contents are concerned, preference was for the latest and the 

best, on the grandest scale. The Egertons’ and Hoares’ London houses in St 

James Square and Manchester Square, and Elizabeth and Lydia’s childhood 

homes of Sledmere and Mitcham Grove, were probably all furnished with 

chamber organs. As already mentioned, Sir Christopher Sykes had the best 

organ maker listed in his pocketbook. Snetzler, although of Swiss origin, came 

to England and built over a hundred very fine instruments. He had worked on 

                                                                                                                                

 

House (neighbours of the Egertons), in St James Square which is now exhibited in the 
V&A, and there was also one planned for Keddleston. 
55 Mary Elizabeth Lucy, Mistress of Charlecote: The Memoirs of Mary Elizabeth Lucy 
(London: Gollancz, 1983), 106. 
56 Ibid., 18.  

57 The one time Italian singing master to Hester Thrale’s children, whom she married in 
1784, after the death of Henry Thrale, with the disapproval of Dr Johnson and her 
other friends. 
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the organ at Holy Trinity Church, Hull, when Matthias Horden/Hawdon was the 

organist, and, even nearer to Sledmere, Snetzler also built an organ for 

Beverley Minster between 1767 and 1769, which was finished the year that 

Matthias Hawdon took on the organist’s post there, and despite much 

rebuilding work since its installation, some of the pipework remains.!" This 

organ must have been known to Sir Christopher Sykes, when he visited his 

mother in Beverley.  

If Sir Christopher Sykes commissioned and bought his chamber organ 

before Snetzler retired in 1781, it would have been before he started the 

ambitious renovations to his house. Work continued on Sledmere into the 

1790s, but letters from Joseph Rose mention the cornice and mouldings in 

1793.59 There is an entry of “organ” in the account book for a payment of £35, 

that same year, but this could have been a further payment or for additional 

work, as it seems a modest sum. Although Snetzler died in 1785, the business 

continued.60 The false pipes of the lone organ case, that originally housed the 

Snetzler organ, remain impotent in the music room at Sledmere. There is no 

mechanism left, and even the keyboard was removed and recycled many years 

later, to furnish inlay ornament for a four-poster bed, in the orange bedroom, 

after the fire of 1911.'"  

Along with the previously described instrument at Killerton, the fine 

house organs, that flourished around 1800, are sad relics of a musical 

                                            

 

*( www.beverleyminster.org.uk/worship/music/the-organ Watkins Shaw, The 
Succession of Organists: Of the Chapel Royal and the Cathedrals of England and Wales 
from c.1538 : Also of the Organists of the Collegiate Churches of Westminster and 
Windsor, Certain Academic Choral Foundations, and the Cathedrals of Armagh and 
Dublin (Oxford: Clarendon, 1991). See also, Alan Barnes and Martin Renshaw. 
"Snetzler, John." Grove Music Online. Oxford Music Online. Oxford University Press, 
accessed September 1, 2013, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/26047. 
59 Hull, U DDSY/10/18 typescript of Sykes Letters & Papers (1783-93), 241. 
60 The organ he built for Lodge Canongate Kilwinning, Edinburgh cost £70. “The 
original specification was for a single instrument, of 4! octaves with the characteristic 
Snetzler reversed black and white, narrower keys and 6 stops.” See 
http://www.lck2.co.uk/new-The_Snetzler_Organ.html, accessed 1-9-2013. 
'" This was pointed-out to me by Sir Tatton Sykes, August 2011, and illustrated in the 
2008 Sledmere guidebook. 
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tradition that is all but lost, despite their value as fine furniture. Kent, Adam, 

Wyatt and Chippendale were all employed to design and build organ cases that 

would grace a music room.62 The architect’s drawings for the music room at 

Tatton Park show that a house organ was intended, but did not materialize, as 

a bookcase was inserted in its place (Image 1-6). The instruction books for 

organ that remain at Tatton Park prove that Elizabeth probably learnt before 

she went away to school, and years later, the Egertons offered a monetary gift 

for Charity Sermons in aid of a New Organ, to be installed in the Egerton estate 

church of St Mary, Rostherne.'$  

2.2.2  “Love for Lydia”: The Gift of an Organ 

 At Killerton, the chamber organ was not merely for display (Image 2-5) 

and like the Broadwood piano, it can no longer be considered as a gift to Lydia 

from Sir Thomas, although it was made in celebration of their marriage.'% 

Lydia’s use of the organ seems to have been established in girlhood, when she 

may have played Handel’s Seven Sonatas or Trios with her father or brothers.65 

In very light pencil, is written a letter, that may be an “H” or a “W”, followed by, 

“& L org.” It proves she chose to play the organ in this secular music, and it is 

                                            

 

62 William Kent, (c.1685 – 1748), architect and designer of landscape and furniture; 
Robert Adam (1728 –1792), Scottish architect and leader of the classic style; James 
Wyatt (1746 – 1813), rival of Adam, designing in both neo-classic and neo-gothic 
styles; Thomas Chippendale (c.1718 – 1779) cabinet-maker and furniture designer. 

63 Tatton MR 2-4-43, contains three such works for organ from the early 1790s (see my 
Handlist). Charitable payment is found in Wilbraham’s Account book, 30th July 1837, 
Chester, DET/3229/12. The current Hill organ was rebuilt and installed in the church 
at Rostherne in 1968, but the Egerton chapel, with its memorials to the family, remains 
as the Lady Chapel, to the right of the altar. 

64 The section heading quotes the title of a semi-autobiographical novel by H.E. Bates, 
first published in 1952. Anne Acland. A Devon Family, 45. Anne Acland described 
Henrietta Fortescue’s delight in the preparations for refurbishing Killerton for the 
marriage of her son, Sir Thomas Acland, listing the building of the organ alongside 
choosing new carpets and the new furniture that they commissioned. The altered 
instrument can be heard on a recording by Paul Morgan: Priory Records, PRCD 004. His 
CD notes mistakenly perpetuate the notion that the Killerton house organ was 
commissioned by Sir Thomas Acland.  
65 Samuel Arnold’s edition of Handel, at Killerton, includes a volume, Killerton 2 31 A, 
bound and entitled, Water Music, Alchemist, Fireworks, Sonatas. The seven Sonatas or 
Trios for 2 violins or 2 German flutes and violoncello contain pencil markings on pages 
40,42,62 etc. 
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possible that she played the bass line with the second solo part, as there is an 

absence of further figures in pencil, or any written part for the right hand. 

Michael Kassler kindly drew my attention to a letter from Samuel Wesley 

in 1807; it suggests that Samuel’s brother, Charles Wesley, expected a 

commission from Henry Hoare on completion, as it was he who had 

recommended William Gray to Henry Hoare. Samuel Wesley wrote, 

I called on Gray, the Organ Builder, who had been closely 
confined by reason of an Accident he met coming out of his 
Carriage, by which he has hurt his Leg so as to have been 
laid up this Month past. - The organ of Mr Hoare cannot be 
finished (in Consequence of this Mischance) for some Weeks 
to come, therefore, of Course, the Remuneration due to you 
will be deferred until this Event shall take place.66 

Robert Gray set up an organ-building business, first known in 1772,'+ and 

his brother William had joined him by 1784.'( The firm was building chamber 

organs as well as larger instruments for the new churches, as London 

expanded beyond the city.'# Many of these organs were enlarged and rebuilt in 

the following century and, unfortunately, the house organ at Killerton suffered 

a similar fate, and is no longer in its original condition. The Killerton organ is 

still a small instrument but it now has two manuals of four and a half octaves 

                                            

 

66 Samuel Wesley and Philip Olleson, The Letters of Samuel Wesley: Professional and 
Social Correspondence, 1797-1837 (Oxford; New York: Oxford University Press, 2001), 
47. 
67 Leigh Street, Red Lion Square. Douglas Bush and Richard Kassel, The Organ: An 
Encyclopedia (New York: Routledge, 2006)), 230. On 22 February 1785, an organ to 
Gorhambury House, nr St Albans, cost £15. 
68 William is also referred to as his son in some references, but Bush & Kassel state that 
it was William’s son, John Gray who then continued the business with Frederick 
Davison and married Gray’s daughter, Burghley House has a harpsichord-shaped 
chamber organ by Robert & William Gray; they had also made an organ in 1796 for the 
Rt. Hon. Spencer Perceval, who became Chancellor of the Exchequer, and Prime 
Minister in l809. This organ, said to have been lent to Napoleon, now resides in St 
Peter’s Anglican Church, Old South Head Road, Watson’s Bay, New South Wales, 
Australia. See Bernard Edmonds, “Notes & Queries”, (July 1980, Vol IV, No.3), British 
Institute of Organ Studies, and the following website, accessed 5-08-2013, 
www.ohta.org.au/organs/organs/StPetersWatsonBay.html  

69 These included St Paul’s Covent Garden in 1798 and St Martin-in-the-Fields in 1800. 
William Gray’s 1808 chamber organ is in St Botolph’s Church, Trunch, Norfolk but was 
rebuilt in 1957. Michael Wilson, The English Chamber Organ, 70-71. 
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and the addition of a pedal board which would have then been a fairly recent 

phenomenon, as it was virtually unknown in England, before Vogler introduced 

it in 1790, with his improvements to the Pantheon organ.70 

 

Image 2-5. Killerton House Organ by William Gray. N.T. with permission 

Henry Dyer & Son of London rebuilt the organ in 1901.71 Dyer came well 

recommended, and there was a quasi line of descent, his having worked for 

Gray & Davison for twenty-four years.72 Henry Dyer’s suggested plans included 

the addition of another swell manual to the organ and necessary couplers, a 

                                            

 

70 McVeigh, Simon, Concert Life in London, 88. 
71 64, Burghley Rd, London NW. 
72 John Gray was the grandson of Robert Gray and Frederick Davison and joined John 
Gray in 1842, having married his daughter. Nicholas Thistlethwaite. "Gray & Davison." 
Grove Music Online. Oxford Music Online. Oxford University Press, accessed August 5, 
2013, http://www.oxfordmusiconline.com/subscriber/article/grove/music/11668. 
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pedal organ of twenty pipes, CCC to G, and engine & bellows (using an 

electrical blower but with some hydraulic power also) to the main organ.73  

On the fourth of August, Henry Dyer wrote with pride (and those of us 

who would like to have heard it in its original state, read with sorrow), “It has 

been necessary to practically make a new organ. All the interior is new.” A 

month later, on the eighth of September, he was nearly ready to commence 

operations at Killerton, 

I suppose the floor is down in the hall so we can get on with 
the execution of the main part of the organ. I am putting 
quite a new interior to the organ and feel quite sure you will 
be well pleased with the work when you see it.  

His bill came in, on the ninth of February 1901, with an offer to tune it twice a 

year for the fee of £6. 

2.2.3  “The Haunting Spectre of the Might-have-been” 

 When Samuel Sebastian Wesley (1810-1876) accepted the post of 

organist at Hereford Cathedral, in July 1832, he would have hoped for a fine 

musical instrument to serve his impressive skills, and indeed, the organ was 

undergoing a major restoration which enabled Wesley to perform the elaborate 

pedal part in his anthem The Wilderness, for its reopening on the sixth 

November 1832.74 When he left Exeter Cathedral, ten years later, to go to 

Leeds, he did so in the knowledge that if the Exeter organ were to continue to 

serve and contribute to the performance of music for the grand tradition of 

cathedral worship, in Devon’s capital city, it too had to undergo major 

reconstruction.75  

The death of the Wesley’s nine-week old daughter, in 1839, may have 

blighted Samuel Sebastian’s career at Exeter and he perhaps found solace in 

                                            

 

+$ DRO 1148/M Box 9/1. For details, see Appendix 2.  

+% G. E., Aylmer and John Tiller, Hereford Cathedral: A History (London: Hambledon, 
2000), 473. 
+* Gerald W.Spink, "Samuel Sebastian Wesley: A Biography," The Musical Times 78, no. 
1128, February (1937): 150. 
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taking up his fishing tackle.76 It has been widely stated that he and his wife 

visited Killerton, to give Lady Acland her organ lessons and enjoy some fly-

fishing; he left his post for a few days at a time, according to his apprentice, 

William Spark. 77  Lydia and Thomas Acland would have been sympathetic 

hosts, as they had also lost a new-born daughter twenty years earlier, but more 

recently, in 1837, two of their sons: Charles Baldwin (born in 1812) at sea, and 

their last child, Reginald Dudley, who was still a boy. The Wesleys might also 

have visited the other Devon home of the Aclands, that of Holnicote, north of 

Exmoor. Holnicote was much further away but it offered two rivers for fishing 

within the estate, which Killerton did not. For Wesley, either place would have 

been a welcome escape, from the busy city, from his difficult relations with the 

Dean and Chapter, and from the problems with the cathedral organ. Although 

he later regretted having left Exeter in 1842, the lure of a good new 

instrument made the move to Leeds an attractive one.78  

 The dates of the building of a chapel on the Killerton estate (1838-

41) coincide with the dates when Samuel Sebastian Wesley was organist at 

Exeter Cathedral, visiting Lydia and Thomas Acland. This led me to consider 

whether the two sets of Three Pieces for a Chamber Organ, that he dedicated 

to Lady Acland might have been composed for an organ in the chapel, rather 

than the house organ which was inadequate for the demands of the music. The 

copies, once owned by Martin Cawood, in the British Library, have a note 

signed by M. Cawood, stating, 

This Set of voluntaries was composed in the latter part of 
1841 while Dr. Wesley was staying with me. They were 
dedicated to Lady Acland but were found to be too difficult 

                                            

 

+' Spink, “Samuel Sebastian Wesley”, The Musical Times 78, no 1132 (June 1937): 537. 
The catalogue of his effects, including fishing tackle is now in the British Library.  
++!!William Spark, Musical Memories,... Second Edition (London: Sonnenschein & Co., 
1888), 69, is quoted in Peter Horton, Samuel Sebastian Wesley: A Life (Oxford: Oxford 
University Press, 2004), 119.  
+(!He had played this organ for the consecration of Leeds Parish Church in 1841, half a 
year before, so he knew this organ: www.leedsparishchurch.org.uk/Music/Organ/2/ 
accessed 19th November 2011. In a letter to Dr Linnington Ash, of Holsworthy, Devon, 
he said that if there were a post on offer in Devon, “I should be tempted to close with 
it.” Quoted by Spink, “Samuel Sebastian Wesley”, The Musical Times, May (1937): 78. 
no. 1131, 438. He chose to be buried in Exeter beside his infant daughter. 
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for her Ladyship – Dr Wesley consequently wrote a second 
set in an easier style.79 

It is not possible to verify Cawood’s statement, as there is no surviving original 

copy of either set of the pieces at Killerton. Whether they were technically too 

difficult for Lydia, depends on whether she had an instrument with a pedal-

board at her disposal, although she could have managed the ‘Choral song’ and 

‘Fugue’ on two manuals. Martin Cawood may have resented the aristocratic 

dedication; it is bound with other organ music belonging to Cawood’s wife, 

which implies that she was capable of playing the Wesley pieces, and perhaps 

Martin Cawood thought she should have been named on the title page. The 

most likely explanation of his comment is that they were not feasable as the 

keyboard compass on the house organ was insufficient, and, as Peter Horton 

suggested to me, the dedication was merely intended as a graceful gesture of 

thanks;80 but could there have been another organ in the Acland’s possession, 

or readily available to her?  

 By 1838, the three eldest Acland sons were adults, and had grown 

away from their mother’s evangelical persuasion, although not the Christian 

principles and faith of both parents. They were strongly influenced by the 

Tractarian Oxford movement, when the Aclands decided to build a chapel for 

weekly worship within their grounds on the Killerton estate.81 Sir Thomas had 

strong convictions about the design, which he wished to be in emulation of the 

chapel at Glastonbury, named for St Joseph of Arimathea (Image 2-6).  

                                            

 

+#!British Library shelfmark: h.2733.w.(4) and (5). 

(& I am grateful to Peter Horton for his private email, 3-10-11. For further details of the 
pieces, see Peter Horton, Samuel Sebastian Wesley: A Life (Oxford: Oxford University 
Press, 2004). 
(" Arthur H.D. Acland edited the privately printed, Memoir and Letters of the Right 
Honourable Sir Thomas Dyke Acland (London, 1902), 85.  It deals largely with the 
political and religious life of Thomas and Lydia’s eldest son, the 11th Baronet. 
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Image 2-6. The Chapel on the Killerton Estate. N.T. with permission 

Although the architect, C.R. Cockerell, was not entirely in agreement with the 

plan, a compromise was reached, and work proceeded between 1838 and 

1841.82 

The original interior panelling and seating, as discussed in Cockerell’s 

letter of 22 May 1841, are attached to the walls, and this makes it difficult to 

imagine that an organ was part of the initial design. The Consecration of the 

chapel was held on the 21st of September 1841. The sheet explaining ‘the 

Form & Manner of Consecrating a new church or chapel and burying ground 

for the congregation in the chapel of the Holy Evangelists Killerton’, is very 

heavily annotated by Sir Thomas, and includes many alterations in wording.83 

Psalm 102 is specified, and it mentions “Psalms Sung”, in addition to which, 

there is printed music of the chants and words, with a keyboard 

accompaniment printed beneath, so the question remains as to whether or not 

there was a keyboard instrument in use, either especially for this occasion, or 

subsequently. A year later, in 1842, the morning after his first wife, Mary, had 

given birth, Thomas wrote euphorically to his mother, “I know not why, I just 

                                            

 

()!DRO 1148/M 19/14 

83 DRO 1148M/Box 20/6 
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remembered the Killerton chanting of the evening Psalms with gratitude, and I 

though[t] how much we owed to you.”84 

 It is hard to believe that instrumental music was absent in the 

chapel in Lydia’s day, and perhaps the very existence of the gallery in the 

Killerton Chapel suggests that West Gallery musicians may have been 

employed, as was the case at All Saints, Selworthy on the Acland’s Holnicote 

estate, where there is no evidence for an organ until 1879.85 Thomas Hardy 

gave a vivid picture of the amateur church-musician who played in the West 

Gallery of a Sunday in his mother’s day,  

A CHURCH ROMANCE 

Thomas Hardy. (Mellstock: circa 1835) 

She turned in the high pew, until her sight        
Swept the west gallery, and caught its row            
Of music-men with viol, book, and bow         
Against the sinking sad tower-window light. 

She turned again; and in her pride's despite       
One strenuous viol's inspirer seemed to throw        
A message from his string to her below,          
Which said: "I claim thee as my own forthright!" 

Thus their hearts' bond began, in due time signed.     
And long years thence, when Age had scared Romance,                                                                 
At some old attitude of his or glance                    
That gallery-scene would break upon her mind,  
With him as minstrel, ardent, young, and trim,  
Bowing 'New Sabbath' or 'Mount Ephraim'.86 

The music thus created could not, perhaps, be compared to the finest parish 

church or cathedral organ accompaniments. Mary Lucy of Charlecote, 

Warwickshire, described a similar solution at the Charlecote church, the first 
                                            

 

84 Acland, A Devon Family, 87. 
85 This was confirmed by Carole Elliott, the Administrator, of the Holnicote Estate who 
agreed that the Aclands used Selworthy church; I am grateful for her email to me, 
dated 24.11.11., “At the west end of the nave is one of the best designed galleries in 
the country ....  From 1750 onwards the musicians occupied it and the congregation 
turned round to face them during the psalms.  An organ was provided by the 
parishioners in 1879 - it stood in the north-east corner of the church until 1914.  The 
instrument now in the gallery came ... in 1984 thanks mainly to a generous legacy.” 
86 Thomas Hardy, “A Church Romance”, Saturday Review, (8 September 1906). 
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Christmas after her marriage, when she wrote, “I sadly missed the fine organ 

and choir of St Asaph Cathedral. Our music was a bassoon and a few voices, 

mostly out of tune.”87 At Broadclyst church, the nearest parish to Killerton, 

instruments accompanied Mr Ashe, the organist from Exeter, who was giving 

music lessons to the Acland children.88 The description, as related by Lydia and 

Thomas’s grand-daughter, Agnes Acland, is very similar to the practice at 

Selworthy, raising the suspicion that this was the origin of that information, 

but, at Broadclyst, there was also an organ in the gallery. These recollections 

were handwritten, looking back to her childhood, in the mid 1800s and were 

found in an exercise book, at Killerton. Speaking of Sunday afternoon 

attendance at Broadclyst, she writes:  

The music was very poor, the organ and singers were in the 
gallery, and the labourers who sat in the centre of the 
church used to swing round to the organ when we sang the 
hymns, Uncle Leonard read the bible and gave excellent 
simple sermons… Hymns Ancient & Modern came in as a 
great contrast to the Tate and Brady’s psalms, or the duller 
hymn books which the parents’ generation had used, there 
was also some singing of Mozart’s twelfth mass, which I 
learnt to accompany.89 

Killerton chapel was used for morning worship and Agnes Acland stated,  

                                            

 

87 Lucy, Mistress of Charlecote, 33. Charlecote is, also, now in the care of the National 
Trust. 
(( Mentioned on page 86 of a manuscript notebook, The Recollections of Agnes 
Henrietta Anson, nee Acland. It is presently in the safe keeping of the National Trust. 
(# Ibid. 102. She has mistaken her uncle’s name, as Leonard, for the 
Revd. Peter Leopold Dyke Acland, M.A. (1819-1898), he was Prebendary of Exeter, 
Rural Dean, and Vicar of Broadclyst, Devon. Mark Everist has written, in reference to 
the Twelfth Mass, “For the world of Mozart scholarship, the composer’s so-called 
‘Twelfth Mass’ is a closed case. Despite its great popularity in the nineteenth and 
twentieth centuries, so the argument goes, the work is clearly not by Mozart, but 
probably by Wenzel Müller; it is therefore consigned to K. Anh. 232 / C1.04. With the 
exception of its presence in recent studies of Novello’s publishing house (who was 
responsible for its first publication in 1819, and who assigned its number), the work 
has sunk without trace from the field, deprived of a critical edition, professional 
modern recording or a place in the history of music. But for the nineteenth and much 
of the twentieth centuries, Mozart’s ‘Twelfth Mass’ was – together with the Requiem – 
his most popular sacred work, and for the composer’s biographer Edward Holmes it 
could rival Don Giovanni and Die Zauberflöte in nineteenth-century musical 
affections.”: http://www.soton.ac.uk/~me/current%20research.html accessed 
December 28, 2011. 
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…our services in the chapel were without any music at all (I 
believe my Grandfather refused music unless it was first 
rate) & the chaplains were often rather dull.90 

The fact that there was no chapel music in these later years does not rule out 

the previous presence of instruments, but it is further evidence to support Sir 

Thomas’s musical discernment. It might also be remembered that Sir Thomas 

Acland was mourning the loss of his wife, and Killerton had taken on a more 

sober atmosphere since the death of Lydia, in 1856.91 

 Sir Thomas Acland, 10th Baronet, died in July 1871; four months 

later, his son was in communication with an organ builder, G.M. Holdich, 

concerning the possible installation of an organ in the chapel and it does seem 

to add weight to the theory that there was not one already in place.92  A letter 

in violet ink, dated Nov. 16th 1871, has been preserved, with a “Plan of an 

organ for Sir Thomas Acland’s Chapel at Killerton near Exeter.” The proposal 

for two rows of keys and an independent pedal organ shows a scheme to 

accommodate the music of its day. The greatest difficulty in forming a design 

for the organ was to fit the pipes around the large rose window; a scale-

drawing on browned tracing paper is packaged with a note to this effect:  

Sir, My foreman and myself have been setting our wits to work as to 
how best contrive an organ for the chapel at Killerton I send you a plan 
and full particulars, it will be rather a peculiar organ but a great deal of 
grand music may be got out of it, the space is so very contracted and 
the height from the gallery floor to the bottom of the window so little 
that I find the only possible way to save the window is to divide the 
organs as shown in the plan I should be glad to know if the measures 
are correct.  

An ensuing letter, black-edged from M.L.A. to her “dear uncle”, on 21st Nov. 

1871, shows that other members of the family were involved in this new 

scheme. Having been to the chapel with a pole and tape, she sent him the 

measurements (as Holditch required). She finishes by asking “where are the 30 

                                            

 

#& Lucy, Mistress of Charlecote, 94. 

91 His friend, Robert Inglis had died earlier in the year, and his son, Arthur and his wife 
followed within the year, Acland, A Devon Family, 72 -73  
92 DRO, 1148 M Box /9/1. 
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persons now seated there to go? - - !” Maybe this was the deciding factor, or 

maybe it proved too expensive, but no organ appears to have been built for 

the chapel by the eleventh baronet, and today is the early twentieth-century 

one supplied by ‘The Positive Organ Company’.#$ This Victorian episode serves 

to prove that there was no originally designed space for an organ, and it 

appears that an earlier instrument must continue to be wishful thinking, and a 

different disappointment from the missing Snetzler at Sledmere.94 

2.3  Masculine interest in Musical Instruments: 

Purchasing Power 

Musical instrument manufacture was a masculine occupation in England, 

in the eighteenth and nineteenth centuries. There is no English equivalent to 

the fine Austrian piano maker, Nanette Streicher, whose workshop, Lady 

Acland actually visited, in Vienna, in 1814.95 The majority of musicians who 

played instruments professionally, were men,96 and the majority of purchasers 

of musical instruments were men, although the major instruments described in 

this chapter, were bought for women to play. The men, within the two families 

whose histories I have researched, were not uninterested in music, however. In 

addition to the keyboards for their houses, they did purchase instruments for 

                                            

 

#$ Thomas Casson, a banker from Denbigh retired early to build ‘Positive’ organs with 
devices to enable melodic and bass effects from single manual instruments. David 
Drinkell’s article, Organs in Suffolk Churches. www.suffolkchurches.co.uk.  
94 The section heading is a quotation from, John Jeffery Farnol, The Money Moon. A 
Romance ...  (London: Sampson Low & Co., 1911), title of Chapter VI. 
#*!Nannette Streicher was described by Burnett as “history’s most famous female 
builder of pianos.” Richard Burnett, Company of Pianos (Goudhurst: Finchcocks Press, 
2004), 129. In the Vienna diary of Thomas Dyke Acland, 10th Bt. S 1148/M/9 is to be 
found, dated Nov 19th – 25 1814, the pencilled notes. “Lydia went with Hammer to a 
concert at Streicher’s a favor for Amateurs - heard Prince Radzini play & sing from his 
own composition a piece of Dr Faust.” Von Hammer was a historian living at Gratz, 
who introduced the Aclands to the Archduke John (with whom a lasting friendship was 
formed) and showed them the sights. Arthur H. D. Acland, Memoir and Letters, 4. 
#' Nicholas Salwey, “Women Pianists in Late Eighteenth-Century London” in Susan 
Wollenberg and Simon McVeigh, Concert Life in Eighteenth-Century Britain (Aldershot, 
Hants, England; Burlington, VT: Ashgate, 2004), 273. Nicholas Salwey writes 
“numerous young women did excel at the piano and did so on the public platform 
alongside the leading male pianists of their generation.”  
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their own use, the choice of which seems to fit with the generally received 

gender stereotypes as outlined by Leppert and others.97 In general, the musical 

instruments that personally attracted the male aristocracy were portable, and 

learnt in order to occasionally accompany friends and family members. 

Christopher Simon Sykes quotes a letter from Christopher Sykes dated 6 May 

1770, 

I have begun a new study, to add to all my other business. 
Music as far as it depends upon Mathematical principles, & 
strum a fiddle an hour or two every day.98  

His elder son, Mark’s mania for book collection probably eventually eclipsed 

any active musical interests,##!but later extended to the purchase of the 

complete Arnold Handel edition, and the important Hayes Purcell manuscripts 

that now have pride of place in the Tatton Park collection.100 In 1790, Sir 

Christopher Sykes was looking into buying stringed instruments.101 His 

pocketbook for that year shows a shopping list that he obviously intended as a 

reminder, when next visiting Samuel Knapton’s shop in Blake Street, York. 

After noting down a selection of liquors, there follows in his handwriting, in 

pencil, “B.W. Seal/Knapton/Bass Viol/Instructions/for ditto/Guitar one/size 

smaller”. The English guitar was mostly played by women, and the size is also 

suggestive of its intended destination, for Decima or Elizabeth; I favour the 

former as there is no significant music for guitar within the collection at 

                                            

 

97 Richard Leppert, Music and Image, and Rothery and French, Making Men. See also, 
the frontespiece of: James Hook, Guida Di Musica Being a Complete Book of 
Instructions for Beginners on the Grand& Small Piano Forte with Progressive Lessons 
Principally Taken from the 37th Opera of James Hook to Which Is Added a Collection of 
Familiar Subjects, Etc. Op 37. (Dublin: T. Cooke & Co. 1810 WM). The frontespiece 
depicts a chamber-music group with a female keyboard player and female harpist 
facing a violinist and flautist, both male, and a male cellist behind her is reading over 
her shoulder. When Challoner brought out his instruction book similarly entitled, he 
also showed a woman seated at the keyboard with another playing the harp, and a 
gentleman playing violin. N.B. Challoner, New Guida Di Musica or Book of Instructions 
for Beginners, on Pf to Which Is Added a Variety of Fingered Lessons from the Works of 
the Most Eminent Masters… (London: Skillern and Co., 1810, [1812]). 
98 Christopher Simon Sykes, The Big House, 40.  
99 Catalogue of the Splendid, Curious, and Extensive Library of the Late Sir Mark 
Masterman Sykes, Part the First (London, 1824). 
100 Brooks, "Musical Monuments,” 528, footnote 56. 
101 He inherited the title when his father died in 1783.  
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Tatton, and Decima’s music would have left Sledmere on her marriage in 

November 1795, and consequently been handed down through the Foulis 

family. 102  A bass viol, by which he may have meant a violoncello, was entered 

in his accounts as purchased for eight guineas on the 15th December 1790, 

along with some scores from the music publishers, Prestons.103  

Ten years after her father purchased what was probably a cello, Elizabeth 

Sykes spent time copying music with her cousin, Mary Egerton, at St James 

Square, in a house that was owned by the Egerton family for about a hundred 

years.104 The manuscript contains some lines for the ‘cello and this instrument 

must have also been procured for Mary’s brother, Wilbraham Egerton, as I 

found his signature on two tutor books in the un-catalogued piles of unbound 

music, at Tatton Park. The dates of Reinagle’s tutor and duet books suggest 

that Wilbraham must have been learning the ‘cello, as a young adult, around 

1800.105 It would seem likely that Wilbraham wanted to join in the music 

making of his sister and his cousin, in the years leading up to his marriage. 

After her parents died, Elizabeth was no longer the younger daughter who was 

destined to stay at home, looking after them. It is not clear how able 

Wilbraham became, but there are plenty of accompanied sonatas with 

separately bound basso and violoncello parts from this era, with Elizabeth 

Sykes names upon them.106 

                                            

 

102 Leppert, Music and Image, 162-168 on the English guitar. 

103 1790 Pocket book, Hull, U DDSY/102/21. 
"&%!There are three Robert Birchall manuscript books, mostly compiled by Elizabeth 
Sykes and Mary Egerton (Tatton MR. 2-4. 32 & 33, plus the one I assembled from odd 
pages in the un-catalogued store), with signatures, bearing witness to a sharing of 
musical interests between the cousins. The first bound book has a 1798 watermark, 
and is inscribed with the dates “April Fool 1799” and the second one is inscribed, 
“Elizabeth Sykes, St James Square”, with an 1801 watermark on the flyleaf. 
105 Joseph Reinagle, A Concise Introduction to the Art of Playing the Violoncello 
Including a Short and Easy Treatise on Music, to which is Added Thirty Progressive 
Lessons (London, n.d.), with Wilbraham Egerton’s signature and a watermark of 1801; 
there is also a copy of Twelve Progressive Duets for Two Violoncellos, Op. 2, and a 
couple of cello duets handwritten on manuscript paper that is watermarked 1798. 
106 2 42 B (C29 A) contains basso accompaniment parts for nearly thirty pieces, mostly 
sonatas by Steibelt, Mozart, Dussek, Pleyel, Kozeluch, Cramer, Himmel and Woelfl. 
Also MR 2-5.47 including Kozeluch, Sterkel, Pleyel sonatas and Schroeter concertos, 
MR 2-5.48, Pleyel, Haydn, and Kozeluch sonatas and Dussek concerto 
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There are a number of contemporary illustrations of men playing the 

violoncello and later, Trollope’s novel, The Warden, has a delightful 

description of one for whom the cello and its music was a serious interest, and 

the playing of which was a solace both to him and others,107 but it was mostly 

the private pleasure of which a gentleman would not openly boast. Perhaps a 

casual attitude to the skill is more typical, and the playing of an instrument as 

something to be almost mocked is reflected in the musician, W.T. Parke’s 

anecdote about a music party that took place at Mr Baumgarten’s in 1779. 

Parke played the oboe part at short notice for the composer and his visitors, 

who comprised of Mr Linley, Mr Sheridan, Alderman Kirkman, and Sir Thomas 

Cave Bt., 

A country baronet, who I presume ranked as a musical 
amateur, performed a solo on a curiously carved and finely 
gilded salt-box; and though its tone was not more sweet or 
varied than that produced by the shovel and brush of a May-
day chimney-sweep, he nevertheless came off famously."&( 

Parke appears to have laid aside his own professional standards and 

conception of what constitutes a musical performance, and entered humbly 

and uncritically into what might have been seen as a patronising dismissal of 

his own hard-earned skills. Deference to higher social standing may have 

played its part, but the incident must also have appealed to Parke’s keen sense 

of humour, which shines throughout these anecdotes of his life.  

Relationships between musicians and their patrons in entering into 

amateur performances were not always so easy, as a nine-page letter to the 

Musical Quarterly showed. The writer freely admitted to being an “amateur” 

himself, yet he offered an even-handed summary of the difficulties for both 

parties. He warned against the lack of sensitivity in the amateur’s claim that, 

                                                                                                                                

 

accompaniments, MR 2-5.49 including Camidge and Haydn and Arne concerto 
accompaniments.  
107 Anthony Trollope, The Warden (Copyright Edition. Leipzig: Bernhard Tauchnitz, 
1859), 27-28. 
"&( William Thomas Parke, Musical Memoirs; Comprising an Account of the General 
State of Music in England, From ... 1784 To ... 1830. Interspersed with Numerous 
Anecdotes, Etc: (London, 1830), 13. 



 Piano Lessons in the English Country House, Chapter 2  

 57   

“music is not the sole business, but the casual amusement of my life,” with a 

performance that would engender the contempt of the professional musician, 

but he also reminded them what they each had to gain, 

the professor… should be prepared to profit by the more 
extended and grander objects of his friend’s ampler vision, 
and the amateur should yield to the technical knowledge 
and perfection of the professor; for it is unlikely that he, 
confined as he is to the practice of his instrument or the 
theory of the science from hour to hour, and laboriously 
employed in earning the means of life…should have the 
power to cultivate these faculties which are conversant with 
the intellectual development of the resources of  art, as it is 
for the amateur, whose mind is constantly on the stretch 
after various knowledge, to reach the perfection of hand 
attendant upon the daily exercise of the professor. …the 
remembrance of these essentials of their separate condition 
will smooth their intercourse and advance the science they 
both love.109  

2.3.1  Science, Song and Suitability 

Singing was perhaps a less time-consuming musical activity than learning 

an instrument, and not only pursued by women. Elizabeth and Wilbraham’s 

third son, Thomas, was given singing lessons and a set of Moore’s works in 

April 1831 when he was twenty-two.110 At this age, it might have been to ease 

him into society, or in preparation for singing in church when he started his 

ministry, or a mixture of both. There is no evidence that Sir Thomas Acland, 

the 10th Baronet, played an instrument, but there is a likelihood that he sang to 

the Danish sculptor, Thorvaldsen, when he and Lydia were in Rome, as there is 

a note to this effect, in his handwriting, on the score of Matthew Locke’s 

Macbeth.111 When they were in Vienna for the Congress, from November 1814 

to February 1815, he wrote a diary in which he mentions some of the concerts 

they attended. It demonstrates that a musical education enabled a gentleman 
                                            

 

109 An Amateur, “To the Editor”, The Quarterly Musical Magazine and Review Volume 1 
(1818: 433. 
110 Chester, DET/3229/11. Wilbraham’s account book for 1831, entries for 11th and 14th 
April. 
111 Bertel Thorvaldsen (c.1770 –1844). Killerton 1 17 B. Leena Rana suggests that 
Thomas and Lydia may have sung duets together and gives the example of Psalm 127 
in a setting for soprano and tenor. Rana, “Elite Identities,” 152-3.  
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to have confidence in forming opinions on what he heard. His account books 

show that, like both his father-in-law and the Egertons, he had a subscription 

to ‘the Ancient Music’, which was not unusual for someone in his strata of 

society, but for Sir Thomas, it was also a genuine pleasure to attend operas 

and concerts. It will be remembered, that when he was an old man, his grand-

daughter commented upon his intolerance of any music but the best, and he 

had developed the discernment, both at home and in his concert-attendance. 

In Vienna, on the 9th November, he “… heard most beautiful musician” who 

turned out to be the wife of an aide-de-campe, a week later he heard again, “A 

daughter of Kozeluch’s married to an advocat -”, and commented, “the little 

lady played as well as before”. In the same concert, he mentions “a most 

delightful performance of the Tyrolese reins de vache with variations in a 

clarionet concerto.” On Thursday 17th November, he had meant to see Nina and 

found Don Juan, and obviously enjoyed the sound and sight, “delightful music 

and fine scenery at last”. Two days afterwards, he heard Mozart’s Requiem 

performed for the soul of a worthy at the university church, and succinctly 

commented, “Beautiful it was”."") 

His first son was to become Sir Thomas, the eleventh Baronet (1809-98), 

and was educated to continue his father’s legacy. Whilst he may have enjoyed 

singing, as did his father, his role was one of a classically and theologically 

educated Member of Parliament and landowner, with an estate to manage that 

would consist of many responsibilities and obligations. In 1801, John Locke’s 

essay, Some thoughts concerning Education, was in its tenth edition, and 

apparently still influential in stating that music 

…wastes so much of a young Man’s time, to gain but a 
moderate Skill in it, and engages often in such odd 
Company that many think it much better spared: And I have, 
amongst Men of Parts and Business, so seldom heard any 
one commended, or esteemed for having an Excellency in 
Musick, that amongst all those things that ever came into 
the List of Accomplishments, I think I may give it the last 
place.""$ 

                                            

 

112 From the diary of Thomas in Vienna. 1814. DRO S 1148/M/8  
""$ First edition 1693: Leppert, Music and Image, 17.  
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Thomas Danvers Worgan (1774-1832) earnestly promulgated the notion 

of music as a science to be studied seriously, in order that it should be, “the 

manly art it once was, instead of the effeminate gewgaw which it now is.”""% To 

expand on this further, Worgan continued to explain that the understanding of 

musical composition was not gained by acquiring some facility on an 

instrument, which he viewed as too often, “effeminate trifling”. He added,  

I do not mean to say that music is not a proper 
accomplishment for a gentleman; tout au contraire; but I 
contend that, in men, it ought to be an elegant 
superstructure, founded on the basis of intellect.""*  

The commonly held view of the British male aristocracy, that musical 

performance was not to be taken too seriously, is confirmed in a letter from 

the young Thomas Dyke Acland, but that the ‘science’ of music was confined 

to men, is here confounded. When the future eleventh baronet fell in love with 

Mary Mordaunt, at the age of twenty-three, music became a more attractive 

accomplishment.""' He wrote a letter to his sister,  

I have taken up the pianoforte very resolutely, and have 
begun by learning thorough bass which I find hard enough, 
but bringing a clear head to the matter, and stating it all in 
plain English devoid of technicality I find it much less 
puzzling than I expected. I made some progress during my 
visit to the Mordaunts, by assistance of the young ladies, 
one of whom learned through bass regularly of Barlowes, 
and went through all the exercises to the amount of a good 
book full. I must confess that my writing of the exercises 
has been hitherto but very slack, because I do not like to let 
it engross too much of my time. ""+ 

It was Thomas’s brother (Lydia and Thomas’s second son), Arthur Henry 

Dyke Acland, who inherited a serious and lasting interest in both music and 

Christianity. I think it likely that he played the flute or the violin, as a boy. A 
                                            

 

""% Thomas Danvers Worgan, The Musical Reformer (London, 1829), 33. 

""* Ibid. 35 

116 Mary was the sister of an Oxford friend, Sir John Mordaunt, and became his first 
wife in 1841. For the family background, see Elizabeth Hamilton, The Mordaunts : An 
Eighteenth-Century Family (London: Heinemann, 1965). 
""+ Letter from Thomas Dyke Acland to his sister, Lydia Dorothea, from All Souls, April 
1, 1833. Acland, Memoir & Letters, 65. 
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small manuscript book, at Killerton, is filled with handwritten songs and tunes 

in the treble clef, such as Robin Adair and the Yellow Hair’d Laddie (Image 

2-7), that are suitably embellished with ornamentation and cadenzas. There is 

no ownership name, but I speculate from an “AHA” signed after an Aria, (the 

thirty-seventh piece in the book) that this was Arthur Henry’s composition, and 

that he was the copyist throughout the book, possibly with assistance from his 

mother or governess.   

 

 

Image 2-7. Killerton Manuscript Book 

A polonaise, with “Cadiz 1835” inscribed at the end, suggests that the 

book was with Arthur when he accompanied his parents on a last family sea-

voyage before his marriage to Fanny Williams. Anne Acland suggests that he 

was unwilling to leave his fiancée, but the previous year, Sir Thomas had 

bought a two-mast schooner of one hundred and eighty-six tons and converted 

it into a yacht in order to accommodate the whole family with crew. It had 

enough space to house a piano for Lydia and he was keen to travel in it as 

often as possible.""(  

                                            

 

118 Acland, A Devon Family, 62-63. 
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Arthur Acland had strong opinions on what were appropriate musical 

accomplishments for both men and women. He disliked “the frivolous display 

of mere performers” as much as he disliked “the affected pedantry of mere 

connoisseurs”, and he believed musical performances were “employed too 

often as the means of attaining intimacy and furthering selfish ends.”119 Did he 

have in mind, the drawing-room performances upon the pianoforte, or the 

harp, an instrument that was so particularly favoured by women in this period? 

It is not clear whether or not Lydia continued to play this instrument during 

their childhood but the association of the harp with heaven, may have 

resonated with Arthur Acland, and it is a suitably elevated instrument with 

which to close this chapter. 

2.4 The Harp: “…enough to catch any man’s heart.” 

A young woman, pretty, lively, with a harp as elegant as 
herself; and both placed near a window, cut down to the 
ground, and opening on a little lawn, surrounded in the rich 
foliage of summer, was enough to catch any man’s heart. 
The season, the scene, the air, were all favourable to 
tenderness and sentiment.120  

The harp is another of the instruments that was played in both houses, 

but of which the main clues are the musical scores on the bookshelves at 

Killerton and Tatton. The very presence of these scores, however, proves that 

the harp was part of the music room scene in my chosen houses, and so many 

others at this period. The harp was often learnt in tandem with the piano,  

Elizabeth Appleton spells it out,  

In its general sense, music implies everything that is 
subservient to, or susceptible of, the powers of harmony. 
The word in female studies simply means the theory and 

                                            

 

119 Arthur H. Dyke Acland, Letters on Musical Notation and the Present State of Musical 
Education (Holborn Hill, London: Darton & Clark, 1841), 45. Further thoughts from this 
letter will be found in my section, ‘Solos for Show’, in Chapter 5. 
120 Jane Austen and Professor R.W. Chapman, ed. Mansfield Park (London: The Folio 
Society, 1975), 57. 
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performance upon the piano forte, (of late years) upon the 
pedal harp; and, finally, the culture of melody in the voice. 121 

To enrich the picture, I shall investigate the harp’s importance to a pair of 

sisters, learning alongside each other, and to the mistress of another imposing 

country house, for whom it was a lifelong treasured possession.  

The Morning Chronicle, of 8th March 1791, spoke of the harp as, “an 

instrument that caprice has for a few years made fashionable, but which true 

taste will speedily dismiss.”")) Nevertheless, some fifty years later, in 

Yorkshire, at Elizabeth Egerton’s childhood home of Sledmere, a watercolour 

of the music room, depicting the aforementioned Sledmere organ, was painted 

in 1847 by her niece, Sophia, and it includes a harp, situated for full effect, like 

the one in Mansfield Park, by the window.123   

Marie-Antoinette is credited with the harp’s considerable popularity in 

late eighteenth-century Paris, where the French instrument-maker, Sébastian 

Erard had established a business. He moved to London in 1792, and, in 1794, 

Erard patented his innovations for the construction of a greatly improved 

single-action harp, albeit one that could only play in eight major and five minor 

keys with a strong predilection for the open tuning of Eb major. In 1810, 

having returned to Paris, Erard patented his double-action harp and about four 

thousand of these were made between 1811 and 1835, decorated in the 

fashionable ‘Grecian’ style.%&'  

                                            

 

121 Elizabeth Appleton, Private Education, 135. In 1812, Elizabeth Grant confirmed this 
in a description of the education she received with her sister, “We learned the harp, the 
piano forte, & singing after a fashion.” Elizabeth Grant, and Andrew Tod. Memoirs of a 
Highland Lady. (Edinburgh: Canongate, 1988), 222.  
")) As cited in: McVeigh, Concert Life in London, 87-8.  

123 Sykes, The Big House, 127, contains a description of her three very fine 
watercolours. A black & white plate of the one of the Drawing Room is inserted 
between pages 116 and 117, but there is no illustration of the music room, although it 
has appeared in former Sledmere guidebooks. 
")%!Sue Carole DeVale, et al. "Harp." Grove Music Online. Oxford Music Online. Oxford 
University Press, accessed November 8, 2011, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/45738 
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A woman, seated with her arms embracing the harp, and her body veiled, 

yet visible through the strings, has to be more alluring in appearance than 

when seated at the harpsichord or pianoforte, as if at a desk. In Mansfield 

Park, started in 1811, Jane Austen made the choice to employ this decorative 

accessory, in the attempted seduction of Edmund by the somewhat 

manipulative Mary Crawford,  

The harp arrived, and rather added to her beauty, wit, and 
good humour, for she played with the greatest obligingness, 
with an expression and taste which were peculiarly 
becoming…125 

Jane Austen has chosen the harp to exemplify shallow show, in contrast to her 

use of the instrument in her next novel. In Emma, it is the square piano that 

plays a pivotal role in Frank Churchill’s courtship of the more serious Jane 

Fairfax, “standing with her back to them, intent on her pianoforté.”%&( Whilst 

fiction has much to tell us of the mores of the age, reference to the actual 

recorded experiences within another couple of families of the period may serve 

to illustrate their predilection for the harp, in preference to the pianoforte. 

2.4.1  Distant Echoes  

It seems convincing that Elizabeth Sykes/Egerton would have played the 

harp, as only this would account for her name inscribed upon such music, both 

before and after marriage. A number of works by Dussek are interspersed 

amongst the earlier volumes of pieces for piano, in Elizabeth Sykes’ collection. 

Dussek’s Opus 34 harp sonatas, his Grand Concerto, op.30, for pedal harp or 

pianoforte with or without additional keys, and a score of the Celebrated Duet 

op.38 for harp and piano (plus two French horns), as performed by the author 

and his wife. Dussek wrote well for the combination of piano and harp, all his 

life, utilising the strengths and weaknesses of the individual instruments in 

                                            

 

")*!Austen, Mansfield Park, 57. 
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laying out the parts so that the piano modulated to the keys that were beyond 

the scope of the single-action harp.")+  

At Killerton, there is a single volume, mostly devoted to chamber music 

for the harp, which belonged to Lydia Hoare, before she married.")( The dates 

and lack of later scores, suggest that Lydia’s interest in this instrument did not 

survive beyond girlhood. An enigmatic reference I have found to the harp was 

in one of her songbooks, where she wrote, “me Erard harp”, serving as a 

reminder for her accompaniment, within a private performance, perhaps.")# 

Whether she is referring to an instrument, in her own possession, or one 

belonging to a friend, cannot be ascertained, but it does emphasise the 

supremacy of this maker and the importance of the harp as an aid to 

sociability. In a letter from Henry Hoare to Sir Thomas Acland, there is a 

tantalising reference to her teacher, 

Mitcham Grove, …Feb 1806 

[Lydia] I may say is now in full Health & Spirits looking 
forward to the Spring. Her voice has returned to its natural 
Melody & I suppose she will before you make your 
appearance here exercise that as well as her Fingers upon 
the Harp for the person from who she had her first 
introduction is unexpectedly just returned from Germany & 
she will probably profit by it.130 

Lydia Hoare’s repertoire did include some of the foremost German composers 

for harp: duets with variations and arrangements of Steibelt’s La Belle Laitière 

for the harp & piano forte by Phil. J. Meyer, similarly scored Duetts are by M. 

Hinner (1754-c. 1810) and J.M. Weippert (1775-1831).131 Irza & Cinderella’s 

                                            

 

")+ http://www.sebastienerard.org/ for pictures of the exquisite, early Erard. 

")( Killerton C. 27 A. Library. This volume is entitled Duetts/ &/ Harp on the spine. 

")# Killerton 1.15.B.  

130 DRO Acland of Killerton - 6184-0. My thanks to Leena Asha Rana for alerting me to 
this letter. 
131 John Michael Weippert is a possible contender for the role of harp-teacher to Lydia 
as, in 1802, his brother proposed him for the Royal Society of Musicians, whose 
records state that he was rejected because of “His engagements, being all private, such 
as Teaching etc…”, but in July 1806 something changed, and he was admitted; 
perhaps he had left and then returned to England with a wider experience. He 
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Minuet by Cesare Bossi (1774/5-1802), arranged for the same combination, 

Ferrari’s (1763-1842) op.22 Sonatinas with tambourine accompaniment, 

arrangements for harp and violin of Mozart’s Magic Flute, and solo works by 

Dussek, Burkopffer & M. Holst (1769–1854), (the grandfather of Gustav Holst) 

also feature.   

2.4.2  Sophia Baker and the harp: A social asset 

The diaries of Sophia Baker give a detailed picture of the social round, in 

which, music played a regular and integral part. She was the daughter of 

William Baker MP, of Baysford, Bury, near Hertford (1759 – 1824) and would 

have been three or four years younger than Elizabeth Sykes. In mid-February 

1798, when Sophia was seventeen, the family had returned from their country 

house to London, (Hill Street, Berkley Square) and, in addition to her piano 

forte tuition, she also began other lessons with visiting masters, in the 

company of her younger sister, Harriet."$) She writes, “Dear Mama says she will 

allow Harriet & I to learn on the Harp. We bought our bonnets & spensers plus 

a harp mistress brought the harp.” Within a week, a Madame Merelle had been 

employed.133 In the following months there are mentions of practising with, 

and learning from, her friends; on the 24th July, “Miss Hadsley gave us a harp 

lesson she dined here.” And on the 28th Feb., “Harriet & I spent the day with 

Miss Hadsleys practised on the harp walked etc. etc.” On the 29th of 

September she mentions the surname of a well-known family of harpists and 

teachers, “Mr Meyer came here to give us a Lesson, dined here – he brought 

some very pretty new music.”"$% By the 4th February, 1800, they were obviously 

                                                                                                                                

 

eventually became Teacher of the Harp to the Royal Family and Leader of the Quadrille 
Band at Almacks.  
"$) Sophie Trower née Baker, in her diary for the year 1798 is CRO Add Mss 7466 

133 David J. Golby, Instrumental Teaching in Nineteenth-Century Britain. (Aldershot: 
Ashgate, 2004), lists Mademoiselle Merelle, New & complete instructions for the pedal 
harp in two books. (London: 1800).  
"$% Hans J. Zingel. "Meyer, Philippe-Jacques." Grove Music Online. Oxford Music Online. 
Oxford University Press, accessed November 8, 2011, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/18552. This gives 
details of Philippe-Jacques (Philip James) Meyer (1737-1819), the Alsatian harpist, and 
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proficient enough to play at a private party given by their aunts, “where we 

carried the harp met the Stracheys & had some music.” The portability of the 

harp would have been convenient for this socially active family, and may well 

have added to its wider popularity. On the 26th March, they “Went to the 

oratorio … Mde Dussek played on the Harp.” Later, on the 31st May, they 

chose to play some music by Sophia Dussek’s father (or possibly one of her 

brothers), “H & I play on the harp Corri at a musical party at the Stracheys.”!"$*  

The importance of this frequent musical activity is reflected in her increasing 

enjoyment and criticism of the finest musical performances of the day. That 

this was a regular and integral feature in the upper echelons of society can be 

observed in the entry for the 29th May 1801"$', “Lady Cornwallis for tea 

assembly Lady Dudley and very fine concert the Abrams, Knyvetts, Mara, 

Viganoni, & C. Meyer on the harp.”"$+  

2.4.3  Mary Lucy and the harp: A lifelong attachment 

Mary Elizabeth Lucy, younger than Sophia Baker, but older than the 

younger Acland and Egerton generation, was not born until two years after that 

impressive private concert. She started married life at her husband’s home of 

Charlecote Old Hall, in Warwickshire, in 1823, but her diary traces her life from 

her birth in 1803 to her death in 1889."$( Mary Lucy had an upbringing in 

North Wales, where she learnt the harp with Piozzi; she exemplifies another 

girl for whom the harp held sway. She wrote,  “I longed to learn the harp but 

Miggy had chosen that, to me, most lovely instrument, so I was not allowed to 

                                                                                                                                

 

composer of a harp method in French, who introduced the pedal harp to England in 
1772. He settled in London in 1784 but his sons, another Philippe-Jacques and 
Frédéric-Charles, were also harpists, composers, and teachers.  
"$* By which she probably means that they played a piece by Domenico Corri, the 
composer and publisher who went into partnership with Dussek; his daughter, Sophia 
Corri married Dussek and she continued to perform on both harp and piano, at the 
highest level. Lydia owned Three Favorite Airs with variations including Ar hyd y nos, 
and ‘Roslin Castle’ by Sophia Dussek. Killerton, C 27 A. 
"$' CRO, Add Mss 7469 

"$+ This list is a veritable assembly of some of the leading singers of the day, with 
Sophia Baker’s teacher’s brother, perhaps, on the harp. 
"$( Lucy, Mistress of Charlecote.  
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learn it.”139 She had to wait until she was sixteen before she managed to 

persuade her father, who played the violoncello, to allow her to have harp 

lessons with her sister, and was later rewarded with shillings, for playing to 

him.140 Like Sophia and Harriet Baker, Mary and Miggy shared lessons and sang 

duets together. She described her first meeting with Mr George Lucy of 

Charlecote and his two cousins, during which visit, the harp-music promoted a 

more positive outcome than that eventually achieved by Mary Crawford, in 

Mansfield Park. 

That evening after dinner we had music-harp, piano and 
singing-and then danced quadrilles until bedtime, and this 
was repeated every evening (Sundays excepted) during the 
fortnight the three cousins stayed with us. Mr Lucy always 
asked me to dance much oftener than any of my sisters.141  

The juxtaposition of the harp and piano in the music room or drawing rooms 

of the country house, for accompanying and solo works, reflects the mixed 

programmes of public concerts."%) The importance of the harp to Mary Lucy is 

highlighted by the following quotation,  

The day after my marriage my husband asked me if I should 
like to go to London … We went to Erard’s and chose a harp 
(the very harp that my children and now my grandchildren 
play on)…143 

When the Scottish historical novelist, Sir Walter Scott visited Charlecote, in 

January 1828, he invited her to play him some Welsh Airs.144 When the Lucys 

were away on a European tour, whilst Charlecote was being renovated, the 

harp was not forgotten, and as with Lydia Hoare, music accompanied her on 

her travels; on arrival in Paris she recorded,  
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“after we got settled … we arranged with different masters 
to come and give  lessons to the children. Fouché for 
dancing, Gillet for French and Labarre for the harp. We hired 
a piano and a harp for me from Erard.”"%* 

Mary Lucy was widowed in 1845, losing her son ten years later, and she 

records a real benefit of music; although she had taken a house in London in 

1859,  

I took up my harp and had more lessons from Mr Thomas 
and when my own sad thoughts I could not shun, I touched 
its strings and it seemed to light up a flame of cheerfulness 
in my mind, and with some mysterious sympathy to gather 
tidings from another sphere."%'  

A photograph of her in her eighties, seated in front of the harp, records this 

instrument: her life-long comfort and companion.147  

2.5  Conclusion 

That which is used by an agent in or for the performance of 
an action; a thing with or through which something is done 
or effected; anything that serves or contributes to the 
accomplishment of a purpose or end; a means. 

This entry for “instrument” is from the Oxford English Dictionary;148 as a 

definition of a musical instrument, however, it describes its function only as a 

tool. In how it plays out, both literally and metaphorically, it is so much more. 

Viewed through the lens of its significance in forming and defining gender, 

status and family relationships, the musical instrument does indeed become 

larger than the mere vehicle through which something is done or effected. For 

aristocratic men, instruments were valuable, status-enhancing goods that they 

might well enjoy in social and familial contexts. For those wives, daughters 

and sisters, who had talent and aptitude, and invested so much of their time 

and emotion with their chosen instrument, it was a link with childhood and a 
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voice for their souls, it became a means of displaying their mental and physical 

accomplishments and individuality, and a significant player in friendship and in 

courtship. Such is the lasting importance of the musical instrument that is 

made with skill, given with love, and played with perseverance; whether to 

Lydia Hoare, in girlhood, or to Elizabeth Sykes and Wilbraham Egerton, in 

courtship, or to Mary Lucy, as a young wife on her honeymoon, these 

instruments were effectively used and treasured. Finally, they were passed on 

to their children, and the cycle began again.149 

 

 

                                            

 

149 As the recipient of a number of harpsichords that were made for me by my late 
husband, Michael Heale, I have personal experience with which to assess the value of 
such a musical instrument.  
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3. Piano Lessons, a Collaborative 

Act 

I know not of any gentleman's or nobleman's daughter who 
has not attempted, at one period in her life, to learn music. 
So general a pursuit requires, and so elegant an 
accomplishment demands, our particular consideration.1 

Piano Lessons for the young have always necessitated collaboration 

between the teacher who must pass on a complex and demanding skill in an 

enticing format, the pupil who must work diligently and practise regularly, and 

the parents who are providing the instrument and the fees for lessons. Each of 

these has hopes and experiences, and their individual contributions are worth 

consideration. The aspiration of parents for their children was certainly 

reflected in popular conduct literature which probably also influenced attitudes 

to the education of young women. As the manufacture and popularity of the 

Piano Forte gained momentum, so the publications on education and conduct 

for young women proliferated. Conduct literature is useful in defining the 

importance of musical accomplishments for the daughters of the aristocracy, 

and those who wished to emulate them.  

The objective endorsement of music as an accomplishment, and that of 

piano-playing in particular, within these publications, is the first notion of this 

chapter. Lydia and Elizabeth and their daughters were not only equipped with 

instruments, but also with teachers, whose importance to the education of 

young minds was reinforced by republications of Locke’s theories.2 The first 

teacher was the governess, whose job it was to instil an interest in learning, 

and to nurture a child’s application to study. Following a general appreciation 

of her influence, I draw on the subjective viewpoints of those giving, and those 

receiving piano lessons, with specific collaborations between master and 

student where known. Music masters proliferated, and their details are often to 

                                            

 

1 Appleton, Private Education, 136.  
2 "I think I may say that of all the men we meet with, nine parts of ten are what they 
are, good or evil, useful or not, by their education." Locke, John, Ruth Weissbourd 
Grant, and Nathan Tarcov, Some Thoughts Concerning Education; and, of the Conduct 
of the Understanding (Indianapolis: Hackett Pub. Co.,1996). 
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be found in publishers advertisements, newspapers, contemporary 

dictionaries, trade directories, music society members, subscription lists, and 

sometimes in their own memoirs and in other people’s letters and diary 

entries. The pupils, whose music is at Killerton and Tatton Park, continue to be 

my main case-studies but occasional reference to others, both authentic and 

fictional, help to broaden the picture, or substantiate theory.  

3.1  Expectation & Accomplishment 

Most writers of conduct literature considered the ability to play the piano 

as one of the necessary attributes and social facilitators for girls like Lydia 

Hoare and Elizabeth Sykes, and therefore offered advice and comment on 

musical accomplishment. It should be remembered that these flourishing 

publications, often by teachers and clergymen, may be more prescriptive than 

descriptive of gender roles, but they were bought, and they were read.  

Jacques Carré notes that the nurturing of an innate courtesy should not be 

confused with the mere rules of conduct, and refers to Swift and Fielding’s 

objections to the forming of a mechanical gentility.3 He also cites more recent 

writers of gender studies who criticised the promotion of a restrictive attitude 

that severely limited women to a subservient role.4 Yet,  the Reverend Brian Hill, 

for example, held that females should be taught the “art of pleasing, not in a 

degrading sense, but that of the soul, as an amiable qualification.”5 The aim of 

conduct writers expresses a sincere desire to ease social interaction, to enable 

men and women to reach their God-given potential, and to share their 

domestic space and leisure time, within the confines of a contemporary 

understanding of gender. I would argue that it was not the intention of these 

                                            

 

3 Jacques Carré, The Crisis of Courtesy: Studies in the Conduct-Book in Britain, 1600-
1900 (Leiden: Brill, 1994), introduction. 
4 Ibid., footnote 3; Nancy Armstrong and Leonard Tennenhouse, eds., The Ideology of 
Conduct: Essays in Literature and the History of Sexuality, (New York: Methuen & Co., 
1987). Vivien Jones, Women in the Eighteenth Century: Constructions of Femininity 
(London and New York: Routledge, 1990).  
5 Revd. Brian Hill (c.1756–1831) writing in Gentleman’s Magazine (1828) XCVIII/2:  337, 
quoted by Jamie Croy Kassler, The Science of Music in Britain, 1714-1830: A Catalogue 
of Writings, Lectures and Inventions (New York ; London: Garland, 1979), 514. 
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writers to punish young women by confining them to the safety of home, 

under the watchful eye of tutor or governess, but to prepare them for a more 

public arena. A theme in the novels of Frances Burney was the debut into adult 

society; she “lays bare the interface between their private sense of self-

consciousness in these settings and the uncompromisingly public nature of 

social life.”6 I believe the conduct writers’ mission, which was pursued with 

evangelical zeal, was to equip their readers with the advice that would enable 

them to leave the schoolroom with the confidence to talk on various subjects.  

These young women were to display such manners and sufficient knowledge 

as not to bore their friends and acquaintance and, more positively, to make a 

valued contribution to the entertainments that made leisure more enjoyable. 

Inevitably, in so doing, many of these young ladies gained husbands, or 

pleased the husbands whose wives they became. 

Elizabeth Egerton’s mother, the country-wife of Sir Christopher Sykes, 

found herself married into nobility, and she faced her first appearance at court 

with considerable trepidation. The same ‘Miss J.C.’ who had written of her 

pleasant stay at Sledmere, wrote, 

Lady Sykes too is very kind &c, &c you must not expect any 
great polish in her, a resident in the country always, & 
without education suitable for her great fortune but she’ll 
improve in Londres, if it shd suit her tolerably well. She has 
very weak nerves against & diffidence - dreads being 
presented at Court, which you can pity her for: but the 
family must be elevated.7 

Kathryn Sutherland has posited that a pervasive theme in Jane Austen’s writing 

is that of social comfort and discomfort.8 Lady Sykes's fear, when she had to 

face being presented to royalty, suggests that to feel socially inferior could be 

more of a constraint than a programme for daily betterment would have been 

                                            

 

6 Julie Park, " Pains and Pleasures of the Automaton: Frances Burney's Mechanics of 
Coming Out," Eighteenth-Century Studies 40, no. Fall (2006). 23. 
7 Hull, U DDSY/101/21. See, also Chapter 2, footnote 7. Lady Sykes was actually 
presented at Court the following February (17th), and a further appearance at Court, a 
week later, as recorded in Sir Christopher Sykes’ pocket book for 1785, U 
DDSY/102/16 
8 In an informal discussion during the 200 years of Sense & Sensibility conference at St 
Andrew’s University, September 2011. 
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when younger. Consequently the Sykes made certain that their own children 

did not suffer under the same handicap and sent their sons to Westminster, 

and Elizabeth, at least, to school in London.9 Surely the general educational 

concern, as voiced by the conduct writers, demonstrated a response to a wider 

parental aspiration; a desire to equip children to uphold their parents’ values 

and lead fruitful lives. Both the families in this study adhered to biblical tenets 

as interpreted in their day; it could be argued that learning music exemplified 

such beliefs, as a strict discipline that required perseverance, regular study, 

and obedience that promoted sensitivity, spiritual expression, the overcoming 

of pride, and fellowship in performing with others. 

Further to the recommendations on the cultivation of music to be found 

in general conduct books, this period also saw more detailed texts specifically 

focused on music education. I shall look in some detail at the first of a series 

of letters in the Quarterly Musical Magazine & Review, of 1818, in which the 

editor, Richard Mackenzie Bacon (1776-1844), wrote his opinions under the 

nom de plume of ‘Vetus’.10 By this date, he believed the cultivation of music 

had become universal and thus had relevance to a much wider audience than 

before. He opened his letter on girls’ musical education, with an anecdote of a 

father admitting to a musician that his daughter’s music lessons had cost more 

than her singing would ever be worth. Bacon showed concern that no previous 

thought had been given to a comparison between the means and the end,  

Of the thousands who engage in the acquirement of music, 
very few indeed are the individuals who have any just 
apprehension of what it is intended for them to effect. They 
receive lessons and they practice without any definite 
purpose. –Some mothers wish their daughters to excell; and 
some compute the cost of excellence and the difficulty of 
attaining it. Of these daughters multitudes do play, very few 

                                            

 

9 Hull, U DDSY/101/21  
10 Richard Mackenzie Bacon was the son of the proprietor of the Norwich Mercury, so 
his profession as an important political writer for the Whigs is unsurprising, but his 
early love of music was formed around Norwich cathedral and later with singing 
lessons from Samuel Arnold. 
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indeed do excell, and perhaps one in a million prudently 
abandons a hopeless endeavor.11 

That it was such a rare occurrence for girls to cease having music-lessons, is a 

strong indication of the value that parents deemed it to possess in the 

construction of their daughters’ education.  Although Bacon may have wished 

to encourage more forethought before embarking on the lessons in the first 

place, he, too, does believe music to be beneficial on three counts:  

1st. The charm which attends the exhibition of talent to a 
large circle, and (as connected with it) the effect such 
display may have upon the future fortunes of the musician. 

2d. The gratification of more immediate connections. 

3d. The resource and delight which it affords in itself 
comprehending diversity of pursuit, enlargement of mind, 
and pleasurable sensation.12  

In other words, in addition to its inherent value, it is to be enjoyed by the 

audience, the parents and the performer. Bacon was quick to point out that 

this comes at the price of lessons and the sacrifice of time. “No practice short 

of four hours daily, continued for seven years, will give a pianoforte player any 

superior title to be heard, as the art is now cultivated and understood.”13  

Bacon admitted that singing could be achieved with an expenditure of 

fewer hours than were necessary for the piano but, where natural qualities 

were absent, an easier musical attainment could be acquired from the Spanish 

guitar or the harp-lute.14 He had a true understanding of the skills, time and 

devotion that contribute to performing upon the piano, and voiced a layered 

                                            

 

11 Richard Mackenzie Bacon, The Quarterly Musical Magazine and Review, Volume 1, 
1818. 421.  
12 Ibid., 422.  
13 Ibid., 423.  
14 He may have meant the cittern-like English guitar, which had a vogue among women. 
According to harpist, Sarah Deere-Jones, the 1802 inventor of the harp-lute, Mr Edward 
Light, always had harpists in mind when advertising, 'the sweetness of tone and 
general effect of the pedal harp, with the portability of the guitar', but she also agrees 
that, as the harp was expanding at this time, it overshadowed the smaller instrument. 
CD: Thy Trembling Strings, FPCD011, performed by Sarah Deere-Jones with Phil 
Williams. 
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understanding of his subject when he wrote, “It is very difficult to separate the 

several kinds of excellence required from a performer upon such an 

instrument as the piano forte.”15 Weighed in the balance, he considered,  

The most valuable end of education is that dependence 
upon ourselves, and that independence of others, which a 
consciousness of our power to occupy time worthily, 
bestows. Occupation of this sort is more, far more necessary 
to females than to men. Business, either public or private, 
engages the hours of the latter. 16 

Bacon acknowledged the independence women might gain in engaging with 

music, but somewhat laboured the point that they had more time than men 

and needed to fill it with worthwhile pursuits, or fall victims to “frivolity, 

boredom or worse.” However, he believed that music was beneficial for both 

sexes, and would refine the roughness and severity of masculine thought 

whilst elevating, dignifying and strengthening that of the female.17  

For men or women, the time allotted to music had to be in proportion to 

its value. William Barrow reminded the reader of the maxim, “That art is long, 

and life is short…”  

In the pursuit of these ornamental and secondary 
accomplishments the danger is, lest they should occupy the 
time, the place, and estimation of more necessary and more 
substantial acquisitions.18 

Mary Wollstonecraft also argued against the insistence on the universal 

practice of music, regardless of ability, and advised, “Should nature have been 

a niggard to them in this respect, persuade them to be silent, and not feign 

                                            

 

15 Bacon, Quarterly musical magazine, 424. 
16 Ibid., 425. 
17 A summary of his article: “Music as a Pursuit for Men”. The Quarterly Musical 
Magazine and review Vol. 2, No.5 (1820), 7-14.  
18 William Barrow, An Essay on Education: In Which Are Particularly Considered the 
Merits and Defects of the Discipline and Instruction in Our Academies, Vol. 2. (London: 
Rivington, 1802), 256-261.  
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raptures they did not feel; nothing can be more ridiculous.”"#!!Wollstonecraft 

believed that education should go deeper than a sprinkling of mere 

accomplishments, where a real interest was present, 

Girls learn something of music, drawing, and geography; but 
they do not know enough to engage their attention, and 
render it an employment of the mind. If they can play over a 
few tunes to their acquaintance, and have a drawing or two 
(half done by the master) to hang up in their rooms, they 
imagine themselves artists for the rest of their lives.20 

If more than this poor achievement were desired, however, time and 

application would be demanded. Blue-stocking thinker and writer Hannah More 

particularly raged against a form of specialist education that was so 

demanding that the girls had not the time to read a book; she disapprovingly 

worked out that 14,400 hours of a young woman’s life were being expended 

upon music practice, a slightly higher number than Bacon’s estimate. She 

questioned the value of the time spent in this pursuit that might gain her a 

husband, but quite possibly one who had no personal interest or liking of 

music.)"  

A high quotient of intelligence does not, and did not, necessarily result in 

an able musician, and Wollstonecraft’s own background would have denied her 

the opportunity of music lessons, as it did of French lessons, however she had 

a more emotional reaction to music than she cared to admit in the argument 

against women being browbeaten into piano practice, 

In music I prefer expression to execution. The simple 
melody of some artless airs has often soothed my mind, 
when it has been harrassed (sic) by care; and I have been 
raised from the very depths of sorrow, by the sublime 
harmony of some of Handel’s compositions. I have been 

                                            

 

19 Mary Wollstonecraft, Thoughts on the Education of Daughters: With Reflections on 
Female Conduct, in the More Important Duties of Life (London: Joseph Johnson, 1787), 
42 
20 Mary Wollstonecraft, Thoughts on the Education of Daughters, 27. 
21 Hannah More, Strictures on the Modern System of Female Education. With a View of 
the Principles and Conduct Prevalent among Women of Rank and Fortune. 2 vols. 
Cambridge Library Collection. Cambridge: Cambridge University Press, 1799, 2010, 
Vol 1, 81 and 80. 
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lifted above this little scene of grief and care, and mused on 
Him, from whom all bounty flows.22 

In their study of the governess, Broughton and Symes consider that “a 

close examination of prescriptive works of the period suggests that 

accomplishments were derided only where they came to supersede all other 

attainments”,23 but it might be argued that placing music in such a position of 

pre-eminence within a general education could only be appropriated where 

there was very considerable talent. Proof of high musical attainment is unlikely 

to have been scorned by a girl’s parents and company, unless it were 

accompanied by an unpleasant manner, whilst a poor performance merited 

derision.  

Hester Chapone, made an important plea for training listening skills as 

well as performing ones, when she wrote to a niece with some propensity for 

music. 

... it is certain that even a small share of knowledge in these 
arts will heighten your pleasure in the performance of 
others: the taste must be improved before it can be 
susceptible of an exquisite relish for any of the imitative 
arts: An unskilful ear is seldom capable of comprehending 
Harmony, or of distinguishing the most delicate charms of 
Melody ... As I look upon taste to be a inestimable fund of 
innocent delight, I wish you to lose no opportunity of 
improving it and of cultivating in yourself the relish of such 
pleasures as will not interfere with a rational scheme of life, 
nor lead you into dissipation, with all its attendant evils of 
vanity and luxury.24 

Broughton and Symes perceive that training in the arts might elevate the mind 

to moral and spiritual purity in ways that “academic subjects” might not. The 

girls, who had an aptitude for music and were ever to enjoy “such pleasures”, 

needed guidance in order to acquire, practice, and master the necessary skills. 

The first person to take on this task was often the governess. 
                                            

 

22 Mary Wollstonecraft, Thoughts on the Education of Daughters, 43. 
23 Trev Lynn Broughton and Ruth Symes, The Governess : An Anthology (Stroud: Sutton 
Publishing, 1997), 67-8.  
24 Hester Chapone, [Letters on the Improvement of the Mind ... By Mrs. Chapone.], 
[Another edition.] With the life of the author, etc. ed. (London: Scatchard & Letterman, 
1810), 115-6. 
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3.2  The Governess. 

Mary Wollstonecraft had been a governess herself, and although this section is 

concerned with the contribution of the governess to musical education, 

Wollstonecraft’s passion to instil independence of thought was surely seen by 

others to be of benefit to the study of music.  Broughton and Symes enlarge on 

the wider impact of effective governesses, in the early 1800s. 

… eighteenth-century philosophical ideas about the nature 
of the ‘mind’ had, in the last decades of the eighteenth 
century, played an important part in validating women’s 
endeavours in the field of education, and in formulating 
teaching methods that were to be influential well into the 
Victorian era. The preceptoress was, in fact, a key figure in 
the application of Enlightenment thought to women and 
children.)* 

Taking into consideration the wide range of skills that were expected of a 

governess, there must have been some disparity between applicants’ 

musicianship, but the majority of advertisements, by the mid nineteenth 

century, confirm that music was a skill required of a governess. To instil an 

understanding of basic music theory was assumed to be a modest enough 

requirement, and many, who had to take such work, were the well-educated 

daughters of gentlemen, often clergy.26 Without private means, those who had 

to make a living used their own education and musical accomplishments, as 

the means by which they were able to value themselves. Whilst these 

accomplishments could be a route out of complete penury for educated 

women without means, it was rarely enough to keep them in luxury and often 

involved arduous work.27 The emphasis on such accomplishments was 

diversely bestowed and often under-valued. Under the heading of “White 

Slavery”, is a letter to the editor of the Times on the 20 Jan. 1857, protesting 

on behalf of a number of applicants for a governess post, at the poor pay of 

                                            

 

25 Ibid., 5.  
26 Ruth Brandon, Other People’s Daughters, (London: Phoenix paperback, Orion Books, 
2009), 36. She cites clergymen’s daughters, Agnes Porter and the Brontë Sisters who 
became governesses.  
27 Ibid., 29. Agnes Porter’s salary of a £105 per annum is compared to Mary 
Wollstonecraft’s £40 a year in 1786. 
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£10 per annum, for educating and taking charge of seven children, in which 

she quotes some of the job-description: “the menial offices of a nurse, make 

and mend their clothes; to teach at least three accomplishments, and ‘fill up 

the leisure hours of an evening by playing to company’.”28 The title of the letter 

emphasises the singularity of this case in the hiring of governesses, but, even 

if not always this meagre, it is unlikely that advertisements for a governess 

with musical skills but without commensurate compensation were unique. 

“Playing to company” would necessitate some considerable musical ability. 

Whilst visiting music teachers were regularly employed as specialists, the 

governess was usually responsible for the first rudiments of music, and for 

overseeing the daily practice of instruments. Contemporary descriptions 

suggest that it was common to charge nursery governesses with early music 

training. Sir George Stephen opens his formidable section on music within The 

Guide to Service, “We must attribute it principally to ignorance, that nursery 

governesses are so frequently required to initiate children in the elements of 

accomplishment.” 29 Although he objected to the nursery governess giving 

instrumental lessons, he did expect, however, that she would be able to 

provide basic instruction in music reading, 

There is one most important branch of musical instruction, 
and the first too that occurs, in which she can hardly fail – 
reading music by the eye: the execution, or reading by the 
hand, is very liable to error; but the immediate and perfect 
perusal by the eye, is almost altogether mechanical, and can 
be taught by any person gifted with patience and a musical 
ear… 30  

For good or ill, many parents accepted that their children needed little more 

than this, as exemplified by the attitude of Lady Stanley, writing to her 

daughter-in-law, from Alderley Park, on March 25th 1843, 

It does seem wonderful that good or even tolerable 
governesses should be so scarce & that their expectations 

                                            

 

28 Alice Renton, Tyrant of Victim: A History of the British Governess, (London: 
Weidenfeld & Nicholson Ltd., 1991), Frontispiece.  
29 Sir George Stephen, The Guide to Service. (London: C. Knight, 1844), 143. 
30 Ibid., 150-1. 
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should be so exhorbitant … I am much afraid you will not 
get all you require under £100 – but certainly my own 
opinion is that so very few governesses are capable of 
teaching every thing that I should prefer an humbler 
professor at £80 & spend the remaining 20 in Masters. They 
are sufficiently grounded in German to be able to go on with 
the language – Musick is the only thing a governess ought 
to know enough of to keep them up well in their practising, 
but I must say I do not think they have musical bumps.31 

By which one might assume she was using the early nineteenth century fashion 

for phrenology as a means of divining musical aptitude. With or without 

“musical bumps”, Dr Burney considered, 

A child is not thought capable of profiting from the 
instructions of a music-master till five or six years old, 
though many have discovered an ear capable of being 
pleased with musical tones, and a voice that could imitate 
them, much sooner….32  

Burney appreciated that when teaching commences with music reading, it is 

advantageous to have learnt to read words first. He continued to point out that 

some direction would be needed to harness musicality, to lend reason and 

perseverance to a good memory, and encourage a sensitive ear. Susan F. 

Ridout, was of a similar mind,  

I am inclined to think, that one half of the time devoted to 
Music might be spared, if children were constantly listened 
to, when practising.  Experience warrants my observation; if 
there is a tolerably accurate ear, one hour daily, with her 
Governess’s attention, is of more use than double that time 
alone, to any little girl of ten or twelve years of age.33  

Guidance of Burney’s or Ridout’s calibre may not have been available to 

Frances Power Cobbe, who wrote, “Of course my governess taught me music, 

including what was called Thorough Bass, and now Harmony; but very little of 
                                            

 

31 Maria Josepha Baroness Stanley of Alderley Stanley and Nancy Mitford, The Ladies of 
Alderley. Being the Letters between Maria Josepha, Lady Stanley of Alderley, And ... 
Henrietta Maria Stanley During the Years 1841-1850. Edited by Nancy Mitford, Etc. 
[with Plates, Including Portraits.] (London: Hamish Hamilton, 1967), 50. 
32 Charles Burney, Quoted by Jamie Croy Kassler, "Music Made Easy to Infant Capacity 
1714-1830," Studies in Music, University of Western Australia no.10 (1976), 67-78.  
33 Susan F. Ridout, Letters to a Young Governess, on the Principles of Education, and 
Other Subjects Connected with Her Duties (London: Edmund Fry),1840, 85. 
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the practical part of performance could I learn then or at any time.”34 It would 

seem that her imagination was not captured, but one governess, Elizabeth 

Gould, recognised good teaching when she discovered that her charge was 

rather advanced for her age, being only nine.  

She reads & understands French very well, knows a little 
Latin, & plays pretty well - indeed I never had a music pupil 
who played so steadily or had so few bad habits to correct 
(of course I mean for her age) and am delighted to have a 
pupil who has been so well grounded in music; of course 
this gives one an additional interest in teaching her.35 

Methods of engaging the young learner included the use of specially 

formulated games and rhymes, such as John Kelly’s Elements of Music in Verse, 

in which he covered musical notation, time, graces, intervals, keys and their 

signatures and even fingering, all in verse, with the addition of a table of 

foreign terms, and eleven pages of lessons.36 The procedure of questions with 

rehearsed answers was a longstanding traditional method for learning the 

catechism, and had the added benefit of teaching the teacher, as she taught 

the child.37 Using questions and answers, a publication by Coggins (fl.1815-34) 

is illustrative both of a perceived need, and of a rather limited form of 

learning, but the requirement for a musical preceptor for governesses who 

lacked a thorough knowledge of music was addressed by this didactic method. 

The start of the title is an explanation in itself, but enlarges further on its 

                                            

 

34 Cobbe, Frances Power, Life of Frances Cobbe. By Herself. With Illustrations… 
(London: R. Bentley & Son, 1894), 52. 
35 A.H. Chisholm, Elizabeth Gould, Some “New” Letters (written c. 1827), 1964, 321-6. 
(Quoted Broughton & Symes, The Governess, 40-41.) 
36 Jamie Croy Kassler, The Science of Music, 624-5 has an entry on Elements of Musick, 
in Verse; adapted to the Piano-forte, and calculated for juvenile Study … By John Kelly. 
(Avison Sherwood & Co. 1813, consisted of12 versified lessons, including rhymes such 
as, “The figures, which over the notes are array’d/Shew the fingers with which those 
notes should be play’d;” The reviewer in the Gentleman’s Magazine, and Historical 
Review Volume 84, Part 1(1814), 59, despite noting errors, believed that it would 
“make a more lasting impression on the Learner’s mind than accurate prose.” Kassler 
also lists other inventors of musical games that included both boards and cards. 
37 Joseph Coggins, The Governess's Musical Assistant, Containing All That Is Truly 
Useful to the Theory & Practice of the Piano Forte, with Appropriate Preludes and 
Lessons, Etc (London: Goulding, D'Almaine, Potter & Co., [1815]). This methodology 
was previously employed by, Richmal Mangnall, Historical and Miscellaneous Questions 
for the Use of Young People (Stockport, 1800) [1st published in 1798]. 
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intended readership, that it is, “explaining by the most easy method the use of 

every Musical Character necessary for the Information of Young Performers on 

that Fashionable Instrument…”. 

In the case of very young children, the teaching of note-reading and theory was 

likely to be the mainstay of their lessons. Studies, and choices of preceptors 

and preparatory repertoire would come later.  

3.2.1  Elizabeth Appleton (fl.1815-28) .  

The previously cited educator, Elizabeth Appleton, was governess to the 

daughters of Countess Leven and Melville, and it was these pupils to whom she 

dedicated, Private Education; or a Practical plan for the Studies of Young 

ladies. In this informative book of 1815, she carefully prescribed some 

recommended repertoire, in her dual roles of governess and music mistress. 

Jamie Croy Kassler claims that Appleton’s sixth chapter offers, “one of the 

most detailed sections on music study” to be found in conduct literature.38 She 

did not set out to be innovative, but was putting her experienced advice of the 

accepted best practice into print. Her teaching is intelligent, realistic and 

practical and she tailors it to three age groups, pupils of fifteen and sixteen 

and a ten year old. Elizabeth Appleton believed instrumental lessons should 

not begin before the age of 8, and then with a gentle female teacher, 

preferably her governess as she could offer daily assistance. She 

recommended starting by daily incremental discussion, and to continue, only if 

aptitude and/or diligence had been observed. Her understanding in supplying 

her pupil with good associations reflects Locke’s writing, 

We must be careful to give pleasing impressions of it from 
the first moment. - Music then introduced with a smile to the 
little eager girl, and gently, familiarly, cheerfully talked over 
and explained, during five minutes at first…39  

                                            

 

38 Kassler, The Science of Music, Vol.1, 18.  
39 Appleton, Private Education, 137. The belief in combining sensory ideas and 
reflection is expanded in Locke, An Essay Concerning Human Understanding, from its 
first publication (in 1690), it had reached its 22nd edition by Appleton’s 1815 
publication. 



Piano Lessons in the English Country House, Chapter 3 

 84 

Appleton hinted that the governess took on the majority of the responsibility, 

and that the male teacher preferred not to have to do the laborious 

groundwork although, “Thorough bass with composition” should be taught by 

the "Master who finishes the scholar."40 Clementi's Introduction was her choice 

of preceptor, recommended as an aid for the teacher.41 She did not advocate 

playing to a pupil before she had read the score, as the child’s sight-reading 

would not be exercised, and she also made sure her pupil kept her eyes on the 

music, but it was all done in an understanding and loving way, 

Perhaps she does not look at the notes, but bends her head 
to the keys – naturally enough, poor thing. Of this she 
should be reminded and the book lowered, or something 
held between the keys and book to lessen this propensity... I 
think it, in general, wrong to play beforehand to young 
students the air they are to learn. If they have any ear, as it 
is called, they catch the tune in the shortest way… Once or 
twice a week I should recommend the reading of music.42  

She suggested “Purcell's Ground” might be appropriate after three months, 

with an arrangement of “a pretty duet of Kozeluch”, a piece for study, and one 

for sight-reading.43 When both governess and pupil were thus motivated, much 

valuable groundwork could be done before handing their charges over to the 

professional.  

In 1791, when the governess, Agnes Porter, was with Lord Ilchester’s 

daughters in London, she noted, “At home all day with my pupils and their 

various masters. What a pleasure it is to me to see them daily improve in 

person, manners and elegant accomplishments.”44 When Porter was governess 

                                            

 

40 Ibid., 159-160. 
41 Ibid., 137, in which she writes, “Of all introductions, perhaps, that of Clementi is the 
best.” Muzio Clementi, Clementi’s Introduction to the Art of Playing on the Piano Forte 
Containing the Elements of Music Preliminary Notions on Fingering with Examples and 
Fifty Fingered Lessons, in the Major and Minor Keys Mostly in Use, by Composers of the 
First Rank, Ancient and Modern to Which Are Prefixed Short Preludes by the Author… 
(London: Clementi, Bangor, Hyde, Collard & Davis, c.1801). 
42 Ibid., 153 and 159.  
43 Ibid., 156-7. 
44 Agnes Porter and Joanna Martin. A Governess in the Age of Jane Austen: The Journals 
and Letters of Agnes Porter. London; Rio Grande, Ohio: Hambledon Press, 1998. 57, 
(her Journal entry for 5 Feb1791). 
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to the children of one of her original charges, the country house was the 

centre of activity; the further from London it was situated, the more significant 

was the influence of governesses, and the more important the social occasions 

when music was such an integral part of the proceedings. Naturally, the 

musical children eventually outgrew their governesses and professional 

musicians were employed. Although there was a choice of masters during the 

London season, where there was work to be had, musicians and other 

peripatetic teachers were prepared to travel.45 

The Talbots spent most of their time in the country at 
Penrice, where life was much more informal ... They rarely 
went to London so the scope for employing specialist 
masters to give an extra gloss of sophistication to the girls’ 
various accomplishments was limited, though dancing and 
music masters did travel out from Swansea to Penrice in the 
early years of the nineteenth century.%'!!

Far from being the backstop, the governess was all-important in the first, 

crucial stages in a child’s appreciation of music and interest in learning an 

instrument, and yet, she was also mostly forgotten. In the cases of Elizabeth 

Sykes and Lydia Hoare, she left no evidence of her existence and there is only 

little in the records of Elizabeth’s daughter, Charlotte Lucy Beatrix. Reading 

some of the other accounts by governesses, themselves, one can only imagine 

the mixed pride and sorrow they might have felt when they were no longer 

needed.   

3.3  The Musick Master 

Those who smooth the road to science and facilitate its 
acquisition to others, are often more permanently useful 
than such as are supereminently learned themselves. The 
greatest personal or mental acquirements die with the 

                                            

 

45 Examples of the considerable miles travelled by musicians are recorded in Brian 
Robins, ed. The John Marsh Journals: The Life and Times of a Gentleman Composer, 
(New York: Pendragon Press, 1998), and Parke, William Thomas. Musical Memoirs.  
46 Porter & Martin, A Governess, 62. 



Piano Lessons in the English Country House, Chapter 3 

 86 

professors, but those who labour that others may be wise, 
are a benefit to all posterity.47 

The choice of quotation by Challoner (fl.1792-1847), heading his piano 

instructions, justly shared the credit between all those concerned in the 

education of children. If governesses most often provided the earliest musical 

instruction for the children of wealthy families, more advanced instruction was 

frequently entrusted to specialists.  

This section is devoted to the earnings and endeavours of those hard-

working, jobbing musicians who would travel to the town and country houses 

of their wealthy pupils, and often additionally taught music in fashionable 

boarding schools.48 In 1794, Doane’s Directory of Living Musicians includes 

about a thousand names, although he admits that the list is not all-

encompassing.49 Doane makes it evident that whilst a few are described as 

“Professional Concert Performers”, most worked in a number of branches of 

music; many were church organists, who also played in the theatre orchestras 

and composed. Lucrative compositions included easy music for piano, and 

those that met a seemingly insatiable desire for glees and catches to be 

enjoyed by semi-skilled men and women alike, whether or not they owned 

expensive musical instruments. This growing amateur market required 

teachers of both instruments and singing. Doane does not include information 

on teaching, probably because it was assumed; Dr Charles Burney (1726-

1814), who is known to have given a huge number of hours per week to 

                                            

 

47 N.B. Challoner, New Guida Di Musica or Book of Instructions for Beginners, on Pf to 
Which Is Added a Variety of Fingered Lessons from the Works of the Most Eminent 
Masters the Whole Arranged Selected and Composed by N.B. Challoner (London: 
Skillern and Co., New Ed.1810. He was quoting William Fordyce Mavor (1758-1837), 
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48 This section is indebted to Richard Leppert’s well-researched 1985 essay, ‘Music 
teachers of upper-class amateur musicians in eighteenth-century England’, Richard D. 
Leppert, cited earlier. 
49 Joseph Doane, A Musical Directory for the Year 1794. To Be Continued Annually 
(London,: Printed for the editor, 1794). The British Library copy carries an inscription in 
gratitude for the assistance and advice, given by Samuel Arnold. Affiliation to music 
and concert societies, employment at theatre and opera houses, and church 
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teaching, is only described as belonging to the Royal Society of Music and the 

King’s Band. 

In teaching the daughters of wealthy families, musicians were able to better 

themselves by association. Hester Thrale (1741-1821) held a literary salon and 

Dr Burney met Garrick, Burke and Dr Johnson when dining with the Thrales at 

Streatham, after giving their daughter a music lesson.50 It was according to the 

latter, and relayed by Mrs Thrale, that Burney was doing fifty-seven hours a 

week in 1780.51 He proved, by dint of a prodigious teaching schedule, it was 

possible to become an upwardly mobile, prosperous musician. After his death, 

his daughter, Fanny Burney, played down this daily drudgery in the Memoirs, 

allowing him to be remembered as the Man of Letters that he had become. Dr 

Burney was a particularly remarkable role model for the next generation of 

peripatetic teachers; his large practice brought him a good living, and he had 

forged friendships with musicians both in London and in his travels across 

Europe.52 His publications are also found in numerous country house libraries 

including Tatton Park.53  

Those who wished to be known only as performing musicians may not 

have wished to publish their reliance on more menial teaching jobs in Doane’s 

Directory, but the records of the Royal Society of Musicians give more specific 

details of members’ employment; teaching features very frequently from 1800, 

                                            

 

50 Hester Maria, called Queeney by Dr Johnson, was the eldest of her twelve children, 
and the four daughters who survived into the nineteenth century; Sophia Thrale later 
married Henry Merrik Hoare, brother of Sir Richard Colt Hoare of Stourhead. 
51 Roger H. Lonsdale, Dr. Charles Burney: A Literary Biography (Oxford, New York: 
Clarendon Press; Oxford University Press, 1965/1986), 254. Lonsdale also suggests on 
page 79, that it was the Oxford doctorate that marked the turning-point in Burney’s 
life, “the moment at which he made his last bid for fame, no longer as a ‘mere 
musician’, but as a scholar and a man of letters.” 
52 Composers who appear within the Killerton & Tatton collections include Arne (to 
whom Burney was apprenticed and in whose house he lived), Handel (in whose 
orchestra he played when young), J.C. Bach, Callcott (who assisted him in his later 
literary works), Haydn (with whom he had a warm friendship and from whom he 
received musical works), Mozart (whom he knew as a child), and Latrobe (whom Burney 
introduced to Haydn).  
*$ Burney, Charles. The present state of music in Germany, the Netherlands, and United 
Provinces. . Or, the journal of a tour through those countries, undertaken to collect 
materials for a general history of music. 1773. N.T. inventory no. 3001421. 
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where there are comments such as, “has a Deal of private Business”, “teaches 

the Piano Forte & Harp” and “has Two Schools, and a great deal of private 

teaching.”54 The entry for the career of John Alois Moralt (1785-1847), who was 

admitted to the Royal Society of Musicians on the 1st October 1809, gives a 

good example of the spread of work undertaken:  

Performs on the Violin – Tenor - Violoncello & Piano Forte 
has a great many private Scholars - teaches at Miss Lane's 
School - Gloster Place New Road - and performs at the 
Antient & Vocal Concert &c.55  

The same fine musicians were nurturing the musicians of the next generation, 

the sons and daughters of professionals as well as those of the gentry; the 

Wesleys, the Camidges and the Barthélemons illustrate the familial skills that 

were shared and encouraged, but such a continuous thread is also exemplified 

by pedagogical links from Clementi to Cramer to Sir George Smart. A living had 

to be made, and thus an eclectic portfolio of work was often assembled.  

In the capital city, many of the lessons were limited to the London 

Season, and the boarding schools were closed over the summer.56 From mid to 

late eighteenth century, music masters commanded a fee between the 

remarkably modest sum of a guinea for a whole term at a boarding school in 

Manchester, to the two guineas for a forty minute lesson that Cramer 

charged.57 Dr Charles Burney commanded four guineas for the first lesson or 

‘entrance fee’, with less thereafter. 58  It may have covered his losses, if a pupil 

                                            

 

54 Betty Matthews, ed. The Royal Society of Musicians of Great Britain List of Members 
1738-1984 (London: Royal Society of Musicians, 1985). 
55 Ibid., 102. Moralt became the second husband of Sophia Dussek, and they then 
started their own successful music school in Paddington. 
http://www.hildegard.com/composer_detail.php?id=60, accessed 26-3-2012. At Tatton 
Park is Moralt’s, L'Aline, Introduction and Polacca for pf. [1828/9] which was owned by 
CLB Egerton and dated as having been learnt by her in 1833. MR.2-5.19. 
56 The London Season seems to have coincided with the opening of Parliament and 
finished in June when there was a return to the country houses. School began in 
September, and Christmas was often spent out of London.  
57 George Thomas Sir Smart, C. L. E. Cox, and Hugh Bertram Cox, Leaves from the 
Journals of Sir George Smart… (London: Longmans & Co., 1907), 46.  
58 Richard Leppert, “Music teachers of upper-class amateur musicians in eighteenth-
century England”, 200. 
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left before a replacement were found, and it may have dissuaded parents from 

trying out too many teachers, or purchasing a single lesson rather than a 

course. Fees varied considerably, according to reputation, location, and 

frequency. Lady Leicester’s accounts for Miss Charlotte’s music, show that, in 

the month of December 1819, she received no fewer than nine lessons “on the 

Piano Forte”, including Christmas Eve and New Year’s Eve, at seven shillings a 

lesson. In the same month Lady Leicester paid J. Michael Weippert for four 

similarly priced harp lessons.59  

In 1798 George Smart was an organist at both the Brunswick Chapel and 

that of St James in Hampstead Road, he was harpsichordist at Colman’s 

Theatre in the Haymarket, and deputy to Dr Arnold, at Westminster Abbey, but 

he also applied for a teaching job at Mrs Cameron's School, London; his 

account of his audition is as follows:   

This lady I was told would be guided in her choice by the 
approval of a Mr Twiss. I had heard that he was a 
tremendous critic and formed his judgment on the 
performer’s efficiency in sight-playing. I told Dr Arnold I was 
afraid to encounter so formidable a judge. He told me to go 
to Mr Twiss’s house, and added, with a comical expression, 
that Mr Twiss was stone deaf. I went. The first question put 
to me was: ‘Can you play at sight?’ I boldly answered ‘Yes’. 
He then placed before me a very difficult sonata, and put his 
ear close to the pianoforte. I saw at once that the sonata was 
too much for me, but I dashed at it and rattled over the right 
and wrong notes. Mr Twiss expressed his perfect 
satisfaction and reported to Mrs Cameron that I must be a 
very capable teacher.60  

Such self-possession may have contributed to Smart’s success. Described as, "a 

highly adept social climber as well as a similarly versatile musician”, Smart 

gained a knighthood in 1811.61 He gave some lessons to the daughters of 

                                            

 

59 I am grateful to Katrina Faulds for sharing her research into the Leicester family. Sir 
John Fleming Leicester Bt. owned Tabley House and the Old Hall, situated within an 
extensive park, a few miles from Tatton.  
60 Smart, Leaves, 6. 
61 Golby, Instrumental Teaching, 22. 
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George III and was able to afford a deputy, to whom he cannily paid half his fee 

for taking his place and teaching, “at various schools”.62 

It was also possible to make a comfortable living in the country towns, 

especially when supported by the local landed gentry. It has been assumed 

that Francis Sharpe (c.1775-1823) was the son of the author of a pianoforte 

tutor, New Guida di Musica... with 40 progressive lessons published in 1797 

despite the difference in the spelling of their surname.63 Whether he was or 

not, the younger Sharpe was a music teacher and organist in Knutsford, the 

Cheshire town that backs on to the Egerton’s estate, Tatton Park. He married a 

distant relation of Elizabeth Gaskell in 1809, just three years after Wilbraham 

and Elizabeth married, and he earned “clear gains” of £800 per annum, 

according to his widow’s account.64 They moved to Heathside, into a house and 

farm, near Gaskell’s aunt, Mrs Lumb, in 1812, and thus he also achieved an 

unusually high social standing, whilst remaining a musician. Although “his 

range was Macclesfied, Toft, Peover, Oughtrington, Arley, Runcorn, High Legh, 

Altringham etc.”, there is nothing to suggest he taught at Tatton Park, but he 

held a high standing in Knutsford, and the Egertons would have known Francis 

Sharpe as the Parish Church Organist. In 1822, Mrs Sharpe joined Lady Maria 

Stanley, Mrs Egerton, Mrs R. Leycester, Miss Ross and Miss Leigh, the ladies of 

Knutsford who founded the Female Benefit Society, to find a matron and 

employment for women prisoners in gaol.65 Sharpe was jealous of his position 

in Knutsford, and although his organ post offered a mere thirty guineas per 

                                            

 

62 Smart, op.cit., 46. 
63 Jamie Croy Kassler, The Science of Music, 132. Francis Sharp, New Guida Di Musica 
Being a Complete Book of Instructions for Beginners on the Piano Forte, Entirely on a 
New Plan, Calculated to Save Much Time & Trouble, Both to Master & Scholar - to Which 
Is Added Forty Progressive Lessons in Various Keys with the Fingering Marked, 
Agreeable to the Last Improved Principle Composed by the Late Francis Sharp Op.6 
London: Preston & Son, 1796 WM. 
64 Chapple, Elizabeth Gaskell: the early years, 147, from the correspondence of the 
Whittaker family, Edward Hall, Cranford Again: the Knutsford Letters, 1809-24. (Page 
24 of the transcript MCRL ms.f823.89G69.)  
65 Hall, Cranford Again, 146-7. 
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annum, his widow explained that he kept it, in order to safeguard the post 

from the infringement of another organist.66  

In general, like the governess, the music master held an ambivalent place 

in society; he was mostly respected for his skills, which could lead to 

invitations for dinner, possibly in order to perform for, or with, the family in 

the evening, and he would sometimes stay overnight.67 One might assume that 

those who had a genuine concern for passing on their love of music to their 

pupils were generous with their time. Giardini (1716-1796) and R.J.S. Stevens 

(1757-1837), regularly gave a morning academia or found other performing 

opportunities for their students, in order for them to gain experience in 

playing to others.68  

1789 Having many Pupils who had arrived at some degree of 
Perfection in performing upon the Piano Forte, and in 
Singing I determined this year, to give them an opportunity 
of shewing their abilities, at a Private Concert …69 

It would also showcase the results of good teaching and procure further 

pupils, and possible music sales when the teacher’s own scores or those for 

whom he was an agent, were heard and enjoyed. Such endeavours exhibited 

another collaborative act, in which composer, pedagogue and performer 

worked together. 

Teaching in boarding schools, offered a regular income but, in the early 

days, the nurture and progress of individual pupils may have been less 

                                            

 

66 Chapple, Elizabeth Gaskell: the early years, 147 and Hall, Cranford Again, 24 
67 Examples of hospitality to musicians in English town and country houses are given in 
countless diaries, memoirs and account books. Sophie Baker, for example, recorded on 
the 29 September 1798, that her harp teacher. “Mr Meyer came here to give us a 
Lesson, dined here – he brought some very pretty new music.” On the 13th January the 
following year, he “came to us and slept here.” CRO, Add. Ms. 7466. In September 
1821, there is mention in a letter from the wife of Francis Sharpe, of a concert to be 
held in Chester, “Mr Cholmondeley himself offerd [sic] My Husband a dinner, & to put 
up a Bed for him in the House he has taken, if he would go…” Hall, Cranford 
Again,125. 
68 Italian composer and violinist, Felice Giardini held a lucrative academy, as described 
in Christa and Russell McCormach Jungnickel, Cavendish (American Philosophical 
Society, 1996), 127. English composer and organist, Richard John Samuel Stevens 
known by his initials, is chiefly remembered for his previously cited Memoirs. 
69 Stevens and Argent, Recollections, 66. 
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satisfactory than in private teaching. Early in the 1770s, Edward Miller (1735-

1807) started his preface to The Institutes of Music, with the words,  

It is a common observation that young Ladies at Boarding 
Schools seldom make any great progress in Music. The 
Author of this book, who has been many years employed in 
those Seminaries, convinced of the truth of such remarks, 
and at the same time conscious that the difficulty of 
redressing it arises from the shortness of time a Master can 
allow to each Scholar, where there are numbers to be 
taught, has at length after many experiments found that the 
best method of communicating the principles of Music to 
young Students is by way of Question and Answer.70 

This was an early example of the catechism style of teaching, so beneficial to 

the governess. Miller’s own teacher, Dr Charles Burney, taught at Chelsea 

College in addition to his private practice, and this method enabled the class-

teacher to concentrate on one pupil at the harpsichord whilst the rest were 

gainfully employed in learning “the Elements of Music,” by questioning and 

answering each other. It is a pragmatic solution to the problem of teaching a 

mixed-ability group of beginners, but it is also a detailed manual that 

represents his genuine desire to impart an understanding and enjoyment of 

music, containing pieces by a wide variety of composers, to inspire the pupil to 

progress.71 “He was said to be a simple and warmhearted man, with generous 

philanthropic tendencies.”72 

R.J.S. Stevens was a keen composer of glees and catches, but he also took 

teaching seriously and was employed at Mrs Ray’s school at Streatham. He 

recommended Thomas Attwood as his successor when he moved to Mrs 

Carter’s Ladies’ Boarding School at Lambeth, in 1800.73 It shows some concern 

for his pupils that he should wish to be succeeded by another musician of 

                                            

 

70 Edward  Miller, Title: Institutes of Music, or Easy Instructions for the Harpsichord to 
Which Are Added Lessons for Practice, Etc (London: Longman & Broderip, 1771), 
Preface. He succeeded John Camidge at Doncaster. 
71 In addition to his own compositions, these include Handel, Avison, Edelmann, 
Paradies, Just, Vanhall, Schobert and Frederick, King of Prussia. 
72 J.M. Black. "Miller, Edward." Music Online. Oxford Music Online. Oxford University 
Press, accessed May 5, 2012, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/18688 
73 Stevens and Argent, Recollections, 114. 
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merit. At his next school, he bemoaned the bad teaching of his predecessor, 

“Never in my life did I see such playing as of these Pupils of Mr Yarnold. To 

correct the position of their hands in playing was almost impossible.”74  

3.3.1  Charlotte Egerton’s Music Teachers  

Rare though information is about specialist music masters, there is 

evidence identifying some of the teachers of the Egerton’s daughter, even if 

not the actual details of her hand position. Charlotte Lucy Beatrix, appeared to 

inherit her parents’ musical interest and aptitude, and her annotated musical 

scores will be examined in the next chapter. From a payment in Wilbraham 

Egerton’s account book of £26.19.0 on the 30th June 1841, “for Charlotte’s 

music lessons and subs to book by Draft,” it is clear that she had some lessons 

from a Mr Worgan during the London season.75 The sons of the organist, Dr 

John Worgan, were musicians, but all died before 1841 so the likely contender 

is his grandson, George Worgan (1802-1888). It is surely no coincidence that 

he was taught by J.B. Cramer, whose tutor books she used, and “after settling 

in London gave piano lessons to members of fashionable society, and to the 

daughters of Clementi.”76  

Two years later, in 1843, Wilbraham was paying £19 for lessons with Mr 

Potter.77 Both Charlotte's riding and dancing tutors had been employed to 

teach the Princess Victoria, and it is likely that her piano teacher was, 

therefore, Cipriani Potter (1792-1871), who also taught the princess.78 He, like 

                                            

 

74 Ibid., 122 
75 Wilbraham Egerton’s Account book, Chester, DET/3229/11 
76 Pamela McGairl. "Worgan." Grove Music Online. Oxford Music Online. Oxford 
University Press, accessed April 16, 2012, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/30570. He 
published a compilation of psalm and hymn tunes during the year in which I believe 
him to have been teaching Charlotte.  
77 Wilbraham Egerton’s Account book, Chester, DET/3229/13 on the 6th July1843. He 
paid one Signor Baretti, £3.12. for Italian lessons for Charlotte on the same date. 
78 Cipriani Potter was a celebrated pianist, although he was by this time performing 
less, having become Principal at the Royal Academy of Music; this very significance 
would perhaps have been appealing to the Egertons, if this were the same Mr Potter. 
Philip H. Peter and Julian Rushton. "Potter." Grove Music Online. Oxford Music Online. 
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Worgan, had good credentials having been taught by Thomas Attwood, worked 

with Crotch, and may have had lessons with John Wall Callcott, but his most 

important teacher was Joseph Woelfl (1773-1812) with whom he learnt from 

1805-10.79 Thus imbibing the Viennese school of playing, but more unusually 

at this time, also learning Bach’s Das wohltemperierte Clavier as it was in the 

process of being adopted by the English.80 Potter’s Three Waltzes for Piano 

Forte in German Style, of 1816, are to be found in the Tatton Park library in a 

volume of pieces owned by Charlotte and other family members, but her 

signature is absent.81 He prepared a complete edition of Mozart, from which is 

the Tatton four-hand version of Mozart’s ‘Grand Fugue, in D major, as 

performed for the first time in England at the Philharmonic concert, 1837’.82 He 

later visited Beethoven and returned to England as a pianist, performing and 

teaching at the newly formed Academy of Music, becoming the principal in 

1832. His career is of interest as another example of the hardworking, jobbing 

musician whose position in society was mutable because of his musical 

abilities.  

3.3.2  The Foreign Master   

It was not only English music masters who found employment teaching 

young women; Britain was a prosperous nation, hospitable to foreigners, and 

receptive to musical influences from abroad. Within the British upper classes, 

there was both wealth and the will to acquire a fine musical education. The 

employment of a “Foreign Master” contributed to notions of status, and 

                                                                                                                                

 

Oxford University Press, accessed August 13, 2011, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/22191pg4 
79 Woelfl, however, is not represented in her repertoire, although his music is found in 
Lydia Hoare’s volumes at Killerton.  
80 Michael Kassler, The English Bach Awakening: Knowledge of J.S. Bach and His Music 
in England, 1750-1830 (Aldershot: Ashgate, 2004). J.S. Bach does not appear at all, in 
either the Killerton or the Tatton Park collection, although it is always possible that it 
was removed by later generations.  Wilbraham’s sister, Mary Egerton, Lady Mark 
Masterman Sykes owned a copy of Bach’s 48 Preludes & Fugues, listed in the sale 
catalogue of her musical library in 1847. 
(" Tatton MR. 2-5.17(xx).  

() Tatton MR. 3-8. 13 (x).  
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created a situation where musicians might cross the channel and move to 

England, Ireland and Scotland, either to establish themselves permanently or 

as a useful step in their international careers. Both Italian opera companies and 

German instrument makers had established themselves in London during the 

eighteenth century, and foreigners continued to be encouraged by good 

remuneration to bring their skills to Britain.  

The Italians, having cornered the market in the earlier eighteenth century, 

continued to dominate at the opera and Italian singing masters were 

particularly in demand. Despite Baretti's warning to his fellow-countrymen, that 

it was impossible to make a living in England, there were plenty who did, and a 

growing number continued peripatetic careers in London and other major 

towns.83 A number of composers were glad to escape across the channel from 

Paris, in the early 1790s, including the famous violinist, Giovanni Battista Viotti 

who died in London in 1824.(%  

At the end of the century, an increasing numbers of Germans travelled to 

the British Isles; Michael Kassler suggests that they were attracted by the 

“flourishing concert life in London”, the success of Handel, and the presence of 

the Hanoverian monarchy.!He continues to list a number of German composers, 

and observes that “the support they received from the aristocracy was 

important to their success”, and cites Mrs Papendiek’s comment, “that J.C. 

Bach’s teaching led to his being ‘received in the higher circles of society as a 

                                            

 

83Joseph Baretti, An Account of the Manners and Customs of Italy; with Observations on 
the Mistakes of Some Travellers, with Regard to That Country (London: T. Davies etc., 
1768), Vol 1, 149-150. “As to fiddlers and other Italians, who come here to play or to 
teach music foolishly attracted by the great renown of English riches, they perform at 
the Opera and at Madam Cornely's and trot about from house to house every morning, 
to give lessons for two guineas a dozen, while the winter lasts: but scarcely one in 
twenty has found himself twenty pounds the better at the year's end for these twenty 
years past." 
84 ‘On 21 or 22 July 1792, Viotti fled to England”, Warwick Lister, Amico, the Life of 
Giovanni Battista Viotti (New York: Oxford University Press, 2009), 162. 
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visitor.’ ”(* A database has been compiled of as many as two hundred and 

ninety German musicians in London between 1750 and 1850.('    

On the 9th October 1786, the literary figure, Sophie von La Roche visited 

England to see the sights and recorded in her travel diary, 

 To-day Mazanti, former conductor of the orchestra in 
Wurtemberg, visited me. His conversation pleased me, for 
he not only praised the Englishman’s generosity towards the 
teachers of his children and to artists, but also the 
conscientious treatment he received from several families 
who had gone away for an indefinite time, yet paid him all 
bills owing for that period as if he had demanded it of them, 
A man of good principles, energy and modest bearing, he 
assured me, might always count on happiness in his old 
age, for the remuneration for the first lesson was three, for 
all subsequent ones, one guinea.87  

On January 26th 1828, Sir Walter Scott mentioned, with some surprise, in his 

journal, that the pianist, Moscheles (1794-1870) found scholars in Scotland 

who were prepared to pay him two guineas a lesson.88  

The vogue for hiring foreign masters was bemoaned by some of the 

English, both for stealing their livelihoods and their daughters, not without 

reason. Clementi, Dussek, Steibelt and Hullmandel all married their students, 

although Dussek's wife, Sophia, was also the daughter of his publishing 

partner, Domenico Corri, and when the German pianist, Schroeter, married, he 

was paid by his father-in-law to discontinue such an un-gentlemanly 

profession.89 In addition to Dr Burney's services, Hester Thrale employed Jane 

                                            

 

85 Michael Kassler, The English Bach Awakening : Knowledge of J.S. Bach and His Music 
in England, 1750-1830 (Aldershot: Ashgate, 2004). 64. He lists: Frederick Nicolay, J.C. 
Fischer, J.C. Bach, Abel, Wilhelm Cramer, J.S. Schoter and Horn. 
86 F. Anne. M.R. Jarvis, “German Musicians in London, c. 1750-c.1850. See also, 
”Deborah Adams Rohr, The Careers of British Musicians, 1750-1850 : A Profession of 
Artisans (Cambridge: Cambridge University Press, 2001). 37-48.  
87 La Roche, Sophie in London, 282. 
88 Sir Walter Scott, The Journal of Sir Walter Scott, 2 vols., vol. 2 (New York: Harper, 
1891), 113 & 115. Moscheles and his wife visited for breakfast on January 21st 1828, 
and five days later, he attended Moscheles’s concert and made the comment re his 
fees on 26th January.  
89 Nicholas Salwey discusses this in “Women Pianists in Late Eighteenth-Century 
London”, Stefan Manz, Margrit Schulte Beerbühl, and John R. Davis, eds., Migration and 
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Mary Guest (probably on the recommendation of Burney, who thought very 

highly of her).90 She also hired the Italian singer, Gabriel Mario Piozzi (1740-

1809). Her daughters remained safe from his charms, but she, (now widowed) 

was not so immured, and she caused some scandal when she subsequently 

married him.91 

All the families in this study had dealings in one way or another with 

"Foreign Masters". The Moravian musician, Latrobe was a visitor to Henry 

Hoare, probably bringing him music from Germany, the German teacher of 

flute, Charles Saust and the anonymous German harp teacher, both mentioned 

in the last chapter, and all were recorded by the Hoares in letters and account 

books, as was an Italian singing master, patronized by the Aclands in Vienna. 

The Scandinavian musician, Tellefsen (1822-1874), was the son of the organist 

and librarian at the Royal Norwegian Society of Sciences and Letters in 

Trondheim, whom Thomas Dyke Acland had met in his travels the year before 

he married. Tellefsen later named his son after Acland, and thus Thomas Dyke 

Acland Tellefsen (pupil of Kalkbrenner and Chopin, composer and pianist) was 

invited to Killerton on a number of occasions, although none of his music is 

now in the collection.!!

                                                                                                                                

 

Transfer from Germany to Britain, 1660-1914 (München: Saur, 2007). Chapter 14, 
273-290. See also, Susan Wollenberg and Simon McVeigh, eds., Concert Life, 151-167.  
90 Howard Irving, "'The Necessity of Giving Continual and Fatiguing Lessons': William 
Crotch on Music Teaching in London," International Review of the Aesthetics and 
Sociology of Music 35, no. 2 (2004): 282. Jane Mary Guest and amateur pianists, too, 
were mentioned by Charles Burney,; he noted that “Keyed-instruments are perhaps 
nowhere on the globe better played in every different style, than at present in this 
country, by Burney, Clementi, Cramer Jun., Miss Guest, Hullmandel, the two Wesleys, 
and many others, not only professors but dilettanti, who though not public performers, 
one hears with great pleasure in private. I am obliged to strike out of this list the name 
of Mr John Samuel Schroeter; but this distinguished musician, whose neat and 
exquisite performance on the piano-forte will be long remembered with regret, died 
November 1st, 1788, while this sheet was printing!” Burney, Charles, and Frank ed 
Mercer. A General History of Music: From the Earliest Ages to the Present Period 
(1789). New York: Dover Publications, 1957, Vol 4, 682. 
91 The Italian musician, Gabriel Mario Piozzi. Towards the end of September 1782, 
Hester Lynch Thrale wrote from Streatham Park, “Now! that little dear discerning 
Creature Fanny Burney says I'm in love with Piozzi—very likely! he is so amiable, so 
honourable, so much above his Situation by his Abilities…” He married Hester Thrale in 
1784. www.thrale.com/hester_and_gabriel_piozzi accessed August 8, 2013. 
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As has been revealed, the instrument makers listed by Sir Christopher 

Sykes were all Germans, and in 1844, the Egertons employed the Italian-born 

conductor and musical director of the King’s Theatre, Michael Costa (1833-

45).#)  If they were like the Private Concerts for Queen Victoria, that he had 

been involved in since the first years of her reign, they would have been two-

part programmes of late eighteenth and early nineteenth-century Italian 

operatic excerpts, accompanied by Michael Costa. Such close contact with 

singers and musicians, in her own home, would have been most educative for 

Charlotte, and Signor Baretti was hired for her Italian lessons in 1845.93  

3.3.3   ‘The Necessity of giving continual and fatiguing 

lessons’ 

For every teacher who found it a gruelling task, like Crotch, there would 

have been plenty more girls for whom music was a daily struggle. Most 

teachers would have had their fair share of untalented pupils, who were 

learning because their parents saw it as a social necessity; the very girls for 

whom Hannah More, Mary Wollstonecraft and others had the concerns 

discussed in my section on expectation and accomplishment. The master’s 

livelihood was dependent upon the pupil’s progress or, at very least, their 

ability to play a piece to some effect in the presence of guests, within the 

home. It was helpful to have every available aid to teach not only the basic 

theory and reading of musical notation, but also to develop enough technical 

facility and fluency for the performance of a pleasant showpiece. Two 

advantages for the keyboard teacher of this time were the fashion for 

                                            

 

#) Chester Record Office, DET/3229/13. In Wilbraham’s Account Book for 1845, 29th 
April to “Sig. Costa for the singers at our Music Party by draft - £110-5-0” and on 27 
May - “To Monsieur Costa for the Singers at our two Concerts - £231 (Mrs E. has the 
list).” Elizabeth Costa compiled a volume of 35 programmes of Private Concerts given 
at Kensington Palace, Buckingham Palace and Gloucester House, London between 1837 
and 1860. Michael Costa continued to conduct the Sacred Harmonic Society between 
1848 and 1858 at the Exeter Hall, London. See: 
www.concertprogrammes.org.uk/html/search/verb/GetRecord/4335 
93 Ibid. £3.12 was paid to Signor Baretti on 6th July 1845. A good surname for an 
Italian teacher, as he might be advantageously confused with the earlier quoted, 
Joseph Baretti (1719-1789) who taught Hester Thrale and wrote the two much read 
language-translation dictionaries, and an Account of the Manners and Customs of Italy. 
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compositions for the piano with good melodies and simple accompaniments, 

and the regular and diligent music practice that was a regular part of a young 

lady’s daily employment. However, when all else failed, they may have just 

learnt a few selections by rote, to give the impression of pianistic ability. 

Nicholas Salwey remarks that Dibdin complained of girls, “playing abstruse 

excerpts out of Haydn and Pleyel” in place of complete works, and objected 

that, “passages, and not music then, are what young ladies are now taught.”94 

From the onset of lessons, the teacher knew that young ladies, however 

talented, were not going to pursue professional careers. Even the daughters of 

musicians rarely became concert performers, and Salwey’s conclusion was that 

even they ceased to do so, in public, either because they became singers, or 

because they married, “Miss Reynolds and Elisabetta de Gambarini are 

exceptional throughout the entire 50-year period, in performing both before 

and after marriage.”#* 

Pride in the achievement of overcoming hurdles, however small, is 

something that sometimes only the tutor can gauge, but not all found this 

satisfaction in teaching. Jane Austen complained of the casual attitude and 

self-importance of her niece’s music-master, and deduced from the particular, 

an argument against music teachers in general, 

Mr Meyers gives his three Lessons a week – altering his days 
& his hours however just as he chuses, never very punctual, 
& never giving good Measure. – I have not Fanny’s fondness 
for Masters, & Mr. Meyers does not give me any Longing 
after them. The truth is I think, that they are all, at least 
Music Masters, made of too much consequence & allowed to 
take too many Liberties with their Scholar’s time.96  

                                            

 

94 Wollenberg and McVeigh, eds., Concert Life, 279, quoting from Charles Dibdin, A 
Letter on Musical Education… (London: printed for the author, and sold by him, at his 
warehouse, no. 411, Strand, opposite the Adelphi, 1791).  
95 Nicholas Anthony Salwey, "The Piano in London Concert Life : 1750-1800." (D.Phil. 
Thesis, University of Oxford, 2001), 282, footnote 43.   
96 In a letter to Cassandra, Saturday 2nd December 1815, Le Faye, Deirdre, ed. Jane 
Austen's Letters (Oxford: Oxford University Press, 2011), 316. Quoted in part, Penelope 
Cave, "Jane Austen and the Square Piano," Harpsichord & Fortepiano 16, no. 2 (2012): 
163. Mr Meyers is identified by Deidre le Faye as Philip-James Meyer (1732-1820), the 
first to play pedal harp in England, living in Upper Marylebone Street. Meyer settled in 
London in 1784. See also p.65/66, footnote 134.  
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Burney could only have accommodated the great number of pupils that he 

taught within a week, if he did keep his time by the clock, although teachers 

have often offered extra time where there was need.97  

Samuel Wesley (1766-1837) may have given good measure, but 

complained of overwork, “what with signing Tickets, teaching those never 

meant to learn, see, hear, or understand”.98  This is, perhaps, a partly 

humorous exaggeration to a friend of an occasional occupational irritation but, 

in his biography of Wesley, Olleson suggests that, although his attitude was 

different in regard to his talented pupils, there were too many of those with 

less ability, “…it was not music teaching per se that he objected to, but the 

mind-numbing tedium of a long succession of pupils with no interest or 

aptitude.”99 The vitriolic opinions of Ambrose Pitman (1763-1817) are 

frequently quoted; he was the most publicly outspoken on his professed 

dislike of teaching, but was not, perhaps, as entirely dependent upon the 

profession as the others mentioned here. He had been left a house by an aunt 

and saw himself as a gentleman amateur. In 1815, Pitman published a didactic 

verse-book and The Miseries of the Musick-Masters. 100  Whether from personal 

experience or acute observation, he seems to have perceived what Richard 

Leppert describes as "ill-talented children and hopelessly hopeful parents".101 

The very title gives some idea of the difficulty of fulfilling a role that was not 

                                            

 

97 West Sussex Record Office. Add Mss 7465. Sophie Baker recorded a particularly long 
piano lesson, in her diary on the 1st August 1797, “4 hour lesson with Mr Von Esch at 
his house.”  
98 In a letter to Novello, on the 6th May 1812. Wesley and Olleson, The Letters of 
Samuel Wesley, 163. 
99 Olleson, Philip. Samuel Wesley: The Man and His Music. (Woodbridge, Suffolk, UK: 
Boydell Press, 2003), 90. He also describes Wesley’s generous dealings with the father 
of a Miss Smith, whom he stated was in possession of, “the most illuminated musical 
Intellect.” 
100 Jamie Croy Kassler, The Science of Music, 843-5. It is possible that, as this was 
published two years before he died, he had become more dependent upon teaching 
towards the end of his life, or that it was more costly to appear publicly as a 
gentleman, than his means allowed without supplementing it with teaching. Ambrose 
Pitman, The Miseries of Musick-Masters; Including the Art of Fingering Key'd 
Instruments (London, 1815). 5 copies can be found in university libraries in the US, but 
none in England. 
101 Leppert, Sound Judgement, Footnote, 195. 
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every musician’s first choice of employment. It contains the following two 

plaints about the length of his penance: 

…But when compell'd his hour to stay,                                                                                                        
And teach Miss Play-ill how to play –                                                            

One hour! The usual courtesy                                                                                          
And limit of his Misery!"…                                                                                                                              
…Yet though discordant sounds may shock,                                                                                                 
One hour his time is - by the clock;  

A child who was suffering the mortification of knowing she was but a poor 

beginner, with little aptitude, may also have found that hour of her lesson 

uncomfortably long, unless she distracted her music master. The pupils of the 

musician and astronomer, William Herschel, became adept at changing the 

subject; in a memorandum, dated 28 March 1772, he wrote, "This week, gave 

39 lessons to ladies… Some of them made me give them astronomical instead 

of musical lessons"."&)!!This apparent preference for astronomy over music may 

have been a very effective diversion-tactic of the less able students. Discomfort 

at having to demonstrate a lack of daily practice or accomplishment is shared 

by some of the pupils in the next section. Lack of progress is evident in poor 

practice techniques; when pupils play through music repeatedly, for however 

many hours a day, they learn the same errors. Although the frequency of 

lessons may have allowed more guidance in the early stages of note-learning, 

this vital element is omitted from the early published tutors, and it is likely 

that most pupils were left to learn their music, at home, as best they could, 

with or without a helpful governess.  

3.4  The Pupils: the dedicatees, and the not so 

dedicated 

As Golby makes clear, the music historian is hampered by “the paucity of 

contemporary accounts of the music lesson, the ‘nitty-gritty’ of what was 

                                            

 

102 Ibid., 194, quotes from The Scientific papers of Sir William Herschel, 2 vols. 
(London, 1912), I, xxi-xxiii, passim. 
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actually taught or learnt from the perspective of the pupil or teacher.” 103   

However, what is available demonstrates the wider importance of music 

lessons to girls’ education, their emerging personalities, and music’s context 

within their social lives. The collection of some of the many passing references 

to music lessons becomes greater than the sum of its parts. 

In this section, I shall consider the experience of receiving instrumental 

lessons from childhood onwards, starting with the impressions of Mary 

Mordaunt (1812-51). Named after her father’s sister, she was the daughter of 

Sir Charles Mordaunt and Marianne Holbech, and was to marry into the Acland 

family. Music books from her family form part of the collection at Killerton 

House.  I will supplement her account with material culled from the memoirs of 

two or three generations within the late eighteenth and early nineteenth 

centuries. Susan Sibbald (1783-1866) happily attended a boarding school in 

Bath. Sibbald’s memories supplement the recollections of the Honourable Mrs 

Calvert, Isabella Maria Edgeworth, and Frances Powers Cobbe who wrote of the 

very boarding school that Elizabeth Sykes attended.104 Sophie Baker, whose 

interest in the harp was recounted in the last chapter, also learnt the piano, 

and her diary-entries chart the growth of a more mature interest, aided by 

some fine music masters. In addition, are the dedications of masters to their 

pupils, young and old, and adult students such as Lydia Hoare (and her father) 

for whom musical education was a life-long pursuit. 

3.4.1  Mary Mordaunt, First Lessons  

The first wife of Thomas Acland, 11th Baronet, Mary Mordaunt, left five 

tiny books from her childhood, in juvenile handwriting; they start with some 

folded pages forming a booklet, dated from 1820 to the New Year of 1821.105 

Born in August 1812, she would have been eight years old. It is ruled for 

handwriting, with lines to keep the middle of the letters uniform. Thus 

                                            

 

103 Golby, Instrumental Teaching, 89. 
104 Susan Sibbald, and Francis Paget Hett, The Memoirs of Susan Sibbald, 1783-181 
(London: John Lane), 1926. My discoveries of Elizabeth Sykes’ own musical education 
will form part of the later section in this chapter and the next.  
105 DRO, 1148m/21(iv)18 
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constricted, it slants forwards with an upward gesture at the start of each 

word. There was no mention of a piano teacher and her music studies were 

probably directed by her governess, and at this stage probably confined to the 

rudiments. She had a dancing lesson with a Miss Cranfeldt once or twice a 

week, and by the end of the book she was in Bath, where the second little 

notebook starts.  

On the 1st February 1821, she recorded that they attended the Pump 

Room and then Sydney Gardens but admitted, “I was not good in the morning 

about my music slate.” Her father took a house in Clifton, and they were visited 

by “Little Hugh Acland” who "came to dine with us, and we went to see a 

beautiful grotto". Perhaps this was at Stourhead where Sir Richard Colt Hoare 

lived, related to Lydia Acland who would later become Mary’s mother-in-law. 

They were also visited by "Cousin Mary Erskine and Aunt Tuckfield" during 

May, after which she stated that she "began to practise but I had a little cramp 

in my finger, which put me out of humour ..." This excuse may not have gone 

down well with a Miss Girou, presumably her music or dancing teacher; after 

her name, she added, "Let me remember to be careful in practising." 106 

The next is a tiny book in a red, mock-leather, paper cover. Feb. to May 

1823. Ruled in pencil throughout, there are 8 or 9 lines per page. After setting 

out some directions for good general behaviour, she numbered some 

questions she had to think upon every day and then used her book for 

confessions, in what reads as a bad week for both Mary and her governess, 

Miss Anderson, "I was very illtempered about my music" and "I cried about my 

music and was very rude and naughty. Miss A did not speak to me all day."107 It 

finishes in a mature hand in light sepia ink, "Walton. Mary Mordaunt, Sunday 

May 11th 1823." The self-examination continues in the next book with "very 

naughty indeed with my music". These comments, whilst expressing 

                                            

 

106 One of a number of sisters, Cecilia Gertrude Giroux set up her dancing academy at 
14, Geroge St., Bath. See http://www.midley.co.uk/diorama/Diorama_Wood_FN.htm. 
107 I am grateful to Katrina Faulds for informing me that Lucy Anderson was later the 
piano teacher of the Princess Victoria, but although she was in London at this time, she 
was forging a career for herself, as a successful concert pianist, so it would seem 
unlikely that this was Mary’s Miss Anderson who appears to have been a live-in 
governess. 
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frustration at the difficulties and guilt at her lack of application, were also a 

confession that was, perhaps, the first step towards improving her attitude and 

accepting the discipline of daily practice. It is a genuine example of the 

conduct writers’ association of Christian self-discipline, obedience, self-

examination and repentance, with the discipline of music and demonstrates 

why it was considered a valuable ingredient of a good education. 

The final book was dated 1824, in pencil, with the months October to 

December; the paper is no longer ruled and the handwriting is much more 

mature. She mostly listed her work, which did include practising, and she was 

up in the evenings. She mentioned staying with the Cursons at Hagley, 

somewhere beyond Litchfield, and hearing Mrs Curson playing the harp. She 

was reading the life of Nelson and practising before and after breakfast. They 

visited Hugh Acland at Lichfield and Mrs Acland's shelter and the Cathedral, 

where she thought the chanting very beautiful.108 She also commented on a 

beautiful anthem heard at church, and so her musical appreciation appears to 

have matured. These little books, thus chart the progress of a child not 

naturally drawn to music, gradually developing a taste for it. It is unlikely that 

she progressed to be a competent performer, but she seemed to overcome the 

initial frustrations of the discipline, and by assiduous practice she might have 

been able to play sufficient “pretty tunes” to join in a musical evening.109 After 

her father’s death on the 30th May 1823, she grew to be the young lady that 

the writers of the conduct books sought to nurture; she learnt to control her 

temper and apply diligence to the necessary accomplishments.  

Whether Mary Mordaunt’s musical appreciation played a part in Thomas 

Acland’s long courtship is not known although, as related in the last chapter, 

his own interest in music was activated by spending time with Mary and her 

                                            

 

108 Probably Hugh Dyke Acland (Woodhouse) (1791- 1834), the brother of Sir Thomas 
Dyke Acland 10th Bt. He married the daughter of the Dean of Litchfield Cathedral. 
http://genealogy.links.org/links-cgi/readged?/home/ben/camilla-genealogy/current+c-
acland5630+2-2-0-1-0. Accessed March 2012. 
109 James Edward Austen-Leigh, A Memoir of Jane Austen: And Other Family 
Recollections. (Oxford: Oxford University Press, 2002), 171. Her niece, Caroline, 
described Jane Austen’s modest music practice, “She played very pretty tunes, I 
thought.” 
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sister. The marriage took place in 1841. Sadly she died ten years later, before 

her husband succeeded to the baronetcy, and it was his second wife, her 

cousin, Mary Erskine, who was to become the next Lady Acland and raise their 

children.  

3.4.2  Susan Sibbald, Music for Pleasure   

Moving a generation back, and between Elizabeth Sykes and Lydia Hoare 

in age, Susan Sibbald was born in 1783 and was also to retain a life-long 

interest in music. She was brought up in Fowey in Cornwall, and early in her 

memoirs, at the age of six, she mourned the loss of the governess who taught 

her “to repeat verses and little songs.”110 When war with France broke out, they 

moved to Devonport where her father had become Inspector of Hospital Ships. 

At this point, she and her sister Betsey progressed to having music lessons 

from a Music Master and went with another sibling, to “an Officer’s Widow, 

who wished to educate two, or three girls as day scholars, with her own two 

daughters.”111 She was later sent to Belvedere House in Bath, run by the 

novelist, Miss Sophia Lee, and her two sisters.112 In many ways, it appears to 

have been very similar to Mrs Devis’ school in London, the one attended by 

Elizabeth Sykes. Susan Sibbald described the day her lessons began,  

Then I was introduced to my Music Mistress, Mrs Oaks, tried 
as to my performance, and music to be brought me the next 
day. Music lessons three times a week, practicing every day. 
Pianos in two Parlours, and one in the Drawing room, for the 
Parlour boarders, and those who were well advanced in that 
delightful accomplishment.113 

How one longs to know what music was given to her to learn, but it does give 

an idea of the frequency of lessons and importance of daily practice. Whilst 

                                            

 

110 John Freckleton Burrowes, A Guide to Practice on the Piano Forte (London: Author, 
1841), 23.  
111 Sibbald, Memoirs, 26.  
112 It was highly recommended, and the Lees were intimate friends of the actress, Mrs 
Siddons, Mrs Piozzi (Hester Thrale), and the painter, Sir Thomas Lawrence. It was later 
taken over by the Whittaker sisters of Knutsford, until 1809.   
113 Sibbald and Hett, Memoirs, 44-5.  
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most of the pianos leaving Broadwood’s for delivery at schools were squares, it 

hints at the possibility of a grand piano situated in the Drawing room.  

Susan Sibbald left school at seventeen, but music lessons continued 

thereafter, in London, with Matthew Peter King (1773-1823).114 Her polite 

education did not subdue her critical faculties or mischievous humour, as she 

later described this musician as, “the ugliest little man we had ever beheld in 

our lives, and still he was extremely conceited.” She exacerbated her lack of 

respect by adding that, “he put me in mind of a frog.”115 As a married woman, 

in about 1810, she recalled sitting at the piano and whistling Ye banks and 

braes o’ bonny Doon to the assembled company, “I felt myself quite pleased, 

and was no doubt showing off to the best of my abilities in pathos, &c.,” but 

the performance was interrupted by her husband who was unimpressed, 

saying, “I do not wish my wife to boast of whistling as one of her 

accomplishments”.  

3.4.3  Sophia Baker, Pupil of Von Esch   

The diaries of a child, on entering her twelfth year in 1793, compiled by 

the previously encountered Sophia Baker, offer another window on a young 

girl’s education.116 Two years older than Susan Sibbald, she also would have 

been between the ages of Lydia Hoare and Elizabeth Sykes. Sophia was the 

daughter of William Baker MP and one of a large number of siblings, with a 

social circle that included the Stracheys, Walpoles, Fieldings and their Conyer 

and Cotton cousins.117 They frequently visited Hatfield House, and her mother 

attended the drawing room of the Princess of Wales. Sophia and her sister took 

                                            

 

114 King was thought to have been an infant prodigy, first publishing piano music and 
later several tutor books, including A General Treatise of Music, an oratorio, and music 
for various comic operas works. Charles Cudworth and Bruce Carr. "King, Matthew 
Peter." Grove Music Online. Oxford Music Online. Oxford University Press, accessed 
February 21, 2012, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/15020  
115 Sibbald and Hett, Memoirs, 134 
116 The Sophie Baker/Trower diaries CRO Add Mss 7462- 7514  
117 Sophia’s parents were William Baker (1743-1821), the Member of Parliament for 
Hertfordshire, and Sophia Conyers (b; 1759 of Copt Hall, Essex). 
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regular dancing lessons and she mentioned the names of her music teachers. 

The lessons mostly appear to have taken place when they were in their London 

residence, Hill Street, Berkeley Square, rather than at their country house in 

Bayford.118 They regularly hired pianos from Broadwood’s to be delivered to Hill 

Street. 

Sophia may also have begun piano lessons with her governess, 

Mademoiselle La Borde, to whom she wrote a moving tribute at the back of the 

1794 diary.119 She began thorough bass with Mr Potter on 9th March 1795; she 

had mentioned a concert of pianoforte, bass and flute, the year before, in 

which he played.120  There is no diary for 1796 but the entries at the start of 

1797 show her to be a fifteen year old, reading the popular gothic horror 

story, The Castle of Otranto, as did Jane Austen’s Catherine, in Northanger 

Abbey.121 Yet, at this point she entered a more serious phase of her education, 

at a later age than Mary Mordaunt, she began to have moral misgivings about 

her own behaviour. Having admitted to idling away her music time and thus 

being “out of temper” with both her governess and her mother, when she was 

chastised for omitting to practise before breakfast. Perhaps the pressure was 

mounting as, on the 20th February, she “Began with Masters”. Mr Royon and 

Von Esch are named.122 By the 27th February 1797, she was out of temper with 

                                            

 

118 An entrepreneur, investor, politician and benefactor. Baker later became a director 
of the East India Company. He purchased the Bayford estate in 1757, see 
http://www.bayfordgardensday.org/page/about_bayford.html 
119 CRO, Add Mss 7463. See: Anthony Fletcher, “Polite Accomplishments,” History Today 
(Apr 2008) Vol. 58, Issue 4, 45, "She was a good governess, minded her duty very 
particularly and never spake but the truth.  She was likewise very neat and clean both 
in her person and dress, was a remarkably nice work woman and was very anxious for 
our going on well, walked out with us in all weathers when mama wished us and gave 
us all the little comforts she could think of." See also: Selwyn, Jane Austen and 
Children (London: Continuum, 2010), 79. 
120 CRO, Add Mss 7464. Richard Potter the flute-maker, was buried at Mitcham in 1806, 
and one son, William Henry, continued his father’s trade, but also his first son, the 
flautist, Richard Huddlestone Potter (1755-1821) married the daughter of the 
bassoonist, Baumgarten, and their son was Cipriani Potter (1792-1871). Philip H. Peter 
and Julian Rushton. "Potter." Grove Music Online. Oxford Music Online. Oxford 
University Press, accessed August 13, 2012, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/22191pg2 
121 CRO, Add Mss 7465. She refers to Horace Walpole’s popular gothic horror story, 
considered the first of its kind when it was published in 1764. 

122 Ibid. Neither Royon nor Von Esch has entries in Grove Music. Of German descent, 
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her dancing master and by the 6th March, she was out of temper with Mr Von 

Esch; there followed the report, on the 20th March, of a “very good day only I 

did not do my lesson very perfect with Mr Von Esch” but she related an 

improvement, a week later, “Masters pleased with me, particularly Mr Von 

Esch”. This pattern of good and bad lessons seemed to be repeated until 

September, by which time the long-suffering Von Esch had given her a four-

hour lesson, and taught her from his own home. On the 16th May, they had 

their first session with Mr Foreman Black on the tambourine, but two days later 

he declined teaching them; history does not relate the reason. It seems that 

their parents were anxious that no efforts should be spared in the way of 

extra-curricular activities, and they were even given marching lessons with an 

army Sergeant. Von Esch is inscribed in pencil, at the end of the 1798 journal, 

in a list of her teachers: Mr Bolton - Mr Vone - Mr Paine - Royon - Mr Carter - 

Madame Merelle - Mr Seldons - Mr de la Hante. On the 2nd of January there was 

a concert in the evening to which Miss Hadley brought her harps, and Mr 

Bridgeman his violin. Whether this, or one of many other musical parties, was 

the catalyst, at last she started enthusiastically learning a musical instrument 

that captured her imagination: the harp, as described in the last chapter. 

Nevertheless, the piano cannot have been completely side-lined as, on the 20th 

March, she had her “1st Piano-tuning lesson of Mr Selden”.123 In the later 

diaries, up to the age of nineteen, she was still having an occasional lesson 

with Von Esch and had progressed from beginner to duet performer with her 

sister, Harriet, at private music parties.  

                                                                                                                                

 

Louis Von Esch was educated in France and left for England, because of the 
Revolution, becoming piano teacher to Princess Charlotte. See Kassler, Music Trade, 
117. He was entering works at Stationers’ Hall from 1794-1815. The attractive and 
popular keyboard compositions of Louis Von Esch are well represented in the 
Killerton and Tatton collections. His Musette with variations and La Colombe 
Retrouvée are to be found in both collections. His Op.15 was A second divertimento, 
with a religious march, for the piano forte: with accompaniments for a flute, violin 
and violoncello. Composed and respectfully dedicated to Miss Sophia Baker  
 
123 I have come across many entries for professional tuning expenses within the 
families in this study, but it makes sense that the girls who were using the keyboards 
should, at least, learn to adjust the interim tuning when necessary. 



 Piano Lessons in the English Country House, Chapter 3 

 109   

3.4.4  Elizabeth Sykes, Music in School 

It is not inconceivable that Sir Christopher Sykes had, like Maria 

Edgeworth’s fictional Mrs Fanshaw, placed his daughter, “at a boarding-school 

in London, the expense of which was its chief recommendation…”")%!Here she 

would receive the polish that her mother had missed. As Jeanice Brooks has 

observed, “He no doubt felt that his rapid rise in the world required 

attainments for his daughter that her mother apparently lacked.”")*!Although 

there is no record of his first daughter’s education, his diary entry records the 

removal of his second daughter, Elizabeth, to school in London. 

Sep 3rd Miss E & self set off for Lond: slept at Ironbridge                                                                        
4 Slept at Auckenbury hse                                                                                                                                
Th. 5th Miss E to Miss Devis. Self to Mr Rose’s126 

His payments are also recorded within his diaries as he had the habit of 

summing up his outgoings for each of his dependents, as in those for 

Elizabeth (Image 3-1), which includes entries for payments to Mrs Devis.  

The school, run by Ellin Devis, was not “the Ladies’ Eton” at Queen’s 

Square, as has been suggested by some authorities but, since 1791, it was 

situated at 20, Devonshire Place. It was “the last house of London northward” 

of what is now the Marylebone Road, on the fringe of the countryside. 127  

 

                                            

 

")%!‘The good French governess’, Maria Edgeworth, Moral Tales for Young People. [with 
a Preface by R. L. Edgeworth.] (London: Gilbert and Rivington, 1801, 1848), 335. 
")*!Brooks, “Musical Monuments,” 518. 

126 Hull, U DDSY/1/102/23 
127 See Carol Percy, The Art of Grammar in the Age of Sensibility: The Accidence [...] for 
[...] Young Ladies (1775) within Marina Dossena and Charles Jones, eds., Insights into 
Late Modern English (Bern ; Oxford: Peter Lang, 2003). Carol Percy, "Paradigms for 
Their Sex? Women's Grammars in Late Eighteenth-Century England," Histoire 
Épistémologie Langage, (1994). Brooks, "Musical Monuments,"  Footnote 17. “The 
Ladies Eton” was probably the school run by the Stephenson sisters in Queen’s Square, 
Bloomsbury, where Lady Fielding’s nieces, the Bridges sisters, were visited by Sophie 
Von La Roche. La Roche, Sophie in London, 5. Hudson states that maps earlier than 
1820 show that there was nothing north of Marylebone Rd., a few farms and fields. 
The gates lasted until 1893 but 20 Devonshire Place was demolished in 1927-8 and 
the London Clinic is built on the site. 
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Image 3-1. Sir Christopher Sykes’ Diary, 1795, Hull, with kind permission128  

Elizabeth was to spend at least three formative years at Devonshire Place, and 

a description of the school, her headmistress, and the commonplace book that 

she compiled there is of particular interest to this study, because in addition to 

edifying texts, she also copied music. These handwritten pages supply a 

background to the scholar whose musical instruction books and scores will be 

explored further in the next chapter.  

Ellin Devis was the daughter of the society portrait painter, Arthur 

Devis.129 As a girl, she was accustomed to meeting the aristocratic patrons of 

her father, and this was to stand her in good stead when she started her own 

school. Before this transpired, while she was teaching at Campden-House 

school, she made a name for herself as the author of an early English 

Grammar, The Accidence; this publication was first printed in 1775.130 Within 

                                            

 

128 Hull, U DDSY/1/102/25 
")# Arthur Devis (1712-1787) was famous for his many conversation pieces, full length 
portraits of the aristocracy portrayed in order to display their wealth: their house, land, 
families and pets. (Ellin Devis’ uncle, to whom she was an heir, specialised in 
landscapes, and her brothers, also, were painters.) For examples, see: Derek Hudson 
and Martin Farquhar Tupper, Martin Tupper: His Rise and Fall, Etc. [with Plates, 
Including Portraits.] (London: Constable, 1949). 

130 The first grammar specifically written for young women, she was aiming at 
“Perspicuity and Simplicity” as more appropriate than Lowth’s more adult (male) 
grammar. ‘Accidence’ (as opposed to Syntax) implied that it was elementary. See Carol 
Percy, “The Art of Grammar in the Age of Sensibility: The Accidence [...] for [...] Ladies 
(1775)” Dossena and Jones, eds. and Stephen Sartin, "Polite Society: Portraits of the 
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two years she had started her own establishment in Upper Wimpole Street, 

where Maria Edgeworth, the popular writer of fiction, was a pupil from 1780-

82. Not only did Maria Edgeworth not enjoy music and dancing, but she 

suffered the imposed disciplines to achieve a correct posture. 131  A ladylike 

demeanour was considered a vital element in such an education, and Sir 

Christopher Sykes must have considered he had made the right choice when 

he received a letter from his friend, the specialist in decorative plasterwork, 

Joseph Rose, in November 1793, ‘ I cannot finish my letter without saying that 

I think Miss Elizabeth much improv’d and believe you will think so when you 

see her’.132 It is clear that Joseph Rose and his wife visited and offered pastoral 

care to Elizabeth while she was in London. 

Frances Power Cobbe offered a description of Ellin Devis’s school, 

contemporary with Elizabeth’s experience,  

…from the year 1790 or thereabouts. From the reports of 
my own mother, and of a friend whose mother was educated 
in the same place, I can accurately describe a school which 
flourished at that date ... the young ladies at Mrs. Devis' 
school learned to speak and read French with a very good 
accent, and to play the harpsichord with taste, if not with a 
very learned appreciation of  ‘severe’ music. The " Battle of 
Prague " and Hook's Sonatas were, I believe, their 
culminating achievements.133 

Kotzwara’s The Battle of Prague was, in fact, no mean achievement and, 

whether or not Elizabeth Sykes played this hugely popular and technically 

challenging piece, there is a copy to be found at Tatton.134  

                                                                                                                                

 

English Country Gentleman and His Family by Arthur Devis "  (London: National Portrait 
Gallery Publications, 1983), Preface vi & 55.  
131 Percy, The Art of Grammar, 72, “Maria went through all the usual tortures of 
blackboards, iron collars and dumb-bells with the unusual one of being swung by the 
neck to draw out the muscles and increase the growth, a signal failure in her case.” 
Apparently she was still 4ft 7ins when she was 21. Marilyn Butler, Maria Edgeworth : A 
Literary Biography (Oxford: Clarendon Press, 1972), 72. 
132 Brooks, "Musical Monuments," 518.  DDSY/10/18 typescript of Sykes Letters & 
Papers (1783-93), 248. Also DDSY/3/5/1 (1783-93) and DDSY 3/6/1 (1794 -1801).  
133 Cobbe, Life of Frances Power Cobbe, 58.  
134 The Battle of Prague appears in many private collections and will be discussed in 
Chapter 5. 
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3.4.5  Lydia Hoare/Acland and her Father 

There is no record of who taught Lydia Hoare the piano. Although Mrs 

Ray’s Boarding School in Streatham was a select school, about three miles from 

Lydia’s childhood home of Mitcham Grove, where music was taught by Francis 

Hypolitus Barthélemon (1741-1808), it is perhaps more likely that this precious 

only daughter was tutored at home by a governess, supplemented with visiting 

specialists.135 In 1799, a family friend of the Hoares, the bluestocking writer, 

Hannah More, commented upon the number of music masters in London who 

were employed for the female child, suggesting, "She now requires not a 

master but an orchestra."136 

It is clear that Lydia pursued her musical studies after marriage. In 

addition to the organ lessons with Samuel Sebastian Wesley already 

mentioned, she employed a singing teacher in 1814, whilst in Vienna.137 This 

belief in the value of education based on Christian principles, as something to 

continue throughout life, seems to have surpassed the level of the mere 

accomplishment as expounded in contemporary conduct books, but was 

perhaps also inspired and influenced by the actions of her father. From annual 

payments that were entered in his account books between 1805 and 1808, I 

suggest that not only did he encourage his daughter, but also had a practical 

interest in music himself. Henry Hoare appears to have been taking lessons on 

the flute from Charles Saust, the German musician who had arrived in London 

in 1800. His pedagogic interests are displayed in his Study for German Flute, 

containing all the Gamuts, Chords … and Intervals; this didactic work 

contained eighty-three examples to encourage varied articulation.138 Although 

                                            

 

135 Barthélemon (1741-1808), well received in his youth as one of the best violinists of 
his day, he also produced a New Tutor for the Harpsichord in 1790. 
136 More, Strictures, 72. 
137 Lydia and Thomas travelled to Vienna for the Congress and Lydia had singing 
lessons with an Italian master. DRO 1148M/20/1. For details, see Rana, “Music and 
Elite Identity”, 149-152. 
138 Reviewed in The Gentleman’s Magazine of March 1814. Grove Music has no entry for 
Charles Edward Godfrey Saust (1773-1858), German flautist, arranger and composer. 
He moved to England in 1800, where he lived in the house of the violinist and 
impressario, Salomon, and published much music for the English amateur market. With 
an emphasis on flute pedagogy, he was known for his arrangements of popular airs. 
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this work is not in evidence within Lydia’s collection, there are other pieces by 

Saust, and other works with flute parts to be found at Killerton that suggest 

she was accompanying this instrument. The dates of payments to Charles 

Saust are too late for Henry Hoare’s sons to be taking lessons, and too early 

for his grandsons, for whom he was guardian from 1819. It was, perhaps, a 

solace at this time, when the bank was on a firm footing and his children were 

growing away and starting families of their own.139 

3.4.6  Flattery on the Frontespiece 

By accepting dedications on the title-pages of musical scores, ladies of 

polite society not only broadcast their accomplishment to other cognoscenti, 

but the use of their names also promoted the sale of music to those who might 

like to be thus affiliated; likewise, the composer was associated with the 

aristocratic (often titled), recipients of these flattering dedications. Leslie 

Ritchie proffers the suggestion that women were displaying some 

independence in their support of subscriptions:  

“…it is reasonable to assume that women comprised a 
significant share of the market for musical publications, and 
it is illuminating to see that several women chose to 
exercise and advertise their own taste by purchasing music 
in this way.”140  

Miss Julia Hoare appears to have merited a dedication from G.E. Griffin for 

one of his Divertimenti."%"!Griffin’s Grand keyboard Concerto does appear at 

                                                                                                                                

 

See John S. Sainsbury and Alexandre Choron, A Dictionary of Musicians from the 
Earliest Ages to the Present Time. Comprising the Most Important Biographical 
Contents of the Works of Gerber, Choron, and Fayolle, Count Orloff, Dr. Burney, Sir 
John Hawkins (London,: Printed for Sainsbury and co., 1825).  
139 H. P. R. Hoare, Hoare's Bank : A Record, 1672-1955. The Story of a Private Bank. 
[Rev. ed] (London: Collins, 1955). 
140 Leslie Ritchie, Women Writing Music in Late Eighteenth-Century England : Social 
Harmony in Literature and Performance, Performance in the Long Eighteenth Century : 
Studies in Theatre, Music, Dance (Aldershot, Hampshire, England ; Burlington, VT: 
Ashgate, 2008), 75.  
141 I am grateful to Michael Kassler for noticing this within a copy at the National 
Library, Canberra, of Griffin’s Concerto no 1, printed for the author. Kassler suggests 
that Julia Hoare (1800-1850) was the daughter of Maria Acland and Sir Henry Hoare, 
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Killerton, but within a volume that once belonged to Mary Erskine (d.1892)."%) 

Griffin obviously considered the practice added cachet to his own name, 

because he inserted an advertisement of his works with all the dedicatees’ 

names listed alongside the titles of the music into his publication of the first 

concerto, which he dedicated to his teacher, J.B. Cramer, (Image 3-2). His 

sonata op.10 honoured Clementi, but Griffin was obviously also glad to be 

associated with the aristocracy.  

A volume of sonatas by Maria Hester Reynolds, dedicated to Jane Paget, 

the Countess of Uxbridge, failed to be passed down through the Mordaunt or 

Erskine families, or if it were in either of the Marys’ possession, to remain in 

the Acland library, but both Mary Mordaunt and Lady Mordaunt’s names, 

alongside many of the large Paget family, musicians and other members of the 

aristocracy, are on the subscription list of this set of fine sonatas.143  

 

                                                                                                                                

 

3rd Baronet Hoare, of Barn Elms, Surrey. See my Selected Genealogy for the Hoare 
Family. 
142 Killerton: RH.22.A / 2.33.A : “Mary Erskine / April 1824” on front flyleaf. Mary 
Erskine was the second wife of Thomas Dyke Acland 11th Baronet. 
143 Dedicated to the Countess of Uxbridge, the Hon. Mrs Hoare of Stourhead ordered 
two copies. The Lady Mordaunt and Miss Mary Mordaunt, who appear on the 
subscription list, may have been the wife and second daughter of Sir John Mordaunt 7th 
Bt. But his sister was also Mary Mordaunt, the mother of the Acland’s second daughter-
in-law, Mary Erskine; Mary Mordaunt/Erskine’s death in 1821, is mentioned in her 
namesake niece’s childhood diaries, referred to earlier. The work was registered at the 
Stationers’ hall in 1785. Although not on the subscription list, there is also a copy of 
these sonatas in the Austen collection and the privately owned Cotton collection. 
Another of Reynold’s pupils was Georgiana, the Countess of Devonshire, to whom she 
dedicated a later work.  
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Image 3-2. Advertisement of Griffin’s Publications 

A single volume of music at Killerton, once owned by a Mrs Burnand, 

contains works that mostly have royal or aristocratic dedicatees.144 Along with 

                                            

 

144 Killerton: RH.1-1.B / 2.16.A. Dedicatees in Mrs Burnand’s volume include The Prince 
of Wales, Lady Katharine Manners, and a catalogue of the “Music Seller to the Duchess 
of York”. Paul Burnand (c.1742-1806) of Swiss descent, died in Stoke Newington, as did 
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the reflected glory to be enjoyed in owning music that would have featured in 

the collections of the upper echelons of society, to appear in subscription lists 

of composer’s self-published works was an apparent inclusion, by means of 

association. In 1812, a Mrs Burnand of Stoke Newington and a Mrs Lewis 

Burnand of Hanger’s Lane are both to be found on the list of subscribers for a 

book of poetry by Miss Walsh, as are the Hoares of Mitcham. This coincidence 

suggests that their social spheres, at least, may have merged.  

The two sets of Three Organ Pieces that were dedicated to Lady Acland by 

Samuel Sebastian Wesley were discussed in the last chapter, but she was also 

the recipient of a book of French Songs with words by Eugenius Roche. His 

dedication to her, in the most sycophantic and flowery terms, deserves to be 

quoted, if only in admiration of his effort in penning it. 145  

My Dear Lady Acland                                                                            
June 25 1819  

I hope I may now intrude my congratulations upon yourself 
without exciting the indignation of your medical adviser; the 
more so, as instead of ‘lying fallow’ at Mitcham I find that 
Sir Thomas is parading courts and glittering at Drawing 
Rooms. Let him however, because my best thanks for the 
kind letter with which he favoured me is the gratifying 
information which it contained. I trust it will not be his last 
communication & I am going to furnish him with matter for 
more. Will you accept the first printed copy I have been able 
to procure of Mr Grattan’s poem? It is not yet published but 
it will soon make its appearance, & I am happy to say that 
Messrs Longman & Co seem to entertain a high opinion of it. 
When Sir Thomas has read it to you, I trust you will both 
favour me with your candid opinion upon the subject. It 
strikes me that the more frequently the poem is read the 
more it increases in beauty. However I shall not say more at 
present, lest I shd raise your expectations too high. I 

                                                                                                                                

 

his wife, Mary in 1829. The wife of Lewis Burnand (1773-1848) gentleman, also died in 
Stoke Newington in 1856 
http://www.tolliss.com/gedview/individual.php?pid=I3088&ged=Tolliss.ged  

The National Archives hold a lease dated 1811, for a Lewis Burnand, merchant, of 
South Street, Finsbury Square, ACC/0489/005 1811 Aug 2 and a further one for a 
parcel of ground adjoining on north to Hangers Lane from 1 Jan 
1817  ACC/0489/006.   
145 D R.O. 1148/M/add36/344. She would have been recovering from the birth of 
Leopold Dyke Acland on the 3rd June 1819; he was, ultimately, the fifth of seven sons.  
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enclose a letter from Grattan himself, as it will give you 
some insight into the character of a poet. Mrs Roche rejoices 
as sincerely as I do at the fortunate state of your health. 
With respect to herself, I must have expressed myself in a 
most unintelligible manner for she has also been remarkably 
well & the only accident which has befallen her has been 
introducing into this bustling world a great fellow with the 
nose of a general and the forehead of a poet. Time & space 
now fail me, but not that deep feeling of esteem admiration 
& friendship with which I hope to remain beyond this world.  

My dear Lady Acland, yours most respectfully & sincerely, 
Eugenius Roche. 

The letter, in conjunction with others received by the Aclands, recognises the 

divisions of class, but also the importance of family, and infers that whilst 

Lydia was recovering from the birth of her seventh child at her parents’ home, 

Sir Thomas was keeping up the necessary social round, and being consulted 

and venerated for his advice and opinion on many subjects. Although meant as 

a present to both the Aclands, it is to Lydia, Lady Acland, that he dedicates the 

songs; she was the most likely to study and perform them or to organise their 

performance, either accompanying herself, her husband or others and to 

recommend the songs to friends. In this way, by ingratiating himself with Lady 

Acland, his work was likely to receive much wider exposure and interest than 

had he dedicated it to her husband.  

Turning to the next generation, like her cousin, Mary Mordaunt, Mary 

Erskine’s branch of the family was also musically educated; some of the music 

belonging to Lady Mary Henrietta Erskine came to Killerton, to swell the Acland 

collection, when her niece became the eleventh baronet’s second wife.146 A 

beautifully bound presentation volume of Six sonatas for the harpsichord or 

                                            

 

146 Lady Mary Henrietta Erskine was the daughter of Sir Henry Erskine 5th. Bt., sister of 
the Earl of Rosslyn and aunt to Mary Erskine. Probably born in 1767 (when her mother 
died), she lived until 1820, having been granted the rank and precedence of an Earl’s 
daughter by the King. John Debrett, Debrett's Peerage of England, Scotland, and 
Ireland. Revised, Corrected and Continued by G.W. Collen (London: William Pickering, 
1840), 627. There are also some Corelli concertos (C 21 A) and Corelli sonatas (CV 22 
A) at Killerton, which were originally in her ownership. Her niece’s piano music is of a 
later and more virtuosic style, found in RH.22.A / 2.33.A and mostly dated in the 
1820s including Dussek’s arrangement of Viotti’s Grand Concerto, Cramer’s 
arrangement of a Yanlewicz Divertimento, and Latour’s arrangement of an aria from 
Rossini’s La Cerentola.   
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piano-forte, three with an accompaniment for a violin, was humbly dedicated 

to the elder Miss Erskine by George Malme in 1795147.  It seems feasible that 

she was a pupil of his, and that the patronage of her aristocratic family and the 

pleasure he had in teaching her was worth commemorating in this way. If this 

were the case, she might have used his tutor book, the contents of which will 

contribute to the next chapter.148 

The teachers and pupils discussed in this chapter have presented a 

diverse range of attitudes to the study of music, but they demonstrate that if 

music lessons were provided, and masters were able to enlighten those pupils 

who had enough natural talent to persevere and learn to practise assiduously, 

then progress could be made that would lead, in some cases to considerable 

skill. Whilst a name on a title-page may be the only remaining record of those 

many hours of practice and lessons, the experience of learning the piano could 

offer, to every pupil, a deeper level of musical understanding, to be valued as a 

lifelong asset. The pedagogic material they used to achieve this end, and the 

performance pieces upon which they chose to exercise their pianistic skills, 

remain to be investigated. 

 

                                            

 

147 George Malme, Six Sonatas for the Harpsichord or Piano-Forte : Three with an 
Accompanyment for a Violin, Humbly Dedicated to Miss Erskine, Composed by George 
Malme (London: printed for & sold by the author, at Mr. Hooks, South Street, 
Grosvenor Square, 1795). There is no mention of the composer in Grove Music Online, 
and the work is not listed in COPAC. He was admitted to the Royal Society of Musicians 
on 5th June 1774. 
148 George Malme, A Sett of Practical Essays for the Hpschd or Piano Forte, to Which Is 
Prefixed (for the Convenience of Master & Scholar) a Short Introduction, & Two Grounds 
with Variations, Explanatory of All the Different Times Used in Music Humbly Dedicated 
to Miss Partridge by Her Most Obedient Humble Servant Geo. Malme, Organist of 
Grosvenor Chapel London: published for the Author, c.1790. [B.L. e.5.s.4] 
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4. “Plain & Easy Instructions” 

Printed pedagogical material is rare within the bound collections at 

Tatton Park and Killerton, and this is probably not unusual. Owing to the fact 

that an instruction book ceased to be used once mastered, it might be handed 

on to a sibling, cousin or friend, it might be put aside and not merit a 

handsome binding, or it might be discarded by later generations as worn-out, 

or old-fashioned. To understand the way the music master taught the piano to 

his pupils in this period, however, a detailed study of the content of some 

published preceptors, as used in the lessons and in the music room, is 

essential.  

At Tatton, Elizabeth Sykes’ general rudiments instruction by Callcott 

(1766-1821), was found in a modest, soft marbled binding with a handwritten 

paper label giving the title.1 Crivelli’s singing manual, and Reinagle’s 

violoncello tutor, inscribed with Wilbraham’s signature, are also there; the 

former is bound into a songbook, but I found the latter in an uncatalogued 

stack.2 Of particular interest, preserved within a volume of teaching material 

belonging to Charlotte Lucy Beatrix Egerton, is Cramer’s Instructions.3 I shall 

use this rare material for a case study of lessons in the 1830s. There is no 

keyboard preceptor in the Killerton collection, and without copies of each 

child’s early learning material, or ABCdaria, I have adopted a more general 

approach to Elizabeth and Lydia’s experience. Golby’s overview of these tutor 

books, along with those for other instruments, has provided an excellent initial 

                                            

 

1 Tatton, MR.2-4. 34. Joseph Wall Callcott, Explanation of the Notes, Marks, Words &c. 
Used in Music Second ed. (London: for the Author, c.1792). 
2 Tatton, MR.3-8.14 is a mixed volume bound by Murray, a London bookseller and 
binder. It is without an ownership name, including well annotated Italian arias, in 
addition to D Crivelli, Instructions and Progressive Exercises on the Art of Singing . . . 
New Edition with Considerable Additions & Improvements. (London: Cramer, Addison & 
Beal). 
3 Tatton, MR.2-5.19 (i) J. B. Cramer, J.B. Cramer’s Instructions for the Piano Forte, in 
Which the First Rudiments of Music Are Clearly Explained and the Principal Rules on the 
Art of Fingering Illustrated, with Numerous and Appropriate Examples: To Which Are 
Added Lessons, in the Principal, Major & Minor Keys with a Prelude to Each Key 
Composed & Fingered by the Author., Fourth ed. (London: S. Chappell [1812]). 
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resource.4 Whilst a close analysis of every instruction book is not the remit of 

this chapter, an analytical consideration of the core subjects of these late 

eighteenth and early nineteenth-century preceptors runs alongside the 

historical narrative, and will serve as a general guide to the rudimentary 

instrumental teaching of keyboards in England at this time. In the same way 

that early piano music owed much to established harpsichord repertoire in 

respect of texture and articulation, so the early preceptors did not differentiate 

between jacks and hammers.5  

Significantly, it is a well-established keyboard concept, that of the art of 

preluding, which features quite prominently in the vast majority of tutors: it 

consequently spawned further publications, devoted entirely to preludes by 

most of the keyboard players and composers of the day. I will address this 

important, yet recently neglected, early eighteenth century practice in this 

chapter, because it features significantly in Elizabeth’s keyboard studies.  

4.1  Early Piano Forte Preceptors & their 

Contents 

From various dedications within instruction books, it seems that many 

music masters wrote tutors initially for the use of their own pupils. The 

prefatory words of George Malme (fl.1774-95) are addressed to the 

“Encouragers” of his work, “To save time writing lessons out during teaching 

time.”6 He does not presume to suggest it is more complete than others, but 

states that it was intended chiefly for the use of his own pupils. The 

                                            

 

4 Golby, Instrumental Teaching. He lists publications and their dates, in his chronology 
of Principal British Instrumental Treatises, 1780-1900, appendices two and three. For 
detailed information, I am indebted to Jamie Croy Kassler’s monumental work: Jamie 
Croy Kassler, The Science of Music. 
5 For further discussion on this subject, reflecting on Beethoven’s comment on the 
difference between his style of playing and Mozart’s harpsichord-based training, see 
Richard Troeger, "Texture and Playing Style in Classic Keyboard Music," Harpsichord & 
Fortepiano 16, no. 2 (2012).  
6 Malme, Practical Essays, Preface. 
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Governess’s Musical Assistant was “Respectfully Dedicated to his Pupils by 

Joseph Coggins.”7 

The massive boom in London publishing houses and music sellers in the 

early 1800s was recorded by Thomas Busby (1755-1838) as an increase from 

twelve to one hundred and fifty.8 Pedagogic manuals abounded in a number of 

artistic subjects, in response to the growing demand for elementary 

instruction.9 There was also a proliferation in self-published music collections 

and instruction books that, if successful, were often taken on by publishers for 

later reprints. Their addresses, watermarks and Stationers’ Hall entries have 

informed the British Library catalogue’s advisory dates.10 The year of 

publication is, however, mostly imprecise, and even Stationers’ Hall entries are 

not always reliable, as they may have only been entered when a later 

publisher’s edition was printed.11 My choice of instruction books, for detailed 

study, has been whittled down to those few that were either owned by the 

Egerton and Sykes families, or those that could, speculatively, have had 

relevance to their education.12 

  

                                            

 

7 Joseph Coggins, The Governess's Musical Assistant, Titlepage. 
8 Emily Auerbach, Maestros, Dilettantes, and Philistines: The Musician in the Victorian 
Novel American University Studies Series Iv, English Language and Literature (New 
York: Peter Lang Pub Inc, 1989). 
9 For a discussion of comprehensive drawing manuals, see Chia-Chuan Hsieh, "The 
Emergence and Impact of the 'Complete Drawing Book' in Mid-Eighteenth-Century 
England." Journal for Eighteenth-Century Studies 36, no. 3 (2013): 395-414. 
10 Although mostly approximate, this task is only made possible by the invaluable work 
of Michael Kassler and others, Music Entries at Stationers' Hall, 1710-1818 (Aldershot: 
Ashgate, 2004); Charles Humphries, Smith, and William Charles Smith, Music 
Publishing in the British Isles from the Beginning until the Middle of the Nineteenth 
Century ... Second Edition, with Supplement (Oxford: Basil Blackwell, 1970); O. W. 
Neighbour and Alan Tyson, English Music Publishers' Plate Numbers in the First Half of 
the Nineteenth Century. [with Plates.] (London: Faber & Faber, 1965). 
11 Dates are, therefore, in square brackets. 
12 See Appendix 3 for my list of selected instruction books, mostly found in the British 
Library. My thanks to Samantha Carrasco for information on the rare 1st edition of 
Jousse The Piano Forte Made Easy to Every Capacity… 
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     The copy of Callcott’s Explanation at Tatton Park has the signature of 

Miss E. Sykes upon it, both on the outer and inner title pages, (Image 4-1).  

 

Image 4-1. Callcott’s Explanation, with ownership signature & composer 
verification. Tatton, MR.2-4. 34. 

This copy is the second edition and, according to the approximate dates 

supplied by Copac and the British Library, it would have been printed in about 

1800.  However, as they date the first edition at about 1792, and Elizabeth 

Sykes is still signing herself on this copy as the younger, unmarried daughter, I 

assume this reprint to have been published before the end of 1795, and surely 

she used it at school, if not before."$!It is not designed specifically for keyboard 

instruments, but offers a thorough grounding in the science of music.14 

                                            

 

13 She started school in 1793, and her sister Decima married 16th November 1795, only 
thereafter could Elizabeth be signing herself “Miss Sykes”. 
14 It might also have been helpful if she were later assisting Wilbraham in his musical 
studies. 
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Callcott’s intention was to produce a Practical Dictionary of Music, for which 

he had amassed an extraordinary library containing all the known dictionaries 

of music and notes from numerous musical and theoretical works.15 His son in 

law, William Horsley, said in his 1824 memoir of Callcott that,  

Habit had rendered the accumulation of materials a pleasing 
task to him, but he always appeared to shrink from the 
labour of arranging them. There is an avarice of knowledge, 
as well as an avarice of wealth; and my Friend might be said 
to ‘heap up’ intellectual ‘riches,’ without considering ‘who 
should gather them.16 

If Callcott’s academic collection resembles that of George Eliot’s fictional 

character, Mr Casaubon in Middlemarch, Callcott differs in the fact that he did 

publish some of his research, and he passed on his knowledge by teaching 

others.17 Cipriani Potter (1792-1871) and Joseph Coggins were Callcott’s pupils 

and were later to produce teaching material of their own.18 Callcott was helped 

by Dr Samuel Arnold who introduced him to Haydn, so it is not surprising to 

find short examples from these composers, inserted to illustrate simple and 

compound time, or that he recommended Arnold’s progressive lessons.19  

Callcott’s Explanation is not a practical guide; as perhaps the full title 

insinuates, Callcott concentrated on demonstrating the theoretical principles, 

and it was therefore insufficient for the teaching and exercise of the actual 

practice of playing the piano forte. For this reason, it seems likely that 

Elizabeth needed other assistance in learning to play, but she kept it as a 

useful reference book. If Elizabeth used the Callcott before going to school, it 

might be worth considering its contents and comparing it with the other 

methods at that time. Assuming Elizabeth needed a preceptor, in addition to 

the Callcott, specifically for harpsichord and/or piano between about 1787 and 

                                            

 

15 Kassler, The Science of Music, 151.  
16 Ibid., 161.  
17 George Eliot, Middlemarch, Penguin English Library (Harmonsworth, Middlesex: 
Penguin Books Ltd, (1871-2), 1966).  
18 Coggins, The Governess’s Musical Assistant; Cipriani Potter, 54 Preludes or 
Impromptus, in All the Major & Minor Keys, for the Piano Forte op 22 (London: R. Cocks 
& Co, [c.1830]). 
19 Callcott, Explanation, 11.  
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1793, there are a number of possible contenders, and I shall seek some 

guidance from some of those published before 1800 (see Appendix 3).   

Clementi (1752-1832) first published his Introduction in 1801; his widely 

valued publication was not available to Elizabeth or Lydia when they most 

needed it, but such a mature work does, no doubt, reflect what he had been 

teaching others in the late eighteenth century. To avoid repetition of the basic 

rudiments, when I turn to the nineteenth-century tutors, some later instruction 

books will also be cited. Some authors claim attention, not so much for the 

novelty of what they are teaching, but because they communicate it well. There 

is, inevitably, a lot of repetition and borrowed material. As is to be expected, 

no huge difference is evident between the basic rudimentary teaching within 

these tutors and those of the early nineteenth century. Sandra P. Rosenblum 

suggests, in her thorough introduction to Clementi’s Introduction, that it had, 

“an unmistakable influence on several French, English and American 

methods.”20 She includes Jean Louis Adam’s Méthode of 1804 that, in turn, was 

probably a source for Jean Jousse, who thought nothing of such plagiarism, 

taking material from Adam, for his selection of Six Fugues for a Preston 

publication in 1814.21 Rosenblum also mentions Clementi’s influence upon 

Cramer (1771-1858) and Challoner (fl.1792-1847). This is of interest in 

gauging the most prevalent notions that were circulating in polite society, and 

used in teaching young girls to play the piano in the closing years of the 

eighteenth century. 

4.1.1  Rudiments: “The Notes, Marks, Words, &c. Used in 

Music.” 

All the instruction books offer basic guidelines to note-reading and the 

geography of the keyboard, explanations of note-lengths, time signatures, key 

signatures, scales and fingering. In general, there is no lack of theoretical 

information on ‘the Science of Music’; the assumption was that the teacher 

                                            

 

20 Sandra P. Rosenblum produced a very detailed introduction to history, sources and 
context in the 1973 facsimile edition of Clementi’s Introduction. This quotation is 
taken from her Introduction, ix. 
21 Kassler, The English Bach Awakening, 27.  
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would provide the finer points of musical expression and interpretation. They 

mostly start with an introduction to the keyboard and the stave, and Mazzinghi 

(1765-1844) was prepared to state the obvious: “The first thing to be learnt is 

the names of the Notes…”22 The Callcott Explanation, although less keyboard-

centric than most of the others, does offer the heading, on page two, “To find 

the Notes on the Harpsichord”, but it does not include the ubiquitous 

illustration of a keyboard. The diagrammatic juxtaposition of the treble and 

bass staves and leger-line notes with the keyboard layout, found in so many 

other tutors, clearly demonstrates the relationship between the notation and 

the geography. At a time when the keyboard compass was quite variable, and 

makers were extending the range in both square and grand pianos, whilst 

continuing to sell the smaller instruments, it was fast becoming necessary to 

allow for this in such explanatory diagrams. In the Introduction by J. Dale 

(1750-1821) and Matthew Camidge’s Instructions, the notes ascend from F’ to 

c’’’’ to describe a five and a half octave span.23 Camidge obviously felt 

uncomfortable with assuming such a recent benefit (the extra half an octave, 

up to a top C), and commented, “ The 4 last Keys have been lately added, but 

are not in general use.”24 As late as 1810, Challoner’s New Guida di Musica 

described these top notes as “additional keys”. Surprisingly, although Dussek 

played an historical role in encouraging Broadwood’s expansion of the 

keyboard, his own tutor of about 1796 merely notates the standard five 

                                            

 

22 Mazzinghi, Tiro Musicus Being a Complete Introduction to the Piano Forte with 8 
Progressive Lessons Composed and Fingered Throughout Op.24 (London: G. Goulding, 
[1797/1798]). 1.  
23 J. Dale, J. Dale's Introduction to the Piano Forte, Harpsichord or Organ, in Four 
Books, Containing a Variety of Lessons by the Most Eminent Masters to Which Is Added 
Preludes in Every Key Not Only Given as Examples by Ancient Writers, but Also by All 
the Great Composers of the Present Time the Whole Selected, Arranged and Composed 
by J Dale, Op.XII Book I (Ii) (London: Printed for the author, [1796, 1801]); Matthew  
Camidge, Instructions for the Piano Forte or Hpschd, and Eight Sonatinas, with an 
Accompaniment for a Violin; Finger’d & Composed Expressly for the Use of Young 
Practitioners, to Which Is Added Useful Preludes with an Explanation of the Italian 
Words Used in Music (London Longman & Broderip [1794]), III. John Camidge was 
known to the Sykes family (who owned other music by his son, Matthew Camidge), so 
it is not inconceivable that they used these Instructions. 
24 One of the earliest extant Broadwood squares with five and a half octaves, of 1795, 
is in the author’s possession. 
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octaves.25 Linking keyboard notes to those on the staves, as described, makes 

the correlation of the note-names clear, and Clefs or “Cliffs” are routinely 

explained. Dussek went so far as to illustrate seven clefs, demonstrating the 

vocal ranges and their ease of use, although ledger lines are required for the 

basso.26 George Malme, putting the harpsichord before the piano forte, was 

more cautious in proffering just the treble and bass clefs, with the necessary 

ledger lines. His lowest 4 notes, F’-B’, are blackened to mark them as “seldom 

wrote, but used at the discretion of a judicious Performer as Octaves to some 

of the succeeding Notes.” 27This is an interesting direction, which might impact 

more on continuo playing on the full five-octave harpsichord. A few years later, 

Steibelt’s publishers took the unusual step of providing a three-page, fold-out 

keyboard with less than full-size “keys”, yet large enough for small hands to 

feel their way around it, and to gain some kinaesthetic appreciation of the 

layout. It is followed by a further folding page, which illustrates a triangular 

diagram of note-lengths.28 

4.1.iii. Note lengths 

These are commonly presented in exponential pyramids, thus explaining 

how the smaller note-values fit into the larger ones. Counting is frequently 

encouraged, along with numbers inscribed beneath the beats; later, Jousse was 

to provide some nice examples in G major for the right hand, against which 

the pupil plays crotchet G’s in the left hand, in order to rehearse counting time 

practically.)# Broderip, in his fifth chapter, had this to say ‘Of Time’,  

                                            

 

25 Johann Ladislaus Dussek, Dussek's Instructions on the Art of Playing the Piano Forte 
or Harpsichord… Op.32 Expressly Composed by Ignace Pleyel, Etc Bk 1 (London, 
Edinburgh Corri Dussek & Co, 1796),1.  
26 Ibid., 7.  
27 George Malme, A Sett of Practical Essays, 2. 
28 Daniel Steibelt, The Methode De Piano Ou L’art D’enseigner Cet Instrument Par D. 
Steibelt. (Leipzig: Breitkopf & Hartel, 1805), 11 & 12. 
29 Jean Jousse, The Piano Forte Made Easy to Every Capacity, and the Art of Fingering 
Clearly Explained in a Series of Instructions & Examples to Which Is Added 45 Lessons 
Composed or Selected from Classical Authors and Arranged in the Principal Keys with 
the Fingering Marked Where Necessary. A New Edition Improved & Enlarged by the 
Author [2nd Edition] (London: Goulding,Phipps D’Almaine & Co [1809]), 9.  
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…the principal regulator of all musical compositions, as well 
as performances; and indeed without a proper attention to 
this very important object, a Tune would be as confused and 
unintelligible to the Ear, as an Oration delivered in a 
monotonous voice, and without any regard to Punctuation.30 

It is a salutary point well made, in reference to the importance of music as 

rhetoric. It highlights the implied difference between stress and articulation 

that lends rhythmic vitality to performance, and the rendition merely of correct 

note-lengths. However, the initial work in learning time-signatures and note 

lengths is of prime importance, and Callcott’s pupil, Joseph Coggins, showed 

his concern in the matter when he implored the governess to be severe about 

her pupils’ ability to observe the beat, 

The pupils should not be permitted to count with their 
Lessons alone, until they have a perfect knowledge of the 
Notes, for it left to themselves they frequently play their 
Lessons out of Time, and count to them, instead of which 
care should be taken that they count correctly, and play to 
their Counting, and where the Chronometor is not used, the 
Teacher should assist the pupils by frequently counting the 
Time to them. 31 

In the nineteenth century the employment of a mechanical aid might be 

expected; Coggins, may have been referring to the chronometer made by the 

clock-maker, Pridgin of York before 1793, and therefore well before the 

Maelzel metronome. His mention of it suggests that they were not uncommon 

for use in counting and choosing speeds in the music rooms of the aristocracy, 

in the 1790s.32 A pendulum is advertised on the final page of Woelfl’s 

Harmonic Budget of 1810, and both the Pendulum and the Metronome are 

                                            

 

30 Robert  Broderip, Plain and Easy Instructions for Young Performers on the Piano 
Forte or Harpsichord to Which Are Added Twelve Progressive Lessons (London: 
Longman & Broderip, [1794]), 6.  
31 Coggins, The Governess’s Musical Assistant, 18-26. 
31 David Martin, "An Early Metronome," Early Music Vol. 16 no. No. 1  (1988): 90-92. As 
Pridgin lived in York and then Hull, it is not inconceivable that the Sykes family may 
have encountered this helpful device, similar to the one now residing at Fairfax House, 
York. 
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mentioned by Dr Crotch, in the Rudiments that are prefixed to his Preludes for 

the Piano Forte.$$ 

Callcott expended a number of pages on unimaginative and exhaustive 

tables of notes with time signatures, rather than simply explaining the 

principles. He provided some “Lessons”, using consistent basic material, in 

order to show the differences when notated in diverse time signatures. Whilst 

providing good examples of accent and metre, this extensive collection of time 

signatures and note lengths would be tiresome to actually practise. Perhaps, 

Callcott’s passion for collecting is more evident in this publication than his 

skill in explaining the meaning of the contents. However, he understood that 

understanding where the main beats lie drives the expression of rhythm. He 

stated, “there are 3 sorts of time, common, Triple and Compound Triple which 

latter is so called as being a mixture of the simple Triples.” It is not the most 

helpful of explanations. Broderip took the opportunity to air what may have 

been a personal irritation, by complaining that “common and cut common are 

now used indiscriminately”, and he mentioned a da capella time with the C cut, 

yet facing backwards. 34 This casual aside about a lack of distinction between 

two and four in a bar, privileges practical decisions for the player to interpret 

the hierarchy of the bar, and it allows for some leeway in stress and speed. 

4.2  From Theory to Practice 

To play expressively, Elizabeth Sykes would have needed pieces of music 

to exercise her understanding of fingering; to enable her to achieve digital 

fluency and technical proficiency, she would have needed to regularly practise 

scales, arpeggios and broken chords. Such assistance to train the fingers was 

not provided by Callcott’s theory of music, but could be found in specifically 

tailored keyboard tutors. A few exercises for transposition are inserted, but 

they are insufficient to actually teach the student to do it, and there are no 

                                            

 

33 Woelfl, Woelfl’s Harmonic Budget: (London: Ackermann's Repository, 1810). William 
Crotch, Preludes for the Piano Forte Composed in various styles to which are prefixed 
the Rudiments of playing that Instrument.(London: Royal Harmonic Institution, [1822]). 
34 Broderip, Instructions, 7. 



 Piano Lessons in the English Country House, Chapter 4 

 129   

complete pieces by Callcott, or any other composer. Antonius Bemetzrieder 

(fl.1771-1825?) published many instruction books to cater for every musical 

need, and a couple that boasted of being self-sufficient, making the teacher 

redundant. 35 The instruction books I have consulted, that were used within 

lessons and provided the basis for reference between lessons, do not replace 

the need for professional musical guidance in the use of the material therein. 

4.2.1  Five-Finger Exercises  

Modern scholarship and historically informed performers have 

established the impact of early paired fingerings on sixteenth and seventeenth-

century keyboard music, and during Bach and Handel’s lifetime it was 

becoming common to use all five fingers within scale passages. Traditionally, 

fingering in instruction books has been the essential element in the technique 

of keyboard performance, although writers have not always agreed on the best 

choice and use. Whilst changes in habit rarely happen overnight, it has been 

suggested that 1800 marked a turning point in how runs and passagework 

were employed and fingered,  

The transition to modern scale fingerings was completed at 
the turn of the century, when Milchmeyer, Adam, Dussek, 
Clementi, A.E. Müller and other teachers writing specifically 
for the piano finally discarded the older methods.36  

Athina Fytika suggests that preceptors in the early 1800s demonstrate the 

gradual changeover from paired fingerings to the modern system and from the 

                                            

 

35 See Jamie Croy Kassler, The Science of Music, 76. Antonius Bemetzreider, New 
Lessons for the hpschd ... a self-learning manual “without the help of a Master” 
(London: Printed for and sold by the author, 1783).  

Anton Bemetzrieder, Denis Diderot, and Giffard Bernard, Music Made Easy to Every 
Capacity, in a Series of Dialogues; Being Practical Lessons for the Harpsichord, Laid 
Down in a New Method, So as to Render That Instrument So Little Difficult That Any 
Person May ... Play Well; Become a Thorough Proficient in the Principles of Harmony; 
and Will Compose Music ... In Less That a Twelve Month (London: Messrs. Birchall and 
Andrews, 1785). 
36 Jenkins, Glyn and Mark Lindley, “Fingering.” Grove Music Online. Oxford University 
Press, accessed April 27, 2012. 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/40049.  
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more learned style to the more virtuosic. 37 She categorises Corri’s A Complete 

Musical Grammar 1787, Kollmann’s First Beginning on the Piano Forte from 

1785 and Hullmandel’s Principles of Music from 1795 as having “sections on 

fingering, with loosely organized material and inconsistencies that reflect the 

transitional character of the period.”  I might argue that they were trying to 

preserve the meaningful articulatory function of earlier fingering styles 

alongside the newer fingering that was certainly gaining favour for more legato 

passagework. Rather than being inconsistent, they were attempting to stem 

the tide that was to wash away an understanding of keyboard articulation. 

The Instructions of Matthew Camidge, because of his connection with the 

Sykes family, may well have been available to Elizabeth.38 Before explaining 

scales, he offered five-finger exercises to prepare the pupil, and he gave some 

advice on the fingering and hand position that still holds good, 

As you put down a second Note take the finger off the first. 
In ascending the octave in the RH slide the Thumb neatly 
under the Fingers; and in descending put the Fingers neatly 
over the Thumb, bend the Fingers and keep the Wrist up.39 

John Danby (1757-1798) offered varied scales and exercises, written to 

combine technical challenges and gradually increase in length and difficulty. 

He inserted pieces of advice along the way, rather than bombarding the pupil 

with theory before starting the practice of music.%&!!J. Dale’s Introduction 

                                            

 

37 Athina Fytika, “A Historical Overview of the Philosophy Behind Keyboard Fingering 
Instruction from the Sixteenth Century to the Present.” (D.Phil. thesis, Florida State 
University, 2004), 39.  
38 Brooks, "Musical Monuments," Footnote 32: In the summer of 1795 his daybook 
records a visit to Sledmere by a Mr and Mrs Camidge while Elizabeth was home from 
school (Hull, U DDSY/1/102/25, entry for 22 Aug.). 
39 Camidge, Instructions, ix.  
40 John Danby, La Guida Della Musica Instrumentale, or the Rudiments of the Forte 
Piano and Harpsichord to Which Are Subjoined, Eight Progressive Lessons Constructed 
on Familiar Airs to Conclude with a Lesson for Two Performers on One Forte Piano 
Op.5 (London: Printed for G. Smart, [1798]). 
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included the words, “Containing all the different scales in music”, within its 

exceedingly long title.41  

The new focus on melody and legato required a frequent use of the 

thumb, although a programme was yet to be devised to drill the five fingers for 

equality in speed and strength, and the importance of fingering is evident in 

how often it is mentioned. Dussek made it clear, in his very title, that he was 

offering “General and Exemplified Rules on the Art of Fingering”, which, 

“consists principally, in understanding the right management of the Thumb.” 

He counselled the student, “never [to] displace the natural position of the 

hand”. His fingering advice and exercises extend to twenty-three pages before 

a further nine pages of, “scales completely fingered”.42  

Most methods use +1234 for thumb and four fingers but the level of 

detail given for fingering varies quite widely. It is rare to find directions as 

imprecise, despite the truth they encompass, as the one in George Malme’s 

Practical Essays, “All chords are to be played with those Fingers that occasion 

the Hands to look most graceful on the Instrument.” However, Malme followed 

his exhortation with some more exact fingering assistance. To start with 

exercises or pieces that only use the fixed five finger position, as Hook did in 

his Guida di Musica, is particularly helpful to the beginner in the earliest 

stages, as it engenders confidence in hand-positions and ensures less need for 

marking excessive fingering later. Mazzinghi, however, pandered to his 

beginners by giving them pieces with every single finger marked in the 

movements of his first lesson.43 He used 01234 instead of the more common 

English fingering of +1234, for the thumb and four fingers. Cramer wisely did 

not mark the fingering on every note of his Lessons, “…which would confuse 

                                            

 

41 J Dale, Dale's Introduction to the Piano Forte, Harpsichord or Organ, in Four Books, 
Containing … a Variety of Lessons… by the Most Eminent Masters… to Which Is Added 
Preludes in Every Key… Not Only …Given as Examples by Ancient Writers, but Also by 
All the Great …Composers of the Present Time the Whole… Selected, Arranged and 
Composed by J Dale, Op.XII Book I (London: Printed for the author, [1796, 1801]). 
42 Dussek, Instructions, 8-30. Scales from 31–39. 
43 Joseph Mazzinghi, Tiro Musicus Being a Complete Introduction to the Piano Forte 
with 8 Progressive Lessons Composed and Fingered Throughout Op.24 (London: G. 
Goulding, [1797/1798]), 8-9. 
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the Scholar, but only where a change happens in the position of the hand, or 

where some difficult passages occur.”44   

Like Malme, Dussek also mentioned finding a fingering “which will be as 

graceful for the hand, as agreeable to the ear”, within his lengthy chapter on 

the subject. 45 Of course, if the hands are comfortable, the chords will sound as 

integrated as they look, but it is also argued that the female musician’s hands 

form a visible expression of the cultivation of the body, a subject of much 

current interest.46 A metaphor that belongs in the eye of the beholder and a 

self-identifying bond with an instrument to create a rare unity is perhaps not 

the issue here, but a certain practical, physical self-awareness is necessary in 

order to reposition the hands and fingers for the practical necessities and, at 

the same time, to do so in such a way as to be hermeneutically empathetic. 

Broderip in his Chapter IX of fingering lessons, wrote of the need for 

exercises that were “designed for the purpose of forming the Hand to the 

Instrument”47 which in practice is often harder than it sounds, as students vary 

so demonstrably in their natural manual aptitude. He explained that fingers 

must not be turned over or under each other but may turn over the thumb, or 

the thumb be drawn under the fingers 1,2,3. What seems so obvious today was 

quite a new concept then, as they were developing a more legato style than 

had been desired with the earlier paired fingerings. Barthélemon (1741-1808) 

used ‘modern’ scale fingering and warned the student to, “Remember not to 

play two successive Notes with the same Finger or with the Thumb, and not to 

touch two Keys also at once with the same Finger.”48 This is repeated in many 

of the tutors; the first instruction is a wise one for beginners but, as 

                                            

 

44 Cramer, Instructions, 18.  
45 Dussek, Instructions, 8-19. 
46 See Elizabeth Le Guin, Boccherini's Body, an Essay in Carnal Musicology (California: 
University of California Press, 2005). Faulds also looks at embodiment and 
comportment in reference to dance music on the keyboard: Katrina Faulds, “Invitation 
Pour La Danse: Social Dance, Dance Music, and Feminine Identity in the English 
Country House ca. 1770-1850” (Ph.D. Thesis, University of Southampton, in progress).  
47 Broderip, Plain and Easy Instructions, 14. 
48 F. H. Barthélemon, A New Tutor for the Harpsichord or Piano Forte, Etc (London: 
Printed for the Author, 1790), 8-11.  
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harpsichordists well know, repeating a digit can be a useful device for 

expressive articulation, and the second instruction is particularly valid for the 

lighter keys of harpsichord or early pianos such as those by Johannes Zumpe.  

Fytika suggests that Clementi’s Introduction was the first to be dedicated 

exclusively to the teaching of the piano, providing fingering for “the best 

effect”.49 The question remains; the best effect for what? The musical examples 

that were provided within tutor-books were, to a large extent, based on the 

music that had gone before, with a predilection for excerpts of Handel. 

Haydn’s music also featured frequently, as representative of the style at the 

turn of the century, and his music, too, was to suffer under the later pianists' 

obsession with long legato lines.  

In the twenty-first century, one encourages students to believe that the 

performer’s goal is to make the choice of a fingering serve a musical end; the 

music should not merely be serving an inflexible rule of legato fingering in 

order to produce the effect of a relentlessly well-oiled machine. Nevertheless, 

as will be seen in the repertoire of the mid-nineteenth century, the more 

frequent use of thumb and finger patterns was to lead to the practice of a 

smooth and even finger dexterity that their new music demanded.50 Effective 

fingering is the result of a well-considered choice, matching the means to each 

given situation; for responsive and efficient movement, fingering should both 

assist the shape and articulation of a phrase and facilitate dexterity, especially 

in fast passagework. 

4.2.2  Graces …“the flowers of music” 

Effective fingering was also needed for the embellishments that remained 

an integral part of the style of late eighteenth and early nineteenth music, but 

                                            

 

49 Athina Fytika, “Keyboard Fingering Instruction”.  Clementi, Introduction. There were 
11 editions, in French, German, Spanish, & Italian. Preludes are found within Muzio 
Clementi, Gradus Ad Parnassum, or the Art of Playing on the Piano Forte, Exemplified 
in a Series of Exercises in the Strict and in the Free Styles (London: Clementi, Banger, 
Collard, Davis & Collard, [1817-1819] ).  
50 Carl Czerny, Letters to Young Ladies on the Art of Playing the Piano Forte (Boston: 
Oliver Ditson & Co, 1871), 22. 
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first it was essential to acquire an understanding of what the symbols for these 

adornments indicated; how they were to be expressed in different situations 

was only included by the more sophisticated writers. Some authors of manuals 

that were specifically designed for beginners, however, preferred to leave this 

subject well alone, or give a precautionary warning: Joseph Coggins advised, 

“Graces to be sparingly used by beginners.”*"!!Signs and interpretations of 

ornaments were not universally established when C.P.E. Bach wrote his great 

Versuch in Berlin in 1753,*)!and there was still enough diversity within the 

tutors, around 1800, to suggest that then, as now, there will always be some 

variety in execution of graces, according to personal taste and conditions. 

Jousse and Steibelt agreed with Dussek, that they should be what Dussek 

described as the “Ornaments of Expression”, in his subheading to Lesson IX of 

the Instructions; it is a good reminder that the purpose of embellishments is to 

add expressive eloquence to a performance.  

The Appogiatura: The explanation of the variable length of the appoggiatura, 

as found in C.P.E. Bach’s treatise, was reiterated by many.*$! His influence was 

not lost on A.F.C. Kollmann, a fellow German, who chose to live in England.*% 

Kollmann put it particularly well in his own Essay, “An appogiatura is a small 

note before a Large one, which takes away half the length of the Note before 

which it stands.” He adds, “And when it stands before a Note with a dot, it 

takes away two parts of the Note…” However, he continued with an exception, 

“But when circumstances shew [sic] that the said length of the small Notes is 

not required, or when they are not material in melody,” and he gave an 

example of triplet and quadruplet semiquavers where the integrity of the 

rhythm would be severely compromised by other than a short note before the 

                                            

 

51  Coggins, The Governess’s Musical Assistant, 8.  
52 C.P.E. Bach, Essay on the True Art of Playing Keyboard Instruments, trans., William J. 
Mitchell (New York: W.W. Norton & Company. Inc., 1949). 
53 Barthélemon, Camidge, Malme and Mazzhingi all stick to this clear principle. C.P.E. 
Bach, Versuch, 87.  
54 For further on this important music theorist: Michael Kassler and Augustus Frederic 
Christopher Kollmann, A.F.C. Kollmann's Quarterly Musical Register (1812) : An 
Annotated Edition with an Introduction to His Life and Works (Aldershot, England ; 
Burlington, VT: Ashgate, 2008). 
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beat, in other words an acciacatura. Kollmann adds, “and in other similar 

cases, they are to be dispatched quick.”**!!Broderip, like Kollmann, was aware of 

the need to adapt to different circumstances, but allowed the performer some 

leeway, 

The time allotted to the appoggiatura is not always the 
same. The principal Note may follow it instantaneously, or it 
may take half the time of the principal Note, or even more 
than half. The judgement of the performer will naturally 
induce him to give that time to the Appogiatura which 
seems best calculated to produce effect in the passage 
where it is introduced.56 

Steibelt included the acciacatura in his lengthy chapter on the subject of 

“Expression and Ornaments”; this ornament is what Malme described as the 

“quick appoggiatura… to give more accent to the following Note, which is 

played almost at the same time.”*+ Callcott, Clementi and Crotch, however, 

suggested that the actual value of the grace note, as written, could prescribe 

the length required of it. Callcott gave the rather unusual example of a 

crotchet before a semibreve, which was to be theoretically played as a crotchet 

appoggiatura slurred to a dotted minim. Jean Jousse made the sensible point 

that, “…Taste is a better guide than Rules for determining the Length of the 

Appoggiatura…” and he was therefore open-minded about its length, adding in 

Dussek’s words, “whatever length is given to the small Note must be taken 

away from the principal…”58  

There were also directions on how to play the main note following the 

appoggiatura. Jousse reminded the learner that all appoggiaturas were 

slurred; these are inscribed in Clementi’s Instructions, for example, but not by 

                                            

 

55 Augustus Frederic Christopher Kollmann, An Essay on Practical Musical Composition, 
According to the Nature of That Science, and the Principles of the Greatest Musical 
Authors (London: Printed for the author, 1799), 8.  
56 Broderip, Plain and Easy Instructions, 11.  
57 Malme, A Sett of Practical Essays for the Hpschd or Piano Forte, to Which Is Prefixed 
(for the Convenience of Master & Scholar) a Short Introduction, & Two Grounds with 
Variations, Explanatory of All the Different Times Used in Music Humbly Dedicated to 
Miss Partridge by Her Most Obedient Humble Servant Geo. Malme, Organist of 
Grosvenor Chapel 8. (London: published for the Author, c.1790), 8.  
58 Dussek, Instructions, 6. 
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Jousse. Clementi was the only one to mention that Appoggiare actually means 

‘to lean upon’, and he emphasizes the importance of making the appoggiatura 

the strong note, and the necessity for cutting short the end of the second 

(main) note to which it is attached. In practice, this is all too often overlooked 

by players today, and also then, as there are occasional examples of rests 

being inserted after the second shortened note, to ensure this effect; both 

Dussek and Clementi inscribed these for the quaver appogiatura.59 Theodore 

Smith additionally advised that the length of the appogiatura was dependant 

upon the speed of the passage.60 Smith therefore offered pairs of slurred 

appoggiaturas, heavily leaning on a shortened main note followed by a rest for 

use in slow movements but, “In a Moderate Movement it produces 4 Lulling 

notes”, an evocative description, born out in his musical example that shows 

the transformation of a dactyl with an appoggiatura, into four equal notes 

beneath one slur. Finally, he added, “In a Quick Movement it must be joined 

close to the first Note…” and here, the musical example is of triplet quavers 

but he adhered to the rule of halving the note-value, so that it resulted in a 

pair of slurred semiquavers attached to two quavers, contrary to Kollmann’s 

advice to retain the integrity of the triplet. 

The Shake: the trill or shake was mostly depicted as starting on the beat, 

from the note above. Broderip offered a ıı sign for a shake but most writers 

notated a 'tr’ or traditional symbol (/\/\/). Whilst Clementi mentioned some 

used this sign, he and J. Hammond, one year later, in 1802, offered an even 

more antiquated sign, \\ for the normal shake from the note above, but if it 

were ‘short’ or ‘transient’, then it began on the main note. Hammond reserved 

the ‘tr’ for a shake with an integral turn to finish, also found in Clementi, 

which was a much-used completion to longer trills, and often taken for granted 

rather than notated.61  

                                            

 

59 Ibid., and Clementi, Introduction, 10. 
60 Theodore Smith, A Musical Directory (London: Welcker, 1777-80), 8. 
61 Broderip, Instructions, 10. Clementi, Clementi’s Introduction, 11. John Hammond, A 
Proper Guide to Music, (London: For the Author, [1800]), 7. 
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Danby did not advocate trilling from the note above, nor does he offer it 

as an alternative. “The Trill as written tr is performed by a quick and regular 

motion with that Note over which it is placed and the Note above it.” His 

example starts on the main note and is also provided with a turn on the end, 

like Mazzinghi’s who, for good measure, added, “never finish a Shake without 

making a return from the Note below as no Shake can be complete without it.62  

The transient shake that is often used in descending passages of fast 

notes, can be of four notes, from the note above, as given by Malme, or more 

frequently of three notes, starting on the main note, and it appears in various 

rhythms. Callcott uses triplets for the three notes, by missing the initial upper-

note; Hammond, Hook, and Jousse provide examples of a dactyl rhythm by 

tarrying on the main note before the other two. Huellmandel/Hullmandel 

(1751-1823) reflects a state of flux about whether they begin on the main note 

or the one above, or with a turn from the note below.'$ Although insistence on 

trills from the upper note was never so strict in England, the diversity of detail 

highlights personal preferences and thus allows some liberty in interpretation 

but, in practice, the context often dictates the response. The diversity of 

symbols stresses the transitional nature of ornamentation that was not 

standardised until well into the nineteenth century,  

The Beat: this ornament, so much used by English seventeenth century 

composers, is still described in the late eighteenth century, but the lower 

mordent also appears. Callcott, Camidge and Malme offer the traditional Beat 

alone, but using a lower mordent sign. Like the shake or trill, it is shown both 

in the short form of four notes, starting on the note below, and longer with 

extra repercussions. Conversely, although Kollmann continues to use the term, 

‘Beat’, his ornament is, in fact, a lower mordent starting on the main note. “A 

Beat is something similar to a reverse shake; but it always begins with the 

Principal Note, and never ends with a turn.”64 In describing it thus, he is also 

                                            

 

62 Mazzinghi, Tiro Musicus, 2-3. 
63 Nicolaus Joseph Huellmandel, Principles of Music, Chiefly Calculated for the Piano 
Forte or Harpsichord with Progressive Lessons, Op. XII (London: The Author, [1796]), 
27. 
64 Kollmann, Essay, 8. 
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suggesting that the shake is a three-note ornament, also starting on the main 

note.  

The Turn: the horizontal, mirrored, S-shaped sign for a turn, that starts 

on the note above and twists around the main note, comprising four notes in 

all, is used most frequently and is usually described first.  Hullmandel 

however, started his on the main note and thus produced a turn consisting of 

five notes, although this is, in effect, what happens in the dotted version, as 

described below. There is commonly a symbol for one that begins on the note 

below, and this is shown as an upright version of the same sign, although used 

much less frequently in practice. Danby notates a line through the turn sign, 

making it rather similar to the lower mordent sign, in order to alert the reader 

to the necessity for a sharpened lower note. These turns appear precisely over 

the note to which they apply.  

The turn that elegantly embellishes the space of a dotted note is shifted 

to the right and expresses the fact that it concludes with the following note, 

(the quaver if the preceding note was a dotted crotchet, for example). Camidge 

explains that the length of the dotted note dictates the speed of execution; 

writers posited different solutions to the rhythmic choices within this 

composite turn but they fail to state that these instructions should be used as 

rough guides only. The very positioning of the turn sign is to promote its 

purpose of gracing the line; it does not merely apply to one note, but to the 

shape of the phrase, as a whole. To force this integral arabesque into a 

rhythmic straightjacket would undo the gracefulness of its form, but such 

elasticity is not seemingly appropriate advice to the reader of the printed 

preceptor, and like much else, proves the necessity of a visiting Master.  

For clarity, the prolific keyboard teacher and composer, Theodore Smith 

offered a model ornament table, confirmed by Callcott’s comment in Elizabeth 

Syke’s edition, “If a further explanation of the graces is requir’d, it may be 

found with many different examples, in the Directory of Mr Theodore Smith.”65 

Having explained the Graces, Smith devotes a second page to “Proper 

                                            

 

65 Theodore Smith, A Musical Directory (London: G. Goulding, [1780] ). 
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Situations for Applying the different Graces”, in which he offered bar-long 

musical examples of ornaments in context, with their solutions.66 It is a clear 

example of the necessity for a practical keyboard tutor, in addition to a 

rudiments preceptor.  

Drawing on previous work on the history and use of the sustaining and 

una corda pedals, it is clear that they were still a novelty when Elizabeth Sykes 

and Lydia Hoare were taking lessons. They were available on English grand 

pianos, but unusual on early squares; Michael Cole gives a date when he 

states, “About 1805 Broadwood abandoned the brass underdamper and the 

parsimonious production of pianos without a pedal.”67 The tutor books before 

1800 are not concerned with pedalling; Jousse, for example, added an 

Appendix to his Fifth edition of 1817, on the availability and use of both 

pedals on English pianos, which was not present in his second edition of 

1809.68 I will discuss later advice on the subject, in relation to the piano 

lessons of Charlotte Lucy Beatrix Egerton. 

Italian Terms:  As so many musical directions are in Italian, a glossary of 

Italian terms was provided at the back of many tutor books as a useful 

reference; Camidge actually boasted of them in his title, Barthélemon gave a 

select few on dynamics and speed, and Dale proffered some less commonplace 

terms such as sciolto, which he defined as, “taking off the hands between each 

note”, but it is with the fermata that I choose to pause and, indeed, end the 

chapter on the elementary content of tutor books where a pause turns into a 

flourish. 

 

 

 

                                            

 

66 Ibid., 9. 
67 Rowland, A History of Pianoforte Pedalling, 21, and Michael Cole, The Pianoforte in 
the Classical Era. (Oxford: Clarendon Press, 1998). 108. 
68 Jousse, The Piano Forte made Easy, 37. 
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4.2.3  The Fermata  

Hullmandel described it as,  

an ARK with a POINT… if it is found upon a Note in the 
course of a Piece, it means a Stop or Pause, and the word 
FERMATA is sometimes written under. 69 

He continued to explain that it stops the beat, and the note can be lengthened 

beyond its value. 

…such a Flourish may be added there, as may be judged 
most suitable to display either the Execution of the Fancy, 
and which should always contribute at the same time to add 
to the effect of what follows this Flourish is often announced 
by one of the three words AD LIBITUM – A PIACERE, or 
CADENZA, the last word means that the arrival of the Final 
Note is suspended, and the Flourish belongs chiefly to the 
CADENZA.70 

He finished by saying that if the sign is placed upon the final note, it 
generally meant the end of the piece. 

Broderip gave some advice on the pause sign,  

A Pause [the fermata sign is inscribed] causes an unlimited 
suspension of time, and is chiefly introduced to give the 
performer an opportunity of displaying his fancy by the 
performance of a short extempore movement, generally 
called a Cadence.71 

Dussek called it,  

an unmeasur’d Pause or Suspension, it is meant to give the 
principal Performer only, an opportunity of dwelling upon 
that Note, over which it is marked; or to introduce Voluntary 
Graces, Evolutions agreable (sic) to his Taste and Fancy.72 

He followed this with a couple of examples, one of a Reprise, and one for a 

Cadence.  

                                            

 

69 Huellmandel, Principles, 14. 
70 Huellmandel, Principles, 14. 
71 Broderip, Plain and Easy Instructions, 6. 
72 Dussek, Instructions, 6. 
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Clementi pointed out that if placed over a rest, it “only lengthens, AT 

PLEASURE, the SILENCE.” Mazzinghi, whilst agreeing that the fermata generally 

meant a full stop, described three different types as: short and sudden, a 

gentle softly-sustained cantabile, or as an extempore flourish, “but these 

distinctions cannot be acquired but by long practice and experience.”73 The 

flourish was maturing into the cadenza. 

The Cadenza:  In the year 1801, from the inscription on one of the three 

manuscript books, Elizabeth Sykes appears to have been staying with her 

cousins, Mary and Wilbraham, at the Egerton’s town house in St James Square;  

there is a page on which a fine cadenza, in A major, was penned, with the 

partial title, “11th Grand Concerto”, and likely to have been written for 

Handel’s eleventh concerto.74 It is not clear whether this is in Elizabeth’s hand 

or that of her teacher, but it was inscribed into the book she used, after she 

left school, and kept, after she married. The cadenza (Image 4-2), calls for 

thorough and fluent finger-work, along with a flexible rubato and 

understanding of the harmonic underlay. It is a fine mixture of keyboard 

display as well as accompanied melodic fragments, made the more expressive 

by well-judged ornamentation. 

                                            

 

73 Mazzinghi, Tiro Musicus, 2. It appears surprisingly early in the introduction, just after 
the explanation of notes, clefs and staves. 
74 Tatton MR 2-4.33. One of the previously mentioned manuscript books printed by 
Robert Burchall, with engraved frontispiece, dated 1801 on the flyleaf and inscribed, 
‘Elizabeth Sykes St James Square’. Music is copied from both ends of the book, and 
this is the last before the change of direction and position and purpose suggests that 
it was a later addition. My thanks to Jeanice Brooks for suggesting Handel’s  Concerto 
Grosso Op.6 No.11, developed from his organ concerto in A major, HWV 296. 
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Image 4-2. Cadenza for the 11th Grand Concerto. Tatton MR 2-4.33. 

These extempore flourishes herald the major difference between the 

earlier beginners’ manuals and those written today. Almost from the 

beginning, a girl, learning the piano, was given the wherewithal to enable her 

to provide an extemporised prelude before any printed composition she might 

play. The provision of basic cadences and chord progressions, within the 

tutors, provided a starting point for harmonic understanding and 

improvisation, and the exercises that are found in Camidge, Clementi, P.A. 

Corri, Cramer, Danby, Dussek and others, provide an excellent preparation for 

the transformation of the basic chords into figuration that could be used in 

preluding. The frequency with which model preludes, in all the common keys, 

were inserted before simple pieces within the instruction manuals is 

remarkable, and the proven study of preludes by one of my subjects has led 

me to investigate this neglected area as the subject of the next section.  
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4.3  Lessons “Designed for the Use of Young 

Ladies”: Preluding at the Piano Forte 

In addition to basic rudiments, Callcott touched on recitative and figured 

bass, in very brief remarks and general observations. A Table of Chords of the 

Principal Keys consists of: I, IV, Ic, V, I in the fourteen keys of C, G, D, A, E, F, 

Bb, & Eb majors and A, E, B, D, G & C minors; proof of the importance of chord 

progressions and keys, and Callcott offered a few examples of ways of 

managing broken chords, which are, essentially, keyboard figurations.75 This 

table is followed by some simple chords, which hark back to his table of note 

lengths and time signatures. Keys and chords were not just useful for a 

thorough musical education, but also for teaching preluding and the 

improvisation of cadenzas. Many tutors mention cadences, as described in the 

last section on the fermata. Moller considered it important enough to include 

it in his title: A Compleat book of Instructions for the Piano Forte, Harpsichord 

or Organ, a Set of Progressive Lessons … with Cadences & Preludes.76 

The young lady whose education is of particular pertinence to the subject 

of preluding, is Elizabeth Sykes, and this research into her experience provides 

a new perspective, as will be revealed.++ Both preludes and cadences offered 

improvisational opportunities and if these were to be exercised, further 

education on the subject was evidently complimentary and desirable. The 

teaching of some fundamentals of improvisation was as necessary as it was for 

scales, exercises and fingering instruction. 

For studying the way the amateur was taught, Camidge is of interest 

further to his connection with the Sykes family, because of his commitment to 

teaching the genre at a basic level. He offered elementary preludes in his 

                                            

 

75 Callcott, Explanation, 32.  
76 John Christopher Moller, A Compleat Book of Instructions for the Piano Forte, 
Harpsichord, or Organ, a Set of Progressive Lessons with Cadences & Preludes, Op.6 to 
Which Is Added an Explanation of the Italian Terms Used in Music (London: J. Cooper, 
[1804]). 
77 The quotation in the title of this section is from, Ellin Devis, Miscellaneous Lessons, 
Designed for the Use of Young Ladies. On a New Plan. London: Printed for the author; 
sold by John Fielding. n.d. [3rd edition printed for B. Law and Son, 1794]. 
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Instruction book, further developed by his publication of two sets of preludes 

for the piano.78  His starting point, like many other instructors, was the 

provision of some chords for arpeggiation. He then extended the chords by 

adding a coda and an introduction, and with a variety of patterns for breaking 

the chords, he thus gradually built up the students’ skill and confidence. 

Before long, they were tackling harder challenges, commensurate with their 

primary Lessons, and with encouragement, trying these exercises in different 

keys and with further embellishment. 

Preluding was hardly a new phenomenon, and printed preludes, in limited 

keys, were commonly aired in English music. They ranged from the virginalist’s 

scalic exercises, through the openings of Suites by Purcell, Croft and Arne. 

Handel’s eight “Great Suites” of 1720 contained five examples with some room 

for interpretation of chords, that were surely to influence later English 

keyboard composers. The beginners and amateur pianists, with their 

seemingly, never-satiated appetite for preludes, good, bad and indifferent, 

were copiously supplied, but it is Giordani (1751-98), an Italian living in 

London, who is credited, by Nicholas Temperley, as the first to produce a 

pedagogical set of preludes, which he claims to have been published in about 

1773 by John Welcker.79 Preludes were to be learnt soon after the rudiments, 

and upon the title page are the following words: 

N.B. the above is intended as an Assistance to young 
Performers, as the beginning any Song or Lesson without 
touching the Key has a very awkward appearance, and often 
disconcerts the Performer. 80   

                                            

 

78 Matthew Camidge. A First & Second Sett of Easy Preludes for the Piano Forte Finger’d 
& Composed by Matthew Camidge. London: Longman & Broderip [1794]. 
79 Copac, the British Library, and Irena Cholij give an earliest date for the Fourteen 
Preludes as about 1780, which is confirmed in the three copies I have identified, by 
three different publishers, Preston & Son, J. Blundell and then, perhaps five years later, 
Longman & Broderip. Blundell’s is presumably a reprint of Welcker’s earlier first 
edition; he was son-in-law to Mrs Mary Welcker. Temperley mentions their popularity 
and that Giordani published a further fourteen in the same keys, but longer and 
unmeasured. 
80 Tommaso Giordani, Fourteen Preludes for the Harpsichord or Piano Forte in All the 
Different Keys (London: Preston, [c.1780]). This is available as a modern facsimile, 
published by Musica Repartita. 
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Giordani thus made it clear that this first set was to assist the beginner in 

acclimatising themselves to the instrument and the acoustic. Crotch (1775-

1847) published his Preludes after thirty-five pages of rudiments, and Thomas 

Smart, included “for the use of young practitioners” in his title, also illustrating 

the beginners’ need for instructions, from the very start.81 By publishing 

Preludes with chords & scales, William Carnaby (1772-1839) highlighted the 

importance of the prelude to a secure grounding of the elements.82  

Preluding was introduced in tutor books as part of the essential 

equipment needed for later performance, and the title pages often boast of the 

addition of preludes to be included within. Thomas Valentine (1790-1878), 

with an eye to the amateur market, and an understanding of that principal 

purpose, published his traditional didactic set, “in the most useful Keys”. 83  It 

builds on a much earlier tradition of preparing the ear for the instrument, the 

tonality, the acoustic, and the tuning, as an initial experience for the player 

and listener. The importance of understanding the ‘language’ of a key and how 

it feels under the hands, can easily be forgotten in modern times, when scales 

and arpeggios are often primarily learnt as a necessary evil in order to pass 

examinations.84 Within these tutors, the technical toolbox of scales still had to 

be mastered, as an essential prelude to the prelude, and the majority of 

teachers of this period considered preluding important enough to include 

guidance at the initial stages of keyboard tuition within their teaching 

                                            

 

81 Crotch, William. Preludes for Pf to Which Are Prefixed Rudiments of Playing That 
Instrument, [1822]. Thomas Smart, Preludes Ad Libitum for the Harpsichord or Forte 
Piano in All the Most Usefull Keys Flat and Sharp for he Use of Young Practicioners 
(London: J. Bland, [1795?]). 
()!William Carnaby, Preludes with Chords and Scales, for the Piano Forte. London: 
Cramer, J.B., [1826]. The review in The Harmonicon vol V, pt.1, 31: "Dr Carnaby's 
Preludes will be useful to such students as either are not willing, or not qualified, to 
encounter difficulties. There is much taste in some of them, but upon the whole they 
possess a sameness that will be apt to fatigue the ear." 
83 Thomas Valentine, A Set of Preludes in the Most Useful Keys (London: Monro & May, 
[c.1835]).This phrase, offering preludes in the keys most often used in musical 
compositions in this period, also appears in the titles of preludes by Smart, Dance and 
Moscheles amongst others. 
84 I should acknowledge, however, that the well-respected teacher, Paul Harris, has 
offered a modern variant of this in his graded series, “Improve Your Scales”, (London: 
Faber Music, rev. 2000), in which he offers well considered exercises and scales, a 
short composition, and the start of an improvisation, for each and every key.  
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manuals. In order to gain ‘a sense of key’, there must be exploration of each 

tonality and its character, in the context of musical keyboard figuration, where 

the emotional effect of harmonic tension and resolution can be experienced.  

4.3.1  Tuning & Temperaments 

No mention is made of temperament in most keyboard primers, but one 

might assume an unequal tuning was still the norm: one that was managed in 

order to avoid the more abstruse keys. Barthélemon’s New Tutor offered basic 

instruction in tuning, alongside the rudiments of music. 85 Temperament was, 

and is, a vital component in the character inherent in different keys and their 

reception; because of this, the tuning of an instrument was a matter of 

personal choice, and different ways of arriving at preferred tunings were 

upheld in publications devoted to the subject, some of which will be addressed 

here.86 

The notion of specific key-characteristics is as old as Aristotle, who 

believed that, whilst the Mixolydian mode suggested a “mournful and 

restrained” emotional state, the Phrygian mode “makes men enthusiastic”.87 As 

an evergreen subject of controversy, key-associations have been much debated 

and Rita Steblin gives a very thorough overview, proving it was not just a short-

lived obsession of a few French and German theorists. Kirnberger and many 

other eighteenth-century musicians considered temperament to be the reason 

for emotional affect, and, as Steblin notes, Knecht attributed his own key 

characteristics to unequal temperament in 1792, but in 1816 he changed his 

mind as to their cause, and linked these descriptions to the effects of open 

                                            

 

85 Barthélemon, A New Tutor, 7. See also, Anton Bemetzrieder, The Art of Tuning 
(London: Goulding Phipps Dalmaine 1809? ), (as recommended by Burrowes, in a late  
edition of his Piano Forte Primer) and Pasquali’s Thorough-Bass made Easy: Or, 
Practical Rules for Finding and Applying Its Various Chords ... With Variety of Examples 
in Notes, Etc. (Edinburgh: The Author, 1757). 
86 For an overview of the history, see: J. Murray Barbour, Tuning and Temperament: A 
Historical Survey (East Lansing: Michigan State College Press, 1951).  
87 As quoted by: Rita Steblin, A History of Key Characteristics in the Eighteenth and 
Early Nineteenth Centuries (Rochester, Suffolk: University of Rochester Press, Boydell & 
Brewer, 1983), 13. 
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and stopped strings.88 Various instrumental characteristics have been 

suggested as factors that might influence key reception.89 She displays how 

many writers considered the sharp keys to be brighter and the flat ones 

sadder, becoming more marked as they increase around the key circle, and 

concludes that the associations are, “primarily associative or ‘psychological,’ 

with some basis in physical phenomena.”90  

It is inevitable that linking keys with emotions can be as personal as other 

sensory associations, but a general consensus of opinion seems to emerge, as 

voiced by William Gardiner, in 1817, 

Every practitioner in the art must have noticed the various 
complexions, so to speak by which [the keys] are 
characterized … it is sufficient to have hinted at these 
effects. To account for them is difficult; but every musician 
is sensible of their existence. 91 

Although he stated… “We have now not less than twenty-four keys, both major 

and minor”, he lists the characteristics of only nineteen keys, pointing out that 

B major is “Seldom used” and that Db major is, “Awfully dark”, never entered, 

“but for tragic purposes.” This list therefore presents two separate, yet 

connected, issues: the character of a key in emotional terms, and the number 

in everyday use; the latter revisits the practical concept of “the most useful 

keys”. Whilst limiting keys was, perhaps, helpful to the beginner, and it is 

prevalent within English solo repertoire, preceptors and pedagogical sets of 

                                            

 

88 Justin Heinrich Knecht, Gemeinenutzliches Elementarwerk Der Harmonie Und Des 
General-Basses., 4 vols. (Augsburg and Stuttgart: Julius Wilhelm Hamm and Gebr. 
Mantler, 1792 - 1797). Justin Heinrich Knecht, Allgemeiner Musikalischer Katechismus, 
4th revised ed. (Freiburg: Herder, 1816), 188. 
89 The open strings of the violin that cause sharp keys to sound more brilliant, the 
association of certain keys with certain instruments, producing the “trumpet” key of D 
major, the pastoral quality of F major as demonstrated on the recorder, or the practical 
comfort of Eb major for the harp, for example. 
90 Steblin, Key Characteristics, 189. As recently as the 14th May 2012, BBC Radio 4 
devoted a whole programme to discussion of the character of B minor; it was one 
episode from a series, Key Matters, with Ivan Hewitt, the music critic for the Daily 
Telegraph, talking to English choral conductor, Simon Halsey.  
91 Steblin, Key Characteristics, 174-5. She is quoting from William Gardiner’s edition of 
a translation of Stendhal’s The Life of Haydn, in which Gardiner added a list of key 
descriptions. 
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preludes at this time, the choice of keys might also have been influenced by 

temperaments that sounded less well in the more abstruse keys (those with 

more than four sharps or flats).  

Steblin suggests R. M. Bacon as the author of the fourth of a series of 

letters in the Quarterly Musical Magazine & Review in1821, of which he was 

editor, discussing, “The essential qualities of particular keys – caused by 

unequal temperament – and analysing, in detail, Handel’s choice of keys in 

Messiah.”92 An analysis of the most canonic work of its day makes the subject 

relevant to the experiences of his readers, and his concluding comments once 

again repeated the belief that the same degree of comfort was not available in 

all twenty-four keys. Having described the characteristics of E major and Eb 

major, he continued, “From this key, however, in both cases, it appears that 

the intensity of the operation of temperament begins to be felt, and that its 

limits stand…” 

Comments such as these do prove that the temperament being used was 

not an equal one, and that the notion of twenty-four equal keys was embraced, 

but not universally practised. Much has been made of James Broadwood’s rash 

statement, in a letter to the Monthly Magazine in 1811, suggesting that equal 

temperament, as advocated by Haydn, had by then been ‘generally adopted”.93 

Duffin gives reasonable evidence that Haydn had not, in fact, adopted equal 

temperament.94 Alexander J. Ellis added to his translation of Helmholtz, some 

Miscellaneous Notes on temperament.95 He recounted that one of Broadwood’s 

tuners, Mr Hipkins, observed, “not one of the old tuners [he] knew (and some 

had been favourite tuners of Mr James Broadwood) tuned anything like equal 

                                            

 

92 Ibid., 176. She cites, “On the Philosophy of Musical Composition: To the Editor,” 
Quarterly Musical Magazine & Review 3 (1821) : 165.  
93 Monthly Magazine, letters to the editor, XXXII: 106-7 and 321.  
94 Ross W. Duffin, How Equal Temperament Ruined Harmony (New York, London: W.W. 
Norton & Company, 2007), 79-85. 
95 Herman Helmholtz, On the Sensations of Tone, trans. Alexander J. Ellis, 2nd ed. 
(London: Longmans & Co., 1885), 549. Ellis (1814-90), a philologist and 
mathematician, studied music in Edinburgh and wrote scientifically of pitch, dialect, 
pronunciation and ethnomusicology. 
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temperament.” 96 Later Ellis stated that, “For pianos in England it did not 

become a trade usage till 1846, at about which time it was introduced into 

Broadwoods’ under the superintendence of Mr Hipkins himself.” 97 Ellis also 

remarked that, in 1812, Dr Crotch said nothing to recommend equal 

temperament, but seemed to describe it when he explained how, in adjusting 

5ths and 3rds “this will render all keys equally imperfect”. Barthélemon’s easy 

method to tune the harpsichord or piano forte, consisted of octaves and fifths 

“a little Flat (tho not too much)” or using octaves and thirds, when he observed, 

“all the Sharp thirds must be as Sharp as the ear will bear and all the Fifths as 

Flat as the Ear will permit...”98 In addition to tutor books, and a set of 18 

preludes in, or soon after 1803, Jean Jousse published a tuning manual in 

1832, in which he argued in favour of some tempering, and reinforced the 

notion of tuning affects.   

The unequal temperament has two great advantages: first, it 
can be easily obtained in tuning, as is proved by daily 
practice. Secondly, it gives to every one of the twelve major 
and minor scales a particular character…99 

We cannot know what was the preferred tuning in the households of the 

Aclands or the Egertons or if it mattered to them as long as it sounded well, 

but Charles, 3rd Earl Stanhope cared enough to produce a booklet entitled, 

Principles of the Science of Tuning Instruments with fixed Tones, by which he 

meant keyboards, and it was reviewed by Kollmann, who reinforced the fact 

that the science of music was a genuine interest of the aristocracy, 

Though persons of rank and fashion cannot be expected to 
apply themselves to the tuning of their piano-fortes or 
organs, they may be desirous to know whether their 

                                            

 

96 Also quoted by Duffin, How Equal Temperament ruined Harmony, 105. On the next 
page, Duffin adds that no English organs were tuned in equal temperament at the 
Great Exhibition of 1851.  
#+!Herman Helmholtz, On the Sensations of Tone, 549. Thus unequal temperament was 
the norm for the time period of this study. 
#( Barthélemon, A New Tutor, 7. 

## Jean Jousse, An Essay on Temperament, to Assist Young Students in Tunning, 
Correctly, the Pianoforte (London: Printed for the author, 1832). 



Piano Lessons in the English Country House, Chapter 4 

 150 

instruments are in tune, and according to what principles 
they can be tuned… 100 

The state of flux at this time means that there was no definitive 

temperament, but Owen Jorgensen, in his wide-reaching investigation of the 

subject, has recommended Thomas Young’s 1799 solution.101 The ability to 

prelude, before embarking upon a composition on a newly-tuned piano, was all 

the more essential in testing a particular tuning, and may well have been an 

additional reason for the composition of model specimens. 

4.3.2  Preludes, “adapted to every Capacity” 102 

There was more science and creativity to music, as practised by young 

ladies, than has previously been considered; in the absence of a prelude 

composed specifically in tandem with a sonata, the performer had to provide 

one, extempore, enabled by her progressive lessons. For those with less 

inclination or ability, there were the model preludes from which to choose with 

knowledge of style and suitability. Clementi offered preludes in the manner of 

particular composers, so tailored to precede pieces by Haydn, Mozart, 

Kozeluch, Vanhal etc.103 The quality of these might also inspire the student to 

further keyboard exploration, “for the fancy should be unconfined,” as A.P. 

Corri instructed.104 The purpose of the student’s improvisational study was 

neatly summed-up by Camidge, within his Instructions; his definition was, 

                                            

 

100 La Belle Assemblée vol 2, no 18 (June 1807): 321, quoted by Michael Kassler, 
Kollmann’s Quarterly Musical Register, 92. 
"&"!Owen Jorgensen, Tuning: Containing the Perfection of Eighteenth-Century 
Temperament, the Lost Art of Nineteenth-Century Temperament, and the Science of 
Equal Temperament, Complete with Instructions for Aural and Electronic Tuning (East 
Lansing, Mich.: Michigan State University Press, 1991), 251–265.  
102 From the title of the excellent preceptor: Philip A. Corri, Original System of 
Preluding/Instructions on That Branch of/ Piano Forte Playing/ with Upwards of Two 
Hundred Progressive/ Preludes/ in Every Key & Mode and in Different Styles, So 
Calculated That Variety May Be Formed at Pleasure. (London: Chappell & Co., [1813]).  
103 Muzio Clementi, Clementi's Musical Characteristics, or a Collection of Preludes and 
Cadences for the Harpsichord or Piano Forte Composed in the Style of Haydn, 
Kozeluch, Mozart, Sterkel, Vanhal and the Author, Op.19 (London: Longman & 
Broderip, [1787]). 
104 Corri, Original System of Preluding, 1. 
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“Prelude, a short Symphony play’d before any piece of music.”105 This was 

reiterated by Corri in the first sentence of his Original System of Preluding, and 

stressed the prelude’s vital function, as obligatory introductory material, 

Every performance should be introduced by a prelude, not 
only to prepare the Ear for the key in which the air or piece 
is to be played, but to prepare the fingers, and therefore 
should in general consist of some rapid movement intermixt 
with Chords, Arpeggios or other passages.106 

This attention to detail and pedagogical skill is why P.A. Corri’s Original 

System of Preluding has been most admired in recent scholarship. Kenneth 

Hamilton pays homage to the first three preludes from Corri’s most advanced 

style of preluding, by printing them as examples, sandwiched between 

Beethoven and Liszt.107 They stand as exemplary works of free, spontaneous 

improvisatory composition yet, initially, Corri set out the task even more 

simply than Camidge, with a brief perfect cadence to be learnt and memorized 

in all twenty-four keys, “as the conclusion of almost every prelude is composed 

of these two Chords.”108 Berkowitz states why this particular system is so 

successful, “…Corri seeks to allow even the most novice amateur immediate 

access to an education in improvisation.”109 He led the beginner through a step 

at a time, in what he called ‘styles’. The second is a five-chord cadential 

sequence, and the third uses arpeggiation; codas, finales and introductions 

follow, finishing with twenty highly virtuosic “Preludes or Capriccios”, as the 

sixth style. 

                                            

 

105 Camidge, Instructions, 1, footnote. The first ten pages of the Instructions are in 
Roman numerals and followed by a prelude and piece in each of his chosen keys, with 
ordinal numbering. 
106 Corri, Original System of Preluding, 1. 
107 Kenneth Hamilton, After the Golden Age: Romantic Pianism and Modern 
Performance (New York ; Oxford: Oxford University Press, 2008), 114-116. 
107 Aaron Berkowitz, The Improvising Mind: Cognition and Creativity in the Musical 
Moment (Oxford: Oxford University Press, 2010), 26. 
108 Corri, Original System of Preluding, 2 & 5. 
109 Valerie Woodring Goertzen, "By Way of Introduction: Preluding by 18th-and Early 
19th-Century Pianists," The Journal of Musicology 14, no. 3 (1996): 305. 
109 Matthew. Camidge, A First & Second Sett of Easy Preludes for the Piano Forte 
Finger’d & Composed by Matthew Camidge. (London: Longman & Broderip [1794]). 
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Whether designed for equal temperament or for a tuning to allow each 

key its own individual character, the notion of exploring every major and minor 

key, as did Bach in Das wohltemperierte Klavier, was appealing. Hummel 

published his own Twenty-Four Preludes in 1815. The first edition was in 

Vienna, so not published in London until latr, probably appearing’ the year 

after Kalkbrenner’s set of 1827.110 Kalkbrenner’s were reviewed in ‘Music 

Quarterly’, particularly for their use as models, and the writer believed that 

their principal purpose was,  

…to serve as a guide to enlightened persons, who know how 
to apply their principles judiciously, and by such assistance 
to write preludes for themselves… But any person who will 
study with care such works as the one before us, may store 
his mind wit ideas that may be brought to bear through his 
own tact and discrimination, at times when no such work, as 
a whole, would answer his purpose. 111 

The published prelude offered a more considered study of what Valerie 

Woodson Goertsen describes as “musical works that take shape largely during 

the act of performance” which, she suggests, “particularly invite attention to 

the processes by which ideas develop and connect with one another.”112 It was 

surely a necessary step to perfecting the art. She quotes a master of the genre, 

Johann Nepomuk Hummel (1778-1837), to illuminate the difference between 

amateur accomplishment and artistic drive,  

I close by recommending free improvisation in general and 
in every respectable form to all those for whom [music] is 
not merely a matter of entertainment and practicability, but 
rather principally one of inspiration and meaning in their 
art… Even if a person plays with inspiration, but always from 
a written score, he or she will be much less nourished, 
broadened, and educated than through the frequent offering 
of all of his or her powers in a free fantasy practiced in the 

                                            

 

""& Friedrich Wilhelm Michael Kalkbrenner, Twenty Four Preludes for the Pianoforte, 
Op.88 (London: Clementi & Co., 1827). 
111 Music Quarterly Vol. ix, no 34 (1827): 249-250.  
112 Goertzen, "By Way of Introduction,” 311. 
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full awareness of certain guidelines and directions, even if 
this improvisation is only moderately successful.113 

Carl Czerny (1791-1857) devoted his life to keyboard ‘guidelines and 

directions’, and much of his prolific output was centred on building technical 

skills. His Opus 200 stands as the definitive work on improvisation; Alice L. 

Mitchell dates it at around 1828-9, although it was actually published in 

1836.114 He writes of the need for thorough training in all branches of harmony 

and finger dexterity, reiterating what is supplied by most of the practical 

instruction books; arpeggios, and exercises as promoted by Clementi and 

Cramer. Czerny warned, “for only in vain does imagination provide the best 

ideas if the fingers are incapable of executing them with all artistic facility and 

assurance.” Mitchell believes,   

If Czerny’s Opus 200 does not actually teach us inspired 
improvisation, it does accomplish wonders to clarify how 
vastly extended the domain of improvisation and how 
diversified the vocabulary of the improvisatory style really 
were during his time. 115  

Czerny’s description of the improvisatory prelude reveals the necessary 

balance, “A fantasy well done is akin to a beautiful English garden, seemingly 

irregular, but full of surprising variety, and executed rationally, meaningfully, 

and according to plan.”116 These Preludes could be, “a crown of distinction for 

the keyboard virtuoso” but he warns that when the piano is accompanying, the 

prelude should be of much shorter duration, accomplished with, “a few chords 

and a brilliant run.”117 The book is replete with musical examples as well as 

advice and, like Corri’s system; it is separated into chapters of increasingly 

                                            

 

113 J. N.  Hummel, Twenty-Four, Preludes, in the Major & Minor Keys for the Piano Forte : 
Composed for the Use of His Pupils (London: R. Cocks & Co, 1828). Goertzen, "By Way 
of Introduction,” 305. 
114 Much of his music was being published in London by Cocks & Co. from the late 
1830s but Op. 200 was not available in an English translation until, Carl Czerny and 
Alice L. Mitchell, A Systematic Introduction to Improvisation on the Pianoforte : Opus 
200, Longman Music Series (New York: Longman, 1983), 2. Nevertheless, his influence 
was considerable and widespread. 
115 Ibid., p.xiii.Translator’s Foreword. 
116 Czerny and Mitchell, A Systematic Introduction to Improvisation, 2. 
117 Ibid., 1 and 6. 
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elaborate improvisations. Czerny’s Opus 300, consisting of “120 Examples of 

Modulations, Cadences and Fantasias in every style…” was published as the 

sequel to his Opus 200, and displays his diversity in the extent of his varied 

musical textures. They were written to instruct, and they instruct us still. 

Czerny was not the only prolific composer of model preludes. His volume 

of four-dozen had been preceded by the forty-eight of Ferrari (1763-1842). 

Hassler (1747-1822) probably offered the widest choice, with three hundred 

and sixty examples.118 Beethoven’s two are a different category of prelude, they 

were examples of how to progress through all the keys in one piece, and thus 

are more sophisticated and contrived, yet still with a pedagogical intent, for 

studying modulation.119 Girolamo Masi (fl.1796-1807), supplied Preludes that 

could double as Cadenzas, where needed, and they were notated freely to 

encourage a fantasia-like style of playing, with the reminder that, “Particular 

attention must be paid by the Performer to those words which continually 

occur indicating a change in the time.”120  

Preludes by Hummel, Czerny and Kalkbrenner were marking the change 

from pedagogical study and domestic performance, to professional virtuoso 

parade. In 1835, Chopin began composing his Opus 28, as works that “Even on 

their own … would have ensured Chopin’s claim to immortality,”")" He 

encouraged his own pupils to play Clementi preludes.122 The sheer quantity of 

exercises, and examples provide varied and valuable paradigms of the 

                                            

 

118 Carl Czerny, Quarante Huit Etudes En Forme De Preludes Et Cadences Dans Tous Les 
Tons Majeurs Et Mineurs, Pour Le Piano Forte, Op.161 (London: Wessel & Co, [1840?]) 
G.G. Ferrari, 48 Preludes for the Piano Forte and 12 Variations on the Favorite German 
Air, Oh Mein Lieber Augustin (London: Printed for the author, [c.1805]), and Johann 
Wilhelm Hassler, 360 Preludes Pour Le Piano-Forte Dans Tous Les Tons Majeurs et 
Mineurs, Oeuvre 47 (Moscow: F.X. Weisgaerber, [1817]).  
119 Ludwig van Beethoven, Two Preludes for the Piano Forte (Op.39) (London: Preston, 
[1815?]). 
120 Girolamo  Masi, Twenty-Five Preludes for the Piano Forte, Most of Which May Be Used 
as Cadenzas, Etc (London: Monzani & Co for the Author, [1807 WM]).  
")" Jeremy Nicholas, Chopin: His Life & Music (Naxos Books, 2006), 217. 

122 Jean-Jacques Eigeldinger and Roy Howat, Chopin: Pianist and Teacher as Seen by His 
Pupils (Cambridge: Cambridge University Press, 1986), 60. 



 Piano Lessons in the English Country House, Chapter 4 

 155   

improvisatory element that may still inform the interpretation of late 

eighteenth and early nineteenth-century keyboard music.   

4.4  Preludes for the Piano Forte by William 

Dance 

To return to the first steps in preluding, the Camidge Instructions are to 

be found in the British Library, bound with some random items, next to his 

First & Second Sett of Easy Preludes for the Piano Forte.")$!Further into the 

volume, I noticed another set, entitled, Preludes for the Piano Forte in Various 

Keys, Adapted to the different capacities of Learners; composed by William 

Dance.124 The name of the dedicatee was, “Miss Ellin Devis”. Was this the owner 

of the school that Elizabeth Sykes attended?125 Did William Dance dedicate it to 

her? And if so, why? 

Ellin Devis was not married but took the courtesy title of, “Mrs”, and she 

adopted her sister’s daughter, Ellin Devis Maris, “as her own child and 

heiress.”126 It seems inevitable that Ellin Devis Maris also benefitted from an 

education at her aunt’s school, which would have included piano lessons. In 

due course she married a doctor of medicine and their son, the writer named 

after his father, Martin Tupper, was born at 20 Devonshire Place, in 1810. 

According to her son, she grew up to be a “an amateur artist, and she played 

the piano well.”127 The dedicatee, in the third edition of Dance’s Preludes of 

                                            

 

123 Matthew Camidge, A First & Second Sett of Easy Preludes for the Piano Forte 
Finger’d & Composed by Matthew Camidge (London: Longman & Broderip [1794]). 

124 William Dance, Preludes for the Piano Forte in Various Keys, Adapted to 
the Different Capacities of Learners (London: London : L. Lavenu, 1800.). 

")*!There is no diary for 1797, so although the start date is recorded in the 
diary for 1793, (“Sep 3rd Miss E & self set off for Lond: slept at Ironbridge. 4 
Slept at Auckenbury hse? Th 5th Miss E to Miss Devis.”) it is not proven 
exactly when she finished; he paid Mrs Devis on 24th of September 1796. It 
was probably his final payment, but she may have continued until the 
summer of 1797. 

")'!Hudson and Tupper, Martin Tupper, 5. 

")+ Ibid., 4. 
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about 1811, was no longer Ellin Devis, but changed to “Mrs Martin Tupper”, 

confirming that it was Mrs Devis’s niece to whom the work was dedicated, and 

suggesting that she may have been a pupil of William Dance, as a girl, along 

with others at the school.128 

The British Library copy showed the first six pages of Dance’s Preludes to 

contain four chord progressions repeated in a number of keys. (Image 4-3) 

 

Image 4-3. William Dance Preludes –© The British Library Board [G.303.(5).] 

with permission  

I had seen these chords before. They had been copied by hand onto pages of 

manuscript, in ink, with Elizabeth Sykes name on the top, valued and 

preserved within the collected volumes at Tatton Park.129 Elizabeth copied the 

first three progressions, in major and minor, on the first pages and then 

                                            

 

")(!The third edition of the Dance Preludes in the University of Bristol library, has an 
1811 WM., once owned by a Miss Mary Pinney. 
129 Tatton, MR.2-5.26. 
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(presumably when she had progressed, or it became available), the fourth one 

was inscribed in similar vein thereafter. It is possible that she was being taught 

from an early version, by the author, shortly before the work was published as 

his Opus 3.130  

 

Image 4-4. A half-page of Elizabeth’s hand-copied 4th Set of Chords for 
Preluding, Tatton, MR.2-5.26. 

Further research into William Dance’s Preludes, has proved that it went 

through 6 editions between 23rd December 1794 and 1840.131 It seems likely 

that Elizabeth would have bought a copy of the preludes she was studying, if it 

were available; comparable accounts show bills for lessons including lists and 

prices of music purchased, and Sophia Baker occasionally mentions music 

brought by her teacher.132 Elizabeth Sykes possessed another set of eight 

                                            

 

130 In addition to g.303.(5), published in 1800, the British Library lists another edition 
published the same year by J. Dale as Op.3, g.271.u.(4.) and a microfilm (Mus.Mic. 
5336) of the first seven pages dated as [1794], without a title-page.  
"$" Shelf-number g.303.(5). Copac lists fourteen copies. 

132 The accounts of the Leicester family, Chester, DLT4996/79/13, as previously 
discussed. Three months of ‘Miss Charlotte’s accounts’ for the winter of 1819-20, 
show the expenditure of one shilling and sixpence each for a couple of waltzes, for 
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preludes, attached to Dance’s Three Lessons, and also a Rondo based on 

Dibdin’s the Waterman, that has both Dance’s signature and her name on the 

title page, in what could be the same handwriting.133 As this work was 

registered at the Stationers’ Hall on the 14th of December 1795, it would seem 

likely it was acquired while she was at school.  

William Dance (1755-1840), like Ellin Devis, was related to a family of 

artists. His father and grandfather were both well-known architects, and both 

named George Dance. Other family connections were painters and playwrights. 

W.T. Parke, reporting his performance of a piano concerto at the Hanover 

Square Rooms in 1789, said that William Dance “displayed great taste and 

power in execution.” He had been violinist at the King’s Theatre, and leader for 

the Handel Commemoration in 1790. Mendelssohn inscribed his fourth Song 

without Words to Dance’s daughter, in 1829.134 This further link with Mrs 

Devis’ school suggests a strong likelihood that William Dance taught piano 

there, in the 1790s, and that he was the teacher of both Ellin Maris Devis and 

of Elizabeth Sykes. 

William Dance’s chord progressions, ‘in his favored keys’, fill 6 pages of 

the Ellin Devis Preludes, as published; the “Various Keys” consist of nine major 

and nine minor keys, pragmatically limiting the key signatures to 4 sharps or 

flats. As can be seen (Image 4-4. A half-page of Elizabeth’s hand-copied 4th Set 

of Chords for Preluding, Tatton, MR.2-5.26.), the first chord sequence is: I, V7, 

                                                                                                                                

 

‘Hook’s Les adieux d’amis’, and for a set of variations on a Scotch air, six shillings for 
‘Latour’s Preludes’, four shillings for ’Moschelles [sic] three easy Rondos’ and ten 
shillings and sixpence for ‘Curf’s [sic] instruction book for singing. 
133 Tatton MR. 2-5.11 (iii) William Dance, Three Lessons for the Piano Forte with an 
Accompaniment for a Violin and Eight Preludes, Op. 3 (London: J. Dale, c.1800). There 
are signs of use in all three lessons. Of particular interest, in the light of the beginners’ 
preludes, is the further set of eight. (Image 4-5). They are still short introductions, but 
more advanced than the initial ones, and make excellent opening-pieces for longer 
works, such as the many sonatas or sets of variations that are also found in Elizabeth’s 
collection. MR. 2-5. 29 (ix) William Dance, The Waterman a fav. Air arr. as a Rondo for 
the Piano Forte. (London: Printed for the Author). S.H. 14-12-1795. The copy in the 
Bristol University Library was once owned by Sophia Thrale, daughter of Hester Thrale 
and wife of the 10th Bt., Sir Thomas Acland’s uncle, Henry Merrik Hoare. 
134  H.G. Farmer. "Dance, William." Grove Music Online. Oxford Music Online. Oxford 
University Press, accessed May 13, 2012, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/07152 
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VI, IIb, Ic, V, I.  Each one is a little more adventurous than the last: the 2nd one 

introduces a Bb accidental, the third an F sharp and finally the slightly longer 

progression, that may have been added later for the publication, is enlivened 

by both a C and G sharp. Copying them down in all the given keys was no 

small task, but they were obviously considered to be of value. Examples follow 

to explain how the chords may be interpreted, with instructions for full 

arpeggiation, and more abbreviated versions for use by those who could not 

stretch an octave. The leaner example for small hands might have been more 

suitable for Elizabeth Sykes, who was quite slight. Her father noted in his diary 

how his daughters were growing and recorded that her height was just over 5 

foot 4 inches and that she weighed less than seven stone when she was fifteen 

and started with Mrs Devis.135  

Finally, Dance gave a more advanced example to include the chromatic 

scale. They all demonstrate a musical approach to the improvement of 

technical elements. A learner might spend some months working through 

these, but Mrs Devis prepared her pupils for hard work, and she included a 

quotation in her Miscellaneous Lessons, on “Practice”, by Locke:  

We are born with faculties and powers capable almost of any 
thing, such at least as would carry us farther than can easily 
be imagined: but it is only the exercise of those powers 
which give us ability and skill in any thing, and lead us 
towards perfection.136 

From the standard of music within Elizabeth Sykes extensive collection at 

Tatton Park, it can be assumed that all the exercise and practice did result in 

considerable musical ability and skill. 

                                            

 

"$*!Hull, U DDSY/102/23 Slipped into the back of the 1793 diary is a chart of the height 
and weight of each of both his daughters from 1785 to 1792. In Sophie Baker’s diary, 
‘The Ladies Pocket Journal’ for 1801: CRO, Add.Ms. 7469, there is an entry for 
Thursday 1st January, “Were all measured”, that suggests it may have been common 
practice to assess one’s children, annually.  
136 Ellin Devis, Miscellaneous Lessons designed for the Use of Young Ladies (London: 
Upper Wimpole St. printed for the author). March 1 1782. (The BL copy, 8310 a.16, was 
owned by an Eliza in 1786.)  
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Ellin Devis’s insistence on “the Art of using Words according to certain 

established Rules”137 might be applied to the teaching of preludes as, the Art of 

using Chords according to certain established Rules, but once the basics are 

learnt, music can break bounds - and none more so than in an improvisatory 

prelude. A later ‘Manual of Elegant Recreations, Exercises, and Pursuits’, 

entitled, The Young Lady’s Book, actually viewed the keyboard instrument as 

the means to learning musical grammar, 

…the piano-forte as the grammar of music... to be well 
initiated upon a keyed instrument; this gives a knowledge of 
modulation, and as for harmony; in a word, it insures the 
confidence of science, without diminishing the natural 
feeling.138 

The preludes, that we might imagine Elizabeth and Lydia ‘tipped-in’ 

before their other sonatas, existed only in the heads of the performers. These 

ephemeral compositions would only have been heard by a few, and are now 

hidden from us. It is not surprising that composer/performers, such as Dance 

and Dussek, saw the necessity for publishing a few of their own improvisations 

and making visible their own advanced technique. Elizabeth may have both 

used and learnt from these. 

In addition to the three well-fingered Lessons with a set of eight preludes 

by William Dance, Elizabeth owned a bound volume that included three sonatas 

with three preludes by Dussek.139 In both cases, these preludes were acting as 

bonus additions to publications of substantial pieces, confirming the common 

practice of prefacing sonatas with improvisations. An example of each, serves 

to give a flavour of the prelude. (Image 4-5 and Image 4-6) 

                                            

 

137 Ellin Devis, The Accidence; or First Rudiments of English Grammar, Designed for the 
Use of Young Ladies. With an Appendix, Containing an Example of Grammatical 
Construction. ... By a Lady: London, 1775. 
138 The Young Lady’s Book: A Manual of Elegant Recreations, Exercises, and Pursuits   
(London: Vizetelly, Branston, and Co., 1829 ), 367. 
139 See footnote 134, and Tatton, MR. 2-5. 27. J.L. Dussek, (ii) Three Sonatas with 
Scotch & German Airs and Three Preludes for the pf with or without add. Keys, Op.31, 
being the continuation of Op. 25. with accomps for vl or fl and bass ad lib. (London & 
Edinburgh: Corri, Dussek & Co. [1795] ).  
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Image 4-5. Prelude 8, by William Dance, Tatton, MR. 2-5.11.  

Whilst the small cross denotes the thumb, the larger one, pencilled within 

these preludes belonging to Elizabeth, seems to imply an accent, articulation 

or pause, useful in unmeasured passages. Dussek’s preludes supersede those 

of Camidge and Dance in their imaginative flourishes, without strict metre, in 

which he employs fragments of scales and repetitive figurations of broken 

chords (Image 4-6). The scales in her keyboard tutors and exercises in 

preluding already discussed would have prepared Elizabeth. She thus had both 
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the technique and the models for those she may have composed, in ‘invisible 

ink’.  

 

Image 4-6. Prelude I by Dussek, Tatton MR. 2-5.27.  

A well-nurtured and developed ‘knowledge of modulation and relish for 

harmony’, as the Young Lady’s Book described, can act as a springboard for 

improvisation that challenges the received opinion of young girls’ use of music 
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in the late eighteenth century. Far from simply playing a few pretty tunes, they 

were practising the art of composition at the keyboard. Elizabeth Sykes and 

Lydia Hoare benefitted from a late eighteenth-century music education. It fitted 

them for playing old and new music, for the harpsichord and the fast-

developing pianoforte, for improvising preludes and cadenzas, and for 

appreciating the performances of others, both at their own private musical 

gatherings and at the public concerts they would later regularly attend with 

their husbands.140 A description of the reception of Dussek’s own preluding 

was given by Mrs Papendiek, 

Dussek now seated, tried his instrument in prelude, which 
caused a second burst of applause. This so surprised the 
stranger, that his friends were obliged to desire him to rise 
and bow, which he did somewhat reluctantly. He then, after 
re-seating himself, spread a silk handkerchief over his 
knees, rubbed his hands in his coat pockets, which were 
filled with bran, and then began his concerto.141  

4.5  The Next Generation  

Charlotte Egerton and Lydia’s two daughters, born in the early nineteenth 

century, had excellent musical role models in their mothers, with whom they 

probably played or sang duets.142 This is the point when the style changes from 

backward glances whilst seated at the piano, equipped with a harpsichord 

technique, to a genuine exploration of what the piano forte could offer in the 

future, and how best to develop an agility and dexterity to master the newest 

performance pieces, as heard in the London concerts by celebrity pianists.  

                                            

 

140 The account books of Wilbraham Egerton at the Cheshire Archives & Local Studies 
and those of Sir Thomas Acland at Hoare’s Bank, witness their subscriptions for the 
concerts of ‘Ancient Musick’. 
141 Papendiek. Court and Private Life in the Time of Queen Charlotte: Being the Journals 
of Mrs. Papendiek, Assistant Keeper of the Wardrobe and Reader to Her Majesty. 
London,: R. Bentley & son, 1887. 
142 There is a vocal duet at Killerton 2.21.A, with mother and daughter’s names on it, 
and Elizabeth Egerton continued buying and binding music, such as Corri’s Elysium, 
Tatton, MR. 2-5.15 (vii), for piano duet after 1810, and she may well have shared the 
music bought in the 1830s and 40s with her daughter. 
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Amongst the extant music of both Charlotte Lucy Beatrix and Lydia 

Dorothea, are Rondos and Variation sets, which were often prefaced with an 

opening Introduction; it fulfilled the same purpose as a prelude, and heralded 

the change from the performer’s spontaneous improvisation to a prescribed 

virtuosic flourish that was constructed by the composer. In many cases, the 

emphasis is on arresting the listener’s attention and impressing their ears with 

sound and sensation, in the manner of an overture. The Irish Melody, by the 

composer, George Kiallmark (1781-1835), in Mary Erskine’s volume of music 

has a two-page introduction; it has a mildly arresting four-bar opening, (Image 

4-7Image 4-7)  

 

 Image 4-7. Kiallmark, Introduction to Irish Melody, Killerton 2.33.A  

It is followed by a melody with accompaniment, related to the ‘Irish’ one that 

will appear, two pages later.143  

                                            

 

143 Killerton 2 33 A, G. Kiallmark, A Favorite Irish Melody with Vars. and an Introduction 
for the Piano Forte composed for and dedicated to Miss A. Egan (London: Goulding & 
Co, Chappell & Co., [1823] ). He agreed to supply these publishers annually with a 
fixed number of compositions, and his pianist-son, a friend of Thalberg, George 
Frederick Kiallmark, was giving concerts in the 1830s. DNB accessed 28-08-2013. 
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The second page of this introduction, however, is in the style of a prelude 

that either Dance or Dussek might have written (Image 4-8). Kiallmark 

introduced broken chords, runs and a free cadenza at the end, finishing in the 

dominant, ready to lead into the ‘Irish Melody’ that we recognise as ‘the Last 

Rose of Summer’. 

 

Image 4-8. Kiallmark, Introduction to Irish Melody - Bars 21-28. 

Nineteenth-century pedagogical material reflected an increasing interest 

in independent finger dexterity and virtuosic gymnastics. Athina Fytika has 



Piano Lessons in the English Country House, Chapter 4 

 166 

stated that “Never before in keyboard history had such a large number of 

pieces been composed for the sole purpose of virtuosic achievement.”144 This 

almost manic emphasis upon technique, as evinced by Czerny and others, was 

responsible for promoting both a despised school of lightweight, showy, 

drawing-room pieces, but also the technical means for the formidable romantic 

pianist-composers.145 A shift of emphasis gradually turned the music master 

from a servant, who was fortunate if he gained the approval and patronizing 

friendship of the parents of his pupils, to a celebrity, who was revered and 

fêted by them.  

There is no surviving tutor book for Lydia Dorothea Acland (1814-58) but 

other piano repertoire of hers remains at Killerton; she became a semi-invalid 

in about 1836, and remained at home and, thus, so did her music.146 Her 

younger sister, Agnes (born 1821), left no trace of musical activity behind her, 

because any scores that might have been in her possession would have 

departed with her, on her marriage to Arthur Mills MP.147 However, at Tatton 

Park, and/or St James Square during the London season, Elizabeth and 

Wilbraham’s daughter, Charlotte (born in 1824), used Cramer’s Instructions; it 

is preserved in a volume with her other beginners’ material.148  

4.6  Charlotte Lucy Beatrix Egerton’s Lessons 

Charlotte was Elizabeth’s only one of three daughters to survive infancy, 

but, as mentioned in the first chapter, a further tragedy for the Egertons was 

that this daughter only lived to the age of twenty-one. For the music historian, 

however, the consequence was that her music was preserved in her childhood 

                                            

 

144  Fytika, “Keyboard Fingering Instruction," 50. 
145 Kathleen Dale, Nineteenth-Century Piano Music, a Handbook for Pianists (London, 
N.Y., Toronto: Oxford University Press, 1954), 14-15. 
146 Lydia Dorothea, according to her niece, Agnes Acland Anson was “very beautiful but 
caught a chill in Rome and became an invalid of erysipalis.” Agnes Acland Anson, 
Recollections, 28. Erysipelas was the cause of death for George III’s youngest daughter, 
Princess Amelia, in 1810. 
147 Arthur Mills married Agnes Lucy Dyke Acland, on 3 August 1848. 
148 MR. 2-5.19(i), Cramer, Instructions, to be examined further in the next section. 
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home, in bound volumes that serve as a memorial to a considerable talent. Her 

volume of pedagogic music is of particular interest, as it specifically records 

the dates that chart Charlotte’s progress.149 In the following Table (Table 4-1), I 

shall lay out a brief view of its contents. The order is as it was bound into the 

volume, although not strictly chronological. The titles give an indication of 

pedagogical value or pianistic level, and from scales and exercises she 

progressed to easy pieces. The hand-written dates in the table of Charlotte’s 

beginners’ volume show how quickly she moved through the books, mostly 

quite thoroughly.  

Table 4-1. the Pedagogical Music of C.L.B. Egerton. Tatton MR. 2-5.19 

MR.2-5.19. Table of Contents - Title followed by Comment 

ITEM 1 J.B. Cramer’s Instructions for the Piano Forte, in which the first 
Rudiments of Music are clearly explained and the principal 
Rules on the Art of Fingering illustrated, with numerous and 
appropriate Examples: To which are added Lessons, in the 
principal, Major & Minor Keys with a Prelude to each Key 
Composed & Fingered by The Author. [1826]. 

“September 1830” is inscribed, and this is the fourth edition. 

ITEM 2 J.F. Burrowes, New Edition of A Set of the Easiest Lessons for the 
use of Beginners on the Piano Forte containing many popular 
airs composed, selected, arranged and fingered by… op 11. 
[1825 WM]. 

No date or signature. Some fingering. “July 28th” written between nos. 8 & 9, 
“March 5th” at end of no 10, “March 12th” at half-way of no 12, “March … “ 
between number 12 and 13. “March 26th” at end of no. 13, “April 2nd” at end of 
no. 14, “April 9th” at end of no. 16, “April 16th” half-way through no. 18, what 
looks like “April 8th” at end of next line no. 18, “15th” at end of no. 19, “April 
30th” at end of no. 22, “May 7th” at end of no. 24, “May…18..” in pen at the end 
of no. 26. 

ITEM 3 

 

Henry Herz Exercises & Scales for the Piano Forte written 
expressly to form the Hand of the Pupil and to require by an 
Easy Method a perfect Execution by the celebrated Henry Herz. 
[1830]. 

May 14th 1832. Very well used, as both sides, back, bottom of title page are 
repaired. Exs. marked with a cross. June 2nd at end of top line on p3, June 

                                            

 

149 Tatton, MR 2-5.19, in entirety.  
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23rd at end of no 26, July 21st at end of no 40, Augst 4th at no 53, 11th 
Augst at no 55, Augst 18 at no 58, Augst 25 at no 60 [and ‘Twice each bar’] 
written between no 53 and 61], Augst 31st at no 62, Septr 15th at no 64, , 
Septr 22nd at no 67, Septr 29th at no 71, Decr 8th at end of no 9 of scales, 
Decr 15th at end of no 14, Decr 22nd at end of no 18, Decr 29th at end of no 
21, March 30th at end of no 31 (scale in 3rds) 

ITEM 4  Anon., The Pupils' Daily Exercise, for the Piano Forte, Consisting 
of Cadences & Scales of Major and Minor Keys, Ascending and 
Descending, Properly Fingered. [1825]. 

“Feby 1831. M.A. Pitman to C.L.B. Egerton”. Patched edges showing signs of 
much use. Some notes about the key and number of sharps etc. being used to 
teach key recognition. 

ITEM 5  Pleyel, The celebrated Quartett with the German Hymn from 
the Sett dedicated to the Prince of Wales, adapted for the piano 
forte with an accompaniment for violin. [1789-98]. 

At the end, “3rd December 1831”; no date at start. All fingered - obvious signs 
of use. It is not too difficult for a beginner in chamber music. 

ITEM 6 T. Latour, Four progressive Sonatinas for the Piano Forte in 
which are introduced Favorite Airs … pianist to his Royal 
Highness the Prince Regent. [c.1830, but registered S.H. 1816]. 

July and October but no year given as the pages have been cut down in 
binding. Fingering throughout; July 6th written at the end of the Rondo of 
No1, July 30th at end of Andante of No2, “Augst 29th” at end of Rondo of No 3, 
“October ?” at the end of no 4. 

ITEM 7 Manuscript, Waltz, the top part of a piano duet.%!)*Followed by 
Spanish Chaunt with words, & Spanish Constitutional Air in a 
different hand.  

“from Miss Trafford Jan 1832”, and on the Spanish pieces, “Miss Heron 1834”. 

ITEM 8 E. Perry, The Carnival de Venise an admired air arranged as an 
easy Rondo for the Piano Forte. [1832]. 

“183[2]? From M.A.P.” Fingered. 

ITEM 9 Devereaux, Les Soeurs Book 8. A Selection of Airs arranged as 
Duetts for 2 performers on the Piano Forte. [1820s]. 

Primo & Secondo. A companion set to Book 8 consists of operatic airs. 

                                            

 

150 With thanks to William Drabkin for this observation. 
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ITEM 10 Haigh, The Favorite Air Lewie Gordon arranged as a duet for 
two performers on one piano forte. [1824 WM]. 

Primo & Secondo. Augst 18 near end of page 5, Augst 30th at end of piece.  
Well fingered. 

ITEM 11 Devereaux, L. Book 10. Les Soeurs, A Selection of Airs, 
Containing Ah Perdona, Voi che Sapete, Su l’aria, Manly Heart, 
Fin ch han dal Vino, Minuet in Il Don Giovanni, Arranged as 
Duetts for Two Performers on the Piano Forte. [1820s].  

A second volume from this series from the 1820s. 

ITEM 12 E. Perry arr. Mori & Lavenu, Le Petit Tambour, An Admired 
French Air, Arranged as an Easy Rondo for the Piano Forte. 
[1832].  

Began “Dec. 6th 1832 M.A.P.” Fingered. (1832) Well-used and fingered. “Decr 
15th” at the end of the piece. 

ITEM 13 G. Kiallmark, The Rose of Allandale arr. as a Rondo for the 
Piano Forte. [1831-3]. 

In pencil, “St James’s Square”. Variations. “April 25th” at end of Thema, “April 
27” at bottom of p4, “May 4th” top of p7 and “May 11th 1833” at the end of the 
piece. Well fingered. 

ITEM 14 Rawlings, Le Chasseur de Tyrol. [1831-3]. 

No signature. Fingering. 

ITEM 15 E. Perry, The Campbells are Comin’. [1831]. 

No signature. Fingering. 

ITEM 16 J.B. Cramer, Moins que Rien, A Rondo for the Piano Forte. 
[1827/8].  

In faded ink, “Tatton Park. 17 or 19 July ?” p.3 has legato finger-instruction to 
“keep them down”. Fingering. 

ITEM 17 J.F. Burrowes, The Blue Bell of Scotland, being the 2nd of a 
series of Caledonian Airs with variations for the Piano Forte. 
[c.1833]. Burrowes’ Catalogue. 

29th “July 18??” finished in August. “Tatton Park July 29th 1…” at the end of the 
piece, “Augst 1? “ Fingering. 

ITEM 18 J.A. Moralt, L'Aline Introduction and Polacca for Piano Forte. 
[1828]. 

Signature cut off, and no start date apparent, but “Septr 28th” at the end of the 
2nd line of Polacca, Date at end of piece: “Octr 5th 1833”. Fingering. 
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Her teachers considered technical proficiency important enough to use 

extra material for scales and digital dexterity, but tempered them with some 

pieces and duets to encourage her. It is worth looking closer at this very rare 

record of material that demonstrates how the piano was being taught in the 

early 1830s. Firstly there is her tutor book. 

4.6.1  Cramer’s Instructions 

The fourth edition of Cramer’s Instructions for the Piano Forte, benefits 

from “Additions and Improvements”. Although this was advertised in October 

1826, in the Harmonicon, it has a handwritten inscription on the title page that 

suggests that Charlotte began using it in September 1830.151 Apart from the 

inherent value of a method that went through many editions, it is also a 

reflection of what Cramer learnt with Clementi, and what he saw fit to add to 

his master’s work of 1801. In the preface to the first edition at the British 

Library, inserted between pages 12 and 13, Cramer suggested that since 

improvements were daily made in the science of music, he had presumed to 

publish yet another book of instruction, “hoping that as the whole of his Life 

has been devoted to the study of Music, the result of his Experience will not be 

unwelcome to the Public.”"*) The first edition was reviewed in 1812,  

In this work, to speak in the language of the justly 
celebrated and very ingenious author, “the first rudiments of 
music are clearly explained, and the principal rules on the 
art of fingering illustrated, with numerous and appropriate 
examples: to which are added, lessons in the principal major 
and minor keys, with a prelude to each key. 

Much is here announced, and we only render Mr Cramer 
justice, when we say that much, very much, has been 
performed. The didactic part of the work is laid down in the 
clearest manner, and the examples and exercises are 
selected with a judgment that accords with the high 

                                            

 

151 William Ayrton, ed. The Harmonicon (London: Samuel Leigh, October 1826). 
Advertisement for New Music published by Cramer & Co. 201 Regent Street. By the 
time Charlotte’s fourth edition was issued, there was already a Sequel to his celebrated 
Book of instructions, for the piano forte; consisting of expressly composed & newly 
arranged pieces, each preceded by a short prelude fingered by the author. [1825?]. 
152 Cramer, Instructions, The British Library edition, plate no. 77, with a watermark of 
1812.  
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character Mr C. so justly holds with all admirers of fine 
talents and profound science.153  

In 1813, The Gentleman’s Magazine included an extended article, in the 

conviction that “what is directed by Mr. Cramer will have great weight with 

musical people”.154 Cramer is praised for positioning the explanatory notes for 

the popular pieces at the foot of the page. It is easier to apply the instructions 

to the performance this way, and was an empirical decision that would result in 

the student experiencing the advice kinaesthetically, as she applied it to the 

notes. However, the reviewer complained that the pieces were not chosen to be 

more gradually progressive.155 There may have been some attempt to remedy 

this in the later editions; Charlotte’s fourth edition repeats much of the first, 

but boasts eight more pages of pieces. The fact that good teachers continue to 

learn the best methods of imparting knowledge as they practise doing so, is 

born out by the great number of improved editions that appeared on the 

market.  

Reading Cramer’s instructions for seating-posture at the piano, there 

seems to be some confusion as to his readership; he cannot have been aiming 

his advice at the likes of the six-year old Charlotte if, as she tackled these 

pieces, he was expecting her to have her feet resting firmly on the floor beside 

the pedals. For an explanation with much more understanding of what is 

necessary for a young beginner, one might turn to Czerny’s later Letters to 

Young Ladies; he advised, “if your feet should not reach the ground, have a 

dwarf stool, or ottoman, made of a proper height, to place them upon.”156 

Cramer’s reviewer for the Gentleman’s Magazine also observed that, “The rules 

for shifting the hands in playing these scales are the same as Dussek’s, Turk’s 

&c. and are known to every Pianoforte master.” This may be so, but Cramer 

actually gave some useful exercises for mastering the fingering as did his 

master, Clementi, and Cramer went further. He offered three pages to 

Clementi’s two, and organized them better, with additional short descriptions 

                                            

 

153 Monthly Magazine and British Register Vol. 34 (1812), 155. 
154 Gentleman’s Magazine, LXXXV/2, (1813), 348-350. 
155 A fault, I would suggest, that also lies with Clementi’s Introduction. 
156 Czerny, Letters to Young Ladies, 5.  
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of their purpose, such as “Changing Fingers, Double Notes, Skipping a Finger” 

etc.157 This was admitted by the reviewer (Busby?) in the final sentence,  “We 

think him more successful in furnishing examples than precepts.” Later, 

Charlotte continued her advanced technical work with Cramer’s Studio, and the 

understanding of those precepts is well evidenced in this set of serious studies 

that Czerny, Beethoven, Chopin and Schumann were each to recommend to 

their pupils.158  

4.6.2  Charlotte’s Musical Progress 

The Cramer & Co. publication, The Pupils' Daily Exercise, for the Piano 

Forte, Consisting of Cadences & Scales of Major and Minor Keys, Ascending and 

Descending, Properly Fingered, was probably used as soon as Charlotte had 

made enough headway with Cramer’s Instructions. There is no question that 

young pianists practised scales and, in 1801, Clementi had offered a legato 

five finger exercise, for each hand, in preparation for “Scales in all the Major 

keys, with their relative Minors; which ought to be practiced daily” and he 

added, “N.B. Let every note be played even, in regard to time; and with equal 

strength.”159 Additionally, The Pupils' Daily Exercise included “cadences” (Image 

4-9), that are recognisable from Camidge and Corri’s initial chords; in the first 

example, they are enhanced by the pencilled “t” and “d”, labelling them as 

tonic or dominant chords, and numbers are supplied beneath the second 

example. Miss Pitman was offering Charlotte lessons in harmony and figured 

bass, the raw materials for preluding. The practice of chords continued to be 

                                            

 

157 Cramer, Instructions, 12-14. The impressive exercises are entitled ‘Examples on 
Fingering’, and comprehensively cover all the most frequently encountered motifs and 
sequences, scales, intervals, broken chords and octaves, passages in 3rds, 6ths and 
octaves, using various key signatures, to ensure the use of accidentals. 
158 Arnold, Denis and Jeremy Dibble . "Cramer (i)." The Oxford Companion to Music. 
Oxford Music Online. Oxford University Press, accessed April 24, 2012, 
http://www.oxfordmusiconline.com/subscriber/article/opr/t114/e1699. Some 
indication of the familiarity and popularity of these studies is found in The Morning 
Post, 16 July 1835; a report of a dinner given in honour of J.B. Cramer in which 
Moscheles accompanied a singer, “between the verses he introduced extracts from 
CRAMER’s studies in a style that drew forth the most rapturous applause.” Czerny 
recommends them in his Letters to Young Ladies, 43. 
159 Clementi, Introduction, 15. 
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an important skill, and although shorter than the William Dance chord 

progressions that her mother practised, two cadential sequences were to be 

learnt in each of the chosen keys. 

 

Image 4-9. Anon, The Pupil’s Daily Exercise, Page 3, Tatton MR. 2-5.19 

In 1832, Charlotte embarked on the set of exercises and scales by Henry 

Herz, which she worked on all year and if not daily, nearly so judging by the 

much repaired title page and other signs of use. His first page of exercises is 

prefaced with the instruction,  

These Exercises should be played slow at first, carefully 
avoiding any movement of the hand, increasing the time [by 
which he means speed] as the pupil acquires strength and 
facility. 160 

Some of Herz’s technically challenging solo works would become part of her 

later repertoire, and the discipline of all her early exercises might ensure that 

she read chords easily, and her hands remained still, with well-placed, agile 

fingers.161  

                                            

 

160 Henri Herz, Exercises & Scales for the Piano Forte Written Expressly to Form the 
Hand of the Pupil, and to Acquire by an Easy Method, a Perfect Execution, by the 
Celebrated Henry Herz. (London: H. Falkner [pre 1832]). 
161 Herz’s prolific output is reflected in the number of his arrangements and piano forte 
works to be found at Tatton. Displaying the popular forms of the day, they include his 
Grandes Variations a quatre mains pour le Piano Forte. Guillaume Tell. op 50, marked 
“C.L.B. Egerton, July 30th“ in pencil, MR. 2-5.21(ii). Her signature is also on Trois 
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Jean Jousse also provided all the major and minor scales in his improved 

second edition of The Piano Forte made easy to every capacity. He particularly 

stressed their usefulness in memorizing fingering patterns, and advised 

practising hands separately before using them together,  

N.B. A constant practice of these scales will soon enable the 
scholar to play the most difficult Pieces where no fingering 
is mark’d, the natural succession of fingers is to follow.162 

On Fingering, Jousse suggested:  

No qualification requisite to good performance is of more 
importance to the Learner than that of just fingering, 
whatever natural abilities, and practice may be able to 
achieve independent of Instructions, in this important 
particular, the Lessons of a Skilful Master cannot be 
dispensed with.163  

The diligent fingerings, added to so much of the music within Charlotte’s 

early volume, testify to the essential principles that were upheld by her 

teachers. 

To keep a student’s interest, most tutors included some easier pieces of 

performable music during the first year. Both Clementi and Cramer provided 

short preludes before a group of pieces in the same key. Cramer explained in 

his “Observations on the Lessons” that, “A short Prelude is set at the beginning 

of the Lessons in each key, which if practiced with care will form the hand and 

taste of the Pupil.”164 The fifty-eight pieces within the Cramer tutor appear to be 

mostly arrangements or original beginners’ pieces by Cramer, but Haydn’s 

name appears above God Save the Emperor, there is a 16 bar allegro by Woelfl 

in G, a few Mozart arias, and short pieces by Steibelt, Handel, and Clementi. He 

also included well-known tunes of the era such as Sul Margine d’un Rio, Folia 

                                                                                                                                

 

Morceaux de Salon, Op.91 no 2. La Chasse, La Mazurka, Le mouvement perpetual, MR. 
2-5.17 (xi), Introduction to the Brilliant Variations and Finale for piano forte on an 
Austrian March, Op.97, MR. 2-5.17(viii), Fete Pastorale Quadrilles de Contredanses 
suivies d'un Valse pour le piano forte, MR. 2-5.17(vii), and Les Trois Graces Trois 
Cavatines, Op.68, no.3. MR. 2-5.17(vi). 
162 Jousse, The Piano Forte Made Easy, 16-17. 
163 Ibid., 12.  
164 Cramer, Instructions, 18. 
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d’Espagna, ‘Roslin Castle’, and finished with the Scotch Air, ‘She rose and let 

me in’.  

The translation and publication of the Art of Playing the Piano Forte by 

Hummel was available in English, from 1830. Hummel, having provided two 

hundred and forty-one technical exercises in a fixed hand-position of 

increasing difficulty, also realized that the patience of the pupil might wear 

thin, and made the following warning on the choice of repertoire, 

As the uninterrupted study of the foregoing exercises and 
lessons, might somewhat sate the energy of the Beginner, I 
should advise the Master to mix with them from time to 
time, compositions of a light and pleasing character; 
avoiding only flimsy extracts from Operas, ballets, 
overtures, dances &c. because they are not suited to the 
Piano-forte, form neither the hands not the fingers, employ 
the left hand too little, spoil the taste for genuine Piano-
forte music, and interrupt the progress of a serious and 
rational study of music.165 

Taking an overview of Charlotte’s later repertoire, containing many 

arrangements of operas, ballets, overtures, and dances, if she or her teachers 

did happen upon his advice, they did not heed it for long.  

Three items, The Pupils' Daily Exercise, The Carnival of Venise and le Petit 

Tambour, have the inscription, “M.A. Pitman to C.L.B. Egerton”. This may 

suggest a name for her teacher, and a possibility that she was the daughter of 

Ambrose Pitman, “distinguished by her musical talents”, who was the right age 

to have been a governess and/or music teacher to the young Charlotte Lucy 

Beatrix Egerton.166 This is further strengthened by the regular quarterly 

                                            

 

165 Johann Nepomuk Hummel, Art of Playing the Piano Forte Elementary Instructions 
with 60 practical pieces. London: T. Boosey & Co, [1830], 34-52. 
166 Frederic Shoberl John Watkins, William Upcott, ed. A Biographical Dictionary of the 
Living Authors of Great Britain and Ireland ... (London: H. Colburn,, 1816), 275. I am 
very grateful to Katrina Faulds for further discovering the obituaries for Ambrose and 
his wife, Mary, and that Ambrose Pitman’s parents were Bartlett and Ann Pitman.  It is 
possible, therefore, that M.A. Pitman could be Mary Ann, based on her mother's and 
grandmother's names.  Faulds also discovered mention of a probate for a Miss Pitman 
in 1835, coincidental with the time when the Egertons seem to have ceased to employ 
her, although there is an unexplained rogue payment of £10 on 30th March in 1845. 
Unrelated, there is a Beethoven quartet arranged by the organist, Josiah Pittman, 
(1816-1886) in the unclassified store of sheet music. 
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payments to a Miss Pitman within Wilbraham Egerton’s account books between 

1831 and 1834.167 Thereafter, a Miss Boucle is receiving the quarterly 

payments.168 The table above supplies detailed dates recording the steady 

progress that Charlotte made through the Set of the Easiest Lessons by John 

Freckleton Burrowes (1787-1852). It was obviously considered of sufficient 

value for Charlotte to work through the contents and complete the book.  

Burrowes’ later Guide to Practice shows him to have been an excellent 

and thorough teacher, so if his methods were informing Miss Pitman, Charlotte 

would have been given a very good start indeed. Burrowes likened a child’s 

learning as akin to  

…the winding of a skein of thread, which, if it have never 
been tangled, may be easily, though perhaps in some 
instances slowly, wound; but if it be tangled, not only will 
the trouble be increased tenfold, but the chances are that it 
will be broken in many places, and consequently never 
perfect.169 

It is a heartfelt plea for thorough teaching and practising from the very 

beginning. He advised, “patience and perseverance in thoroughly 

understanding and playing correctly, though, perhaps, not fluently, the early 

exercises, as upon these will depend all the future progress.” and he 

encouraged much repetition, in order that it became “habitual to do it well.” 170 

The manuscript pages are interesting for different reasons; The Waltz 

(from “Miss Trafford Jan 1832”) is a clue to a possible friendship or musical 

                                            

 

167 Cheshire Archives & Local Studies, Wilbraham Egerton’s Account book, 
DET/3229/01-04 
"'( Starting on 16th May there is a payment of £31 to what reads as ‘Miss Boucle’, but a 
note to the effect that her salary was £21. There continue to be sporadic payments, 
suggesting that usually Mrs Egerton (Elizabeth) paid these bills. She had £50 in July 
1841 and then her name appears again from 1848, when annuities are being paid, 
mostly by draft, and the final one, “on account of her bad health” suggests that she 
had been pensioned off after Charlotte’s death.  
169  John Freckleton Burrowes, A Guide to Practice on the Piano Forte. (London: Author, 
1841). 11-12. Although this was not published until 1841, he had previously published 
other pedagogic works for keyboard, including Eighteen Preludes in Major Keys for the 
Piano Forte, [1837]. 
170Ibid., 13 
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partnership. The Traffords are mentioned in Wilbraham’s account books, firstly 

on Boxing Day of 1833 ! an H. Trafford who was Charlotte’s brother William’s 

guest at Taporley, from whom he borrowed £500 in 1839, when he was 

described as Trafford of Oughtrington.171 The later Spanish pieces are copied in 

a different hand, presumably that of Miss Heron whose name is attached. 

These evidences of sociability within her music-making are fortunately 

preserved examples of what must have been a common way of sharing music 

with friends. 

Although there are a couple of dates in August, there is no year given for 

when Charlotte played the Haigh duet that forms the tenth item in the volume, 

but there are plenty of fingerings in this seemingly happy, summer 

amusement.172 Like many of the others, it was probably first published nearly 

ten years earlier. Lewie Gordon was indeed, a very favourite air; numerous 

composers arranged it, at this time.173 

In 1833, aged nine, Charlotte was spending April and May learning The 

Rose of Allandale arranged by G. Kiallmark. J.B. Cramer’s Moins que Rien was 

published over the winter of 1827-1828, but seems likely to have been another 

that was learnt during the summer of 1833, as it is marked with a date at the 

end of July. There is a similarly tantalizing date of 29th July with the year cut 

off, on J.F. Burrowes’ The Blue Bell of Scotland.  It does, however, tell that she 

                                            

 

171 There was a branch of Traffords who were a Cheshire county family, and at a 
Stockport charity ball of 1828, Mrs Egerton and Mrs Trafford of Trafford Park were 
both Lady Patronesses; Wilbraham and William were both stewards, as was Thomas 
Joseph Trafford. It would seem highly likely that the daughters of both families were 
later to become friends. http://www.thornber.net/cheshire/htmlfiles/gentry.html#ball 
172 Thomas Haigh (1769-1808?) studied with Haydn on his 1791-2 visit. Peter Platt 
suggests, “Gerber may have been right on the whole to suggest that ‘English people 
will find in [the music of Haigh] rather the spirit of their own Arne and Boyce than that 
of a Haydn’, yet there is a general avoidance of rhythmic platitude that seems to show 
the influence of the Austrian master.” Peter Platt. "Haigh, Thomas." Grove Music Online. 
Oxford Music Online. Oxford University Press, accessed June 4, 2010, 
http://ww.oxfordmusiconline.com/subscriber/article/grove/music/12179. 
173 This frequently described “favorite” air appears in many piano arrangements for 
piano solo or piano duet, including those by Thomas Hamley Butler, [1785], J.L. 
Dussek, [1796], Mr Ross of Aberdeen [1811-15], S. Dussek [1812], John Davy, [c. 
1815], J.S. Pollock, [1821], Burrowes [1823], Thomas Haigh, [1800], Charles Neate 
[1848]. There are also examples of it arranged for other instruments with piano and in 
piano tutors. 
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was at Tatton Park in August when she was learning it. J.A. Moralt’s L'Aline, has 

fingering and dates on the Polacca for the end of September and the beginning 

of October 1833.   

By the time she was playing the pieces described in the paragraph above, 

she would have needed mastery of the sustaining pedal, which will be 

investigated in the next section. In 1836 Charlotte continued with Cramer’s the 

Studio; it was not bound into this volume but found in a miscellaneous pile of 

music, and is considerably more challenging. She inscribed her name and the 

year on the title page, and it shows signs of use. As Cramer stated in his 

“Prefatory Observations”, “The work is professedly practical and not 

theoretical.” His suggestion was that the pupil should learn the first ten studies 

and then choose from the rest, as appropriate. He stressed the need for a 

good legato touch and directed the student to the numbers that would 

improve it, and directed attention to the most mechanically difficult studies, 

incorporating double notes, and numerous extensions and contractions of the 

hand. His intention was that the pupil would perform the difficulties with ease,  

…for the character and expression of a composition cannot 
be preserved while the performer plays with the slightest 
effort. Mechanical difficulties are to be valued only in 
proportion as the Art is assisted by them in effacing its 
purpose of moving the passions and affections of the 
mind.174   

That Charlotte was working on these studies for advanced technique proves 

she had made excellent progress in the six years since 1830, and would 

continue to build upon a secure foundation.  

It may have been at this stage that she embarked upon a study of the 

organ; in the unclassified stack of unbound music at Tatton Park, there is the 

organ tutor, supposedly translated by Samuel Wesley from the original, 

                                            

 

174 J. B. Cramer, Studio Per Il Piano Forte. A Series of Exercises or Studies in All the 
Major & Minor Keys. With the Leading Fingers Marked to Each Passage. Intended to 
Facilitate the Progress of Those Who Practise the Piano Forte, a New & Enlarged 
Edition, with Considerable Improvements Revised & Corrected by the Author. (London: 
Cramer, Addison & Beale). Prefatory Observations.  



 Piano Lessons in the English Country House, Chapter 4 

 179   

entitled, Rinck’s Celebrated Practical School, in VI Parts, published in 1838.175 

The first section comprises of twelve excellent preparatory exercises in two 

parts, followed by another twelve in three, and then in four voices, followed by 

thirty-six preludes, with fugues being tackled in the later parts of this well-

presented preceptor. Although it has no C.L.B. Egerton signature, her brothers 

were all more than six years older than she was, and it would seem to have 

nicely filled the gap in Charlotte’s musical education. Rinck’s work continued 

to be ‘celebrated’ by further translations for future generations of organ 

students.  

As the daughter of wealthy, music-loving parents, Charlotte was likely to 

have been given lessons with the best teachers they could find. Her repertoire 

seems to reflect their effectiveness, but whether her taste matched her skill of 

execution, whether her expressivity was equal to her virtuosity, is less easy to 

discern; she certainly transcended the rudiments, and the scope of her later 

performance-pieces will be discussed in Chapter Five.      

4.6.3  Beyond the Rudiments 

Apart from the interpretation of embellishment signs and the fermata, 

the writers of many instruction books were encouraging pupils to play 

expressively, with explanations of other signs. Theodore Smith gave, “A Short 

Explanation on the different Touches, which are three in Number – viz:” 

 

 

                                            

 

175 Johann Christian Heinrich Rinck, (1770-1846) studied with J.C. Kittel, a former pupil 
of Bach, He moved to Darmstadt in 1805 as organist, Kantor and teacher at the music 
school, and court organist in 1813. Rinck was celebrated as a teacher throughout 
Germany. Ursula Kramer. "Rinck, Johann Christian Heinrich." Grove Music Online. 
Oxford Music Online. Oxford University Press, accessed September 10, 2012, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/23486. Having 
found no mention of Rinck within the letters of Wesley and, as a translation does not 
feature within the list of his works in Olleson’s biography, I questioned Michael Kassler 
who informed me in an email (12 Sept. 2012) that he and Olleson do not believe it to 
be by Wesley, who was no longer alive to dispute it when it was advertised by R. Cocks 
and Co in The Times, on the first of March 1838, 2. The 1838 date matches the plate 
no. 3210. 
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Legato ----- means ----- Gliding, or Equal                                                                                                    

Staccato -------------------  Distinct or Short                                                                                                 

Tremolato ----------------- Quavering "+' 

Smith’s signs were limited to phrase marks and staccato “specks” and he 

elaborated on the meaning of these important expressive touches, 

The Legato is fit for all kinds of Passages and by it the 
Vibration of the Strings becomes perfect in every Note… The 
Staccato is Expressed by lifting up the Fingers sooner than 
the length of the Notes requires and is distinguished by the 
mark of a Speck, or Dash over the Note, or Notes… The 
Tremolato is play’d by Touching the same Key with two or 
three different Fingers, particularly in a Quick Movement 
where there is 2,3, or 4 Notes of the same Letter following 
one another …177 

His staccato is perhaps the least satisfactory, as it appears to describe a single 

indeterminate length, whereas Jousse followed Clementi, in offering three 

types of staccato.178 Smith’s musical example for Tremolato, shows repeated 

notes with the three middle fingers rotating, or 3 and 2 alternating. Joseph 

Coggins later used the term tremando for, “a whimsical touch performed by 

playing the same key with different fingers.”179  

Robert Broderip in his Chapter VIII, dealing with Expression, wrote, 

The manner of performing any musical Composition, so as 
to make it effective and impressive. Some compositions will 
admit of more effect and expression than others, most have 
some sentiment or meaning in them; and it should be the 
business of the Performer to study his Authors style and to 
attend to the Marks of expression; otherwise no effect can 
be produced, let the Piece be ever so well performed as to 
neatness of Execution. 

He continued to suggest, 

                                            

 

176 Smith, A Musical Directory, 7.  
177 Ibid.  
178 Jousse, The Piano Forte Made Easy to Every Capacity, 11 (p.13 in the 5th edition). 
Clementi, Introduction, 8. 
179 Coggins, The Governess’s Musical Assistant, 11.  
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Expression is produced by regulating the time, to the Style 
of the Music - by an attention to the Graces or 
Embellishments - by the Touch - and by a judicious 
management of the Tone of the Instrument in its different 
Gradations from soft to loud.180 

Within these two paragraphs, Broderip emphasised the importance of a 

composer’s style and the ways of expressing the meaning of a piece, using the 

graces and varieties of touch mentioned in his and others’ teaching books, but 

also, by choosing the right tempo, and practising the control of dynamics. 

Thus, in acknowledging piano and forte, he firmly registered its importance in 

one of the earliest tutors for this instrument. He then gave some Italian terms 

for expression amongst which is the definition of Tenute, as “the key held in 

order that the vibration of the string may continue”. Clementi expressed it as 

encouraging the strings to “VIBRATE SWEETLY into one another.”181 If a tenuto 

style is adopted, these are useful directions for over-holding the notes, as 

advocated by Rameau for a specific harpsichord touch, where a slur was 

notated.182  It would have been as necessary a technique in the early days of 

the piano, as it was for the harpsichord, before the sustaining pedal had 

become a standard device.  

At the start of the nineteenth century, Dussek and Steibelt were praised 

for their use of the sustaining pedal. David Rowland claims that Cramer slightly 

predated Steibelt, who gave his view on the sustaining pedal within his 

Méthode de piano,  

…this important addition to the instrument serves to bring 
out the colours better and to give light and shade to the 
performance, and that their use is subject to the rules of 
good taste."183  

                                            

 

180 Broderip. Plain and Easy Instructions, 12-13. 
181  Clementi, Introduction, 9. 
182 The Rameau Pièces de Clavecin of 1724, re-edited in 1731, offered advice on 
harpsichord technique and an ornament table, in which is found a broken chord 
beneath a slur and an explanation of it, notated with ties for each note, to produce 
‘une liason’. There is a facsimile included in: Jean-Philippe Rameau, Pièces de Clavecin, 
ed. R. Jacobi (Basel: Barenreiter Kassel, 1959), 20. 
183 Daniel Steibelt, The Methode, 2. 
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and suggests that his first publication with real pedal markings was the 

Quintet Opus 31.184 Before this, in Paris, he had first explained what he 

required in his sonata Opus 27/1, where he wrote, 

Use the pedal that raises the dampers, but when you hear 
that the harmony is mingling too much, release the pedal 
for the value of an eighth note and resume it again 
immediately.185 

Whilst Dussek may have been demonstrating the advantages of pedals in 

his public performances, he was more reticent in indicating their use in his 

publications. Rowland believes that Clementi’s first love was the harpsichord, 

and his pedal indications only became more adventurous from his Opus 40 

onwards, with a predilection for accompanied quiet passages in the treble 

register.186 Clementi delayed mention of the pedal in the reissues of his 

Introduction until that of 1811, the fifth edition, in fact, and twelve years after 

Clementi had published Steibelt’s Opus 35.187 With Steibelt’s 1799 sonatas, was 

an explanatory note (Error! Reference source not found.), suggesting that the 

symbols for the pedal must still have been considered new enough to need 

clarifying. In this same publication, is to be found an advertisement for “New 

Patent Grand and small piano fortes with additional keys under the immediate 

inspection of Mr Clementi.”188 It highlights both the advances in piano 

manufacture that were made at the very end of the eighteenth century, and the 

publishing and piano-making business that Clementi instigated, which helped 

                                            

 

184 David Rowland, A History of Pianoforte Pedalling (Cambridge: Cambridge University 
Press, 1993), 66. 
185 Quoted by: Sandra P. Rosenblum, Performance Practices in Classic Piano Music: 
Their Principles and Applications, Music--Scholarship and Performance (Bloomington: 
Indiana University Press, 1988; reprint, 1991), 115. 
186 David Rowland, A History of Pianoforte Pedalling, 66. 
187 Steibelt’s Three Sonatas for Piano Forte with violin ad libitum, Op.35. Longman, 
Clementi and Co. 26 Cheapside. Composed & dedicated to Miss Isabella Savery. Tatton 
Park MR. 2-5.16 (x), registered at the Stationers’ Hall 1799. 
188  
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to promote the instrument, along with his career, and ultimately led to what 

became known as “the London Pianoforte School”.189 

 

Image 4-10. Steibelt’s Pedal Instructions, published with his Opus 35. 

Cramer mentioned the pedals on page 43 of his 1812 Instructions, but 

did not give a fulsome explanation; it shares space with musical accent and 

syncopation. Dr Crotch used similar symbols for what he described as, “the 

ringing pedal.” The Soft pedal however was not to be used by beginners. It may 

seem a strange command, as it is the easier of the two to operate, but playing 

gently with the hands was seen as the first requisite to avoid relying on the 

pedal, and to play too heavily with it employed, was to risk breaking strings.190 

Jean Jousse also dealt with the problem in an “Appendix Explanation of the 

Pedals,” which he added in 1817 to his Fifth Edition of The Piano Forte made 

easy…  

                                            

 

189 See Nicholas Temperley, "The London Pianoforte School," Musical Times, no. 126 
(1985), and Nicholas Temperley, "London and the Piano, 1760-1860," Musical Times, 
no. 129 (1988). Temperley published facsimiles, representative of a century of piano 
music, The London Pianoforte School l766-1860, ed. N. Temperley, 20 vols. (New York 
and London: Garland, 1983-7) with informative introductions that argue for the merits 
of this repertoire to be considered afresh, and it is a sad indictment that they are now 
out of print. Temperley was not the first to coin the term, an early use was Alexander 
L.  Ringer, "Beethoven and the London Pianoforte School," Music Quarterly 56, (1970). 
190 Crotch, Preludes, 19. See also Rowland, A History of Pianoforte Pedalling. 
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English grand pianofortes, either horizontal or upright, have 
two pedals which are now generally placed in the centre of 
the instrument. The Left Hand pedal, which is called the 
piano or shifting pedal, …for pp. has not, and does not 
require, any particular mark.191 

Jousse described the right hand pedal as “the open pedal”, presumably as 

it leaves the strings openly vibrating, mentioning the occasional division, 

employing the right side for the treble and the left side for the bass notes. The 

signs were not universal and, again, either the Crossed circle or the “ped.” sign 

was used for its deployment, and an asterisk denoted its release. He described 

“the open pedal” placed in the centre of early nineteenth-century square pianos 

but, unhelpfully, gave no indication of which foot to use. He warned against 

leaving it down when it “becomes an indistinct jargon,” but extolled it when 

properly employed,  

A judicious use of the open pedal shews the discernment 
and taste of the performer; for if it produces a good effect 
when properly introduced, it, on the contrary, spoils the best 
music when improperly used. … 192 

Sandra P. Rosenblum points out that where harmonies appear confused under 

a long passage with the pedal lifted (the “indistinct jargon” that offended 

Jousse), later editors rationalized the pedal markings.193 

By the 1830s, the use of the sustaining pedal was commonplace, but it 

was still not always used judiciously. Like the reviewer of Hummel’s A complete 

Theoretical and Practical Course of Instructions, one cannot  

…refrain from quoting the high authority of the author 
[Hummel] against a practice Which, among many merely 
superficial and showy pianoforte players, has been far too 

                                            

 

191 Jean Jousse, The Piano Forte Made Easy, 37.  
192 Ibid. 37 
193 Rosenblum, Performance Practices, 435, Endnote 64, in which she specifically refers 
to Dussek’s Adieu. It is worth reiterating that what is possible on an eighteenth-century 
piano may sound much more confused on later instruments.  
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prevalent—we mean the lavish and constant use of the 
pedals.194 

As far as beginners were concerned, Hummel instructed, “Let the Pupil never 

employ the Pedals before he can play a piece correctly and intelligibly.”195 For 

Charlotte, it was Cramer’s advice beyond the rudiments, attached to her first 

pieces, which might aid her in playing correctly and intelligibly. For Lydia and 

her daughter, the familiarity of the Broadwood with its two pedals was part of 

the experience of playing the piano, as their music scores reveal; this 

repertoire will be studied further in Chapter 5.  

4.6.4  Cramer put Theory into Practice 

Keyboard tutors often contained miniature pieces and short preludes for 

beginners to put theory into practice. Cramer’s Instructions offered, 

“numerous and appropriate examples”.196 These were selected and arranged by 

the composer, with prefatory observations on general principles that were 

suitable for early beginners. He suggested that the easiest lessons should be 

learnt first, and these are fingered in Charlotte’s copy, but she probably 

progressed to other composers before reaching the fifty-eighth piece in F 

minor. Generally, the comments at the foot of the pages referred to the pieces 

thereon; it is the voice of Cramer speaking to us across the centuries (Table 

4-2). The table highlights some of these comments in their given order. 

 

 

 

 

                                            

 

194 A review of “A Complete Theoretical & Practical Course of Instructions on the Art of 
Playing the Piano Forte,"The Spectator 30 May (1829). 
195 See: C. F., Colt and Antony Miall, The Early Piano. (London: Stainer & Bell, 1981), 
132. 
196 Cramer, Instructions, Titlepage. 
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Table 4-2. Cramer’s Interpretative Advice from the Fourth Edition of his 
Instructions - Tatton Park MR. 2-5.19 

Page nos., 
Titles & 
Topics 

Cramer’s Comments 

20, Piece 
no.4. 
Moderato. 
Phrasing 
marks & 
legato. 

A circular line placed over some notes on different lines or 
spaces, shews that they must be played in a smooth 
connected style, keeping down each note its full length. 
This style of playing is termed in Italian Legato, it is 
generally used, unless some particular mark should direct 
to the contrary. 

26, The 
Gauracha, (A 
Spanish 
Dance).  

The Air begins with the second part of the Bar which has 
been done by the Composer to keep the accents in their 
proper places, the completion of the 1st Bar is at the end 
of the Air. This mark > shews that a stress is to e laid on 
the first note of every bar, being the accented part, it is 
called an Emphasis. 

27 & 35, 
Woelfl 
Allegro, 
Mozart Aria, 
and no.33, 
Allegretto. 
Detached 
notes.  

The small Dashes (‘ ‘ ‘ ‘ ) shew that the notes must be 
played in a distinct and separate manner, giving each 
about one fourth of its usual length, and lifting the fingers 
from the keys, as if a Rest intervened and the notes were 
written, thus; INSERT s/d/q & rests. This style of playing is 
termed; Staccato, (detached) When dots ( . . . .) are made 
use of, the notes must have half of their usual length. 
(A) The Circular Stroke under the two Dots denotes the 
Mezzo Staccato, the Notes are not t be so short and 
pointed as if marked, thus ‘ ‘ or thus . . [shown under 
pairs of quavers].  
(B) When a Slur is placed over two notes of the same 
species, the first is played with more force than the 
second, to which generally but half the usual length is 
given.  
(C) These two figures placed under a Slur +1 indicate that 
the 1st finger must be substituted for the thumb without 
striking the key over again. 

31, Romanza  A Romance is an Air of the soft and plaintive kind.  
36 & 43, the 
sustaining 
Pedal.  
 
35, Marcia 
and Saxon 
Air. 

This mark Ped. Shews that the Pedal which takes of the 
dampers from the strings must be pressed down; it is 
generally placed on the Right side. In Square Piano fortes 
the Pedal is placed in the middle of the Instrument. This 
mark [a star sign] shews the Pedal must be dropt. 
Observe carefully the Legato and Staccato which 
throughout this Air form a fine contrast, especially where 
their effect is heightened by the Open Pedal. 

37, Handel 
Air, the 
Fermata. 

This mark [the fermata] on the first Note does not 
indicate a Cadenza, it shews that the Chord is to be played 
in a Slow Arpeggio, as a kind of Prelude to the Air. 
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41, Haydn 
Romance, the 
Appogiatura/
Acciacatura 

This Appogiatura being placed before a group of four 
Semiquavers, is passed quick with the first note, so as not 
to break the regularity of the group. 

41, Welsh 
music.  

This Air is a fine Specimen of the Welsh National Music; 
originality and boldness of character are united in the 
Melody. 

45, the use 
of a single 
finger for 
consecutive 
notes. 

The Gliding of the first finger from the Black to the next 
White key is not only allowed, but produces a good effect. 
[The example is from a B flat to a B natural.]  

Further to Cramer’s comments in the table above, The Gauracha may have 

been useful in teaching, because of the unusual two-beat anacrusis in this 3/8 

dance. The “circular line” denotes a phrase mark, but it is a clear indication 

that a legato touch was considered to be the norm. The varied articulation 

markings were laid out together in most tutors, but Cramer preferred to deal 

with them as they occurred in a musical context.  

In summary, Cramer was describing, for the beginner, a legato (notes that 

are joined but not over-held), a mezzo staccato which, by implication, was 

three quarters sound to a quarter silence, a staccato comprising half the note 

value with a corresponding rest, and what might be described as a super-

staccato or staccatissimo where the note-value is only a quarter of its written 

length. The fairly casual instruction to prelude upon the first chord indicates 

its ubiquity, and how simply it could be introduced. The explanation of the 

short appoggiatura, which is in fact an acciaccatura, is useful in stressing an 

exception to the normal rule, to retain the integrity of the rhythmic group. The 

passing comments on the sustaining pedal add little to those on page 51 of 

the fourth edition, but the notion that the pedal would heighten the effect of 

contrast is worth considering, embedded as it is in the instrument of piano e 

forte. Signs for the pedals’ deployment without any indication of release, are 

not uncommon but should be considered beside the slightly more fulsome 

instructions on page 51, “When a change takes place in the Harmony the Pedal 

must be dropt”.  

The value of the master’s brief advice is enhanced, in the example of its 

use by Charlotte. With a solid technique, and having learnt some beginners’ 

pieces of Cramer and sonatinas by Latour (1766-1840), she was ready to tackle 

more demanding repertoire. These first steps would not have been so different 
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from those of her mother’s generation, apart, perhaps, from the inclusion of 

pedalling instructions. The refinement of the pedals on the English piano 

neatly coincides with the period of my research, and significantly marks the 

progression of style between the generations.  

The lessons learnt by the women in this study owed much to the 

dissemination of knowledge that was supplied by the instruction books of their 

day. The music to which they applied those skills provides us with lessons in 

the style and interpretation of the repertoire in the country house. 
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5. Chapter 5 Lessons in Performance 

The Acland and Egerton collections and their owners provide a rich 

resource of material for a specific study of music in its original setting. In this 

chapter, I examine music within their collections that exemplifies both the 

performance repertoire of the period, and the techniques that would have been 

acquired in the course of study, as mapped out in the conduct literature and 

instruction manuals that provide the seedbed for later performance. My 

examination evaluates the scores in the context of performance, particularly by 

girls and women, within the music room of the country house. I ask how the 

music corresponds to the recommendations of conduct literature and the 

instruction manuals discussed earlier in my study, and note similarities and 

differences within the collections.  Analysis of the repertory choice and the 

musical demands of representative pieces, help to clarify the place and 

purpose of domestic piano performance in the late eighteenth and early 

nineteenth centuries. Much of the chosen repertoire exemplifies the variety of 

influences that played into the creation of a musically mature, amateur 

musician whose performance would benefit herself, her family, and her friends 

within the country house. Issues of fashion and fancy, familial heirlooms, and 

expectations all play their part. The aesthetic that governed new music for the 

piano, complemented enlightenment notions of untrammelled nature and 

emotional gesture, with a demand for melody that was artless and gave rein to 

dynamic light and shade. Free preludes and cadenzas were part of this 

movement; they appeared to encapsulate a moment of inspiration, assisted by 

a growing keyboard range and additional pedals for added expression. 

 Whilst many of the early pieces keep to quite a limited range of notes, so 

that the hand positions are mostly stable, by the 1830s the keyboard had 

grown to over 6 octaves, which impacted upon the more advanced repertoire. 

We find music that demands a considerable digital technique and other 

complementary skills, such as pedalling, which were developed incrementally 

over time, using publications for the purpose. Latour, as was observed in his 

Sonatinas, also introduced some small, notated cadenzas, a practice that 

would increase in complexity and size, to utilize the extended keyboard range 

in considerably longer pieces by him and others. Popular composers of three 
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generations are well represented, lending continuity to the performances, and 

pencil marks on some of the scores are deserving of a closer inspection of 

performance practice.  

5.1  In Preparation for Performance 

For a young pianist to perform in the drawing room as a credit to her 

tutors and parents, a suitable choice of repertoire was essential, and either 

chosen by the teacher, or suggested by the pedagogues of the period. In 1815, 

the educator and author of Private Education, Elizabeth Appleton (c.1790-

1849) stressed its importance: 

It is absolutely necessary to find encouragement for exertion 
in execution; and by giving something that can be learnt, 
and pretty well liked, we are most likely to do so.1 

She understood that the objective was for the lessons to lead to performance, 

however elementary in the beginning,  

From the time that the little girl can play her first tune, it 
would be found advantageous to make her occasionally 
repeat it in the drawing room in presence of her relations, or 
any person whose ears we could take the liberty of shocking 
during a few minutes... 2 

There is advice on how to encourage a beginner's performance, and how 

to praise yet avoid the child becoming conceited. She pointed out the necessity 

of keeping the old pieces in practice, in order to avoid the embarrassment of 

the mother who invites her daughter to play the piano and then finds the girl 

can neither play her old pieces nor her current one. Whilst her interest in the 

education of the child was paramount, it was in balance with her awareness of 

her duty to her employers, the parents, to show results.  

Appleton provided a table of specific repertoire, to clarify her 

recommendations, in order that the child had a varied programme of pieces 

                                            

 

1 Appleton, Private Education, 147. 
2 Ibid., 149-150. 
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that could be kept ready for when required, (Table 5-1).!$ She advocated the 

avoidance of trivial music because the repertoire moulded and refined the 

pupil’s taste, in the same way that good reading matter set a model for style 

and appreciation for great literature. The virtuoso organist, Thomas Adams, in 

a letter to Vincent Novello in 1828, was of a similar opinion, suspecting a 

mercenary interest; he wished the music master, “instead of plying their 

scholars with trash…‘to sell,’ would make a serious effort to form their taste 

by classical models".4  

Whilst Adams may also have been promoting Bach, Appleton particularly 

recommended Clementi and Dussek.5 Her table includes concertos for solo 

display, “Airs etc.” for shorter performances and general enjoyment and, for 

social music-making, pianoforte duets and sonatas to be played with 

accompaniments Her list matches the musical choices to be found at Killerton 

and Tatton remarkably well, suggesting that her advice was a generally 

accepted norm.6 Repertoire for playing with others was as important as that for 

solo piano. Appleton’s table not only shows the music that was easily available 

for the pupil by 1815, but offers a foretaste of the repertoire that will appear 

throughout the rest of this chapter. In examining the collections at Tatton Park 

and Killerton, I shall also investigate how the music and its requirements 

intersected with the skills they had acquired and the keyboard instruments at 

their disposal. 

                                            

 

3 Ibid.,147. 
%!Rachel Cowgill, “The London Apollonicon Recitals, 1817-32: A Case-Study in Bach, 
Mozart and Haydn Reception," Journal of the Royal Musical Association 123, no. 2 
(1998): 222, quotes Letter from Thomas Adams to Vincent Novello, 22 August 1828, 
GB-Lbl Add. MS 11730.  
5 Appleton, op.cit. 158, but see also page 147, “I would now give the learner at once 
the little air, No.1 in Clementi, as a first lesson”, and page 141, “ …and when she 
grows up, will peruse her friend Clementi with pleasure and advantage…of the 
eminent professors who have condescended to write for the young, I must 
particularize Clementi and Dussek.” 141. 
6 The value of Appleton’s table, ibid., 161, is given further confirmation by Anne 
Sturges Bourne, as she wrote in a letter to Marianne Dyson, on the 22nd June, 1824, 
that she had, “been practising exercises and airs of Cramer's on the piano and airs 
from Die Zauberflote for relaxation.” Hampshire Record Office, 9M55/F2/9. 
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Table 5-1. Elizabeth Appleton's Repertoire Suggestions, from Private 
Education  

 

5.1.1  Additional Keys & Pedals in Practice 

Explorations of tone and colour were the driving force for makers and 

composers at the end of the eighteenth century. As I discussed in Chapter 2, 

piano-makers were enthusiastically pursuing improvements; most noticeably, 

they extended the keyboard’s range from the five-octave harpsichord, and 

replaced stops with pedals to control dynamics (as they were doing for the late 

English harpsichord), but they also introduced a sustaining pedal for the piano. 

In Chapter 4, I noted something of the history with descriptions and early signs 

for indicating the use of pedals from different preceptors. In this section, I 

shall look at some examples from the collections of music, demonstrating how 

composers took the tessitura of the keyboard into consideration, and started 

adding indications for the use of the pedal.  There are a number of title pages, 

within the scores at Killerton and Tatton Park collections, that include the 
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requirement or option of additional keys, and some appeared in Appleton’s 

table.7  

La Colombe retrouvée: “an Air for the Piano Forte with or without 

Additional Keys” was a popular choice for those with the extended keyboard, 

and the National Trust holds copies of it at Killerton, Tatton and Saltram 

(Image 5-1). The airs that Appleton listed in her repertoire table are chosen for 

 

Image 5-1. Von Esch, La Colombe Retrouvée, Tatton, MR. 2-5. 16 (vi)  

their appeal, and often display a sensitive handling of the material, but the 

pleasing opening melody of La Colombe belies the less refined waltz that 

follows it.8 It seems feasible that the popular air might be played and enjoyed, 

                                            

 

7Table 5-1, Elizabeth Appleton's Repertoire Suggestions, from Private Education,  
8 Killerton, C2 10 A, Tatton Park MR. 2-5. 16 (vi) Broderip & Wilkinson with watermark 
of 1803 or possibly 1805. COPAC lists twelve known library copies  
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before adding the more difficult variations, when a pupil’s technique improved, 

or when she acquired a more sophisticated instrument. Musically slight though 

it is, Von Esch’s La Colombe Retrouvée demonstrates the latest expressive 

devices, with markings for expression, pedal, and octave transposition, for the 

piano with ‘additional keys’. (Image 5-2).  

 

Image 5-2. Pedal & Extended Tessitura in Von Esch,                                                          
La Colombe Retrouvée,  Bars 17-32 

Further examples of alternatives for those with an extended keyboard are 

found in three of Mozart’s sonatas in Elizabeth Sykes’s collection, “for the 

Grand and Small Piano Forte”, published by Broderip & Wilkinson 

“manufacturers of the patent Grand and Small piano fortes with additional 

keys.”9 Composers and music publishers were careful, however, not to limit 

their market to those who owned the newest squares with five and a half 

octaves or, like Lydia Hoare, six-octave grand pianos, and ensured that parallel 

alternative passages were provided for the smaller five-octave keyboard range, 

where simple octave transposition was not possible (Image 5-3). Thus Steibelt 

                                            

 

9 Three Sonatas, Book 1 of a Complete Collection, with a watermark of 1797. MR. 2-5. 
12 (iii) 
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provided a melodic alternative for the “Piano Ordinario” keyboard, terminating 

at F."&!

 

Image 5-3. from Steibelt, Retour de Zephyr. Tatton, MR. 2-5.15.   

Lydia’s Broadwood piano of 1802, described in Chapter 2, was ideal for 

music that would explore its extra notes. She owned Dussek’s Opus 22, the 

Grand Concerto for Piano Forte with additional keys, which he published 

himself and, in order to market it as widely as possible, offered as, “also 

adapted for any other Piano Forte or harpsichord”.11 Also to be found, are 

Steibelt’s three Opus 18 sonatas, “with or without additional notes”, plus his 

Favorite Rondo from the sonata dedicated to Madame Bonaparte.12 This latter, 

well-fingered work with watermarks of 1803 and 1804 and the inscription 

“Miss Hoare”, in pencil, offers a matched pairing of music and instrument. 

Cramer’s Grand Concerto, Opus 10, is within the same volume (see Figure 5-4). 

Cramer also offers us insight into the compositional decisions that are 

prompted by the means at his disposal; firstly there is a version for use when 

                                            

 

10 D. Steibelt, Le Retour du Zephir a favorite Ballet for the Piano Forte with or without 
additional Keys (Robert Birchall, 133 New Bond St.). Tatton, MR. 2-5.15 (ix) 
11 Killerton, 1.25.B. 
12 The two Steibelt works are found at Killerton, 2.16.A, and 2.28.B. Many pieces were 
published with the description of “favorite”, reflecting their popularity in public 
performances, the inclusion of popular airs, and repeated publications, but the very 
use of the word held the possibility of increasing sales. 
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there is a ‘cellist accompanying, then in the alternative version, he utilises the 

highest possible note, the top F, for the smaller five-octave keyboard, but it 

changes the contour of the phrase and shifts the emphasis within the bar.  

 

Image 5-4. Cramer’s Grand Concerto, Killerton, 2.28.B. p.6 

Joseph Woelfl was more cautious in his Opus 35 sonata, and placed the 

alternative for the extended keyboard above the treble stave and in the 

following example the climax of the phrase is much more convincing in the 

upper octave (Image 5-5. Woelfl, Sonata Op. 35).  A larger framework of 

aesthetic possibilities seems to be engendered on a larger keyboard. Woelfs’s 

first visit to London in 1799 
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Image 5-5. Woelfl, Sonata Op. 35, Killerton C.12.A. 

closely followed that of Steibelt who arrived in London late in 1796, and stayed 

for three years. David Rowland considers that Steibelt chose carefully what to 

publish in London, doubting whether Steibelt's tremolando style was ever 

accepted in England.13 Steibelt's immensely popular ‘Storm’ concerto op 33 

(1798), is found at Tatton in a volume of Lady Charlotte’s music, and 

demonstrates advanced pedal techniques to match the latest, virtuosic, 

technical requirements; this volume may have belonged to her mother. 14   

                                            

 

13 Rowland, David. A History of Pianoforte Pedalling. 66. 
14 He gives examples of this on pp.67-9. This very popular piece is found at Tatton 
Park, MR. 2-5-36 inscribed, “Ely”. William Egerton’s wife, Lady Charlotte Egerton, was 
the daughter of Sir John Loftus, the 2nd Marquess of Ely (1770-1845).  
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Sandra P. Rosenblum suggests that Dussek’s pedalling was more refined 

than Steibelt’s and that he used it equally for single chords and more mixed 

harmonies, but that this latter effect was usually reserved for pianissimo 

passages, and she cites Dussek’s late sonata, Adieu, as an example.15  An 

effect that was made possible by the sustaining pedal, was the held bass note, 

but the pedal was not always notated, as Rowland illustrates in Dussek’s third 

prelude from Opus 31;16 to hold down the initial arpeggios that precede the 

main bass note is not manually possible, so the use of the sustaining pedal is 

essential. Rosenblum describes Dussek’s “leaning towards a fuller keyboard 

texture” than that of Haydn and Mozart, 

Dussek understood that cooperation between a widespread 
accompaniment and the damper pedal would materially 
enhance the vibrating characteristics of the piano and 
produce a more luxuriant sound.17  

If professional composers were mostly slow to incorporate pedal 

indications into their publications, there could be a number of reasons. Pedal 

notation was not standardized, they knew that it was a variable that depended 

on the instrument and acoustic in question, few owned the latest models or 

had the best teachers and their publishers wanted the music to be bought by a 

wide public. Surprisingly, the music at Tatton and Killerton is not inscribed 

with pencil marks denoting assistance in pedalling, although there are plenty 

of fingering instructions, ornamentation and other signs of use.  

5.1.2  Easy Airs for Beginners 

The Tatton and Killerton collections demonstrate a progressive range of 

domestic keyboard repertoire, from easy pieces for beginners such as the 

simple two-part pieces that Cramer included in his Instructions, to those 

                                            

 

15 Rosenblum, Performance Practices, 119. Not to be confused with Adieu, the favorite 
duet composed by Mr Kelly as sung in Lionello & Clarissa at Theatre Royal Haymarket 
arranged by J.L. Dussek, (found at Tatton Park MR. 2-5. 16 (vii) with a watermark of 
1797.) 
16 Dussek, Three Sonatas with … Three Preludes, Tatton, MR. 2-5. 27 (ii). [1795].  
17 Rosenblum, Performance Practices, 119. Later instruments would also demand a 
more subtle use of the pedal 
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chosen for more advanced tuition. Matthew Head has articulated what was 

meant by ‘easy’ in the late eighteenth century; although he refers to German 

composers, many of them were in London or being published there,  

The English easy embraces several related terms (lightness, 
simplicity, clarity, a flowing quality, and charm) in German 
musical criticism of the period that denoted, collectively, the 
naturalness and accessibility of galant melody-oriented 
styles… 

He paraphrases Mattheson in defining the style as,  

…the avoidance of excessive melodic embellishment and of 
rapid changes in meter, tempo, and register; restriction to 
diatonic harmony; uniformity rather than diversity; and 
cultivation of ‘noble simplicity’.  A rejection of conspicuous 
compositional artifice underwrites these elements… The 
pleasures of amateur participation are privileged over the 
composer’s learned demonstration of art.18  

These descriptions appropriately fit much of the music in this section, aimed at 

beginners. Such terms as lightness, simplicity, clarity, and fluency do indeed 

contribute to the elusive quality that is charm, and is most eloquently 

conveyed to the listener when the music is played on a piano of the period. 

Whilst this prevalent characteristic of the repertoire should be appreciated for 

what it is, it does not devalue it.  

The well-used and repaired set of Exercises & Scales by Henry Herz, 

“written expressly to form the hand of the pupil, and to acquire by an easy 

method, a perfect execution” ( 

Image 5-6. Herz, Exercises for Independence of Fingers), follows Cramer’s 

Instructions in Charlotte’s volume.”19 The pencilled comment, on the left of the 

                                            

 

18 Matthew  Head, "If the Pretty Little Hand Won't Stretch:Music for the Fair Sex in 18th 
Century Germany," Journal of the American Musicological Society 52, no. 2 (1999): 
214.  
19 MR. 2-5.19 (iii). See the table of Charlotte’s music 4-2.  Henry Herz (1803-1888) was 
a child prodigy in Vienna, and virtuoso throughout Europe, Russia and the Americas, 
his variations and fantasias on the themes of other composers constituted a large part 
of his compositional work, as exemplified in the Tatton Park pieces. Stephan D. 
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page, prescribed repetition and Herz offered the sort of exercises that could 

be speedily learnt to build a basis for the pieces that followed. The increase in 

difficulty, tempo, and control can be observed, even in the progression from 

no.56 to no.59). 

 

Image 5-6. Herz, Exercises for Independence of Fingers. MR. 2-5.19. 

Charlotte’s book also includes elementary pieces by John Freckleton 

Burrowes, who ventured into the superlative when he described his Opus 11 

as, the ‘ Easiest Lessons for the use of Beginners on the Piano Forte’, (Image 

5-7) and offered the inclusion of some ‘Popular Airs’, thereby ensuring a good 

sale.)&!!Burrowes’ Lessons were intelligently graded, to progress gently from a 

hand-position of five fingers over five notes, and the choice of typical melodies 

and arrangements are good. The very first piece shows independent but fixed 

hand positions, and Charlotte Egerton's teacher added the sign for the thumb, 

                                                                                                                                

 

Lindeman. "Herz, Henri." Grove Music Online. Oxford Music Online. Oxford University 
Press, accessed August 21, 2012, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/12915   
20 J.F. Burrowes, New Edition A Set of the Easiest Lessons for the use of Beginners on the 
piano forte containing many popular airs composed, selected, arranged and fingered 
by… 11.  
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on the left-hand minim in the third bar (Image 5-7). The pencilled dates, and 

the additional fingerings throughout, suggest that they were diligently used.!

!

Image 5-7. Burrowes’ First Lesson, page 2, Tatton, MR. 2-5.19  

The adjective, ‘Easy’, appears again in Charlotte’s volume, in the titles of 

the three pieces by E. Perry.)" Each one is, “arranged as an Easy Rondo”; these 

pieces consist of right-hand melodies with left-hand broken triads or repeated 

chords, suitable for small hands.))  Many of these simplified melodies from the 

previous generation, such as Ah vous dirai-je, Lieber Augustine, Away with 

Melancholy, The Jolly Miller, Life let us Cherish, Sul margine d’un rio and The 

Blue Bells of Scotland are to be found elsewhere within the collection, in more 

                                            

 

21 E. Perry fl. 1836, has no entry in either the DNB or Grove Music Online, and William 
Ayrton’s comment on his ‘Grand March’, perhaps explains it, “a trifle of two pages, 
without the slightest pretense to be called an original composition…” William Ayrton, 
ed. The Harmonicon (London: Samuel Leigh, 1830), 519. 
22 The titles are: The Carnival de Venise, an Admired Air; The Campbells are Comin', a 
Favourite Scotch Air, and Le Petit Tambour, An Admired French Air, which has 
similarities to ‘the Grand Old Duke of York’.  
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sophisticated forms; the latter, for example, appears in Charlotte’s book in an 

extended eight-variation arrangement, taken from a set of twelve based on 

Caledonian Airs, also published by Burrowes.23  

More ‘Favorite Airs’ were included in T. Latour’s Four Progressive 

Sonatinas; although he did not identify them, the Andante in Sonatina 3 is a 

setting of ‘The Ash Grove’, and the Scottish ‘The Banks of Doon’ provides the 

melody for the Andante in F. All four show signs of use, and they make a good 

introduction to playing larger-scale sonatas. The keys are C, G, C and F major, 

and they do increase in difficulty. The Allegretto first movement of the first 

sonatina uses an ascending scale and some figuration, including a first 

inversion broken chord of C in the right hand with a bass line of single notes. 

The rhythm is straightforward and the four-bar theme is repeated to make an 

eight-bar exposition. After the double bar line, there is a melodic development 

of another eight bars involving more repetition, finishing on the dominant note 

with a fermata before descending to the opening theme which, as there has 

been no modulation, is identical to the exposition until the last bar which is 

extended for a further three, to give this ternary movement a coda and some 

chord practice in the right hand. The first movement of the second Sonatina in 

G does modulate to the dominant and thus uses the C sharp accidental, and 

the second movement is based on a popular tune.24 The third movement is a 

Thema with Variations, the theme of which requires the left hand to play 

moving quavers against a legato minim bass-line, and this is followed by a 

variation in triplets which is essentially a piece in 6/8 but notated as 2/4, with 

the second and last variation in semiquaver broken chord figuration in the 

right–hand. The Andante movement of the third Sonatina, (Image 5-8) in the 

subdominant key, has the sensitive setting of the Ash Grove, with a nicely 

                                            

 

23 J.F. Burrowes, The Blue Bell of Scotland being the 2nd no. of a series of Caledonian 
Airs with vars for the pf. Inscribed to Miss Elizabeth Barclay. Tatton, MR. 2-5. 19 (xvii).  
24 In the American edition in the Lester S. Levy Collection of sheet music at the John 
Hopkins University, published by G.E. Blake. 13, South 5th Street. Philadelphia, the title 
of the tune is handwritten above as “The Legacy” and similarly, for the Andante of the 
4th Sonatina, p.14, it is described as the Scottish “Bonny Doon.” 
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crafted left-hand part, and a coda in which a delicately wrought alternation of 

tonic and dominant is played above a tonic pedal.25  

 

Image 5-8. Latour, Andante from Sonatina 3, Tatton, MR. 2-5.19  

The two small cadenzas within the second half are a gentle means of freely 

expressing what is notated, or putting into practice some further improvisation 

between the chords. The three repeated notes beneath a slur, but with 

staccato dots, are examples of Cramer’s mezzo staccato, as described in his 

Instructions. (Table 4-2. Cramer’s Interpretative Advice from the Fourth Edition 

of his Instructions - Tatton Park MR. 2-5.19). The first movement of the fourth 

sonatina is extended to two pages, with longer phrases, more varied 

                                            

 

25 The tune first published in 1802 in "The Bardic Museum" by the Welsh harpist, 
Edward Jones, but its origins may go back to Playford’s Dancing Master. 
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semiquaver movement, broken octaves and triads and often employs a three-

part texture. Although the increase in technical and musical challenge is 

gradual, Charlotte would have made good progress in following through these 

sonatinas and, perhaps, enjoyed doing so in the knowledge that George IV 

employed Latour as his official pianist.  

The London publishers, Mayhew & Co. of 17, Old Bond Street, described 

themselves as ‘Sellers to the Royal Family’, and two of their series of piano 

duets, L. Devereaux’s Les Soeurs, feature within this early volume of 

Charlotte’s.26 The title, Les Soeurs, reflects the number of duets that were 

printed with dedications to sisters, an appropriate teaching tool for siblings 

who were learning to play the piano together.27 Les Soeurs, as a publication of 

elementary music for four hands, represents the notion of reproducing popular 

music in such a format for the keyboard. Hymns, psalms and Italian operatic 

arias, are found in books eight and ten, within the Tatton collection.  Music 

that was suitable for Sunday entertainment is found in Volume eight: Oh had I 

Jubal’s Lyre from Handel’s Joshua, and The Sicilian Mariner’s Hymn, the 104th 

Psalm and morning, evening, Easter and Christmas hymns offer a 

representative collection of some of the most loved church music, and it 

finishes with Before Jehovah’s Awful Throne, the words of which, by Isaac 

Watts, perhaps increased the popularity of the hymn.28 Their value lies in the 

                                            

 

26 Copac lists just one copy of Volume eight but none of the other volumes. Known as 
an arranger of other composers’ music, Mayhew & Co. also printed Devereaux’s The 
Light Cigar Song & Trio, the Maltese Boat Song and Swiss Hunter’s Welcome Home, 
between c.1822 and 1830. Joseph Coggins composed a similarly titled set: Les Soeurs 
6 Duettinos for 2 performers on one Piano Forte, respectfully inscribed to his pupils 
Miss A.M. & P. Brickenoen (London Phillips & Co, 17 Old Bond St.) which the B.L. 
suggests was published in 1813, but as the title page advertises Coggins’ the 
Governess’s Musical Assistant, printed for the author (by Goulding D’Almaine, Potter & 
Co) in around 1815, it may be a little later. He arranged Haydn’s Surprise, Handel’s 
Conquering Hero, and other pieces by Nicolai, Gluck, Haydn and Arne. L’Amusement 
des soeurs is another “select Collection of duets for two performers on the Pianoforte” 
by an accomplished arranger, David Bruguier, consisting of 9 works, published by 
Chappell & Co [1824-6] 
27 For further piano duets dedicated to siblings, see Penelope Cave, "Four Hands and 
Five Octaves: English Piano Duet Repertoire in the Late 18th Century," The Consort 66, 
(2010). 
28 A few years after this was published, in 1836, Wesley adapted the text and Novello 
provided a new tune for it, bringing it up to date, ready for a new era. 
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insight they give into the music that was most enjoyed and reproduced in the 

home. The transcriptions of operatic works, and a more sophisticated use of 

“borrowed” music, will be explored later in this chapter. 

The absence of fugal counterpoint, which is probably what is meant by 

“compositional artifice” in Matthew Head’s article, and “severe music” in 

Frances Power Cobbe’s autobiography, is a sad lacuna within the original piano 

repertoire of this period. Contrapuntal music is seldom described as light and 

easy, but its rarity in contemporary style may have contributed to the 

popularity of Handel and the ‘Antient Music’ concerts with the elite. The 

presence of less easy, serious music of the past, coupled with organs and 

organ tutors, within so many country houses, were thus symbolic of tradition 

and class. 

The publications used by Charlotte exemplify the concern for a solid 

technique, acquired through the practice of scales and exercises. Specially 

composed music for beginners would encourage reading skills, and settings of 

familiar melodies were much employed to engender enjoyment. These early 

pieces keep to quite a limited range of notes, with stable hand positions, and 

in a style that allows for the acquisition of standard accompaniment patterns.  

5.2  Choice Lessons & Favorite Airs: Piano 

Arrangements in the Music Room 

Like the 'easy airs' that were used to tutor beginners at the piano, much 

of the more advanced repertory for the instrument consisted of arrangements.  

Most of these pieces were not originally for keyboard, but adapted and 

arranged for the piano from orchestral or operatic scores. In this section, I 

investigate the many different types of arrangements in the Killerton and 

Acland collections, which encompassed 'Antient Musick', contemporary 

orchestral and ensemble repertory, and pieces based on opera, dance, and 

popular Scottish songs. 

If accurate copies of music were a way of collecting, studying, and 

hearing works of value in an age before phonographic reproduction, tailored 

keyboard transcriptions of these works had an importance that they no longer 
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retain. The supremacy of the piano was establishing itself, not only to display 

an emerging pianism, but also as an ideal vehicle for colourful transcriptions 

of a variety of popular music, needful of no more than one or two performers 

on the piano, occasionally accompanied by one or two other instruments. 

Sometimes arrangements would serve as a precursor to the performance of 

new operatic and orchestral works and they certainly served as a reminder. 

Thomas Christensen further argues that,  

Four hand transcriptions of orchestral and chamber 
masterworks could function as bulwarks against seduction 
by shallow piano virtuosity on the one hand and sedation by 
trivial “parlour gems” on the other.29  

To play through the score of a current work, equipped people to discuss 

it with critical perception and educated their taste and appreciation. Thus this 

genre of music shows a personal choice of repertoire, influenced by the 

professional productions in London, the appreciation of which it enhanced, 

and enjoyed in sociable musical gatherings in the home. The suggestion that 

just over a hundred versions of works by Haydn, alone, “albeit often in 

simplified or truncated form…” were issued by English publishers in keyboard 

arrangements, is telling of the importance of the genre, and how it 

“considerably expanded and prolonged circulation of works”.30 Wiebke 

Thormählen, in considering arrangements of Haydn’s Creation, agrees “they 

were a lucrative business for publishers and arrangers” but suggests that,  

Musicologists have traditionally held the belief that 
arrangements are merely marketing ploys, a view that has 
only been partially revised … arrangements continue to be 
considered as sources irrelevant to ‘the work.’ 31 

                                            

 

29 Thomas  Christensen, "Four-Hand Piano Transcription and Geographies of 
Nineteenth-Century Musical Reception," Journal of the American Musicological Society 
52, no. 2 (1999): 264.  
30 Gretchen A. Wheelock, "Marriage À La Mode: Haydn's Instrumental Works "Englished" 
for Voice and Piano," The Journal of Musicology 8, no. 3 (1990): 358 and footnote 5. 
31 Wiebke Thormählen, "Playing with Art: Musical Arrangements as Educational Tools in 
Van Swieten's Vienna," The Journal of Musicology 27, no. 3 (2010): 344 and footnote 8 
345. She is making reference to Viennese string arrangements of Mozart operas, 
Beethoven’s Fidelio and Haydn’s The Creation but also stresses the normality of 
arrangements for the piano, “In England, for instance, publishers offered the 
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Myron Schwager voices a similar concern, although his focus of interest is 

restricted to the music of Beethoven, 

Although it has long been common knowledge that 
Beethoven made arrangements of his own compositions, 
there has never been much interest in this aspect of the 
composer's work.32 

These two musicologists highlight an important contributory factor to the lack 

of academic interest in much piano music of this period, if even the 

arrangements and transcriptions of canonic composers, such as Haydn and 

Beethoven, gain little attention in a period when so much music was being 

presented to the public in this way. Composers themselves were not so 

dismissive of the genre; Beethoven wrote in a letter to his publisher, 

And for the time being I am offering you the following 
compositions: a septet (about which I have already told you, 
and which could be arranged for the pianoforte also, with a 
view to its wider distribution and to our greater profit)…33  

Schwager emphasizes that this was written more than a year before the 

publication of the original septet, and adds, “…it appears that the work was 

destined for future arrangement.” 34 Liszt cited a comparable practice in the 

visual arts, in a letter of September 1837, to a friend in Geneva.  

… it bears the same relation to an orchestral work that an 
engraving bears to a painting: it multiplies the original and 

                                                                                                                                

 

customary piano reductions and vocal extracts, as well as versions of complete operas 
and oratorios for one or two flutes.” 343. 
32 Myron Schwager, "A Fresh Look at Beethoven's Arrangements," Music & Letters 54, 
no. 2 (1973): 142. 
33 Piero Weiss, "Dating the "Trout" Quintet," Journal of the American Musicological 
Society 32, no. 3 (1979): 541. In a footnote (10, Piero Weiss states, “we are apt to have 
only the palest notion of the importance of arrangements of every kind during the 19th 
century. A glance at the rubric “Ubertragungen” in the Kinsky-Helm catalogue of 
Beethoven’s works will show what an explosion of arrangements attended the birth of 
every single composition likely to have a wide appeal.” Quoted by Myron Schwager, 
"Beethoven's Septet, Opus 20: An Arrangement for Military Band," The Musical 
Quarterly 56, no. 4 (1970): 727, from Emily Anderson, ed. The Letters of Beethoven  
vol. 1 (London: 1961), 47. 
34 Schwager, Beethoven's Septet, 728. 
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makes it available to everyone, and even if it does not 
reproduce the colors, it at least reproduces the light and 
shadow. 35 

Playing and listening to piano transcriptions may well have been the only 

access to popular new works for those unable to attend public concerts and 

operatic productions because of limitations of geography or health for 

example; the latter reason may have been true for Lydia’s sickly daughter, 

especially when in Devon. Lydia Dorothea would have been enabled, in some 

part, to share in the experience in this way. For sons returning from abroad, it 

would be possible to catch-up with the music-season they had missed, or hear 

again evocative works of the past.  

5.2.1  “Antient Musick”, Admired & Arranged 

Parallel to the concerts of the most recent musical works, by the end of 

the century, were those of The Academy of Ancient Music, the Madrigal Society 

and the Catch Club, promoting what is now classed as Renaissance and 

Baroque vocal music. The Earl of Sandwich, founded The Concert of Antient 

Music in 1776, to perform works that were more than twenty years old. As 

Simon McVeigh points out, “It contributed to the current redefinition of the 

aristocracy as responsible guardians of the nation, in a potent statement of 

artistic leadership.” 36 Both families subscribed to this unashamedly exclusive 

series that maintained high purchase prices and limited the transfer of 

tickets.37  In 1805, Lydia’s brother wrote to her future husband, mentioning a 

recent attendance, 

They all went for the first time on Wednesday to the ancient 
musick - Lydia thought it very stupid, tho’ she would not for 

                                            

 

35 Franz  Liszt, An Artist's Journey: Lettres D'un Bachelieres Musique,1835-1841, trans., 
Charles Suttoni (Chicago: University of Chicago Press, 1989), 45. His letter was to 
Adolphe Pictet de Rochemont. 
36 McVeigh, Concert Life in London, 7.  
37 The Hoares, Sykes and Egertons were subscribers from at least 1805, and this was 
an activity they maintained across many years.  
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the world tell my father she thought it so, because they 
subscribe on her account.38 

Given Lydia’s familiarity with the music, as expressed through her own 

collection, it is more likely that her objection was to the elite exclusivity.39 

Musicians benefitted from the interest that in some cases, coincided with 

their own. Samuel Wesley, advertising a Johann Sebastian Bach publication of 

trios, and performance on the 29th Nov 1809, sent notices of the event to 

Hoare, Thomas Wright, Hammersley, “and some other bankers of 

consequence" also writing, "All these bankers are musical and will 'prate' about 

the event, so there is a good chance S.W. and B.J. will be paid for their work."40 

The favourite composer of George III, who adumbrated all others in 

England well beyond his death, was George Frederick Handel (1685-1759). 

McVeigh continues to suggest that this music provided an artistic stability, and 

the nobility took on the responsibility of protecting the national taste whilst 

protecting their own position as its arbiters. What the collections at Killerton 

and Tatton Park demonstrate, is that aristocratic women were as involved in 

collecting and seriously studying earlier music as were the men, and that they 

copied and performed it, as well as listening to it.  

Handel’s dominant influence on musical taste (even some thirty years 

after his death), was reflected in the first collected edition of his works, in full 

score, by Samuel Arnold (1740- 1802).41 They were published in one hundred  

                                            

 

38 DRO, 1148 M add/36/899a 
39 Jennifer Hall-Witt, Fashionable Acts : Opera and Elite Culture in London, 1780-1880, 
Becoming Modern (Durham, Hanover: University of New Hampshire Press ; Published 
by University Press of New England, 2007). P.121.  She also directs the reader to 
William Weber, The Rise of Musical Classics in Eighteenth-Century England : A Study in 
Canon, Ritual, and Ideology (Oxford: Clarendon, 1992).  See also, Simon McVeigh, 
Concert Life in London, 22. 
40 My thanks to Michael Kassler for drawing my attention to Wesley’s letter to Benjamin 
Jacobs with whom he was sharing the enterprise. Kassler, Michael, and Philip Olleson. 
Samuel Wesley (1766-1837): A Source Book. (Aldershot: Ashgate, 2001), 270.   
%" As sub-director of the Handel Commemoration at Westminster Abbey and organist 
and composer to George III, the official conductor of the Academy of Ancient Music, 
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Image 5-9. extracts from the Subscription Lists of Arnold’s Handel 
Publications, found at Tatton & Killerton 

 

                                                                                                                                

 

and keen member of the Anacreontic Society (which flourished from 1766-94 for 
wealthy and aristocratic amateurs to enjoy singing catches and glees), both of which 
were frequented by the aristocracy, Samuel Arnold was well-placed to attract a decent 
subscription list which is a “Who’s Who” of the late eighteenth-century according to J. 
M. Coopersmith, "The First Gesamtausgabe: Dr. Arnold's Edition of Handel's Works," 
Notes, Second Series 4, no. 3 & 4 (June & Sept. 1947), with 25 sets being ordered by 
the King. Ordinary size was 34 x 22.6 with rough edges, uncut. The Imperial size will 
have been somewhat cut down by binders and may have WMs. RG, large crown and 
fleur de lys, and dates of 1794 & 5. It extended over 11 years and 4 months but was 
brought to a close when many of his subscribers had died. See P.J. Rogers: ‘A 
Bibliographic Survey of Arnold's Handel Edition, the First Gesamtausgabe’, Music in 
Performance and Society: Essays in Honor of Roland Jackson, ed. M. Cole and J. Koegel 
(Warren, MI, 1997), 165–75. 
41 P. Hirsch, “Dr. Arnold’s Handel Edition,” Music Review viii (1947): 106–16. 
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and eighty sections of forty-eight pages, between 1787 and 1797.42 Both Henry 

Hoare and Wilbraham’s father, William Egerton, subscribed to this major 

publication. It would seem that the subscription was renewed every so often, 

as the various subscribers’ lists demonstrate; two random extracts of the 

surnames beginning with ‘E’. (Image 5-9) show that numbers fluctuated and 

that there was a preference for the Imperial format. In each case, the works are 

bound into dozens of handsome matching volumes, although a stray section, 

found in the un-catalogued music in the Tatton Park store, suggests that not 

every part reached the library.  

Amongst Lydia’s markings within the Arnold edition of Handel’s Theodora 

is the aria, Angels Ever Bright and Fair, with her cadenza (Image 5-10), at the  

 

Image 5-10. Angels ever Bright And Fair, Bars 9-16, with Lydia’s cadenza 
marked where there was a space. 

foot of the example. Lydia confined herself to a cadenza to decorate the top F, 

(and thus display her vocal top G also), and inscribed it in the following bar, 

                                            

 

42 There are 34 volumes at Tatton and 43 at Killerton. The unbound single section at 
Tatton demonstrates Arnold’s policy of offering 48 pages, regardless of the musical 
sections, thus it comprises the end of one work and opening of the next. 
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where the vocal line ceased. This same aria is also found in one of Elizabeth’s 

mixed volumes (Image 5-11), showing how seriously both these young women  

  

Image 5-11. Recit. & Opening of Handel, Angels ever Bright and Fair 

show her favourite arias and that she was ornamenting vocal lines, and singing 

from these volumes, as well as from other publications. In addition to the 

operas, oratorios, concerti, and chamber music, there is the volume of 

Handel’s keyboard works that shows signs of use in both collections. 
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Lydia’s intimate engagement with Handel’s work extended to playing 

from the score, as in the Trios for two violins or flutes and bass, mentioned in 

Chapter 2.%$ She wrote on the first harpsichord Prelude form the Second Set of 

Lessons, “-xx Ex”, from which I deduce that she might have used the opening 

chords, with Handel’s instruction of “Arpeggio”, as an exercise in preluding. In 

the score of Six Fugues or Voluntaries for the Organ or Harpsichord, there is 

much fingering at the start of Fuga III, and she marked Fuga V with two 

crosses and the rueful remark, “Diff.” In Handel’s major set of eight suites, 

there are comments such as “Good Practice” over the Allegro; “very good 

practice” and “good practice for left hand” both appear on the Passacaille of 

the same suite. On the top left-hand corner of the Jigg in E minor, from Suite 

no. 4, she pencilled three crosses and the words and symbol, “Not for Ch if   

[symbol for cut-common time] time”. (Image 5-12). 

It shows her musical sensitivity to the possibility that the key signature 

and phrase pattern indicated a brisker tempo of two in a bar. Another gigue is 

notated with two stars, “not Ch”.44 My conclusion is that she graded either their 

difficulty or her appreciation with crosses, and that she considered using them 

for church or chapel, but if so, which one had an organ remains in doubt. 

Perhaps the most interesting feature of these comments, not all of which are 

legible, is they display a critical appreciation.  

                                            

 

43 Killerton, 2.31.A.  
44 Killerton 2.15.A. and Tatton MR.2-5.34. 
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I 

Image 5-12. Handel, Jigg from Suite in E minor, with Lydia’s markings                     
on the Left-hand margin. 

Similarly, the Egerton volume of Handel’s keyboard music shows some 

fingerings within the four-movement Suite no.2 in F (Image 5-13), from the 

‘Eight Great Suites’ of 1720. She used the cross for the thumb and gives the 

impression of hurriedly adding them only where necessary, in this fast and 

demanding movement, which can cruelly expose a poor choice of fingering or 

hand position.  

Image 5-13. Bars 18-26 from the 2nd mvt. of Suite 2 in F major,                       
Tatton MR.2-5.34.  

Large-scale popular works requiring massed forces could seldom be 

staged in the domestic setting, so Handel!s ‘Favorite Chorus of Venus 
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Laughing’ from Theodora, arranged by Thomas Haigh, and the ‘Hallelujah 

Chorus’ for organ or piano forte, arranged by William Horsley, were both set 

for four hands.45 The edition of Handel’s ‘Hallelujah Chorus’ at Tatton, 

belonging to Charlotte Lucy Beatrix, was published in the summer of 1837 

which leads me to the speculation that such traditional, ceremonial and stirring 

music was deemed appropriate to the news of Victoria’s accession to the 

throne, with the prospect of a coronation the year following. Haigh was also 

responsible for a solo piano arrangement of the ‘Grand Hailstone Chorus’ from 

Judas Maccabeus, to be found at Killerton. 46 

Arrangements of Handel were a significant presence within Bland’s 

Collection, of the early 1790s. An anthology of individual, previously published 

pieces from the publisher’s catalogue was a neat way of re-marketing earlier 

music, and re-using old plates. The fifty-three items comprise an overview of 

music that was still popular at the end of the eighteenth century, over half of 

which are arrangements of orchestral movements (see the Appendix handlist 

for the Tatton collection). Bland’s volume represents the style of music that 

Elizabeth and Lydia would have heard as they grew up, and at the concerts 

they attended, that also demonstrated the continuing predilection for Handel 

overtures.47 The owner of this representative volume embossed an identifying 

sealing wax emblem of a horse’s head on the front cover, but there are no 

signatures, and I have not found this to be a component part of the Egerton or 

Sykes family crest. 

Concurrently, Mary Erskine’s mother expressed an allegiance to earlier 

styles as well as to another highly influential composer, the title page of a 

                                            

 

45 Tatton Park MR. 2-5.15 (viii), MR. 3-8.13 (iv), and MR. 2-5.19 (ix) & (xi). 
46 At Tatton, Venus laughing is in MR. 2-5. 15 (viii), the Hallelujah Chorus is in MR. 3-8. 
13 (iv). Another version of the Hallelujah Chorus and the Coronation Anthem arranged 
by John Marsh, are to be found in piano-duet versions in the Jane Austen collection. 
The Grand Hailstone Chorus is in Killerton, 2.28.B/ C2.19.B. 
47 See Appendix 4 for a table of the contents of Bland’s Collection. Overtures by Handel 
featured heavily in the ‘Antient Music Concert’ programmes.   
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work by Corelli (1653-1713), demonstrates where she may have heard the 

original work, 

Corelli’s Celebrated 1st Concerto as performed by Mr Cramer 
at the Ancient Concert, Tottenham Street, and at the 
Hanover Square Concert, adapted for the Organ, 
Harpsichord or Piano Forte by Thomas Billington Op. IX. 48 

Wilhelm Cramer and Thomas Billington were not unusual in championing these 

works, and making it possible to hear them again in the home. Thomas Arne 

(1710-78) was a composer who paid homage to his predecessors, Handel and 

Scarlatti, in his own keyboard music and was, himself, gaining status as 

historical or antiquated at this time, and his Sixth Concerto was bound with 

other works belonging to Elizabeth Sykes.49 It was given value in a presentation 

edition, published some fifteen years after his death. In addition to an 

engraving of Arne’s portrait, with a phoenix rising from the ashes, there is a 

fulsome publishers preface with the date of 1793, although the end paper is 

watermarked 1794. Thus, original works of the old masters were valued as 

well as transcriptions of their music.  

5.2.2  Celebrated Composers Transcribed 

In addition to excerpts of works by Handel, other choice favourites of 

the ‘Antient Music Concerts’, also ripe for transcription, were oratorios and 

instrumental works by Haydn and Beethoven, and operas by Mozart. We find all 

four movements of Haydn’s Surprize symphony, in an unattributed 

arrangement for four hands, published by Broderip and Wilkinson, belonging 

to Elizabeth in about 1800, and The Choruses in Haydn’s Oratorio, The 

Creation, Selected and Arranged for Two Performers on the Piano Forte by W. 

Watts, in about 1840.”50 Three of Beethoven’s Six Grand Choruses (including 

the ‘Hallelujah Chorus’ which was also owned by Lydia Dorothea at Killerton) 

                                            

 

48 Killerton, C.21.A. In fact she had eleven of the set of twelve concertos, and also the 
first volume of Corelli’s sonatas for two violins and bass, 2.10.A.  
49 from  “Favourite Concertos for the Organ, Harpsichord, or Piano Forte with 
Instrumental Parts, for Public and Private Concerts. Composed by the late Thomas 
Augustine Arne, Mus D.” Tatton Park MR. 2-5. 9 (i). 
50 Tatton Park MR. 2-5.32 and MR. 3-8.13 (v).  
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are found at Tatton Park with a signature of Charlotte Lucy Beatrix.!*" They were 

arranged by the admiring Czerny with an early 1840 plate number, and there 

are a number of further settings at Tatton Park.*)! 

On February 10 1841, Wilbraham Egerton recorded the purchase of 

‘Antient Music Rehersal tickets’ [sic], possibly relating to the forthcoming first 

concert of the series, in which both Haydn’s “With thee by Bliss” from the 

Creation, and Beethoven’s ‘Hallelujah Chorus’ from The Mount of Olives were 

performed.53 Fine piano duet arrangements of both are to be found at Tatton 

Park. 

The four-hand arrangements of Beethoven’s ‘Hallelujah Chorus’ by 

Buguier, and Haydn’s ‘By thee with bliss’ by Watts challenge the conventional 

geographies of four-hand music and place very particular demands on the 

performers. The Beethoven requires a power and physicality not normally 

associated with young ladies in the drawing room, and provides the 

opportunity to incorporate dramatic gestures. Watts’ arrangement of the Adam 

and Eve duet with solo oboe, “With thee by Bliss”, from Haydn’s Creation, 

allows a sharing of the melody that mirrors the overlapping of the vocal lines 

in the physical crossing of the players’ arms. The displacement of traditional 

primo and secondo territory, although technically unnecessary, offered a 

visually arresting element to its performance, and foreshadowed a 

configuration that would appear in much later original four-hand music.  

By grappling with orchestral textures in a physically demonstrative 

manner, the action inherent in the oratorios themselves was rendered more 

vivid. With repeated exposure, Lydia and Thomas Acland may have eventually 

                                            

 

51 Killerton, RH.21.B/2.32.B and Tatton Park MR. 3-8.13 (I,ii,iii).  
52 Charlotte Lucy Beatrix owned Horsley’s duet arrangement of Beethoven’s Hallelujah, 
in addition to Czerny’s version, and there is a further one signed Lady Charlotte 
Loftus. Tatton Park MR. 3-8.13 (iv), MR. 3-8.13 (ii), and MR. 2-5. 33. 
53 My thanks to Katrina Faulds, for checking the concert programmes against 
Wilbraham’s account books, and for her insights in performing this repertoire 
together. 
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taken a liking to the music of Beethoven, heard when they attended the 

Congress of Vienna, although Lydia wrote that the music was very noisy and 

gave her a headache.54 Beethoven’s own arrangement of the ‘Grand Septuor’, 

published by Clementi in about 1817, still necessitated four hands, and makes 

an equally impressive alternative to the original.** 

Christensen suggests that, “The hope of many advocates was that piano 

transcriptions would eventually elevate public taste by disseminating widely 

the choicest masterpieces of the classical repertory.”56 Sometimes this was 

most easily achieved by using more than a single keyboard. The transcriptions 

of Haydn’s Symphonies were in a similar format to the emerging piano trio, 

already championed by Haydn. They described themselves as “composed and 

performed at Salomon’s and the Opera Concerts”, and were “adapted for the 

piano forte with an accompaniment for violin and violoncello”.57  The Rimbault 

adaptation of Mozart’s “Celebrated overture to Le Nozze di Figaro” has extra 

accompaniments for flute, violin, and violoncello”.58  

When Hullmandel adapted Viotti’s celebrated violin concerto for piano, 

the soloist was generously accompanied by two violins, oboe, horns, viola and 

‘cello.59 “In Paris, Hullmandel was the teacher of Viotti’s close friend, Helene 

Montgeroult, at whose home, Viotti’s circle frequently gathered for informal 

chamber music.”60 There is a Hullmandel transcription of a Grand Concerto by 

Viotti at both Tatton and Killerton.61 A work of a different genre is “Lady 

Townshend!s March, as performed by the Regimental bands, composed and 

                                            

 

54 Rana, "Music and Elite Identity,”144-8. 
55 Killerton, RH.2.1B / 2.32.B 
56 Christensen, "Four-Hand Piano Transcription," 264.  
57 Killerton, 2.38.A. These particular Haydn symphony transcriptions were printed by 
Birchall’s and purchased from his Circulating Music Lending Library. 
58 Tatton, MR. 2-5.21(xviii)  
59 Killerton, 2.16.A. 
60 Chappell White, "Did Viotti Write Any Original Piano Concertos?," Journal of the 
American Musicological Society 22, no. 2 (1969): 279. 
61 Tatton, MR. 2-5.32 and Killerton, RH.1-1. 
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adapted for the Piano-Forte by Mr Biggs”, but with the option of individual 

parts for oboe, clarinet, horns and bassoons, above the short score for piano.62  

Thus the arrangements mentioned within this section, are of variable 

length, complexity and quality with a range that stretches from beginner’s 

popular ‘tunes’ to orchestral transcriptions, utilising extra instrumental forces, 

from long-forgotten music teachers offering favourite airs for their pupils to 

play together, to canonic composers like Beethoven making a serious 

arrangement of his own work. There is evidence that popularity breeds 

exponentially, and to take an example to its ultimate extreme, reductio ad 

absurdum, a point is made that is not so far from the truth in some cases,  

…A takes the fashionable melody, or an air composed some 
sixty or an hundred years ago, which he arranges for the 
piano forte or harp; B arranges it for the harp and piano 
forte; C puts a flute accompaniment to A's arrangement, D 
confers the same favour on B - substituting the violoncello, 
or horn, for the flute; then comes E who rearranges the 
whole for "two performers," and E is followed by F who 
deranges it for the use of "one." In this way we might go 
through the alphabet - and what an admirable system it is! 
All are gratified - names find their way to title pages, which 
could not have got there by any other method, and the 
public pays for it all.63   

Nevertheless, it is understandable that the music by ‘celebrated composers’ 

that had been enjoyed in concert, should lead to the desire to reproduce it in 

private, for the instrumentation that was available. The presence of such 

arrangements, in the collections of these aristocratic women, demonstrates 

their own involvement in collecting, copying, studying and performing earlier 

music, as well as listening to it. Their interaction with many variants of such 

works, suggests an indifference towards format but a genuine interest in 

content. 

                                            

 

62 Killerton, C2.10.A. Edward Venables Townshend became a Lieutenant Colonel in the 
Cheshire Yeomanry Cavalry in 1816, three years before Wilbraham Egerton was 
appointed Captain. 
63  One of the Labouring Classes,  "English Manufacturing," QMMR 31 (1826): 297, 
quoted by  Rohr, The Careers of British Musicians, 151.  
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5.2.3  Operatic & Theatrical Influences 

Whilst attending the Congress of Vienna, the Aclands had the opportunity 

to enjoy a wide array of social and cultural engagements, including the opera. 

Expenses for visits to the opera are frequently mentioned in the account books 

of Wilbraham Egerton; it would seem that the Egertons took a box at the opera 

every April when in town.64 In addition to the opera, theatre visits might consist 

of a play, a ballet, or a concert. For example, in May 1833, Wilbraham 

Egerton’s accounts show that they attended the following, 

9th Opera £0 10s 6d 

13th Box at Drury Lane £2 2s 

15th Tickets for the Ancient Music  £2 2s 

20th The Play £1 1s 

Attendance at the Opera was an experience that many repeated, by 

revisiting performances of the same work.65 It was probably the main arias or 

familiar airs that would remain in their ears as they returned home, and piano 

fantasias, rondos, and variations upon some of these favourites would have 

had much attraction. When Vincent Novello’s daughter admitted to her nerves 

in performing a duet for her pupil’s parents, it was of an arrangement of the 

opening of Weber’s Der Freischutz. She added an aside about the music,  

…(which overture, by the bye, had the unprecedented 
compliment of being invariably encored at the theatre this 
first season of the opera’s being brought out in London)…”66  

That success alone made it ripe for arranging, and a number of such popular 

works were chosen by Elizabeth and Lydia and their children, as both duet and 

solo pieces. To play an arrangement of an opera, previously attended, as a 

                                            

 

64 For example: ‘27th April 1831, Private box Covent Garden £2 12s 6d’, ‘21st April 
1838 Opera Box 5-5-0; 3 tickets 1-5-6 21’, and ‘April 1843 - Opera Box - £6.14.6.’ 
65 Sophie Baker records attending repeat performances of La Semiramide on 8th 
February and 1st March in her diary for 1800, (W.S.R.O. Add.Ms. 7468). Olleson makes 
reference to Susan Burney’s opinions of Cimarosa’s L’Olimpiade in 1788 and again on 
her second attendance in 1789: Philip Olleson, The Journals & Letters of Susan Burney 
(Farnham, Surrey: Ashgate, 2012), 31. 
66 Mary Cowden-Clarke, My Long Life (1896), 33.  
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duet, would make the pleasure the greater in sharing it. A reviewer in 1826 

pointed out,  

…in its ability to accommodate all the voices of an original 
composition, the piano duet cedes nothing to the string 
quartet. Indeed, in many respects it is superior, since it 
demands just two good performers to play it and thus to 
procure enjoyment of the greatest works. And in all cases 
easier to put together than a good string quartet. 67 

Transcriptions were less frequently of British works, and another 

motivation for making arrangements may have been to take ownership of 

foreign music by borrowing melodies and anglicising them. There is an 

ambivalence displayed in revering non-English titles and composers’ names, 

and yet frequently translating them into the vernacular.  Henry Bishop 

complained of the fickle public, noting some of the tensions around the 

vagaries of musical fashion,  

I have been a slavish servant to the Public; and too often 
when I have turned each way their weathercock Taste 
pointed, they have turned round on me, and upbraided me 
for not remaining where I was! Had the Public remained truly 
and loyally English, I would have remained so too!68    

Perhaps Bishop missed the point that to be “loyally English” was to educate 

oneself in what was not, and Italian art and music were perhaps the most 

highly regarded.  

Lydia was perhaps less smitten by all things Italian, but received vocal 

lessons on Italian repertoire and style, as mentioned in her letter from 

Vienna.69 The volume in Lydia Dorothea’s name, shows inked annotations by a 

professional teacher with lots of musical directions for dynamics, vibrato and 

portamento and, as a general guide to the attention given to musical 

expression at this time, it has much to offer. Many arias from the opera are to 

                                            

 

67 Christensen, “Four-Hand Piano Transcription”, 261-2, quoting Caecilia 5, no. 17 
(1826): 39. 
68 Rohr, Careers of British Musicians, 147-8.  
69 See Chapter 3 of this thesis, 112, footnote 137. 
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be found in both collections, with pencilled ornamentation, showing they were 

sung and decorated with skill and, at Tatton, there is the previously listed 

preceptor on the art of singing by the Italian born Domenico Crivelli (1793-

1857).70 The reviewer of the Spectator, in 1841, was clearly unhappy with the 

promise engendered by the title, beginning,  

This is a clever work of its kind, but it will not teach the art 
of singing. It is adapted to the average state of vocal 
training in this country; which seeks a memoriter execution 
of a certain class of songs in certain style, and is therewith 
content."  

Having explained that the exercises to be memorized and practiced extensively 

would train the voice, but not teach ‘the art of singing’, that which is required 

to sing a song, he remarked that, “amateur song-singing is a thing generally to 

be tolerated, and often intolerable.” He further damned the publication with 

faint praise, finishing his review with, "He is able to teach well that which he 

pretends to teach; and the present work contains probably all that his pupils 

desire to know." By his third edition, (c.1843), Crivelli had added to the title, 

…in the form of a grammatical system, containing those 
philosophical principles which serve to direct the 
development of the organ of sound, and the cultivation of 
the vocal power; with progressive scales, ornamental 
exercises and solfeggio.   

Used with a teacher, Crivelli’s exercises would have given a very thorough 

grounding, and the art of singing the arias found in the collections required a 

very substantial technique. Crivelli’s tutor was bound with a copy of Scales 

Intervals and Exercises for the Voice On the most approved principles (printed 

1831-7, and a number of Italian arias; they were all heavily annotated, but 

there is no indication to whom they belonged. As Charlotte usually inscribed 

her name on her music, it is possible that the volume belonged to her sister-in-

law, Lady Charlotte Egerton. The importance to this study of such an example 

                                            

 

70 As mentioned in the introduction to Chapter 4. Tatton, MR.3-8.14, in a binding by 
“Murray, Bookseller Binder & Stationer, 179 Sloane St.”:  D. Crivelli, Instructions and 
Progressive Exercises on the Art of Singing . . . New Edition with Considerable Additions 
& Improvements (London: Cramer, Addison & Beal, [after 1841]). Domenico Crivelli was 
principal professor of singing at the Royal Academy of Music from its inception.  
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of sophisticated and serious vocal study is in their physical engagement with 

melody.  

To play operatic arrangements would require many of the skills learnt in 

singing; the pianist, too, would need an attention-rousing declamatory 

confidence and a cantabile touch with dynamic shading, a good legato, and 

ornamentation to emulate the prowess of the singing stars at the Opera. This 

predominantly melodic style became that of instrumental music also, and with 

the guidance of Clementi, Cramer and others, with extemporary flourishes, 

learnt from preluding, and with the aid of the sustaining pedal for extra drama 

and sonority, an evening at the opera was evoked. One might even claim that 

‘the London Piano School’ was a direct descendent of Italian opera, and that 

the later, famed, concert pianists, such as Moscheles, Liszt and Thalberg 

received the adulation of the English public, that had formerly been reserved 

for singers in the opera house.  

At Tatton, one of Thalberg’s four fantasias, based on an operatic aria of 

Mozart, appeared under the umbrella title of Souvenirs Théâtral. The title 

proves the appeal of this piano music as an enhancement to the pleasant 

memory of an evening in the theatre.71 Similarly, at Killerton, there is a mixed 

volume, belonging to Lydia Dorothea, of mostly Italian & English ‘Operatic 

Airs’, with subjects extracted from “Approved Operas … by the most Eminent 

Authors”, naming the inclusion of Clementi, Kalkbrenner, Latour, Ries and 

Rawlings on the cover. Approved operas and eminent authors are also evident 

in her duet arrangements, by Cipriani Potter, of Rossini’s Il Turco in Italia and 

Pleyel’s solo piano Capriccio, “in which is introduced A Favorite Air from 

Rossini's Othello”.72 

                                            

 

71 Sigismond Thalberg, Souvenir Theatral. Quatre Fantaisies Brillantes, pour le Piano, 
sur des Motifs de Bellini et Mozart. Tatton, MR. 2-5.43 is a volume once owned by 
Charlotte Watson-Taylor. Czerny’s Op.247 of the same title, comprises many similar 
individual works on operatic themes, published in the early 1830s. 
72 ‘Operatic Airs’ and Pleyel’s Capriccio are in Killerton, 2 19 A/RH 22 B, and Il Turko in 
Italia is in RH 21 B.  
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The second volume of the elementary duets, Les Soeurs, owned by 

Charlotte Lucy Beatrix, is volume ten, and moves from the English chapel to 

the Viennese theatre.73 Technically, it is a little more difficult, and with one 

exception (Haydn’s music for The manly Heart, as edited by William Shield), all 

items are arrangements of Mozart at his melodic best. Included are: ‘Ah, 

perdona’ from La clemenza de Tito, ‘Voi che sapete and Sull’ aria’ from Le 

Nozze di Figaro, and ‘Fin ch’han dal vino’, plus the minuet from Don Giovanni. 

At face value, this publication might be considered of little creative worth, 

viewed merely as a souvenir of short tunes from a night at a Viennese opera, 

or a preview of the main arias to enhance the experience, but these moderately 

easy arrangements are well done, preserving the expressive meaning of the 

originals, with some interest in each player’s part. Twelve airs from Mozart’s 

Figaro, arranged for piano and violin ad libitum, are in an exquisitely 

presented edition of the publisher, Offenbach chez André, before 1807, and 

would have made the most appealing souvenir of this canonic opera, except 

that it was not performed in London until 1812, so in this case, it would seem 

that the music was learnt in advance of the possibility of hearing it.74 Rachel 

Cowgill has shown that Mozart operas were slow to become appreciated by 

London audiences, "During the 1790s piano transcriptions and piano-vocal 

arrangements of numbers from Mozart's operas began to appear in music 

shops, initially as individual numbers…" She suggests that usually the 

performance stimulated the publications but not in the case of Mozart as the 

first fully staged opera by him, La Clemenza di Tito, was for Elizabeth 

Billington’s benefit on 27 March 1806.75 At Killerton, possibly owing to the 

association with Latrobe, Mozart’s music was held in due respect and well 

represented in Lydia’s set of his keyboard works, as will be discussed later in 

this chapter.   

                                            

 

73 Tatton, MR. 2-5.19 (xi). See my earlier section, 5.1.2, on ‘Easy Airs for Beginners’.   
74 For further information on the lithography, J. A. André’s collection of Mozart, and the 
music-seller, whose label appears on many of his publications at Killerton, see Michael 
Kassler, ed. The Music Trade in Georgian England (Farnham: Ashgate, 2011), 451-505. 
75 Rachel Cowgill, “Mozart productions and the concept of Werktreue at London's Italian 
opera” in Operatic Migrations: Transforming Works and Crossing Boundaries, edited 
by Roberta Montemorra Marvin and Downing A. Thomas (Aldershot: Ashgate, 2006), 
148. 
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Italian opera, in particular, was transported from the metropolis into the 

country house in the form of transcriptions. At Killerton, the early composers 

appear in Lydia Dorothea’s duet volume, Favorite Italian Airs… selected form 

the “Celebrated Operas” of Sacchini (1703-86), Giardini (1716-96) and Piccini 

(1728-1800) and included Se non Avete and Di Questo Seno, both with a 

watermark of 1817, printed and for sale at Falkner’s Opera Warehouse.+' The 

unusual introduction of the former, is actually a prelude for four hands (Image 

5-14), and marks it out as a dedicated keyboard piece, but the aria is a more 

formulaic arrangement, the primo melody with its many written-out 

appogiature, accompanied by the secondo part. 

 

  

Image 5-14. Introduction and opening of Se non Avete,  from                           
‘Favorite Italian Airs’, Killerton, RH.21.B/2.32.B.  

Although Rossini (1792-1868) is also found in that same duet volume at 

Killerton, his outstanding popularity was best mirrored in the Tatton 
                                            

 

76 Killerton, RH.21.B/2.32.B 
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collections of the next generation. The volume containing music that 

frequently has the Ely signature of Lady Charlotte’s family, contains Rossini’s 

piano versions of the Two Marches and the Overture from Il Tancredi, and 

Select Airs from Rossini’s Il Barbiere Di Siviglia and Semiramide, arranged by 

Burrowes.77 Charlotte Lucy Beatrix owned Watts’s adaptation of a duet from 

Rossini’s Barber of Seville for piano duet with flute, along with his Overture to 

Elizabetta.78 She also had Rossini’s William Tell, La Gazza Ladra, and 

Cenerentola in arrangements by Burrowes, Diabelli (1781-58), and Herz (1803-

88).79 In a later book owned by Charlotte Watson Taylor, sister to the wife of 

Lady Charlotte’s second son, Alan de Tatton Egerton (1845-1920), are Czerny’s 

variations on The Siege de Corinthe, and his Introduction and Variations from 

Bellini’s I Puritani; this same work also provided the theme in a set by Herz, 

and for Liszt’s Opus 7, Reminiscences, Des Puritains Grande Fantaisie. Another 

Fantasie, on Rossini’s l’opéra Moise, is by Thalberg (1812-71) who also wrote 

the earlier mentioned Souvenirs Théâtral fantasies.80  

Bellini’s I Puritani appears in a number of guises at Tatton. In addition to 

the works above by Czerny, Herz and Liszt, Callcott produced two sets of 

favorite airs from this opera, in 1835, that were found in Charlotte’s volume of 

“Waltzes and Single Pieces”, and there is a small rondo by J. Etherington within 

a book variously owned by Elizabeth, Charlotte and Elizabeth’s grand-

daughters;81 I Puritani ed I Cavaliere had been first performed at the King’s 

Theatre, on May 21, 1835, with Luigi Lablache and Giulia Grisi in the main 

roles; it was the favorite opera of the young Queen Victoria who was a devoted 

                                            

 

77 Tatton, MR.2-5.36 (i & vi), (iv & v). Belonging to William Egerton’s wife, Lady 
Charlotte Loftus, daughter of Sir John Loftus, 2nd Marquess of Ely. 
78 Tatton, MR. 2-5. 21(xix) and MR. 2-5. 21(vii). This volume has a label stating, “Miss 
Egerton” on the front. 
79 Tatton, MR. 2-5.21(ii & iii), (vi), (viii). 
80 Charlotte Watson Taylor’s volume: Tatton, MR. 2-5.43(xii), (xi), (vii), (i), (iii).  
81 Tatton, MR. 2-5.17 Callcott’s Favorite Airs from I Puritani, Books 1 and 2, of 3, 
adapted for piano forte, with accompaniment for flute ad lib. Tatton, MR. 2-5. 43 vii 
Herz’s  Grandes Variations  pour le Piano Forte de l'opera de Bellini I Puritani, op 87, 
Tatton, 2-5. 43 xi Czerny’s Introduction & Variations Brillantes from the favourite 
motif from the Opera de Bellini, I. Puritani pour le piano. Tatton, MR. 2-5. 18 (iii) and J. 
Etherington’s Rondoletto on subjects from Bellini I Puritani arr. for pf and respectfully 
inscribed to Miss Louisa Frances Bull.  
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pupil of Lablache, so perhaps this small group of works at Tatton, offers some 

insight into motivation for music purchases.82 Elizabeth and Charlotte may well 

have ordered the Callcott, in order to learn the opera, either before attending a 

performance or immediately after hearing it, so they could relive the 

experience. The libretto of Bellini’s last opera paid homage to Sir Walter Scott 

and British history, and it was very regularly performed thereafter and so 

would have become well enough recognized to be a popular subject for 

variations, and the royal approval would have further prompted a desire to play 

them.  It seems likely that Elizabeth and Charlotte played Rossini’s William Tell 

together, or “The Favorite Airs in Pacini's Opera l'Ultimo giorno di Pompei”, set 

out in three books, belonging to Mrs Egerton.83  

These transcriptions have been overlooked or seen, perhaps, as 

tampering with the original and yet they may be demonstrative of an even 

greater respect, in stripping the work of the trappings of a stage performance, 

no longer dependent upon the singer and the event. Might, in Cowgill's words, 

"the integrity of the composer's authorial voice", be even better served by the 

transcription?84 

Carl Maria von Weber (1786-1826), having been commissioned by the 

Royal Opera two years earlier, arrived in London to conduct the first 

performance of Oberon in the April of 1826; his death less than two months 

later, must have touched the hearts of the English. Charlotte Egerton owned 

the Capriccio on Two Favorite Airs from Oberon with Brilliant Variations for 2 

performers on the Piano Forte, arranged by Czerny from Weber’s opera in 

about 1835.85 The collecting together of Trois Grands Duos Brillans, en trois 

                                            

 

82 Helen Rappaport, Queen Victoria: A Biographical Companion. (Oxford: ABC-Clio, 
2001), 233-4, in which she gives a short biography of the singer, and sketches their 
relationship, quoting a diary entry in which Victoria called him, “il mio buon e caro 
Maestro.” See also: Clarissa Lablache Cheer, The Great Lablache, Nineteenth Century 
Operatic Superstar His Life and His Times (USA: Xlibris, 2009). 
83 Tatton, MR. 2-5.21(ii) and (xii-xiv). 
84 Cowgill, “Mozart productions,” 177. 
85 Tatton, MR. 2-5.21(ix). 
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Livraisons pour le Piano Forte a quatre mains, under the heading, Hilarité by 

Wessel & Co was appreciative of the fun to be had in playing these works.86 The 

duet-version of Weber’s solo piano piece, Invitation to the Dance, in 

comparison with the solo version, which is also found at Tatton, happily 

lessens the workload for the primo player, without losing the drama of the 

musical narrative, or the romantic flexibility of the waltz, and performance as a 

duo reflects the partnered dance the more sympathetically. 

It is not only excerpts from opera and other theatrical works that are 

found within the collections, but some complete transcriptions of ballets, 

divided into numbers/acts complete with overture and finale. The Egertons 

would appear to have enjoyed these productions in the early years of married 

life, and owned the complete scores of many such works.  A pair of matching 

volumes have an ownership label embossed with ‘Mrs Egerton’, entitled “Piano 

Forte Duetts & Ballets” on the spine. Most of the watermarks suggest they were 

printed in the early 1800s. The first volume contains works such as Fiorillo’s 

historic Le Siege de Troye, a Grand Heroic Ballet which contains the Overture, 

and twenty-three items lasting fifty-eight pages in total.87 Mr. I. D'Egville was 

the choreographer of the Ballet, La Fille Sauvage by M.C. Mortellari, as 

performed at the Kings Theatre Haymarket and, from Overture to Finale, 

comprised thirty-six items.88 The King’s Theatre also mounted The favorite 

Scotch Divertisement, by Sigr. L. Guglielmi. The Overture to Finale consisted of 

ten items.89 This little-known composer dedicated a piece to Lady Egerton, but 

she never had it bound, and it lies in the un-catalogued stack. 

Productions at The King’s Theatre, Haymarket in the early 1800s were 

also attended by Lydia Hoare. Bossi was responsible for a newly composed 

adaptation for the piano, of D’Egville’s Irza, A Favorite Ballet, as performed at 

                                            

 

86 Tatton, MR. 2-5.21(x) and (xi). 
87 Tatton, MR. 2-5.15 (v) is a volume belonging to Mrs Egerton with an 1804 
watermark. 
88 The arrangement was dedicated to the Rt. Honourable Lady Georgiana Cecil Tatton, 
MR. 2-5.15 (iv). 
89 Tatton, MR. 2-5.15 (iii), in 1805. 
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the King’s Theatre…, as well as Six Opera Divertimentos from Heliska or La 

Fille Soldat – for harp or piano with the accompaniment of a German flute.90   

Since the Act of Union in 1801, British folksong might well be considered 

to offer a native contribution to the cosmopolitan mix of music that pertained 

in London at the turn of the century. Folk-tunes and Italian operatic arias 

featured equally, in touching slow movements, sets of variations or rondos. 

They were included in solo works and chamber sonatas, in which a composer 

might add his own imprint, rather as the virginalists had, to the popular tunes 

of their day. There are also some party-pieces and more virtuosic works which 

demonstrate something of the aims in performance at private concerts and 

domestic musical evenings, a study of which also highlights individual markers 

of style, merit and popularity. 

5.2.4  Scottish Inspiration  

Scottish folk tunes were the height of fashion during the Georgian period, 

but Irish and Welsh melodies also feature within the collections.91 Susan 

Sibbald, née Meins, gave a good account of how she was captivated by Scottish 

music when she and a sister went to Edinburgh, 

…we were delighted with their Scotch music. We thought the 
Italian and other songs and duets we had been learning in 
London were not to be compared with them and I think so 
still, and indeed as I have often heard it remarked the 
generality of Italian music requires a peculiar style of 
singing, only to be acquired in Italy, or by being taught by a 
native of that Country. At that time were published two 
volumes of Scotch Songs and Duetts, the words chiefly by 
Burns and collected and edited by a Mr George Thomson. 
Each volume was a guinea and well worth the money, two 
other volumes were published afterwards. Dr Wolcot 
contributed to several of the songs and to many there were 

                                            

 

90 Both are found in the same Killerton volume, C2.10.A. She also owned Bossi’s harp 
and piano duet setting of a minuet from Irza, as mentioned in chapter 2.4.1.  
91 For a list of composers using Irish tunes in music for piano, see: Una Hunt, "The 
Harpers’ Legacy: Irish National Airs and Pianoforte Composers," Journal of the Society 
for Musicology in Ireland no. 6 (2010-11): 3-53. 
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two sets of words. Our good cousins sung to us as often as 
we wished and took such pleasure in teaching my sister and 
myself that before we left them we had acquired sufficient 
knowledge of the style of music which in itself is so pretty 
and simple as to enable us to please others as well as 
ourselves.92 

Susan sang Kozeluch’s Duncan Gray and sufficiently delighted Dr Wolcot, (the 

composer, ‘Peter Pindar’) to inspire a few lines to fit the air, especially for her.93  

A similar interest in Scottish music is present throughout the repertoire of 

songs, solo keyboard, and accompanied keyboard music at both Killerton and 

Tatton Park. George Thomson’s publications of Scottish folk songs were 

another sort of arrangement.94 He attempted to tame the raw material and, as 

John Purser suggests, fit it for “the late Georgian withdrawing room” where 

“talk of the soil was welcome but the smell of it was not.”95 The Scots were 

proud of their tradition of folk music, upon which they continued to build, but 

Thomson commissioned a number of eminent names to provide 

accompaniments for these normally unaccompanied, modal airs which, 

however anachronistic, were well-received by the general public, and to be 

found in the Killerton collection.96   

                                            

 

92 Sibbald, Memoirs, 132. 
93 The Smile of Tweed, with words by Peter Pindar Esq, “composed and dedicated to the 
Miss Meins by M.P. King” is found in the B.L. It is unclear to which of the eight 
daughters of Dr & Mrs Mein these were dedicated, but it seems likely that Susan was 
certainly one of them. She married Colonel Sibbald in December 1807.  
94 Thomson’s Select Collection of Original Airs for the Voice… (T. Preston, London), 
[1801]. It included new songs by many Scottish poets (Burns, Sir Walter Scott, James 
Hogg and Joanna Baillie). David Johnson and Kirsteen C. McCue, suggest that “it was 
criticized even in its own time and is now considered not the standard classic that 
Thomson intended but an historical curiosity.” David Johnson and Kirsteen C. McCue. 
"Thomson, George." Grove Music Online. Oxford Music Online. Oxford University Press, 
accessed April September 1, 2013, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/27883  
95 John Purser, Scotland's Music : A History of the Traditional and Classical Music of 
Scotland from Early Times to the Present Day, [Enlarged ]. ed. (Edinburgh: Mainstream 
Publishing, 2007), 239. 
96 Beethoven, Haydn, Kozeluch, Pleyel and Weber were all hired by Thomson but at 
Killerton C 21 B Scottish Airs in an edition of 1803 and C 24 B the Welsh Airs of 1809, 
are chiefly in arrangements by Haydn. 
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However little respect some may have had for Thomson’s commissions, 

described by Purser as “mostly unhappy arrangements”, these marketable 

ballads were deservedly popular, and a rich vein of melodic gold that offered 

excellent material for elaboration. Chamber music including ‘Scotch tunes’ was 

prolifically published in various formats of variable quality, from the mid 

eighteenth century by composers such as the scottish James Oswald (1711-

1769), mostly in London, but Thomson’s premise may have been a catalyst, in 

exposing European composers to a thriving Hibernian source of inspiration, 

which promoted a synthesis of Viennese and 'Scottish' style. Mazzinghi’s Opus 

9 resembles a medley of airs; having opened with ‘Dumfries House’, within the 

space of the second page he passes in quick succession from ‘the Caledonian 

Hunt’, through ‘Haddington’s Assembly’ to ‘Madam Cassey’, which is 

despatched with similar efficiency before returning to ‘Dumfries House’. The 

whole gives the impression of a pleasant romp with nothing too taxing in its 

mostly two-part texture, alternating between a modal E minor and G major.97  

In addition to the examples of 'Scottish' adaptations belonging to 

Elizabeth and Lydia, are those belonging to the next generation. Lydia Acland’s 

daughter, Lydia Dorothea, owned Caller Herring a Favorite Scotch Air arr. with 

Variations by the York organist and composer, Philip Knapton, whose family 

business, incidentally, supplied the Sykes family with sheet music.98 Nathaniel 

Gow’s Caller Herrin' was "composed from the original cry of the Newhaven 

fishwives selling their fresh herrings in the streets of Edinburgh." 99 The street-

call to purchase her wares, and the George Street bells incorporated into the 

original text, seem a far cry from the experience of Lydia Dorothea. In 

                                            

 

97 Tatton, MR.2-5-9(iv). For the piano forte with an accomp for a violin or flute. 
98 Killerton, RH.22.A/2.33.A. Knapton’s stickers can be found on some volumes within 
the library, e.g. Six Canzonetts and a Lullaby, by Miss Poole is published by Longman & 
Broderip, with a sellers label: “Sold at Knaptons Music Shop. Blake-Street. York.” 
Sledmere, the Sykes house, is about an hour from York.  
99 Purser, Scotland's Music, 239, in which he quotes Nathaniel Gow’s description, 
Nathaniel was the son of one of the best-known of the Scottish fiddle players, Niel 
Gow, and this is a good example of the continuation of traditional Scottish ballad-
writing, from father to son. 
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Knapton’s arrangement, although both may be detected, he leaves the market 

behind in an attractively varied showcase for the pianist. This piece of sheet 

music must have travelled from York to Devon, but Scottish folk tunes 

travelled further still, in arrangements across Europe and America. The title 

page of a set of accompanied sonatas by Ignace Pleyel (1757-1831) 

unashamedly flaunts the fashion for ‘Scotch Airs’ (Image 5-15). 

Within Woelfl’s “Sonatas with Scotch Airs,” is a sensitive arrangement of 

Oh Nanny with two variations.100 The subject of the text is of leaving the city 

and returning to the country-ways, which may have had resonance for those 

who were torn between their town and country houses, and the scotch-snap 

rhythms of this air are the more touching by the support of a simple single 

left-hand line. Woelfl managed to keep the yearning character in the two 

following variations, which become texturally richer, but not less expressive.  

 

Image 5-15. Titlepage of Pleyel’s 12 Grand Sonatas.                                              
Tatton, MR. 2-5. 27.  

 

                                            

 

100 Woelfl visited England from about1799-1801, and lived in Marylebone, London, from 
May 1805 until his sudden death in 1812. These sonatas Op.35, including no.2 are at 
Killerton, C.12.A. 
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Robert Birchall, at his Musical Circulating Library in New Bond Street, 

issued Butler’s “Lewie Gordon, set as A Favorite Rondo for the Forte Piano or 

Harpsichord,” and circulation is demonstrated both within the theme and the 

piece as a whole. It is based on a very popular song, to celebrate the Jacobite 

victory at the Battle of Inverurie, led by the eponymous hero, Lord Lewis 

Gordon (c.1626-53).101 An examination of the three-page presentation is 

informative in offering a simple variation model that is well done within its own 

limits, without either the repeats of the theme or the episodic material 

becoming overdone (Image 5-16, Image 5-17). Butler avoided it sounding thin 

by the simple but effective repeated quavers of the accompaniment against the 

dotted quaver opening melody, and a texture of mostly three parts.  

 

Image 5-16. T. H. Butler, Lewie Gordon, Killerton, C2.10.A.  

After a contrast, offered by right hand semiquavers with demi-semiquaver runs 

against an Alberti bass, the repeated quaver pattern lends a mock-military air 

and right-hand thirds against broken octaves continue in a little trumpet duet, 

                                            

 

101 He was named after Louis XIII of France, brought up at Gordon Castle, and raised 
two Jacobite regiments against the Hanoverians. He defeated government troops at 
Inverurie on 23 December 1745. After the Battle of Culloden, Lord Lewis escaped to 
France, and a portrait of him hangs in the Scottish Portrait Gallery. 
www.scotsindependent.org/features/singasang/lewie_gordon.htm 
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which is then swapped into the left hand and enhanced by a nine bar trill in the 

right hand (Image 5-17). It is suitable for a piece in D major, if somewhat mild 

for the warlike nature of Gordon. Thus by the plagal cadence in D on the 

middle of the page, a number of technical challenges have been showcased, 

and the next episode is the vehicle for some mild harmonic exploration and 

broken chord figuration, which have not appeared before, starting dramatically 

with the F sharp major chord, in order to move into the relative, B minor. This 

section is perhaps the least musically satisfying for the listener, but for the 

player it may have been the most rewarding. It is in fact, a showy figuration 

not too difficult to effect, although harder than a basic ascending and 

descending arpeggiation, and it fulfils its purpose by reaching the dominant. 

Like the many preludes that may have formed a limbering-up for this sort of 

effect, it offers a satisfying sweep up the keyboard, that might benefit from a 

sustaining pedal if there were one, and might enable the pianist to feel like the 

virtuosi she heard in public concerts.  
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Image 5-17. T. H. Butler, Lewie Gordon, Page 2, Op.Cit. 
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The Scottish Reel is the fastest of all the tunes played on pipes and fiddle, 

and highlights the agility and dexterity of musicians on their instruments.102 

Lord Macdonald’s Reel was arranged by Cramer and certainly demands some 

agility from the right hand whilst the left hand imitates the drone, (Image 5-18) 

and Cramer displays his pianistic understanding as well as compositional skill; 

the bagpipe drone is implied throughout the piece, without it always being 

present. 

 

Image 5-18. Cramer, Lord Macdonald’s Reel. Tatton, MR. 2-5.29. 

 The evocation of the rather wild Scottish reel is immediate from the upward 

pair of semiquaver upbeats onto the dotted crotchet which seems to hold the 

listener transfixed on the crest of the wave before it crashes into the energetic 

                                            

 

102 www.educationscotland.gov.uk/scotlandssongs/about/tunes/reels/index.asp 
accessed 3 Sept. 2012. 
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paired quavers of the dance. This reel in Bb major, mostly based on the 

opening material with some triplet rhythm bridge passages, is not a short 

piece, and so other means of variety are employed. A change of key signature, 

heralding a modulation into the subdominant for the middle section, then 

shifts the tessitura of the rondo up before it quietly slips into C minor. A 

surprisingly intense passage of harmonic suspensions follows, in preparation 

for a return home, via subdominant and dominant keys. Cramer seems to have 

captured the unfettered masculine spirit of a highland fling that is so far in 

nature from the polished manners of the drawing room, or even the ballroom, 

and yet it was in the possession of Elizabeth Sykes, after 1795, to evoke its 

infectious physicality within the safety of her home.  

5.2.5  Music for the Dance 

Whilst the Scottish Reel is ancient and unsophisticated in origin, the 

courtly dance movements of the preceding generations (and particularly those 

within Handel’s suites) were available to play in the music-room, in homage to 

the old fashioned steps of a past generation. If the changes in dress, art, music 

and architecture are taken into account, it is unsurprising that dancing, which 

was, in itself, a showcase of these elements, underwent a change in the early 

nineteenth century. Many dances in the Tatton and Killerton collections are 

arrangements of those played by hired bands in the ballroom, although some 

are truly pianistic evocations.  

Music and dancing were integral in mounting a pleasant diversion for 

evenings in the home, or select private gatherings, such as those practised and 

described by Sophie Baker, Jane Austen and so many others.103 The naive 

painting of Diana Sperling (Image 5-19) gives an impression of the pleasurable 

                                            

 

103 CRO, 1797 Diary Add Mss 7465. Sophie Baker reported on the varied activities 
during the evening of 26 Ap 1797, “played at Commerce [a card game] afterwards 
danced - dear Miss Strachey playing.”  Jane Austen wrote in a letter of 27-28 December 
1808, ”I will practice country dances, that we may have some amusement for our 
nephews & nieces, when we have the pleasure of their company.” Deirdre, Le Faye ed., 
Jane Austen's Letters (Oxford: Oxford University Press, 2011), 168. 
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ad hoc nature in taking the opportunity of forming guests into couples and 

stepping out, even when the music was only that of a square piano. 

 

Image 5-19. ‘Mrs Hurst Dancing’, © Gollancz  with permission.104 

Professionals were often employed to play for dancing, and to accompany 

or perform to guests. Sophie Baker’s diaries are full of such entertainments at 

their country house; on the 3rd December1800, when her harp teacher was 

present, she recounted,  

Mr C. Meyer came – to tea came the Chapmans, Miss Kirby & 
Lloyds & Hadsleys as good deal of music etc. a supper after 
which we danced till ! past 12 all playing by turns on ye 
Piano – Mr Meyer joined in dancing. 105 

                                            

 

104 Diana Sperling and G. E. Mingay, Mrs Hurst Dancing, and Other Scenes from 
Regency Life, 1812-1823 (London: Gollancz, 1981). 
105 CRO, Add Mss 7468. The initial suggest that it was Frédéric-Charles Meyer. See 
footnotes on p.65, 134, and p.91, 67. 
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The latest dances in the ballroom could be readily brought alive at the 

keyboard, the following day. The new dance, for the children of Elizabeth and 

Lydia’s generation, would have been the Waltz; originating in Vienna and 

adopted in Paris after the Revolution, it took longer to be accepted in England. 

Much has been written in criticism of this interloper to the dance floor. Country 

dancing was for a communal line of couples, performed at arm’s length, but 

the waltz was an intimate dance with rapid turns, for individual couples in 

much closer proximity. The Times editorial censured its performance at a ball 

given by the Prince Regent, but, ultimately, it had little effect against royal 

approval,  

We remarked with pain that the indecent foreign dance 
called the Waltz was introduced (we believe for the first 
time) at the English court on Friday last … it is quite 
sufficient to cast one’s eye on the voluptuous intertwining of 
the limbs and close compressure on the bodies in their 
dance, to see that it is indeed far removed from the modest 
reserve which has hitherto been considered distinctive of 
English females … we feel it a duty to warn every parent 
against exposing his daughter to so fatal a contagion.106 

The Aclands do not seem to have disapproved of dancing, and they 

enjoyed the balls at the Congress of Vienna. The year the Viennese waltz was 

sanctioned at the fashionable Almacks, Sir Thomas recorded on the 9th 

November 1814, that he had “danced country dances, saw waltzing and heard 

most beautiful musician [sic].” Various reasons for why he did not waltz 

himself include the possibility that it had not been completely sanctioned in 

English society, he had not yet learnt it, or that Lydia was either not present or 

not dancing. Perhaps Sir Thomas preferred the dances he had learnt in his 

youth; nine days later he was at Lord Castlereagh’s, and commented on “very 

nice dancing. Scotch Reels.”107  

                                            

 

106 The Times, 16th July, 1816. 
107 Diary of Thomas in Vienna, D.R.O. S 1148/M/8 Oct – Nov. November 18, 1814. 
Robert Stewart, Viscount Castlereagh was Foreign Secretary (1812-22). 
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At Killerton amongst the beautifully lithographed publications bought 

from Vollweiler, there is a set of six short Waltzes by Johann Anton André 

(1775-1842).108 It could be argued that to compose something so small and 

perfectly formed requires rather more skill than less, and Wolfgang Plath 

suggests that André was “perhaps among the most considerable of the many 

composers of his period who now stand in the shadow of Beethoven and 

Schubert.”109 The interest in these miniature gems is that although each waltz 

is quite regularly structured, in a ternary form of three, eight-bar sections, and 

numbered from one to six, it finishes with a coda of nearly the length of all the 

waltzes put together. Although the whole work is in C major, and the 

individual waltzes, apart from the fifth, cadence in C, they have varied 

harmonic schemes. Thus the first two go no further than the dominant, the 

third is mostly in the tonic minor, the fourth echoes the first two, the fifth is 

mostly in the subdominant and then, via a rapid modulation in the last two 

bars, finishes in the relative minor. The sixth waltz passes through the 

supertonic minor before the dominant, finishing in C to continue into the coda 

which picks up on a number of these tonal schemes as well as melodic 

fragments to give it a unified whole. It has a dual purpose as a practical set of 

“pick and mix” waltzes for playing in the ballroom for dancers, and/or as a 

performance piece to play in the music room for listeners. It is clear from the 

diaries of Sophie Baker, that quite often a sociable evening of music making 

led to dancing. It could be argued that the very flimsiness of these dance tunes 

mitigated against the formation of deep passions, and merely promoted short-

lived fun and flirtation, but they remain good examples of compact and 

memorable melodies that were much in evidence in this period.  

The Aclands daughter, Lydia Dorothea, would have been unable to enjoy 

dancing after she became ill in 1833, but Charlotte Lucy Beatrix Egerton and 

her sister-in-law, Charlotte Loftus, both had large quantities of quadrilles in 

                                            

 

108 A. André, Six Waltzes for the Piano Forte, printed and sold by G.J. Vollweiler. Michael 
Kassler dates it as “perhaps early 1807”. As he has pointed out, there are more of 
these extant publications printed or sold by Vollweiler at Killerton, than anywhere else. 
109 Wolfgang Plath. "André." Music Online. Oxford Music Online. Oxford University 
Press, accessed September 11, 2012, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/41219pg2  



 Piano Lessons in the English Country House, Chapter 5 

 

 241   

their volumes of piano music. The volume entitled ‘Waltzes & Single Pieces’ 

belonging to Charlotte Lucy Beatrix has a handwritten index on the flyleaf, but 

the title pages offered further information and enticement to purchase. 

D'Almaine & Co of Soho Square, London, hinted at the latest French fashion in 

the publication of Fete Pastorale Quadrilles de Contredanses suivies d'un Valse 

pour le piano forte by Henri Herz.110 Acquiring the very latest might also have 

prompted the purchase of one of the London Season Quadrilles & Galops for 

piano forte by Musard; sound provenance is assured in his, Le Postillion de 

Madame Ablon within the “42nd set of Quadrilles” which was danced, “at the 

Promenade Concerts d'Hiver and at the Theatre Royal Drury Lane.” The 

Quadrille de Carnaval was performed at Her Majesty's Balls, Almacks, and the 

Court of the Tuilleries.”111 Elizabeth’s daughter-in-law, Lady Charlotte Loftus 

(before she married and became Lady Charlotte Egerton), had a volume 

devoted to Waltzes and Quadrilles. Within this large volume, are a number of 

dances that were played at the balls and assemblies of le bon ton. Weippert’s 

50th set of Quadrilles is described on the title page,  

…as Performed by the Author’s Band at Almack’s and all the 
Nobilities’ Balls, To which is added An Admired Waltz, 
Composed and Arranged for the Piano Forte Or Harp, and 
most respectfully Dedicated (by permission) To His Grace 
The Duke of Devonshire, by John Weippert, Harpist by 
Special Appointment to their R.H. the Princess Augusta, 
Duchess of Kent, Duke & Duchess of Cumberland, Duke & 
Duchess of Gloucester & Prince Leopold…112  

It is a neat piece of name-dropping, which compliments both the composer 

and the purchaser of his music. Most of the other dances that she collected 

carry a similar recommendation. 

                                            

 

110 MR. 2-5.17(vii).  
111 Tatton Park, MR. 2-5.17(xxi) and (xxii). 
112 Tatton Park, MR. 2-5.45 (iii). 
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5.3  Solos for Show 

The solo performance required a considerable outlay of time and effort, 

and as a showcase, it could be viewed in a number of ways. Much has been 

made of young women being encouraged to use the performance as a means 

to attract a husband, and the practice of the instrument as a means to fill in 

idle hours, but many of the women in this study, continued to play after 

marriage, when their time was more limited. 

The comments of Lydia Acland’s second son, Arthur, mostly concerned 

theoretical teaching at a period when the teaching of thorough bass had 

declined, but they add value to our understanding of Lydia, if they reflect her 

attitude to music. In the last of his five ‘Letters on Musical Notation’, he wrote,  

…whenever music became the centre of fashionable and 
worldly amusement, when chiefly used to enliven the 
promenade, give zest to the goblet, and lead the dance, it 
would most certainly fall in its character. Music, to be great, 
can scarcely be separated from one of two positions. It may 
be great when used as the expression of the highest and 
holiest feelings of the devout, or when brought to 
theoretical excellence by the man of genius and of 
science.113  

A study of the repertoire practised by the families in this study, and the 

pieces they chose to show to others will be the chief purpose of this section. 

Even the more virtuosic forms of rondos and sets of variations have their 

devotional moments, and will feature, along with some popular programmatic 

works. I would suggest that this repertoire was as valuable to the player for 

showing herself what she could achieve, as for showing others. In interpreting 

it, the performer of such demanding music would call upon her inner 

resources, but be further motivated and enlivened by a listening audience. 

 Performances are often recorded within contemporary diaries, but it 

is rare to find descriptions, perhaps because it was such a common occurrence 

to play during an evening with friends and family, with or without dancing. On 

                                            

 

113 Arthur H. D Acland, Letters on Musical Notation, 52. The first four letters were 
originally written for The Educational Magazine, but he added the fifth for the reprint. 
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the 11th June 1801, Sophie Baker casually noted, “ went to a concert at Mrs 

Foley, where Harriet and I were the chief performers.”114 On June 24, 1803, she 

and her sister, Harriet, appear to have improved sufficiently to play amongst 

some highly regarded professionals,  

Had a delightful Concert. The Performers, C Meyer, the 
Leanders on the horns, Miss …  & the Knyvetts.  H & I 
likewise played, about 150 People. The House looked 
beautiful, & was much admired.115  

It is likely that the performers were admired too, and by a sizeable audience; 

this description proffers a picture of a rather public, private concert, and 

demands a reappraisal of the ‘mere accomplishments’ of girls in the home. 

Neither is it an isolated case. 

Mostly brought up abroad, Elizabeth Wynne/Freemantle (1778-1857), just 

a year younger than Elizabeth Sykes/Egerton had harpsichord lessons with 

Cimador, as a girl, and Pleyel dedicated a piece to her.  She described her part 

in a concert on the 4th December 1794 before she married a commander in the 

Royal Navy in 1797, and returned to England, 

This evening I played at the prince's Concert, and Eugenia 
sang–and indeed we had the universal Approbation and 
Praise which (I may say) were not undeserved_ The Old 
Prince is vastly fond of music and understands it very well it 
is a pleasure to make him some. His concert is very good as 
his very numerous band of music is excellent. I am very glad 
to have done my task, as I was really afraid to play before so 
many persons.116  

In 1798, her husband, Thomas Freemantle, bought the estate of Swanbourne 

in Buckinghamshire, often staying with the Marquess of Buckingham at Stowe, 

where she made the following diary entry in 1801, recording not only who 

attended a select musical evening, but where it was held,  

                                            

 

114 CRO, Add.Ms. 7469, Ladies Pocket Journal for 1801.  
115 CRO, Add Mss 7471 
116 Elizabeth Wynne Fremantle, Eugenia b Wynne, and Anne Fremantle. The Wynne 
Diaries 1789-1820. (London: Oxford University Press, 1952), 167. 



Piano Lessons in the English Country House, Chapter 5 

 244 

At Stowe - Lady Buckingham's invitation, and Lord Ebrington 
was present  "The French princes arrived at about seven 
o'clock–Monsieur (late Count d'Artois–the Prince of Conde 
and his son the Duc de Bourbon... I played on the pianoforte 
to them in the evening. Ld Buckingham has bought a very 
good new instrument for his new library which is a delightful 
room."117  

A larger event, was her own private concert on the 8th May, 1805, in which 

professionals and amateurs both performed, 

We were very busily employed in preparing for our little 
Concert–& poor Fremantle in getting information about his 
ship & making arrangements for his departure. He dined at 
his Brother William's & came to our music late. Dragonetti 
dined with us another very good second violin & Bartolozzi 
came to play Quatuors & accompany... the party was very 
select & brilliant –about 130 in all. The Amateur performers 
were Mrs W. Jerningham on the Harp, myself on the Piano, 
the Chevalier La Caema who really sung delightfully, Mrs 
Peploe, Miss Fanny Cornewall, Eugenia & Mr Mercer." After 
which Fremantle announced he should have to set out for 
Plymouth to join his ship the next day.118  

In 1810, the Honourable Mrs Calvert credited Mrs Devis in her journals, 

for her daughter’s well-bred response to a proposal of marriage in July, and 

later, described the significant part that music played in their happiness:  

He seems very much in love with Isabella, and she is not 
behind-hand in liking him. He makes her play for him every 
evening on the pianoforte, and sits over her, admiring her. 
We have the pianoforte in the ante-room, and we talk in the 
drawing-room with the door open.119 

It can be assumed that she felt her daughter’s education had been a complete 

success. It may be assumed that, like the other girls leaving Mrs Devis as 

described in Frances Powers Cobbe’s account, she had learnt The Battle of 

                                            

 

117 Ibid., 338. 
118 Ibid., 384. 
119 Frances Hon Calvert and Alice Elizabeth Blake, An Irish Beauty of the Regency. 
Compiled from "Mes Souvenirs," the Unpublished Journals of the Hon. Mrs. Calvert, 
1789-1822, by Mrs. Warrenne Blake. With Frontispiece in Photogravure & Thirty-Two 
Other Illustrations (pp. xx. 427. John Lane: London, New York, 1911), 227 & 228. 
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Prague.120 However, there is much other music within young ladies’ collections 

that has been undeservedly forgotten. That music continued to be enjoyed, 

once married, seems more common than Jane Austen might have had us 

believe in her description of Lady Middleton, in Jane Austen’s Sense & 

Sensibility; her attitude is deliberately in stark contrast to the passion and 

dedication displayed by the heroine of the same novel, 

The instrument was unlocked, everybody prepared to be 
charmed, and Marianne, who sang very well, at their request 
went through the chief of the songs which Lady Middleton 
had brought into the family on her marriage, and which 
perhaps had lain ever since in the same position on the 
piano-forté, for her ladyship had celebrated that event by 
giving up music, although by her mother’s account she had 
played extremely well, and by her own was very fond of it.121 

5.3.1  Variations, Rondos & Showpieces  

Elizabeth Natalie Morgan's thesis has proved that virtuosity was abundant 

within the domestic repertoire and belies the portrait of incompetent amateurs 

that is too often presented.122 Their pianism was underpinned by the sound 

technique acquired through their lessons and practice, and it may be supposed 

that many were able to play whatever music was being published at this time. 

More importantly their reception and sensitivity to melody, as inspired by vocal 

lessons and attendance at the opera and concerts, may have led to eloquent 

performances, and the dedications rather suggest that young women were 

inspiring new music.  

Although Rondos and Variations occur frequently as movements within 

sonatas and concertos, they also stand alone, as original pieces that would 

enhance any programme of piano music. Musette Variée by Von Esch can be 

found in both houses, the title page (Image 5-20) of the edition at Tatton 

                                            

 

120 Frances Power Cobbe, Life of Frances Power Cobbe, 58, as quoted in section 3.4.4. 
of this thesis. 
121 Jane Austen, Sense and Sensibility (London: Folio Society, 1975), 35. 
122 Morgan, "The Virtuous Virtuosa.” 
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offers a visual equivalent to this example of touching and graceful emotional 

persuasion. 123 It requires a technique that is adequate for the harder variations, 

 

 

 

 

 

 

 

Image 5-20. Title page of Von Esch, Musette, Tatton, MR. 2-5.16.  

 

but is a vehicle for expression, more than for virtuosic flaunting. These 

variations by Von Esch have some challenging hand crossing, and imaginative 

and diverse treatments of the theme, only spoilt by the trite final variation, 

which might be best omitted, finishing instead with the fine and expressive 

penultimate one. Derek Carew describes variations, cutting “a flashy swathe” 

but adds, “There was also the possibility, of course, of omitting the more 

difficult numbers without great musical damage to the whole.” 124  Such a 

pragmatic solution was surely as applicable then as now, but the omission or 

re-ordering might be for aesthetic reasons. 

Much benefitted by its choice of theme from Mozart’s, the Magic Flute; is 

the rare copy of Eckhardt’s Six Variations op 5 on Seid uns zum zweitenmal.125 

                                            

 

123 Tatton, MR. 2-5.16 (xi) The piece bears a watermark of 1805. The plainer version at  
Killerton was also published by Broderip & Wilkinson, and is in Mrs Burnand’s book: 
Killerton, 2.16.A. 
124 Derek Carew, The Mechanical muse: The Piano, Pianism and Piano Music, c.1760 
1850 (Aldershot: Ashgate, 2007), 306. 
125 Killerton RH.17.B. As described in Sainsbury's dictionary of musicians, in 1824, C. F. 
Eckhard was "an amateur pianist and composer for his instrument, residing in Suabia.” 
John S. Sainsbury and Alexandre Choron, A Dictionary of Musicians from the Earliest 
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From 1798, several of his works were published at Offenbach, as was this very 

fine set of ten variations. Eckhardt employed diverse keyboard figuration 

within each original variation, providing exercise in octaves, broken chords, 

and passages in thirds but not as a formula for the whole variation, and thus 

he kept the interest yet achieved a unity of style within the whole. Variation Six 

marks the opening of the second half of this work with an ornate Adagio 

espressivo in the minor key. It builds to the ninth variation with crossed hands 

and demi-semiquaver scales in both hands across four octaves, finishing with a 

cadenza that leads straight into the final variation. The combination of a 

homecoming to the initial theme, the reference to his previous decorative 

treatment, and a middle section with new chromatic interest in the bass, leads 

to a satisfying conclusion.  

Weber was eleven, when he chose ‘The Ploughboy’, a ‘German Air’, and 

‘La Belle Catherine’, on which to compose sets of variations (Image 5-21). We 

do not have Elizabeth’s comment on this piece, but on the 18th November 

1807, Sarah Whittaker, a niece of the Holland and Sharpe sisters of Knutsford, 

wrote in a letter to her brother, “I have just begun to learn a very pretty piece 

called ‘The Ploughboy’, with six variations, which I think Mama will like very 

much.” Edward Hall, who transcribed these letters, adds that she played them, 

“upon the old pianoforte in the Parlour at Townhill Farm that Christmas.” ")' 

 

                                                                                                                                

 

Ages to the Present Time. Comprising the Most Important Biographical Contents of the 
Works of Gerber, Choron, and Fayolle, Count Orloff, Dr. Burney, Sir John Hawkins 
(London,: Printed for Sainsbury and co., 1825). 
126 Edward Hall, Cranford Again, 1.  



Piano Lessons in the English Country House, Chapter 5 

 248 

 

Image 5-21. Page 3 of Weber, Variations on The Ploughboy ,                              
Tatton, MR. 2-5. 32.  

That which would come to be entitled “programme-music” by the end of 

the 1800s, forms a small but significant contribution to the chosen repertoire 
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in the collections. 127 The pianist Daniel Steibelt (1765-1823) was performing in 

London concerts in 1797, and his celebrated third concerto, L’Orage, contains 

the rondo pastoral, “in which is introduced an imitation of a storm.” It was 

owned by both Lydia Hoare and Lady Charlotte Egerton, and his Grand 

Concerto, A' La Chasse, Opus 64, with an attractive engraving of hunters on 

horseback chasing a pack of hounds over hill and dale on the title-page, is 

found in Mrs Burnand’s volume, at Killerton. It has been suggested that the 

lack of improvised cadenzas and addition of programmatic titles for a number 

of his concertos, “reveal Steibelt’s awareness of more romantic approaches to 

the genre.”128 As an extravagant and theatrical performer, I would suggest his 

awareness was of creating memorable works, that supported high fees. It 

seems highly unlikely that he would not have added impressively virtuosic 

cadenzas when he was performing the works himself. 

Amongst the diverse contents of The Beauties of Strauss, with a Mrs 

Egerton signature, is a pot pourri of characteristic titles.129 No 21, Les Bouquets 

des dames or Musical Wreath, founded on beautiful melodies from his various 

works, “As performed here by Mr Strauss and his extraordinary orchestra and 

adapted by him for the piano forte”. This is a long medley which incorporates 

earthquake, chimes, post horn, trumpets and canons. If such excitements were 

to be conjured up by ladies at the keyboard, there was bound to be a critical 

charge of “note-mongering”, 

Features of modern instrumental virtuosity that caused most 
offence were flashy but vapid passage-work, excessive use 

                                            

 

127 According to Roger Scruton. "Programme music." Grove Music Online. Oxford Music 
Online. Oxford University Press, accessed September 4, 2012, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/22394., the term 
‘programme music’ was introduced by Liszt … He defined a programme as a “preface 
added to a piece of instrumental music, by means of which the composer intends to 
guard the listener against a wrong poetical interpretation, and to direct his attention to 
the poetical idea of the whole or to a particular part of it’.”  
128 Frank Dawes, et al. "Steibelt, Daniel." Grove Music Online. Oxford Music Online. 
Oxford University Press, accessed August 15, 2012, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/26624 
129 Tatton, MR. 2-5.17(xxv). 
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of high registers, extravagant cadenzas and barn-storming 
passages in octaves and the like.130  

The very features that much impressed the audiences were those that upset 

the critics. McVeigh quotes William Jackson’s withering rejection of downward 

chromatic runs, “as if the keys were swept with a broom, or as if the performer 

had taken an emetic…”131 The Monthly Review of October 1791, extended an 

unusual length to discussion of Jackson’s Observations on the Present State of 

Music in London, because of “the manifest mixture of spleen and prejudice, 

with ingenuity and good sense, seemed, in a peculiar manner, to call for 

discussion and criticism”; they argued that the whole applauding audience 

could not be, “tasteless idiots” who were bribed by the artist. 132  

Battle Music 

The notion of a musical enactment of an entire battle, that would 

incorporate the drama from start to finish, was an established genre. Byrd!s 

Battle piece, of nearly two hundred years earlier, is an excellent precursor to 

the most ubiquitous of all: Kozwara!s Battle of Prague.133 Elizabeth seems to 

have been particularly attracted to battle music, and perhaps this seemingly 

cleansed, safe and censored re-enactment of war was deemed, on paper at 

least, suitable for the fairer sex. The diary entries of Sophia Baker prove the 

relevance of the outcome of battles during the Napoleonic wars; on the 8th May 

1801, she mentions sons of those she knew, by name,  

Went with Aunt Cha to Lady Curzon’s – news of the several 
engagements in Egypt confirmed – victory on our side – but 
with the loss of many brave officers and men –134 

                                            

 

130Simon McVeigh, Concert Life, 144. 
131 Ibid., 144. An opinion that was endorsed by Burney. 
132 Ralph  &  G.E. Griffiths, "Jackson on the Present State of Music, in London," The 
Monthly Review, or, Literary Journal 6, (1791): 196-202. 
"$$!There is an easy arrangement of a small part of the work at Killerton within a 
volume of French Airs by Burkopffer, Killerton C.27.A, but it is complete at Tatton, 
revised and fingered in an edition bought at Knaptons in York: Tatton, MR.2-5.44.  
134 Diary, CRO, Add. Ms. 7469. 
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 In most land-owning families, the first son was likely to be bred to take 

over the estate, and the second to go into the church, but the remaining sons 

were mostly destined for the militia or the navy; consequently the daughters of 

the family had a close personal interest in dispatches and were additionally 

informed by letters from their brothers. Ways in which they could show some 

solidarity and empathy with them included knitting socks and mittens, 

trimming their own clothing with frogging, buttons, and braids, and playing 

music that would bring them closer to the action, at least in their imaginations 

and through the expression of their emotions. 

Publishers were generous in their provision of such pieces; there is a 

flavour of musket, fife and drum within much of the music of this period. 

Dussek’s Opus 40, Grand Military Concerto for the Piano Forte with 

accompaniment ad libitum for violins, viola, oboe, flutes, clarinetts, horns & a 

bass as performed at the Opera House Concerts, and the Oratorios at Covent 

Garden Theatre, may have had a considerable effect if the forces could be 

mustered.135  This work (within a volume labelled ‘Miss Sykes’), would have 

been mostly played by one woman with one piano, and was dedicated, not to a 

militia band, but to a Miss Beauchamp. 

Lydia seemed to prefer sharing the experience; the collection of French 

Dances by L.F. Dainville, including a Military Waltz, is for piano duet and A 

Favorite Military Divertimento by Osmond Saffery has an accompaniment for 

flute.136 In the latter volume, is also to be found, General Graham!s Grand 

March to the Battle of Barossa by D. Lee, and M. Holst’s Grand March and 

Rondo dedicated to Lieutenant General Graham and the officers and troops 

under his command at the Battle of Barrossa.137 Lydia was not averse to 

                                            

 

135 Tatton, MR.2-5.31(ii). 
136 Killerton, 2.28.B/ C2.19.B. L.F. Dainville, Le Bocage - French dances and a Military 
Waltz, published by Chappell & Co. RH 21 B, and Osmond Saffery, A Favorite Military 
Divertimento, published by Phipps & Co.  
137 The Battle of Barrossa took place on the 5th March 1811, when the French 
unsuccessfully attacked an Anglo-Portuguese-Spanish force, to break the siege of 
Cádiz during the Peninsular War. Lieutenant-General Sir Thomas Graham’s use of 
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singing songs such as the duet, Tho' you think by this to vex me: a favorite 

duett sung by Sigra. Storace & Mr. Bannister Junr. in the Siege of Belgrade, a 

financial success, composed by Stephen Storace.138 The Killerton collection also 

boasts more than twenty marches, illustrating the popularity of this more 

straightforward military support.  

A remnant of a naval battle, and an example of a sailor’s reel, is Dussek’s 

Hornpipe for the assumed victory of Lord Howe against the French. It was as 

much a dance for Madame Del Caro, as a performance piece. He employed 

cheerful dotted rhythms to sweep the shambles of this particular skirmish at 

sea under the carpet, so the audience at the King’s Theatre, Haymarket, 

attending the cantata, La Vittoria, and those who shared in the performance of 

this arrangement thereafter, would share a national pride.139 Whether the 

dotted rhythms were played as written, or ternarised to match the later triplet 

accompaniment, would have been a choice for the player; although lazy 

                                                                                                                                

 

tactics defeated two French divisions but the failure of the Spanish to pursue the 
French resulted in the forces at Cadiz remaining unrelieved. Nevertheless, in 
November, he was awarded a medal, struck to commemorate the "brilliant Victory 
obtained over the Enemy." 
138 It was printed & sold by J. Dale, as performed by Michael Kelly in 1791 at Drury Lane 
in Stephen Storace's The Siege of Belgrade (incorporating a Martini scena). “This opera 
with a borrowed plot from Martin y Soler’s Una Cosa Rara (Vienna, 1786), is based on 
a historical siege by the Turks in 1456 and concludes with an elaborate battle scene. 
Storace adapted nine out of the total twenty-nine pieces, from Soler’s work. Siege 
operas were well established by the 1780s, and particularly popular in the 1790s.” 
http://www.cph.rcm.ac.uk/Virtual%20Exhibitions/Music%20in%20English%20Theatre. 

Parke wrote about The Siege of Belgrade, on 1st January 1791, “the music principally 
by Storace with a few pieces selected from Martini, Salieri, and Paesiello.” Having 
named the singers, Signora Storace, Messrs. Kelly, Bannister jun,. and Mrs Crouch, he 
continued, “This opera presented a marked instance of the rapid transition which the 
English opera had made, from the simplicity of the ballad farce to the captivating 
splendours of the Italian drama. The music, which was excellent throughout, procured 
the author for his copy-right one thousand pounds.” Parke, Musical Memoirs, 135. The 
Siege of Belgrade is also remembered in the alliterative poem, “An Austrian army, 
awfully array’d, Boldly by battery besiege Belgrade; Cossack commanders cannonading 
come, Deal devastation’s dire destructive doom;” etc. Wheeler’s Magazine vol. i. 
(Winchester, England, 1828): 244. 
"$# Johann Ladislaus Dussek, The Favorite Hornpipe Danced by Madame Del Caro, at 
the King's Theatre, Haymarket, in the Cantata of La Vittoria, in Commemoration of 
Lors Howe's Victory on the 1st of June 1794. Arranged as a Rondo for the Piano-Forte, 
& for the Violin & Flute. (London & Edinburgh: Corri, Dussek & Co., 1795).  
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dotting is a common error, the notion of naval discipline might have mitigated 

against it.  

At Tatton Park, it is large-scale, dramatic, and technically demanding 

keyboard realisations of battles and sieges that occur more frequently. So 

popular was the Battle of Prague that, whilst his other works were forgotten, it 

was published in various formats long after his death in 1791. Parke 

demonstrated how synonymous Kotzwara’s name was with his most 

spectacular piece,  

Whether Kotzwara was a good original composer I know not, 
though his sonata, "The Battle of Prague,! (well known to 
most of the ladies who cultivate that favourite instrument 
the piano-forte) speaks in his favour; but as an imitative 
one, he perhaps had no equal. Kotzwara was employed by 
certain music-sellers to compose trios, quartets, &c., in the 
style of the popular writers on the continent, Haydn, Pleyel, 
and others; and his productions displayed so accurately the 
taste and science of his prototypes, that, like the admirable 
copies of the pictures of the old masters by Renigale, the 
best judges considered them to be originals.140 

The varied reception to Kotzwara’s battle, according to the experience 

and outlook of those playing and listening, has been well imagined and 

investigated by Elizabeth Natalie Morgan in her PhD thesis, The Virtuous 

Virtuosa.141 Because this work has been much performed and much discussed, 

ironically, considering Parke’s comment, Kotzwara himself became the source 

of more imitation. One of these “admirable copies”, by an undoubtedly “good 

original composer”, makes an interesting comparative study. 

When Dussek embarked upon The Naval Battle and Total Defeat of the 

Grand Dutch Fleet by Admiral Duncan on the 11th October 1797, he would have 

been conscious that it could be a hard act to follow Kotzwara’s Battle of 

                                            

 

140 Parke, Memoirs, 181. 
141 Elizabeth Natalie  Morgan, “The Virtuous Virtuosa: Women at the Pianoforte in 
England, 1780-1820” Ph.D. thesis, University of Los Angeles, 2009). She uses the 
conceit of imagining the differing emotional reactions of those listening to a private 
performance of this work. 
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Prague.142 However Dussek had the advantage of commemorating a hero. 

Agnes Porter, in a letter to Lady Harriot Strangways (3rd daughter of Earl of 

Ilchester,) four days after his success on the 11th of October, 1797, at the Battle 

of Camperdown, wrote, “My dear Lady Harriot, - Yarmouth is very gay at 

present. Admiral Duncan’s victory has made a display of red flags and jolly 

faces”.143 She was also rejoicing in a letter from John Newbolt,  

To: Lady Harriot Strangways, 20th December 1797. 

My dear lady Harriot, Though my account of the procession 
will come what you call a day after the fair … I can with truth 
assure you that it was in my opinion one of the finest 
spectacles ever seen in the country… 

He then described people and regiments lining the streets and up the 

steeples, and the division of bands, “so as to have music at an interval of every 

five minutes in the procession, who played all sorts of loyal and military 

tunes.”144 

Admiral Duncan was a mentor to Nelson, who said, “the name of Duncan 

will never be forgot by Britain and in particular by its Navy”, and Dussek could 

be said to have taken on the task of helping that happen.145 Whilst Dussek was 

an infinitely superior composer, and he was commemorating a battle at sea 

rather than on land, Kotzwara had captured the nation’s imagination with his 

use of text to describe the immediate action, imitations of trumpets, some 

exciting figuration and an astute use of what was immediately recognized by 

                                            

 

142 Admiral Duncan (1731-1804), was Commander-in-Chief of the British Navy in the 
North Sea, and sprang the Dutch offside trap off Camperdown, and led his fleet of 
ships to victory, thwarting an invasion by the French and Dutch. Admiral Duncan 
became a national hero, and he was awarded the titles of Baron of Lundie and Viscount 
Camperdown, with an annual pension of £3000. Known as 'the handsomest man in the 
Navy', his victory prompted the fashion for Camperdown hats. He was painted by John 
Singleton Copley and possibly by Raeburn.  
143 Mary Frampton and Harriot Georgiana Mundy, The Journal of Mary Frampton from 
the Year 1779, until the Year 1846. (London: Sampson Low, Marston, Searle & 
Rivington, 1885), 94.  
144 ibid., 95-99. John Newbolt, later knighted, was the Recorder of Bombay, then Chief 
Justice of Madras, and married to Juliana, daughter of the Dean of Durham, and sister 
to Maria Countess of Ilchester, in 1794. Previously she had been a Maid of Honour to 
Queen Charlotte. 
145 Nelson’s comment on Duncan: www.eurosurf.com/camperdown/duncan.htm 
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the English as their own National Anthem.146 Dussek wisely did not attempt to 

re-invent the wheel; he followed Kotzwara’s pattern, but with a greater tonal 

palette and more sophisticated figuration, and a neat replacement for the 

National Anthem.147 The title page promises good things with a handsome 

print of a sailing-ship in full rig (Image 5-22). 

Like Kotzwara, Dussek opens in F major, with martial dotted rhythms, 

and utilizes the bass notes of the keyboard for the “Canons”, labelled and 

repeated liberally. Dussek imbues his harmony with bitter-sweet emotion as 

the fleet sets sail, and then plunges straight into a forward-moving passage of 

left-hand crossing against urgent repeated quaver chords in the right-hand. 

Unlike Kotzwara, who moves straight into the attack once the bugle horn and 

trumpet call are sounded, Dussek builds the suspense with a page of repeated 

rising passages which are underscored with reportage, comments such as, 

“The Enemy’s Fleet is in View” and “They are nearly within Gun shot”. Broken 

triads in semiquavers, two notes alternating with a single note, assist the 

mounting excitement and then a crafty chromatic descent in broken chords 

describes “The Dutch endeavour to avoid the English”, against a low bass 

dominant pedal. More dotted rhythms announce the signal for engagement, at 

which “The Joy and Resolution of the British Sailors” is another diversionary 

tactic, celebrated with a little more patriotic trumpeting. “The Engagement” is 

heralded by an extra flat in the key-signature and a canon boom in Bb, which 

descends in semibreves to low F, the lowest note on the instrument, as the 

right-hand runs up and down in a sweep of semiquavers. The significance of 

 

 

 
                                            

 

146 The tune that much impressed Haydn was also adopted by the French, Germans and 
Russians, as their National Anthem. 
147 Whilst these pieces might seem easy to ridicule, audiences still respond warmly to 
them, and having performed both pieces, a number of times, I consider their 
popularity justified.  



Piano Lessons in the English Country House, Chapter 5 

 256 

 

Image 5-22. Title Page of Dussek, Naval Battle, Tatton, MR. 2-5. 27.  

the ultimate notes of the range should be noted in these dramatic pieces, 

when played upon a five-octave piano. There is a passage of broken octaves, 

which is not dissimilar to Kotzwara’s, and a satisfying upward sequence as 

“Admiral Duncan breaks through the Enemy’s Line.” After a dogged passage of 

repeated figuration, coloured by accidentals but refusing to modulate, “The 

Dutch Ships lose some of their Masts”, the crack of which are sounded in wide-

reaching octaves in the bass, and a return to a key signature of two sharps. 

“Their Total Defeat” is celebrated in a long descending scale from top E to 
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 bottom A and then a noisy battery of chords shaken out in both hands to 

record, “Shouts of Victory among the British Sailors”. Next, where Kotzwara 

placed God Save the King, is Dussek’s well arranged Rule Brittannia, 

appropriately commanding the waves of this naval victory, and he summons all 

the pageantry and nationalistic pride needed to make the hearts of player and 

listener swell in patriotic unity.148 As with the Battle of Prague, there is more to 

come, however, and Dussek allows “The Victorious Admiral” to order “his Fleet 

to set Sail for England” to the same bittersweet music that he used before – but 

of course this time, the listener is reminded not only of those left behind at 

home, but of those lost at sea. In a very nicely crafted homage to the Battle of 

Prague, Dussek uses the same idea of languishing slurred pairs of crotchets 

that Kotzwara employed in his “Cries of the Wounded” for “The disabled Ships” 

as they “give Signals of Distress”.  For the finish, Dussek does not quite match 

the somewhat irrelevant but popular Turkish March and final carefree melody 

of Kotzwara, but he, too, manages some rousing passages in 3rds, broken 

3rds, chords and octaves. Unlike Kotzwara, though, he returns from battle, a 

changed character, in a different key from that of the outset, and provides a 

rousing trumpet-like finish in D major. Whilst being far from easy, Admiral 

Duncan does not have quite such lengthy physical challenges as the Battle of 

Prague, and it may prove to be the more acceptable performance piece, in 

concert, if only because it is less performed. 

5.3.2  Pastiche: Latour’s Style Manual 

 At Killerton, there is the largest variation work for the piano within the 

two collections in terms of its breadth of scale:  Jean Tatton Latour’s Imitations 

of twenty-six composers.149 It was written with the addition of a flute 

                                            

 

148 “Amongst the multifarious works of Dr. Arne there is one ‘Rule Britannia,’ which will 
be hailed by Britons with enthusiasm whilst freedom and patriotism exist.” Parke, 
Memoirs, 178. 
149 “Imitations of many of the most eminent professors in twenty six variations on the 
favorite gavot in [the opera of] Achille et Deidamie: for the piano forte with an 
accompaniment for the flute (ad libitum) /composed & dedicated to His Royal Highness 
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accompaniment in three of the variations, using the favourite gavotte in 

Campra’s Achille et Deidamie, for its theme. In addition to showcasing all the 

pianistic technical challenges of his day in this ambitious project, Latour set 

out a comprehensive, stylistic panorama of the most influential composers in 

the early 1800s.150  

Latour was flaunting his own skills by boasting that he could write as well 

as any of the great names of his generation and then surpass them all in his 

final display of self-aggrandisement, in the last variation named for himself 

(Image 5-23). Although it is not a great work, it has a greater scope than 

Clementi’s earlier set of preludes in the style of six composers, and Latour’s 

variations thus hold value for posterity.151 Of Latour, it was said that, “he alone 

has digested it into a complete whole, into a scientific and practical lecture on 

the style of living composers, players, and singers…” 152                                                         

 

                                                                                                                                

 

the Duke of Sussex by T. Latour, pianiste to His Royal Highness the Prince of Wales.” 
Killerton 2.28.B/ C2.19.B.  

Jean Tatton Latour (1766-1840) was court pianist to the Prince of Wales before he 
became George IV, and one time partner with Francis Tatton Latour, in Chappell & Co. 
http://mysite.verizon.net/vzepq31c/musexx/id14.html For further details of the two 
Latours, see Kassler, Science of Music, 679-82. 
150 He registered the work at the Stationers’ Hall: May 18, 1808. 
151 Two Preludes and a Cadenza each, in the styles of: Joseph Haydn, Leopold Kozeluch, 
Wolfgang Amadeus Mozart, Johann Franz Xaver Sterkel, Johann Baptist Vanhal, and 
Muzio Clementi, Muzio Clementi, Musical Characteristics, Op.19, Per Clavicembalo O 
Pianoforte [1787] ed. Roberto Illiano, Opera Omnia, vol. 24 (Bologna: Ut Oprheus 
Edizioni, 2004); ibid. It might be assumed these were to be utilised to introduce 
sonatas by these six composers. 
"*) Richard Mackenzie Bacon, The Quarterly Musical Magazine and Review Volume 3, 
No XI, 369.  
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Image 5-23. Latour, Imitations, Final Variation. Killerton 2.28.B/ C2.19.B. 
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In a review of another of his works, Latour’s Impromptu for the Piano-

Forte, dedicated to Lady Erskine, is described as “a graceful trifle in which the 

author has thrown in the occasional trait of the master…” and the reviewer 

finishes, “This composition is well adapted to juvenile practitioners.”153 As a 

well-respected teacher who had published much useful pedagogical material, it 

is not surprising that his work often went into a number of editions, but 

Imitations is not so suitable for juvenile practitioners, and has some fierce 

technical challenges. The work is found at Killerton, and also at Belton House 

and Charlecote Park, the home of Mary Lucy. In turn, these imitations were not 

without imitations of their own. Mozart’s O Dolce Concento was chosen by 

Louis Jansen as the title and inspiration for his twelve variations.154 Jansen’s 

work is not found in the Tatton or Killerton collections, but  Latour is 

referenced by a reviewer of Jansen’s O Dolce Concento, 

"Probably most of our readers are acquainted with Latour's 
Imitations: the present publication is of a similar nature, but 
far less difficult of execution, and perhaps less successful as 
imitations. 155 

Latour’s variations offered a list of composers of high enough profile to 

be recognisable, and a map of contemporary style: a style and calibre that 

varied more than it had a century earlier. Self-employed composers were 

hugely influenced by the ease of publishing and the necessity of making a 

living, no longer solely under the patronage of church or court. These 

variations are a musical guide to an even greater wealth of repertoire, in the 

collections, that stand as an invaluable piece of evidence of the state of the art 

in the early nineteenth century.  

                                            

 

"*$!The European magazine and London review Volume 65 (January 1814): 139. 

"*%!O Dolce Concento, A Duett for Two Performers on One Piano Forte, Op.11 by Latour 
is at Killerton, 2.28.B/ or C2.19.B and Tatton Park MR. 2-5.15 (vi) See also footnote 
164). Louis Jansen (?1774-1840) was the brother of the respected pianist, Therese 
Jansen Bartolozzi, and by dedicating his sonata Op.6 to her, he was following in the 
august footsteps of Clementi, Dussek and Haydn.  
155 The Gentleman's Magazine Vol. 83, Pt. 2, (1813): 260. Jansen included nine of 
Latour’s composers, including Latour himself, and adds Beethoven, Griffin and a waltz 
for Von Esch. 
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5.4  Lessons Learnt Together 

The term "chamber music" could describe all the music in these 

collections, studied and performed within a music room, and the vast majority 

of repertoire within the collections is to be played with others. Apart from the 

volumes of songs, there many accompanied sonatas. All are written primarily 

for the piano, but some have an optional accompaniment, ad libitum, and 

some are incomplete without the obligato solo part. Elizabeth owned a 

considerable amount of chamber music, for which she had violin, flute, cello 

and other instrumental parts bound into separate volumes for the use of those 

who played with her.156 It is likely that she took part in musical evenings in 

London, with her Egerton cousins, Mary and Wilbraham, at St James Square, 

and the music was naturally left to her when her parents died.  

As has been discussed, an increasing dynamic range matched the 

enlargement of the keyboard by the 1830s, and the composers who arranged 

large-scale works for the piano, used their own skills to imitate orchestral 

textures with the limitation of only four hands. The medium transcends the 

domestic in what it taught arrangers and performers alike, about major 

canonic works and the art of composition. Piano duets were used, in the early 

stages, to encourage sensitivity to others. Able governesses would lighten the 

hours of supervised practice by playing duets with their pupils, who would 

gradually develop more sophisticated listening skills and standards, especially 

when played with their teacher. 

5.4.1  Duets in the Drawing Room 

As early as 1777, in the preface to his duet sonatas, Charles Burney wrote 

fervently of the importance of duet-playing and the advantages to be gained in 

a pupil’s general musicianship, by so-doing. “Besides the Amusement which 

                                            

 

156 Tatton, a run of eight small sets from MR.3-8.5 to MR.3-8.12, mostly for violin, 1st 
and 2nd parts, but including parts for oboe, flute and violoncello, and a further four 
bound volumes, MR.2-5.46 to MR.2-5.49, three for violoncello and one for violin.  
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such experiments will afford”, Burney suggests that they encourage “particular 

attention to Time’, as it will sooner be detected in duet playing, ‘with more 

disagreeable effects”. He also warns that dynamics have to be more carefully 

considered,  

…each Performer should try to discover when he has the 
Principal Melody given to him, or when he is only to 
accompany that Melody; in order, either to make it more 
conspicuous, or merely to enrich its harmony. There is no 
fault in accompanying, so destructive of good melody, taste, 
and expression, as the vanity with which young and ignorant 
Performers are too frequently possessed, of becoming 
Principals, when they are only Subalterns;157 

J.C. Bach may have been circulating his piano sonatas for four hands with 

other accompanied sonatas, Opus 15 and 18, before Burney published his, but 

more serious four-hand music is less common within the collections than the 

transcriptions. The J.C. Bach keyboard duets were published within sets of 

accompanied sonatas, thus a set of six sonatas would provide scope for 

chamber music with a violin accompaniment and also two piano duets. 158 Both 

keyboard and instrumental parts were owned by Elizabeth Sykes who had 

opportunity to play four hand music with her fellow boarders at Mrs Devis’ 

school and possibly with her sister, before Decima married at the end of 1795. 

In addition, she copied music with her cousin, Mary Egerton, whose music 

library, (sold fifty years later), displayed an impressive musical interest, and 

also included Bach sonatas.159 There are pieces from this period for four hands 

on the piano, and for piano and harp; 2 Duetts for two harps or two pianos 

Opus 5, by J.B. Krumpholtz, with a watermark of 1796, has the Secondo part 

only, her partner having presumably retained the Primo part.160 A reverse 

                                            

 

157 Charles Burney, Sonatas or Duets for Two Performers on One Piano Forte or 
Harpsichord, ed. Pieter Minden, Facsimile ed. (Wolfenbuttel & Zurich: Moseler Verlag, 
1988 facsimile of that printed for the author and sold by R. Bremner, [1777-8]). 
Author’s preface. 
158 J.C. Bach, Op.15 & 18, Tatton Park MR. 2-5.6 and  MR. 2-5.26 (iii).  
159 Puttick & Simpson, Catalogue of the Music Library of the late Lady Mark M. Sykes, 
Saturday May 22nd, 1847. Lot 33 of 42 devoted to Piano Forte music, included three 
volumes of “Harpsichord Sonatas by Bach, Gillier, &c.” My thanks to Jeanice Brooks, for 
alerting me to this catalogue. 
160 Tatton Park MR. 2-5.7. 
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example is the manuscript Primo part of a waltz, which Charlotte Lucy Beatrix 

Egerton played with Miss Trafford (Image 5-24), which was probably copied for 

practice, in order to share the printed copy when they met.161 

 

Image 5-24. Manuscript of a Primo duet part , Tatton MR. 2-5. 19.    

At Killerton, Lydia also had duets for harp and piano, by Bossi, Ferrari, 

Hinner and Weippert. As the only daughter, the scarcity of four-hand material 

from Lydia’s youth is not surprising, and a preference for music that privileged 

keyboard and flute, may confirm Henry Hoare’s interest. When she was 

encouraging her own daughters, a publication such as “Le Bocage - A Selection 

of Original French dances to which is added a Military Waltz,” must have been 

particularly useful in teaching the dance steps, the language, and 

                                            

 

161 Tatton, MR. 2-5.19 (vii). See table 4.2. (in my earlier section, 4.6), with my thanks to 
William Drabkin, for his observations.  
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simultaneously providing very easy duets to play with them.162The Instructions 

for the dance appear beneath the Primo part (Image 5-25). 

 

Image 5-25. Dainville, Le Rossignol, from Le Bocage. Killerton, RH 21 B.  

 

                                            

 

162 Killerton RH.21.B. 
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If the ‘Military Air’ was tacked on to the dances by Dainville, the Duo Air 

Militaire. Marseilleuse, by Von Esch (fl.c.1786- 1825), stands alone. Another 

“Favorite Air, Hope told a flattering Tale”, made famous by Mrs Billington with 

Peter Pindar’s English text, was arranged by Wilms (1772-1847) as a piano duet 

with the addition of German flute, and it is not unlikely that the Aclands may 

have played together with Henry Hoare on visits to Mitcham.163   

At Tatton Park, Latour’s A Duett for Two Performers on One Piano Forte, 

op.11, based on “Away with Melancholy” is dedicated to Meilan sisters.164 It has 

an 1802 watermark in the Bland & Weller's Music Warehouse edition, 

suggesting Elizabeth bought it before her marriage, but it is bound in a 

volume with a Mrs Egerton label. There is some dispute about whether the 

theme was Mozart’s aria, first published in 1794 by Longman & Broderip, three 

years after the Magic Flute’s premier in Vienna. Latour seems to have either 

shared the confusion, by publishing another duet on the similar melody 

entitled Dolce Concento, or proved that they were considered independently of 

each other.165  

As a piano duet, “Away with Melancholy” is worth playing for the primo 

player, for the enjoyment of the melody, but it holds little ingenuity as a 

composition for four hands. In the same volume, it is followed by a rare copy 

of P.A. Corri’s, Elysium, a larger-scale piece dedicated to another pair of 

sisters, and Elizabeth Egerton’s signature with an 1810 watermark 

demonstrates that she continued to enjoy duets after her marriage.166 Elysium 

                                            

 

163 Johann Willhelm Wilms (1772-1847) was a Dutch composer of German birth. For the 
reference to the song, see William  Gardiner, Music and Friends; or, Pleasant 
Recollections of a Dilettante (London: 1838), 381. 
164 Tatton, MR. 2-5.15 (vi). See http://mysite.verizon.net/vzepq31c/musexx/id14.html 
for the research on the origins of this very popular melody, variously published as both 
‘Away with Melancholy’ and as Dolce Concento.  
165 Killerton, 2.28.B/ or C2.19.A. Latour, Duett for Two Performers on One Piano Forte, 
Op.11, O Dolce Concento with Variations, (London: Robert Birchall, 1809)  
166 P.A. Corri, “Elysium A Duett, For Two Performers on The Piano Forte, Composed for 
& Dedicated to Miss Fludyer, and Miss Louisa Fludyer The only other copy, according to 
Copac, is the one in the British Library. Philip Antony Corri (1784-1832) was born in 
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is also an example of an original duet imitating the orchestral texture of four-

hand transcriptions, so prevalent had that medium become. 

Chamber music by Pleyel, at Tatton, includes his Grand Duett for 2 

performers on one piano forte.167 Like his other piano duets, he was recycling a 

previous work, and thus doubling its earning capacity; in this case, it was the 

second of the three duets for violin and viola, originally published in 1796 as 

his Opus 44. It sits handsomely as a work for four hands, and offers interest to 

both primo and secondo players.168 A trait of his composition style is the 

creation of an integral companionship, made most obvious in his predilection 

for melodies running together in thirds and sixths, and these harmonic 

pairings are perhaps a synecdoche for the whole. The first movement requires 

a bravura strength and vigour, which belies the idea of two delicate and 

submissive women idly passing their time away.  Another substantial work is 

the “Grand Duet for 2 performers on piano forte by J. N. Hummel, Maître de 

Chapelle to duke of Sax-Weimar,” was revised by the author for the 1824 

edition found at Tatton.169 This serious work, by a highly regarded pupil of 

Mozart, is full of printed dynamic and articulatory indications, and was 

probably owned by Lady Charlotte and her daughter, Emily.170 There is 

fingering, later in the primo part, and the well-worn pages hint that it was well 

liked. It makes even more demands on the players than the Pleyel, consisting 

of a triple time introductory opening movement in F minor (Image 5-27 & 

Image 5-27), followed by an allegro commodo, cadencing in Ab major, 

demanding considerable strength and dexterity in both primo and secondo 

parts.  

                                                                                                                                

 

Edinburgh, son of Domenico Corri, brother-in-law to Dussek, he emigrated to the USA 
in 1817. 
167 Tatton Park MR.2-5.30 (vii). 
168 Parke, Memoirs, 151, relates that Pleyel was given a commission to come to 
England, [December 1791-May 1792] but, “This man, after his arrival, in direct 
violation of his contract, by which he was to receive a thousand pounds, could not be 
satisfied but by an increase of terms !!! His music, however, evinced originality, and 
was productive of great effect.”  
169 Cramer, Addison and Beale’s Plate number 2, suggests it was one of their earliest 
publications. 
170 Tatton, MR.3-8.13 (viii).  
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Image 5-26. Intro. to Hummel, Grand Duet, Secondo. Tatton, MR.3-8.13. 
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Image 5-27. Introduction to Hummel, Grand Duet, Primo Part. 

 

 



Piano Lessons in the English Country House, Chapter 5 

 270 

The second movement is an Andantino sostenuto in the unlikely key of E 

major, followed by a Rondo con Grazia in Ab major.  

Mozart’s sonatas, along with his exquisite Andante & Variations K. 501, 

for four hands, are found within the collected Mozart edition at Killerton and 

they, along with the major work of Dussek, his Grand Overture of c.1796, 

exemplify the finest use of the medium at the end of the eighteenth century.1 

These works, available in modern editions, sit happily in the repertoire of 

duettists to this day.2  

Dussek, Hummel and Pleyel’s dramatic grasp of form and texture lend an 

excitement to performing these works, and the emotional force and dynamic 

range at the disposal of the pianists must have been the more exhilarating to 

girls who were trained to speak and move quietly and with due decorum. This 

unaccustomed physical power was doubled when playing music for four hands, 

and thus not only recollecting the soundscape of a full orchestra, as in duet 

transcriptions, but creating and controlling it. 

5.4.2  the Accompanied Sonata 

In the seventeenth and early eighteenth centuries, London publishers 

could boast of a considerable repertoire of solo sonatas, accompanied by the 

harpsichord in the role of a continuo player. Ronald R. Kidd argues that this 

style did not completely disappear, but continued concurrently with a new style 

of sonata that was emerging from Parisian pianists who swapped the roles, 

giving the obligato keyboard part the solo status.3 Fuller suggests that the mid-

eighteenth century marks the point when, 

…keyboard instruments stepped out of one role and into 
another ! out of the pit and into the limelight, as it were. 

                                            

 

1 Tatton, MR. 2-5.40. 
2 J.C. Bach sonatas for four hands on one keyboard are printed by Edition Peters 
(no.4516), Dussek Sonatas for Piano, Four Hands, A-R Editions. 
3 Ronald R  Kidd, “The Sonata for Keyboard with Violin Accompaniment in England 
(1750-1790)” (Yale University, 1967), 122. 
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And a new role was invented for melody instruments: that of 
accompanist.4 

The hegemony of the female pianist, over the other instrumentalists in 

accompanied works, is raised in my section on Lydia’s Broadwood, in Chapter 

2; Morgan also sees the accompanied sonatas as a metaphor for the woman’s 

agency within the domestic space, 

But accompanied sonatas reach beyond the paradigm of 
balance. In musical rhetoric, the woman keyboardist is not 
simply in a complementary relationship with the male 
accompanist; she is the leader of the ensemble.5 

Bacon confines musical women to the home, but imbues her chamber music 

with noble aims, 

But now [musical] pleasures are chiefly domestic, they are 
enjoyed only by participation; and the framing such around 
of amusement as shall keep as well as win the husband, and 
mould him to that home which is not only to preserve 
affection and to attract a circle, but which is also to cradle 
and nurture their offspring, and to model a society fitted to 
form them, for virtuous and amiable citizens, good sons and 
daughters, good husbands and wives, and, in their turn, 
good fathers and mothers.6 

Whilst the baroque sonatas and concertos of Corelli have been mentioned 

in the Killerton collection, the earliest music, at Tatton, of the new sonata style 

with the keyboard as soloist, is in a volume of works for harpsichord or piano 

with violin accompaniments, probably originating from Sledmere, in a Sykes 

binding. 7 The eighteenth century composers included here, are Paradies 

(1707-91), J.C. Bach (1735-82), Edelmann(1749-94), Schroeter (1752-88), and 

Schobert (d.1767). Johann Samuel Schroeter, according to Burney, was ‘the 

                                            

 

4 David Fuller, "Accompanied Keyboard Music," The Musical Quarterly 60, no. 2 (1974): 
226. 
5 Elizabeth  Morgan, "The Accompanied Sonata and the Domestic Novel in Britain at the 
Turn of the Nineteenth Century," 19th-Century Music 36, no. 2 (2012): 95.  
6 Richard Mackenzie Bacon, Quarterly Musical Magazine & Review vol. 1, (1818): 425. 
7 Tatton Park MR. 2-5.6. 
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first who brought into England the true art of treating [the piano]’8 Schobert, 

who was introduced by Burney in 1766, is represented by Deux Sonate Pour le 

Clavecin avec l’accompagnement de Violon ad Libitum, Opera III and also Trois 

Sinfonies Pour le Clavecin Avec L Accompagnement d’un Violon & deux Cornes 

de Chasse ad Libitum, Oeuvre IX. Fuller observes that Schobert was the 

composer who “set the fashion for slavishly subordinate accompaniments” and 

that he was “the first composer to treat his accompanying instruments like 

inner parts of orchestral textures.”9 Fuller continues to suggest that whilst the 

violin parts are reminiscent of those for second violin, the cellos and horns 

“simply fill in and double.” Fuller’s description of Schobert’s “busy, flashy, 

Mannheim-orchestral style of keyboard-writing”, gives some indication of the 

requirements for a pianist such as Elizabeth, when she inherited these works, 

and possibly played them in the family circle. 10 As a novice in playing with 

others, Elizabeth may have started with Sterkel’s accessible op. 30 and 32.11 

They are bound in a volume with a label of “Miss E. Sykes” and her signature. 

The Opus 30 sonata was reviewed in the Musicalisch-Real Zeitung in 1789,  

No excess of modulation to remote keys, no awkward 
difficulties or neck-breaking passages; but pleasant, flowing 
melody, well-ordered progress and – what is so rarely 
achieved by many of today’s fashionable composers – tonal 
unity characterise these sonatas of Herr Sterkel.12 

If Elizabeth played earlier eighteenth century accompanied works with her 

father or brother on the violin at Sledmere, Lydia, born nearly a decade later, 

was playing Kozeluch (1747-1818), Pleyel (1757-1831), J.C. Bach’s pupil, 

                                            

 

8 Ronald R. Kidd. "Schröter." Grove Music Online. Oxford Music Online. Oxford 
University Press, accessed December 8, 2012, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/43982pg3, quotes 
from:  Abraham Rees, The Cyclopaedia: Or, Universal Dictionary of Arts, Sciences and 
Literature (London: Longman, Hurst, Rees, Orme and Brown, 1819). 
9 Fuller: "Accompanied Keyboard Music," 243-244. 
10 Ibid., 243-4. 
11 Tatton, MR. 2-5. 28 (ii) and (iii), bound after Kozeluch’s Op.40. Johann Franz Xaver 
Sterkel (1750-1817) 
12 Komlós, Katalin.  "The Viennese Keyboard Trio in the 1780s: Sociological Background 
and Contemporary Reception," Music & Letters 68, no. 3 (1987): 229, quoting from 
Musicalisch-Real Zeitung für das Jahr 1789, no.45, 336. 
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Mazzinghi (1765-1844), Latour (1766-1840), and later Saust (1773-c.1858), 

with her father or brother on the flute, at Mitcham Grove. Most extant 

accompanied sonatas at Killerton are furnished with an obligato flute part. The 

46th sonata Opus LXXXVII by Ries (1784-1838) was dedicated to the flautist, 

Charles Saust, whose own variations on Sul Margine d'un Rio, Opus 5, are in 

the collection, but were not published until 1819.13 The Thema with Variations 

for a German Flute and Piano Forte by W. Wilms, and Grand Duetto Notturno 

by Hoffmeister, unusually specify the flute first, but there are some pieces 

where it is optional, such as the New Year’s Eve Divertimento by T.A. Rawlings 

and pieces by Latour: his Sul Margine variations, and the earlier discussed 

Imitations, which employ a flute for a few chosen variations.14  

Pleyel’s Opus 30 has a watermark of 1801in the Killerton copy. The 

renowned Pleyel’s accompanied sonatas, op.14, 21, 25, 29, 30, 31, and 35 are 

also present at Tatton, and demonstrate the new French style of accompanied 

piano sonatas, many bound into volumes with a ‘Miss Sykes’ label, that 

suggest they, too, were used after 1795. Opus 3, 29, and 30 are to be found at 

Killerton. Charles Burney, whilst admitting there had been a rage for the music 

of Pleyel, wondered,  

…whether this ingenious and engaging composer does not 
draw faster from the fountain of his invention than it will 
long bear, and whether his imitations of Haydn and too 
constant use of semitones, and coquetry in rallentandos and 
pauses will not soon be construed into affectation…15   

                                            

 

13 Killerton, 2.19.A, published by the Regent’s Harmonic Institution, which was formed 
but not yet given Royal approval. Also see page 112, footnote 138, in this thesis. 
14 Rawlings and Ries: Killerton 2.19.A. Latour C2.10.A and C.14.B/1.16.B. Hoffmeister, 
Pleyel and Kozeluch are all in C.28.A.  
15  Komlós, Katalin. Fortepianos and Their Music : Germany, Austria, and England, 
1760-1800 (Oxford: Clarendon Press, 1995), 101; Frank Alfred Mercer, ed. Charles 
Burney's a General History of Music : From the Earliest Ages to the Present Period 
(1789) (New York: Dover Publications, 1957). ii 951-2. See also Parke’s comment on 
Pleyel’s originality and effectiveness, page 266 footnote 170 in this chapter, and Rita 
Benton. "Pleyel (i)." Grove Music Online. Oxford Music Online. Oxford University Press, 
accessed June 4, 2010. 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/21940pg1, 
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Perhaps Burney forgot about the shared pleasure in planning such expressive 

niceties, when performing with others, and Pleyel’s huge and widespread 

popularity seems to prove he was responding to demand.  

As will have been noted, English composers feature considerably less often 

than foreign ones within the collections. The prolific Thomas Haigh was a 

friend of Haydn, to whom a set of sonatas is dedicated, and many of his 

sonatas and arrangements of other works are found in both houses.16 Haigh’s 

Opus 21, at Tatton, is an original work, sporting the Prince of Wales’s feathers 

on the titlepage, a not unusual conceit when available to the composer, acting 

like a ‘by appointment’ crest; this is a fairly modest example (Image 5-28). Ten 

of Haigh’s sonatas for piano are found at Tatton, some of which are decorated 

similarly with the three feathers, of varying size, but also a Divertimento which 

has accompaniment for flute and two French horns, and a sonata with violin 

accompaniment which includes, “the favorite Welsh Air sung by Mrs Bland in 

the Cherokee”.17  

                                                                                                                                

 

Benton writes, “The most telling evidence of the appeal of [Pleyel’s] music lies in the 
thousands of manuscript copies that filled the shelves of archives, libraries, churches, 
castles and private homes and in the thousands of editions produced in Europe and 
North America.” 
16 Thomas Haigh, 2nd set of Three Sonatas for piano forte or harpsichord dedicated by 
permission to Dr Haydn, Op.10, (London: Culliford, Rolfe & Barrow), Tatton, MR. 2-5.29 
(iv) 
17 Tatton, MR. 2-5.29 (v) It included “the favorite Welsh Air sung by Mrs Bland in The 
Cherokee.” An opera by Stephen Storace put on by Sheridan at the Theatre Royal, Drury 
Lane in 1784. 
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Image 5-28. Haigh, Titlepage of Sonatas Op. 21, MR.2-5.12. 

Five chamber music works by Matthew Camidge (1764-1844) are found at 

Tatton Park. The subscription list of his publication of Cathedral Music, that I 

found in one of the stacks, names “Sir Mark Masterman Sykes, two copies, Lady 

Sykes and Mrs C. Sykes” and also, “Mrs Egerton, Withinshaw, Cheshire and Miss 

Egerton, Tatton Park”. This was published between 1810 and 1822, so the 

connection between the Sykes’ family and John Camidge may have continued 

into the next generation, derived from lessons or sociable musical evenings in 

the 1790s.18 Matthew Camidge succeeded his father as organist of York 

                                            

 

18 The two copies of Matthew Camidge’s chamber work, The King Op.7, Tatton Park 
MR. 2-5.32 and MR. 2-5.12 (iv). There is no sign of use, despite the inclusion of the 
National Anthem, cleverly woven into the last movement of Sonata 2. His three sonatas 
with favorite airs for piano forte with accompaniments for vl. and vlc., Op.5 were 
dedicated to the Miss Blands, MR. 2-5. 41 and Three Sonatas for the Piano Forte or 
Harpsichord with Accompaniments for vl and vlc dedicated to Miss Franklands, (cello 
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Minster, and also directed oratorios at the York Music Festivals in 1823 and 

1825. Comments in ink, inserted in both copies of his op.7, include quite a few 

markings for tenuto and lentando, but also signs for instrumentation, and a 

few corrections (an F sharp, a G etc.); it would seem that they were added by 

Camidge, when he signed the printed title-pages for the purpose of 

authentication. Nicholas Temperley suggests that his sonatas, mostly 

accompanied by violin and cello, “are among the better English keyboard music 

of their time, solid in craft though in no way original.”19  

There are four pieces at Tatton that require the accompaniment of a pair 

of horns, early enough to have been performed at Sledmere.20 The choice of 

the German horn was quite prevalent, since Handel’s use in the Water Music, 

and a number of Viennese makers settled in London.21 For inclusive music-

making, there are some pieces that enjoy the accompaniment of a tambourine, 

and even the triangle within the Tatton and Killerton collection.22 The diary of 

Mrs Philip Lybbe Powys of Hardwick House, Oxfordshire, contains a description 

of a visit to some newly-weds,  

July 12th.1798  We all went to pay the bridal visit at Culham 
Court, and found Mr. and Mrs. West at home. Were most 

                                                                                                                                

 

part in MR. 2-5-49), and A favourite sonata for the piano forte or harp, Op.8. MR. 2-5. 
16 (v) has Miss Sykes in pencil on the titlepage. His work was also listed in the 
catalogue of Lady Mark M. Sykes’s music in 1847, in Lots 1, 5, 103 & 104. 
19 Nicholas Temperley. "Camidge." Grove Music Online. Oxford Music Online. Oxford 
University Press, accessed July 5, 2013, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/04658pg2 
20 Haigh’s Divertimento for Piano Forte with accompaniment for flute and 2 French 
horns ad lib. MR. 2-5. 32, Dussek’s Grand Military Concerto for the Piano Forte with 
accompaniment ad lib for vl, vla, ob, fl, cl, horns & bass as performed at the Opera 
House Concerts, Op.40: MR.2-5.31 Dussek’s Celebrated Duet, Op.38 as perform’d by 
the Author & Madm. Dussek, Dedicated to Miss Griffith, To which is added an 
Accompaniment for Two French Horns Ad Libitum. As Performed by the Messrs. 
Leanders. MR. 2-5. 15 (x) and Schobert’s Trois Sinfonies Pour le Clavecin Avec L’ 
Accompagnement d’un Violon & deux Cornes de Chasse ad Libitum Oeuvre IX. MR. 2-5. 
6. 
21 For further on the subject, see Stephen Loikith, “The French Horn in Eighteenth 
Century Germany: Its Technique, Physical Development, and Its Influence in the Horn 
Music of England.” (M.Phil. thesis, Brandeis University, 2011). 
22 Clementi’s Waltzes for pf with tambourine & triangle Op.38, and a Turkish march 
within the first of Steibelt’s Op.7 sonatas, at Tatton and The Grand March from the 
Romance of Blue Beard at Killerton 2.28.B/ or C2.19.B 
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highly entertain'd by her playing on the pianoforte, 
accompanied by him on the tambourine.23 

Pieces with tambourine accompaniment offer considerable charm and, as 

recorded above, entertainment for players and listeners alike.24 

Turning from music that is intended for light entertainment, contrapuntal 

music for the piano does, as already mentioned, seem to be conspicuous by its 

absence. The sole pianistic example of a fugue appears to be Cipriani Potter’s 

adaption of Mozart’s Grand Fugue in D for piano duet25 Whilst one might then 

consider that strict counterpoint is therefore seldom encountered in the 

country house, the use of imitation, in the accompanied sonatas and duets is 

certainly present, but employed as a decorative texture rather than a cerebral 

exercise. The Viennese composer, Woelfl’s first sonata from the op.27 set, with 

violin obligato, at Killerton, gives a brief example of the integration of this 

contrapuntal device in the third system (Image 5-29), after an equally brief 

flirtation with hand-crossing. The whole however, is imbued with a yearning 

empfindsamkeit sensibility.26  

                                            

 

23 Powys [Caroline (Girle)] "Mrs. P. L. Powys" 1738-1817. [from old catalog] and Emily J. 
Climenson, Passages from the Diaries of Mrs. Philip Lybbe Powys of Hardwick House, 
Oxon. 1756-1808 (London, New York and Bombay: Longmans, Green, and co., 1899), 
299. 
24 Michael Kelly’s The Grand March from the Romance of Blue Beard Killerton 2.28.B/ or 
C2.19.B, and at Tatton Patk, two by Steibelt, Le Retour du Zephir & Sonata, Op.37 no.1 
and 12 Waltzes for pf with tambourine & triangle op 38. MR. 2-5.15 (ix), MR. 2-5. 16 
(iii), and MR. 2-5.32. 
25 Found in a “New & Correct edition with & without accompaniments, Performed at the 
Concerts Spirituel, Vienna and for the first time in England at the Philharmonic 
Concerts, 1837.” Tatton Park MR. 3-8.13 (x).  
26 Killerton C.12.A. Joseph Woelfl (1773-1812). 
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Image 5-29. Woelfl, opening of Sonata 1, Op.27. Killerton, C.12.A. 

As already established, German and Austrian composers are very 

common within these collections; a good number had settled in England, and 

although the expense may have deterred many from becoming naturalised, 

they had, along with the Royal family, integrated into British cultural life very 

smoothly.27 Like the very popular Ko#eluch, Woelfl brought the Viennese style 

to England.)( At Mitcham Grove, the collected solo works of Haydn and Mozart, 

backed up by Ko#eluch and Woelfl, raise the tone of the whole collection at 

Killerton. Occasionally, the scores have a music-seller’s label to denote 

provenance, and the vast majority are published in England, so the complete 

editions of Mozart and Haydn are the more unusual, in an edition by the 

Leipzig publishing house, Breitkopf & Härtel.29 A letter from Henry Hoare to 

Lydia, in 1819, gives a hint as to how the volumes had crossed war-torn 

Europe at this time, probably piecemeal. 

                                            

 

27 See my earlier comments (section 3.3.2.) and footnote referring to F. Anne M.R. 
Jarvis, “German Musicians in London. 
28 But unlike Ko#eluch, Woelfl actually visited and then moved to England in May 1805.  
29  In 1798 and 1799 Breitkopf & Härtel negotiated with Mozart’s widow Constanze for 
access to some of Mozart's works. The result was the frequently reprinted Oeuvres 
Complettes—17 volumes of scores of vocal and instrumental chamber music published 
between 1798 and 1806 http:/rmc.library.cornell.edu/mozart/print/Early_Editions.htm 
accessed 14 September 2012. Griesinger acted as an intermediary for the Haydn 
collection, commencing a year later than the Mozart one, and published concurrently. 
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At last the Music is come to Light which we have so long 
been in search of, I mean the long lost Copy of Mozart & Mr 
Latrobe’s missing Numbers so that your Copy will now be 
complete as I shall give you the three Numbers which have 
Mr Latrobe’s Name upon them; there is some other Music 
belonging to Latrobe with it. It was found upon emptying 
the Lumber Garrett at Fleet Street & the Account which 
Bryant gives of it is this; that your dear Mother sometime 
previous to her last Illness brought it up and left it in a 
green Bag to be left till called for by some old French 
Gentleman as Bryant expresses herself, but which Mr 
Latrobe would not wish to be called as he has an utter 
Horror of a Frenchman, but I don’t find that he called. Bryant 
says that She has mentioned the subject to me two or three 
Times but I never thought of opening the Bag: we will look it 
over when you are at Mitcham unless Mr Latrobe should call 
in the mean time, as there are two or three Pieces still 
belonging to Him.30 

 In addition to giving the impression that this was the only volume 

missing from her run of Mozart, it gives a provenance to the Latrobe anthems 

in her collection.31 The musical interest that father and daughter shared in her 

childhood obviously continued throughout their lives. Viennese music was 

available in English editions, and the emerging piano trio was a particularly 

fecund field. Whilst there are arrangements of Haydn symphonies at Killerton, 

there are also a number of sets of his accompanied sonatas at Tatton: Haydn’s 

Opus 40, 70, 71, & 73, the last of which was dedicated to Rebecca Schroeter.32  

                                            

 

30 DRO, 1148m add/36/343. 23rd March 1819. 
31 For further on Latrobe, see Rachel Cowgill, "The Papers of C.I. Latrobe: New Light on 
Musicians, Music and the Christian Family in Late Eighteenth-Century England" in David 
Wyn Jones, ed., Music in Eighteenth-Century Britain (Ashgate, 2000), 234-258. Cowgill 
suggests in her first footnote, (p. 234) that Latrobe, despite his Huguenot great 
grandfather, disliked the French pronunciation of his name owing to his horror at the 
French Revolution and antipathy to Napoleon. She quotes one of his brothers, Jan 1807 
Correspondence and Miscellaneous papers of Benjamin Henry Latrobe, who described 
him as "a thoroughbred Englishman! and a Pittite with a vengeance." C.23.A,  C.24.A 
and C.25.A all consist of Latrobe’s Anthems. 
32 For further on Haydn’s previous development into the early piano trio, its textures, 
forms and variety, see  Komlós, Katalin. "Haydn's Keyboard Trios Hob. Xv: 5-17: 
Interaction between Texture and Form," Studia Musicologica Academiae Scientiarum 
Hungaricae 28, no. 1/4 (1986). Rebecca Schroeter (1751-1826) was the pianist widow 
of the composer, and close friend of Haydn when he visited London. 
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Haydn’s piano trios have been undervalued, in part because 
of the great distance between their original generic identity 
and today’s conceptions. 18th-century keyboard trios (like 
violin sonatas) were understood as ‘accompanied sonatas’: 
the keyboard dominates, the cello mainly doubles the left 
hand of the piano in a pitch-class sense, and even the violin 
is generally more accompanimental than soloistic, although 
it often receives sustained melodies in second themes, slow 
movements, minuet trios and rondo episodes. Nevertheless 
the strings are essential, for integration of the texture, tone 
colour and rhythmic definition.33 

It is essential to keep in mind the sonority of the piano at this time. These trios 

were planned with a modest solo keyboard in mind, and the other instruments 

were present to lightly reinforce and enhance it, as described above. Speaking 

of Mozart and the Viennese fortepiano, John Irving suggests that it is best 

regarded as, “the unique imaginative response of a genius to the particular 

physical characteristics of the pianos of his day and their sound-world …” 34  

Mozart and Haydn feature in one of Princess Charlotte’s letters; from 

Lower Lodge, Windsor, on the 23rd December 1812, the daughter of the Prince 

of Wales wrote, with her usual idiosyncratic spellings, 

I apply to reading & musick more than ever, & am fonder of 
it. I play a great deal of Haydon’s [sic] musick and Mozart’s 
for piano and accompaniments. Col. Taylor comes generally 
every Sunday [evening] & brings his violinchello [sic], so that 
together with the Griesbachs, we make up a tolerable 
concert. His brother is coming here Friday for some days & 
he plays remarkably well the violin, so that he will be an 
addition.35  

In addition to her predilection for the Viennese masters, it is of interest that 

Princess Charlotte specially mentioned the need to practise her accompanied 

                                            

 

33 James Webster and Georg Feder. "Haydn, Joseph." Grove Music Online. Oxford Music 
Online. Oxford University Press, accessed September 24, 2012, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/44593 
34 John Irving, Understanding Mozart's Piano Sonatas (Farnham: Ashgate, 2010), 116.  
35 Arthur Aspinall, Letters of the Princess Charlotte, 1811-1817. Edited by A. Aspinall. 
[with Plates, Including Portraits.] (London: Home & Van Thal, 1949), 45. Lieut. General 
Sir Herbert Taylor was Private Secretary to George III, 1805, to Queen Charlotte, 1812-
18 and to William IV, 1830-37. For further on the Griesbach family of musicians, see:  
Jarvis, “The Community of German Migrant Musicians'.  
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sonatas, by which she means the generally musically demanding piano parts to 

which the Taylors and the professional Griesbachs would take the 

accompanying role. Whilst domestic music-making would have furnished the 

family with much entertainment, it would also have promoted evident familial, 

as well as social solidarity. An entry in Wilbraham Egerton’s account book for 

the 31st January 1831 shows that Charlotte was also provided with a 

professional to accompany her, whether for practice or for a private 

performance is not clear: “Mr Seller [?] for accompanying Charlotte on the 

flute.”36 There are no diaries or letters like Princess Charlotte’s offering direct 

descriptions of musical evenings at either Killerton or Tatton but, as suggested 

above, there was plenty of music performed for a chamber trio when Elizabeth 

and Lydia were girls. That for piano with flute was more prevalent at Mitcham 

Grove, whilst Pleyel and Dussek with violin and bass accompaniment feature 

heavily at Tatton.  

Before she married, Lydia had one volume entirely devoted to Ko#eluch 

and another that was shared with Pleyel.37 After she married, whilst she and 

Thomas were in Vienna in 1814, entries in Thomas’s diary record their interest 

in the Viennese piano, in addition to her attendance at the Streichers’ 

workshop, it included “a concert of 20 pianofortès [sic] played by 40 orphans”, 

to entertain royalty, but on the 15th November, Thomas recorded “A daughter 

of Ko#eluch’s married to an advocat”, and recorded that he heard “the little 

lady play as well as before”. 38 This would have been Catherina Cibbini-Ko#eluch 

(1785-1858), just one year older than Lydia, who after her lessons with her 

father and Clementi, gave her debut in Vienna in 1805. Schilling described her 

as “among the most exquisite lady pianists of the capital Vienna”.39 It seems 

                                            

 

36 Wilbraham’s Account book for 1831, Cheshire Archives & Local Studies 
DET/3229/11. 
37 At Killerton his opus nos. are Op.21: 2.27.B, Op.23: 2.37.B, Op.34: 2.27.B, Op.37, 
Op.40, and Op.41: 2.37.B, & Op.43: 2.16.A, accompanied sonatas and Op.30: 2 37 B 
for solo piano, each work consists of three sonatas. 
38 DRO S 1148/M14/8. Diary from October to November 18th. 
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likely that Lydia would have revisited Ko#eluch’s sonatas on returning home, 

with renewed interest. 

Ko#eluch was almost as popular with Elizabeth Sykes, who owned La 

Chasse, Op.5, The Siege of Valenciennes, and four sets of Ko#eluch’s 

accompanied sonatas.40 Christopher Hogwood points out that during the last 

quarter of the eighteenth century, Ko#eluch’s merits were well applauded and 

he calls upon a wide diversity of favourable contemporary opinions, in the 

introduction to his edition of the complete piano sonatas.41 Writing to Robert 

Birchall, his London publisher, Ko#eluch gave useful information on the 

performance of his accompanied sonatas, “I have composed them in such a 

way that they are complete when played on the pianoforte alone…”. 42 

Hogwood relates that both Charles Burney and his daughter, Susan, enthused 

about Ko#eluch’s music; Susan Burney remembers that at first the composer 

was “barely tolerated,”  

! and now Kozeluch alone seems to be perfectly enjoyed ! 
I who admire him beyond All other P:Forte Composers am 
nevertheless vexed at a predilection pushed so far, as 
almost entirely to set aside all other composers ! even the 
great Haydn himself !43 

Katalin Komlós quotes a couple of Viennnese journals in describing popular 

music of its time and Ko#eluch’s influence, “it seems that he has no small share 

                                                                                                                                

 

39 Rosario Marciano, et al. "Cibbini-Ko#eluch, Catherina." Grove Music Online. Oxford 
Music Online. Oxford University Press, accessed August 15, 2012, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/2019991.15-08-
2012. 
40 At Tatton, Ko#eluch’s Op.21: MR.2-5.13.(iii), Op.23: MR.2-5.29.(vii). Op.40: MR.2-
5.28.(i) & Op.43: MR.2-5.12.(ii), and La Chasse: MR. 2-4.42, and The Siege of 
Valenciennes: MR. 2-5.29(viii). 
41 Christopher Hogwood, ed. Ko"eluch - Complete Sonatas for Keyboard, 4 vols. (Praha: 
Barenreiter, 2010), vii-x. 
42 Ibid., x, Hogwood is quoting from a letter from Vienna, 22 November 1817. (ÖNB 
Autogr. 355/50-2). 
43 From her Journal Letter Entry for 17th October 1789, Olleson, 229. 
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in the reformation of taste in keyboard music.”44 Hogwood concludes that 

Ko#eluch’s sonatas are,  

in the true sense, ‘classics – that is to say, ‘models for 
imitation and study’ – and display to perfection precisely 
those features that theorists required of a sonata at the end 
of the 18th century.45  

The number of sonatas by Ko#eluch within both collections, suggests a 

genuine enjoyment of his music. It could be said that the two collections of 

piano solos, duets, accompanied sonatas, and other chamber works at Tatton 

Park and Killerton, that display to perfection precisely those features required 

of chamber music, are also classic models for imitation and study. Hearing 

some of this music in the music rooms at Tatton and Killerton brings it alive 

again. These works give us insight into the significance of sociability within 

domestic piano performance, at the end of the eighteenth and into the first 

half of the nineteenth century. 

                                            

 

44 Komlós, Katalin, "The Viennese Keyboard Trio in the 1780s: Sociological Background 
and Contemporary Reception," 222-3, quoting from Journal des Luxus und der Moden 
(1788), 230, and Jarbuch der Tonkust von Wien und Prag (1796), 34. 
45 Hogwood, ed., viii-ix. He supports this with Kollmann’s requirements for a sonata, as 
expounded in Kollmann, Essay on Practical Musical Composition, 9. 
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Conclusion 

For my study of piano lessons in the English country house, I have had 

the rare opportunity of free access to two remarkable and largely un-

investigated collections of music, in their original locus. In addition to this 

considerable body of material, I have brought together a range of further 

sources to support and contextualise my findings to provide a fuller account of 

the music and its use at this time. The period in which the majority of the 

music at Killerton House and Tatton Park was published (from about 1785 to 

1845) has not been generally lauded for English music, and yet interest, 

particularly in keyboard music, was thriving.  

Although the collections include vocal works, operas, oratorios, and 

symphonies, my main intention was always to focus on the publications for 

keyboard and, in particular, those lessons in gaining the skills and displaying 

the attributes of the most fashionable Piano Forte. However, as I put this music 

into its social context, I realised it was also necessary to see the two families 

within a wider context. This led to examination of further memoirs and diaries 

and this variety of sources convinced me, not only of the importance of music 

in the lives of girls and women, but more broadly as a significant driver within 

domestic life of this period. Music prompted sociability on many levels and, 

particularly for women who studied the piano, it widened their vision, skill and 

confidence. Thus it emerged as a gender-related study. As scores for the harp 

and organ are also present in the two representative collections, a rounded 

discussion of female musical education of the time required consideration of 

all their instruments, along with the accompanying ones that the men of the 

families studied and enjoyed.  

Thus, the collections were the starting-point for this thesis, leading not to 

a single question, but to a more multi-layered approach as I investigated not 

only the substantial body of music, but also the families who owned these 

works and the two English country houses in which they used them. The 

keyboard repertoire posed a number of different questions on the nature of 

piano music at this time and how it was learnt and performed by women in the 

English country house. I believe the case-studies of the women of Tatton Park 
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and Killerton House, who started music lessons as girls, are not atypical. As 

delineated, the piano was indeed a vital element within a musical upbringing, 

both within and beyond these two families; it can now be stated that for many 

women it remained so after marriage.  

Throughout my research, a picture emerges of music as integral to the 

lives of families in the period 1785-1845. Richard Taruskin refers to the work 

of sociologist of art, Howard Becker, who claims that art-work, like all human 

activity involves collaboration, “the ensemble of agents and social relations 

that it takes to produce works of art”, and Taruskin then quotes Trollope who 

referred, in his autobiography, to the porter who provided his coffee without 

fail and thus enabled the literary work to be achieved.1 As has been 

exemplified, lessons at the piano entailed parents paying for the instrument, 

the musical scores and the tutors. These lessons identified women as 

belonging to the educated and accomplished elite and, like other learnt 

accomplishments, such as posture and linguistic accent, enabled confident 

social interaction. More than this, what began as a discipline might grow into a 

means of freedom. For both Elizabeth Egerton and Lydia Acland, the main 

protagonists in this study, music was a lifelong means of expression, and 

provided an autonomy that was perhaps curtailed elsewhere in their lives. 

In addition to revealing actual examples of their previously disregarded 

repertoire, this research has also “unlocked” some of the instruments owned 

by the Aclands and the Egertons. Whilst the musical instruments they bought 

might be seen, in common with their furniture, paintings and china, as further 

identifiers of aristocratic wealth and taste, pianos were also regularly used and 

often hired when away from the country house, because they were an essential 

component in women’s daily lives. Some of my research is proving useful to 

the National Trust in revealing information on the instruments and who 

purchased and hired them, but more is yet to be achieved in ‘dressing’ the 

                                            

 

1 Richard Taruskin, Music in the Seventeenth and Eighteenth Centuries, The Oxford 
History of Western Music (Oxford; New York: Oxford University Press, 2010), 
introduction xviii-xix, in which he refers to: Howard Saul Becker, Art Worlds (Berkeley: 
University of California Press, 1982), and: Anthony Trollope, An Autobiography, 
(Newcastle: Cambridge Scholars Publishing), 137. 
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music rooms, for the ears as well as the eyes.  The four short films I project-

managed at Tatton Park, in the summer of 2013, are a step in that direction 

and it might be hoped that similar work may be supported in other British 

country houses.2 Music is welcomed within many venues that are open to the 

public but, so often, it is incompatible with the period of the setting.   

Whilst there is mostly a lack of detailed information on the teachers 

employed by the Hoares, Aclands, Sykeses and Egertons, their children’s 

instruction books, early teaching material, and surviving repertoire is extant. I 

have investigated this material, here, for the first time, uncovering plentiful 

evidence of their choices of musical publications and their initial training in 

finger-technique. Taking a wider look at the elementary musical studies of 

others has given a context for the lessons of Elizabeth, Lydia and their 

children.  

One of my unexpected discoveries was how frequently preludes were 

included in teaching manuals. This became particularly relevant when I was 

able to couple the practice with the proof that Elizabeth Sykes Egerton actually 

improvised upon the chord sequences that I recognised, within William Dance’s 

Preludes. The evidence of the practice of preluding has potential for a 

considerable impact on the keyboard lessons we give today. To regain this skill 

can only enhance harmonic understanding and offer a closer identification with 

the piano sonatas written either side of 1800. Girls were not unwilling to learn 

the science of music, as is shown by their manuscript books, yet this has 

mostly been presented as a male interest only, in previous studies.3 The solid 

basis offered by the study of the works of Handel, within both collections, is 

undeniable, and offers a stylistic ground for their aural imaginations. The 

handwritten ornamentation, which both Elizabeth and Lydia inscribed within 

                                            

 

2 Directed by Jeanice Brooks, as cited on page 1, Footnote 2. 
3 I particularly refer to those Birchall manuscript books of Elizabeth Sykes and Mary 
Egerton, at Tatton Park, (MR.2-4.32 & 33 plus the unbound and un-catalogued one) 
and Lady Erskine’s similar pair of vocal works and full scores. (Killerton, RH.15.B and 
R.H.16.B.) 
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much of their music, exemplifies the practice of creative interpretation from 

the earliest lessons.  

The music in these two collections offers a generous sample of the main 

influences on keyboard music at this time. It is clear that music of past 

generations was far from being forgotten, and that women not only copied it 

into their manuscript books, but also listened to it and sang and played it. In 

combination with their singing lessons and exposure to vocal performances, I 

would suggest that their pianistic style was persuasively melodic, with an 

emphasis on cantabile tone. They familiarised themselves with larger-scale 

works in piano arrangements that were often for four hands, and the effect of 

Italian opera on keyboard repertoire was considerable. Melodic composition 

was impressive in its fecundity, and composers were exercised in presenting 

popular vocal works in varied and virtuosic pianistic guises for the English 

audience who delighted in ‘good tunes’. Operatic song was not the only 

influential vocal style that is exemplified in these collections, however; the 

Scottish folk-melody was hugely potent, and became a ubiquitous feature in 

solo piano variations, rondos and fantasias, but also, more unexpectedly, 

inserted into chamber works by composers great and small. Composers such 

as Dussek, Ko#eluch and Pleyel have re-emerged in recent years, and 

increasing numbers of recordings with the appropriate instruments 

demonstrate that their scope is deeper than immediate charm and pianistic 

colour, although both are handsomely present.  

 Piano transcriptions of large-scale works have been largely disregarded 

over the last century, but they demonstrate the calibre of the musical 

education that girls received in the late eighteenth and early nineteenth 

centuries. They had a twofold benefit in enhancing the appreciation of the 

operatic and concert performances, as they prepared the listener in advance 

and also consolidated familiarity thereafter, enabling some ownership of the 

material therein. Despite the availability of recordings today, it is a practice 

that can continue to be pedagogically useful, particularly in the many 

arrangements of four hands at the keyboard. Scores of arrangements had a 

major influence on enjoyment of orchestral, sacred and operatic works, and 

transported and disseminated metropolitan culture into the country house.  
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The many diaries and memoirs of women from outside the Hoare, Sykes, 

Acland and Egerton families that I have consulted, in addition to the collections 

at Killerton and Tatton Park, confirm that music at home was also a vital 

element in the entertainment of an evening, whether in town or country. As 

with piano transcriptions, neither should accompanied sonatas be 

underestimated; it was their very format, with the easier parts for the flute or 

violin and cello, usually played by the men, that enabled their performance to 

enhance sociable music-making. For the pianist, these sonatas exercised her 

technique and listening skills, and encouraged the discussion of expression 

and interpretation. Musical nuance could not be unconsidered, left to chance 

or instinct, when playing with others. It was also the pianist who mainly 

provided the music for dancing, that was often another integral feature of an 

evening with guests. 

There remains much further research to be done, in order to build upon 

the findings of this thesis, which will include looking at more collections, 

examining the relationship between domestic music and Sunday observance, 

and whilst further research might be of interest, in examining individual 

fingering and dynamic pencil-markings where they exist, I would like to look 

more widely at the history and the art of preluding, in addition to further study 

and performance of music for four hands.  

Private concerts, as McVeigh has shown, were not necessarily small 

affairs, and performances in the music rooms of town and country houses, 

whether to a select audience of family members or to one of about a hundred 

guests, were not always in such private spaces.4 The Georgian country house 

was not silent; this is a period when music-making amongst the elite class in 

England was thriving. They frequently attended social occasions that included 

music, in which they participated intelligently, both as auditors and as players. 

In addition to appreciation of past styles, and the formation of a canon of 

major works, there was a huge appetite for new music in the drawing room.  

                                            

 

4 McVeigh, Concert Life, 45,47,172 etc. 
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Women’s piano lessons fitted them for a musical practice that was far from 

inferior, and I promote their lessons as of value to present-day teachers. There 

is more work to be done on some of the neglected composers of this period, 

both on their position in society, and in their not insubstantial oeuvres. Their 

music lent an aural distinction to complement the visual delights of an English 

Country House, and I hope that my research might be persuasive in promoting 

a real interest in the use of appropriate music by the heritage sector in the 

future.  
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Appendix 1. The Broadwood Grand of 1802, serial number 2355, at 
Killerton House. Conservation report by David P. Hunt. December 1995.1  

 

The grand pianoforte at Killerton was found by the National Trust in 1994. It 

was examined and, consequently, a report was supplied by David P. Hunt in 

the December of that year. He discussed the two possible courses: “to 

conserve the piano as a historical artifact or to restore it into working order. 

Restoration, however careful, is an irreversible process, whereas a decision to 

conserve only would not preclude restoration to working order at some further 

date…” 

Andrew Garrett, advisor to the National Trust, favored conservation and not 

restoration, and in an email sent to me in 2011, he wrote, 

“After its discovery under the roof of an outbuilding in 1994 and the 

tremendous excitement of realizing that years of environmentally malign 

surroundings but wonderfully benign neglect had left it in distressed but 

otherwise almost perfectly original condition, David Hunt and I were finally 

able to convince all those concerned that, after no more than minimal cleaning 

for its presentable display, it was in exactly this state that it should be 

conserved.” 

 

 

                                            

 

1 I am thankful to Jeremy Pearson, curator at the National Trust until 2013, for a copy 
of this report. 
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Appendix 2.                                                                                 
Specifications & costs for work on the Killerton House Organ, made by 
Robert Gray in 1805/6, as of July 1900. 

  

The specifications pertain today, as listed below within a letter, by Henry Dyer 

& Son of London, who rebuilt the organ in 1901. 1 

Swell Organ 

Great Organ | C-G (g..d?) Voilou Diapason (new) 

open diapason ? | CC to G Lieblick Gedact (new) 

Stopt Diapason CC to G | | CC to G Octave Gamba (new) 

Dulciana C to G (Generl?) | C to G oboe (new) 

Flute C to G 

principal CC to G 

Fifteenth CC to G 

Pedal Organ Bourdon 16ft CCC to G, 20 notes 

3 - Couplers (Swell to Great) “great to Pedal.” “Swell to Pedal” 

To constructing and building two manual organ with seperate blowing feed as 
driven by Electric Motor, erected and completed at Killerton as per estimate 
£200 

To extra work in trunking through altering position of organ. 

To fitting up separate hand blowing feeder To taking out front pipes cleaning 
and for repairing same. and regilding and lacquering down. ref..ing etc 

To Repairs to case work making & carving. 9 canopy drops for the same and 
gilding. 

To extra visit to complete instrument and cleaning case work. £18.10 

£218.10.0 received on account £143.  

 

                                            

 

1 Devon Record Office 1148/M 18/9, a letter from the organ builder, H. Davey to Sir 
Charles Thomas Dyke Acland 12th Bt. (1842-1919). 



Appendix 2 

 296 

 



  Appendix 3  

 297   

Appendix 3. 
A Select List of Preceptors from 1771-1815, covering the period when 
Elizabeth Sykes and Lydia Hoare were learning to play the keyboard. 

Date Author Title & Publisher 

1771 Miller, Edward Institutes of Music, or Easy Instructions 
for the Harpsichord. Longman & 
Broderip 

1778-9 Bemetzrieder, A. Made Easy to Every Capacity, in a Series of 
Dialogues; … for the Harpsichord…So Little 
Difficult That Any Person May ... Play Well; 
Become a Thorough Proficient in the 
Principles of Harmony; and Will Compose 
Music ... In Less That a Twelve Month. R. 
Ayre & G. Moore,  

1783 Bemetzrieder, A. New Lessons for the hpschd ... a self-
learning manual …without the help of a 
Master, London: Printed for and sold by 
the author. 

1790 c. Malme, George A Sett of Practical Essays for the hpschd 
or Piano Forte. Published for the author. 

1790 c. Young/Gunn, Ann Elements of Music and fingering the 
harpsichord. Edinburgh: Corri & 
Sutherland, etc,  

1790 Barthélemon A New Tutor for Hpschd or Piano Forte. 
Printed for the Author 

1792 c. Callcott, T.W. Callcott’s Explanation of the Notes, 
Marks, Words, &c. used in Music. 
Published for the author. 

[1794] Broderip, Robert Plain & Easy Instructions. Longman & 
Broderip. 

[1794] Camidge, Matthew 
 

Instructions for the pf or hpschd & 8 
sonatinas … Longman and Broderip 26 
Cheapside & 13 Haymarket, from M. 
Camidge & Knapton, Blake St., York. 

[1794] Parsons The Elements of Music for the 
Harpsichord or Piano Forte, Etc. London: 
the Author, 

1795 c. Hullmandel,N.J. Principles of Music  op XII. London 
1795? Kollmann, A.F.C.  The First Beginning on the Piano Forte. 

London and Edinburgh: Corri, Du 
ssek & Co., for the Author. 

1796 Dussek Instructions on the Art of Playing pf or 
hpschd - A ‘compleat’ treatise. Corri 
Dussek & Co 

[1796] Sharp, F. New Guida di Musica. Preston & Son 
1796 WM 

1796/1801 Dale, J. Introduction to the Piano Forte, 
Harpsichord or Organ in 4 books. Op 
XII. Printed for and sold by the Author. 

1797/8 Mazzinghi Tiro Musicus, a Complete Instrruction. G. 
Goulding. 
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[1797] Attwood,  Easy Progressive Lessons fingered for 
Young Beginners on the Piano Forte or 
Harpsichord. Longman & Broderip. 

[1798] Danby, John. La Guida Della Musica. Printed for G. 
Smart 

1801c. Clementi Introduction to the Art of Playing on the 
Piano Forte… 
Clementi, Bangor, Hyde, Collard & Davis 

[1804] Moller, John 
Christopher 

A Compleat Book of Instructions for the 
Piano Forte, Hpschd. or Organ. London: 
J. Cooper,  

[1809] J.Jousse The Piano Forte made Easy - 2nd   
edition. 1st edition Chawton House. 5 
improved 5th editions in COPAC mostly 
[1817], and one 15th edition of 1837.     

[1810] Hook Guida di Musica Op.37.Dublin: T. 
Cooke& Cos, 1810 WM. 

[1812] Cramer Instructions for the Piano Forte. London: 
S. Chappell. BL. 1812 WM. 

[1815] Coggins, Joseph The Governess’s Musical Assistant. 
Goulding, D'Almaine, Potter & Co.,  
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Handlist of Keyboard Music at Tatton Park  

The majority of the extant keyboard music at Tatton Park is preserved in 
compilation volumes, in which separately purchased prints may be bound 
together with other items of keyboard music, or mixed with prints of other 
genres such as song.  This handlist provides information about the compilation 
volumes and the keyboard music they contain, to supplement the shelfmarks 
supplied in references to the thesis.  It is not a comprehensive catalogue of the 
collection, and does not contain information on genres other than keyboard 
music.  

Almost all the musical publications in the collections are bound into half-
leather volumes, with gold tooling and marbled boards. There are some 
matching bindings, forming sets, indicating provenance or ownership, but the 
juxtaposition of works within the volumes is fairly random. Not all have 
ownership labels on the front, but where there are titles for the volume, or 
marks of identification, they are noted. All publishers are based in London 
unless indicated otherwise. Dates have been widely sourced and checked, but 
some inevitably remain approximate.   

Both houses have a considerable number of bound volumes of the first major 
Handel edition by Arnold, in which Henry Hoare and William Egerton are both 
named in the lists of subscribers.  

Tatton Park: Bound Volumes of Music  

Shelf no. MR 2-5.6 

This is a late eighteenth century collection, possibly bought by Sir Christopher 

Sykes of Sledmere from the premises of the publisher, James Blundell (brother-

in-law to John Welcker, and successor to Welcker’s widow). The faded marbled 

cover is missing an ownership label, but the olive green spine is entitled, 

‘Bach, Edelmann, Paradies, Schobert, Schroeter’. Despite the inscription, "Miss 

E. Sykes", on title page, the dates and prevalence of the violin accompaniments 

suggest that the volume was used by her father, when Elizabeth was still an 

infant.  

Bach, J.C. Four Sonatas and Two Duetts for the Harpsichord or Piano Forte with 
an Accompanyment for a German Flute or Violin Composed by John Christian 
Bach Music Master to Her Majesty and the Royal Family, Opera 18 : for the 
proprietor, Charles Rennet at Welcker’s Music Shop, [before 1778]. 

Edelmann, Signor. Two Sonatas for the Harpsichord or Piano Forte with an 
Accompaniment for a Violin Composed by the celebrated Mr Edelmann Op. 7 : J. 
Blundell, [1778-82]. 
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Edelmann, Signor. Six sonatas for the harpsichord or piano forte, with an 
accompaniment for a violin : J. Blundell, [1778-82]. 

Paradies, Domenico. A Favorite Concerto for the Organ or Harpsichord with 
Instrumental Parts… : Welcker, [1768-70?]. 

Schobert, Johann. Deux Sonates Pour le Clavecin avec l’accompagnement de 
Violon ad Libitum Par Mr Schobert Opera III. : R. Bremner, [1763-1789].  

Schroeter, Johann Samuel. Six Concertos for the Harpsichord or Piano Forte, 
with Accompanyments for Two Violins, a Tenor and Bass … Opera V : W. 
Napier, [1778-85]. 

Shelf no. MR 2-5-7  

Labelled, ‘Songs & Glees’, the binding, like those of 2-5-8, & 2-5-9 and 2-5-38, 

dates from when Elizabeth Sykes was at school in London. Labelled in red, on a 

tan spine, it has a WM of 1796, and includes 3 instrumental works. 

Dussek, Sophia. The New German Waltz. adapted as a Rondo for the Harp or 
Piano Forte, by Madam Dussek. Corri, Dussek & Co. [before 1801]. 

Dussek, Jan.Ladislav. Viotti’s Favorite Pollacca, Sung by Sigra. Banti, At the 
King’s Theatre Haymarket, Arranged as a Rondo for the Piano-Forte, Corri, 
Dussek & Co. [1794]. 

Krumpholtz, Johann Baptist. Two Duetts for Two Harps or Two Piano Fortes… 
Opera 5, Secondo part only : Longman and Broderip. [c.1790]. 

Shelf no. MR 2-5.9 

Labelled, ‘Arne, Mazzinghi, &c.’, this has a similar ‘Elizabeth Sykes’ binding to 

MR.2-5.7, above, with a 1794 WM on the back endpaper.  

Arne, Thomas Augustine. Six Favourite Concertos, for the Organ, Harpsichord, 
or Piano Forte with Instrumental Parts, for Public and Private Concerts. 
Composed by the late Thomas Augustine Arne, Mus D. The print of Arne is 
dated, ‘June 1793’ : Harrison & Co., [1793]. 

Mazzinghi, Joseph. The Siege of Bangalore Perform’d at the Professional 
Concert Hanover Square, for the Piano Forte, with an Accompanyment for a 
German Flute or Violin Composed & humbly Dedicated To Lady Pole… Op. 8 : 
G. Goulding, [1792?]. 

Pleyel, Ignaz. A Favorite Quartetto From I. Pleyel Op. 1. Adapted for the 
Harpsichord or Piano Forte With a Violin Accompanyment By Natale Corri :  
Edinburgh, Corri & Co, [c.1795]. 
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Mazzinghi, Joseph. Three Sonatas, for the Piano Forte With an Accompanyment 
for a Violin or Flute Composed and Humbly Inscribed to The Right Honorable 
Vicount Hampden... Op. 9. In this set are introduced several favorite Airs : G. 
Goulding, [1795?]. 

Mazzinghi, Joseph. Three Sonatas for the Piano Forte With an Accompanyment 
for the Violin or German Flute Composed and Humbly Dedicated To Mrs. 
Concannon… Op. 10 : G. Goulding, [1795?]. 

Giornovichi, Giovanni Mane. A Favorite Rondo Composed (and arranged by 
particular desire) for the Piano Forte or Harpsichord, with an Accompaniment 
for a Violin By Mr. Giornovichi : Longman & Broderip, [1795]. 

Shelf no. MR 2-5.11 

Labelled on the front, ‘Piano Forte Music & Songs, Miss E. Sykes’; the spine is 

entitled, ‘Piano Forte music’. It carries a Flack paper binders’ label and a WM of 

1797 on the back endpaper.  

Pleyel, Ignace. Three Original Sonatas In which are Introduced the Favorite Airs 
of ‘Whither my Love ah whither art thou gone’, &c.; ‘I thought our quarrels 
ended and set my heart at ease’, &c.; ‘When to Nina hapless Maid Her’, &c.; 
‘Oh send Lewis Gordon hame, and the Lad I’, &c.; ‘Hope told a flattering Tale, 
that’ &c. with an Accompaniment for a Violin & Bass either Obligato or Ad 
Libitum : Corri, Dussek & Co, [1793].  

Haydn, Joseph. Trois Sonates pour le Piano-Forte Avec Accompagnement de 
Violon & Violoncello, par Joseph Haydn. Dr. Mus. Op. 70 : Preston & Son, 
[1795]. 

Dance, William. Three Lesssons for the Piano Forte, with an Accompanyment 
for a Violin, and Eight Preludes in different Keys, composed & respectfully 
inscribed to Miss Townsend… Opera Terza : Dale, [original Longman & Broderip 
edition was 1790]. Miss E. Sykes signature in ink. 

Dussek, J.L. Within a Mile of Edinburgh Town; A Scotch Song with Variations for 
the Piano Forte or Harpsichord : Corri, Dussek & Co, [1793]. 

Fischer, Johann Christian. Old Favorite Air Dulce Domum, With The Variations, 
as Composed & Performed by J.C. Fischer, Musician to their Majesties; Adapted 
for the Harpsichord or Piano –Forte by J.B. Cramer : printed for Mr Fischer, 
[1794]. 

Dussek, J.L. The Countess of Sutherland, a Scotch Reel, Arranged as a Rondo…: 
No titlepage, no publisher given. [1792?]. 

Dussek, J.L. The Favorite Hornpipe, Danced by Madame Del Caro, at the King’s 
Theatre, Haymarket in the Cantata of ‘La Vittoria’, in commemoration of Lord 
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Howe’s Victory on the 1st of June 1794. Arranged as a Rondo for the Piano-
Forte, & For the Violin & Flute : Corri, Dussek & Co, [1795]. 

After which are songs for the rest of the volume. 

Shelf no. MR 2-5.12 

Labeled, ‘Miss E. Sykes’ on the front, the spine is entitled 'Pianoforte music', in 

gold tooling with five lyre trophies, but similar ‘Elizabeth Sykes’ binding. Both 

endpapers have a WM of 1797. 

Pleyel, Ignace. Three Grand Sonatas for the Piano Forte with Accompaniments 
for the Violin & Bass. Being the Third Book of A Sett of Twelve New Sonatas 
Composed by Mr. Pleyel. Op. 35 : Corri, Dussek & Co, [1800]. 

Kozeluch,  Leopold. Three Sonatas for the Piano Forte or Harpsichord, with 
Accompaniments for a Violin and Violoncello… Op. 43 : Rt. Birchall 133 New 
Bond Street, [1799]. 

Mozart, W.A. Three Sonatas, for the Grand and Small Piano Forte with 
Accompaniments for the Violin and Violoncello… Book 1 of a Complete 
Collection : Broderip & Wilkinson, [c.1800]. 

Camidge, Matthew. ‘The King’. (By His Majesty’s Gracious permission) are 
humbly inscribed the three following Sonatas for the Piano Forte, with 
Accompaniments for a Violin (or Flute) & Violoncello, by his most Dutiful 
Servant… Op. 9 No. 53 : Preston, [c1800]. 

Haigh, Thomas. Three Sonata’s, for the Piano-Forte, Op. XXI : Preston & Son, 
[1800]. 

Shelf no. MR 2-5.13 

The lozenge-shaped front label is entitled, ‘Miss Sykes’, with a similar binding 

to MR 2-5.12, and also a gold-tooled number ‘3’ on the spine below the title, 

‘Piano Forte Music’. It carries a Flack paper bookbinder’s label. 

Haydn, Joseph. Trois Sonates Pour le Piano Forte Avec Accompagnement de 
Violon & Violoncello, Composées et Dediées A Son Altese Madame La Princesse 
Marie Esterhazzy… Op. 71 : Preston & Son, [1795]. 

Haydn, Joseph. Trois Sonates, pour le Piano Forte avec Accompagnement de 
Violon & Violoncello Composées et Dediées à Madame Schroeter, par Joseph 
Haydn, Dr. Mus. Op. 73 : Longman & Broderip, [1795]. 

Kozeluch, Leopold. Three Sonatas for the Piano Forte, or Harpsichord, with an 
Accompaniment for a Violin and Violoncello, Op. 21 : J. Dale, [c.1800]. CHECK 
S.H. 1787 
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Mazzinghi, Joseph. Three Sonatas for the Piano Forte, with or without the 
Additional Keys, and an Accompaniment for a Flute or Violin, Ad Libitum… N.B. 
In this Sett are introduced several favorite Airs. Op.15 : J. Ball, [1795] ‘Miss E. 
Sykes’ signed in ink. 

Mazzinghi, Joseph. Three Sonatas for the Piano Forte, with or without the 
Additional Keys, and an Accompaniment for a Violin or Flute, Composed and 
Humbly Inscribed (by Permission) To Her Serene Highness The Margravine of 
Anspach, Op. XVI : G. Goulding, [before 1798].4 

Shelf no. MR 2-5.14, Bland’s Collection. 

Labelled, ‘Harpsichord Music’ on the tan spine with green label, this volume of 

53 serialised works, boasts a wax seal, but no indication of ownership. Bland’s 

Collection. Lessons, Divertimentos, Sonatas, Overtures, Concertos, Duetts &c. 

&c. for the Harpsichord or Piano-Forte with & without, Accompanyments, 

Selected from the Works of the First Composers : J. Bland, [1790-94]. 

1. Schobert Sonata XVIII op 8 

2. Gladwin Sonata in F Favorite Lesson 

3. Vanhal Overture no 45 

4. Handel Overture to Messiah 

5. Schobert Op 5 

6. Arne Overture to Aterxerxes duet 

7. Monza Vl sonata from op 3 

8. Kozeluch La Chasse 

9. Carter Favorite Lesson 

10. Just 5th Divertimento with flute 

11. Felton Minuet with 3 Vars. A maj 

12. Kozeluch Overture op 9 

13. Schobert Sonata 6 pastorale 

14. Handel Overture to Occasional Oratorio 

15. Handel Overture to OTHO 

16. Moze Lesson for hpschd or pf 

17. Cogan Violin sonata op 2 

18. Vanhal Overture no 42 

19. Felton Gavot with vars. 

20. Handel Water Piece duet 

21. Edelmann Favorite sonata, la Toilette de Venus 

22. Haydn adapted Samuel Webbe jnr. Symphony no 2 
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23. Handel Overture to Saul and Dead March 

24. [C.P.E.] Bach A Favorite Overture by Sig. Bach of Berlin 

25. Honauer Favorite sonata with vl. 

26. Shield Overture Friar Bacon 

27. Pugnani Sonatas 1 & 2 

28.Gluck Overture 

29. Just Favorite Lesson op 1 

30. Handel Concerto II for kbd solo 

31. Handel Overture Rodelina 

32. Vanhall Sinfonia 47 

33. Sterkell Sonata with vl accomp. op 25 

34. Carter Concerto 

35. Sterkell Op 24. Nos 1-6 

36. Just 2nd Divertimento for hpschd or pf & vl accomp 

37. Pugnani 3rd Sonata for violin 

38. Pugnani Overture la Schiava 

39. Handel Overture to Ariadne 

40. Handel Overture to Esther 

41. Handel Concerto IV 

42. Haydn adapted by Tindal Symphonie no 1 

43. Haydn Grand Symphony la Chasse 

44. Billington Favorite Lesson hpschd or pf sonata 

45. Billington Overture to La Belle Arsene 

46. Pugnani Violin sonata 4 

47. Arne Overture to Thomas and Sally 

48. Arne The Scotch Air 

49. Lewis Pearce A Favorite Easy Lesson 

50. Handel  Overture to Alcina 

51. Handel Overture to Atlanta 

52. Vanhall adapted by Mr Percy Symphony 

53. Handel Coronation Anthem 

Shelf no. MR 2-5.15 

Labelled, ‘Mrs Egerton’, the black spine is entitled ‘Piano Forte Duetts & 

Ballets’. It has an 1812 watermark on the two front flyleaves. 
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Venua, F. The much admired Ballet of ‘Don Quichotte, ou Les Noces de 
Gamache’, performed with Universal applause at the Kings Theatre, the Music 
Composed By F. Venua. Op. 10 : Wilkinson & Co, [WM of 1807]. 

Anon. Les follies d’Espagne, A Favorite Air, With Variations for the Harp. No. 
28 : Robert Birchall, [1800].  

Guglielmi, Sigr. L. The favorite Scotch Divertisement, Performed at the King’s 
Theatre Haymarket, The Music Composed & arranged for the Piano Forte with 
an Accompaniment for the Flute, ad libitum… : Rt. Birchall, [1805]. 

Mortellari, M.C. The favorite Ballet of La Fille Sauvage… performed at the Kings 
Theatre Haymarket, the Music composed & arranged for the Piano Forte with 
an Accompaniment for the Flute, ad libitum… by M.C. Mortellari : R. Birchall, 
[1805]. 

Fiorillo, Federigo. ‘Le Siege de Troye’, a Grand Heroic Ballet. Performed at the 
Kings Theatre with unbounded applause, The Ballet by Monsr. Rossi, The 
Overture & Music Composed & Arranged for the Piano Forte, with an 
Accompaniment for the Violin or Flute, Ad Libitum by F. Fiorillo: Michael Kelly, 
[1800, but 1806 WM]. 

Latour, Tatton. A Duett for Two Performers on One Piano Forte, with or without 
the Additional Keys, in which is introduced the Favorite Air, ‘Away With 
Melancholy’, Op. 11 : Bland & Weller, [1802 WM]. 

Corri, P. Antony. ‘Elysium’, A Duett, For Two Performers on The Piano Forte : 
printed for the Author, by Chappell & Co, [1810 WM]  

Handel, G.F. Two Duetts, for two Performers, on One Piano forte, One 
Composed by Pleyel, The other; the Favorite Chorus of ‘Venus Laughing’, 
Composed by G.F. Handel & arranged by T: Haigh : L. Lavenu, [1800 WM]. 

Steibelt, Daniel. ‘Le Retour du Zephir’, a favorite Ballet for the Piano Forte, with 
or without additional Keys also an Accompaniment for Violin & Tambourine : R. 
Birchall, [1802]. 

Dussek, J.L. Dussek’s Celebrated Duet, for the Harp & Piano Forte, as 
perform’d by the Author & Madm. Dussek, dedicated to Miss Griffith, to which 
is added an Accompaniment for Two French Horns Ad Libitum, as Performed 
by the Messrs. Leaners. Op. 38 : R. Birchall, [1802/3 WM]. 

Shelf no. MR 2-5.16  

Labelled, ‘Mrs Egerton’, the spine is entitled, ‘Lessons /Piano Forte’, in a 

matching binding to MR 2-5.15. 

A Spanish Air arranged as a Rondo, or Turkish Rondo followed by a March for 
wind instruments : R. Birchall, [1800-1815?]. 
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Mahon, John. The Oxford Association, Slow and Quick-March. For a Military 
Band, of Clarinets, Horns, &c. &c. As approved of by the Committee Composed 
& Dedicated to Sir Digby Mackworth, Bart. And the Other Officers, of the Corps 
: L. Lavenu, [1798/9 ?]. 

Steibelt, D. Three Sonatas for the Piano Forte with an Accompaniment for a 
Violin ad. Libitum, Op. 37 : Goulding, Phipps & D’Almaine, [1800 WMs]. 

Agus, J.F. A Second Set of Glees and Airs, adapted for a Violin & Violonello or 
Piano-Forte, and most respectfully inscribed by Permission to the Right Honble. 
The Earl of Egmont : L. Lavenu, [1798-1803]. 

Camidge, Matthew. A Favorite Sonata, for the Piano Forte or Harp, with an 
Accompaniment for Violin or Flute, Op. 8 : Clementi & Co., [c.1801-10] 

Esch, Louis von. La Colombe Retrouvée An Air for the Piano Forte with or 
without Additional Keys : Broderip & Wilkinson, [1803 or 5 WM]. 

Dussek, Jan Ladislav. Adieu a Favorite Duett Composed by Mr. Kelly as Sung in 
Lionell & Clarissa at the Theatre Royal Haymarket arranged for the Piano Forte 
: Corri & Dussek, [1799 with 1797 WM]. 

Haydn, Joseph. Haydn’s celebrated Symphonies composed for and performed 
at Mr. Salomon’s and The Opera Concerts adapted for the Piano-forte, with an 
Accompaniment for a Violin & Violoncello ad libitum : R. Birchall, [c.1800]. 

Pleyel, Ignace. Three Grand Sonatas for the Piano Forte with Accompaniments 
for the Violin & Bass Being the Third Book of A Sett of Twelve New Sonatas, Op. 
35 : Corri, Dussek & Co, [1800]. Also found in the volume, shelf no. MR 2-5.12. 

Steibelt, D. Three Sonatas for the Piano Forte with an Accompaniment for a 
Violin Ad Libitum Composed and Dedicated to Miss Isabella Savery, Op. 35 : 
Longman, Clementi & Co., [1798-c.1801]. 

Esch, Louis von. Musette Variée : Broderip & Wilkinson, [S.H. 1799]. 

Various. A Set of Short & Familiar Pieces, for the Organ partly composed, but 
chiefly arranged, from the Works Of Geminiani, Corelli, Haydn, Avison &c. by 
C.H. Wilton : Hime & Son, [c.1805-1825]. 

Cunnah, B., of Rhuabon. New Welch Music Consisting of Three Sonatas. Chase, 
Minuets, Siciliano, Rondos, Marches, Airs with Variations &c for the Harp or 
Piano Forte, Composed & Humbly Dedicated (by Permission) To Sir Watkin 
Wms. Wynn, Bart : Golding & Co., [1805 WM]. 

Shelf no. MR 2-5.17 

Labelled, ‘Miss Egerton’, the binding has blue marbled boards with a burgundy 

spine. There are many C.L.B. Egerton signatures within. 
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Pleyel, Camille. Quatrieme et Cinquieme Melanges, sur les Airs tires de Zelmire, 
de Rossini, Arrangés pour le Piano Forte, 1ere Suite sur ‘Zelmire’ : Birchall & Co., 
[1824]. 

Döhler, Théodore. The Final Air In the Opera of ‘La Festa della Rosa’, by 
Coppola, Arranged as a Rondo with Introduction for the Piano Forte, Op. 20 : 
Chappell’s Musical Circulating Library,[1838]. 

Döhler, Théodore. Grand Fantasia with Variations on subjects from Rossini’s 
Opera Guillaume Tell, Composed & Dedicated to her Majesty The Queen Of 
Bavaria. Op. 28 : D’Almaine & Co., [1839?]. 

Herz, Henri. Les Plaisirs De La Memorie. Receuil de Vigt Quatre Melodies très 
admirées et d’un caractère diversifié, choisis parmi les plus Beaux Airs 
Nationeaux et les motifs favoris des Compositeurs Celèbres, arrangés pour le 
Piano Forte, Tirés des Oeuvres de Henri Herz. (1-12) : D’Almaine & Co., [1840]. 

Herz, J. Valse, No. 1 from Three Airs de Ballet, from Halevy’s celebrated Opera, 
‘La Juive’, arranged for the Piano Forte : Mori & Lavenu; Cramer, Addison & 
Beale/ Mori & Co., [1835]. 

Herz, Henri. No. 2. Cavatine de Semiramis, No. 3: Cavatine d’ Anna Bolena 
from ‘Les Trois Graces’. Trois Cavatines de Bellini, Rossini, Donizetti Variées 
pour le Piano Forte. Op. 68 No. 2 : D’Almaine & Co., [1840]. 

Herz, Henri. La Fête Pastorale Quadrille de Contredanses Suivies d’un Valse 
pour le Piano Forte : D’Almaine & Co., [1840]. 

Herz, Henri. Introduction, Brilliant Variations and Finale for the Piano Forte, on 
an Austrian March, Composed & Dedicated To His Friend Alexander Robertson 
Esqr. (of Edinburgh), Op. 97 : D’Almaine & Co., [1840]. 

Herz, Henri. The Bolero, No. 2 from Three Airs de Ballet, from ‘La muette de 
Portici’, arranged for the Piano Forte, by Henri Herz. Pianiste de la Chambre 
du Rei : Goulding & D’Almaine, [1827]. 

Herz, Henri. La Mazurka,  No. 2 from Trois Morceaux De Salon pour le Piano 
Forte Op. 91. No. 2 : D’Almaine & Co., [1837]. 

Herz, Henri. Souvenir des Pianistes. No. 28. La Parisienne, National March with 
Variations for the Piano Forte : Op. 58 : D’Almaine & Co., [c.1830]. 

Herz, Henri. Souvenir des Pianistes. No. 25. Variations Brillantes, avec 
Introduction Finale Alla Militaire, pour le Piano Forte, sur la cavatine favorite 
de La Violette, de Carafa, Op. 48 : D’Almaine & Co., [1840]. 

Czerny, Charles. Variations Brillantes, pour le Piano Forte, Sur la Tyrolienne 
Favorite Alma Lied. Op. 333 No. 1 : T. Boosey & Co., [c.1840].  

Czerny, Charles. Fantasie Brillante, sur des Airs Irlandois pour le Piano Forte, 
Op. 468 : R. Cocks & Co., [1837].  
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Czerny, Charles. Introduction & Variations on Carafas Favorite Air, O Cara 
memoria, for the Piano Forte, with an Accompaniment of Violoncello ad lib. Op. 
16 : Wessel & Co., [c.1840]. 

Bellini. Favorite Airs Selected From Bellini’s Opera, of I Puritani, adapted for 
the Piano Forte, with an Accompaniment for the Flute ad lib. by William 
Hutchins Callcott. Books 1 & 2 [of three]: Cramer & Co., [1835]. 

Lanner, Joseph. La Mode À La Cour De La Grande Bretagne, No. 47, A Collection 
of New Waltzes, Galops, Marches, &c. as Performed by command, and in the 
Presence of Her Most Gracious Majesty Queen Victoria, for the Piano Forte : R. 
Cocks & Co., [1840]. 

Potter, Cipriani. Three Waltzes, for the Piano Forte, in the German Style : 
Chappell & Co., [1816]. 

No. 12. Musard’s London Season Quadrilles & Galops, for the Piano Forte : R. 
Cocks & Co., [1839]. 

Various. Musard’s 42nd Set of Quadrilles, entitled ‘Le Postillon de Made. Ablon’, 
performed at the Promenade Concerts, The Concerts D’Hiver, T.R. Drury Lane.  
Quadrille de Carnaval. Performed at Her Majestys Balls, Almack’s, and the 
Court of the Tuilleries, by the Bands of the Author, composed by Weippert, 
Adams, Hart, &c. & arranged for the Piano Forte by P. Musard : D’Almaine & 
Co., [c.1840]. 

Strauss, Johann. No. 5 Souvenirs de Strauss, A Collection of New Waltzes and 
Galops, for the Piano Forte : R. Cocks & Co., [1838]. 

Strauss, Johann. The Beauties of Johann Strauss, Set 4, A Collection of Popular 
Waltzes for the Piano Forte. L’Iris, Walses Favorites, Op. 75 : R. Cocks & Co., 
[1836]. 

Strauss, Johann. No. 21 Of The Beauties Of Strauss. Les Bouquet Des Dames, or 
Musical Wreath, founded on beautiful melodies … as performed here by Mr. 
Strauss and his Extraordinary Orchestra, and Adapted by Him for the Piano 
Forte : R. Cocks & Co., [1838]. 

Shelf no. MR 2-5.18  

The darker label on a tan spine is entitled, ‘Music’, with black and white 

marbled binding, consisting of keyboard publications that are mostly post 

1845, and probably used by Elizabeth’s grand-daughters. 
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Shelf no. MR 2-5.19  

Labelled, ‘Music’ on the black spine with tan marbled covers, this contains 

Charlotte Lucy Beatrix’s educational music, including some tipped-in MS items, 

as detailed in the thesis, Table 4-1, and used in the early 1830s.  

Cramer, John Baptist. The Fourth Edition with Additions & Improvements of J.B. 
Cramer’s Instructions for the Piano Forte, in which the first Rudiments of Music 
are clearly explained and the principal Rules on the Art of Fingering illustrated, 
with numerous and appropriate Examples: To which are added Lessons, in the 
principal, Major & Minor Keys with a Prelude to each Key Composed & Fingered 
by The Author : S. Chappell; Cramer, Addison & Beale, [1826]. 

Burrowes, J.F. A Set of the Easiest Lessons, for the use of Beginners on the 
Piano Forte, Containing many Popular Airs Composed Selected Arranged & 
Fingered. Op.11, (New Edition) : Chappell, [1816 but 1825 WM]. 

Herz, Henri. Exercises & Scales, for the Piano Forte, written expressly to form 
the Hand of the Pupil, and to acquire by an easy method, A Perfect Execution : 
H. Falkner, [1830]. 

Cramer, J.B.? The Pupils. Daily Exercise, for the Piano Forte, Consisting of 
Cadences & Scales of Major and Minor Keys, Ascending and Descending, 
Properly Fingered : Cramer & Co., [1825]. 

Pleyel, Ignace. Pleyel’s celebrated Quartett with the German Hymn from the 
sett  Dedicated to The Prince of Wales adapted for the piano forte with an 
accompaniment for a violin : Preston & Son, [1789-98].  
 
Latour, T. Four Progressive Sonatinas for the Piano Forte In which are 
Introduced Favorite Airs, Composed & Fingered by T. Latour, Pianiste to his 
Royal Highness the Prince Regent : S. Chappell, [c.1830].  ‘Four Progressive 
Sonatinas’ were registered at S.H. in 1814. 
 
Manuscript items, see (Table 4-1). 
 
Perry, E. Le Carnival de Venise, an admired air, arranged as an easy rondo for 
the piano forte : Mori & Lavenu, [1832]. 
 
Devereaux, L. Book 8. Les Soeurs, A Selection of Airs, Containing Morning 
Hymn, Easter Hymn, Sicilian Mariners Hymn, Oh Had I Jubals Lyre, Hymn of 
Eve, Evening Hymn, Adeste Fidele, Christmas Hymn, 104th Psalm, Martin 
Luthers Hymn, and Before Jehovah’s Awful Throne, Arranged as Duetts, for 
Two Performers on the Piano Forte : Mayhew & Co., [1820s].  
 

Haigh, T. The Favorite Air Lewie Gordon arranged as a duet for two performers 
on one piano forte : Phillips, Mayhew & Co., [1824 WM]. 
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Devereaux, L. Book 10. Les Soeurs, A Selection of Airs, Containing Ah Perdona, 
Voi che Sapete, Su l’aria, Manly Heart, Fin ch han dal Vino, Minuet in Il Don 
Giovanni, Arranged as Duetts for Two Performers on the Piano Forte : Mayhew 
& Co., [1820s?]. 
 
Perry, E. Le Petit Tambour, an admired French Air, arranged as an easy rondo 
for the piano forte : Mori & Lavenu, [1832]. 
 
Kiallmark, G. The Rose of Allandale Arranged as a Rondo for the Piano Forte: 
Leoni Lee, [1831-3]. 
 
Rawlings, T.A. Le Chasseur di Tyrol, Divertimento for the piano forte : Leoni 
Lee, [1831-3] 

 Perry, E. “The Campbells Are Comin”, No. 5.  A Favorite Scotch Air, arranged 
as an Easy Rondo for the Piano Forte : Mori & Lavenu, [1832]. 

Cramer, J.B. Moins Que Rien, A Rondo for the Piano Forte : JB Cramer, Addison 
& Beale, [1827/8]. 

Burrowes, J.F. The Blue Bell of Scotland (Being the 2nd Number of a Series of 
Caledonian Airs) With Variations for the Piano Forte : C. Maund. [c.1833]. 

Moralt, J.A.  L’Aline, Introduction and Polacca for the Piano Forte : J.B. Cramer, 
Addison & Beale, [1828]. 

Shelf no. MR 2-5.20 

With a spine entitled, ‘Piano’, all the keyboard publications within are post 

1845, with many signatures of H. Charlotte Watson Taylor, including music by 

Weber and Mendelssohn. 

Shelf no. MR 2-5.21 

Labelled, ‘Miss Egerton’ on the maroon label, it is entitled, ‘Music’ on the 

chestnut spine, with grey marbled boards, but is in fact, a volume of piano 

duets, music for four hands. 

Hünten, F. Souvenir Des Pianistes. No. 12. Variations Militaires for Two 
Performers on the Piano Forte on the Celebrated French National Air La 
Marseilloise, Op. 47 : Goulding & D'Almaine, [1835?]. 

Herz, Henri. Grandes Variations a quatre mains Pour le Piano Forte, sur une 
Marche favorite de Guillaume Tell, de Rossini. Op. 50 : D'Almaine & Co, [1835]. 
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Rossini, G. Overture to the Grand Opera of Guillaume Tell; Composed by 
arranged as a Duet for the Piano Forte J.F. Burrowes : D’Almaine & Co., 
[c.1840?]. 
 
Donizetti, Gaetano. Favorite Airs, Selected From Donizetti’s Opera of Parisina, 
arranged for Two Performers on the Piano Forte, with an Accompaniment For 
the Flute (ad lib) by Williams Hutchins Callcott. Book 1 : R. Mills, [c.1835] 
 
Diabelli, Anton. Italian Airs, Sung by Madame Pasta, Vizt. No. 1. ‘Ah! Come 
rapida fuggi’ – Meyerbeer. 2. ‘Ombra aderato aspetta’ – Zingarelli. 3. ‘Il 
braccio mio conquise’ – Nicolini. 4. ‘Il soave e bel contento’ – Pacini. 5. ‘Che 
faro senza Euridice’ – Gluck. 6. ‘Sommo Ciel, che il cor mi vedi’ – Zinagrelli. 
arranged For Two Performers on the Piano Forte by Anton Diabelli : Lonsdale & 
Mills, [1830]. 
 
Rossini, G. Rossini’s Overture to ‘La Gazza Ladra’, arranged for Two 
Performers, on the Piano Forte, by A. Diabelli : Metzler & Son, [c.1816-33]. 
 
Rossini, G.  Rossini’s Overture To ‘Elisabetta’, arranged for Two Performers on 
the Piano Forte, with Accompaniments (ad libitum) for Flute (or Violin) & 
Violoncello By W. Watts : Birchall & Co., [Lonsdale stamp, partner in Birchall & 
Co., until c. 1829]. 
 
Rossini, G. The Favorite Airs in Rossini’s admired Opera Cenerentola, arranged 
for Two Performers on the Piano Forte, By A. Diabelli. Book 1 : T. Boosey & Co., 
[1832?] 

Czerny, C. Capriccio on Two favorite Airs From Weber’s ‘Oberon’ with brilliant 
Variations for Two Performers on the Piano Forte : Cramer, Addison & Beale, 
[1835]. 

Weber, C.M. Von Weber. Wessel & Co.s New Edition of Hilarité. Trois Grands 
Duos Brillans, en Trios Livraisons, pour le Piano Forte, À Quatre Mains. Liv. 1. 
Hilarité, Polonoise Brillante, (in E. Major.) Liv. 2. Invitation pour la Valse, 
(Aufforderung zum Tanze) Liv. 3. Grande Polonoise, Op. 49. (in E. Flat.) Nos.1 & 
2 : Wessel & Co., [1835]. 
 
Diabelli, Anton. The Favorite Airs in Pacini’s Opera, ‘L’Ultimo Giorno Di 
Pompei’, arranged for Two Performers on the Piano Forte, By A. Diabelli. Books 
1-3 : T. Boosey & Co., [1831?]. Mrs Egerton’s signature. 

Dos Santos, D.J. Les Etoiles, A Fifth Set Of Original Quadrilles, for Two 
Performers, on the Piano Forte : Keith, Prowse & Co., [1835]. 

Lemoine, Henry. Two Quadrilles, on Favorite Airs from the Ballet of La 
Somnambule, arranged for Two Performers on the Piano Forte, Set 2 : T. 
Boosey & Co., [c.1835]. 
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Watts, William. Overture, To ‘Le Calif de Bagdad’, Arranged for two 
Performers, on the Piano Forte, By W. Watts : Cramer & Co., [1835]. 
 
Mozart, W.A. Mozart’s Celebrated Overture To Le Nozze di Figaro, with 
Accompaniments for a Flute, Violin & Violoncello (ad lib) Newly Adapted by S.F. 
Rimbault. No. 48. Hodsoll’s Collection of Duetts For Two Performers on One 
Piano Forte by the following Eminent Composers : W. Hodsoll, [c.1827]. 

Rossini, G. A Duet Adapted From Rossini’s Opera of ‘Il Barbiere Di Seviglia’, in 
which are introduced, Introduzione e Piano pianissimo, ‘Ecco rident il Cielo’ 
‘Signor Conle il giornoavonzo’ e ‘Mille grazie mio Signore.’ Arranged For Two 
Performers on the Piano Forte, with an Accompaniment for the Flute ad lib. : 
By W. Watts, [1825-29]. 

Shelf no. MR 2-5.22 

In similar binding to those of Elizabeth’s school years, the front is labelled  

‘Songs, Duetts & Marches’ but only ‘Songs’ on the spine. A print of Farinelli’s 

portrait is grangerised within. An ornamented version of ‘Angels ever Bright & 

Fair’ is found in this volume. It finishes with three instrumental pieces.  

The Essex Quick Step, or The Fall of Paris, Arranged for the Harp, or Piano 
Forte : J & W Lintern (Bath), [1795].  

Three Favorite Marches for the Harpsichord or Piano forte. Preston & Son, [WM 
1794]. 

Krasinsky. The celebrated March in the grand Pantomime Ballet of ‘Iphigenia In 
Aulide’, as performed at the King’s Theatre in the Haymarket, composed for a 
full Band, and adapted for the Piano Forte by M. Miller : Longman and 
Broderip, [1795?]. 

Shelf no. MR 2-5.23 

Front label: ‘Vocal Music &c. Miss Sykes’. In ‘Elisabeth Sykes’ binding, it has 

an1803 WM on flyleaf. It contains two instrumental pieces. 

Bode, Henry, Baron de. Eighteen Waltzes, One Quadrille & One Allemande, 
composed for Her Imperial Majesty The Empress of Russia, By Henry Baron De 
Bode : Lavenu & Mitchell, [c.1805]. Both E. Sykes and Miss Egerton’s names are 
inscribed on this piece, presumably enjoyed by mother and daughter. 

Lavenu, L. Two Grand Military Marches Arranged for the Piano Forte, and 
Dedicated (by Permission) to T.L. Parker Esqr. by his much Oblig’d Humble 
Servt. : L. Lavenu [c.1802]. 
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Shelf no. MR 2-5.26 

Labelled, ‘Clementi op 21.32./Bach Op.15./ Pleyels Gr. Son. 1 Set./ Songs/  

Miss E. Sykes’, it also has an oval with a number ‘1’ on the green spine, 

entitled, ‘Piano Forte & Vocal’, in ‘Elizabeth Sykes binding. The MS of 

Elizabeth’s hand-copied chords from Dance’s Preludes for the Piano Forte in 

Various Keys, Adapted to the Different Capacities of Learners, is tipped into 

this volume. 

Clementi, Muzio. Three Sonatas for the Piano-Forte or Harpsichord, with 
Accompaniments for a Flute & Violoncello, Composed by Op. XXI : Longman & 
Broderip, [1788]. 

Clementi, Muzio. Three Sonatas, for the Piano-Forte with Accompaniments for 
a Flute & Violoncello ad Libitum Composed & Dedicated To Miss Newbery, by 
Muzio Clementi. Op. XXXII : Preston & Son, [pre 1795]. 

Bach, Johann Christian. Four Sonatas and two Duetts for the Piano Forte Or 
(Harpsicord) with Accompaniments humbly Dedicated to the Right Honble. the 
Countess of Abingdon and Composed by John Christian Bach, Music Master to 
her Majesty & the Royal Family. Opera XV : J. Dale, [c.1795]. 

Pleyel, Ignace. Three Grand Sonatas, for the Piano-Forte or Harpsichord. In 
which are introduced for the Subjects of The Adagios & Last movements. Select 
Scotish Airs, with Accompanyments for a Violin and Violoncello. First Set : 
Preston & Son, [1793]. 

Shelf no. MR 2-5.27 

Labelled, ‘Dussek’s op 31,34 etc./ Pleyel’s op 31. 2 set,/ Pleyel by Dale 4 set,/ 

Little Fanny’s Love./ Miss Sykes’, on the red label, the green spine has seven 

trophies, and it has a WM of 1797 on the flyleaf. 

Dussek, J.L. The Naval Battle and Total Defeat of the Grand Dutch Fleet by 
Admiral Duncan on the 11th of October 1797 A Characteristic Sonata for the 
Piano Forte. Composed & Dedicated to Viscount Duncan : Corri, Dussek & Co., 
[1797]. 

Dussek, J.L. Three Sonatas With Scotch And German Airs And Three Preludes 
for the Piano Forte with or without Additional Keys Being the Continuation of 
Op. 25, with Accompaniments for A Violin Or Flute & Bass Ad Libitum… Op. 31: 
Corri, Dussek & Co., [1795]. 

Dussek, J.L. Two Harp Sonatas with Accompaniments for Violin and Bass Op. 
34 : Corri, Dussek & Co, [1797]. 
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Pleyel, Ignace. Three Grand Sonatas for the Piano Forte with accompaniments 
for the Violin & Bass. Being the Second Book of A Sett of Twelve New Sonatas : 
Corri, Dussek & Co, [before 1798]. 

Pleyel, Ignace. Twelve Grand Sonatas for the Piano Forte or Harpsichord, with 
accompaniments for a Violin And Violoncello, in which are Introduced a Variety 
of Scotch Airs And favorite Pieces. Op. 14 : J. Dale, [before 1798]. 

Capelletti, Sigr Guiseppe,  ‘The Scotch Ghost’, or ‘Little Fanny’s Love’, as 
performed at the Theatre Royal Drury Lane : Longman & Broderip, [Traditional 
Tune Archive:1796]. 

Dussek, J.L. 1793 A New Year’s Gift, God Save The King, with Variations for the 
Piano Forte : Corri & Co, [1793]. 

Haigh, Thomas.  A Celebrated Welch Air, with Variations for the Piano Forte : 
Culliford, Rolfe & Barrow, [1795-7]. 

Shelf no. MR 2-5.28 

The front lozenge-shaped label is entitled, ‘Miss E. Sykes’, and the spine of the 
‘Elizabeth Sykes’ binding has five lute trophies. It carries a Flack bookbinder’s 
paper label.  

Kozeluch, Leopoldo, Three Sonatas for the Piano Forte with accompaniments 
for flute or violin and violoncello, humbly dedicated to Her Royal Highness 
Princess of Wales, Op. 40 : F. Linley successor to Mr Bland, [1796]. 

Sterkel, Johann Franz. Trois Sonates pour le clavecin ou piano forte with 
obbligato accompaniments for violin and violoncello, Op. 30: Longman & 
Broderip, [c.1795]. 

Sterkel, Johann Franz. Trois Sonates pour le clavecin ou piano forte with 
obbligato accompaniments for violin and violoncello, Op. 32: Longman & 
Broderip, [c.1795] 

Shelf no. MR 2-5.29 

The front lozenge-shaped label is entitled, ‘Miss E. Sykes’, on the otherwise 

usual ‘Elizabeth Sykes’ binding. The spine, with five lyre trophies, is entitled, 

‘Piano Forte’, although it finishes with two songs. It carries a Flack 

bookbinder’s paper label. Nearly all the individual publications are signed 

‘Miss Sykes’ and are late 18th century. 

Dussek, J.L. A Sonata for the Grand & Small Piano Forte With additional Keys, 
Op. 24 : Longman and Broderip, [1793]. 
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Dussek, J.L. Three Sonatas for the Piano Forte; and also arranged For the Piano 
Forte with Additional Keys, in which are introduced ‘The Fife Hunt’, a Scotch 
Reel, and the National Air of ‘Rule Britannia’, as Rondos, with an 
accompaniment for a Violin or Flute; Op. 25 : Messrs. Corri, Dussek and Co., 
[1795]. 

Haigh, Thomas. Three Sonatas, for the Piano Forte, Op. 9 : Preston & Son, 
[1795-98]. 

Haigh, Thomas. A Second Sett of Three Sonatas for the Piano Forte or 
Harpsichord, Composed and Humbly Dedicated (by Permission to) Dr. Haydn, 
Op. 10 : Culliford, Rolfe & Barrow, [1795-7]. 

Haigh, Thomas. Sonata for the Piano-Forte, with an Accompaniment for a 
Violin, In which is Introduced The Favorite Welsh Air, Sung by Mrs. Bland in ‘the 
Cherokee’ : Preston & Son, [1794]. 

Haigh, Thomas. A Favorite Sonata for the Piano Forte, in which is introduced 
an ‘Allemande, A La Swiss’: L. Lavenu, [1796-8].  

Kozeluch, Leopold. Op.23, No. 1 from A Collection of Sonatas & Lessons for the 
Piano-Forte, carefully selected from Works of the most Esteemed Composers, 
by Lewis, Houston & Hyde: Printed for the Editors at their Warehouse, [1795-7]. 

[King, Matthew Peter?] The Siege of Valenciennes. A Favorite Sonata, for the 
Piano-Forte, Humbly Dedicated to Her Royal Highness the Dutchess of York : 
Preston & Son, [1795?]. 

Dance, William. The Waterman A Favorite Air, Arranged as a Rondo, for the 
Piano Forte, By Musician in Ordinary to his Majesty : Dale, [1795]. 

Dussek, J.L. The Rosary A favorite English Ballad, in ‘the Midnight Wanderers’, 
composed by W. Shield and arranged as a Rondo by J.L. Dussek : Longman and 
Broderip, [1793] 

Dussek, J.L. The Royal Quick Step. A Favorite Country Dance Arranged as a 
Rondo for the Piano Forte: Corri, Dussek & Co., [1796]. 

Jenkins, George. A New Dance for the Piano Forte, Harp, Violin, or German 
Flute. Dedicated by Permission To the Right Honble. Lady Georgina Cavendish, 
Composed by George Jenkins, Teacher of Scotch Dances &c. : Printed for the 
Author, [1793]. 

Cramer, J.B. ‘Lord Macdonald’s Reel’, arranged as a Rondo, for the Piano-Forte 
By J.B. Cramer : Corri, Dussek & Co., [c.1795]. 
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Shelf no. MR 2-5.30 

The binding is identical to MR 2-5.29.  

Schroeter, J.S. Six Concertos for the Harpsichord or Piano Forte, with 
Accompanyments for Two Violins, a Tenor and Bass. Opera V : J. Dale, [before 
1791]. [This piece is signed Miss E. Sykes.] 

Giornovichi, Giovanni Mane. Giornovichi’s Two Favorite Grand Concertos, 
arranged as Sonatas for the Piano Forte, with an Accompaniment for a Violin 
by J.L Dussek : Corri, Dussek & Co., [c.1796-1801]. 

Dussek, J.L. Dussek’s Grand Concerto for the Pedal Harp or Piano Forte With or 
Without Additional Keys; With Accompaniments for Violins &c, as performed at 
Mr. Salomon’s Concerts Hanover Square… Op. 30 : Corri, Dussek & Co., [1795]. 

Pleyel, Ignace. Trio for the Piano Forte, Flute or Violin & Violoncello. Op. 29 : 
Corri, Dussek & Co., [1796]. 

Pleyel, Ignace. A Grand Duett for Two Performers on One Piano Forte : Corri, 
Dussek & Co., [1796]. 

Shelf no. MR 2-5.31 

Labelled with a list of composer and contents, followed by, ‘Miss Sykes’, with 

‘Elizabeth Sykes’ binding, but grey marbled boards. 

Mozart, W.A. Air with Variations for the Piano Forte : Broderip & Wilkinson, [WM 
1798] 

Dussek, J.L. The Grand Military Concerto, for the Piano-Forte, With 
Accompaniment (ad Libitum) For Violins, Viola, Oboe, Flutes, Clarinetts, Horns, 
& a Bass, as Performed at the Opera House Concerts, and the Oratorios At 
Covent Garden Theatre, Op. 40 : Corri, Dussek & Co., [1798]. 

Pleyel, Ignace. Three Grand Sonatas for the Piano-Forte with Accompaniments 
for the Violin & Bass, Being the First Book of A Sett of Twelve New Sonatas. Op. 
31 : Corri, Dussek & Co ., [1798]. 

Giornovichi, G.M. Two Violin Concertos Composed & Arranged by Particular 
Desire for the Piano Forte or Harpsichord, with a Violin Accompaniment. : 
Longman and Broderip, [1795?]. 

Dussek, J.L. A Concerto for the Piano Forte or Harpsichord with 
Accompaniments in which is introduced The favorite Air of ‘the Plough Boy’. 
Opera 15 : Longman and Broderip, [1789]. 

Cramer, J.B. Three Sonatas for the Piano Forte, with an Accompaniment for a 
Violin and Bass ad Libitum. In which are Introduced the Airs of ‘Thou fast 
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flowing Avon’ – A favte: German Waltz - & ‘Wind gentle Evergreen’. Op. XVIII : Rt. 
Birchall, [c.1795]. 

Cramer, J.B. Three Sonatas for the Piano Forte, the Two first with an 
Accompaniment for a Violin & Violoncello. Op. 19 : Longman, Clementi & 
Comp:y , [1799]. 

Shelf no. MR 2-5.32 

Also labelled with a composer and contents list, then ‘ Miss Sykes’, this 

matches MR 2-5.31.  The back end paper has a WM of 1800. 

Camidge, Matthew. ‘To The King’. (By His Majesty’s Gracious permission) are 
Humbly Inscribed the three following Sonatas for the Piano Forte, with 
Accompaniments for a Violin (or Flute) & Violoncello, by his most Dutiful 
Servant. Op. 7 : Preston, [1778-87].   

Haydn, Joseph. ‘The Surprize’, a Duett for the Piano Forte, M.D. Broderip and 
Wilkinson, [1798].  

Haydn, Joseph. A New Grand Sonata, for the Piano Forte Composed Expressly 
for Mrs. Bartolozzi, Op. 78 : Longman, Clementi & Compy., [1799]. 

Bossi & Frederici. ‘Alonzo The Brave and The Fair Imogine’, a Grand Ballet, as 
performed at the Kings Theatre Haymarket, Composed by Mr. Didelot, The 
Music Entirely New, Composed by Mr. Bossi & Mr. Federici, Adapted for the 
Harpsichord or Piano Forte : Rt. Birchall, [WM 1801? and 1800].  

Mozart, W.A. Three Sonatas for the Grand or Small Piano Forte with an 
Accompaniment for a Violin. Book 9 of a Complete collection : Broderip & 
Wilkinson, [1799/1800]. 

Pleyel, Ignace.  A Third Concertante adapted for the Piano-Forte with an 
Accompaniment for the Violin : Broderip & Wilkinson, [1799]. 

Viotti, Mr. Viotti's New Grand Concerto (in D) with Accompaniments - as 
performed at the opera Concert, adapted for the Piano-Forte, with or without 
the additional Keys, by Mr Hullmandel : A. Bland & Weller’s, [c.1800]. 

Clementi, Muzio. Twelve Waltzes, for the Piano Forte, with an Accompaniment 
for a Tamburino & Triangle, Op. 38 : Longman, Clementi & Co., [c.1798-1801]. 

Hummel, John. Three Sets of Variations for the Piano Forte or Harpd. 1 ‘The 
Plough Boy’ … with Six Variations 2 ‘A German Air’… with Eight Var. 3 ‘La 
Belle Catherine’… with Eight Var. Composed & Dedicated (by Permission) to her 
Royal Highness Princess Augusta, by John Hummel Junr. of Vienna. Opera I, 
Eleven Years of Age : Preston & Son, [1789-98]. 
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Von Esch, Mr. L. A D ivertimento For The Piano Forte with Accompaniments for 
a Flute, Violin and Violoncello, Op. 14 : Rt. Birchall, [1800?]. 

Kambra, K. Madlle Hilligberg's favourite Scotch dance in Little Peggy's Love : 
arranged with variations for the Piano Forte. London : Preston & Son, 
[ca.1800]. 
 
Howell, T. Junr. Air Composed and Varied for the Piano-Forte with or without 
the Additional Keys. Printed & Sold by the Author (Bristol), [1800]. 

Seybold, Johann Philip. Seybold's much admired Chase, for the harpsichord, 
harp or piano forte. Holland, [1795].  

Handel, G.F. Celebrated 4th Oboe concerto, adapted for organ or pf as 
performed at the Commemoration in Westminster Abbey : J. Bland, [c.1785]. 

Handel, G.F. Overture to Athalia: [Goulding, Phipps, and D’Almaine, 
1799/1800]. 

Shelf no. MR 2-5.33 

Labelled, ‘Lady Charlotte Egerton’ on a dark green rectangle, to match the 

spine, with grey marbled boards. Music from the first half of the 1830’s, 

mostly signed by her, soon after she married Elizabeth & Wilbraham’s first son, 

William, who became 1st Baron Egerton of Tatton. 

Beethoven, Ludwig van. Beethoven’s ‘Hallelujah’, from ‘the Mount Of Olives’, 
arranged for the Organ Or Piano Forte, By J.F. Burrowes : J.B. Cramer, Addison 
& Beale, [1831]. 

Pacini. The Favorite Airs, in Pacini’s Admired Opera, ‘L’Ultimo Giorno De 
Pompei’. Arranged for the Piano Forte, By A. Diabelli. Books 1-3 : T. Boosey & 
Co., [1829]. 

Donizetti, Gaetano. Select Airs, from Donizetti’s Favorite Opera ‘Anna Bolena’, 
Arranged for the Piano Forte, By M. Truzzi. Book 2 : T. Boosey & Co., [after 
1831].  

Herold, Ferdinand. Select Airs, from Herold’s Celebrated Opera, ‘Le Pré Aux 
Clercs’, Performed at the Theatre Royal, Covent Garden. Arranged for the 
Piano Forte, With an Accompaniment for the Flute (ad lib.) by J.F. Burrowes : 
Cramer, Addison & Beale, [1834]. 

Auber, Daniel François Esprit. Select Airs from Auber’s Celebrated Opera 
‘Gustavus The Third’ or ‘the Masked Ball’, arranged for the Piano Forte, with 
an Accompaniment (ad lib) for the Flute, by J.F. Burrowes : [1834]. Stamp for 
“Dean Music Publisher 1.4.8 New Bond Street”  



  Music Handlists 

 319   

Rossini, G.A. Select Airs From Rossini’s celebrated Opera Tancredi. Arranged 
for the Piano Forte with an Accompaniment (ad lib) for the Flute, by J.F. 
Burrowes. Books 1 – 4 : Goulding & D’Almaine, [1825? & 1827 WMs]. 

Auber, D.F.E. Select Airs from Auber’s Admired Opera ‘La Muette De Portici’, as 
Performed at the King’s Theatre under the Title of ‘Masaniello’, arranged for 
the Piano Forte with Flute Accompaniment by J.F. Burrowes. (ad lib). Book 3 [of 
four] : Goulding & D’Almaine, [Reviewed in 1828 Harmonicon]. 

Cramer, J.B. Reminiscences Of Paganini, A Fantasia, Arranged for the Piano 
Forte, and Dedicated to the Inimitable Paganini : Cramer, Addison & Beale 
[1831]. 

 Chalon, Henri. ‘Adeste Fideles’, with an Introduction and Variations, for the 
Piano Forte : Cramer, Addison & Beale [1830-34]. 

Chaulieu, Charles. Caprice Brillant on the Popular Ballad ‘The Maid Of 
Llanwellyn’ Composed by Chas. H. Purday. arranged for the Piano Forte, Op. 
131 : Z.T. Purday, [1831, reviewed in the Athanaeum, January 1832]. 

A vocal ballad and lullaby follow, finishing with a piece, dedicated to her: 

Marielli, M. A Characteristic Fantasia, for the Piano Forte, on the National Air 
of Rule Britannia, Composed and Respectfully Inscribed To The Right Honble.   
Lady Charlotte Egerton : Published for the Author, 7 Judd St, Brunswick Square, 
[Reviewed in The Court Journal of October,1833, and the Athanaeum of March 
1834]. 

Shelf no. MR 2-5.36 

Dark faded spine, without ownership or title, this volume has peach marbled 

boards, and a few signed, ‘M.Ely’ within, suggesting it originated with Lady 

Charlotte Egerton’s mother.  

Rossini, G.A. Two Marches, in ‘Il Tancredi’, for the Piano Forte : Birchall & Co. 
Signor G. Rossini. [1823]. 

Greatorex, Martha. The Favorite Air ‘Cease your funning’, Arranged For The 
Piano Forte, With Variations. Second Edition’ : Printed for the Authoress by the 
Royal Harmonic Institution, [1827 WM]. 

Panormo, Francis and Ferd. C. Fourth Edition Revised & Corrected Variations to 
the National Scots Air of Bruce’s Address to his Army, or ‘Scots wha hae wi 
Wallace bled’ By Burns, as Performed by Ferd. C. Panormo, at his Concert at 
the Rotunda : Stamp with “No. 1 Arcade Mc.Cullagh Musi[c]……Rooms” [faint 
WMs of 1823 or 5].  

Rossini, G.A. Select Airs from Rossini’s ‘Il Barbiere Di Siviglia’, Including Rode’s 
Air with Variations as Sung by Madlle. Sontag, Arranged for the Piano Forte, 
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with an Accompaniment (ad lib.) for the Flute, by J.F. Burrowes. Books 1 & 3 : 
Goulding & D’Almaine, [1827 WM]. 

Rossini, G.A. Overture, to the Opera of ‘Il Tancredi’ : S. Chappell, [1826]. 

Meyerbeer, Giacamo. The Favorite March And Cavatina, from Meyerbeer’s 
Opera Il, ‘Crociato In Egitto’, arranged for the Piano Forte, by T. Latour : 
Chappell & Co., [1825]. 

Beethoven & Weber. New And Superior Edition. Waltz, for the Piano-Forte By 
Beethoven, and the Celebrated Last Waltz, of C.M. Von Weber : Metzler and 
Son, [1826-33].  

Steibelt, D. A Pastoral Rondo for the Piano Forte, In which is Introduced an 
Imitation of A Storm… A New & Correct Edition : W. Eavestaff [1823 WM]. 

Burrowes, J.F. Semiramide, arranged for the Piano Forte, with an 
Accompaniment for the Flute (ad lib) Book 1 of three.  Goulding & D’Almaine, 
[1828 WM]. 

Herz, Henri. New & Superior Edition. Contre Danses Varièes Quadrilles for the 
Piano Forte, composed by H. Herz, Pianiste to the King of France : Metzler & 
Son, [c.1830]. 

Kiallmark, George. Llewellyn. Air With Variations, for the Piano Forte : 
Goulding, D’Almaine, Potter & Co., [c.1815]. 

Meves, Augs. Preciosa, Rondo Brilliant, for the Piano forte : Goulding, 
D’Almaine, Potter & Co., [1825 plate no., but with WM of 1828]. 

Latour, T., pianiste to his Majesty. ‘Fra tante engescie e palpiti’, from the 
Opera, of ‘La Cenerentola’, No. 3 of Operatic Airs, The Subjects taken from The 
Most Approved Operas, Italian, English, &c.&c. and Arranged for the Piano 
Forte. With an Introductory Movement to each, by the most Eminent Authors, 
Amongst whom are Messrs. Clementi, Kalkbrenner, Latour, Ries, Rawlings, &c. : 
Chappell & Co., [1820]. 

Cramer, J.B. Rousseau’s Dream An Air with Variations for the Piano Forte : 
Chappell & Co., [1814]. 

Pleyel, Camille. No. 2. Of Favorite Airs, arranged for the Piano Forte : J.B. 
Cramer, Addison & Beale, [c.1824 but WMs of 1827 & 1828]. 

Handel, G.F. The Harmonious Blacksmith. A Favorite Air With Variations : 
Goulding, D’Almaine, Potter & Co., [1823 WM]. 
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Shelf no. MR 2-5.39 

Labelled, ‘Lady Charlotte Egerton’, the binding is very similar to MR 2-5.33. It 

contains signatures suggesting that the pieces were used by her before and 

just after marriage.  

Burrowes, J.F. Select Airs from G. Rossini’s Celebrated Opera ‘Guillaume Tell’, 
arranged as Duets for the Piano Forte, Book 2 : Goulding & D’Almaine, 
[Reviewed in the Harmonicon 1829]. 

Diabelli, Anton. Favorite Airs, Selected from Rossini’s Opera of ‘La Gazza 
Ladra’, arranged for Two Performers on the Piano Forte, Book 1 : Birchall & Co., 
[1825]. 

Meyerbeer, Giacamo. No. 2. … from Meyerbeer’s Opera of ‘Il Crociato In 
Egitto’, Arranged for Two Performers on the Piano Forte, By W. Watts : Birchall 
& Co., [1825]. 

Hünten, François. …A Favorite Swiss Melody, with Variations & Polonoise for 
Two Performers on one Piano Forte, Op. 32 : R. Cocks & Co., [1828]. 

Bellini, Vincenzo. Cavatine Favorite de l’Opera, ‘il Pirata’, de Bellini. Variée À 
Quatre Mains, Par François Hünten. Op. 36 : R. Cocks & Co., [1829]. 

Herz, Henri. La Plus Belle, Introduction And Rondo, for the Piano Forte : 
Cramer, Addison & Beale, [1832]. 

Moscheles, J. Gems À La Sontag, A Dramatic Fantasia for the Piano Forte, in 
which are Introduced the most Admired Airs, Sung by Mademoiselle Sontag, to 
whom it is Inscribed as a Token of Respect & Esteem, by her Friend J. 
Moscheles. Second Edition : Mori & Lavenu, [1829 WM]. [Charlotte appears to be 
written over a pencilled, ‘Lady C. Loftus’]. 

Rossini, G.A. Books 2 & 3 of Select Airs, from Rossini’s Celebrated Opera, 
‘Semiramide’, arranged for the Piano Forte, with an Accompaniment for the 
Flute (ad lib) By J.F Burrowes : Goulding & D’almaine, [1824?]. 

Chaulieu, Charles. Deux Airs, Variés pour le Piano Forte. No. 1. Thême 
Portugais, Op. 79, No. 2. The Blue Bell, Op. 81 : R. Cocks & Co. [1828/9]. 

Rossini, G.A. Fantasia, for the Piano Forte, Comprising favorite Airs from 
Rossini’s Ricciardo e Zoraide by J.F. Burrowes. : S. Chappell, [1825? WM]. 

Meves, Augs.. The New Langolee, With Variations No. 7 of National Melodies, 
Consisting of the most Admired Airs of England, Ireland, Scotland & Wales, 
Arranged as Rondos, or with Variations, for the Piano Forte and an 
Introductory Movement to each Composed by The Most Eminent Authors : 
Chappell & Co., [1812]. 
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Moscheles, Ignaz. A Fantasia, for the Piano Forte, from Souvenir De L’Opera, 
Book 2. In which are Introduced the Popular Airs…  composed by Ignace 
Moscheles : Mori & Lavenu, [1825?]. [inscribed, ‘Charlotte London 1830’].  

Rossini, G.A. Overture To The Opera Of La Gazza Ladra, Composed by Signor 
G. Rossini, Arranged for the Piano Forte, By W. Watts : Birchall & Co., [1820]. 

Latour, T. Le Retour d’Espagne, A Divertimento, for the Piano Forte Composed 
& Dedicated to The Right Honble Lord Arthur Hill (Captain in the 10th. Light 
Dragoons) by T. Latour, Pianiste to His Royal Highness the Prince Regent : 
Chappell & Co., [1814]. 

Auber, Daniel. La Parisienne, The Celebrated Parisian Song of Liberty, Written 
In Commemoration Of The Glorious Events Of The 27th, 28th, and 29th of July, 
1830, by Casimir De Lavigne, and Sung With The Most Enthusiastic Applause at 
The Different Theatres and Public Meetings In France : Mori and Lavenu, 
[1830].  

Weber, C. von. Favorite Airs, Selected from Weber’s celebrated Opera of ‘Der 
Freyschütze’, Arranged for the Piano Forte, with an Accompaniment for the 
Flute (ad libitum) By M. Rophino Lacy. Book 1 : Birchall & Co., [1825, with an 
1823 WM]. 

Auber, Daniel. Select Airs from Auber’s Admired Opera of ‘Masaniello Or La 
Muette De Portici’, arranged for the Piano Forte, with Flute accompaniment (ad 
lib), Book 2 [of four], By J.F. Burrowes : Goulding & D’Almaine, [c.1828].  

Rossini, G.A. Fantasia, for the Piano Forte, Comprising favorite Airs from 
Rossini’s La Donna del Lago By J.F. Burrowes. Dedicated by Permission to The 
most Noble the Marchioness of Londonderry : Goulding & D’Almaine, [1828 
WM]. 

Shelf no. MR 2-5.43  

Entitled, ‘Music’ on the dark brown spine, differentiated with a number ‘1’, 

Charlotte Watson Taylor’s signature is on a number of publications.  

Liszt, Franz. Reminiscences, des Puritains Grande Fantaisie, pour le Piano, 
Dedièe À madame la Princesse Belgioso, Par F. Liszt. Op. 7 : Cramer, Addison & 
Beale, “Sold by R Purdie 83 Princes Strt. Edinb.” [1826 plate no. but sold after 
1837]. 

Liszt, F. Rondeau Fantastique, Sur un theme Espagol (El Contrabandista) 
Composé pour le Piano, et Dédié à Me. George Sand. Cramer, Addison & Beale, 
“Sold by R Purdie 83 Princes Strt. Edinb.” [sold after 1837].  

Thalberg, Sigismond. Fantaisie Pour Le Piano sur des themes de l’opera Moise 
… Composée par S. Thalberg Oeuv: 33 : E. Troupenas; Cramer, Addison et 
Beale, [1825-34]. 
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Thalberg, Sigismond. Cinq Fantaisies pour le Piano, No 5 sur … Meyerbeer… 
‘Les Huguenots’ par Sig. Thalberg Pianiste de S.M. l’empereur d’autriche : 
Maurice Schlesinger, [c.1836]. 

Thalberg, Sigismond. No. 3 du Souvenir Theatral, quatre Fantaisies Brillantes, 
pour le Piano, sur des Motifs de Bellini et Mozart. … Composées par Sigismond 
Thalberg. Pianiste de S.M.l’Empereur d’Autriche : Wessel & Co., [1845?] 

Döhler,  Theodore. Grande Fantaisie, pour le Piano, Sur des Thêmes de l’Opera 
The Gipsy’s Warning, de J. Benedict, Composée et Dediée à son ami Jules 
Benedict, Par. Op. 27 : Cramer, Addison & Beale, [1838/9]. 

Herz, Henri. Grandes Variations pour Piano sur la Marche favorite de l’opera 
de Bellini (I Puritani) Dediées à Lady Jane Parsons. Opera 82/7 : E. Troupenas; 
Cramer & Co. [1835-6?]. 

Herz, Henri. Souvenirs De Voyages. Grande Fantaisie Irlandaise pour le Piano 
Forte, Dediée a Mademoiselle Elizabeth Waley, Op. 93 : D’Almaine & Co., 
[1837]. 

Wallace, W. Vincent. Grand Fantasia, on Themes from the Opera of Maritana, 
Composed, & dedicated to Mrs. Anderson, (Pianist to Her Majesty the Queen, 
and to Her Majesty The Queen Dowager and Musical Instructress to H.R.H the 
Princess Royal) : Cramer, Beale & Co., [c.1850?]. 

Weber, C.M. Von.  C.M. Von Weber’s Piano Forte Works, Edited by J. Moscheles. 
No. 10. Concert Stück, (Morceau de Concert) Larghetto, Affettuoso, Allegro 
appassionato, Marcia & Rondo Giocoso, for the Piano Forte, Composed & 
Dedicated to The Princess Marie Auguste of Saxony. By Op. 79 : Chappell, 
Stamp for “Charles Olliver?, Music Seller 41 & 42 New Bond Street” on title 
page, [1839]. 

Czerny, Charles. Introduction et Variations Brillantes Suo un Motif favori de 
l’Opera de Bellini J. Puritani Composées Pour le Piano, Op. 375 : E. Troupenas; 
Dalmaine, Mayence, Schott (Londres) [c.1836]. 

Czerny, C. Variations de Concert sur la Marche des Grecs du Siege de Corintlie 
De Rossini Composées pour le Piano Forte avec Accompagnement de deux 
Violons, Alto? & Vioioncelle (ad libitum) Opera 138 : E. Troupenas [c.1836]. 

Shelf no. MR 2-5.44 

Labelled, ‘Miss Egerton’ on the green front label, and entitled, ‘Music’, on the 

spine, it has grey marbled boards. 

Czerny, Charles. Passatempi Musicali, Douze Rondeaux pour le Piano Forte, Sur 
des themes modernes et favoris. Op. 385 No. 1 (Teme de l’Opera ‘Gustave’ de 
Auber) : D’Almaine & Co., [1836]. 
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Cramer, J.B. New Edition. French Air. (On dit qu’a quinze ans) Arranged with 
Variations for the Piano Forte : Addison & Beale; Chappell & Co., [1825]. 

Cramer, J.B. No. 2 of Select Subjects from Haydn’s Creation and Seasons, Newly 
Adapted as Divertimentos for the Piano Forte By J.B. Cramer. No. 1. From the 
Seasons. 2. From the Creation. No. 3. From the Creation. 4. From the Seasons. 
[‘To Miss Sophia Willis, This Number, Is Respectfully inscribed By J.B. Cramer. 
201 Regent Street’] : Cramer, Addison & Beale, [1827]. 

Cramer, J.B. Saxon Air. With Variations An Introduction & Finale, for the Piano 
Forte : S. Chappell, [1811?]. 

Hünten, François. No. 4 Air Varié in G from Melodies Gracieuses, Trois 
Rondeaux & Trois Airs Variés, Sur des Thêmes favoris. Composés pour le Piano 
Forte, Op. 78 : R. Cocks & Co. [1835]. 

Hünten, François. Trois Mélodies Élégantes, Variées Pour le Piano, No. 1, Tyrolne. 
de Mercadante, No. 2, Marche de Rossini, No. 3, Cavatina de Bellini Op. 51 No. 2: 
Cramer, Addison & Beale, [1832]. 

Herz, Henri. No. 3 Three Airs De Ballet, No. 1, Valse. No. 2, Divertissement, No. 3, 
Marche De Chevaliers, from Halevy’s celebrated Opera La Juive, Arranged for 
the Piano Forte : Mori & Lavenu, [1835].  

Herz, Henri. La Plus Belle, Introduction And Rondo, for the Piano Forte : 
Cramer, Addison & Beale, [1831/2]. 

Herz, Henri. Récréations Musicales. Twenty Four Airs Selected from the most 
popular National Melodies & Favorite Compositions of French, German & Italian 
Composers Arranged as Rondos, Fantasias & with Variations, For The Piano 
Forte, By Henri Herz. Books 1-4. Op. 71. (To their Royal Highnesses, The 
Duchess of Kent, and The Princess Victoria. This Work is (by permission) Most 
respectfully Dedicated, by Their Royal Highnesses Most obedient humble 
Servant, Henri Herz. London, July 1833).  Bk 1: Goulding & D’Almaine & Books 
[with a handwritten date, ‘Augst.31st 1833’. Books 2-4: D’Almaine & Co., 
[1833]. 

Cramer, J.B. Boildieus Celebrated Overture to the Caliph of Bagdad for the 
Piano Forte : Addison & Beale, [1830]. 

Barlow, William. Farewell Manchester, An Admired melody, Arranged with 
Variations, for the Piano Forte : Cramer, Addison & Beale, [c.1835]. [C.L.B. 
Egerton signature; Tatton Park is 20 miles from Manchester]. 

Kotzwara. The Battle of Prague, A Sonata for the Piano Forte. Revised & 
Fingered by the Editors : Printed & Sold by W. Hardman. Successor to S&P 
Knapton, 36, Coney Street. York, [this edition, after 1829]. 

Glover, Chas. W. Der Alpenlied, Swiss air, Sung By Madame Stockhausen, with 
Variations for the Piano Forte : H. Falkner, [Signed, ‘CLB Egerton Jany 27th 
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Tatton Park 1834’, and there appears to be a date when she finished it of July 
14th]. 

Glover, Chas. W. Favorite Galop from Auber’s Opera of Gustavus III, Arranged 
for the Piano Forte : H. Falkner, [‘CLB Egerton 1834 april 21st’ on title page; 
‘May 3rd 1834’, with Miss Pitman’s signature, at the end]. 

Glover, Chas. W. Merry May The Keel Row, with Variations for the Piano Forte: 
H. Falkner, [‘CLB Egerton 1834’]. 

Grossé, W. O dear what can the matter be. Admired Air, Arranged as a Rondo, 
for the Piano Forte, No. 11: Mayhew & Co., [1822-30]. [C.L.B. Egerton and April 
18, with St James’s Square written beneath]. 

Beethoven, Ludwig van. A Collection Of Fifty Waltzes For The Piano-Forte, In 
Four Books, Set 3 : R. Mills, [1835?]. 

Burgmüller,  Frédéric. The Post Waltz, in form of a Rondo for the Piano Forte, 
Dedicated to the Right Honble. the Lady Anna Loftus : R. Cocks & Co., [1836]. 
[Miss Egerton signed by ‘L-Anna’ cut off, beneath which, ‘Kindest Regards.’]. 
Lady Anna Maria Ellen Loftus (1819-96) was the Ely’s eldest unmarried 
daughter, sister to Lady Charlotte Egerton, C.L.B. Egerton’s sister-in-law. 

Shelf no. MR 2-5.45 

Labelled, ‘Lady Charlotte Egerton’, in her usual binding, identical to MR 2-5.39. 

It contains a few signatures of her mother, M.Ely, before her marriage to John 

Loftus, the 2nd Marquess of Ely in 1810 [She had previously been Hon. Anna 

Maria Dashwood, a Maid of Honour to Queen Charlotte and a Lady of the 

Bedchamber to Queen Adelaide]. 

Betts, Charles D. A Waltz, Arranged from the celebrated Ballad of “We Met,” for 
the Proprietor of the Copyright And Adapted For The Piano Forte : Betts Royal 
Exchange, [1835?].  

Herz, Henri. La Tyrolienne, No. 3 de Six Airs De Ballet, de Guillaume Tell, De 
Rossini, Arrangés en Rondeaux Pour le Piano Forte par Henri Herz. Premier 
Pianiste de S.M. le Rei de France : Mori and Lavenu; Goulding & D’Almaine, 
[Advertised in the Harmonicon April 1830]. 

Weippert, John. Weippert’s 50th Set of Quadrilles, Selected from Rossini’s 
celebrated Grand Opera Guillaume Tell, as Performed by the Author’s Band at 
Almack’s and all the Nobilities’ Balls, To which is added An Admired Waltz, 
Composed & Arranged for the Piano Forte Or Harp, and most respectfully 
Dedicated (by permission) To His Grace The Duke of Devonshire, By John 
Weippert. Harpist by Special Appointment to their R.H. the Princess Augusta, 
Duchess of Kent, Duke & Duchess of Cumberland, Duke & Duchess of Gloucester 



Music Handlists 

 326 

& Prince Leopold… : Goulding & D’Almaine, [Advertised in the Harmonicon of 
1830]. 

Popular Waltzes Performed at the Nobilities Balls, including ‘Meet me by 
Moonlight’, ‘The Masaroni Waltz’, &c. Arranged For The Piano Forte, 1st Set : S. 
Chappell, [1830/1]. 

Hart, Joseph. Hart’s Thirty-fifth Set of Quadrilles. Selected from Mercadante’s 
Opera Elisa e Claudio, Including The Eliza Waltz, as Danced at Almacks and the 
Nobilities Balls, Composed and Arranged for the Piano Forte or Harp : Leoni 
Lee, [1831-6]. 

Herz, Henri. Herz’s Favorite Galope, A La Giraffe, With Variations for the Piano 
Forte. Composed by W. Plachy : Mori & Lavenu, [1836]. 

Musard, P. New Series. Musard’s Seventh Set of Quadrilles, or Second Set from 
Masaniello ou La Muette De Portici as Performed by Messrs. Collinet, Michau & 
Musard, At The Nobilities Balls, Almack’s & The Argyll Rooms. Composed & 
Arranged for the Piano Forte, with an ad lib Accompaniment for the Flute : T. 
Boosey & Co., [1829 WM]. 

Musard, P. 3 Set of Galoppes Favorites, performed at Almack’s and the 
Nobilities Balls, by the band of Messrs. Collinet, Michau & Musard : T. Boosey & 
Co., [1829]. 

Musard, P. New Series Musard’s Fourteenth Set of Quadrilles, First set from 
‘L’Ultimo Giorno di Pompei’,  as Performed by Messrs. Collinet, Michau & 
Musard, At The Nobilities Balls, Almack’s & The Argyll Rooms. Composed & 
Arranged for the Piano Forte, with an ad lib Accomponiment for the Flute : T. 
Boosey & Co., [1829 WM]. 

Musard, P. New Series Musard’s Sixth Set of Quadrilles, Entitled Le Clic Clac 
Des Omnibus, as Performed by Messrs. Collinet, Michau & Musard, At The 
Nobilities Balls, Almack’s & The Argyll Rooms. Composed & Arranged for the 
Piano Forte, with an ad lib Accompaniment for the Flute : T. Boosey & Co., 
[1829 WM]. 

Musard, P. New Series Musard’s Thirteenth Set of Quadrilles, Entitled “La 
Tarantelle,” as Performed by Messrs. Collinet, Michau & Musard, At The 
Nobilities Balls, Almack’s & The Argyll Rooms. Composed & Arranged for the 
Piano Forte, with an ad lib Accomponiment for the Flute, [included] : T. Boosey 
& Co., [1829 WM]. 

Herz, Henri. Les Coquettes Quadrilles De Contredanses brillants et variées with 
a Grand Waltz for the Piano Forte, Op. 49 : Goulding & D’Almaine, [1830]. Has 
the signature of Lady C. Loftus in pencil]. 

Herz, Henri. La Mode. The 3rd. Set of Contredanses Variées for the Piano Forte 
Dedicated To Mrs. Anderson. (Pianiste to her Majesty), Op. 63 : Goulding & 
D’Almaine, [1833]. 
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Hünten, François. Marche Militaire Pour Le Piano Forte. À Quatre Mains, 
Composée par François Hünten : J.B. Cramer, Addison & Beale, [1829]. 

Shelf no. MR 2-5.50 

Labelled, ‘Adelaide’, this volume contains Spanish music, dated 1846, thought 
to have belonged to a distant cousin of Wilbraham Egerton. 

Shelf no. MR 2-4-42 

A thin soft-bound oblong volume, with marbled boards and no ownership 

label, probably belonging to E.A. Clubbe.  

Kozeluch, Leopold. La Chasse Pour Le Clavecin ou Forte Piano Ouevre V : 
Longman & Broderip [1786]. 

Shield, William. Overture to Poor Soldier for the Harpscihord or Piano Forte: 
[N.P.] 

Hook, James. ‘The Hours of Love’, A Collection of Sonnets, containing Morning, 
Noon, Evening, and Night, properly Adapted for the Voice, Harpsicord, Violin, 
German Flute or Guitar. A New Edition : S.A. & P. Thompson, [c.1784]. 

Haydn, Guiseppe. Three Sonatas, for the harpsichord or Piano Forte with an 
Accompanyment for a Violin & violoncello. Op. XL : Willm. Forster, [1785-6]. 

Shield, W. ‘Marian an Opera’, as perform’d at the Theatre Royal Covent 
Garden. Composed & Selected by W. Shield, the Words by Mrs. Brooke : Longman 
& Broderip, [c. 1795?]. [E.A. Clubbe signature.] 

Shelf no. MR 2-4-43 oblong in ‘Sykes’ binding.  

Dupuis, Thomas Sanders. Organist and Composer to his Majesty, Pieces for 
organ or hpschd. principally intended for the use of young organists... Op.VIII : 
Preston & Son, [c.1790]. 

Hawdon, late organist of Hull, Beverly, & Newcastle upon Tyne. The Opening of 
an Organ, A Choice Set of IX Voluntaries, Which may be used at Pleasure at 
any Church or Chapel… : J. Dale, [c.1791]. 

Luther, John Christian. A Sonata with vars for the favorite French air, “Ah Vous 
Dirai” Tipped in. Published for the author…Sold at Blands Music Warehouse, 
[c.1790]. 

Followed by Glees. 
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Shelf no. MR 3-8.13 

With a worn black spine, entitled, “Music”, with five trophies and diagonally 

marbled covers, this well-used duet volume seems to have been in the Egerton 

family’s ownership, containing works signed by C.L.B. Egerton, but also by her 

niece, Emily, one of the daughters of Sir William and Lady Charlotte Egerton. 

Beethoven and Graun. Six Grand Choruses, as Piano Forte Duets, Composed by 
Beethoven, ‘The Mount of Olives’, & Graun, ‘Der Tod Jesu’. Book 1, no.2: Chorus 
of Soldiers and Disciples, no.1: Chorus of Angels, and no.3: Beethoven’s Trio, 
When Cruel Foes and Grand Chorus – Hallelujah. Arranged & Dedicated to Miss 
Mary & Miss Anne Eliza Heaton of Plas Heaton, Denbigshire, by Czerny, 
Charles: R. Cocks & Co., [1840]. 

Handel, G.F. “Hallelujah,” Chorus. From Handel’s Oratorio, The Messiah, 
Arranged as a Duet, for the Organ, or Piano Forte, By Wm. Horsley, Mus. Bac. 
Oxon. : Chappell’s Musical Circulating Library, [1837]. 

Haydn, Joseph. The Chorusses, in Haydn’s Oratorio, The Creation, No. 1. ‘Now 
Vanish Before.’ and No. 6. ‘By Thee with Bliss.’ Selected and Arranged, for Two 
Performers on the Piano Forte, by W. Watts : Cramer, Addison & Beale, [1832]. 
[Emily M. Egerton’s signature]. 

Little, J.H. Miriam’s Song, “Sound The Loud Timbrel” from Moore’s Sacred Songs 
Arranged for Two Performers, on the Piano Forte, with an Accompaniment for 
the Harp. Cramer, Addison & Beale, [1831]. [CLB Egerton]. 

Hummell, J.N. Grand Duet. for two Performers on the Piano Forte. Composed 
by J.N. Hummel. Mâitre de Chapelle to the Duke of Saxe Weimar : Cramer, 
Addison & Beale, [1831]. 

Mozart, W.A. Mozart’s Mass in C. No. 1, arranged for four hands, from the Full 
Score by Vincent Novello, organist to the Portuguese Embassy in London : Jos. 
Alfred Novello, [1834-45] C.L.B Egerton.  

Mozart, W.A. Grand Fugue in D. Major, arranged as a Duet for Two Performers 
on the Piano Forte, by W.A. Mozart. Performed at the Concerts Spiritual at 
Vienna, and for the first time in England at the Philharmonic Concerts 1837. 
No. 15. Edited by Cipriani Potter : Coventry & Hollier, [1837?]. C.L.B. Egerton. 
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Unbound Sheet Music for keyboard in the Tatton Park Archive 

In addition to the third manuscript book of Mary Egerton and the Sykes sisters, 

there are many individual instrumental parts, and the instruction book and 

collection of duets for violoncello by Reinagle, with Wilbraham Egerton’s 

signature, as detailed in the footnotes on page 55 of this thesis. Some of the 

sheet music appears to be for band, and may have been associated with  

Wilbraham’s Cheshire militia, but there is also music that mostly belonged to 

C.L.B. Egerton, that had not been bound before her death. 

Stovasser, M. Six Favorite Pieces, for the Piano Forte, Composed by an 
Illustrious Personage, Consisting of 1 Slow March, 3 Quick Steps & 2 Waltzes, 
and Performed by the Royal Horse Guards Blues Band, at Windsor, publish’d & 
dedicated by permission to his Royal Highness The Prince Regent, By M. 
Stohwasser, Music Master of the Royal Horse Guards Blues, Printed by & to be 
had of John Cramer, (Late of Pall Mall & Charing Cross) Military Musical 
Instrument Maker, To their Majesties, their Royal Highnesses the Prince Regent 
& Duke of York : John Cramer, [c.1815]. Inscribed, ‘Mrs Egerton with Mrs 
Alhorpe’s (?) compliments’. 

Chopin, Frederic. Chopin’s Piano Forte Duets. No. 2. Invitation Pour La Danse, 
Grande Valse Brillante, pour le Piano à Quatre Mains. Dediée à Mademoiselle 
Laura Morsford... Op 18 : Wessel & Co. [1834]. C.L.B. Egerton 

Hummel, J.N. Notturno For Two Performers on the Piano Forte Composed By 
J.N. Hummel. Op. 99 : Birchall & Co., [1824]. ‘C.L.B. Egerton’. 

Mendelssohn Bartholdy, Felix. Scherzo, March, Notturno & Intermetzo, from 
the Music of Shakspere’s ‘Midsummer Nights Dream’, arranged as a Piano-
Forte Duett, Op. 61 : J.J. Ewer & Co., [c.1844]. There are two copies signed 
‘C.L.B. Egerton’. 

Meyer, Leopold de. Le Depart, Nocturne, for the Piano Forte : Cramer, Beale & 
Co., [1835-1844]. Elizth. Egerton. 

Döhler, Th. Revue Des Opéras. Première Fantaisie, Pour Piano, sur des Motifs 
de Nabucodonosor, De Verdi, Op. 48 No.1 : T. Boosey & Co., [1844]. ‘C.L.B. 
Egerton’. 

Klitz, P. The Celebrated Minuet de la Cour, & Gavotte De Vestris, Arranged for 
the Piano Forte : J. Lawson, [c.1839-42]. ‘C.L.B. Egerton’. 

Cramer, J.B. J.B. Cramer’s Studio per il Piano Forte A Series of Exercises or 
Studies, in all the Major & Minor Keys, with the Leading Fingers marked to each 
Passage, Entended to facilitate the Progress of those who practise the Piano 
Forte, A New & Enlarged Edition, With considerable Improvements, Revised & 
Corrected by The Author. Vol 1 : Cramer, Addison & Beale, [1828]. 
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Various. A Set of Brilliant Polkas, composed by E. Schulz, Pugni, and 
Burgmüller, Arranged as Duets, for the Piano Forte, The Figures by Monsr. 
D’Albert. By Charles Coote, Pianist to His Grace The Duke of Devonshire : 
Chappell, [1844]. 

Weber, C.M. von. Jägerchor aus der Opera der Freyschütz fürs Piano Forte : 
Hanover. [?] Ownership: W.E. [Wilbrahm Egerton, son of William and Lady 
Charlotte]. 

Praeger, Ferdinand. Morceau Brillant, pour le Piano Forte, á Quatre Mains, Sur 
Deux Airs favoris de l’Opera Les Huguenots, de Meyerbeer : Mori, Lavenu & Co. 
[1842]. 

Hünten, François. Fantaisie, Sur deux Themes de la Linda Di Chamounix, 
Composée pour le Piano Forte, Par. Op. 126 : T Boosey & Co. [1843-5]. ‘C.L.B. 
Egerton’. 

Pixis, J.P. Paganini’s Celebrated Waltz, Arranged for the Piano Forte : S. 
Chappell, [1831]. 

Burgmüller, Fredk. The National Polish Air, “The Third of May,” With an 
Introduction and Brilliant Variations, for the Piano Forte : Chappell [1835/6]. 
C.L.B. Egerton. 

Burgmüller, Fredk. No. 5. Flow on thou noble Deva from No. 5 ‘Heures De 
Loisir’. Six Favorite Melodies Arranged for Two Performers on the Piano Forte : 
D’Almaine & Co, [1837]. ‘C.L.B. Egerton’. 

Koenig, H. The Pollington Polka, as performed at The Nobility’s Soirées, and 
The Promenade Concerts, Respectfully Dedicated To The Viscountess 
Pollington: Jullien, [1844]. CLB 

Hofmeister, Friedrich. Waldmeisters Brautfahrt. Walzer für das Pianoforte 
componirt von Joseph Labitzky Musikdirector in Carlsbad. 193tes Werk : 
Leipzig, but also has a stamp from C.A. André in Frankfurt, [1840s?]. C. 
Egerton. 

Lanner, Joseph. No. 17. Lanner’s Royal Waltzes, &c. Piano Forte Duets, many of 
which are Constantly performed at the Palace by Her Most Gracious Majesty’s 
Private & Military Bands. (Frohsinns-Scepter Walzer) : R Cocks & Co., [1838]. 
C.L.B. Egerton. 

Gelinek, Josef. No. 2 Select Airs, with Variations for the Piano Forte : Preston, 
[1814?]. Miss Egerton? 

Edelman, Jean-Frédéric. The Overture to Iphigenie with the Trio Composed by 
The Chevalier Gluck & Arranged for the Piano-Forte : Rt Birchall, [1813?]. E. 
Egerton. 



  Music Handlists 

 331   

Wright, Charles. The King’s Cheshire Yeomanry Cavalry Parade March, for the 
Piano Forte, Composed, and respectfully dedicated by permission to Mrs. 
Egerton, (of Tatton Park) : John Siddeley, Music Seller, Knutsford [bookbinders 
and booksellers in King St. Knutsford in 1857 P.O. directory]. 

Viscountess Combermere. A Galoppe and Valtz, as Performed by The Band of 
the First Life Guards, Composed and Arranged for the Piano Forte : Willis & Co. 
Royal Music Repository, [c.1839]. C.L.B. Egerton. 

Lanner, Joseph. No. 2. From Lanner’s Royal Waltzes, &c. Piano Forte Duets, 
many of which are Constantly performed at the Palace by Her Most Gracious 
Majesty’s Private & Military Bands… Op. 132 : R Cocks & Co., [1839]. C.L.B. 
Egerton. 

Crotch, William. A Concerto for the Organ, With Accompaniments for a Full 
Band. Composed by Wm. Crotch Mus. Doc. Professor of Music Oxford. No.1 : Rt 
Birchall, [c.1805]. E Sykes.  
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Handlist of Keyboard Music at Killerton House 

The majority of the extant keyboard music at Killerton, as at Tatton Park, is 
preserved in compilation volumes, in which separately purchased prints may 
be bound together with other items of keyboard music, or mixed with prints of 
other genres such as song.  This handlist provides information about the 
compilation volumes and the keyboard music they contain, to supplement the 
shelfmarks supplied in references to the thesis.  It is not a comprehensive 
catalogue of the collection, and does not contain information on genres other 
than keyboard music.  

Almost all the musical publications in the collections are bound into half-
leather volumes, with gold tooling and marbled boards. There are some 
matching bindings, forming sets, indicating provenance or ownership, but the 
juxtaposition of works within the volumes is fairly random. Not all have 
ownership labels on the front, but where there are titles for the volume, or 
marks of identification, they are noted. All publishers are based in London 
unless indicated otherwise. Dates have been widely sourced and checked, but 
some inevitably remain approximate.   

Both houses have a considerable number of bound volumes of the first major 
Handel edition by Arnold, in which Henry Hoare and William Egerton are both 
named in the lists of subscribers.  

Killerton: Bound Volumes of Music  

Shelf nos. 1.1.B – 1.11.B  

Haydn, Joseph. Oeuvres Complettes : Breitkopf & Härtel, [1800-1806]. 

The unbound book 2, in a pink paper cover with key pattern, is followed 

consecutively by more paperback publications, in orange, to book 12. The first 

of the series is missing. It consists of Haydn’s solo piano works, sonatas with 

and without accompaniments, and Airs de Chansons. 

Shelf nos. 1.2.A – 1.9.A  

Mozart, Wolfgang Amadeus. Oeuvres Complettes : Breitkopf & Härtel, [1798-
1806]. 

Apart from one duplicate paper copy, bound volumes of Mozart’s solo piano 

works, sonatas with and without accompaniments, Pieces pour le Pianoforte a 

deux et a quatre mains, Gesange mit Begleitung des Pianoforte, and sonates 

pour le pianoforte avec accompagnement d'un violon. The pale green paper 
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cover titlepages are pasted to the front and back in order to bind two books 

together, and in one case, three books, making eighteen in total.  

Shelf no. 2.39.A 

A volume of the accompanying violin parts to the Mozart works within the 

volumes above. 

Shelf no. 2.37.B 

Grey marbled paper-covered boards with red leather spine, entitled “Kozeluch 

Sonatas”. Endpapers watermarked '1800'. The volumes in this binding often 

have penciled catalogue numbers, suggesting they originated in a large library 

that was probably that of Henry Hoare.  

Kozeluch, Leopold. Trois Sonates pour le Clavecin ou le Forte Piano, avec 
Violon et Violoncelle obligés… Op. 23 : Longman & Broderip [1799]. 

Kozeluch, Leopold. Three Sonatas for the Piano Forte or Harpsichord Op.30 : 
Broderip & Wilkinson, [c. 1798].  

Kozeluch, Leopold. Three Sonatas for the Piano Forte or Harpsichord with 
accompaniments for a German Flute or Violin & Violoncello, Op.37 : Rbt. 
Birchall [c.1800]. 

Kozeluch, Leopold. Three Sonatas for the Piano Forte with Accompaniments 
for Flute or Violin and Violoncello, Op.40 : Goulding, Phipps, D’Almaine, 
[1796]. 

Kozeluch, Leopold. Three Sonatas for the Piano Forte with an accompaniment 
for the Flute or Violin and Violoncello, Op.41: Goulding, Phipps, D’Almaine, 
[1800?]. 

Shelf no. 2.27.B 

Grey marbled paper-covered boards with red leather spine, entitled 

“Pleyel/Kozeluch”. 

Pleyel, Ignace. Six Sonatas for Piano Forte or Harpsichord with 
accompaniments for flute or violin and violoncello, Op.3 : Broderip & Wilkinson, 
[1800]. 

Kozeluch, Leopold. Sonata for Piano Forte, Op.21, no. 1 : Longman & Broderip, 
[S.H.1787]. 



Music Handlists 

 334 

Kozeluch, Leopold. Three Sonatas for the Piano Forte or Harpsichord, with 
Accompaniments for for the Flute or Violin and Violoncello, Op.34 : Bland & 
Weller, [1791]. 

 

Shelf no. 1.25.B 

Red spine with 5 double gold bands, with grey marbled boards. 

Steibelt, Daniel.  A Grand Concerto [The Storm] for Piano Forte, Op.33: 
Longman, Clementi & Co., [1798-c.1801]. 

Cramer, J.B. A Grand Concerto for Piano Forte with or without additional keys 
Op.10 : Preston & Son, [1798]. 

Dussek, Jan Ladislav. Grand Concerto for Piano Forte with additional keys, and 
also adapted for any other or harpsichord, with accompaniments for 2 violas, 
2 flutes, 2 French horns, tenor & bass. Op.22 : Corri & Co., [c.1800]. 

Mazzinghi, Joseph. Three quartetts for Piano Forte, flute, violin and tenor 
Op.3, [Dedicated to the Earl of Cholmondeley and inscribed with 
“Cholmondeley”] : Longman & Broderip, [before 1798].  

Shelf no. C.15.B 

Half red morocco, marbled paper-covered boards. 

Leveridge, Richard. The original music in Macbeth, as composed by Matthew 
Locke arranged from the score and adapted for the Piano Forte; by B. Jacobs : 
A. Hamilton. [c.1801]. 

Shelf no. 1.15.B  

Blue marbled cover with worn navy blue corners and red leather spine, labelled 

‘Vocal Music’ with ‘M4’ at foot of spine.  Lydia’s handwritten instruction on 

first page, “me Erard Harp”. 1802? WM. Mostly consisting of songs and glees, 

with words by Mrs Opie and music by Mr Biggs, it finishes with two keyboard 

pieces. 

Biggs, Edward Smith, La Tarantella a favorite Italian Dance. Arranged as a 
Rondo with familiar additions for the Piano Forte : Rt. Birchall. [c.1800?]. 

Attwood, Thomas. The favorite overture to the Prisoner or the Resemblance, 
arranged for the Harp or Piano Forte : Rt. Birchall. [c.1800?]. 
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Shelf no. C2.10.A  

Marbled paper-covered boards. Leather spine entitled, 'Piano forte music'. Oval 

green leather cartouche on front cover with gold tooled border of leaves and 

flowers, blank but matching the “Miss Hoare” volume and her name within. 

Endpapers watermarked '1803' and '1804'.  

Steibelt, Daniel. A favorite rondo, for the pianoforte, with or without additional 
keys. Selected from the sonata: composed & dedicated to Madame Bonaparte, 
for pf. : Robert Birchall, [c.1800]. 

Saust, Charles. The Favorite Air Sul Margine D’un Rio, with Variations for the 
Piano-Forte & Flute obligato. Opera 5 : G.J. Vollweiler… for the author… 
[1806?]. 

Wilms, Johann Wilhelm, The favorite air of Hope told a flattering tale: arranged 
as a duet for piano forte and German flute : Monzani & Cimador. [c.1801]. 

Wilms, Johann Wilhelm. Thema, with variations for a German flute, and piano 
forte, No. 2. Monzani & Co. [c.1810]. 

Wilms, J.W. Lieber Augustine, a favorite waltz, with variations for a German 
flute, and harp or piano forte, No. 3: Monzani & Co. [c.1810]. 

Dussek, Jan Ladislav. Viotti's favorite pollacca as sung by Sigra Banti, at the 
King's Theatre, Haymarket, arranged as a rondo for the piano-forte by J. L. 
Dussek : Corri, Dussek & Co. [1794?]. 

Esch, Louis von. La colombe retrouvée, an air for the piano forte with or 
without additional keys... : Broderip & Wilkinson. [c.1800]. 

Haensel, Peter. A favorite air, with variations, for the harp or piano forte : J. 
Fentum's Music Warehouse. [1805?]. 

Biggs, Edward Smith, Lady Ann Townshend's march, as performed by the 
Regimental bands composed & adapted for the piano-forte, by Mr. Biggs: Rt. 
Birchall. [c.1810]. 

Bossi, Cesare. Six opera divertimentos, from Heliska ou La fille soldat : a 
favorite dance as performed at the King's Theatre, Haymarket. Arranged for 
the harp or piano forte, with a German flute accompaniment: Monzani & 
Cimador. [c.1801]. 

Bossi, Cesare. Irza, a favorite ballet, as performed at the Kings Theatre 
composed by Mr. Degville. The music entirely new composed & adapted for the 
piano forte by C. Bossi. Monzani & Cimador. [c.1801]. 

André, Johann Anton. Six waltzes for the piano forte: G.J. Vollweiler. [1806?]. 
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Vogler, Georg Joseph. Funeral march from the opera ‘Castor and Pollux’, 
arranged for the piano-forte: G.J. Vollweiler. [1806?]. 

Butler, Thomas Hamly. Lewie Gordon, a favorite rondo, for the forte piano or 
harpsichord: Rt. Birchall. [c.1800].  

Haigh, Thomas. Lewie Gordon a favorite Scotch air, arranged for two 
performers on one piano forte: Rt. Birchall. [c.1800]. 

Haigh, T. Overture to Lodoiska : arranged for two performers on the piano-
forte, or harpsichord: Rt. Birchall. [c.1800]. 

Shelf no. C2.12.A  

Leather label on front board tooled 'Miss Hoare'. Quarter diced Russia, marbled 
paper-covered boards. Spine title 'Piano Forte Music I'. Engraved paper roundel 
on end pastedown 'I/J.C. Flack Book Binder No. 40 Maiden Lane Covent 
Garden'. Shelf nos. C.28.A and C.29.A contain some of the accompaniment 
parts. 
 
Mozart, Wolfgang Amadeus.  A grand concerto, for the piano forte… the 
accompaniments adapted for a German flute, two violins, two tenors, bass and 
double bass, or a German flute two violins, two tenors & two basses by the late 
J.B. Cimador, the cadenza, composed ... by J.B. Cramer. [K.466, D minor.]: 
Theobaldi Monzani. [c. 1810]. 

Pleyel, Ignaz. A favorite trio for the piano forte, with an accompaniment for a 
flute or violin & violoncello. Op. 29 : Clementi, Banger, Hyde, Collard & Davis. 
[c.1805]. 

Woelfl, Joseph. Three sonatas, for the piano forte. Op. 27 : A. Hamilton. 
[c.1800]. 

Woelfl, Joseph. Three sonatas, for the piano forte, in which are introduced the 
favorite Scotch airs, of ‘O nanny wilt thou gang with me’, & ‘Roys wife. Op. 35: 
printed for the author by Lavenu & Mitchell. [c.1804]. 

Dussek, Johann Ladislaus. Trois sonates pour le piano forte : avec 
accompagnement d'un violon ad libitum. Op. 14 : Rt. Birchall. [1791?]. 1803 
WM 

Mozart, Wolfgang Amadeus. Overtura, dell opera Il Flauto magico. Adapted for 
the piano-forte : Monzani and Cimador.[1800-1803]. 

Shelf no. C2.8.A  

Half-calf brown with simple tooled bands, blank green oval label with gold-leaf 

decoration. Spine labelled ‘Accompts. Violino’, with elaborate gold tooling and 

lyre motif. Brown and blue marbled boards.  
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Steibelt, Concerto for Piano Forte, Op.33. 

Mozart, Concerto for Piano Forte in Dmin. 

Dussek, Grand Concerto op 22, “vl primo” in ink handwriting. 

Pleyel, Favorite Trio, Op. 29 both fl and vl parts.  

Pleyel, 2 Sonatas, Op 30. 

Kozeluch, 3 Sonatas op 23 vl. only 

Kozeluch, 3 Sonatas op 34 fl. or vl. 

Kozeluch, 3 Sonatas op 37 fl. or vl. 

Kozeluch, 3 sonatas op 40 fl. or vl. 

Kozeluch, 3 sonatas op 41 

Cramer, Sonata 1. Pl no. 570 

Himmel, 3 Sonatas for the Queen of Prussia. 

Woelfl, 3 Trio Op.23  

Woelfl, 3 Trios Op.27, no. 3 is violino obbligato and was available separately, 
as here.  

Woelfl, 3 Sonatas with Scotch Airs.  

Hoffmeister, Grand Duetto Notturno  

J.W. Wilms, Hope told a flattering tale - flute part 

J.W. Wilms, Thema & vars. no 2, flute. 

J.W. Wilms, Lieber Augustine no 3, flute 

Dussek, 3 Sonatas Op.14. 

Dussek, Sonata Op. 36  

Corsin, Airs. 

MS tipped in at end: Sonata 1st in Bb Allegro, others not entitled.  

Sonata 2 D maj, Allegro, Adagio, Rondeau allegretto. 

Sonata 3 G maj Allegro, ... Rondeau Allegro. 
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Shelf no. C2.9.A / 2.42.B 

Half-calf brown with simple tooled bands, blank green oval label with gold-leaf 

decoration. Accompts. Basso with elaborate gold tooling and lyre motif. Brown 

and blue marbled boards.  

The contents do not precisely match the kbd volumes, as follows: 

Steibelt, Op.33.  

Scotch Air for violoncello primo and secondo, plus a Basso part.  

Mozart, D min Concerto for Piano Forte. 

Dussek, Concerto with Basso Obligato Bbmaj Op.22. [the same as the vl one 
with the inked identification]. 

Pleyel, Trio Op.29.  

Pleyel, 2 Sonatas.  

Kozeluch, 3 sonatas, op 23. 

Kozeluch, 3 sonatas, op 34. 

Kozeluch, 3 sonatas, op 37. 

Kozeluch, 3 sonatas, op 40. 

Kozeluch, 3 sonatas, op 41. 

Cramer, Sonata 1. pl no 670 

Himmel, 3 sonatas Queen of Prussia. 

Woelfl, 3 trios op 23.  

Shelf no. C2.7.A 

Upright folio, quarter diced Russia, spine entitled, “Duetts & Harp”. Blank oval 

green leather cartouche, to match the Miss Hoare volume, marbled paper-

covered boards. Endpapers watermarked '1804'.  

Meyer, Philippe-Jacques, Senr. Six favorite airs chiefly Scotch : arrang'd in 
three duets with variations for the harp & piano forte : Rt. Birchall, [1802]. 

Weippert, J. M. (Johann Michael). Three duetts for harp and piano forte, Op IX : 
Monzani & Cimador. [c. 1801]. 

Bossi, Cesare. March & polacca, from the ballet, of ‘Irza’ arranged as a duett, 
for harp & piano forte : Monzani & Co. [c.1802]. 
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Hinner, Philippe Joseph. A favorite duett for two harps : or piano forte & harp, 
Op. 8, No. 1 : Rt. Birchall, [c. 1800?]. 

Bossi, Cesare. Cinderella's minuet : as danced by Miss De Camp & Mr. Byrne, at 
the Theatre Royal Drury Lane, in the grand spectacle. Of Cinderella, composed 
by Bossi, and arranged for the piano forte & harp, by G.G. Ferrari : the Opera 
Music Warehouse by Monzani & Cimador, [1802?]. 

Steibelt, Daniel. Four favorite airs, selected from Steibelt's celebrated ballet, of 
La Belle Laitiere and arranged for the harp & piano forte, by Ph: J. Meyer Senr.: 
Rt. Birchall, [1805?]. 

Ferrari, (Giacomo Gotifredo). Three sonatinas, for the pedal harp : With an 
accompaniment for the tamburino. Ad libitum… :  T. Skillern. [1797]. 

Dussek, Sophia. Three favorite airs, with variations for the harp : Monzani & 
Co. [1805 WM]. 

Holst, Mathias, The maid of Lodi : a celebrated Italian air arranged for the 
harp by Mr. Holst : J. Platts, [WM 1803]. 

Mozart, Wolfgang Amadeus. Six airs from the opera of Il flauto magico 
composed by Mozart, arranged for the harp with an accompaniment for the 
violin by Corsin : Rt. Birchall, [c. 1800]. 

Burkopffer. A collection of French airs &c, for the harp arranged by Burkopffer, 
&c. 2nd Sett : Rt. Birchall 133 New Bond Street, [c. 1805?]. 

Shelf No. 1.31.B / RH.17.B 

Oblong folio. Spine title 'Piano forte music'. Quarter diced Russia tan and black 
marbled paper-covered boards and a green cartouche without a name. ‘TDA’, 
in pencil, on flyleaf. Mostly published by the lithographic process of André and 
G.J. Vollweiler. 
 
Woelfl, Joseph. Trois sonates : pour le piano forté & le violon, avec 
accompagnement d'un violoncelle ad libitum, Op 16 : Offenbach, chez J. André. 
[Sold by G.J. Vollweiler, at the Polyautographic Printing Office [1806]. 

Woelfl, Joseph. Trois grands trios : pour piano-forte, violon & basse, composes 
par Joseph Woelfl. Oeuvre 23 : Offenbach, chez J. André. [Sold by G.J. 
Vollweiler, at the Polyautographic Printing Office [1806]. 

Mozart, Wolfgang Amadeus. Concerto pour piano-forte avec accompagnement 
d'orchestre …Oeuvre 7. [K. 175, D major] : Offenbach s/M, chez Jean André. 
[1801?]. 

Mozart, Wolfgang Amadeus. Douze pieces de l'opera: Figaro de Mozart : 
arrangees pour le piano-forté avec violon ad libitum : Offenbach s/Mein chez 
Jean André, [before 1807?]. 
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Mozart, Wolfgang Amadeus. Marches pour piano-forté, No. 5 : Offenbach s/M : 
chez Jean André, sold by G.J. Vollweiler, at the Polyautographic Printing Office, 
[1807?]. 

Beethoven, Ludwig van. Sonate pour piano-forté : accompagné de violon, ... 
Oeuvre 24 : Offenbach s/M chez Jean André, [before 1807?]. 

Beethoven, Ludwig van. Marche funebre pour piano-forté : Offenbach s/M : 
chez Jean André [sold by G.J. Vollweiler, at the Polyautographic Printing Office, 
[1807?]. 

Beethoven, Ludwig van. Prélude pour piano-forté : Offenbach s/M : chez Jean 
André [sold by G.J. Vollweiler, at the Polyautographic Printing Office, [1807?]. 

Cramer, Johann Baptist. Serenade, for the piano forte, with accompanyments 
for harp & flute (ad libitum) : Monzani & Co. [between 1807 and 1813]. Harp 
part only. 

Eckhard, C.F. Dix variations pour le piano-forté : sur l'air, ‘Seid uns zum 
zweitenmal willkommen’. Oeuvre 5 : Offenbach s/M : chez Jean André [sold by 
G.J. Vollweiler, at the Polyautographic Printing Office, [1807?]. 

André, Johann Anton. Walze favorite du carnaval d'Offenbach, arrangée pour 
le piano-forte : Offenbach s/M : chez J André [sold by G.J. Vollweiler, at the 
Polyautographic Printing Office, [1807?]. 

Shelf No. 1.16.B. entitled Flute/Accomp., 

Similar to Lydia Hoare’s bound bks with tan, gold-tooled, leather spine and 

corners, with tan and black marbling. It has WMs of 1815 - 1819. 

Wrights Harp Airs, Bluebells of Scotland, Shepherds I have lost my Love, Over 
the Water to Charley.  

Mazzinghi, Overture to Henry 4th Favorite Airs from la Caccia d!Enrico IV 
Latour, Variations.  

Bochsa, Brulant d!Amour et partant pour la guerre.  

J.M Weippert, op 49. 

Unidentified Allegro Brillante Intro. German Hymn with variations. 

Huntsman’s Rest vars. Aria & vars. no 3. Andantino & vars. 

Mazzinghi, Tuscan Air , Silesian Air, Bosnian Air, Military Air, 

Ah Perdona al Primo Affetto, Deh Prendi un dolce amplesso - Se al volto mai ti 
senti, Come ti piace imponi, La Clemenza di Tito H.P. no 2, 

Don Giovani including Batti Batti, Cosi fan Tutte, Nozze di Figaro 



  Music Handlists 

 341   

Handel including the ‘Harmonious Blacksmith’ 1815 WM 

March Russe, Sicilienne 

Cardon op 7. 4 sonatas for harp, with ad lib violin.  

Florillo Pieces from ‘Il Don Giovanni’  

Sul margine d!un Rio with 12 Variations [Saust or Latour?]. 

Shelf no. C2.19.B / 2.28.B 

Quarter gold tooled red morocco, marbled paper-covered boards, lyre and 
flower tooled on spine, marbled edges.  

Saust, Charles. The favorite air sul margine d'un rio : with variations for the 
piano-forte & flute obligato. Op 5... : G.J. Vollweiler, [W.M. 1805]. 

Mehul, Etienne Nicholas. The favorite airs from the ballet of ‘La Dansomanie’, 
performed at the King's Theatre Haymarket, arranged for the piano forte. 
(With additional movements composed) by T. Latour : Rt. Birchall, [c. 
1810?]. 

Latour, T. Imitations of many of the most eminent professors, in twenty six 
variations on the favorite gavot in Achille et Deidamie, for the piano forte : 
with an accompaniment for the flute : Rt. Birchall, [c.1814]. 

Latour, T. ‘Sul margine d'un rio’, a favorite Italian air, with twelve variations 
for the piano forte, with an accompaniment for the flute ad libitum… : F.T. 
Latour; (late Chappell & Co.) [1825]. In ink, 'L. D. Ac[land] 1829' 

Latour, T. ‘Oh lady fair!’ composed by Thomas Moore Esqr : arranged with 
variations for the piano forte : J. Power and W. Power [c. 1811].  

Cardon, Jean Baptiste (fils). Recueil d'airs varies pour la [sic] harp. Oeuvre XIX: 
Muzio Clementi and Co. [c. 1810?]. 

Beethoven, Ludwig van. XII variations, pour le piano-forte sur la danse Russe: 
Theobald Monzani [c. 1808]. 

Beethoven, Ludwig van. Tema with variations, for the piano forte, [WoO 76]. 
Monzani & Hill. [c.1810?]. 

Saffery, Osmond. A favorite military divertimento for the piano forte, with an 
accompaniment for the flute : Phipps & Co. [c.1815]. 

Handel, George Frideric. Handel's grand hailstone chorus adapted for the piano 
forte : Preston & Son. [c.1810?]. 

Holst, Mathias. Barrossa, grand march, & rondo for the piano forte, composed 
& respectfully dedicated to Lieut. General Graham, and the officers and troops 
under his command, at the battle of Barrossa : Wm. Dale. [1811?]. 
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Mozart, Wolfgang Amadeus. Mozart's grand march. [K383e] : Yaniewicz's 
music warehouse [c.1803]. 

Sacchini, Antonio. A favorite march, as performed at the King's Theatre 
Haymarket, in the serious opera of Evelina : Rt. Birchall [1797?]. 

Rauzzini, Venanzio. The favorite quick march, in the cantata La sorpresa 
composed & arranged for the piano forte, by Mr. Rauzzini. & performed at his 
concerts in Bath : Goulding Phipps & D'Almaine [c.1805]. 

Andreozzi, Gaetano. The celebrated march, in the opera of ‘La vergine del 
sole’: Rt. Birchall. [c.1805]. 

Kelly, Michael. The Grand march : in the romance of Blue Beard, for the piano 
forte, with an accompaniment for tambourine or guittar, [sic] composed by 
Michael Kelly : Kelly's Opera Saloon, [c.1805]. 

Lee, D. General Graham's Grand March to the Battle of Barrosa, for the piano 
forte : Cianchettii & Sperati [1811]. 

Rimbault, Stephen Francis. A grand march, with variations for the piano forte : 
Phipps & Co. [1809?].  

Mozart, Wolfgang Amadeus. A grand march from the opera of the 
‘Zauberflote’, [K620.9 arr.] : Rt. Birchall [1807]. 

Beethoven, Ludwig van. Funeral march for the piano forte : composed on the 
death of a great hero, [Sonata, piano Op. 26.] : Mr. Birchall's. [c.1810?].  

Gluck, Christoph Willibald. The grand march in Alceste, and two ballet airs for 
the piano forte : Rt. Birchall. [1810 WM].  

Esch, Louis von. Duo [for four hands] hymn des Marseillois, et air militaire : 
Broderip & Wilkinson. [1808 WM]. 

Jansen, Louis. The German legion march, arranged for the piano forte, also as 
a duett for two performers : C. Wheatstone. [180? WM]. 

Latour, T. A duett, for two performers on the piano forte : in which is 
introduced the admired air of "O dolce concento" with variations :Rt. Birchall. 
[1810].  

Handel, George Frideric. Scene, from Judas Macchabæus, arranged for two 
perfomers on the piano forte, ... by T. Haigh. To the above is added a flute 
accompaniment : Preston, [1810]. 
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Shelf no. 1.25.A 

Oblong book with black and grey marbled boards, red half calf with simple 

golden bands.  No name plate, spine labelled, ‘German Waltzes 1815’.  Paper 

of different weights, cut and condition. Many different publications of Waltzes, 

Allemandes etc., published in Vienna and Munich, including the following. 

Auswahl, der beliebtesten Oesterreicher National Laendler fur das Piano Forte, 
1-7:  Artaria, [c.1815]. 

Altenhauser, Xavier. VI Münchner Redout-Teufsche von 1815 : Komponirt, und 
fürs Piano-Forte : München, bey Falter und John, [1815]. 

Cramer, F. VI Münchner Redout-Teufsche von 1815 fürs Piano-Forte : München  
bey Falter und John, [1815]. 

Sidler, Joseph. XVIII Münchner Redout Lændler von 1815, für das Piano-Forte: 
München, in der Joseph Sidlerschen Verlagshandlung. [1815]. 

Shelf no. C.26.A / 2.14.A 

Quarter leather, marbled paper boards. 

Vols 3 & 7 of Anthologie musicale, ou recueil periodique pour le piano-forte qui 

offrira particularierement les idees, les themes et morceaux choisis des operas, 

et des ballets ainsique d'autres nouvelles compositions les plus goutees. ... 

Musickalischer-Sammler für das Forte-Piano. Nos. 3 & 7 : Wien, Artaria et 

Comp., [c.1800?]. 

Shelf no. C2.21.B/2.30.B 

Scarlet embossed cover mostly gold tooled, entitled “French melodies”. The 1st 

flyleaf, “To Lady Acland/ with the author’s sincerest regards/ & deepest 

gratitude”, dedicated to her, by Eugenius Roche, Sept. 16th 1824. 

A Selection of French Melodies, the Introductions & Accompaniments by 
Mademoiselle Jams of the Conservatoire Royal, Paris. The Poetry by Eugenius 
Roche, Esq. 
 

Shelf no. RH.1.10.B / 1.34.B   

Small oblong manuscript book copied by/for one of Lydia’s children. It 

contains 108 melodies, for a treble instrument. 
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Shelf no. 2.19.A / RH.2.2.B 

Upright folio bound in yellow marbled paper with maroon morocco spine and 

corners; gilt stamped borders and spine decoration same as RH21B and C16B.  

Front rectangular cartouche in maroon morocco stamped “L.D. Acland”; spine 

stamped music.  Several items have hand-written signatures on title pages, 

“L.D. Acland.” 

Beethoven, Ludwig van. Sonata for the piano forte. [No. 18, Op. 31, no. 3, E 
flat major]. Monzani & Hill. [c. 1824]. 

Ries, Ferdinand. A forty sixth sonata, for the piano forte : with a flute 
accompaniment, obligato, composed. ... Op. LXXXVII. The Regent's Harmonic 
Institution, [1819].  

Potter, Philip Cipriani Hambly. ‘Fin ch'han dal vino’, a favorite air, from 
Mozart's opera of Il Don Giovanni, with variations, imitations, and coda : S. 
Chappell. [c. 1834?].  

Czerny, Carl. Introduction & variations, on Carafas favorite air, O cara 
memoria, for the piano forte : with an accompaniment of violoncello, ad lib. 
Op. 16 : T. Boosey & Co. [1830?]. 

Rossini, Gioachino. ‘Fra tante angoscie e palpiti’,  from the opera of La 
cenerentola, ... No. 3 of Operatic Airs, arranged by T. Latour. F. T. Latour. 
[1827].  

Latour, T. ‘Sul margine d'un rio’, a favorite Italian air : with twelve variations 
for the piano forte, with an accompaniment for the flute ad libitum :  F.T. 
Latour; (late Chappell & Co.) [1825].  

Pixis, Johann Peter. Polonaise pour le piano arrangee d'aprés la cavatine 
favorite de l'opera de Tancrede, S. Chappell, [1825]. 

Herz, Henri. A first capriccio for the piano forte, Op. 13 : Mori & Lavenu, 
[1829]. 

Rossini, Gioachino. Capriccio for the piano forte : in which is introduced a 
favorite air, from Rossini's opera, of Othello, by Camille Pleyel. Op. 22 : Mori & 
Lavenu [1827].  

Kalkbrenner, Friedrich. A fantasia with variations, for the piano-forte, on the 

admired Scotch air of "Roy's wife of Aldivalloch". Op. 37. Printed from patent 

copper types, by W. Clowes, Stamford-Street. Published by S. Chappell, and 

Clementi & Co., [before 1834].  
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Potter, Philip Cipriani Hambly. Fantasia for the piano forte, on the favorite 
cavatina, Chi dice mal d'amore : F.T. Latour. [1827].  

Potter, Philip Cipriani Hambly. Rondeau brillant for the piano forte, Op. 5 No. 
1. Clementi & Co. [c. 1830?]. 

Bochsa. Bochsa's favorite march, and polonaise, ...  arranged for the piano 
forte, by Augustus Meves. S. Chappell, [c. 1828]. 

Bruguier & Sola. Les Belles Fleurs, consisting of select pieces, from the works of 
the most celebrated authors, selected & most of them newly arranged for the 
piano forte & flute, the flute part arranged by Sola, the piano forte part 
arranged by Bruguier. No. [5]. Chappell & Co., [1824]. Miss Acland in pencil on 
the top of titlepage. Plate 2215 

Panormo, Ferdinand Charles. "Sing, Sing, Music was given", from Moore's 
selection of Irish melodies, with an introduction, composed & arranged as a 
rondoletto for the piano forte : J. Power. [1811]. Plate 751 

Moralt, John Alois. Mnemosyne : an air with variations, for the piano forte : 
Monro & May, [1839?]. 

Esch, Louis von. Il passo tempo, consisting of various elegant & interesting 
pieces for the piano forte, No. 3 containing ‘Durandarte & Belerma’ with a 
military piece. Preston, [1829 in ink on the top of titlepage]. 

Clementi, Muzio. Haydn's celebrated air of God save the Emperor : with 
variations adapted for the piano forte with accompaniments for violin & 
violoncello, ad libitum : Clementi Banger Collard Davis & Collard. (Late 
Longman & Broderip) [c. 1814]. 

Shelf no. 2.32.B / RH.21.B 

Half-calf dark green with floral tooled motif, and grey, green & red marbled 

boards, Spine labelled ‘Duetts’, with golden lyre motif. L.D. Acland cartouche 

with ornate gold border.   

Beethoven, Ludwig van. Beethoven's celebrated Hallelujah Chorus : from the 
oratorio of The Mount of Olives, arranged as a Duett for two performers on the 
Piano Forte, with an accompaniment for harp (ad lib.) ... by Bruguier, D.: 
Rutter & McCarthy. [c.1820].  

Beethoven, Ludwig van. Beethoven's Grand Septuor, arranged as a Duett for 
two performers on one piano forte by the author : Clementi & Co. and Chappell 
& Co., [1817?]  

Favorite Italian airs, arranged as duets for two performers on the piano forte, 
selected from celebrated operas, composed by Sacchini, Giordani, Piccini. 
Books 1 & 3 : Falkner's Opera Music Warehouse, [c.1817]. 
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Czerny, Carl. Variations, on the favorite air "Through the forests through the 
meadows" : for two performers on the piano forte. Op. 111 : T. Boosey & Co. 
[1829]. 

Rossini, Gioacchino. A duet, for two performers on the piano forte, the themes 
selected from Rossini's favorite opera ‘Il turco in Italia’ : Birchall & Co. [c.1829]. 

Czerny, Carl. Duett, (theme by Gallenberg) for two performers, on the piano 
forte, Op. 87 : J.B. Cramer, Addison & Beale. [1825]. 

Dainville, L.F. Le Bocage: Le rossignol, Le serin, Le linot, Le merle, L'alouette, Le 
chadnneret [sic]. Being a collction of original French dances, to which is added 
a military waltz, the whole composed by L.F. Dainville, and arranged as duetts, 
for the piano forte, the figures revised by Mr. Jenkins : Chappell & Co. [1819]. 

Shelf no. B.5.T 

Quarter purple Russia, blue and purple marbled paper with tooled lyre motif on 

spine. No ownership label. Ticket on pastedown: 'Thomson binder Exeter'. 

Labitzky, Joseph. Labitzky's latest waltzes, &c. as piano forte duets… no.33, 
Die Elfen-walzer Op. 86... composed and dedicated to the young ladies at Miss 
Ensor's establishment, Gay Street, Bath ... : R. Cocks & Co., [c.1843].  

Hunten, Franz. Les Aimables : three duets, for two performers on one piano 
forte, No. 1 "An alexis Send'ich dich" ... : R. Cocks & Co. [1833].  

Santos, Duarte J. Dos. Les Deux Soeurs, an original set of Quadrilles, arranged 
for two performers, on the piano forte, ... Paine & Hopkins. [c.1830?]. 

Hunten, Franz. Les debuts des Deux Soeurs, Air Suisse, No 2 of Four airs with 
variations arranged for two performers on one piano forte. No. 2. Op. 66 : R. 
Cocks & Co. [1835].  

Strauss, Johann. Hommage à la reine de la Grand Bretagne, A new set of 
Waltzes, for the piano forte, composed for ... Her most gracious majesty Queen 
Victoria, ... Op. 102. R. Cocks & Co. [1838].  

Purcell, Arne, and Linley. Favourite airs sung in Shakespeare's play of ‘The 
Tempest’… arranged for two performers on the pianoforte, with an 
accompaniment (ad. lib.) for the flute, by William Hutchins Callcott : C. 
Lonsdale (Late Birchall and Co.). [1839].  

Donizetti, Gaetano. Select airs from Donizetti's celebrated opera. ‘Lucia di 
Lammermoor’, Arranged as duetts for two performers on the piano forte by 
Edward Perry. Books 1,2, & 3 : Mori & Lavenu. [1838].  

Herz, Henri. Grande variations a quatre mains pour le piano forte, sur une 
Marche favorite de ‘Guillaume Tell’  de Rossini ... par Henri Herz ... Op. 50 : 
D'Almaine & Co. [c.1840?].  
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Gaensbacher, Johann Baptist. Is love a crime? An original German air, with 
variations for two performers on the piano forte... Op. 9 : S. Chappell, 50 New 
Bond Street, [later reprint from Chappell & Co.’s plate of 1821?].  

Hunten, François. Marche militaire pour le piano forte, a quatre mains : J.B. 
Cramer, Addison & Beale. [1829].  

Hunten, Franz. Three elegant rondinos, viz. No. 1 ‘Non piu mesta de 
Cenerentoli’ de Rossini ... for two performers on the piano forte... Op. 30 : R. 
Cocks & Co. [1831].  

Beethoven, Ludwig van. Overture to Fidelio, arranged as a duet, for two 
performers on the piano forte, with accompaniments of flute, violin and 
violoncello : T. Boosey & Co. [c.1820?]. 

Handel, George Frideric. Overture to Sampson... arranged as a duett, for two 
performers on the organ or pianoforte, by Osmond Saffery of Canterbury : 
D'Almaine & Co. [c.1840?]. [Pencil handwritten list in Lydia’s handwriting?: 
“Saul, Acis & Galatea, Solomon} not published”]. 

Handel, George Frideric. Overture to Esther, arranged as a duett, for two 
performers on the organ or pianoforte, by Osmond Saffery, of Canterbury : 
Goulding & Compy. [c.1840?]. 

Handel, George Frideric. Overture to the Occasional Oratorio, arranged as a 
duett, for two performers on the organ or pianoforte, by Osmond Saffery, of 
Canterbury : Goulding & D'Almaine, [c.1830?]. 

Shelf no. 2.32.A 

Haydn, Joseph. Haydn’s celebrated Symphonies… performed at Mr Salomon’s 
and The Opera Concerts, adapted for the Piano-forte, with an Accompaniment 
for a Violin & Violoncello ad libitum… : Robert Birchall, [1817-19]. Emma 
Mordaunt’s name is inscribed. 

Shelf no. 2.38.A 

Turquoise paper spine, grey marbled boards. In pencil – ‘Avonhurst’, the 

Mordaunt’s house and estate, just north east of Stratford-upon-Avon. A label 

inside top LH corner of cover board: John Merridew Literary Repositary 

opposite the Court house, Warwick. Stationery, Patent medicines, perfumery, 

etc.etc. It has an 1817 WM, and contains violin accompaniments. There is no 

volume of the piano parts. 

Mozart Op.2 Sonatas, consisting of two sets of three sonatas.  
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Boccherini Op 3, consisting of 6 sonatas for Harpsichord or Piano Forte with 
accompaniment for violin or German flute [despite chords and double 
stopping]. 

Schroeter Op 6, Three Sonatas dedicated to the Prince of Wales 

Haydn, Joseph. Twelve Sinfonia. 

Shelf no. C.22.A or C2.2.A. 

Disintegrating stitched binding. Quarter leather with marbled paper-covered 

boards. In ink on pastedown, 'Mary Erskine”.  

Corelli, Arcangelo. The score of the four operas, containing 48 sonatas 
compos'd by Archangelo Corelli. For two violins and a bass. ... The whole 
revis'd and carefully corrected by Dr. Pepusch. Vol. 1. [Op 1-4] : Walsh, [1735]. 

Shelf no. 1.28.B/RH.14.B 

Green leather with rich gold tooling around outer edges and spine both front 

and back. Red tooled label & a handsome marbled end-papers with gilded 

page-edges. This presentation volume was ‘Humbly dedicated to Miss Erskine.’ 

Whatman watermarked paper. In every respect this is a sumptuous gift 

Malme, George. Six Sonatas for Piano Forte; three with violin accompaniment : 
published for the author at Mr Hook's South St Grosvenor Square, [c.1776-81]. 

Shelf no. C.21.A / 2.9.A 

Sewn on 4 tapes. Quarter leather, marbled paper-covered boards, vellum 

corners. Eleven of Corelli’s twelve concerto publications bound together; 

Concerto no. 10 is missing. In ink on flyleaf, 'Mary Erskine'.  

Corelli, Arcangelo. Corelli's celebrated twelve concertos : as performed by Mr. 
Cramer at the Ancient Concert, Tottenham Street and at the Hanover Square 
Concert, adapted for the organ, harpsichord, or piano forte by Thomas 
Billington. Op. IX : Rt. Birchall, [c.1798?]. 

Shelf No: KIL B.6.T. / 2.33.A / RH.22.A 

Brown and red marbled cover; Green spine with lyre motif and double golden 

lines, plus half-calf; no name plate. Inscribed ‘Mary Erskine April 1824’.  Back 

cover inscribed, ‘E major F sharp min’ in pencil. 
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Griffin, G.E. Concerto for the piano forte, with accompaniments for a full 
orchestra.... Op: 1. no. 1 : printed for the author, [1821]. 

Viotti, Giovanni Battista. Viotti's grand concerto in G, adapted for the piano 
forte by J.L. Dussek : Clementi & Co. [1821]. 

Haydn, Joseph. Haydn's Quartetto Op. 72, as performed at Mr. Salomon's 
concert, Hanover Square; arranged as a sonata for the piano forte, with 
accompaniments for violin & bass, ad libitum... by J.L. Dussek : Skillern & Co. 
[c.1817]. 

Haigh, T. National Melodies, Consisting of the most Admired Airs of England, 
Ireland, Scotland & Wales, Arranged as Rondos with Variations for the Piano 
Forte and an Introductory Movement to each Composed by The Most Eminent 
Authors. No. 8 [‘When William at Eve’, Arranged & Dedicated to Wm. Shield 
Esqr.] : Chappell & Co. [c.1815]. 

Latour, T. National melodies, Consisting of the most Admired Airs of England, 
Ireland, Scotland & Wales, arranged as Rondos, or with Variations for the 
piano forte and an Introductory Movement to each Composed by The Most 
Eminent Authors :  No. 11, [Ye Banks and Ye Braes] : Chappell & Co. [c. 1815]. 

Holder, Joseph William. The popular French air, Le vaillant troubadour 
arranged with variations for the piano forte ... the Royal Harmonic Institution. 
[c.1817]. 

Yaniewicz, Feliks. Yaniewics's divertimento alla Polacca, adapted for the piano 
forte by J.B. Cramer from ‘The Monthly Rose’,  A Collection of Airs with 
Variations; Rondos, Waltzes, Polonoises. Melodies of Different Nations &c. 
Original & Selected from the Works of the Most Eminent Composers for the 
Piano Forte. No. 9 : Clementi & Co. for Messrs. Yaniewicz & Weiss's Music 
Warehouse, Lord Street, Liverpool, [c.1822]. 

Yaniewicz, Feliks. Indian War Whoop from ‘The Monthly Rose’, A Collection of 
Airs with Variations; Rondos, Waltzes, Polonoises. Melodies of Different Nations 
&c. Original & Selected from the Works of the Most Eminent Composers for the 
Piano Forte. No. 11 : Clementi & Co. for Messrs. Yaniewicz & Weiss's Music 
Warehouse, Lord Street, Liverpool, [c.1822]. 

Knapton, Philip. ‘Caller herring’, a favorite Scotch air arranged with 
variations, for the piano forte or harp : Goulding, D'Almaine, Potter & Co., & to 
be had at 7 Westmorland Street, Dublin, [c.1815]. 

Moscheles, Ignace. Rondoletto, on a favorite notturno by Paer, for the piano 
forte, composed ... by Ignace Moscheles of Vienna : published by the Royal 
Harmonic. [c.1820?]. 

Mayseder, Joseph. Grand rondo for the piano forte : Boosey & Co. [1823]. 
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Kiallmark, George. A favorite Irish melody, with variations and an introduction 
for the piano forte :  Goulding & Co. & Chappell & Co. [c.1820]. 

Kiallmark, George. Kimbolton Castle, a divertimento, for the piano forte : 
Chappell & Co. [c.1820]. 

Rawlings, T.A. Les plaisirs de la chasse, a Divertisement, for the piano forte : 
Chappell & Co. [c.1821]. 

Rawlings, T.A. "New year's eve", a Divertimento for the piano forte, with an 
accompaniment for the flute ad libitum, in which Appropriate Airs are 
introduced : Chappell & Co. [c.1819]. 

Kirmair, Friedrich Joseph. Air, for the Piano Forte With Variations… No. 11 
[Vieni amore] To Be Continued : Composed by Righini. Goulding, D'Almaine 
Potter & Co. & to be had at 7 Westmorland St. Dublin, [c.1816?]. 

Shelf no. RH.1.1.B / 2.16.A 

Gold tooled leather label on front board: Mrs. Burnand. Binding: Quarter 
leather, marbled paper-covered boards. 

Steibelt, Daniel. A grand concerto a la chasse, as performed by the author with 
the utmost applause at the Opera Concerts, Op. 64: Joseph Dale & Son. 
[between 1805 and 1809]. 

Viotti, Giovanni Battista. Viotti's grand concerto, in B [flat], arranged for the 
piano forte (with or without the additional keys) with accompaniments for two 
violins, oboe, corni, alto & violoncello, by Mr. Hullmandel : Rt. Birchall [c. 
1800?]. 

Latour, T. Sonate, pour le piano forte, avec accompagnement de violon (ad 
libitum), dedicated to the Prince of Wales: Rt. Birchall [c. 1800?]. 

Kozeluch, Leopold. Three sonatas for the piano forte or harpsichord, with 
accompaniments for a violin and violoncello … Op. 43 : Rt. Birchall, [c. 1800]. 

Haigh, Thomas. A grand sonata for the piano forte with an accompaniment for 
a violin obligato, composed by T. Haigh. Op. 22 : L. Lavenu. [c. 1810]. 

Clementi, Muzio. Sonata II from opera 2 ... : Broderip and Wilkinson No. [c. 
1800]. 

Corri, P. Antony. The feast of Erin : fantasy for the piano forte, in which is 
introduced the original Irish airs of ‘Planxty Drury’, ‘The summer is coming’, 
‘Erin go Bragh’, & ‘Fly not yet’ : Rt. Birchall, [S.H. 1809]. 

Gianella, Luigi. The favorite Spanish boleros, or castanet dance, as danced by 
Monsieur Vestris & Madme. Angiolini in the admired ballet of Don Quixotte, 
arranged with variations for the piano forte, german flute, & castanet 
accompaniment : Monzani & Hill. [between 1807 and 1813]. 
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Esch, Louis von. Musette variée pour le piano forte : Broderip & Wilkinson. 
[1805?] 

Esch, Louis von. A divertimento for the piano forte : with accompaniments for 
a flute, violin and violoncello, Op. 14.: Rt. Birchall, [1806?]. 

Latour, T. Bon jour, 1er. divertissement, pour le piano forte, avec 
accompagnement de flute ad libitum : Rt. Birchall, [c. 1806]. 

Latour, T. Sonate, pour le Piano Forte, avec Accompagnement de Violon (ad 
libitum) composée et Dediée A Son Altesse Royale Monseigneur Le Prince de 
Galles : Rt. Birchall, [c.1800]. 

Cramer, J. B. Two sonatas, for the piano forte, Op. 8 : L. Lavenu. [1806?]. 

Steibelt, Daniel. Three sonatas, for the piano forte : with or without additional 
keys also an accompaniment for flute or violin... Op. 18 : Clementi, Banger, 
Hyde, Collard & Davis. [c.1805]
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