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ABSTRACT

In eighteenth-century France, music was everywhere. Musical criticism and scores filled journals and
newspapers, new concert houses and music shops spread across Paris, most authors addressed music in
their writings, and pre-revolutionary speeches provided musical metaphors to conjure social and
political ideals. Why did music arouse such a widespread interest in this significant period of French
history? This dissertation engages with this question using a large body of sources, including print,
patents, paintings and engravings, and surviving instruments. Interweaving manifold cultural practices
and social actors, it enquires how people defined and experienced what music was, what it did, and who
was entitled to practice and appreciate it in eighteenth-century France. | argue that music was conceived
as an Enlightened and collective project throughout the century, especially through the changing
appropriations of notions of musical harmony. The narrative of this dissertation moves from the
exploration of musical harmony as an Enlightened science in the first half of the century, to the
appropriation of Rameau’s system of harmony as the summit of French genius and national character
in mid-century. It also moves from the negotiation and dissemination of ideas of music through
corporeal and material practices, to the uses of harmony as a model for envisaging an ideal socio-
political order during the French Revolution. Accordingly, this dissertation features a wide array of
social actors who navigated and claimed taste and expertise in this changing musical culture, including

musical amateurs, savants, performers, teachers, inventors, and listeners.
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Introduction

Unlike our understanding of music nowadays, music in eighteenth-century France was not
chiefly deemed an art form. Music was everywhere in the bustling urban, social, intellectual,
and political life of Paris. Concert houses and music shops were spread across the city, music
criticism and scores filled journals and newspapers, many natural philosophers and men of
letters addressed the subject of music in their experiments and writings, a vast array of people
collected and performed on musical instruments, and pre-revolutionary speeches invoked
music to conjure social and political ideals. Why did music attract such attention in this
significant period of French history? What drew people to practise, research, learn, consume,
and associate themselves with music? Interweaving manifold cultural practices and social
actors, this dissertation enquires how people defined and experienced what music was, what it
did, and who was entitled to practice and appreciate it in eighteenth-century France. It engages
with these questions from different vantage points, as provided by recent developments in
cultural history, the history of science, material culture studies, the history of the body, the
history of emotions, and intellectual history. The complex ways in which music was signified,
appropriated, and used in eighteenth-century France shatters traditional canons of study for the
historian. In moving away from a view of music as an art form to the contemporary
appropriations of music as a form of Enlightened knowledge, a source of national identity, a
material and corporeal experience, and a socio-political model, this dissertation approaches
music as a dynamic cultural practice, whose meanings and purposes were articulated and
experienced by a variety of social actors throughout the century.

This dissertation’s broad chronological scope comprises the late seventeenth and
eighteenth centuries. Within this framework, this dissertation argues that music helped to shape
key phenomena that historians have identified in this period, namely the rationalising project
of the Enlightenment, the increasing culture of consumption and public opinion, the building
of a sense of French national identity, the emergence of a new sensibility in mid-century, and
the unfolding of the French Revolution. Musical concerns, practices, and actors cut across all
these phenomena. | shall argue that music was deemed an Enlightened science, by merging
knowledge and taste, and hence defined the knowledgeable and tasteful person. In the 1750s,
music became a determinant feature of French character and genius, and bound the individual

to different social communities through practices such as criticising and consuming music.



Music was embodied, involving the material and visual as well as the aural, and encapsulated
the values pursued in the new sensibility as a privileged language for expressing feeling and
sensorial experience. Later, in revolutionary times, music offered a model for agreement and
proportionate order based on musical harmony. Thus, music played a crucial role in bridging
changing models of knowledge, taste, expertise, sociability, communality, corporality, and
socio-political order throughout the century.

One of the most striking findings of this dissertation is the omnipresence of notions of
musical harmony in public opinion and cultural life, with regards to different musical and non-
musical affairs. Musical harmony was invented, defended, contested, discarded, translated,
embodied, and used all throughout the century. Consequently, the narrative of this dissertation
moves from the exploration of ‘harmony’ as the epitome of the scientific pursuit of music in
the first half of the century, to the appropriation of Rameau’s system of harmony as the summit
of French culture and national character in mid-century. It also moves from the negotiation and
dissemination of ideas of harmony and sound through corporeal and material practices, to the
uses of harmony as a model for an ideal form of social organisation during the French
Revolution. Overall, the itinerary of harmony presented in this dissertation shows that music
retained its connection with ideas of nature and the cosmos, which were the source of its alleged
powerful effects, thereby allowing music to be appropriated for an Enlightened and collective
political project. Additionally, this dissertation tells a story of taste. Music was understood as
a truth of taste and a source for the self-fashioning of the tasteful person. Thus, the possession,
formulation, and expression of taste are subjects found in all chapters of this dissertation.
Broadly speaking, all of the themes addressed in this dissertation are interwoven with taste: the
formulation of music as a tasteful science, the construction of Frenchness as a tasteful nation,
the ownership of musical instruments as tasteful possessions, the forging of tasteful expertise,
the cultivation of the tasteful body of the performer, and the envisioning of a tasteful republic
in revolutionary times.

Accordingly, this dissertation features a wide array of social actors who navigated, self-
fashioned, and claimed expertise in this changing musical culture. It explores the emergence
in this period of specific musical agents scarcely documented in existing literature, including
musical amateurs, ‘savant’ musicians, musical teachers, different types of performers, and
‘sensible’ listeners. These social actors converged in the city of Paris. Although this
dissertation addresses issues of French national identity and culture, it mainly focuses on the
city of Paris. Nevertheless, it considers Paris as a permeable and heterogeneous spatial frame,

which was not only the capital of France, but also played an increasing central role in the
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cultural life of Europe, being a popular destination among travellers. During the eighteenth
century, the metropolitan identity of Paris transformed considerably.1 The idea of a city
reviewing its identity and new cultural weight, on the one hand, and particularly keen on
absorbing, hosting and transforming foreign visitors and influences, on the other, is central to
this dissertation.

The first section of this introduction traces the trajectory of the dissertation, summing
up its main themes and findings, while explaining the chronological development of its
narrative. The second part, in turn, discusses my methodological approach to the subject
conversing with different bodies of secondary literature, and analyses some critical issues
addressed in the dissertation. The third section introduces the cast of musical actors that feature
in this dissertation and their social world, discussing what it meant to be a ‘musician’ in this
period, and what a musical ‘amateur’ was. The last section of this introduction outlines the

purpose of each of the four chapters that make up this dissertation.

1. Main themes of the dissertation

1.1 Tasteful science. Enlightenment, Rameau and taste

During the first half of the century, music was considered to be a science. Members of the
Académie Royale des Sciences in Paris assessed a great number of proposals about music
theory and practice, sound, hearing, and musical instruments.? These scientific enquiries into
music drew upon a long tradition of mathematical study of music. Since Pythagoras, the
mathematical proportions between musical notes were thought to mirror cosmological order,
being mathematically organised. The ‘harmony of the spheres’ or musica mundana was then a
dominant worldview in early modern neo-Platonic sciences and philosophy.s It was not only

central to the research of astronomers and mathematicians, but was at the basis of early modern

1 Stéphane VVan Damme, Métropoles de papier. Naissance de [’archéologie urbaine a Paris et a Londres (Paris:
Les Belles Lettres, 2012).

2 See Albert Cohen, Music in the French Royal Academy of Science (Princeton: Princeton University Press, 1981).
3 For the ‘harmony of the spheres’ see e.g Jocelyn Godwin, The Harmony of the Spheres: The Pythagorean
Tradition in Music (Rochester, Vermont: Inner Traditions, 1992); Jamie James, The Music of the Spheres: Music,
Science, and the Natural Order of the Universe (New York: Springer, 1993); Paolo Gozza (ed.), Number to Sound.
The Musical Way to the Scientific Revolution (Dordrecht: Kluwer, 2000); Jacomien Prins, Echoes of an Invisible
World: Marsilio Ficino and Francesco Patrizi on Cosmic Order and Music Theory (Leiden: Brill, 2015).

11



medicine, which aimed at balancing the humours of the body and aligning the organs with the
celestial harmony.s

Scholarship has placed the decline of the ‘harmony of the spheres’ in the seventeenth
century.s Jacomien Prins argues that the increasing rationalisation of music and sound brought
the ‘disenchantment and consequently an end to the age-old link between cosmic order and
music theory’.s This ending was attributed to the effects of the scientific revolution, which, for
Suzannah Clark and Alexander Rehding, produced a shift in the consideration of music, from
divine or cosmological order to physical phenomenon, epitomised by the emergence of studies
whose declared subject was ‘sound’.7 That shift has been called by Paolo Gozza the ‘passage
from number to sound’, a transition from the stress on numerological explanations of harmony,
towards empirically based research on the nature of ‘sounding number’.s Indeed, the
seventeenth century saw great developments in research into the physics of sound. According
to Penelope Gouk, Francis Bacon was explicitly opposed to Pythagorean understandings of the
universe in terms of mathematical ratios but considered music instead a ‘sonorous phenomenon
of nature perceived by the senses, rather than as a branch of mathematical speculation’.s Bacon
defended an empirical approach to music, which he pursued through the experimentation and
invention of musical instruments.io In this dissertation, | shall argue that, in the case of
eighteenth-century France, the ‘scientific revolution” did not eclipse the ‘harmony of the
spheres’; rather, associating musical harmony with a broad notion of the natural order
legitimised the wide appropriation of music as a scientific subject of enquiry. Moreover,
notions of cosmic harmony permeated different layers of French culture right up to the
Revolution. Harmony worked at both a macrocosmic and microcosmic level: from

cosmological order to the physical body. This dissertation will demonstrate that the reasons for

4 Noga Arikha, Passions and Tempers: A History of the Humours (New York: HarperCollins, 2007), pp.113-172.
5 See e.g. Floris Cohen, Quantifying Music: The Science of Music at the First Stage of the Scientific Revolution,
1580-1650 (Dordrecht: Reidel 1984); Penelope Gouk, Music, Science, and Natural Magic in Seventeenth-Century
England (New Haven, CT: Yale University Press, 1999); Victor Coelho (ed.), Music and Science in the Age of
Galileo (Dordrecht: Kluwer, 1992); Gozza (ed.), Number to Sound; Prins, Echoes of an Invisible World; James
Kennaway, Bad Vibrations. The History of the Idea of Music as a Cause of Disease (Aldershot: Ashgate, 2012).
6 Prins, Echoes of an Invisible World, p.19.

7 Suzannah Clark and Alexander Rehding, ‘Introduction’, in Music Theory and Natural Order from the
Renaissance to the Early Twentieth Century, eds. Suzannah Clark and Alexander Rehding (Cambridge:
Cambridge University Press, 2010), p.6.

8 Gozza (ed.), Number to Sound, pp.62-3.

9 Penelope Gouk, ‘Music in Francis Bacon’s Natural Philosophy’, in Number to Sound, ed. Gozza, p.136.

10 Penelope Gouk, ‘On the Role of Musical Instruments in the Creation of Francis Bacon’s Experimental Study
of Sound’, paper presentation at the conference ‘Music and Material Culture’, University of Cambridge, Faculty
of Music, 7 December 2016.
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the persistence of the ‘harmony of the spheres’ in the eighteenth century were twofold: it
legitimised notions of music as a model of both order and influence. By means of its privileged
relationship with the cosmos or the divine, music both revealed natural order—geometrically
organised, proportioned, tasteful, and moral—and had powerful effects on individual and
collective bodies—from stirring passions and healing to unifying politically discordant crowds.

In 1722, the hitherto little-known composer and organist from Dijon, Jean-Philippe
Rameau, published his Traité de I'narmonie réduite a ses principes naturels, in which he
proposed a ‘scientific system’ for music.11 Here he systematised the treatment of musical
chords, and identified a ‘single principle’ for musical theory and composition, the ‘fundamental
bass’, which ruled both the structure of chords and their progression.i2 Recent studies have
shown that Rameau’s theories fitted dominant concerns among philosophes in the
Enlightenment, joining mathematics with physical studies of resonance.1s The enormous
impact of Rameau’s theories on the standardisation of musical composition and pedagogy has
also been largely documented.14 In this dissertation, Rameau’s writings on musical harmony
are considered in relation to the legacy of the harmony of the spheres, the growing culture of
public opinion and musical consumption, and the fashion for classifying, making ‘systems’,
and geometry in the so-called ‘geometrical spirit’ or ‘quantifying spirit” of the Enlightenment.1s
Rameau called musical harmony a ‘science’ at a time when scientific enquiries into music were
gaining momentum. This dissertation argues that music received a great deal of scholarly
attention during the early decades of the eighteenth century, as part of the Enlightenment

project of reforming and organising knowledge. There were considerable efforts to understand

11 Jean-Philippe Rameau, Traité de I'harmonie réduite a ses principes naturels (Paris: 1722).

12 See e.g. Thomas Christensen, Rameau and Musical Thought in the Enlightenment (Cambridge: Cambridge
University Press, 1993), p.5.

13 See e.g. Cynthia Verba, Music and the French Enlightenment. Reconstruction of a Dialogue 1750-1764 (New
York: Clarendon Press, 1993); Christensen, Rameau and Musical Thought; André Charrak, Raison et perception.
Fonder I’harmonie au XVIlle siecle (Paris: J. Vrin, 2001); Abigail Shupe, ‘Aspects of Newtonianism in Rameau’s
Génération harmonique’, unpublished PhD Thesis, University of Western Ontario (2014).

14 For studies on Rameau’s life and musical works see Cuthbert Girdlestone, Jean-Philippe Rameau: His Life and
Work (New York: Dover, 1970); Charles William Dill, Monstrous Opera: Rameau and the Tragic Tradition,
(Princeton: Princeton University Pres, 1998); Jean-Paul Dous, Rameau: un musicien philosophe au siécle des
Lumieres (Paris: L'Harmattan, 2011); Cynthia Verba, Dramatic Expression in Rameau’s Tragédie in Musique
(Cambridge: Cambridge University Press, 2013).

15 For the ‘geometrical spirit’ or ‘quantifying spirit’ see Blaise Pascal, De [’esprit géométrique et de l’art de
persuader (Paris: 1658). Also Tore Frangsmyr, J. L. Heilbron, and Robin E. Rider (eds.), The Quantifying Spirit
in the 18th Century (Berkeley: University of California Press, 1990); Richard Wellington Burkhardt, The Spirit
of System: Lamarck and Evolutionary Biology (Cambridge, MA: Harvard University Press, 1995); Roy Porter,
‘Introduction’, in The Cambridge History of Science: Volume 4, Eighteenth-Century Science, ed. Roy Porter
(Cambridge: Cambridge University Press, 2017), 1-20.
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and systematise music theory, practice, and taste. These efforts were expressed in
epistemological practices throughout the century: music was studied as a science in the
Académie Royale des Sciences, and was the subject of theorising, experimenting, quantifying,
classifying, historiographies, dictionaries, collecting, and intensive investigation, both inside
and outside the academies. The vast number of publications on musical subjects, and the great
attention paid to music within the largest Enlightenment ventures, such as the Descriptions des
arts et métiers, the Encyclopédie, and the Encyclopédie méthodique, reveals that music was at
the foreground of the French Enlightenment, and was largely understood as a matter of
reason.ie

As a subject of scientific study, music effectively coupled reason with taste. Eighteenth-
century dictionaries throughout the century defined music as a ‘science of sounds’, adding ‘that
[these sounds] are pleasant to the ear’.17 One might think that the consideration of music as a
science would exclude musical pleasure. However, as | shall demonstrate, the fact that music
‘pleased’ was arguably central to scientific practices in music. The ‘science of music’ followed
the belief that beauty and taste were grounded in a notion of nature as geometrically organised.
Therefore, the system of harmony put forward by Rameau aimed at explaining the pleasure of
music through mathematics, at the same time that it also enshrined the relationship between
science, taste, beauty and sociability. Indeed, historians have demonstrated that, in the early
eighteenth century, notions of science were intrinsically linked to notions of beauty, morality,
amusement, and sociability. In this sense, our modern divisions between ‘science’ and ‘art’ are
not applicable in this period, given that both shared common ground in notions of geometry,

beauty, and morality.1s | contend that musical harmony was deemed a ‘tasteful’ science:

16 Denis Diderot and Jean le Rond d'Alembert (eds.), L'Encyclopédie, ou dictionnaire raisonné des sciences, des
arts et des métiers (Paris: 1751-1772); Académie Royale des Sciences, Descriptions des Arts et Métiers, faites ou
approuvées par messieurs de I'Académie royale des sciences (Paris: 1761-1788); Jacques Lacombe, Encyclopédie
méthodique. Arts et métiers mécaniques (Paris: Panckoucke, 1782-1791).

17 See e.g. ‘La Musique a pour objet le son en tant qu’il est agréable a I’organe de I’ouie’ in Jacques Ozanam,
Récréations mathématiques et physiques, qui contiennent plusieurs problémes d’arithmétique, de géométrie, de
musique, d’optique, de gnomonique, de cosmographie, de mécanique, de pyrotechnie, et de physique (Paris:
1694), p.331. In this dissertation, |1 draw upon multiple definitions by eighteenth-century dictionaries and
encyclopaedias, not without caution. I am aware that copying and imitation was a common practice among early
modern dictionary makers (which raises questions about the originality, date and authorship of any of their
definitions) and that dictionary definitions do not account for the whole semantic range of a word, nor they reveal
their multiple appropriations and uses.

18 See Geoffrey Sutton, Science for a Polite Society: Gender, Culture, and the Demonstration of Enlightenment
(Boulder, CO: Westview Press, 1995); William Clark, Jan Golinski and Simon Schaffer (eds.), The Sciences in
Enlightened Europe (University of Chicago Press, 1999); Emma Spary, ‘Scientific Symmetries’, History of
Science 62 (2004), 1-46; Charlotte Guichard, Les Amateurs d'art a Paris au XVIlle siecle (Seyssel: Champ Vallon,
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harmonic proportions revealed the geometrical laws of the universe at the same time that they
legitimised and ‘naturalised’ musical taste. Similarly, the tasteful science of music presented
practices of knowledge-making and learning as an amusing, aesthetic, moralising, spectacular,
collective social practice—just like musical performances.19

Additionally, this dissertation expands recent studies of hearing and sound, by
illustrating that eighteenth-century approaches to sound and acoustics also embraced notions
of knowledge and taste. Unlike the treatment of sound in the secondary literature just
mentioned on music during the scientific revolution, this dissertation demonstrates that sound
was not an isolated subject of scientific study. Sound and hearing have also been the objects of
study of a recent flurry of scholarship under the umbrella of ‘sound studies’, which argue that
the perception and production of sound are historically and culturally shaped, intermingling
varied social, political, material, environmental, and economic issues.2o Whereas these studies
often take sound as a distinct and independent category from music, this dissertation argues
that enquiries into sound and hearing in this period were imbricated with notions of music, and
thus with criteria of taste and musical pleasure. Notions of musical harmony continued to
permeate even ‘empirical’ studies on sound, drawing upon the interrelation between music and
natural order. Sound was largely approached as a matter of taste, and as a sensorial and
empirical demonstration of the geometrical organisation of the world. | shall show that
surgeons and physicists in this period aimed to explain why music could please the way it did
by exploring physical phenomena such as the form of waves, the agitation of particles, and

specific parts of the structure of the ear. They compared human and animal audition, and drew

2008); Bernadette Bensaude-Vincent and Christine Blondel (eds.), Science and Spectacle in the European
Enlightenment (Aldershot: Ashgate, 2008).

19 Sutton, Science for a Polite Society.

20 The literature on sound and hearing has expanded considerably in recent years. For general references, see e.g.
R. Murray Schafer, Soundscape: Our Sonic Environment and The Tuning of the World (1977; New York: Destiny
Books, 1994); Alain Corbin, Village Bells: Sound and Meaning in the 19th- Century French Countryside (New
York: Columbia University Press, 1998); Michael Bull and Les Back (eds.), The Auditory Culture Reader
(Oxford: Berg Publishers, 2003); Jonathan Sterne, The Audible Past: Cultural Origins of Sound Reproduction
(Durham, NC: Duke University Press, 2003); Mark M. Smith (ed.), Hearing History: A Reader (Athens, GA:
University of Georgia Press, 2004); Veit Erlmann, Hearing Cultures: Essays on Sound, Listening and Modernity
(Oxford: Berg Publishers, 2004); Jonathan Sterne (ed.), The Sound Studies Reader (London: Routledge, 2013);
Trevor Pinch and Karin Bijsterveld (eds.), The Oxford Handbook of Sound Studies (Oxford: Oxford University
Press, 2013); lan D. Biddle and Kirsten Gibson (eds.), Cultural Histories of Noise, Sound and Listening in Europe,
1300-1918 (London: Routledge, 2016). For 18w-century France, see Penelope Gouk and Ingrid Sykes, ‘Hearing
Science in the Eighteenth Century’, Journal of the History of Medicine and Allied Sciences 66:4 (2011), 507-545;
Veit Erlmann, Reason and Resonance: A History of Modern Aurality (New York: Zone Books, 2010); Sophia
Rosenfeld, ‘On Being Heard: A Case for Paying Attention to the Historical Ear’, The American Historical Review
116:2 (2011), 316-334.
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boundaries between sound and noise. All of these actions and claims were highly charged with
notions of taste.21

Taste (godt) has received considerable attention in recent scholarship. Historians have
shown that taste was a crucial category in eighteenth-century French culture, encompassing a
series of social, physical, moral and aesthetic assumptions, and was unevenly distributed in
society.22 This dissertation is indebted to sociological approaches of taste by sociologists like
Pierre Bourdieu, who, through shifting attention from aesthetics to social contexts, argued that
taste was a source of social distinction and provided ‘symbolic capital’ to its possessors.23
Indeed, taste was a requisite of membership to elite and polite social circles in eighteenth-
century France. Yet cultural historians have presented a complex interweaving of taste with
eighteenth-century cultural practices, showing that taste was indeed not merely an abstract
aesthetic principle, but was physically embodied, entwined with knowledge, morality and
expertise, and increasingly negotiated in commercial practices.4 Taste governed social
performance and demeanour, from manners and physical appearance to the use of spoken and
body language.2s Therefore, this dissertation does not adopt the understanding of ‘taste’ as the

expression of musical preferences or aesthetic ideal. Indeed, the social dynamics behind this

21 See e.g. Claude-Nicolas Le Cat, La théorie de [’ouie, suite du traité des sensations & des passions en général,
& des sens en particulier (Paris: 1757); Jean-Antoine Nollet, ‘Mémoire sur 1’ouie des poissons, et sur la
transmission des sons dans I’eau’, Histoire de I'Académie royale des sciences (Paris: 1743), 199-224.

22 Rémy Gilbert Saisselin, Taste in Eighteenth Century France. Critical Reflections on the Origins of Aesthetics;
or, an Apology for Amateurs (Syracuse, NY: Syracuse University Press, 1965); Krzysztof Pomian, Collectors and
Curiosities: Paris and Venice 1500-1800, trans. Elizabeth Wiles-Portier (Cambridge: Polity Press; Cambridge,
MA: Basil Blackwell, 1990); Dena Goodman, The Republic of Letters: A Cultural History of the French
Enlightenment (Ithaca, NY: Cornell University Press, 1996); Elena Russo, Styles of Enlightenment: Taste,
Politics, and Authorship in Eighteenth-Century France (Baltimore: The Johns Hopkins Univiversity Press, 2007).
23 Pierre Bourdieu, Distinction: A Social Critique of the Judgement of Taste, trans. Richard Nice

(Cambridge, MA: Harvard University Press, 1984).

24 See John Brewer, The Pleasures of the Imagination: English Culture in the Eighteenth Century (New York:
Farrar Straus Giroux, 1997); John Brewer and Roy Porter (eds.), Consumption and the World of Goods (London:
Routledge, 1993); Charlotte Guichard, ‘Taste Communities: The Rise of the Amateur in Eighteenth-Century
Paris’, Eighteenth-Century Studies 45:4 (2012), 519-547; Goodman, The Republic of Letters; Dena Goodman,
Becoming a Woman in the Age of Letters (Ithaca, NY: Cornell University Press, 2009); Spary, ‘Scientific
Symmetries’; Emma Spary, Eating the Enlightenment: Food and the Sciences in Paris, 1670-1760 (Chicago: The
University of Chicago Press, 2012); Carolyn Sargentson, Merchants and Luxury Markets: The Marchands
Merciers of Eighteenth-Century Paris (London and Malibu: V&A Publications, 1996); Daniel Roche, A History
of Everyday Things: The Birth of Consumption in France, 1600-1800, trans. Brian Pearce (Cambridge:
Cambridge University Press, 2000); Dena Goodman, ‘Furnishing Discourses: Readings of a Writing Desk in
Eighteenth-Century France’, in Luxury in the Eighteenth Century, eds. Maxine Berg and Elizabeth Eger (London:
Palgrave Macmillan, 2003), 71-88.

25 See e.g. Sarah R. Cohen, Art, Dance, and the Body in French Culture of the Ancien Régime (Cambridge:
Cambridge University Press, 2000).
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latter understanding of ‘musical taste’—expressed in the making of canons, the agenda of
musical institutions, concert commentaries, programming, and reception of musical works,
among others—have received increasing scholarly attention, most notably in the work of
William Weber.2s Yet the ways in which music was involved in broader, all-encompassing
practices of the eighteenth-century notion of taste has received no significant attention from
scholars. This dissertation presents a considerably new picture of the relationship between

music and taste.

1.2 Tasteful personae. Salon sociability and the ‘public sphere’

Taste was an essential feature of polite sociability. Historians have viewed the crucial role of
sociability and different forms of association during the Enlightenment as being of key political
relevance in the making of the French Revolutionary public. Marc Fumaroli, Dena Goodman,
Daniel Gordon, Steven Kale, and Antoine Lilti have explored salons as a new site for
sociability, stressing the ways they forged either literary and political engagement or worldly
sociability.27 Possessing taste was a prerequisite for those who participated in the salons, while
taste more generally was also a recurrent subject of discussion, conversation, and socialising.
Since the earliest historical studies on salons, such as Georges Cucuel’s study on the salon of
Alexandre Le Riche de La Poupeliniére, published in 1913, historians have stressed the crucial
role of music in polite sociability.2s A rich tax farmer, La Poupliniére was the patron of Jean-

Philippe Rameau, and patronised an orchestra that was central to musical innovations of the

26 William Weber, ‘Learned and General Musical Taste in Eighteenth-Century France’, Past and Present 89:1
(1980), 58-85; William Weber, The Great Transformation of Musical Taste: Concert Programming from Haydn
to Brahms (Cambridge: Cambridge University Press, 2008); William Weber, ‘The Intellectual Origins of Musical
Canon in Eighteenth-Century England’, Journal of the American Musicological Society 47:3 (1994), 488-520;
William Weber, The Rise of Musical Classics in Eighteenth-Century England: A Study in Canon, Ritual and
Ideology (Oxford: Clarendon Press, 1992). See also Louis Striffling, Esquisse d'une histoire du golt musical en
France au XVllle siécle (Paris: Librairie Ch. Delagrave, 1912).

27 Steven Kale, French Salons: High Society and Political Sociability from the Old Regime to the Revolution of
1848 (Baltimore: Johns Hopkins University Press, 2006); Goodman, The Republic of Letters; Antoine Lilti, The
World of the Salons: Sociability and Worldliness in Eighteenth-century Paris, trans. Lydia G. Cochrane (Oxford:
Oxford University Press, 2015); Daniel Gordon, Citizens without Sovereignty: Equality and Sociability in French
Thought, 1670-1789 (Princeton: Princeton University Press, 1994); Jacqueline Hellegouarc'h and Marc Fumaroli,
L'Esprit de société: cercles et salons parisiens au XVIlle siécle (Paris: Garnier, 2000).

28 Georges Cucuel, La Poupliniére et la musique de chambre au XVIlle siecle, (Paris: Libraire Fischbacher, 1913).
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time.29 More recently, Antoine Lilti emphasised the role of music in salon sociability for the
leisured elite more widely, and has shown its links with other amusements, such as gaming and
theatre.so Dena Goodman and Mark Darlow, in turn, have stressed the importance of musical
debates in polite conversation within the salons.s1 In this historiography, music figures as a
backdrop of salon sociability, either in the form of amusement or subject of conversation,
conferring taste upon its beholders and participants.

This dissertation both complements and complicates the picture of music’s
embeddedness in sociability and taste. Building upon Goodman’s insights that ideas of musical
harmony permeated the management of salon sociability orchestrated by the salonniére, I shall
argue that salon sociability worked as a laboratory for the exploration of musical harmony as
a model of public order in revolutionary times, for the purposes of managing dissent and
orchestrating different political voices into a tasteful harmonious whole.32 Additionally, as a
tasteful science, music intertwined knowledge, technical expertise, amusement, wit, wonder,
and curiosity in social gatherings. Whether in the form of concert attendance, possession of
musical commodities, collecting, or reading musical writings, | shall argue, consumers of
music subscribed to different communities of taste, social status, and knowledge. The
ownership, collection, and display of musical instruments in the household further strengthened
the participation of the individual in a wider community of taste; possessing musical
instruments and inventions was a quite literal way of possessing taste.s3

The ties created by individuals with social associations and taste communities had the
power to raise the social status of the individual while forging communal identity. Shared
pleasure in music served to consolidate communities of taste beyond the court, both inside and
outside musical institutions.ss Hence knowledge-making and learning were amongst the
features that defined the tasteful person. Consequently, | shall argue that scientific studies of

music and sound aimed to explain and legitimise the taste for music, as well as the status of the

29 See Michel Brenet, Les concerts en France sous I'Ancien Régime (Paris: Libraire Fischbacher, 1900); Georges
Cucuel, Etudes sur un orchestre au xviiie siécle (Paris: Libraire Fischbacher, 1913); John Spitzer and Neal Zaslaw,
The Birth of the Orchestra: History of an Institution, 1650-1815 (Oxford: Oxford University Press, 2004).

30 Lilti, The World of the Salons. See especially the chapter ‘Les plaisirs du salon’ in the French edition: Antoine
Lilti, ‘Les monde des salons: Sociabilité et mondanité a Paris au XVllle siécle’, Annales historiques de la
Révolution francaise 348 (2005), 225-72.

31 Goodman, The Republic of Letters; Mark Darlow, Dissonance in the Republic of Letters: The Querelle des
Gluckistes et de Piccinnistes (London: Routledge, 2013).

32 Goodman, The Republic of Letters.

33 See my forthcoming article ‘Tasteful Possessions. Collecting and Displaying Musical Instruments in pre-
Revolutionary France’.

34 Guichard, ‘Taste Communities’.
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tasteful person. In the tasteful science of harmony, taste held scientific authority; academicians
listened to musical performances and drew upon the judgement of their ‘ears’ to assess and
approve musical inventions, from new musical theories to musical instruments. Musical taste
was also considered to be located physiologically, in the figure of the ear. In fact, in eighteenth-
century France, possessing ‘good ears’ meant quite literally possessing taste: the privileged
taste for hearing music and grasping the proportionate science of harmonics was allegedly
grounded in the very structure of the ears, which in turn mirrored the delicacy and complexity
of natural order.3s | shall demonstrate that displaying musical taste and knowledge of musical
matters became a defining feature of the self-fashioning of a wide range of ‘musical experts’,
‘tasteful’ and ‘savant’ individuals. Additionally, musical practice was a skill worth acquiring
for moral disciplining and self-cultivation of the pious, rational, and sensible individual.
Learning music provided taste or sensibility, as well as moral, intellectual and physical uplift.

Thus, Rameau’s system of musical harmony was received and appropriated far beyond
its mathematical and physical elements. His theories were successfully disseminated through
an increasing public of interlocutors who contested, praised, and further developed them.
Rameau’s readers appropriated a broad notion of musical harmony as natural order—cosmic,
divine, or geometrical—and as a rational science, which both legitimised and conveyed taste,
morality, and beauty. Music thus contributed to the translation of courtly standards of taste into
a new public realm, and to a broader portion of society, as historians have documented for this
period.3s | shall argue that music was essential to forging notions of collectivity and public
beyond the court. For Jirgen Habermas, the rise of a bourgeois culture in France entailed the
emergence of a public virtual space, in which printed and oral opinions, commerce, and civic
practices were exchanged.s7 This was the ‘public sphere” which cultural historians have taken
in a wider sense to understand changing social and cultural practices in eighteenth-century

France.ss In this dissertation, the notion of ‘public sphere’ is useful to understand two major

35 See Erlmann, Reason and Resonance; Ingrid Sykes, Society, Culture and the Auditory Imagination in Modern
France: The Humanity of Hearing (London: Palgrave Mcmillan 2014).

36 See e.g. Leora Auslander, Taste and Power: Furnishing Modern France (Berkeley: University of California
Press, 1996).

37 Jiirgen Habermas, The Structural Transformation of the Public Sphere. An Inquiry into a Category of Bourgeois
Society, trans. Thomas Burger and Frederick Lawrence (Cambridge, MA: MIT Press,1989).

38 For the interpretation by cultural historians, see Dena Goodman, ‘Public Sphere and Private Life: Towards a
Synthesis of Current Historiographical Approaches to the Old Regime’, History and Theory 31:1 (1992), 1-20.
For recent debates about the use of notions of ‘public sphere’ by historians, see Stéphane Van Damme, ‘Farewell
Habermas: Deux décennies d’études sur 1’espace public’, in L’espace public des historiens, eds. Patrick
Boucheron and Nicolas Offenstadt (Paris: Presses Universitaires de France, 2011), 43-61.
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phenomena that intersected in music, namely the growth of public opinion and the new culture
of consumption. Commentaries and publications on music theory and performances, and a
variety of practices of consumption—owning and collecting musical instruments, scores,
specialist journals or books, subscribing to musical theatres and attending musical
performances—were new means for negotiating and acquiring musical taste and forging
collective bonds. Historians have stressed the enormous impact that the expansion of printed
press had in the constitution of the public sphere.ss Fostered by myriads of newspapers,
journals, and other forms of publication, music was placed at the forefront of public debate in
the 1750s.

In this context, Rameau’s publications helped to forge a new community of discussants
on musical topics. Rameau became a ‘celebrity’, a social persona which, as Antoine Lilti has
documented, emerged in the newly-fashioned public sphere.40 Since Rameau declared that his
aim was to find a ‘single principle for music’, he was termed the ‘Newton of France’, referring
to the spread of Newtonianism and the principle of gravity.s1 According to J. B. Shank, the
figure of Newton was appropriated and used as a synonym for ‘genius’.42 Rameau’s approach
to Newtonianism must be understood in light of his self-fashioning as an Enlightened and

radical reformer of musical knowledge, within an increasing public of writers and commenters.

1.3 Tasteful nation. National character and musical debates

Arising from a new public form of music, the ‘genius’ of Rameau was applied to the
consideration of musical harmony, his masterpiece, as an emblem of French ‘national genius’.
Rameau’s system of harmony was placed at the summit of French culture and national
character, especially in the musical quarrel that juxtaposed French and Italian music in 1752.
The Querelle des Bouffons, widely discussed in secondary literature, erupted after a series of
successful performances of Giovanni Battista Pergolesi’s short intermezzo La serva padrona

at the Opéra by an Italian troupe. After seeing it, Jean-Jacques Rousseau published his

39 See e.g. Uwe Hohendal, The Institution of Criticism (Ithaca, NY: Cornell University Press, 1982); Robert
Darnton, The Great Cat Massacre: And Other Episodes in French Cultural History (New York: Basic Books,
2009); Robert Darnton, The Business of Enlightenment: Publishing History of the Encyclopédie, 1775-1800
(Cambridge, MA: Belknap Press 1979).

40 Antoine Lilti, Figures publiques. L invention de la célébrité, 1750-1850 (Paris: Fayard, 2014).

41 Christensen, Rameau and Musical Thought.

42 J. B. Shank The Newton Wars and the Beginning of the French Enlightenment (Chicago: The University of
Chicago Press, 2008).
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controversial Lettre sur la musique francaise, which denied the suitability of French language
for musical production. This triggered several responses in the press, and two antagonistic
parties formed: on the one side was French harmony, represented by Rameau, and on the other
was Italian melody, headed by Rousseau. Unlike musical harmony, which relied on
mathematical proportions, Rousseau’s notion of ‘melody’ referred to Italian language and folk
songs, which he considered to reflect a more spontaneous, ‘primitive’ or ‘transparent’
expression of feeling. This debate has been repeatedly studied; recent scholarship has nuanced
it by stressing the complex reality of musical practice and of cultural transfer between French
and Italian music.43 Yet almost no attention has been paid to the ways in which musical
harmony became intertwined with notions of French national character. The debate has been
read as an eminently political affair.a4 This dissertation will further argue that the querelle
crystallised a notion of music as a political and national matter for the French, specifically
juxtaposed against Italian music and character. In this way, stereotypes and debates over Italian
musicality became central to forging a notion of French national character. Music was involved
in a broader process of defining and fashioning national character and the building of a sense
of French ‘nation’ which historians have situated in this period.ss In this context, musical
harmony became a symbol of a tasteful nation, whose character was defined by the same
features attributed to musical harmony, namely taste, ingenuity, rationality, naturalness, and
morality.

Rousseau’s pursuit of a ‘primitive’ state of music placed Italian and French music at
opposite extremes of history. A number of authors undertook the task of writing histories of

music, on the basis of which some scholars have situated the birth of music historiography in

43 See e.g. David Charlton, ‘New Light on the Buffons in Paris (1752-1754)’, Eighteenth Century Music 11:1
(2014), 31-54; David Charlton, Opera in the Age of Rousseau: Music, Confrontation, Realism (Cambridge:
Cambridge University Press, 2012); Alessandro Di Profio, La révolution des Bouffons. L opéra italien au Thédtre
de Monsieur 1789-1792 (Paris: CNRS Editions, 2003); Andrea Fabiano, Histoire de [’opéra italien en France
(1752-1815). Héros et héroines d’un roman thédtral (Paris: CNRS Editions, 2006); Michael Fend, ‘An Instinct
for Parody and a Spirit for Revolution: Parisian Opera, 1752-1800’, in The Cambridge History of Eighteenth-
Century Music, ed. Simon P. Keefe (Cambridge: Cambridge University Press, 2009), 295-330; Michel Noiray,
‘L’opera italiana in Francia’, in Storia dell’opera italiana, eds. Lorenzo Bianconi and Giorgio Pestelli (Torino:
EDT, 1988).

44 See e.g. T.C.W. Blanning, The Culture of Power and the Power of Culture: Old Regime Europe 1660-1789
(Oxford: Oxford University Press, 2002); Elisabeth Cook, ‘Challenging the Ancien Régime: The Hidden Politics
of the ‘“Querelle des Bouffons’’’, in La ‘Querelle des Bouffons’ dans la vie culturelle francaise du XVIIle siecle,
eds. Andrea Fabiano and Sylvie Bouissou (Paris: CNRS éditions, 2005), 141-160; Mark Darlow, Dissonance in
the Republic of Letters.

45 David Avrom Bell, The Cult of the Nation in France: Inventing Nationalism, 1680-1800 (Cambridge, MA:
Harvard University Press, 2001).
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this period.4s Most of these music histories, | shall show, depicted history in ascending order,
as a progression that inevitably led to Rameau’s musical harmony. Therefore, in these
narratives, the ‘genius’ of Rameau, French national character, and modern civilisation were

intextricably linked to one another.

1.4 Tasteful bodies. New sensibility, emotions, and corporeal practices

These historical narratives which juxtaposed Italianness and Frenchness were associated with
two competing notions of nature, encapsulated in the dichotomy between ‘harmony’ and
‘melody’.47 While harmony revealed a geometrically organised, rational system in relation to
the ‘geometrical spirit’ that spread in the first half of the century, melody was associated with
the new sensibility which emerged mid-century, heavily influenced by Rousseau. The ‘new
sensibility’ refers to a range of phenomena and values that emerged in this period, for which
the second half of the century has often been labelled the ‘Age of Sensibility’.4s Historians
have argued that this new sensibility embraced notions of naturalness, feeling, authenticity,
absorption, transparency, and interiority. It stressed the physical body as a feeling body, and
described a new notion of the self, while also creating a new political programme that stood in

opposition to courtly culture.ss Music has been notably absent from studies on the new

46 Philippe Vendrix, Aux origines d'une discipline historique: la musique et son histoire en France aux XVIlle et
XVIl1é siecles (Paris: Librairie Droz, 1993); Warren D. Allen, Philosophies of Music History. A Study of General
Histories of Music (New York: Dover, 1962).

47 See Enrico Fubini, Gli enciclopedisti e la musica (Torino: Einaudi, 1991).

48 For the term ‘Age of Sensibility’ see Northrop Frye, ‘Towards Defining an Age of Sensibility’, ELH 23:2
(1956), 144-52; and the discussion by Jessica Riskin in Science in the Age of Sensibility: The Sentimental
Empiricists of the French Enlightenment (Chicago: The University of Chicago Press, 2002), pp. 5-8.

49 See e.g. Jean Starobinski, Jean-Jacques Rousseau: la transparence et / ‘obstacle (Paris: Gallimard, 1976); Jean
Starobinski, Le reméde dans le mal. Critique et légitimation de I'artifice a I'age des Lumiéres (Paris: Gallimard,
1989); Jean Ehrard, L’idée de la nature dans la premiere moitié du XVIlle siécle (Paris: Bibliotheque Générale
de I’Ecole Pratique des Hautes Etudes, 1963); Anne Vincent-Buffault, The History of Tears (London: Macmillan,
1991); Robert Chartier, The Cultural Origins of the French Revolution (Durham, NC: Duke University Press,
1991); Dorinda Outram, The Body and the French Revolution. Sex, Class, and Political Culture (New Haven, CT:
Yale University Press, 1989); Michael Fried, Absorption and Theatricality: Painting and Beholder in the Age of
Diderot (Chicago: The University of Chicago Press, 1981); Geoffroy Atkinson, Le sentiment de la nature et le
retour & la vie simple: 1699-1740 (Paris: Libraire Droz, 1960); Daniel Mornet, Le sentiment de la nature en
France de J.-J. Rousseau a Bernardin de Saint-Pierre. Essai sur les rapports de la littérature et des moeurs (New
York: Burt Franklin, 1907); Stephen Gaukroger, The Collapse of Mechanism and the Rise of Sensibility. Science
and the Shaping of Modernity 1680-1760 (Oxford: Oxford University Press, 2010); Emma Spary, Utopia’s
Garden. French Natural History from Old Regime to Revolution (Chicago: The University of Chicago Press,
2000); Anne C. Vila, Enlightenment and Pathology. Sensibility in the Literature and Medicine of Eighteenth-
Century France (Baltimore: Johns Hopkins University Press, 1998); Anne C. Vila, Suffering Scholars.
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sensibility, with the exception of work on the production and reception of opera and musical
theatre under the rubric of ‘sentimentality’. But this term, as claimed by Cecilia Feilla, has been
used to refer to crafted literary or artistic forms, rather than the broader phenomena implied by
contemporary use of the term ‘sensibility’.50 This dissertation will shed new light on the role
of music in the new sensibility, arguing that music enacted the law of sensibility: it illustrated
how sensibility operated in the individual body and the body politic, epitomised the powers of
feeling and sensation, the imbrication of physicality and morality, and the articulation of the
individual in the collective through intersubjective sympathetic feeling. Music was deemed a
privileged language for the expression of feeling, as fruitfully discussed by Downing A.
Thomas. As such, music was identified with the origins of language itself, and offered the most
natural, transparent, and authentic means of communication, from the interior to the exterior
of the individual.s1 Listening to music was thus both an interior and collective experience.
Historians of reading have discussed the emergence within the new sensibility of a notion of
selfhood associated with interiority, as illustrated by the intimate experience of reading novels.
This notion of interiority, however, was a shared experience amongst an increasing community
of readers, and one which relied upon the physical body.s2 By looking at how eighteenth-
century scholars crafted their identity through their bodies, Anne C. Vila follows ‘a corporeal
approach to the image and identity of gens de lettres’.s3 In a similar way, this dissertation will
argue that practices of listening and performing music relied upon and expressed themselves
through the physical body, which allowed ‘sensible’ men and women to recognise one other.
Feeling musical pleasure was both the most intimate and ‘authentic’ experience, in relation to

an emerging notion of the inner ‘self”, and an effective way to forge social and political bonds.

Pathologies of the Intellectual in Enlightment France (Philadelphia, PA: University of Pennsylvania Press, 2018);
G. J. Baker-Benfield, Culture of Sensibility. Sex and Society in Eighteenth-Century Britain (Chicago: The
University of Chicago Press, 1992); Riskin, Science in the Age of Sensibility.

50 Cecilia Feilla, The Sentimental Theater of the French Revolution (Aldershot: Ashgate, 2013), p.12. See also
Ann Lewis, Sensibility, Reading and Illustration: Spectacles and Signs in Graffigny, Marivaux, and Rousseau
(London: Routledge, 2008); Stefano Castelvecchi, Sentimental Opera: Questions of Genre in the Age of Bourgeois
Drama (Cambridge: Cambridge University Press, 2018); Emmet Kennedy et al., Theatre, Opera, and Audiences
in Revolutionary Paris (Westport: Greenwood, 1996).

51 Downing A. Thomas, Music and the Origins of Language: Theories from the French Enlightement (Cambridge:
Cambridge University Press, 1995).

52 See Darnton, The Great Cat Massacre; Vincent-Buffault, The History of Tears; Goodman, ‘Public Sphere and
Private Life’; David J. Denby, Sentimental Narrative and the Social Order in France, 1760-1820 (Cambridge:
Cambridge University Press, 2006); Fernand Vidal, ‘Brain, Bodies, Selves, and Science: Anthropologies of
Identity and the Resurrection of the Body’, Critical Inquiry 28:4 (2002), 930-74.

53 Vila, Suffering Scholars.

23



Music was thus physically and materially embodied in the new sensibility. Historical
studies of the body have demonstrated that the history of the senses, emotions, medicine, and
social performance were mutually interconnected.s2 Anne Vincent-Buffault and Colin Jones,
for instance, have shown that the new sensibility expressed itself in a changing language of
physiognomy, as demonstrated by increasing references to tears and smiles.ss Similarly,
through the physical demonstration of tears, | shall argue, listeners both internalised and
displayed their sensitivities to music. Musicians were instructed in teaching manuals to pay
great attention to their bodies, from manners to clothing. The survey of ‘musical bodies’ in this
dissertation demonstrates that music was, to a great extent, concerned with visual and social
performance, and was crucial to crafting the tasteful body. The musical training of the body
was seen as a means of physical and moral improvement, and of self-fashioning in polite
sociability. In this sense, this dissertation draws upon Bryan Turner’s notion of the body as the
site of enormous symbolic work.se

This dissertation’s contribution to the understanding of the new sensibility is twofold:
it documents, as | have mentioned, the key role that music played in the formulation and
expression of sensibility, yet it also expands considerably the scope of the new sensibility, as
it included hitherto unknown or unaddressed phenomena such as musical instruments and
sound. One of the arguments of this dissertation is that the stress on vibration and sensoriality,
and changing notions of the human passions associated to the new sensibility, expressed
themselves in the search of new sonorities and emotional effects in music. Similarly, | argue
that a new range of musical ‘characters’ were introduced with the new sensibility and the
penetration of Italian musicality in France, offering a new emotional and sonic palette for local
music. This range of sounds and emotions was negotiated and embodied through the cultivation
of the body of the performer, as well as the invention of new instrumental techniques and

musical instruments. Certain musical instruments became more fashionable, new ones were

s4 Vila, Suffering Scholars; Anne C. Vila (ed.), A Cultural History of the Senses in the Age of Enlightenment
(London: Bloomsbury, 2016); Riskin, Science in the Age of Sensibility; Adelheid Voskuhl, Androids in the
Enlightenment: Mechanics, Artisans, and Cultures of the Self (Chicago: The University of Chicago Press, 2013);
Elizabeth A. Williams, A Cultural History of Medical Vitalism in Enlightenment Montpellier (London: Routledge,
2003); George Rousseau, ‘Nerves, Spirits, and Fibres: Towards Defining the Origins of Sensibility’, Studies in
Eighteenth-Century Culture 3 (1976), 137-57; George Rousseau, ‘Discourses of the Nerve’, in Literature and
Science as Modes of Expression, ed. Frederick Amrine (Boston: Boston Studies in the Philosophy of Science
Book Series, 1989), 29-60.

55 Vincent-Buffault, The History of Tears; Colin Jones, The Smile Revolution in Eighteenth Century Paris
(Oxford: Oxford University Press, 2017). See also Melissa Percival, The Appearance of Character: Physiognomy
and Facial Expression in Eighteenth Century France (Leeds: W.S.Maney & Son LTD, 1999).

s6 Bryan S. Turner, The Body and Society: Explorations in Social Theory (New York: Sage Publishing, 1984).
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invented, and old ones were improved: via their resonant bodies, musical instruments were at
once bearers and triggers of musical emotion. I shall argue that the resonant musical instrument,
endowed with character and the capacity to ‘move’, mirrored the body of the performer, who
was itself a ‘moving body’ and a key material vehicle for the transmission of emotion to the
listener. Additionally, musical instruments—and metaphors of them—were used to explain
how sensibility operated in the body. References to the strings, vibration, machinery and
material ‘bodies’ of musical instruments cut across different models of the body and nervous
action in the early modern period.s7 Thus, this dissertation insists that the history of music in
this period must be examined not just in relation to composers and works, but also with close
attention to material practices, the history of medicine and physiology.ss

The fact that sensibility doubled as a moral and physical attribute is epitomised in two
entries on ‘Musique’ in Diderot and d’Alembert’s Encyclopédie.ss While the first was written
by Rousseau—who located the effects of music and feeling in the interiority of the listener—
the second one was written by the vitalist physician Jean-Joseph Menuret de Chambaud, who
described sensibility as a physical property.eso For Menuret de Chambaud, given that the human
body was constituted of fibres, music moved through the body sympathetically just like the
strings of musical instruments; one should conceive, he claimed, ‘que la Musique doit faire le
méme effet sur les fibres qu'elle fait sur les cordes des instrumens voisins; que toutes les fibres
du corps humain seront mises en mouvement’.61 | shall show that music had enormous effects
upon physical bodies, while at the same time the physical bodies of performers were
embodiments of musical and medical ideals, and were carefully trained to trigger musical

effects upon their listeners’ bodies. This dissertation explores two models of the body

57 See e.g. Julien Offray de La Mettrie, L ’Homme-machine (Leyden: Elie Luzac, 1748).

58 For previous remarks on the need of relating the history of music with the history of medicine and physiology
in this period see Thomas, Music and the Origins of Language; Penelope Gouk and Helen Hills (eds.),
Representing Emotions: New Connections in the History of Art, Music, and Medicine (London: Routledge, 2005);
Maria Semi, Music as a Science of Mankind in Eighteenth-Century Britain, trans. Timothy Keates (Farnham:
Ashgate, 2012); Gouk and Sykes, 'Hearing Science in the Eighteenth Century’; James Kennaway, ‘From
Sensibility to Pathology: The Origins of the Idea of Nervous Music around 1800, Journal of the History of
Medicine and Allied Sciences 65:3 (2010), 396-426.

59 ‘Musique’ in Encyclopédie, eds. Diderot and d’Alembert, v.10, 898-902 (by Rousseau) and 903-909 (by
Menuret de Chambaud).

60 For a comparison of both entries, see Christopher Gértner, ‘Remuer I’Ame or Plaire a ’Oreille? Music,
Emotions and the Mind-Body Problem in French Writings of the later Eighteenth Century’, in Representing
Emotions, eds. Gouk and Hills, pp. 173-88.

61 ‘“That music must have the same effect on the fibres it has on the strings of neighbouring instruments; that all
the fibres of the human body will be put in motion’ Jean-Joseph Menuret de Chambaud, ‘Musique, effets de la’
in Diderot and d’Alembert, Encyclopédie, v.10, p.907.
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cultivated by musical performers during the second half of the century, which | term the
‘mechanical’ and ‘sensible’ bodies. These two notions of the body stemmed from the ‘courtly’
body, which stressed discipline, manners, grace, naturalness, and taste as cultivated in the
court. Yet which of these two represented the ‘tasteful body’ was contested in the second half
of the century. Mechanical and sensible bodies were respectively associated with the
geometrical spirit and the new sensibility, and were embodied in two distinct social figures of

the performer: the ‘virtuoso’ and the ‘amateur’.

1.5 Tasteful republic. French Revolution and the body politic

These competing bodies were linked to competing political programmes. This dissertation
portrays the ‘musical body’ of the performer as a site of political conflict, drawing upon the
wide reception of the work of Norbert Elias and Michel Foucault, amongst other historians of
the body. Both authors have shown that bodies are historically constructed, disciplined,
controlled, and signified through political structures and power relationships.s2 Dorinda
Outram has further illuminated the implication of the body in political affairs in her study on
shifting models of the body in the French Revolution.es Similarly, metaphors of the ‘body
politic’ abounded during this period, which portrayed the state as a composite organism
functioning towards a common end, which could also be perfectible, just as a body can be cured
from illness.s4 This dissertation sheds new light on the history of the body, showing on the one
hand that the body—of musicians and listeners—was a site of contestation, adherence, and
formulation of both political and musical models. Therefore, cultivating a musical body was a
course of action involving both individual self-fashioning and subscription to wider political

and emotional communities.ss On the other hand, this dissertation argues that musical harmony

62 Norbert Elias, The Civilising Process, trans. Edmunf Jephcott (1939; Oxford: Blackwell Publishing, 2000);
Michel Foucault, Surveiller et punir: Naissance de la prison (Paris: Gallimard, 1975) and Histoire de la Sexualité
(Paris: Galimard, 1976-1984).

63 Outram, The Body and the French Revolution.

64 Outram, The Body and the French Revolution; Antoine de Baecque, The Body Politic: Corporeal Metaphor in
Revolutionary France, 1770-1800 (Redwood, CA: Stanford University Press, 1997); Sara E. Melzer and Kathryn
Norberg (eds.), From the Royal to the Republican Body: Incorporating the Political in Seventeenth- and
Eighteenth-Century France (Berkeley: University of California Press, 1998).

65 The concept of ‘emotional communities’ was proposed by Barbara H. Rosenwein in ‘Worrying about Emotions
in History’, The American Historical Review 107:3 (2002), 821-34, at p.842. Also useful here is William Reddy’s
concept of ‘emotional regime’ discussed in his The Navigation of Feeling: A Framework for the History of
Emotions (Cambridge: Cambridge University Press, 2001), p.124
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was erected as a model for a new social and political order, closely related to notions of the
body politic; musical harmony represented the unity of distinct parts of society, as well as
moral improvement and healing. Given its cosmological origins, as previously mentioned,
musical harmony was held to have great powers over both animate and inanimate bodies,
humans and non-humans. Music could stir emotions, heal, move, transform, and mesmerise
bodies. The proliferation of orchestras during the second half of the century, moreover, proved
that music could move and discipline collective action on the large scale.es A critical argument
of this dissertation is that the capacity of music to affect and discipline the body was crucial
for the translation of musical harmony from the physical body to the body politic. I shall argue
that this powerful influence of musical harmony over individual and collective bodies came to
be treated as an efficient means of political control. While these uses of harmony were deployed
during the entire century, they became especially prevalent during the French Revolution.
Broadly speaking, between 1787 and 1794, references to musical harmony circulated
in political pamphlets and essays, spanning legal, economic, social, and political debates. Yet
musical harmony has been largely overlooked by scholarship on the French Revolution.
Although the modern reader might expect that the widespread appropriation of ‘harmony’ had
shed its musical connections by this date, my research demonstrates that dictionaries
throughout the eighteenth century still defined ‘harmony’ as a primarily musical concept.
Musical harmony was used as a model to portray a new tasteful public order, drawing upon the
widespread appropriation of musical harmony throughout the century: from cosmic order to an
emblem of the rationalising project of the Enlightenment, French national character and genius,
corporeal discipline and sensibility, and a communal, tasteful, and knowledgeable practice. In
the late 1780s, although there were divergent opinions on how precisely this model of musical
harmony was supposed to operate in the new republic, the majority coincided in portraying
harmony as a model of agreement. This model was established in the twofold meaning of the
word ‘accord’ in French, meaning both agreement and a musical chord. The dual meaning of
accord was no coincidence; it represented agreement as the tasteful sum of different parts, such
as a consonant musical chord. In order to reach agreement, differences should not be abolished:

just as dissonances were an essential element in the system of musical harmony designed by

66 See Kate van Orden, Music, Discipline, and Arms in Early Modern France (Chicago: The University of Chicago
Press, 2005); Alison Winter, Mesmerized: Powers of Mind in Victorian Britain (Chicago: The University of
Chicago Press, 2000); Emily I. Dolan, The Orchestral Revolution: Haydn and the Technologies of Timbre
(Cambridge: Cambridge University Press, 2013).

27



Rameau, political dissent could be conciliated and recombined into a single harmonious
society.

Musical accords were specifically invoked after the call for the Estates General in the
spring of 1789. Whereas the musical chord was defined in musical terms as the union of three
notes, in the new political regime it was portrayed as the union of the three estates into a
harmonious whole. Drawing upon Plato’s Republic, this new ‘harmonic government’ required
the specificity as well as the reciprocity between the three social groups. Although the three
orders were performing together in the General Estates, they performed different functions,
and their individual degrees and forms of participation were largely disputed. Therefore, given
that musical harmony presupposed a society of individuals defined in terms of discrete spheres
of interest, it failed to account for a regime that no longer admitted segmented functions, nor
dissonance. As such, with growing emphasis on the need for unanimity and equality under the

Republic, the political utility of harmony declined.

2. Methodology

This dissertation tackles a variety of sources with a thoroughly interdisciplinary approach. It
approaches a wide array of primary sources, including printed sources—essays, treatises,
teaching manuals, poems, novels, travel literature, journals and newspapers, and political
pamphlets—in addition to academic reports, patents, medical records, paintings and
engravings, and surviving musical instruments. The diversity of these sources has demanded a
methodology which departs from traditional histories not just of the Enlightenment, but also of
traditional histories of music and musical aesthetics. Instead, this dissertation draws upon
recent insights from cultural history, material culture studies, cultural or social history of
science, intellectual history, and musicology. It examines music from different vantage points,
including scientific practice, the emotions, material culture, the physical body, consumption,
sociability, self-fashioning, stereotypes, and politics. As a result, it departs from a traditional
focus in history and the history of music on ‘great men’—whether philosophers, politicians,
scientists, or famous composers and performers—and broadens considerably the social
constituencies involved in musical practices.

By virtue of treating music in eighteenth-century terms, as both art and science, this
dissertation breaks significantly from a historiographical tradition which presents music as

being in conflict with Enlightenment rationalism. The ‘Enlightenment’, itself a visual
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metaphor, has been portrayed as the ‘age of reason’ to the detriment of both sentiment and non-
visual expression. Consequently, the stress placed on music during this period often falls into
the ‘shadows’ of the Enlightenment or into the teleological category of the ‘pre-Romantic’.67
A number of studies have emphasised this ostensibly problematic position of music when
addressing eighteenth-century attempts to attribute both philosophical and artistic status to
music. It has been argued that, in order to be included among the beaux arts, music faced two
main constraints. On the one hand, music was problematic in light of the principle of ‘mimesis’
which, inherited from Aristotle’s Poetics, prescribed that the aim of art was to imitate nature.es
On the other hand, music struggled given its ‘subjugation’ to words, that is to say, poetry,
librettos, and dramaturgical and liturgical texts which music had historically been composed
to accompany. This struggle with both the principle of imitation and the primacy of words
allegedly reached its most critical point in the significant developments of instrumental music
over the century, and led to the privileged artistic and philosophical status of instrumental
music during nineteenth-century Romanticism.es This picture of eighteenth-century

instrumental music and musical aesthetics has been nuanced by recent scholarship.7o Similar

67 See Theodor Adorno and Max Horkheimer, Dialectic of Enlightenment, trans. Edmunf Jephcott (1947; London:
Verso Books, 2016). For the association of ‘darkness’ with the spiritual, esoteric, and occult see: Paul Kleber
Monord, Solomon's Secret Arts: The Occult in the Age of Enlightenment (New Haven, CT: Yale University Press,
2013); Joshua Landy and Michael Saler (eds.), The Re-enchantment of the World: Secular Magic in a Rational
Age (Redwood, CA: Stanford University Press, 2008). For the re-evaluation of the ‘rationalist’ prerrogative, see
Paul Hazard, La crise de la conscience européenne (1935; Paris: Fayard, 2014); Antoni Mari, Entusiasmo y
quietud. Antologia del romanticismo aleman (Barcelona: Tusquets Editores, 1998); Paul Metzner, Crescendo of
the Virtuoso (Berkeley: University of California Press, 1998). For pre-Romanticism, see Jean Mongrédien, French
Music from the Enlightenment to Romanticism, 1789-1830, trans. Sylvain Frémaux (Milwaukee, WI: Amadeus
Press, 1996).

68 For the ideal of ‘mimesis’ in 18th-century France see Charles Batteux, Les Beaux Arts reduits & un méme
principe (Paris: 1746).

69 Carl Dahlhaus, The Idea of Absolute Music (Chicago: The University of Chicago Press, 1989); Eduard Hanslick,
On the Musically Beautiful, trans. Lee Rothfarb and Christoph Landerer (1854; New York: Oxford University
Press, 2018); Daniel Chua, Absolute Music and the Construction of Meaning (Cambridge: Cambridge University
Press, 1999); Peter Kivy, Antithetical Arts. On the Ancient Quarrel Between Literature and Music (Oxford:
Oxford University Press, 2009). See also James H. Donelan, Poetry and the Romantic Musical Aesthetic
(Cambridge: Cambridge University Press, 2008); Enrico Fubini, The History of Music Aesthetics, trans. Michael
Hatwell (London: Macmillan, 1990); John Neubauer, The Emancipation of Music from Language: Departure
from Mimesis in Eighteenth-Century Aesthetics (New Haven, CT: Yale University Press, 1986); Alan Lessem,
‘Imitation and Expression: Opposing French and British Views in the 18t Century’, Journal of the American
Musicological Society 27:2 (1974), 25-30.

70 Marie Sue Morrow, German Music Criticism in the Late Eighteenth Century: Aesthetic Issues in Instrumental
Music (Cambridge: Cambridge University Press, 1997) and ‘Italian Perspectives on Instrumental Music in the
Late Eighteenth-Century’, in Florilegium Musicae: Studi in onore di Carolyn Gianturco, 11, eds. Patrizia Radicchi
and Michael Burden (Pisa: Edizioni ETS, 2004); Ora Frishberg Saloman, Listening Well. On Berlioz, and Other
Music Criticism in Paris, Boston, and New York, 1764-1890 (New York: Peter Lang, 2009) and ‘La Cépéde’s La
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to these recent endeavours, this dissertation avoids a teleology of aesthetic standards and does
not show linear progression towards our contemporary understanding of music.
Fundamentally, this dissertation offers new perspectives in that it does not examine the
significance of music in relation to its changing aesthetic status. This dissertation distances
itself considerably from the historic, aesthetic and philosophic studies which have all
investigated music’s artistic ‘autonomy’, comparing music with other arts and uncovering a
certain notion of ‘music in itself”, which, as a result, have often framed ‘music’ as an ahistorical
category.71 | shall demonstrate that the status and relevance of music were not confined to
establishing hierarchies amongst the arts, but were a social agreement, with regulative power
amongst specific communities and negotiated by a wider variety of actors, social interactions,
and cultural practices. Rather than standards of aesthetic value, this dissertation places
emphasis on contemporary categories of beauty and knowledge as formulated and used by its
actors.

In approaching music as cultural practice rather than an art form, this dissertation
advances the methodological insights developed by scholars in history, musicology, and the
history of science working on the ‘cultural turn’ during the last few decades. This cultural
emphasis has involved closer attention being paid towards practices, stressing human agency,
social relationships and strategies, and the multiple interactions of human beings in particular
historical contexts.72 Similarly, in the last decades, historical musicologists have considerably

expanded their research scope and argued that music is inextricably linked to culture.7s These

Poétique de la musique and Le Sueur’, Acta Musicologica 47:1 (1975), 144-54; Claire Chevrolet, ‘L’esthétique
musicale de Lacépéde’, in L ’Esprit de la musique: Essais d’esthétique et de philoophie, eds. Hugues Dufourt,
Joél-Marie Fauquet and Francois Hurard (Paris: Klincksieck, 1992); Robert James Macdonald, Frangois-Joseph
Gossec and French Instrumental Music in the Second Half of the Eighteenth Century (Ann Arbor, MI: University
of Michigan University Press, 1968).
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the Long Nineteenth Century (Woodbridge: Boydell Press, 2013).

71 See e.g. Lydia Goehr, ““All Art Constantly Aspires to the Condition of Music”—Except the Art of Music:
Reviewing the Contest of the Sister Arts’, in The Insistence of Art: Aesthetic Philosophy After Early Modernity,
ed. Paul A. Kottman (New York: Fordham University Press, 2017), 140-169.

72 See e.g. Roger Chartier, Cultural History: Between Practices and Representation (Cambridge: Polity, 1989);
Peter Burke, What is Cultural History? (Cambridge: Polity, 2016); Lynn Hunt (ed.), The New Cultural History
(Berkeley: University of California Press, 1989).

73 For the links between the history of music and cultural history, see Jane F. Fulcher, ‘Introduction: Defining the
New Cultural History of Music, Its Origins, Methodologies, and Lines of Inquiry’, in The Oxford Handbook of
the New Cultural History of Music, ed. Jane F. Fulcher (Oxford: Oxford University Press, 2011), 3-14; Martin
Clayton, Trevor Herbert, and Richard Middleton (eds.), The Cultural Study of Music (London: Routledge, 2012);
Richard Leppert, The Sight of Sound. Music, Representation and History of the Body (Berkeley: University of
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musical studies have addressed a new range of musical practices and protagonists beyond
composers and their works. Not only have non-canonical figures been considered, but aspects
of performance, reception, institutions, territoriality, materiality, consumption, and social
networks have also become the new, now indispensable objects of musical study. In the case
of eighteenth-century France, scholars have recently expanded our knowledge enormously
regarding the social, political, and commercial interests that were embedded in musical
institutions, audiences, programming, technologies, particular musical genres and activities of
individual composers, and the relationship between forms of artistic production.7s Social and
cultural practices have been examined, chiefly for the case of listeners, their choices, and
behaviour. Since James H. Johnson studied the social dimensions of listening in Listening in
Paris, a number of studies have concentrated on the ways audiences behaved and consumed
music in this period.7s A great deal of scholarly attention has also been paid to opera performers
and performances. By contrast, instrumental music has received considerably less attention as
a cultural and social practice, with the exception of biographical studies on specific performers
or composers.7e This dissertation sheds considerably new light on the world surrounding
instrumental music, examining musical instruments as important and symbolic material
objects, as well as the changing roles and transformations of teachers and performers of musical
instruments during this period. While this dissertation references some specific musical works,
genres, and institutions, it eschews extensive analysis of any musical work or composer. Rather
than examining composers, audiences, and musical genres separately, this dissertation aims to
portray the collective culture of musical practice that flourished in this period. It is only by

considering the interrelations of different musical actors, instruments, and the varied social and

74 See e.g. Weber, The Rise of Musical Classics; James H. Johnson, Listening in Paris. A Cultural History
(Berkeley: University of California Press, 1995); Charlton, Opera in the Age of Rousseau; Mark Darlow, Staging
the French Revolution: Cultural Politics and the Paris Opera, 1789-1794 (Oxford: Oxford University Press,
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Nation's Image: French Grand Opera as Politics and Politicized Art (New York: Cambridge University Press,
1987).

75 Johnson, Listening in Paris, p.1. For a discussion of Johnson’s work and listening practices of the period see
e.g. William Weber, ‘Did People Listen in the 18th Century?’, Early Music 25:4 (1997), p.35; Cormac Newark,
‘Not Listening in Paris: Critical and Fictional Lapses of Attention at the Opera’, in Words and Notes, eds. Weliver
and Ellis, 34-53; Tim Carter, ‘The Sound of Silence: Models for an Urban Musicology’, Urban History 29 (2002),
8-18.

76 Elisabeth Le Guin, Boccherini’s Body. An Essay in Carnal Musicology (Berkeley: University of California
Press, 2006); Macdonald, Frangois-Joseph Gossec; Claude Role, Francois-Joseph Gossec (1734-1829): Un
musicien a Paris, de I'Ancien Régime au roi Charles X (Paris: L’Harmattan, 2015); Walter E. Smith, The Black
Mozart. Le Chevalier De Saint-Georges (Bloomington, IN: AuthorHouse, 2005); Warwick Lister, Amico: The
Life of Giovanni Battista Viotti (Oxford: Oxford University Press USA, 2009).
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cultural issues that were at stake in their interaction that one can grasp the complex and
interrelated dimensions of music as a cultural practice.

One of the central arguments of this dissertation is that music was experienced and
signified through its physical embodiment, either in the form of material objects or the human
body. A number of musicological studies have identified the rise and development of a rich
musical culture in France during this period, stressing both the surprisingly varied literature
about music and the prominent place of music in society and urban life.7z However, the great
levels of manufacturing, ownership, circulation, and invention of musical material objects
during this period has yet to be sufficiently addressed by scholars of any discipline.zs I shall
argue that the rich culture of music in eighteenth-century France flourished within this growing
culture of consumption and taste for material objects. The eighteenth century is often portrayed
as the moment in which a society of consumption was born.7e New goods were produced and
exchanged as a result of encounters with other cultures and territories, of the development of
inventions and manufacturing techniques, and of consumption practices motivated by fashion,
luxury and social status, among other things. Historians have recently approached the history
of consumption through the study of material culture. The increasing presence of objects in the
early modern world generated new ways for people to relate to materiality, and changed
practices surrounding the possession, use, and display of objects.so Yet musical objects have

scarcely been addressed by this literature. In eighteenth-century France, a wide range of

77 See e.g. Boris Schwarz, French Instrumental Music Between the Revolutions, 1789-1839 (Boston, MA: Da
Capo Press, 1987); Brenet, Les concerts en France; Bruno Brévan, Les changements de la vie musicale parisienne
de 1774 a 1799 (Paris: Presses Universitaires de France, 1980).

78 For studies focused on instrument making in 18w-century France, see Florence Gétreau (ed.), Instrumentistes et
luthiers parisiens, XVII-X1Xe siécles (Paris: Délégation a I'Action Artistique de la Ville de Paris, 1988); Sylvette
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79 Neil McKendrick, John Brewer, J. H. Plumb (eds.), The Birth of a Consumer Society (Plymouth: Edward Everett
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musical instruments were invented, manufactured, owned, and displayed for different
purposes.s1 This dissertation draws upon recent developments in material culture studies which
have addressed material objects as bearers of cultural meaning, articulated through their
different appropriations, circulation, and mutability.s2 | shall argue that musical instruments
and physical bodies were bearers and mediums for articulating notions of music and musical
agency. In this way, music was to a great extent not only an aural but also a material and visual
practice. Thus, | examine the interrelationship of musical instruments with human bodies, and
instruments as material embodiments of sound and music. Musical instruments mirrored the
physiology, emotions, and appearance of their performers or listeners, while also informing
social, ethnic, and gendered performativities.

The centrality of ‘practice’ is essential to this dissertation’s approach to music as a
cultural, material, and intellectual experience, concern, and knowledge. Cultural historians and
historians of science have shifted their attention away from the study of disembodied ideas
towards an examination of the role of human agency in the production of knowledge. Rather
than the acquisition of ideas or thoughts, it has been argued, knowledge was a constructed,
contested thing, embodied by people in their daily lives.s3 Therefore, this dissertation endorses
the critiques that have been made of ‘the’ Enlightenment as a singular and centralised

intellectual programme, led by ‘great men’—mostly white male philosophers—in recent

81 See my forthcoming article ‘Tasteful Possessions. Collecting and Displaying Musical Instruments in pre-
Revolutionary France’. The intersection of music and material culture was the subject of a conference I organised
with  Vera Wolkowicz in the University of Cambridge, Faculty of Music, in 2016
(https://musicandmaterialculture.wordpress.com).
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scholarship.ss Whereas the category of Enlightenment once embraced a group of ideas linked
to an elitist social group, recent studies have preferred a wider notion of knowledge, understood
in terms of human practices, interaction, appropriation, and linked to social and political
concerns. Moreover, as Simon Schaffer argues, these practices of knowledge-making were
inextricably linked to political participation.ss As a central matter of Enlightenment debate,
scientific enquiry, and sociability, musical knowledge forged political programmes that
developed over the century.

This dissertation is the first attempt to study music under the methodological framework
offered by the cultural history of science in eighteenth-century France.ss Penelope Gouk’s book
Music, Science and Natural Magic in Seventeenth-century England provided a ground-
breaking approach to the history of musical knowledge in England for an earlier period. Asking
‘how musical models played a pivotal role in the construction of scientific knowledge’, Gouk
argued that music was instrumental to the acquisition of scientific knowledge.s7 During the last
decade, scholarship discussing the relationship between music, sound, hearing, and science
during the eighteenth century has flourished.ss This dissertation also examines the intertwining
of music and scientific knowledge, yet focuses on how music constituted a scientific practice
and a form of scientific knowledge in itself, which was produced and appropriated by
individuals seeking different goals, and expressed in manifold cultural practices. Musical
knowledge—and the status of the knowledgeable person—was negotiated and experienced
through a wide range of practices involving material culture, social performance, political

debate, and music as a craft. Therefore, throughout this dissertation, | shall refer to ‘musical
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practices’ in the plural to denote the varied cultural practices of music—performing and
composing, listening, writing, researching, collecting, debating, illustrating, socialising,
owning musical instruments. In this view, ‘musical practices’ comprise practices beyond our
contemporary binary opposition between ‘practice’ and ‘theory’, which is often misleading
when applied to what was at the time viewed as an interconnected field. Not only was ‘theory’
dependent on the affordance of the available means—instruments, materials, genres, bodies,
etc—but the composition, performance, and teaching of music were also subject to constant
theoretical reformulation during the siécle philosophe. Thus, ‘musical practices’ encompassed
a variety of ‘scientific practices’, ranging from enquiries into music and sound carried out by
natural philosophers to the appropriation of musical instruments as scientific instruments.
One might argue that music should not be treated in the same way in which historians
of science treat science, since nowadays science draws upon truth-claims and empirical
certainty that music lacks. This distinction, however, was not evident in the early eighteenth
century, when music was discussed alongside other sciences at the Académie Royale des
Sciences, as both a scientific subject and a gateway for acquiring knowledge of the natural
world, for instance, for learning about its mathematical laws. By drawing upon recent re-
evaluations of the roles of artisanal knowledge, material practices, and commerce in the making
and negotiation of knowledge, this dissertation will contribute significantly to the
understanding of how scholarly, technical, commercial, manual, and corporeal knowledge were
intertwined in eighteenth-century France.ss | shall argue that musical knowledge was

intrinsically hybrid; it involved minds, as well as souls, ears, bodies, eyes, and hands.
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Moreover, musical knowledge was embodied: the manufacture and ownership of musical
instruments, visual representations, and the performer’s body, among other things, were ways

of appropriating and instructing on what music was, what it did, and to or by whom.

3. Musical actors, institutions and expertise

Accompanying the variety of musical practices and hybrid knowledge that characterised music
in eighteenth-century France, new social figures emerged. In looking to the culture of music
rather than merely at great composers and audiences, this dissertation features diverse social
actors who engaged in an array of musical activities. As previously mentioned for the case of
‘amateur’ and ‘virtuoso’ performers, these actors belonged to different social and political
constituencies, which were also linked to opposing ideals of the body. I shall examine the social
actors involved in musical practices through studying their relationship with musical
knowledge, material practices, and political standings. Although this dissertation documents
the increasing appropriation of music as a communal practice rooted in the new public sphere,
its concern is mainly with learned individuals who wrote, consumed, and performed music,
and eventually became learned revolutionaries. Despite the fact that many unnamed people
participated in the practices examined here, the core of this dissertation excludes street
musicians and constituencies often associated with the ‘popular’. The majority of musicians,
performers, and teachers which | investigate belonged to the lower bourgeoisie, artisanal and
commercial sectors, in line with the expansion of the music trade. Yet this dissertation also
includes many elite performers, listeners, and consumers of music. Musical expertise, | argue,
was pursued by learned men and women as well as by these noble or wealthy amateurs. Musical
amateurs, theorists, inventors, teachers, performers, composers, and listeners fashioned
themselves by laying claim to different degrees of technical expertise, taste, training, feeling,
and genius. These values changed throughout the century, and, hence, the map of musical
actors was an elastic one.

These musical actors moved across different musical and non-musical institutions.
Rather than focusing in a single institution, the focus of this dissertation ranges across
academies, concert halls, salons, societies, churches, schools and guilds. Some individuals
featured in this dissertation simultaneously participated in more than one of these institutions.
Among Parisian institutions, this dissertation primarily explores the Académie Royale des

Sciences, where, | shall argue, musicians and men of letters mingled to fashion themselves as
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‘savant’ and ‘tasteful” individuals. Music was a favourite topic of research for applicants to the
Académie, showing the extent to which music enhanced the status of academicians. By means
of signing membership with one of these institutions, the musical actors legitimised their
expertise in musical matters.

Recent scholarship has shed considerable new light upon the vital role played by
eighteenth-century musical institutions in shaping and negotiating musical taste as well as
broader social, cultural and political issues.o1 Since the late seventeenth century, musical
spectacles in Paris were regulated by the Académie Royale de Musique, which, founded by
Louis XIV in 1669, channelled royal authority through controlling the foundation of new
musical institutions and their repertoires. Similarly, the manufacture and sale of musical
instruments were regulated through the guild of ‘facteurs d’instruments de musique’, and
during the eighteenth century, the invention of new musical instruments was especially
encouraged within the royal project of ‘arts et métiers’ as a matter of public utility.e2
Nevertheless, music scholars have shown that, during the eighteenth century, the absolutist
politics imposed on the development of musical practices became increasingly looser and gave
room for new forms of association.ss From the foundation of the Académie Royal de Musique
to the abolition of privileges and the proclamation of the ‘liberté des théatres’ in 1791, a number
of new musical institutions emerged. Musicians progressively moved away from traditional
patronage towards paid concert performances across newly founded concert halls and salons.
This dissertation shows that the Concert Spirituel, which was founded in 1725 by Anne
Danican Philidor and had a combined aristocratic and bourgeois audience, became a crucial
stage for testing musical innovations and the development of virtuoso performance.ss The
process of appropriating Italian musicality and musicians explored in this dissertation
crystallised in the reorganisation of the map of musical institutions. The small theatres Opéra-
Comique and Théatre-Italien merged in 1762, arguably fostering Italian musical culture in
Paris.os Yet Italian music also settled within the Académie Royale de Musique, where the

newly appointed entrepreneur Jacques de Vismes du Valgay organised the performance of a
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number of Italian operas in the late 1770s.96 At the same time, the manufacture and sale of
musical instruments also adapted to a larger and more complex market. As a result, the guild
of instrument makers was supressed in 1776 by means of the edict issued by Anne Robert
Jacques Turgot, France’s ‘Controlleur-Général des Finances’, to respond to the tensions and
increasing weakness of the whole guild system in France.o7

Accompanying this new map of musical institutions, there was an increased mobility
of musical actors, both within and outside Paris and France. William Weber shows that,
whereas early in the century musicians were normally employed by a single patron or
institution, by the 1770s ‘musicians were moving freely from one patron’s household to
another, either in residence or simply support’.98 Similarly, mobility also increased between
musical and non-musical institutions. A number of musical amateurs performed music in the
newly founded orchestras, while at the same time they were members of literary academies
and salons. For instance, Michel Paul Guy de Chabanon counted among the members of the
Académie des Inscriptions et Belles Lettres and the Académie Francaise, at the same time he
was a regular performer at the Concert des Amateurs, founded in 1769. These institutions
performed different functions, yet they all structured musical life as well as individual
participation in the public sphere.

Consequently, this dissertation documents two apparently contradictory movements
that occurred throughout the century. On the one hand, musical practices of all sorts expanded
considerably during the century, reaching a wider public. As discussed above, this process was
favoured by the development of an increasing public for music, fostered by the culture of
consumption and a new range of institutions in which music was pracised or discussed. There
was a significant effort towards simplifying and standardising musical practice, pedagogy,
notation, tempo, and tuning, which was a condition for the development of larger-scale musical
performing culture. On the other hand, there was an increasing elitism in musical knowledge
and practice delimited by a new notion of expertise. Although musical taste had defined elite
groups since the beginning of the century, there was a steady growth and diversification of
‘experts’ and realms of expertise, which crystallised in very different social personae during

the second half of the century. Therefore, the expansion and rising importance of music was
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accompanied by an increasing specialisation of activities and institutions, and the emergence
of new categories of actors specifically associated with them.

Consequently, during the eighteenth century, the belief that a musician should master
multiple and varied skills coexisted with the progressive dismembering of these skills into
specific categories of person. When discussing the process of ‘professionalisation’ of
musicians during the eighteenth and nineteenth centuries, much scholarship refers to musical
composition, and only secondarily to questions of performance.s The claim that the history of
music has been written by non-musicians, and often in spite of them, has recently led to a
‘performative turn’ in historical musicology, hence incorporating the study of musical
performers.i00 Nevertheless, these studies often understand the category of ‘musician’ in
today’s terms, referring to those who either play or compose music, and ignore what a
‘musician’ actually meant in the eighteenth century. I shall argue that being a musician in
eighteenth-century France involved a vast range of activities and abilities, from composing and
performing to teaching, writing treatises and didactic manuals, theorising, experimenting, and
selling and making musical instruments. This multifaceted character dated back to earlier
times. Given that music could explain cosmological order, authors from Boethius onwards
believed that the ideal musician needed to master different skills and fields of knowledge, for
musical practice was intertwined with intellectual matters.101 Indeed, Zarlino, Galileo, Kepler,
Kircher, Mersenne, and Descartes, among other writers, illustrate the association between the
‘musician’ and the early-modern natural philosopher or polymath.102 The idea of the ‘complete
musician’ as someone who mastered different sciences was fundamental to the inclusion of
music as one of the fields addressed by the Académie Royale des Sciences in Paris, and by its
English counterpart the Royal Society in London. Analysing the figure of the early modern
musician, Paolo Gozza quotes a passage from William Brounker’s preface to Descartes’s

Compendium of Musick of 1653, which brilliantly illustrates the different knowledges that a
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‘musician’ should master. Brounker defined a ‘complete musician’ as the one who ‘swalowed
the whole theory of music i.e. haveing (sic.) profoundly speculated the Pythagorean Scheme
of the various Sounds arising from the Various Hammers’, and, at the same time, was a
‘Physiologist’, ‘Philologer’, °Arithmetician’, ‘Geometrician’, a ‘Poet’, a ‘Mecanique’,
‘Metallist’, ‘Anatomist’, a ‘Melothetick’, ‘And lastly, He must be so far a Magician, as to excite
Wonder, with reducing into Practice the Thaumaturgical, or admirable Secrets of Musick: |
meane, the Sympathies and Antipathies betwixt Consounds and Dissounds; the Medico-
magical Virtues of Harmonious Notes (instanced in the Cure of Sauls Melancholy fitts, and the
prodigious Venome of the Tarantula, &c.)’.103

This description, which for Gozza ‘reads as an ideal manifesto for the supposed musical
aims of the Royal Society’, also defines the broad scope of this dissertation.104 Gozza ends his
excellent survey of the early modern musician by claiming that ‘the dismembered parts of the
‘perfect musician’ were recomposed one last time in the first half of the 18t century in Jean-
Philippe Rameau’.105 Indeed, this dissertation shows that Rameau was praised for contributing
to both musical theory and practice, and mastering different realms of scientific knowledge.
Yet, | shall argue, Rameau was not the only one pursuing this hybrid musical expertise. During
the eighteenth century, the figure of the ‘musician’ was still associated with the mastery of
medical, magical, mathematical, poetic, and philosophical knowledge, and referred to persons
engaged with various materials and objects, albeit hardly embodied in a single person. I shall
argue that musicians were actively involved in practices of knowledge-making, disseminating,
and learning. Nevertheless, by Rameau’s time, music had already become a widespread
cultural practice within a growing public of consumers. And within this culture, while the ‘man
of parts’ was still an important person, music was becoming a set of skills and a market sui
generis, rather than just as part of mixed mathematics. The rise of a community of producers
of musical goods, in particular, involved an increasing diversification of actors. Music teachers,
performers, collectors of musical instruments and books, inventors, instrument merchants,
copyists of musical scores, writers of sale catalogues, entrepreneurs of spectacles, and theatre
subscribers are amongst the social personae which arose within the increasing public culture

of music. Although being a ‘musician’ remained bound up with practices of knowledge-making
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throughout the century, musical expertise was now a shared domain among different
specialised social figures.

Considering that music coupled knowledge and taste, who was the knowledgeable and
tasteful person in the new culture of music? How were technical expertise and musical taste
related to each other? Who could acquire the status of ‘expert’, and how? The growing public
of musical performances, which developed distinct musical preferences and conveyed musical
criticism in the public sphere, had ‘primacy in musical taste’ according to William Weber. This
authority belonged to the public, Weber argues, because music was not within the purview of
a single institutional authority that dictated the standards of musical taste, in the way that the
Académie Royale de Peinture et de Sculpture did for the visual arts.106 This lack of institutional
authority on which to fall back, Mark Darlow suggests, explains the ‘vociferous and long-
lasting’ nature of the music querelles throughout the century.i07 Given that the ‘public’
explored in this dissertation includes a wide range of actors and institutions, | shall argue that
different forms of musical expertise, combining taste and knowledge, co-existed and were
essential to changing the hierarchies among musical actors throughout the century. Questions
of expertise could be found across different musical practices, from musical theory and
scientific speculation to examining musical inventions, assessing sound, performing the
musical body, listening and commenting upon musical performances, and ‘feeling’ music.
Consequently, this dissertation travels across spaces such as the academy, concert hall,
household, and musical lesson, to explore how the status of music and the authority of its agents
were negotiated through changing expectations and models of legitimisation. The fact that a
growing number and variety of personae claimed musical expertise corresponded to the
increasing movement of taste from courtly privilege to commerce and new public settings.

Thus, who possessed musical expertise did not remain stable through the century. A
number of social actors who practised or associated themselves with music were labelled
‘savants’, ranging from composers and music theorists to amateurs. Indeed, several musicians
wrote musical treatises. This phenomenon accounts for the importance among new musical
actors of laying claim to knowledge. This dissertation shows, for instance, that music teachers
crafted a particular domain of expertise during the eighteenth century, which they advertised
and commercialised within the growing culture of consumption. The appearance of new

categories of music teachers—as well as performers—is widely documented in the vast number
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of didactic music manuals published during the eighteenth century, yet these personae have
been insufficiently explored by scholars. Philippe Lescat’s work on music teachers provides
extremely helpful information on their activities and social backgrounds, and argues that most
authors of these treatises taught privately, outside musical institutions, and self-funded their
works.108 This dissertation demonstrates that music teachers were central to the dissemination
of musical knowledge and the translation of taste from elite circles to the broader public. I shall
argue that teachers were crucial intermediaries between knowledge, commerce, taste, and
practice. They embodied the hybrid knowledge that was crucial to the expansion of music in
the Enlightenment. Consequently, music teachers as a new social figure exemplify the
appropriation and transformation of musical knowledge through practices beyond treatise
writing, and settings other than teaching institutions and academies.

During the second half of the century, the label ‘musicien de profession’ became
increasingly common, referring to the emergence of paid musicians, composers, and teachers,
as part of a commercial culture of music similar to what has been studied for fine arts and
sciences.109 Over this time, the figure of the performer as musical agent diverged from that of
the composer, and an increasing gap formed between professional and amateur performers.
Nevertheless, being called a ‘musician’—and even more, a ‘savant musician’—was deemed a
more complimentary name than simply ‘teacher’, ‘composer’, or ‘performer’. This alludes to
a tension between the ‘mind’ and ‘hand’ that scholars have demonstrated for this period, in
which intellectual matters were valued more highly than manual ones.110 Despite the increasing
specialisation of social actors involved in musical practices, the historical ideal of a ‘musician’
aspiring to master different realms of knowledge, and somehow having privileged access to an
understanding of nature, persisted in different forms throughout the eighteenth century. Indeed,
when the Conservatoire de Paris was founded in 1795, besides the teaching of musical practice,

it also put together a library, a cabinet of musical instruments, and undertook the task of
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producing and publishing teaching methods.111 The interest in these ‘learned’ activities
suggests that practices of knowledge-making remained central to defining the status of the
musician until the end of the century. Moreover, the Conservatoire opened a studio where
students learned techniques and technologies of instrument building, demonstrating that
material practices were still regarded as key to making and acquiring musical knowledge, as
well as the value of musical instruments as objects of science and ingenuity. Musicians,
teachers, and instrument makers were thus equally supposed to possess scientific, technical,

and material skills.

3.1 The musical amateur

The polymath character of the early modern ‘musician’ was better exemplified in the
eighteenth century by a new social figure: the musical ‘amateur’. The topic of musical amateurs
runs through all sections of this dissertation. The existence of the eighteenth-century musical
amateur was confined to the period of French history addressed in this dissertation: it emerged
at the dawn of the eighteenth century, and slowly faded away by its end. It might be tempting
to distinguish ‘amateurs’ involved in music making on the basis of their financial expectations
or social background, and consequently to establish a binary division for eighteenth-century
musical practitioners, separating self-funded amateurs from salary-earning musiciens de
profession or maitres.i12 However, as | shall show, being an ‘amateur’ was not opposed to, and
often overlapped with, being a ‘musician’. Moreover, although most amateurs belonged to the
social elite and did not earn a living from music, being an amateur in the eighteenth century
entailed a more complex combination of social and cultural phenomena.

The musical amateur resembles, to a great extent, the amateur in the visual arts,

particularly as described by Charlotte Guichard: ‘A social and political figure within the art
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world, legitimated by new forms of artistic patronage and sociability’.113 For Guichard, art
amateurs were key in the passage from the monarchical system to the new art market. They
were Parisian elites in a broad sense, including nobility and financial and military elites. Since
1747, the Academie Royale de Peinture et de Sculpture had conferred the title of ‘honorary
amateur’ on elite men to recognise their ‘good taste’ and knowledge of the fine arts. The
amateur of art, then, was recognised as an official authority in matters of taste, and had political
credibility.114 Musical amateurs did not possess the official academic recognition of their peers
in the visual arts. The use of the term ‘amateur’ in the sphere of music was much more complex.
The cast of musical amateurs in this dissertation includes performers, composers, listeners,
patrons, inventors and consumers of instruments, collectors, concert critics, essay writers, and
researchers on music. While some amateurs were devoted to all of these practices, some
focused only on one.

Over the century, the number of musical ‘amateurs’ increased considerably. Whereas
amateurs were traditionally limited to playing in domestic spaces, new musical institutions
emerged in the 1760s in relationship to the increasing amateur culture.11s Among these new
institutions, one of the most emblematic was the Concert des Amateurs, which took place in
the Hotel de Soubise between 1769 and 1781, and was funded by a system of donors and
subscriptions.116 In fact, this dissertation points out that among the growing number of
performers beyond the court and noble households throughout the century, many were
identified as ‘amateurs’. This increase in performers was accompanied by the publication of
several didactic music manuals, some of which were explicitly addressed to amateurs, and even
recommended specific instruments, such as the mandolin and the guitar.117 Likewise, some
music manuals were exclusively devoted to ladies. Many women were recognised ‘patrons’ of

music, singers, and performers of musical instruments.118 However, the term ‘amatrice’ was
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the series Oxford University Studies in the Enlightenment: Bénédicte Peralez Peslier and Justine de Reyniés
(eds.), Amateurs et hommes de métier dans I’Europe des Lumiéres (Liverpool: Voltaire Foundation/Liverpool
University Press).

114 Guichard, ‘Taste Communities’; Guichard, Les amateurs d’art a Paris.

115 See Hennebelle, De Lully a Mozart; Georges Escoffier, ‘Formes institutionnelles et enjeux sociaux des
pratiques musicales au XVIlle siécle: L'exemple du Concert de Grenoble’, Revue de Musicologie, 87:1 (2001), 5-
32.

116 Robert-Henri Tissot and Camille Bellissant (eds.), Le Concert des Amateurs a I'Hétel de Soubise (1769-1781).
Une institution musicale parisienne en marge de la Cour (Grenoble: MSH-Alpes, 2000).

117 Lescat, Méthodes et traités musicaux.

118 See e.g. Lenard R. Berlanstein, Daughters of Eve: A Cultural History of French Theater Women from the Old
Regime to the Fin de Siecle (Cambridge, MA: Harvard University Press, 2001), chapters 1-3; Huub Van Der
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documented as the feminine equivalent of ‘amateur’ only in the final decade of the century.119
This dissertation demonstrates that gender was also associated with notions of harmony and
character in music, and determined the choice of musical instrument and desired sonorities.
Musical amateurs articulated and displayed their tasteful knowledge most
conspicuously in the public sphere. Indeed, the expansion in musical culture was both a cause
and a result of the expansion in the number of musical amateurs. Amateurs were the consumers
of new musical goods, and the target audience of musical instruments and artefacts.120
Furthermore, amateurs brought music to the front of public debate around the middle of the
century, especially in the famous querelles that spanned the century.121 They wrote for existing
newspapers and journals, but also obtained privileges to found their own journals. Some writers
were widely recognised. Others wrote anonymously, signing their articles or publications only
as ‘an amateur’.122 The bare signature of ‘amateur’ was a gateway to the writing about music;
it was, in itself, a mark of authority and credibility. Additionally, amateurs formed the
readership of specialist musical newspapers and the ideal audience of musical performances.
Sometimes the term ‘amateur’ was simply used to identify the group of people assembled in
the activity of listening, meaning that the terms ‘public’ and ‘amateurs’ were often used
interchangeably in newspapers. Yet much of the time, ‘amateurs’ constituted a highly regarded
public. As target audience for both newspapers and concert performances, they embodied a

new form of learned listening.

Linden, ‘Medals and Chamber Pots for Faustina Bordoni: Celebrity and Material Culture in Early Eighteenth-
Century Italy’, Journal for Eighteenth-Century Studies 40:1 (2017), 23-47. For amateur female performers, see
‘The Music Lesson: A Window of Opportunity’, in Dangerous Liaisons: Fashion and Furniture in the Eighteenth
Century, eds. Harold Koda and Andrew Bolton (New Haven, CT: Metropolitan Museum of Art New York/Yale
University Press, 2006), 45-58; Julie Anne Sadie, “Musiciennes” of the Ancien Régime’, in Women Making
Music: The Western Art Tradition, 1150-1950, eds. Jane M. Bowers and Judith Tick (Champaign, IL: University
of Illinois Press, 1987), 191-223; Ursula M. Rempel, ‘Women and Music: Ornament of the Profession?’, in
French Women And The Age Of Enlightenment, ed. Samia I. Spencer (Bloomington: Indiana University Press,
1984).

119 ‘Quelques Ecrivains ont dit au féminin, Amatrice. Ce mot est encore nouveau’. Dictionnaire de I'Académie
francaise, 5th Edition, 1798. Jean-Frangois Féraud had previously criticised the use of the term in his Dictionnaire
critique de la langue frangaise, T. 1 (A-D) (Marseille, 1787-88). The ARTFL Project, University of Chicago:
http://artfl-project.uchicago.edu.

120 See my forthcoming article ‘Tasteful Possessions. Collecting and Displaying Musical Instruments in pre-
Revolutionary France’.

121 See Darlow, Dissonance in the Republic of Letters.

122 See e.g. the ‘Amateur Frangois’ in Abrégé du Journal de Paris (Paris: 1789), p.1062; and the ‘Amateur du
Vaudeville’ in Le censeur dramatique ou journal des principaux theatres de Paris et des départaments, par una
société de gens de lettres (Paris: 1797). For a discussion of anonymous music criticism in the 1770s, see Darlow,
Dissonance in the Republic of Letters, 149-152.
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Unlike our contemporary association of the amateur with the dabbler or inexpert
practitioner, in the eighteenth century the title of ‘amateur’ was a recognition that people sought
after, crafted, and appropriated, in order to fashion themselves at times of great social and
cultural change.123 The dictionary published by Richelet in 1680 defined the word ‘amateur’
simply as ‘celui qui aime’—one who loves.124 This bare definition is highly significant, as it
declared the main value that a musical ‘amateur’ should pursue and embody throughout the
whole century: the love for music. This dissertation shows that the musical ‘amateur’ was
deemed an authority in musical practice and theory by virtue of combining knowledge with
taste. Some amateurs carried out mathematical, physical, and physiological research on music
and sound, and wrote lengthy treatises, while also socialising and entertaining themselves in
musical ways. Furthermore, the community of learned amateurs was crucial to the wide
reception and appropriation of Rameau’s theories at mid-century. Merging notions of science,
taste, sociability, and amusement, the musical amateur was related to the figures of the
‘connoisseur’ and ‘curieux’ in other realms of knowledge.12s Yet unlike these categories,
‘amateurs’ often also practised music.126 Whereas David Hennebelle has distinguished
‘connoisseurs’, ‘amateurs’, and ‘dilletantes’ amongst non-professionals critics of music, | shall
insist that the boundaries between these categories were fluid and that they were often
interchangeable with the broader term ‘amateur’.127 Moreover, in musical practices beyond
music criticism, the term ‘amateur’ was preferred, and encapsulated different combinations of
musical practice, technical knowledge and taste. Furthermore, during the second half of the
century, musical amateurs represented the ‘sensible person’, whose love of music found
expression in their physical bodies.

Despite this status, amateurs increasingly became the target of criticism. In the last three
decades of the century, it is possible to notice early signs of the rather dubious reputation that
amateurs enjoyed in the nineteenth century. A number of journals of the time criticised

‘pretended’ amateurs, who were deemed harmful to artists. This criticism was in accordance

123 For a similar reflection on the Italian ‘dilettante’ see Michael Talbot, ‘Albinoni: The Professional Dilettante’,
The Musical Times, 112:1540 (1971), 538-541.

124 César-Pierre Richelet, Dictionnaire francois: contenant les mots et les choses, plusieurs nouvelles remarques
sur la langue francoise (Geneva:1680).

125 Guichard, ‘Taste Communities’; Pomian, Collectors and Curiosities; Spary, ‘Scientific Symmetries’; Louis A.
Olivier, Curieux, Amateurs and Connoisseurs; Laymen and the Fine Arts in the Ancien Régime (Baltimore: The
Johns Hopkins Univiversity Press, 1976).

126 See Weber, ‘Learned and General Musical Taste’.

127 Hennebelle, De Lully & Mozart.
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with the critique of amateurs in the visual arts, articulated for example in Diderot’s Salons.128
In opposition to the so-called ‘false amateurs’, references to the ‘true amateur’ spread to defend
the learned and sensible amateur.129 Yet critics soon addressed the expertise and prestige of
musical amateurs, as well as the foundations and authority of their ‘love’.130 Thus, as this
dissertation will show, musical amateurs came to be criticised both as musical experts and
practitioners. Although amateurs fashioned themselves as ‘savants’, their knowledge of
technical matters was increasingly challenged. Similarly, their self-fashioning as the possessors
of sensibility, | shall argue, ultimately relegated them to the role of listeners rather than
performers. By the end of the century, Paris hosted famous performers and composers on an
unprecedented scale, as well as a number of ‘virtuoso’ performers who exhibited physical
expertise in spectacular ways, which ultimately overshadowed the appraisal of amateurs as
practitioners.131 Whereas the expertise of virtuoso musical performers was associated with their
physical skill, musical amateurs, in their turn, retained the privilege of taste and ‘feeling’ as
sensible listeners. During the French Revolution, however, ‘taste’ was attacked as a perpetuator
of courtly privilege, and this contributed to the discredit of many eighteenth-century amateurs
in the nineteenth. Composers now became the new locus of ‘genius’, a category which was
increasingly becoming a mental attribute by this time, associated with notions of creativity and
the ‘intention’ of the composer.132 Yet composers were no longer associated with the polymath

and men of sciences, nor did they seek the status of the musical amateur.

128 See e.g. Liliane Hilaire-Pérez, ‘Diderot’s Views on Artists and Inventors’, British Journal for the History of
the Philosophy of Science 35:2 (2002); Pomian, Collectors and Curiosities, pp.195-211.

129 See Pierre-Louis Guinguené, ‘Amateur’, in Encyclopedie méthodique: Musique, eds. N. E. Framery and P. L.
Guinguené, vol. 1 (Paris: 1791), 77-78; Laurent Grimod de la Reybiere, Le censeur dramatique ou journal des
principaux théatres de Paris et des départements. 1797-1798, v.1, (Paris: 1797), p.71.

130 My M.Phil. dissertation explores this through the case of the musical amateur Michel Paul Guy de Chabanon,
a Creole academician, violinist, and writer on musical subjects who defined himself as a ‘lover’. ‘Michel Paul
Guy de Chabanon and the culture of music in pre-revolutionary France’, unpublished Mphil Thesis, University of
Cambridge (2013).

131 See e.g. Metzner, Crescendo of the Virtuoso.

132 For notions of genius in 18h-century France see Ann Jefferson, Genius in France: An Idea and Its Uses,
(Princeton: Princeton University Press, 2014); Jean-Alexandre Perras, ‘Genius as Commonplace in Early Modern
France’, L'Esprit Créateur 55:2 (2015), 20-33; Darrin McMahon, Divine Fury: A History of Genius (New York:
Basic Books, 2013); Simon Schaffer, ‘Fontenelle’s Newton and the Uses of Genius’, L'Esprit Créateur, 55:2
(2015), 48-61. For genius in music see Peter Kivy, The Possessor and the Possessed: Handel, Mozart, Beethoven,
and the Idea of Musical Genius (New Heaven, CT: Yale University Press, 2001); Markus Rathey, Defining the
Self: Carl Philipp Emanuel Bach’s Autobiography as an Attempt at Self-Fashioning in the Middle of the
Eighteenth Century (Ann Arbor: Steglein Publishing, , 2016), pp.170-190.

47



4. Chapters outline

The first chapter of this dissertation (‘The science of music’), explores music as a subject of
scientific enquiry and experimentation during the first half of the century. Drawing upon
discussions of music theory and sound at the Royal Academy of Sciences, as well as the wider
communities of writers and commenters on scientific topics, it argues that music was
successfully appropriated as a field of scientific inquiry through the merging of science with
notions of taste and pleasure, the legacy of the harmony of the spheres, the Enlightened esprit
géométrique, and the reception of Rameau as the ‘Newton of music’. In addition, this chapter
examines how the ‘science of music’ became a fashionable subject for sociability and
entertaining in elite social gatherings, as much as it conferred a new expertise to musicians.
Following the scientific pursuit of music, Chapter 2 (‘Italian vs French: music and national
character’) argues that the comparison between French and Italian models of musicality served
as a language for forging and legitimising an ideal French national character. This chapter
departs from the well-known Querelles des Bouffons to engage with a broader study of
stereotypes about Italian character, showing that, during the second half of the century, the
emergence of the new sensibility saw the reappraisal of Italian stereotypes, putting forward a
new model of musicality which stressed feeling and comprised a new range of emotions and
desired sounds in music. This shift was possible through a broad category of ‘character’ in this
period, in which music, language, passions, nation, and morality were closely connected.
While discussions about the scientific status of music and national character in Chapters
1 and 2 portray a new community of writers and interlocutors of music who were engaged in
public debate, Chapters 3 and 4 illuminate this new public in relation to musical performance
and political debates. Chapter 3 (‘Performing the musical body”) addresses the growing number
of musical performers in Paris. It argues that the fashion for playing musical instruments
followed the emphasis in polite culture of training and displaying the body. This chapter
discusses competing notions of the body, as represented by the courtly body, the mechanised
body, and the stress placed on movement and expression in accordance with the new
sensibility. At the end of the century, amateur and virtuoso players epitomised different models
of nature and political agendas. The chapter moves from the examination of the ‘body’ of the
musical instrument to the body of the musical performer, to culminate in the last chapter with
an examination of the ‘body politic’. Chapter 4 (‘The harmonic republic’) examines the various

uses of musical harmony to envisage and discuss a new ideal public order during the early
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years of the French Revolution. It argues that, by means of music’s power to affect the body
and bring people into concert, music proved to be a powerful political tool. Musical harmony
offered a model of agreement and proportioned order. Drawing upon the reception of harmony
throughout the century as natural order, Enlightened science, emblem of national genius, and
model of corporeal discipline and taste, harmony was praised by different factions to defend

an ideal form of social and political organisation.
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Chapter 1

The science of music

In eighteenth-century France, music had a privileged relationship with nature. Music revealed
a ‘natural order’—whether celestial, divine, mechanical, mathematical, physical and
physiological—composed by a number of laws underlying the universe. Moreover, music
exerted great ‘natural’ powers on its auditors, such as healing, educating, amusing, gathering
socially, and moving the listener’s hearts, souls, or esprit. In all these ways, the ‘natural’
grounds of music made it a topic well suited to research by natural philosophers. Music did not
drop out of Enlightenment agendas of reforming learning. Rather, music became a fresh field
of knowledge and the object of painstaking scientific scrutiny. Therefore, music was the object
of numerous studies and experiments, combining mathematics, physics, and physiology. As
such, the ‘science of music’ enabled the self-fashioning of the Enlightened person, as well as
sociability and amusement in polite circles.

What did it mean for music to be a science? Like other fields of knowledge, music in
the Enlightenment was subjected to systematising, quantifying, classifying, and defining
endeavours. Writers and researchers sought to establish a proper musical ‘system’, which could
both explain the nature of music and be useful for performers and composers. Therefore, music
became a frequent subject of discussion and evaluation in the sessions of the Académie Royale
des Sciences, at the same time a number of treatises were published addressing mathematical,
physical, or physiological issues associated with music and sound.133 Moreover, the
Académie’s* interest in music was consistent with the growing concern with the arts and crafts.
Since 1699, the Académie undertook the project of describing all different arts and crafts
currently being practised in Paris, which enabled the collaboration between academicians and
craftsmen.134 Furthermore, music occupied a prominent place in Diderot and d’Alembert’s

Encyclopédie, which further stressed the role of music as a field of Enlightenment enquiry.13s

133 Cohen, Music in the French Royal Academy, p.41.

=In this chapter, all mentions to the ‘Académie’ refer to the Académie Royale des Sciences in Paris.

134 See the special issue edited by Ursula Klein on ‘Artisanal-Scientific Experts in Eighteenth-Century France and
Germany’, Annals of Science 69:3 (2012); Liliane Hilaire-Pérez, L invention technique and ‘Technology as a
Public Culture’; Bertucci, Artisanal Enlightenment.

135 See Edmond Van der Straeten, Voltaire musicien (Paris: AMS Press, 1878); Alfred Richard Oliver, The
Encyclopedists as Critics of Music (New York: AMS Press, 1966); Fubini, Gli enciclopedisti; Verba, Music and
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That music was considered a science in all these varied efforts did not mean placing it in
opposition to music as an art—in fact, many writers on music used both terms (science and art)
alternatively to refer to music, and the concepts of science and art were often used
indistinctively in this period.13s Additionally, the science of music was not opposed to its
practice; on the contrary, the scientific agendas relating to music were intrinsically tied to the
aims of establishing and standardising criteria of musical performance and composition, in
order to facilitate musical learning and collective playing in the context of an increasing
expansion of musical practice. The belief that science could both explain musical taste and
facilitate musical practice were crucial driving forces in the pursuit of a science of music.
Nevertheless, scientific approaches to music were not always straightforward. The
scientific enquiry required establishing immutable rules and principles for music, in which
avoiding the arbitrary was paramount. Furthermore, the establishment of laws of taste and
pleasure was fundamental to Enlightenment programmes of self-fashioning in polite culture.
Yet, how could the pleasure of music—those great effects of music in the body, spirit, heart,
or soul—be explained and reduced to a fixed set of principles? Understanding and legitimising
the pleasure of music was a driving force in the pursuit of scientific research, and sometimes it
was its main obstacle. This chapter first ex