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Et in Italia ego 
Musicians and the Experience of Italy, 
1650–1750

Michael Talbot

Italy as destination and point of origin

In the last few decades there has been an exceptional level of interest in what has 
come to be known as the diaspora of Italian musicians in the seventeenth and eight-
eenth centuries.1 The term »diaspora« is well chosen, since this was a purely vol-
untary dispersal over practically the full extent of the European continent and its 
associated islands, not forgetting a few ventures into the New World. This dispersal 
involved not only long-term settlement, bringing with it the possible acquisition 
of new national allegiance and identity, but also brief visits and extended sojourns, 
sometimes involving complex patterns of movement between different countries, 
including their native Italy. For Italian musicians who were operisti – composers, 
singers and others active in operatic production – or touring virtuosi life was unusu-
ally hectic and could entail the constant crossing of state boundaries.

Mirroring – one might almost say, complementary to – this outward movement 
of Italians was an inward movement of foreign musicians into the Italian peninsula 
over the same period: a centripetal rather than a centrifugal migration. This has been 
much less studied as a general phenomenon than the Italian diaspora, partly because 
it was much more varied in character and led far less often to permanent settlement, 
with the result that information on it tends to be patchier and more anecdotal: 
in other words, less reliable. The case of George Frideric Handel is emblematic: 
information on his ›German‹ period is copious, and that on his ›English‹ period 

1 The subject is explored in depth in The Eighteenth-Century Diaspora of Italian Musicians, ed. 
Reinhard Strohm, Turnhout 2001 (Speculum musicae 8). For an illustration of the scale of the im-
migration of Italian instrumentalists to just one city during one decade, see Lowell E. Lindgren, The 
Great Influx of Italians and Their Instrumental Music into London 1701–1710, in: Arcangelo Corelli fra 
mito e realtà storica. Nuove prospettive d’indagine musicologica e interdisciplinare nel 350o anni-
versario della nascita (Atti del congresso internazionale di studi, Fusignano, 11–14 set tembre 2003), 
ed. Gregory Barnett, Antonella D’Ovidio and Stefano La Via, Florence 2007, pp.  419–484.
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almost overwhelmingly voluminous – but that on his travels and activities in Italy 
remains full of lacunae and unanswered questions.2 Another background factor in 
the comparative neglect of the study of visiting and immigrant musicians to Italy is 
the excessively ›national‹ focus of much musical historiography, even today. It is easy 
enough to find mention and comparison of a group of French, or of English, musi-
cal visitors to Italy in a history of French or English music, but one searches almost 
in vain for a study comparing the purposes and experiences of these two groups. 
Nor can one find such a study in Italian musicological literature, since this, too, is 
structured along national lines.

If I may here repeat an observation I once made in introduction to a paper on 
Fortunato Chelleri (who was born in Parma to a family of German descent but 
spent most of his career in Germany, England and Sweden), emigrant, immigrant 
and even simply itinerant musicians suffer alike in belonging unambiguously to no 
one national musical history: they all too easily fall between the cracks in the spirit 
of that old English adage paraphrasing Aristotle, »Everybody’s business is nobody’s 
business«.3 In fairness, one has to admit that, for individual researchers, the burden 
of having possibly to acquire new linguistic competences, coupled with the extra 
expense arising from research in unfamiliar places, has certainly acted in the past as a 
deterrent.4 We are indeed fortunate today that improved opportunities for network-
ing across frontiers (of which the Musici project is a conspicuous expression), the 
ever-growing availability of online resources and the advent of budget airlines are 
tending to reduce the practical problems of research into itinerant musicians.

I mentioned just before the ›complementarity‹ of the inflow and outflow of 
musicians in relation to Italy. This should not be misinterpreted to mean ›similarity‹ 
or ›symmetry‹. It means, rather, a loose but nevertheless genuine interdependence, a 
mutual reinforcement, of the two phenomena.

One immutable background factor making for asymmetry, and at the same 
time a major contributor to the travelling in both directions was the acknowledged 
hegemony of Italian music and musicians across Europe, with only France offering – 
and then, not always successfully – any comprehensive resistance to this domination. 
Italian hegemony was at its height during the 100 years under consideration and 
was to continue for most of the rest of the eighteenth century, albeit with signs of 
weakening, particularly in the instrumental domain. Today, we preserve vestiges of 

2 See, for example, G. F. Händel. Aufbruch nach Italien. In viaggio verso l’Italia, ed. Helen Geyer and 
Birgit Johanna Wertenson, Rome 2013 (Venetiana 11), and Juliane Riepe, Händel vor dem Fern rohr. 
Die Italienreise, Beeskow 2013 (Studien der Stiftung Händel-Haus 1).
3 Michael Talbot, The Harpsichord Sonatas of Fortunato Chelleri: Some Observations on Form and 
Thematic Treatment, in: Relazioni musicali tra Italia e Germania nell’età barocca (Atti del VI Con-
vegno internazionale sulla musica italiana nei secoli XVII–XVIII, Loveno di Menaggio [Como], 
11–13 luglio 1995), ed. Alberto Colzani, Norbert Dubowy, Andrea Luppi and Maurizio Padoan, 
Como 1997, pp.  303–322: 305.
4 These practical obstacles are described in the preface to Enrico Careri, Francesco Geminiani 
(1687–1762), Oxford 1993.
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it whenever we continue to provide tempo marks and other directions in the Italian 
language, sometimes innocently harking back to the eighteenth century by retain-
ing archaic forms of the language such as »leggiero« with an ›I‹ or »l’istesso tempo«. 
This hegemony, moreover, was exercised in the context of a constantly evolving 
musical language, with the result that those in other countries wishing to cultivate 
music all’italiana needed periodically to refresh their knowledge of composition and 
performance in this style (some cases will be mentioned later).

In these circumstances, Italian maestri di cappella, composers, singers, instrumen-
talists and operisti of every variety found acceptance at courts and equivalent institu-
tions all over Europe, generally at considerable financial advantage both in relation 
to the local musicians and in relation to what they had earned, or would be likely to 
earn, in their native land. If they could master the new language and customs (in a 
few centres such as Vienna, they might not even have to do this), tolerate the new 
climate and mollify the jealousy aroused in some of their indigenous colleagues, they 
could usually look forward to a comfortable existence. It was hardly ever profession-
ally vital for the emigrant Italians to learn something new from the musical culture 
of their host country, although one must acknowledge and applaud the occasions 
when this did nevertheless occur, as when Giovanni Battista Draghi produced, in 
his ode of 1687 From harmony, from heav’nly harmony, a work incredibly close in style 
to its counterparts composed by John Blow or Henry Purcell, or when, around the 
same time, Paolo Lorenzani wrote motets for Versailles hardly distinguishable from 
those of Jean-Baptiste Lully. The relationship between supply and demand seems 
eventually to have led to a situation where Italy regularly ›overproduced‹ musicians 
of many kinds – composers, musical directors, string players, singers (including the 
coveted castratos) – in order to satisfy not only domestic but also international need.5

If Italians crossed the Alps predominantly as fully trained musicians ready for 
immediate employment, those crossing the Alps in the other direction were in most 
cases seeking advanced training rather than an actual post, even if, from time to time, 
the first led to the second. Initial training, often imparted by Italian immigrants 
(another factor in the complementarity already mentioned), had been received in 
the home country, and the time came to set a seal on it by attending the finishing 
school of Italy. As well as the tangible benefits of receiving tuition, participating in 
music-making, enjoying rich musical experiences and soaking in the wider culture 
from which all this sprang, the visitor, even if his stay had been short and not par-
ticularly productive, had the intangible aura, the cachet, of having trodden the soil of 
»the land of musick«.6

5 This need was experienced most keenly in Britain, where the ›second echelon‹ (after Handel) 
of leading musicians in all genres except Anglican church music became dominated after 1710 by 
expatriate Italians, from Ariosti to Zuccari. The international cultivation of Italian opera was the 
single most important vehicle for this constant outflow of musicians from Italy.
6 This expression was used, perhaps a little ironically, as a description of Italy by the music-col-
lector and librettist Charles Jennens in a letter of 1739 to his friend Edward Holdsworth, who was 
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There were also important side-benefits of a visit to Italy, most notably the 
acquisition of fluency in the Italian language. Knowledge of this language was 
advantageous to the returning visitor in many different ways. First, it enabled him 
to understand, and to set accurately, the Italian-language texts of cantatas, serenatas 
and operas.7 Second, it improved communication with Italian musician colleagues, 
including visiting singers – this being an essential part of the work of almost any 
musical director, whether in the chapel or the opera house. Third, it could be used 
as an alternative to French for international communication of any kind. It should 
be noted that court musicians often had additional services to perform besides their 
musical ones: when they are described as »lackey«, »page« etc. in household rolls, this 
is not always a simple description of an equivalent rank in order to determine their 
salary, livery and place at table but may indeed be a genuine extra duty. For example, 
David Funck, who in 1682 accompanied his employer, the Duchess of Neuenburg, 
to Italy, served her both as secretary and chamber musician.8 Johann Jakob Walther 
profited from his Italian sojourn of 1670–1673 to work, later in life, as an »Italian 
secretary« to the Elector of Mainz. Another German virtuoso of the violin, Johann 
Paul von Westhoff, was active in his last years as a language teacher in Wittenberg 
and Weimar.

Modalities and purposes of travel

Beyond the inevitable particularities of every visit to Italy made by a foreign musi-
cian, certain interesting trends and patterns emerge. These arise from the interplay 
of a number of independent variables.

The first variable is the duration of the visit. This ranged from a few weeks to 
over ten years. In general, the tempo of life was much slower in the seventeenth 
and eighteenth centuries than it is today, taking its cue from the slowness of horse-
powered or sail-powered travel. To give just a flavour: in 1738 it took fully seven or 
eight days for the post from Vienna to reach Venice.9 On arrival at a city of historical 

about to embark on a Grand Tour. This letter, of which only a fragment survives, is included among 
the correspondence between Jennens and Holdsworth held by the Gerald Coke Handel Collection 
at the Foundling Museum, London.
7 The desirability of mastering the art of setting Italian words to music needs to be viewed in 
the context of a prevailing consensus all over Europe that the Italian language was peculiarly ›apt‹ for 
music – indeed, actually musical in its own right. See Ilaria Bonomi, Il docile idioma. L’italiano lingua 
per musica, Rome 1998.
8 As described in Martin Ruhnke, art. Funck [Funccius], David, in: The New Grove Dictionary 
of Music and Musicians, ed. Stanley Sadie, London etc. 22001, vol. 9, pp.  346 f. Most of the purely 
factual details concerning the lives of musicians (including their travels) to which the present contri-
bution refers are verifiable from either The New Grove or from one of the many other major modern 
encyclopedias of music. For this reason, I will be selective from this point onwards in my referencing 
of information of this type.
9 Giornale istorico veneto per l’anno 1738, Venice 1737, p. XVI.
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or artistic interest, the traveller, whether a gentleman on the Grand Tour or a hum-
bler person on professional business, would be expected to tarry there for several 
days, acquainting himself with its main attractions. This would be enough time, if 
wished, to seek out an eminent resident musician and take a number of lessons with 
him. There was commonly an open-endedness, or at least a generous tolerance, 
about the date of return, and about schedules generally. To be sure, many visitors 
had a clear duty, or at least a clear intention, to return once their expected business 
was done, but a few found no reason to do so and remained permanently in Italy. 
One of these was Girolamo Abos from Valletta, Malta, who, having been a student 
at the conservatory of the Poveri di Gesù Cristo, stayed on in Naples as a master, 
initially at the same institution. Another was the cellist Bernhard Schelff, who hav-
ing been sent from the small German court of Arolsen by his employer, Count Carl 
Waldeck, to study the violin with Giuseppe Tartini in Padua, ended up by convert-
ing to Catholicism and joining the orchestra of the Basilica del Santo.10 Similarly, 
the Spanish composer Domènec Miquel Bernabé Terradellas, having completed 
his studies at the Poveri di Gesù Cristo in the early 1740s, remained in Italy as an 
opera composer to the end of his days. Marc-Roger Normand, François Couperin’s 
cousin and the relative in the employ of the King of Sardinia whom he originally 
claimed to be the author of his earliest sonatas, used his service to the Princesses of 
Carignan in Turin, which began in 1688, as the first stepping stone to the post of 
royal organist-cum-harpsichordist.

The next factor to consider is whether the visit took the form of a tour or was 
confined to a single city. Many visiting musicians remained, at least for musical pur-
poses, in their original destination within Italy. The choice of city shows a weak but 
nevertheless not fortuitous correlation with the country from which they travelled. 
There were three main land routes into Italy: via Mount Cenis from the north-west 
(France); via the St Gotthard Pass from the north (Switzerland); and via the Brenner 
Pass from the north-east (Austria). The first route led naturally to Turin, Rome and 
Naples; the second, to Milan; the third, to Venice or Bologna. Traditional musical 
connections tended, other things being equal, to follow the trade and travel routes. 
So we find the Portuguese connection specifically with Rome, the Maltese connec-
tion specifically with Naples, the French connection predominantly with Turin and 
Rome, and the Austrian and Bohemian connection predominantly with Venice. 
Very often, however, the visitors contrived a kind of Grand Tour for themselves in 
order to diversify their musical experience. Handel managed to spend time in four 
important centres between 1706 and 1710: Florence, Rome, Naples and Venice.11 
This Wanderlust was by no means exceptional among those with the financial means 
and a taste for adventure: Gottfried Heinrich Stölzel, Johann Joachim Quantz and 

10 Pierluigi Petrobelli, Giuseppe Tartini. Le fonti biographiche, Vienna 1968, p. 135.
11 For a succinct account of Handel’s peregrinations within Italy, see, for example, Donald Bur-
rows, Handel, Oxford etc. 1994, pp.  23–38.
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Johann Georg Pisendel (in the second phase of his sojourn in Italy) commuted simi-
larly from centre to centre within the peninsula; in this, they were preceded by the 
French lutenist and composer Charles Dassoucy, whose travels after 1655 took him 
to Turin, Mantua, Modena, Florence and Rome, and by the organist Georg Motz, 
sent to Italy in 1679 from Eggenberg, near Graz, by his employer Prince Johann 
Seyfried von Eggenberg.

The third variable was the age of the visitor. The most typical age for a musician 
was late teenage or early adulthood. Some visitors had never held a post – in some 
cases, they were still uncertain of their future career – or found themselves ›between 
posts‹. Then there were those in junior posts, who, with or without the support of 
their employers, sought to develop as musicians and improve their career prospects. 
Lastly, there were middle-aged musicians in senior posts visiting Italy for a second 
or third time, thereby keeping abreast of the latest trends, perhaps engaging in a 
little talent-scouting, and at all events enjoying the fruits of professional success at 
home. This paradigm of the second visit to Italy, most familiar to scholars from the 
biography of Heinrich Schütz in the first half of the seventeenth century, recurs in 
Schütz’s former pupil Christoph Bernhard, the Bohemian organist and composer 
Bohuslav Černohorský, the Belgian composer Jean-Noël Hamal, the English violin-
ist and composer William Corbett, the composer from Gdańsk Kaspar Förster and 
the Kapellmeister at Karlsruhe Johann Melchior Molter.

Fourthly, one should always consider the social status of the musician. Whether 
travelling independently or supported by a family member, patron or employer, 
foreign musicians in Italy were likely, almost as a precondition of travel, to belong 
to a social category much higher than that of the ordinary rank-and-file musician. 
Conversely, there were amateur musicians of true quality among the young noble-
men and gentlemen who flocked to Italy, some of whom took every opportunity 
to demonstrate their skills to their hosts. One such person was the flute-playing 
William Freeman of Hamells in Hertfordshire, whose playing was described in 1729 
by the Roman artist Pier Leone Ghezzi, who left a sketch of him, as »marvellous« 
(»suona la traversiera a meraviglia«).12 On occasion, the distinction between the bud-
ding musician of gentle birth and the young man-about-town of exceptional musi-
cal talent blurs, and we are reminded that exactly the years when these men made 
their first acquaintance with Italy were also the time when their lives stood at a 
crossroads, when many possibilities were offered. There may yet be truth in the story 
that Marc-Antoine Charpentier arrived in Italy intending to study painting, decid-

12 Giancarlo Rostirolla, Il »Mondo novo« musicale di Pier Leone Ghezzi, Milan 2001, p. 336. Brief 
details of the life of Freeman (1702–1749, also spelt »Freman«) are given in John Ingamells, A Diction-
ary of British and Irish Travellers in Italy, 1701–1800, New York / London 1997, p. 383. Freeman is a 
figure well known to Handel scholars, but his flute-playing and his continental travels in 1726–1729, 
as described in his journals, have only recently been described in any detail: see Marie Cornaz, 
Unknown Sources of Italian Baroque Music and New Vivaldi Operatic Discoveries in the Montagu Music 
Collection (Boughton House, UK), in: Revue belge de musicologie 66 (2012), pp.  249–268: 258–261.
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ing only afterwards to follow a musical career.13 Inherited or acquired social status is 
always a factor to take into consideration when interpreting the success or otherwise 
of foreign musicians in Italy. Handel’s almost unparalleled reception was due not 
only to his considerable prior experience as a musician and his ability to dazzle as a 
performer but also to the fact that, as the son of a surgeon with court connections, 
he could rightly demand treatment as a gentleman.

Fifthly, the nature of the visitor’s financial support merits our attention. The 
younger visitors often received funds from family or local benefactors. Jean-Philippe 
Rameau was sent to Italy by his father c. 1701, although he appears to have ventured 
no further than Milan, where he stayed for only a few weeks: perhaps this particular 
visit failed to fulfil its intentions. Among conservatory students in Naples, Abos was 
supported by a cousin, his Parisian contemporary Paul-César Gibert by his father, 
and Terradellas from Barcelona by the Prince of Belmonte. Hamal’s study in Rome 
from 1728 to 1731 was funded by his father, and Louis-Gabriel Guillemain’s in Turin 
from c. 1727 to 1729 by Henri-Anne de Puligny-Damas, comte de Rochechouart. 
Charles-Thomas de Lorraine, prince de Vaudémont, is thought to have sponsored 
Michel Pignolet de Montéclair’s visit to Italy around 1690, although the details 
remain vague.

Others, already occupying posts, were sent by their employers to Italy explicitly 
for professional training, or were granted unpaid leave of absence to do so. Many 
courts, or individual rulers, established what one may almost call a tradition of send-
ing promising musicians to Italy during the period under discussion. John ( João) V 
of Portugal, via the music school of the Seminário da Patriarcal in Lisbon, sup-
ported the studies in Rome of Francisco António de Almeida (c. 1716–1728), João 
Rodrigues Esteves (1719–1726) and Joaquim do Vale Mexelim (dates uncertain).14 
Otherwise, it was mainly the German-speaking courts from which the visitors came. 
Count Waldeck in Arolsen sent first Bernhard Schelff, as already mentioned, and 
later the composer Bernhard Hupfeld, who studied in Verona and Cremona. The 
Bayreuth court, under Margrave Christian Ernst, sent Johann Philipp Krieger to 
Venice and Rome between 1673 and 1675, while his successor, Georg Wilhelm, 
prepared the organist Siegmund Martin Gajarek for his future post as Kapellmeister 
by sending him to Venice c. 1720.15 From the Saxon court at Dresden came first 
Bernhard (1657–1659) and subsequently Johann Christoph Schmidt (1694 – c. 1696); 
much later, there followed Pisendel (1716–1717), of whom more will be said later, 

13 The widely accepted surmise, relayed from one reference work to the next, that Charpentier 
came from a family of artists has recently been challenged by Catherine Cessac (Marc-Antoine Char-
pentier, revised and enlarged edition, Paris 2004, p. 39), who points out that the surname was very 
common in France.
14 Manuel Carlos de Brito, Opera in Portugal in the Eighteenth Century, Cambridge 1989, p. 6.
15 On Gajarek’s visit, see Rashid-Sascha Pegah, The Court of Brandenburg-Culmbach-Bayreuth, in: 
Music at German Courts, 1715–1760. Changing Artistic Priorities, ed. Samantha Owens, Bar-
bara M. Reul and Janice B. Stockigt, Woodbridge 2011, pp.  389–412: 398.
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and Quantz (1724–1726). From the Palatine court at Düsseldorf under Elector 
Johann Wilhelm came the violinist Georg Andreas Kraft to study in Rome with 
Corelli shortly before the composer’s death in 1713 (it will be recalled that it was to 
the same Johann Wilhelm that Arcangelo Corelli dedicated his Concerti grossi). The 
court of Hanover sent Nikolaus Adam Strungk in 1685 and another violinist, Jean-
Baptiste Farinel, at some later point. Margrave Karl III Wilhelm of Baden-Durlach 
sent Johann Melchior Molter both in 1719 and in 1737. Neighbouring Stuttgart, 
under Duke Eberhard IV Wilhelm, sent Johann Sigismund Kusser in 1701, Johann 
Georg Christian Störl in 1702 and Daniel Gottlieb Treu in 1716. From the Arch-
bishop’s court in Salzburg came Georg Muffat c. 1680, and from the imperial court 
at Vienna, Joseph Bonno in 1726 (although for Bonno, this was really a homecom-
ing, since he himself was of recent Italian extraction). It was a Viennese noble, 
Prince Philipp Hyacinth Lobkowitz, who sponsored the young Christoph Willibald 
Gluck’s study with Giovanni Battista Sammartini in Milan in 1737, which became 
the launching pad for his future career as an operista. From the Bavarian court in 
Munich, under Maximilian II Emanuel, came Johann Christoph Pez in 1689, while 
the Elector’s successor Carl Albert (Karl Albrecht, the later Emperor Charles VII) 
sent three members of the Cröner family to Italy in 1737. Johann Philipp Franz von 
Schönborn sent Franz Anton Horneck to Venice while still only Provost (Dom-
probst) of the cathedral of Würzburg,16 and later, now as Prince-Bishop, Georg Wen-
zel Bisetsky and Johann Georg Laudensack.17 Prince Aleksander Sobieski sent the 
lutenist Silvius Leopold Weiss to Rome from Breslau (today, Wrocław) in 1710. Nor 
were Bohemian nobles inactive: Count Wenzel von Morzin sent František Jiránek 
to Italy in 1724,18 while Count Johann Vincenz von Waldstein did the same for 
Antonín Kammel around 1750 or slightly later.

Religious institutions could also act as sponsors or enablers. It was the chapter of 
the cathedral of Mdina in Malta that sent Pietro Gristi and Benigno Zerafa to Naples 
in 1713 and 1738, respectively, to prepare them for their future role as maestro di cap-
pella.19 The German-Swiss composers Franz Joseph Léonti Meyer von Schauensee 
(1720–1789) and Joseph Franz Stalder (1725–1765) were both clerics who studied 
violin and composition in Milan with Giovanni Battista Sammartini and Ferdinando 
Galimberti.20 Similarly, Franz Sparry (1715–1767) was sent by his abbot at Krems-

16 Fritz Zobeley, Rudolf Franz Erwein Graf von Schönborn (1677–1754) und seine Musikpflege, 
Würz burg 1949, pp.  21–31.
17 Dieter Kirsch, The Court of Würzburg, in: Music at German Courts (see note 15), pp.  305–330: 314.
18 Václav Kapsa, Hudebníci hraběte Morzina: Příspěvek k dějinám šlechtických kapel v Čechách v době 
baroka, Prague 2010, p. 113.
19 On both composers, see Frederick Aquilina, A Short Biography of Benigno Zerafa (1726–1804): 
a Mid-Eighteenth-Century Maltese Composer of Sacred Music, in: Eighteenth-Century Music 4 (2007), 
pp.  107–118.
20 On Meyer von Schauensee, see Robert Eitner, Biographisch-bibliographisches Quellen-Lexikon 
der Musiker und Musikgelehrten der christlichen Zeitrechnung bis zur Mitte des neunzehnten Jahrhunderts, 
Leipzig 1900–1904, vol. 6, pp.  398 f.
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münster to study in Naples and Rome. The organist, trombonist and composer 
Černohorský was a Franciscan, sent to Assisi from Prague in 1710, ironically as it may 
seem to us, as a punishment for misconduct, and his later transfer to the Basilica del 
Santo in Padua was, naturally, to a sister house and sanctioned by his order.

Whether self-financed or enjoying external support, sufficiently proficient vis-
iting musicians could earn both money and credit for themselves during their stay 
through musical performance or composition – by working their passage, as it were. 
The outstanding example is that of Handel, whose operas Rodrigo (Florence, 1707) 
and Agrippina (Venice, 1710) blazed a trail on the Italian stage for German com-
posers, from which Johann David Heinichen, the composer of two operas for the 
Venetian stage in 1713, and also, somewhat later, the ›second‹ Sassone, Johann Adolf 
Hasse, were to profit. As Handel showed, Italy was also receptive to northern key-
board players, although in this domain he had been preceded by Johann Caspar 
Kerll in the late 1640s; Conrad Friedrich Hurlebusch was to repeat his success a 
decade later. Wind players were especially welcome, since, even if the backwardness 
of Italian wind instrument makers and the paucity of advanced native-born players 
have in the past often been exaggerated,21 there was certainly a shortfall of supply in 
both areas that visitors (and even more so, settled immigrants) could fill. Players of 
stringed instruments usually had less opportunity to shine in public, the great excep-
tion being Pisendel. In fact, the position in Italy of northern – typically, French or 
German – wind instrument players (and makers, who were often the same persons) 
was almost a mirror-image of the position of Italian string players and makers north 
of the Alps.22 More will be said on this point later.

A special category is occupied by musicians who came to Italy in the retinue 
of their masters, thus not ostensibly as students. The three, possibly four, chamber 
musicians who accompanied Friedrich August, the young crown prince of Saxony-
Poland, on his prolonged stay in Italy, mostly spent in Venice, during 1716–1717 
(the violinist Pisendel, the oboist Johann Christian Richter, the keyboard player 
Christian Petzold and possibly the contrabassist Jan Dismas Zelenka) provide the 
best-known examples.23 Others were Strungk and Funck, both already mentioned.

The final parameter to consider is whether the musicians first chose the city 
where they would study and only afterwards sought out their prospective teachers, 
or whether the prospective teacher was the goal, and the city only incidental. The 
evidence is usually too unclear to settle the question, but there are exceptions. For  
 

21 See Federico Maria Sardelli, Vivaldi’s Music for Flute and Recorder, translated by Michael Talbot, 
Aldershot 2007, esp. pp.  45–54.
22 On the presence of German and French woodwind players and makers in and around Venice 
in the eighteenth century, see Alfredo Bernardini, The Oboe in the Venetian Republic, 1692–1797, in: 
Early Music 16 (1988), pp.  372–387.
23 Whether Zelenka remained in Vienna or travelled on to Venice is still a matter of uncertainty 
and debate among scholars.
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instance, the numerous students of Tartini, the aptly named maestro delle nazioni, 
can nearly always be assumed to have made their way to provincial Padua for his 
sake alone, and the number and diverse origin of northern students said (perhaps 
not always accurately) to have studied with Giacomo Carissimi in the middle of 
the seventeenth century – they include Förster, Charpentier, Michel Farinel and 
Kerll – testify to his international drawing power. Girolamo Frescobaldi, too, had 
his foreign students, notably Johann Jakob Froberger. Later in the same century, 
the magnet in Rome for students of composition and harpsichord was Bernardo 
Pasquini, from whom both Krieger and Muffat took lessons. For violinists, the 
ultimate goal was lessons with Corelli, whose claimed pupils from outside Italy 
include Jean-Jacques Baptiste Anet (c. 1695), Elias Bronnemüller (date uncertain), 
the Scottish amateur Sir John Clerk of Penicuik (1698), John Ravenscroft (1688 or 
later), William Corbett (date uncertain) and Georg Andreas Kraft (date uncertain).24 
Other teachers of foreign students in Rome mentioned less frequently in the pri-
mary sources are Antonio Maria Abbatini (for Krieger, again), Giuseppe Ama-
dori (for Hamal), Giuseppe Ottavio Pitoni (for Esteves), Carlo Ambrogio Lonati 
(for Bronnemüller, again), Francesco Gasparini (for Quantz), Alessandro Scarlatti 
(for Bronnemüller) and Girolamo Chiti (for Sparry). In Naples, Scarlatti (having 
returned there from Rome) taught Hasse around 1725, but most of the teaching 
was carried out institutionally by the conservatories under such masters as Gaetano 
Greco, Francesco Durante, Francesco Feo and Leonardo Leo.25 In Venice we find 
no especially favoured individual teacher. Antonio Vivaldi taught Pisendel, almost 
certainly Jiránek and possibly Treu.26 Otherwise, we have Giovanni Legrenzi (for 
Johann Hugo von Wilderer), Benedetto Vinaccesi (for Friedrich Georg Dieterich) 
and Antonino Biffi (for Treu, again).27 In Turin Giovanni Battista Somis, a former 
pupil of Corelli, was active as a violin teacher in the 1720s, his pupils including Jean-
Marie Leclair l’aîné (1722) and Guillemain (1727).28

The Italian teacher with the largest number of foreign pupils (discounting the 
maestri in conservatories) was undoubtedly Tartini, whose private academy initi-
ated its activity in 1728. Ignoring pupils who arrived after 1750, we still have a large  
 

24 On Ravenscroft, see Patrizio Barbieri and Michael Talbot, A Gentleman in Exile: Life and 
Background of the Composer John Ravenscroft, in: Early Music History 31 (2012), pp.  3–35, passim.
25 There is no entirely satisfactory general history of the four Neapolitan conservatories, but a 
useful general introduction remains Salvatore Di Giacomo, I quattro antichi conservatorii musicali di 
Napoli, MDXLII–MDCCC, 2 vols., Palermo 1924–1928.
26 See Michael Talbot, The Vivaldi Compendium, Woodbridge 2011, pp.  102, 143 and 187.
27 On Dieterich, see Michael Talbot: Benedetto Vinaccesi: a Musician in Brescia and Venice in the Age 
of Corelli, Oxford 1994, p. 111.
28 On Somis’s many pupils, see Alberto Basso, Notizie biografiche sulle famiglie Somis e Somis di 
Chiavrie, in: Giovanni Battista Somis. Sonate da camera opera  II per violino e violoncello, ed. 
 Michelangelo Abbado, Milan 1976 (Monumenti musicali italiani 2 / Monumenti di musica pie-
montesi 1), pp.  VII–XXXIII: XVIII.
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haul: the known students include four from France – Pierre Pagin, Petit (forename 
unknown), Pierre La Houssaye and De Tremais (forename unknown) –, a German 
(Schelff), a Dalmatian (Giuseppe Michele Stratico), a Bohemian (Kammel) and a 
Dutchman (Pieter Hellendaal).29

Italy and the north (and east, west and south)

There are interesting consistencies – we could call them tropes – in the musical (and 
often the general cultural) relationship between Italy and the other regions, near or 
distant, of Europe.

Some geographical areas that today we would not consider Italian in any real 
sense can, in a seventeenth- and eighteenth-century context, be fruitfully regarded 
as ›overseas extensions‹ of Italy. When Stratico came from the coastal town today 
known as Zadar, at the time better known by its Italian name of Zara, to Padua as a 
university student, he was merely exchanging a Dalmatian possession of Venice for 
the principal city of the terraferma veneta (and his teacher Tartini, equally Venetian by 
language and allegiance, hailed from the Istrian city of Pirano, today Piran in Slove-
nia). Only a little more remote from the Italian peninsula was Malta, then ruled by 
the Knights of St John and using Italian as its official language. Moving from Valletta 
or Mdina to Naples was hardly more of a migration than going there from Sicily or 
Puglia. It is not too far-fetched also to regard eighteenth-century Portugal, from a 
narrowly musical perspective, as a semi-colony – this time, of the Papal State rather 
than of Venice or Naples. The contrast with independent-minded Spain, which 
possessed stronger autonomous traditions in art music, could not be more striking.30

Bordering Italy in a shallow arc to the north and north-east were the German-
speaking Catholic states, principally the Habsburg domains, which included also the 
kingdoms of Bohemia and Hungary. Once again, we have to set to one side ques-
tions of ethnicity and national identity as constructed in more recent times and con-
sider instead the hegemonic language and culture during the period. From the per-
spective of our present argument, a ›German‹ Bohemian musician named Gottfried 
Finger, Johann Bernhard Leonhard Forst or Johann Georg Lang is not meaningfully 

29 Several of Tartini’s pupils are listed in Pierluigi Petrobelli, art. Tartini, Giuseppe, in: The New 
Grove Dictionary of Music and Musicians (see note  8), vol.  25, pp.  108–115: 112; on Tartini’s 
French pupils in part., see Antoine Vidal, Les instruments à archet. Les feseurs, les joueurs d’instruments: 
leur histoire sur le continent européen. Suivi d’un catalogue général de la musique de chambre, Paris 1876–
1878, vol. 2, in part. pp.  308, 309 and 396.
30 The relative insularity of the Spanish art music tradition, evidenced by the proliferation of 
peculiarly Spanish musical genres (glosa, tiento, villancico, zarzuela, tonadilla etc.), is acknowledged 
by most writers on the subject – Louise Stein even writes that »around 1700 a separate Hispanic 
practice still existed for instrumental music«. The New Grove Dictionary of Music and Musicians (see 
note 8), vol. 24, p. 125. In contrast, the Portuguese public was more open to foreign influence, as 
shown by Manuel Carlos de Brito (see note 14).
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different from a ›Czech‹ one called Bohuslav Černohorský or František Jiránek. The 
absence of confessional differences did not, of course, mean an absence of tensions 
between German musical migrants in Italy or Italian migrants in Austria or Catho-
lic Germany and their respective colleagues from the host community. Indeed, it 
perhaps sometimes even exacerbated them, since the musicians from the two lan-
guage areas entered into direct competition with hardly any protected enclaves. This 
rivalry generated prejudice on both sides. Germans were at risk of being thought 
›barbarous‹ in Italy, especially when it came to the setting of Italian texts, while 
Italians had a reputation among Germans generally for being less musically gifted 
than their rank and pretensions suggested – think of Johann Adolph Scheibe’s stric-
tures on his predecessor as director of the Copenhagen court music, Bartolomeo 
Bernardi,31 or of the musikalischer Quacksalber portrayed in Johann Kuhnau’s satirical 
novel of that name.32

Mostly located in northern and central Germany were the Lutheran states, with 
their vast cultural hinterland stretching eastwards along the Baltic coastline right up 
to modern Estonia and northwards into the whole of Scandinavia, where German-
born or German-descended musicians occupied leading positions in both ›official‹ 
and amateur music-making. For Lutheran visitors, and for those anxiously awaiting 
their return at home, a visit to the heartland of Catholicism was fraught with dan-
ger: the memory of Queen Christina of Sweden and other high-profile Protestant 
converts to the Roman persuasion was raw. They could indeed expect, during their 
visit, to have pressure put on them to adopt Catholicism, perhaps with the sweetener 
of a promised post. Some succumbed willingly enough: Schelff has already been 
mentioned, and the prime example is Hasse, who converted within a few years of 
his first arrival and as a result found all doors freely opened to him, with an Italian 
trophy wife, Faustina Bordoni, thrown in. Others, such as Handel and probably also 
Heinichen (to judge from his acceptability to the Dresden court), were willing to 
compromise to the extent of writing music for the Catholic rite on demand, but 
balked at abandoning the religion of their birth – thus mirroring the Catholic Fran-
cesco Geminiani’s steadfastness, which reportedly cost him the prestigious post of 
Master of the State Music in Dublin.33 Even Johann Rosenmüller, who, fleeing from 
justice in Leipzig, found refuge at the Cappella ducale of San Marco in Venice, where 
he must have played the trombone in (as well as composed music for) hundreds of 
Catholic services during his quarter-century of exile, remained enough of a Protes-
tant to be made Kapellmeister in Lutheran Wolfenbüttel shortly before his death in 
1684. Who knows how many German Protestant musicians besides Handel threw 
away the chance to pursue a glittering career in Italy only through religious scruple?

31 Johann Adolph Scheibe, Critischer Musikus. Neue, vermehrte und verbesserte Auflage, Leipzig 1745, 
p. 759 n.
32 Johann Kuhnau, Der musicalische Quack-Salber, Dresden 1700.
33 Careri, Francesco Geminiani (1687–1762) (see note 4), p. 21.
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Then there were the three large western European kingdoms, all culturally very 
distinct from Italy even when linked by similarities of language and religion. To 
take Spain first: one might have expected the Spanish dominion over large and eco-
nomically important tracts of Italy (until its replacement by the Habsburgs after the 
War of the Spanish Succession) to have stimulated the desire of Spanish musicians 
to undergo the educative, or even merely the aesthetic, experience of Italy. But the 
opposite was true: in relation to the size and population of Spain, not to mention 
the richness of its musical heritage, no other European musical community showed 
less interest in foreign travel. For the most part, Spanish composers remained wed-
ded to indigenous genres, towards which knowledge of things Italian provided little 
assistance; and whenever the royal court or the nobility wished to enjoy Italian-style 
music, such as opera seria, they preferred simply to import musicians from Italy itself 
rather than call on the services of local musicians with Italian training, as was happen-
ing so readily elsewhere. Besides Terradellas, only Francisco José de Castro, a student 
at the Collegio dei Nobili in Brescia who took lessons from a local composer, Paris 
Alghisi, stands out as a Spanish composer of the period sojourning in Italy. Before 
(one presumes) returning home, Castro had instrumental collections published in 
Bologna in 1695 and 1708 under the pseudonym of »Accademico formato«.34

Cultural exchange between France and Italy was stimulated by mutual curios-
ity but impeded by ancient rivalry. If Italy took its musical hegemony so much for 
granted that it did not even consider looking to foreign models for inspiration until 
the later eighteenth century, France assertively promoted what one might term a 
counter-hegemony, the foundation of which was the maintenance of national dis-
tinctiveness in every aspect of musical creation. To be sure, there were autonomous 
elements in each national musical culture that remained more or less insulated from 
Italian influence, such as chorale-derived forms in Lutheran Germany, catches in 
England and zarzuelas in Spain, but France was most successful in creating and main-
taining an integrated national musical language.

Yet Italian influence could not be contained altogether, if only because it acted 
as a strong force for modernization, particularly in relation to genre. First figured 
bass, then opera and oratorio, then the sonata and cantata and finally the concerto 
forced their way into French music, at each stage encountering resistance but always 
achieving a final victory made only a little less apparent by the retention of enough 
indigenous features to satisfy national pride and placate all but the most diehard crit-
ics. To this process, which involved also the acquisition of advanced technical skills 
by singers and instrumentalists, first-hand experience of Italy lent useful support. 
Charpentier and Nicolas Bernier in vocal music; Jean-Baptiste Anet, Jean Baptiste 

34 The one-sidedness of the musical relationship between Italy and Spain is brought out (though 
not specifically commented on) in Miguel Ángel Marín, La recepción de Corelli en Madrid (ca. 1680 – 
ca. 1800), in: Arcangelo Corelli fra mito e realtà storica (see note 1), pp.  573–637. When in Italy, 
Spanish officials seem always to have called on the services of local musicians rather than of ones 
from their own country.
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Senaillé, Leclair, Pierre-Philippe Saint-Sévin (»L’abbé«), Guillemain and the Tar-
tini pupils in violin music; the cellist Jean Barrière (who reportedly introduced the 
thumb position to France); the flautist Jacques-Martin Hotteterre »Le Romain«:35 
all these, on their return from Italy, spearheaded the advance of Italian forms and 
genres, if rarely within an unmixed Italian aesthetic. And we must not forget, either, 
the many French makers and players of wind instruments who settled permanently 
in Italy, sometimes founding musical dynasties that after the first generation became 
to all intents and purposes fully Italian, as exemplified by the Sammartini brothers, 
Giuseppe and Giovanni Battista, sons of the oboist Alexis Saint-Martin, who settled 
in Milan in the 1690s. Systematic research into immigrant wind players and makers 
in Italy has hardly begun, but what studies have been undertaken hint at a vast, if 
poorly documented, stratum of artisans and itinerant performers.36

Britain and Ireland, as usual, were a case apart. The existence of a Protestant 
state church not only doctrinally but also inevitably politically at odds with Rome 
and the idiosyncratic conservatism of English musical styles and genres might seem 
to favour an isolationism similar to Spain’s. But there were powerful countervailing 
factors: first, a widely diffused Italophilia in the upper sections of society, nurtured 
by the experience of the Grand Tour and an appreciation of Italian art and antiqui-
ties, accompanied by a surprisingly widespread knowledge of the Italian language;37 
second, a rapidly developing concert life, both professional and amateur (or mixed), 
in which novelty, especially if exotic, was at a premium; third, a perception that 
certain qualities in the newer Italian music, as enshrined in the sonatas and concer-
tos of Corelli, resonated, in their dignity and sobriety, with qualities that the Eng-
lish recognized and prized in their native music. Unsurprisingly, Scotland, which 
became politically united with England and Wales only in 1707 and traditionally 
had stronger continental links, seems to have sent more musicians to Italy, at least 
per capita, than England: notably, two Aberdonian singers – the countertenor John 

35 On Hotteterre’s presence in Rome (and the justification for his soubriquet), see Saverio Fran-
chi, Il principe Ruspoli: l’oratorio in Arcadia, in: Percorsi dell’oratorio romano. Da »historia sacra« a me-
lodramma spirituale (Atti della giornata di studi, Viterbo, 11 settembre 1999), ed. Saverio Franchi, 
Rome 2002, pp.  246–316: 280 f.
36 The case of the Sammartinis reminds us how important it is to maintain a distinction between 
visiting foreign musicians (or makers), settled immigrant musicians, and descendants of those im-
migrants, who in many instances preserved no functional links with their ancestral home. One 
weakness of an otherwise admirable study of German musicians in Tuscany by Fanelli is that it fails 
to distinguish these categories adequately. Jean Grundy Fanelli, German Wind Players in and around 
Florence at the Turn of the Eighteenth Century, in: Relazioni musicali tra Italia e Germania (see note 3), 
pp.  433–445.
37 Consider, in this connection, the remarkable fact that Angelo Maria Cori’s primer A New Me-
thod for the Italian Tongue: or, A Short Way to Learn It, London 1723, secured almost 200 sub scrip tions, 
including ones from prominent Italian musicians in London (Amadei, Attilio Ariosti, Bene detto 
Baldassari, Francesco Bernardi [»Senesino«], Giovanni Bononcini, Geminiani, Nicola Francesco 
Haym, Pietro Giuseppe Sandoni), who, to judge by the number of duplicate copies several of them 
ordered, must have passed some to their pupils.
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Abell, who paid visits in 1682 and c. 1713, and the celebrated tenor Alexander Gor-
don, in Italy between 1714 and 1719 – plus the already mentioned Corelli pupil Sir 
John Clerk. From Dublin, sent by the chapter of the Anglican cathedral of St Pat-
rick, came, in 1709, the harpsichordist and organist Thomas Roseingrave, later to 
become famous for his Italian-language cantatas and for his advocacy of Domenico 
Scarlatti, some of whose sonatas he published.

Three visitors from England exemplify the many different possible modali-
ties of the British relationship to Italy. The woodwind player Robert Valentine 
(1674–1747) from Leicester, who settled in Rome in 1704 and remained there until 
his death, appears to have gone to Italy initially to seek employment, having failed 
in an attempt to follow his father by becoming a civic musician (wait) in his home 
town. He flourished in Rome (with connections to Naples) as a sought-after flau-
tist and oboist, published numerous unpretentious but attractive collections vari-
ously in Rome, Amsterdam and London, and won the patronage of the resident 
English community and their visitors as well as the respect of his Italian peers. The 
previously mentioned violinist William Corbett (1680–1748) was something of an 
adventurer: by a turns a performer, composer, impresario and violin dealer, dividing 
his time between England and Italy, which was, of course, where he had to go to 
acquire ›top end‹ violins for sale at home.38

Most interesting of all is the amateur violinist and composer John Ravenscroft, 
who was born in 1664 / 1665 and died in Rome in 1697.39 Ravenscroft represents 
the ›other‹ Britain of Catholics, overt or covert, Nonjurors (those refusing to swear 
allegiance to the Protestant monarchs who succeeded the exiled James II) and Jaco-
bites (partisans of the Stuarts), for whom Italy, and especially Rome, was regarded as 
a beacon of hope rather than a threat to national security or a hotbed of superstition. 
His family, with its seat near Chipping Barnet, north of London, was privileged, 
and successful in the law and commerce; it outwardly professed Anglicanism – to 
do otherwise would have incurred penalties and debarment – but secretly remained 
loyal to the older faith. One of John’s numerous uncles, Edward, was a lawyer 
turned playwright; another, George, was a famous glass manufacturer.40 Both uncles 
had clandestinely received a Catholic education at the English College at Douay in 
the Spanish Netherlands. It seems likely that John, perhaps likewise an alumnus of 

38 On Corbett, see Owain Edwards, Espionage, a Collection of Violins, and Le Bizzarie Universali: a 
Fresh Look at William Corbett, in: Musical Quarterly 73 (1989), pp.  320–343, as well as earlier con-
tributions on this composer by the same author.
39 Ravenscroft’s date of death is frequently placed much later, but this has arisen either from a 
mistaken assumption that it preceded by only a short interval the publication of his Op. 2 in the 1708 
Walsh edition (which describes him as »late«) or from confusion with another, longer-lived John 
Ravenscroft, who was a town wait living around the same time. The correct year of death, 1697, is 
given in Francis Blomefield, An Essay Towards a Topographical History of the County of Norfolk, 5 vols., 
Fersfield, then Norwich, then London, 1739–1775, vol. 3 (1769), p. 805 n.
40 Both sons of James Ravenscroft, George and Edward, have entries in The Oxford Dictionary of 
National Biography, Oxford 2004 [http://www.oxforddnb.com/view/article/50661 (23171)].
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Douay, came to Rome in 1688 with permanent settlement in mind, now that the 
short-lived toleration (and, in certain areas, favouring) of Catholics under James II 
(1685–1688) had come to grief. A surviving manuscript claims him as a Corelli 
pupil.41 His set of twelve trio sonatas dedicated to Grand Prince Ferdinando of Tus-
cany, first published in Rome as op. 1 in 1695, is famous for its stylistic resemblance 
to Corelli’s sonatas, which much later led to the fraudulent publication of the first 
nine sonatas as a »posthumous« opus of the master of Fusignano.42 The alias »Red-
eri« given on the title page is an Italianized form of »Rider«, the same pseudonym 
adopted by Edward and George, in accordance with custom, when admitted to 
Douay,43 and therefore obviously another intentional affirmation of Catholic iden-
tity.44 Eleven years after John’s death,45 a second set of trio sonatas came out as op. 2 
in London; this was published by Isaac Vaillant (probably at the instigation of John’s 
father, Thomas Ravenscroft, who had inherited all his property), and was promptly 
reprinted by both John Walsh and Estienne Roger.

The significance of the Italian experience

It would be nice to think that personal experience of Italy through travel, obser-
vation and study was a vital ingredient in the Italianization, which de facto is also to 
say the internationalization and homogenization, of European music in the second 
half of the seventeenth century and the first half of the eighteenth. Certainly, it 
must have been an accelerating agent in this process, as well as an unforgettable 
inspiration to many individual musicians besides Handel. But the wide circulation 
of Italian music in both manuscript and printed form and the presence of large col-
onies of resident Italian musicians over much of Europe, not forgetting the shifting 
population of itinerant ones engaged in opera, must have been even more decisive. 
If Ravenscroft’s sonatas betray little hint of English authorship, neither do the con-
temporary trio sonatas of the amateur composer James Sherard, who visited Italy 
only long after giving up music as an active pursuit.46 If the cello sonatas of Bar-

41 He is described as »inglese allievo d’Arcangelo Corelli« in a manuscript copy of the Op. 1 so-
natas in the Österreichische Nationalbibliothek (EM. 84). The title of this manuscript replaces the 
composer’s name by the initial letters of a religious motto, »L. D. J. M. S.«, which possibly stands for 
»Laus Deo Jesu Mariæque Semper«. A stronger affirmation of Catholic identity, the author’s name 
probably being concealed as a precaution, is hard to imagine.
42 By the Amsterdam publisher Michel-Charles Le Cène in 1730–1733 (plate no.  566).
43 See The Douay College Diaries: 3rd, 4th & 5th: 1594–1654, ed. Edwin H. Bruton and  Thomas L. 
Williams, London 1911, p. 49.
44 »Rider« was in fact the name of a family to which the Ravenscrofts were linked by marriage.
45 For a discussion of John Ravenscroft’s will, dated 9 October 1697 (he died three days later), 
including details of his collection of paintings and musical instruments, see Barbieri and Talbot, A 
Gentleman in Exile (see note 24), pp.  18–28 and 33–35.
46 Michael Tilmouth, James Sherard: an English Amateur Composer, in: Music & Letters 47 (1966), 
pp.  313–322: 318.
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rière’s third and fourth collections seem a little more Italianate than those of his first 
two collections, is that not due less to his stay in Italy during 1737–1738 than to the 
general Italianizing drift observable in most French music of the time, for example, 
Rameau’s harpsichord books? Only in exceptional circumstances, such as in Portu-
gal, when there was a dearth of Italian music to imitate and of Italian musicians to 
instruct and demonstrate, did the personal visit become vital to the musical life of 
an entire culture. In the personal biographies and musical careers of the musicians 
we have discussed, the import of the Italian experience must have been exceedingly 
variable and rarely reducible to generalization. For many visitors – and I would not 
exclude Handel – the acquisition of the Italian language must have been at least as 
important for their remaining career as the opportunity to hear Italian music in situ 
or to write music in as pure an Italian manner as they could master.47

One fact that this unavoidably superficial and impressionistic survey has brought 
home to me is that when we are talking of ›countries‹ and ›nationalities‹ in the early 
modern period, we cannot successfully apply the sharply etched, simplistic paradigms 
for both concepts inherited from the nineteenth and twentieth centuries. In some 
ways, as the Musici project itself has clearly shown, we are returning, both as citizens 
and as scholars, to the fluidity of seventeenth- and eighteenth-century thought: we 
now think not only in terms of states and ethnicities, but also, and increasingly, of 
cities, regions and religious affinities. We also know that the multicultural, multi-
ethnic, multilingual and religiously plural society, for all its inconvenient untidiness 
from a classificatory viewpoint, is and was a natural, not an unnatural, formation. It 
is harder to study, perhaps, but infinitely more interesting. In ways both trivial and 
profound, the Italian inhabits us all, just as we inhabit the Italian. As scholars, we 
must always go soberly and systematically wherever the evidence leads us, but I like 
to think that the wider sense of the Musici project, which my contribution attempts 
in some way to encapsulate, is that by drilling down deeply into the lives of indi-
vidual musicians, and into the mechanisms of the institutions that sustained them, 
we can sometimes gain a thrilling awareness of unsuspected commonalities across 
time, space and language that engage us as humans as well as scholars.

47 Silke Leopold argues that Handel learned in Italy to set words as the direct expression of in-
dividual feeling rather than in the more stylized, impersonal manner inherited from the rhetorical 
tradition – but he could surely, in the right circumstances, have acquired this new modus operandi just 
as well at home in Germany. Silke Leopold, Was hat Händel in Italien gelernt?, in: Relazioni musicali 
tra Italia e Germania (see note 3), pp.  387–397.




