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his issue is devoted largely to Handel’s
operas, which are attracting increasing
interest from the public and the major opera-
houses: we have accounts of two recent German
productions, and of the Ariodante conference

recently held in London. We also have to report the
sad loss of two of our most senior colleagues in the
world of Handel studies, Walther Siegmund-Schultze
and Merrill Knapp.

Terence Best (editor)

ARIODANTE CONFERENCE, APRIL 1993

As a prelude to the English National Opera production of
Ariodante this spring, the Institute of Advanced Musical
Studies at King’s College, London, arranged a two-day
conference at the College, under the direction of Professor
Reinhard Strohm, with the title ‘Baroque Drama and
Handel Opera’. The object of the conference was to discuss
some of the problems of producing Handel’s operas, with
particular emphasis on the contrast between the performing
style of Handel’s own time and the approach favoured by
many producers today, which is to update the operas to the
end of the twentieth century. The topic is a familiar one,
and strong views are held about it; it is no surprise,
therefore, that discussion at this conference was lively, and
at times impassioned.

After an introduction by Reinhard Strohm, the first
session (afternoon of 17 April) was entitled ‘Ariodante at
Covent Garden, 1735, and at the Coliseum, 1993°. The
session was chaired by Nicholas John, dramaturge of ENO;
also on the platform were David Alden, director of the
ENO production, opera director Kate Brown, and our own
Anthony Hicks and Winton Dean. The opening paper,
‘Classical Rhetoric, Gesture and Idealization’, was given by
Professor Dene Barnett, theatre historian and opera
director, of Flinders University, Adelaide. His theme was
the study and cultivation of classical rhetoric in the
eighteenth century, and how this affected acting styles.
Many books were written on the subject between about
1550 and 1800, and they were both normative and
unanimous: they taught that rhetoric is an art, not a theory.
Gesture, which is part of rhetoric, was an international
language, universally understood by cultivated people; the
underlying principle was beauty - in the process of
conveying attitudes and emotions, it must be beautiful. In
the course of his challenging and often amusing paper,

Professor Barnett gave examples of the classical gesture
used at the time; and he ended with the memorable phrase,
‘Go to your Rhetoric book if you're producing an opera’.

David Alden, who has a reputation for adventurous
productions, said that he was interested in learning from
eighteenth-century styles but did not see himself involving
them in his own stagings; rather he sought to create a
tension between the formality of Handel’s style and that of
the late twentieth century. Kate Brown talked of the
difficulty of training modern performers in the old
techniques, and contended that there were in any case many
different acting styles in the eighteenth century; Professor
Barnett disagreed with this point: textbooks on acting from
the period told the same story.

Nicholas John said that our audiences do not share these
conventions in the way that an eighteenth-century audience
did, and would not understand them. Ian Caddy, who had
been responsible during the week for directing a group of
students in a workshop which had studied the second Act of
Ariodante using the performing style of Handel’s day,
conceded that in the circumstances of modern productions
there was not enough time to do this effectively but that it
was worth the effort to experiment with it. One of the
students in the workshop said that the experience of five
days’ immersion in the earlier performing style was that it
made the opera a more complete art-form.

David Alden responded that in his view we must
interpret the work in terms of late twentieth-century
psychology and dramatic traditions, such as those of
Beckett. Winton Dean saw no need to bring in the late
twentieth century: the most effective productions had
always been those which respected Handel’s conventions.

The second paper, ‘Handel’s 1735 Ariodante pro-
duction’, was given by Anthony Hicks. This was a lucid




account of the composition history of
the opera and the circumstances of its
first performance; in the discussion that
followed there were questions about the
changes Handel made in his revivals,
and whether the sometimes radical -
and even vandalistic - nature of these
might authorise modern producers to
take all sorts of liberties with his works.
The emphasis then shifted to a
discussion of whether Salvi’s libretto
gives us the whole picture of Dalinda’s
character: is she really in love with
Polinesso, someone wondered; and is it
legitimate to add a gloss in modern
performances in places where the
original is inconclusive about the
motivation of the characters? David
Alden claimed that it is, and hints at
such things in his production.

In the general discussion an
interesting point was raised about what
someone termed ‘Handel’s Act IV’: at
the end of some of his operas, does
Handel suggest that the lieto fine is only
temporary and that the characters are
destined to experience a tragic reversal
of fortune? Winton Dean quoted the
minor-key Coro in Berenice, perhaps
intentionally prophetic of the fact that
the unfortunate queen was to be
murdered a few weeks after the events
portrayed in the opera. Finally there
was discussion about the ballets in
Ariodante, and the problems they cause
to modern performers; David Alden
explained his approach to integrating
them into the drama.

The second session (morning of 18
April) was devoted to ‘The drama
Ariodante in translation and perform-
ance’, chaired by Reinhard Strohm. A
paper on ‘Poetic and dramatic structures
of early eighteenth-century Italian
opera’ was given by Professoressa
Giovanna Gronda, of Venice, and on
the platform were lan Caddy, Amanda
Holden (translator of the libretto for
the ENO production), Paul Nilon (one
of the singers) and Professor Brian
Trowell (who had translated the opera
for another production some years ago).
Professoressa Gronda explained how in
this period all serious drama was
considered to be derived from classical

Greek tragedy, following the principles
of Aristotle’s Poetics, and that opera
librettos were included in this, since it
was believed by some that the ‘dramma
per musica’ derived directly from the
chorus in Greek tragedy - although the
growing importance of the music did
indeed arouse criticism. A good
description of the general principles of
opera seria is to be found in Jacopo
Martello’s L’impostore of 1714; Prof-
essoressa Gronda quoted extensively
from this treatise, and showed with
illustrations how Ariodante conforms in
general terms to these principles.

In discussion it was agreed that
Handel’s text follows Martello’s
description more than does the Salvi
original, which is closer to Ariosto’s
poetic narrative. The most obvious
feature of Handel’s adaptation of earlier
Italian librettos is the drastic reduction
in the amount of recitative by some-
thing like two-thirds; this sometimes
leads to insufficient explanation of the
motivation of the characters, and
furthermore leaves too little time for
action and gesture in some of the
recitatives, so that these things have to
be moved forward into the aria.

Brian Trowell remarked that all purely
literary discussion about the librettos
ignores the musical effect of the arias,
which may look so insignificant on the
page but are all-important in perform-
ance. Professoressa Gronda concluded
that the answer to the question ‘Is the
Ariodante libretto a good one?’ is ‘Yes,
but only because Handel set it’; perhaps,
despite the efforts of competent poets
like Zeno and Metastasio, the only really
good librettos per se are those of Da
Ponte.

Brian Trowell then talked about the
problems of making a singing translation
and compared examples of his own work
on Ariodante with that of Amanda
Holden, who has done the translation for
ENO. This was very instructive, and
Amanda Holden joined in the discussion
to explain her reasons for doing things in
certain ways; she felt humility when
faced with the professionalism of the
singers, and said that only in rehearsal
could some of the finer points be

decided. This led to a further discussion
of the question of gesture in the arias.

The third session, in the afternoon,
entitled ‘Images for Handel’s music’,
was devoted to stage-settings. In the
chair was Professor Curtis Price; the
panel included Dr Lucia Mencaroni
from Rome, Heinz Balthes, set-designer
and opera director from Karlsruhe,
Nicholas McGegan, musical director of
the ENO Ariodante, and Reinhard
Strohm. Dr Mencaroni gave a paper on
‘The music of Ariodante’; she dealt
with Handel’s treatment of the libretto
in terms of staging and the musical
phrasing, and detected borrowings from
Pollarolo’s setting. Reinhard Strohm
asked why Handel studied the operas of
other composers when he wrote so
much better himself; was it so that he
could understand the background of his
singers? On the subject of orchestration,
it was suggested that it is Handel’s
German background that accounts for
his richer and more varied scoring than
is the case with most Italian composers.
Nicholas McGegan wondered whether
Senesino’s contract required that he
should have a slow continuo-aria as his
first number.

Heinz Barthes talked about his
approach to set designs for the Handel
productions in Karlsruhe, and amid
some confusion over the order of the
slides showed us examples of them.
Some of his conceptions attracted
hostile criticism: the updating of
Scipione to the Gulf War, with Scipio
as General Schwarzkopf, evoked from
Ian Caddy the question ‘Why not have
a rock-band to play the orchestral
parts?’, while Duncan Chisholm was
scornful of the idea that Semele
represented George II's mistress,
Madame Walmoden; Winton Dean
underlined the absurdity of this notion
by pointing out that the libretto was
written by Congreve long before the
Hanoverian succession. At this point
Nicholas McGegan complained bitterly
that so many stage-directors are
ignorant of opera seria.

The session ended with a talk by
Nicholas John about the ENO
production; he showed slides of the sets




and explained the director’s overall
concept of the piece. He also made the
telling  point that poetry s
fundamentally important in the re-
creation of eighteenth-century opera,
and what better conclusion could there
have been to the Conference than the
remark ‘How nice it is that so much
Handel opera is being done’?

It was not quite the end of the matter,
however: in the evening Ian Caddy’s
group of students performed Act II of
Ariodante on the stage at the Royal
Academy of Music, using the
movements and gestures he believes
Handel’s audience would have seen at
Covent Garden in 1735. In spite of
some inevitable rough edges, the
performance was fascinating and, for
this reviewer, quite convincing. The
debate will no doubt continue, and the
ENO production will be reviewed in
our next issue.

Terence Best

A Student Production of Ezio
It would be disingenuous for any
Handelian to claim that he (or she) just
‘happened to be in Hamburg’. The
Staats- und Universitétsbibliothek there
is the responsible owner of the large
collection of Handel’s manuscript
performance scores (often referred to
as the ‘conducting scores’), a rich and
significant mine of source material
sufficient to keep most of us occupied
for a good few years yet. Hans-Dieter
Clausen’s survey of the conducting
scores, undertaken for his doctoral
dissertation and published in 1972, is
one of the most important publications
for modern Handel source-studies, and
it was through Dr Clausen that I came
to attend a performance of a Handel
opera in Hamburg in November 1992.
We had passed an agreeable
afternoon together searching for
Friedrich Chrysander’s house in
Bergedorf. For the record, we
succeeded in our search, though it took
some time to discover anyone in
Bergedorf who could identify the
correct house in Chrysanderstrasse.

While the birth-house of the composer
J. A. Hasse is by way of a public
building in Bergedorf, Chrysander’s
dwelling (or, to be more precise,
dwelling-complex, of which two-thirds
of the original buildings survive) is a
private house: and, lest the gracious
residents who showed an interest in our
coming should be further pestered, I’ll
record here that they are not
Chrysander’s descendants and that they
apparently do not have any Chrysander
memorabilia (or Handel manuscripts)
in their attics.

In the course of our pilgrimage, Dr
Clausen mentioned that there was to be
a performance of Handel’s opera Ezio
that very evening: it was not part of the
programme of the Hamburg Opera
House (which is more or less in the
area of the city which saw Handel’s
first operas performed in 1705), but a
student production at the Hochschule
fiir Musik und Theater. Since the Ezio
performances were less publicly
advertised than the productions of the
Staatsoper, I would have missed this
particular Handel opera production but
for the timely information from Dr
Clausen.

Any Handel opera production is, of
course, good news. Positive
anticipation was somewhat tempered
by the knowledge that Ezio was ‘eine
Diplominscenierung des Studiengangs
Musiktheater-Regie’: in other words, a
production submitted for examination
in the theatre studies area of the
Hochschule. From the frustrating
experience of many Handel opera

performances wrecked by the
dominance of theatre producer/
directors with exalted egos and

deficient stylistic sensibilities, this
sounded like a recipe for disaster: the
evening would most likely be
sacrificed to a display of scenic tricks,
distracting stage movement and
intrusive ‘symbolism” which, although
well-intentioned, would destroy both
the medium and the message.

To some extent these fears were
fulfilled. The opera was given with one
interval. In the first ‘half’, most of Acts
I and II were covered - sketchily, as far

as the score was concerned: there were
lengthy pauses (some of them longer
than an aria in duration) for elaborate
scene-changes involving six different
sets, and the music was sacrificed even
to the extent that several scenes ended
abruptly with recitative. The latter
feature perhaps measured the gulf
between us and the conventions and
assumptions of opera seria: the
librettist for Ezio was, after all,
Metastasio. The stage designs were
serviceable and imaginative in some
respects, though conceived in the
fashionable neo-expressionist idiom:
surviving set-designs from the
eighteenth century seem to convey
that the appropriate style should be
pleasing rather than disturbing to the
eye.

There were some positive features to
the production style, in particular the
avoidance of distractions during arias
(some silly business with hats and
tearing pictures excepted). The casting
presumably reflected the current
student population, though Varo’s
seniority made his student status
suspect. No doubt the mismatch
between the singers at the Hochschule
and those in Handel’s opera company
explains the allocation of Valentiniano
to a bass at Hamburg, but Ezio himself
was taken very creditably by a male
alto, Werner Buchin. Up to the interval,
Fulvia’s role had been so heavily cut as
to provoke unworthy thoughts about
the singer’s capabilities.

These thoughts were confounded
immediately after the interval, when
Fulvia (Julia Barthe) opened with a
commanding rendering of ‘La mia
costanza’. The whole pattern of the
second half of the evening was, indeed,
very different from the first: the
remainder of the opera was given
largely uncut, with only three sets, and
we had a real taste of the authentic
spacious pacing of Handelian opera.
The experience was sufficient to cover
over a few obvious solecisms in the
production, such as Ezio being required
to receive elaborate presentations
during a big aria and Fulvia delivering
her mad scene while crawling over the




floor. In the arias too much attention
was paid to garments that had been cast
off (apparently for their usefulness as
‘props’ during subsequent arias), and
too little attention was paid to the
audience. The types and quantities of
gesture were generally appropriate, but
there was a tendency for characters to
‘freeze’ with a distracting horizontal
semaphore arm at waist level.

Overall, your intrepid roving
examiner would have awarded (out of
ten) four marks for style and nine for
execution. More important, perhaps, he
came away with rather positive feelings
about the potentialities of student
productions of Handel operas. On the
face of it, opera seria looks like a
difficult option for a student production:
the performers have to get into the style
without, perhaps, the necessary depth of
experience, and, after all, the original
operas were written for some of the
leading mature actor-singers of their
period. In fact, the singers at Hamburg
carried themselves with distinction in
terms of both vocal and physical poise
on the stage. If it was difficult for the
singers to jump straight into Handel
opera, the same is true of the
instrumentalists, who seem to have felt
rather indecisive under a harpsichordist
rather than a stick-waver. There is only
one cure for novel experiences, and that
is to repeat them. I hope that the
Hochschule will follow up Ezio with
other Handel operas and consolidate
their experience. I am not sure whether
student conditions of performance
necessarily demand cuts to the score to
make such productions practically
possible; but if so, then the principles
on which cuts are to be made constitute
an important area for discussion.

Donald Burrows

Tamerlano at Karlsruhe

This new production (first night 13
February) was such a weird mixture of
the admirable and the deplorable that it
is difficult to preserve a balance. The
text was ostensibly that of the first
performance in 1724, with the final

scene as shortened by Handel, which
worked very well, and two dispensable
arias cut in Act IIL; but a calamitous
miscalculation wrecked the Act II
throne-room scene, one of the peaks of
eighteenth-century opera.

During a long recitative of
exceptional tension Asteria horrifies
her father, her lover and Tamerlano’s
betrothed by seeming to accept the
tyrant’s hand and throne, but is forced
to reveal the dagger with which she
planned to receive his first embrace.
After a furious trio Tamerlano storms
out. Asteria asks the others, in a single
line of recitative, if she is still an
unworthy daughter, a faithless lover, a
haughty woman. Each replies ‘No’ in
a short arietta without opening
ritornello and goes out, leaving her
alone to end the Act with a full aria,
relieved that her honour has been
vindicated. Handel took immense
trouble over this scene; each number
survives in two or three versions. The
Karlsruhe producer and conductor
evidently thought they knew better.
They left all four characters on stage
aimlessly fiddling with a piece of rope
and gave Asteria the wrong aria, one
that Handel explicitly rejected. He
transferred it to Act III, where it
makes much more sense. In its place
we were given a fine B flat minor aria
for Bajazet (without its oboe part), but
this was poor compensation.

That was not the only scene in
which the producer, Jean-Louis
Martinoty, misread the text. For
Bajazet to slash his wrists during
‘Forte e lieto” and attempt to strangle
Asteria in ‘Figlia mia’ contradicts the
whole drift of what he is saying.
Martinoty is evidently one of those
producers who are terrified of
allowing the audience to listen to the
music. Aria after aria was undercut by
fidgety and meaningless business, and
some of the finest suffered most. Even
the scenery refused to keep still,
constantly travelling round on a
revolve during the arias and
sometimes carrying the characters on
a tour more suited to a fair on
Blackpool Pier. A sinister dwarf rolled

on stage during the B section of
Asteria’s ‘Se non mi vuol amar’ and
followed her round during the da capo
like a cloakroom attendant asking for
a tip. This extraneous personage made
frequent later incursions, hiding under
Asteria’s skirt while Tamerlano sang
‘A dispetto’. Bajazet was visited with
a gratuitous heart-attack while singing
‘Ciel e terra’. Irene’s exquisite ‘Par
che mi nasca’ was disrupted by silly
business with a torch and a spotlight,
and Leone’s ‘Amor da guerra’
accompanied by a dumb cabaret in
which the other characters stepped
right out of their parts. A press
photographer (?) armed with a
searchlight popped out of a trap
during Bajazet’s ‘Empio, per farti
guerra’, of all arias.

Worse still, characters who had no
business to be on stage at all
repeatedly interfered with the arias of
others. Andronico’s crucial first aria,
the exquisite love-song ‘Bella Asteria’
that gives the key to his character, was
killed stone-dead, dramatically and
musically, by Tamerlano capering
about mimicking his gestures and
dancing with him during the
ritornello, and by the disastrous
intrusion of a continuo organ part.
That instrument, as out of place in a
Handel opera as a quartet of Wagner
tubas in The Marriage of Figaro,
knocked out several other arias -
always slow ones, in which it can do
most damage.

The costumes, faintly oriental in
style, were apt enough, but the sets
were repulsive, suggesting a cross
between the Chamber of Horrors and
a municipal slaughterhouse, with
severed limbs and bones, human and
animal, dripping with blood, intestines
looking like strings of sausages, and
all arranged in boxes as if in an
exhibition gallery. Some of the bones
were of such proportions as to suggest
that Tamerlano had decimated a herd
of mammoths and dinosaurs. It did not
require this degree of overkill to
illustrate his vicious habits. At least
we were spared storm-troopers.

Inevitably the characterisation
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suffered. Tamerlano was presented as
a teenage playboy, turning cartwheels
and beginning his first aria standing on
his head. Andronico spent the whole
evening wandering around like a lost
sheep; he is not the easiest character to
establish, being constantly subject to
the whims of others, but there was no
need to make him a complete wimp.
Irene, a proud princess, was stripped of
all dignity and reduced to writing a
letter resting the paper on the back of
her attendant. Bajazet too was
demeaned by having to nudge
Andronico and egg him on all through
‘Piu d’una tigre’, when he should not
even be present.

In the circumstances it was
surprising that the singers could make
anything of their parts; yet on the
whole they acquitted themselves
admirably. The two countertenors,
Drew Minter (Tamerlano) and
Christopher Robson (Andronico), had
the hardest task in rowing against the
tide, but the former’s athletic
coloratura and the latter’s lyrical
singing (when the producer and the
organ gave it half a chance) were as
accomplished as usual. Robson,
however, was barely audible in
‘Benché¢ mi sprezzi’ through being
placed too far upstage. Clara O’Brien
sang Irene’s part in a mixture of the
soprano and alto versions, and was not
too happy in the latter. Adrian
Thompson in the central role of
Bajazet conveyed the right compound
of pride, defiance and parental
devotion, along with a touch of
hysteria, despite manifold obstacles
raised by the producer. Best of all was
Sandra Moon’s Asteria, a gift of a
part, which she sang and acted with
great charm and sensitivity. The
recitatives, very extensive in this
opera, were taken at a good speed, and
thanks to the revolve there were no
awkward pauses between scenes; but
the single interval, after Leone’s Act
II aria, disrupted the design of the
opera. Roy Goodman, apart from the
blunder with the organ, conducted in
adequate style.

Winton Dean

Walther Siegmund-Schultze
1916-1993

A warm friendship of 35 years is now
retired to memory.

It was in 1958 that I first became
acquainted with Walther Siegmund-
Schultze. This was in Cologne, at the
first post-war international musico-
logical conference to be held in
Germany. A shy, somewhat retiring
young man, with anxieties of which at
that time one could hardly have had any
perception, he had already been taken
into the Handel circle of the inimitable
James Hall. An invitation to the 1959
Festival in Halle gave many of us the
first (for not a few the last) experience
of the fractured society in which careers
must thereafter be conducted. Between
then and now I think I was present at all
but three. During that long time
Walther became the guiding spirit of
the Handel celebrations in Halle. The
modern Festival in that city is, indeed,
his monument.

The son of a well-regarded
theologian, Walther graduated at
Breslau and - after the war - completed
his studies in Halle under Max
Schneider, whom in due course he
came to succeed as Ordinarius in the
Martin Luther University. Nervously
active, conscientious, he immersed
himself in his duties. He was at various
times (sometimes simultaneously) Head
of the Departments of Musicology and
Musical Education and, later, Dean of
the Faculty of Arts. To his students and
also to visiting scholars he gave
generously of his time. Outside the
academic sphere he was influential as
Director of the regional Association of
Composers. He  extended his
pedagogical and musicological skills
into many critical, historical and
sociological studies. A prolific and
fluent writer, his prose flowed from his
conversation.

It is within this formidable scheme
that the often irksome editorial duties of
the new Handel edition fell, requiring
reserves of patience and tact. Not
everyone understood the problems that
required solution. Above and beyond
everything, however, was the Handel

festival, in which many were able to
appreciate a sense of humour that
effervesced through a lifetime of reports
presented to the members of the Handel
Society. Within the city, for a
generation, the Festival was a window
on the world. As fully, I believe, as
anyone, I knew how strenuously
Walther fought to protect guests,
whether from east or west, from the
political battle-cries of the period.

No one who was not there in the
early days can understand the problems
that beset Walther, nor will know how
much support he gained from across the
political divide from those who valued
his friendship and applauded his zeal.
Within the privacies of friendship,
whether at home or abroad, he was
always encouraging, in time of private
distress warmly supportive. He was,
thoughout his life, handicapped by the
consequences of war wounds, and in
his last years frustrated by declining
health. He would have been the first to
acknowledge the continual support of
Dorothea, for whose hospitality so
many Handelians are indebted.

Percy M. Young

John Merrill Knapp

1914-1993

Our friend and colleague Merrill Knapp
died on 7 March at the age of 78. He
took his BA at Yale in 1936 and went
on to a Master’s degree at Columbia.
He served in the US Navy in World
War 2, and among many adventures he
witnessed the Japanese surrender in
Tokyo Bay in 1945. After the war he
went to Princeton, where he became
Associate Professor in 1953 and full
Professor in 1961.

It was during this time that, as a
choral conductor, he became interested
in Handel. He came to England in the
1950s to do some research on the
oratorios, but Winton Dean was already
working on his classic book on the
subject and suggested to Merrill that he
turn his attention to the operas, which
had been little studied at that time.
Eventually they collaborated on this




project, the result of which is the
monumental book Handel's Operas
1704-1726, published under both their
names in 1987.

Merrill’s involvement with Handel
took him to Halle, and in due course he
became a Vice-President of the Georg-
Friedrich-Haendel-Gesellschaft and a
member of the Editorial Board of the
Hallische Haendel-Ausgabe, for which
he edited Amadigi and Flavio; the latter,
the most recent HHA issue, appeared,
alas, a couple of weeks after his death.
He was also a prime mover of the
American Handel Society.

Merrill loved coming ‘across the
ocean’, as he put it. He had many
friends in England and Germany, who
relished his humour and his company,
and more than a few of us were
hospitably received by him and his late
wife Libby at their lovely home in
Princeton. One of his last pieces of
work was the paper on the Hall
Collection at Princeton that he
contributed to the Handel Institute’s
first conference in 1990; the conference
papers are being published later this

year by Oxford University Press, and
Merrill corrected the proofs of his
chapter a few days before he died. He
was an enthusiastic champion of
Handel, and one of that group of elder
statesmen who pioneered modern
Handel studies. We shall remember him
with affection.

Terence Best

Handel Conference

27-28 November 1993

The second conference to be organized
by the Handel Institute, on the subject
of “Handel in the 1730s’, will be held at
King’s College London on 27-28
November. It will not continue on the
morning of Monday 29 November, as
originally planned. It will begin on the
Saturday evening, after the autumn
meeting of the Royal Musical
Association, with a paper by Dr Jeremy
Black (Durham) on the political and
diplomatic background to Handel’s
activities in the 1730s. On Sunday,
distinguished  musicologists  from
Germany, America and Britain will

explore aspects of Handel’s operas,
pasticcios, oratorios and concerts in the
1730s. Details and a booking form will
appear in the next issue of this
Newsletter.

A Long-standing Continuo
Tradition?

Concerning the article on this subject
in our last issue (vol. 3 no. 2), the
authors wish to clarify that the last
paragraph was part of Watkins Shaw’s
contribution, though this was not
apparent from the typographical
layout.

Handel Collections and their History
The papers read at the Handel
Institute’s first conference, in 1990,
are being published by Oxford
University Press. The book, Handel
Collections and their History, ed.
Terence Best, is in production and
expected to be available by mid-
November, in time for our second
conference.
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