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INTRODUCTION

I first came across the 18th century composer and violinist Antonín Kammell in
1983. I was investigating Thomas Anson, the developer of Shugborough Hall,
Staffordshire - a landscape, which was, in his time, decorated with a mixture of
exotic, mysterious, and authentically classical monuments. Anson seems to
have gone out of his way to avoid leaving any evidence of his private life.
Almost no personal documents have survived in the Staffordshire Archives.
One very revealing relic is a poem by his friend Sir William Bagot, dated 25th
April 1772. This was sent from Staffordshire to Thomas Anson in London just
before Easter, when the London season ended and those who were able to
escaped the city for the country. Bagot exhorts Anson to bring his closest
friends with him when he returns to his country estate:
Bring Attic Stuart, Indian Orme,
Kammell unruffled by a storm
Shall tune his softest strain…
“Attic Stuart” was James “Athenian” Stuart, the architect who had built
Thomas Anson’s London House at 15 St James Square, extended the house at
Shugborough, and designed the various authentically Greek monuments in the
landscape. “Indian Orme” was Robert Orme, historian of the East India
Company. In 1983 I failed to identify “Kammell”, though I was intrigued that he
was obviously a musician – someone who would “tune his softest strain” simply because I misread the name as “Hammell.” It never struck me that the
first letter could be a K.
It was not until 2007 that I realised my mistake. I finally found myself looking at
a copy of Anson’s will, dated February 1771. There was the name - one of only
six friends mentioned, and one of four who were to be left an annuity, an
annual payment from the estate of, in Kammell’s case, £50. This would be
worth between £7000 and £8000 today. These six people must have been the
closest friends of Thomas Anson’s old age. The other three who were to
receive annuities were Mr Stuart, the architect, Mr Stillingfleet, the botanist
and musician Benjamin Stillingfleet, who died, himself, later in 1771, and Mr
Kent, who was Nathaniel Kent, who managed Anson’s estates in Norfolk and
who was an important agricultural reformer. Robert Orme was to receive a
3

single payment of £500 and Sir William Bagot was to have Anson’s collection of
medals.
From this will I knew that these very interesting and creative people were the
intimate circle of Thomas Anson. The poem, which I had first seen 24 years
earlier, showed not only that Kammell, Stuart and Orme were friends but, very
significantly, they were expected at Shugborough for the summer, and that
they were familiar visitors. Sir William Bagot, writing from Blithfield Hall, was
looking forward to hearing Kammell’s “softest strain” with the voice of his
daughter, Louisa, who
…will rejoice
With notes like his to tune her voice.
Stuart had been a regular visitor to Shugborough since the mid-1750s. Though I
am building a story on very small scraps of evidence I see Kammell as another
regular visitor, one of the Spring and Summer country house party. It would
have been a small and intimate one. At that time Shugborough was more of a
gentleman’s country villa than a stately home.
Even seeing the name on the will was not enough to confirm that it was
“Kammell” rather than “Hammell.” Fortunately, another document, stored
with the will and other papers relating to Anson’s death, confirmed that the
first letter of the name was a K and not an H. This was a list of people who
would receive mourning rings in memory of Thomas Anson. This was a
common tradition in the 18th century. The rings would be inscribed with the
name and date of death and be given to the family and closest friends.
Fortunately, the list included the name “Admiral Keppel” which was a familiar
name to me. It was only this that enabled me to be sure that this musician,
friend, and recipient of a generous annuity and a pink enamel mourning ring,
was named Kammell and not Hammell.
By the end of that same day, thanks to the internet, I knew who Antonín
Kammell was and I had found that Michaela Freemanova had published an
article on his letters in 2003. Within a matter of hours I had an email from
Michaela confirming that Thomas Anson was one of Kammell’s most important
patrons. Incredibly, Michaela Freemanova in Prague was the only person I had
come across who had ever showed any sign of having read Thomas Anson’s
will, surely an essential document for anyone researching the history of
Shugborough,
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As a composer of a kind myself this discovery was very exciting. Thomas Anson
has emerged as an important, though almost invisible, patron of the arts,
especially as a promoter of the Greek Revival, the rediscovery of authentically
Greek design, supported by a rediscovery of Greek philosophy. I now knew
that his support for the arts included music.
If I had read Kammell’s name correctly in 1983, I would have found it very
difficult to learn much more, even though I was librarian of a very large music
library at the time. There is very little information even now, but Kammell’s
own letters home, published in English in two articles by Michaela Freemanova
in 2001 and 2003, bring the man to life – as an attractive, amusing and possibly
slightly vain, personality. Those articles, which have very detailed footnotes,
are the primary source for anyone looking into Kammell’s career in English.
As far as Thomas Anson’s musical life is concerned the other enormously
important source was also only available from 2001 – Donald Burrows and
Rosemary Dunhill’s massive collection of extracts from diaries and letters of
the family of James Harris of Salisbury. Harris was the philosopher of the Greek
Revival, one of a very small circle which included Thomas Anson and James
“Athenian Stuart”. He was also a friend of Handel, attender of vast numbers of
concerts and Operas in London, and promoter of the music festival in
Salisbury. Kammell played for several years as leader the festival orchestra.
For the past ten years I have arranged performances of Kammell’s music at
Shugborough. I have heard violin sonatas, trios, string quartets and the set of
violin duets Op. 5 (AK2/2) which are dedicated to Thomas Anson. The
published music is all aimed at the domestic audience. Other unpublished
works are lost, frustratingly. No-one could claim that Kammell is an important
composer, but his music is always very pleasant. It’s melodious and, the
performers say, well written. It’s contemporary with early Mozart, and may
sound similar in style, if not in sophistication. This is because the most
important model for Kammell and Mozart was Johann Christian Bach, youngest
son of J S Bach. “The London Bach” was the leading musician in London in the
1760s and 1770s. There is, though, an individual touch. Every now and a tune
has something which sounds, to a British audience, slightly Scottish. Even
though Kammell did visit Scotland this is not a “Scot’s snap”, a distinctive
rhythm, but a hint of eastern European folk music.
It has been wonderful to perform his music at Shugborough, and to show that
music has important a part in the life of such a place as architecture and art.
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Most excitingly, the performances have always been free, so that anyone of
any age can enjoy the music. Mr Kammell would be delighted to know that
small children have sat in the saloon at Shugborough, entranced by one of his
string quartets, refusing to leave until they have heard some more.
In 2014 Sylva Simsova’s Traces in the Sand appeared, a short book on Kammell
in England, which was published by the Dvorak Society. I was very pleased to
be involved in the launch of this book, held at Shugborough, which included
the performance of some of the string quartets. Sylva has researched
Kammell’s career in England in great detail, particularly trying to find out more
about his social circle and his family. After the book was published I contacted
Sylva and over the last few years we have exchanged ideas and discoveries.
She has very generously given me copies of her notes and she has encouraged
me to investigate some very important unanswered questions. The final three
chapters, on the end of Kammell’s life, his family, and a possible descendant of
the composer, are all based on research and inspirations by Sylva Simsova.
I am not an academic, and I do not read Czech. I am not in a position to delve
into every detail that might be uncovered by a student who has access to the
archives and the publications that might be available in Prague. I would be very
happy to help someone who was in position to do that. I certainly cannot
produce an accurate catalogue of his works. That would need access to all the
various editions printed in Europe. I know that some works that seem to be
new in French editions are the same as works already published in England
under different opus numbers. To catalogue all these alternative editions
would be a large task but I have produced a thematic catalogue which, I
believe, gives incipits (opening bars) of all the surviving works and will help
identify works that appear in European editions under misleading opus
numbers. It is clear, now, that there are lost, unpublished works, including
symphonies and concertos so I hope this catalogue will develop in the future.
As it is impossible to be certain of the dates of composition of many of the
works I have given them rather complicated classified numbers which allow for
the addition of newly discovered works, if there are any.
Though I have not discovered previously unknown archives of personal
information, such as letters and documents of other friends, I have been able
to use on-line resources, such as ancestry.co.uk and the British Newspaper
Archive to expand on the work of Sylva Simsova. This means that almost all the
references to Kammell’s family and to many of the public concerts can be
6

checked by anyone. The most important source of information is Kammell’s
own letters, and I have had to use the translations in Michaela Freemanova’s
articles. As far as possible I have checked all the passing references to people
and events myself. The other resource, which also revealed to me Thomas
Anson’s musical life, is the massive selection of material from the James Harris
papers by Harris and Dunhill.
I also have to thank Nicola Schneider for allowing me to reproduce what I
believe is the only surviving manuscript of a work written by Kammell in
England.
This is certainly not an academic study. It is not a biography, as information is
still too limited for that. It is simply my personal attempt to put the story of
Kammell in England in the context of the times, places and people he knew.
A note about his name –
Kammell’s name is usually given in reference books as “Kammel” with one l. In
almost every document and published score the name is “Kammell” and this is
how he wrote it himself. In England the name would have been pronounced in
the same way as “camel.” Some people heard it as “Kemmell”, which might
reflect 18th century pronunciation.
Published music usually Italianises the name to “Antonio Kammell” – and one
of his sons was called “George Antonio.”
In private life, though, he was Anthony John Kammell, and this would be how
he was known by his wife.

There are references to sources in the text. The two articles by Freemanova
and the volume by Burrows and Dunhill can be found online.
FREEMANOVA 1
Michaela Freemanova and Eva MIkanova, “My honourable Lord and Father…”:
18th-century English musical life through Bohemian eyes. (Early Music, May
2003)
FREEMANOVA 2
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Michaela Freemanova, “A certain Mr. Nouelle…”: A Rutland Association for the
Musician Antonín Kammel. (Rutland Record 21. Rutland Local History & Record
Society, 2001)
BURROWS & DUNHILL
Donald Burrows and Rosemary Dunhill, Music and Theatre in Handel’s World –
the family papers of James Harris 1732-1780. (Oxford University Press, 2002)
SIMSOVA
Sylva Simsova, Traces in the Sand, the story of Anthony Kammel in 18th century
England. (The Dvorak Society, 2014)
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1730 – 1765
BOHEMIA AND ITALY

18th Century Bohemia (now Czech Republic) had a great reputation for music,
and the high quality of its music education. The country had suffered very
severely from religious divisions in the Reformation. An unusual result of this
conflict was that the Roman Catholic Jesuit order decided to use music as a
way of attracting people back from the Lutheran church, which made music,
especially hymn-singing, which everyone could take part in, a central part of its
worship.
Charles Burney travelled through Europe in the early 1770s, gathering material
for a book on “The Present State of Music.”
He wrote:
I had frequently been told that the Bohemians were the most musical
people of Germany, or, perhaps, of all Europe…I went into the school,
which was full of little children of both sexes, from six to ten or eleven
years old, who were reading, writing, playing on violins, hautbois,
bassoons, and other instruments.
(Burney, Charles. The Present State of Music in Germany, the
Netherlands, and United Provinces, London, 1775)
Bohemia, like most of Europe, was still what we would think of as a feudal
society. 18th century England was an enormous contrast, and a shock to visitors
from other countries. In Europe musicians were often employed, and bound,
to aristocratic masters, who might have given them a regular income and a
home, but who also demanded loyalty and could control their movements. In
England things were very different. Music was already a commercial business.
A performer depended on the sale of tickets to survive. Publication of music
brought in very little money, and the composer sometimes had to pay for the
initial production of the scores. There were opportunities to make money,
ticket prices were very high and the audience were the wealthy aristocracy or
middle class, but competition was intense. The audience was not big enough to
support more than one star singer or virtuoso at a time.
But the musicians in England were free to do what they wanted, and, even
more startling for someone used to the ways of Europe, they could be treated
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almost as equals by musical enthusiasts from the upper classes. In the 1790s
Joseph Haydn, a few years ago a servant of his prince, found himself being
introduced on friendly terms to the King and Prince of Wales.
Coming to England did not mean that a Bohemian musician could escape the
feudal world at home. The horn-player Jan Václav Stich, who performed under
the name of Giovanni Punto, found himself pursued by soldiers who had been
sent to find him by his master. They were ordered to knock out Punto’s front
teeth so he would not be able to play the horn again. Fortunately, the soldiers
did not catch up with him and he travelled through Italy unharmed. He was in
London in 1772, performing with his countryman Kammell at Thomas Anson’s
London house.
Antonín Kammell was baptised on 21st April 1730 at Běleč, a village about 24
miles east of Prague. It is a small village even today, and, looking at it on
Google Earth, one can imagine that it has not changed very much in nearly
three hundred years. Today it is not particularly remote. It’s on the B81 bus
route from the city to Křivoklát.

Běleč church, from the Prague bus timetables
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Kammell’s father was a forester and the musician’s trip to England was tied up
with his own responsibility to his “Lord and Master”(as he calls him in a letter),
Count Vincent Ferrerus Waldstein, as a merchant of timber. In some way this
journey, which allowed him to develop a musical career in the new country,
was bound inextricably to a load of ships’ masts which the Count was trying,
unsuccessfully, to sell to the Royal Navy.
The most important source of information in this story is Kammell’s letters to
the Count, which seem to be informal and friendly – but there is always the
nervousness about his feudal responsibility and the weight of timber.

Count Waldstein’s castle, Mnichovo Hradiště (Wikipedia)
Waldstein was a music lover. (It was his cousin’s son who was an early patron
of Beethoven.) He had supported the Bohemian composer Myslivicek and he
must have recognised the talent of Antonín Kammell and encouraged his violin
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playing and composing, while still keeping the feudal tie of the timber
business.
Kammell’s was not taught by the musical Jesuits as a boy. He went to the
school at Slaný, to the north east of Běleč, which was run by the Order of Poor
Clerics Regular of the Mother of God of the Pious Schools. This religious order
specialised in teaching the children of poor families. Seventy years later
Schubert would be taught at a Piarist school.

Chapel of the Piarist College, now a museum
For someone from the apparently humble background of a small Bohemian
village Kammell’s education was on a surprisingly high level. After his school
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years, according to Michaela Freemanova, he studied philosophy, and after
that law, at Prague University.
He was a highly educated man. In England his friends were not only fellow
musicians but patrons of the arts, intellectuals, and philosophers. In a few
years he was transformed from a country boy to a gentleman in a social world
where philosophy and the arts would be subjects for everyday conversation.
During these years of education he must have been developing his musical
skills. By 1759, when he was 29, he was in Padua, studying with the most
influential violin teacher of the time, Giuseppe Tartini (1692-1770).
Tartini is often thought of a virtuoso in the same vein as Paganini, writing and
playing impossibly difficult music with spectacular effects. His “devil’s trill”
sonata is said to have been learned from the devil as a result of a Faustian
bargain, a promise to sell his soul. This is a distortion of the original story.
When Dr Burney visited in Padua to research his book on music in Europe, a
year after Tartini’s death, he was told a different version. The deal with the
devil was not to gain superhuman virtuosity. What Tartini heard in his dream
was something incredibly beautiful which he tried unsuccessfully to write
down when he awoke.
This is a very important difference, and is closer to the real spirit of Tartini. He
was a theorist, writing unintelligible, and possibly misguided, mathematical
analyses of musical harmony. He was also a mystic of a kind, as is particularly
revealed in his unpublished writings. What he was most concerned with,
though, was simplicity and expression.
Tartini’s published book on musical theory was translated into English and is
the basis of a book published in 1771 by Benjamin Stillingfleet. Stillingfleet’s
book is not a straightforward translation but a commentary, in which the
translator attempts to make sense of the mathematics, sometimes becoming
exasperated, but, far more interestingly, makes his own comments on Tartini’s
views. Stillingfleet strongly approves of Tartini’s views that the most expressive
and satisfying music is the simplest:
Every nation…has its popular songs, many of which are of antient
tradition, many newly composed, and adopted by common consent. In
general, they are extremely simple; nay, the most simple are generally
the greatest favourites……That the people listen with greater pleasure to
one of these songs, than to the most exquisite song modulated through
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all the maze of harmony, is an observation as easy to make, as it is
significant when verified…Nature has more power than Art…
…I believe most men, if they dared to speak their own feelings, would
talk the language of Tartini; but the dread of being thought to have a
vulgar taste, puts them under restraints, and makes them undergo the
fatigue of silently listening, with a dozing kind of attention, as if they
were well bred, and ashamed to interrupt others, to what they are told is
fine ; but which they cannot, with all their endeavours, be brought to
think agreeable ; whereas, many of our old simple songs steal our
affections, in spite of all our prejudices, and even when we are almost
ashamed to be touched by such low and vulgar things ; but high-bred
taste, like high-born pride, is sometimes forced to listen to the humble
dictates of Nature, and enjoy a pleasure it does not openly avow.

(Tartini translated by Stillingfleet, The Principles and Power of Harmony
(1771)
Tartini demonstrated this belief in pieces, particularly in the solo violin sonatas
he wrote for his private use, which were based on folk songs, including tunes
sung by Venetian gondoliers. More than just being expressive, Tartini believed
the music could convey the actual meaning of the words. Some of his scores
contain poetry from the works of Torquato Tasso (1544-1595) which he is
attempting to translate into pure music.
This is the kind of quality, of intense expression, which Kammell would have
been aiming for when he played.
When I played the Adagio one could hear the ladies sigh.
(Letter to Count Waldstein, 7th August 1765. FREEMANOVA 1)
The style and ideas of Tartini must have been discussed in Kammell’s circle in
England. Benjamin Stillingfleet, the great enthusiast for the Italian maestro,
was one of the group of four close friends, including Kammell, who were left
annuities in Thomas Anson’s will. Stillingfleet was primarily a botanist but he
was also a cellist and, at least in his youth, a composer. He had connections
with the musical world. He wrote libretti for the composer John Christopher
Smith (Handel’s amanuensis in his later years) including an oratorio of Milton’s
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Paradise Lost and, in 1763, an opera of Medea which Smith never completed
as it was too violent and tragic for the English taste.
In his old age Stillingfleet was crotchety and eccentric. Surprisingly he was the
original “bluestocking.” The term is associated with intellectual women of the
18th century who met for conversation parties rather than gambling sessions.
Stillingfleet was the only man at the gatherings of Mrs Montagu. The
gentlemen’s fashion was for black silk stockings, but Stillingfleet was always
poor – he lived in the houses of his friends, including Thomas Anson’s
Shugborough Hall – and he could only afford blue worsted stockings.
Occasionally he was better off and could indulge himself. Mrs Montagu wrote:
I assure you our philosopher is so much a man of pleasure, he has left off
his old friends and his blue stockings and is at operas and other gay
assemblies every night.

Benjamin Stillingfleet (1702 – 1771) by Zoffany
Stillingfleet died in 1771, before he could receive the annuity, but in the years
before that he would almost certainly have been someone Kammell
encountered at the private concerts, and in the drawing room, of Thomas
Anson. Tartini would have been an inescapable topic of conversation.
Stillingfleet’s writings also connect Tartini’s thought to the ideals of Ancient
Greece which this small intellectual and musical circle were devoted to:
Those feelings of nature, which, as Tartini observes, are and must be
common to us and the Greeks…
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The new style of music, in fact the “classical style”, which was emerging at this
time might have nothing at all in common with the actual music of the Ancient
Greeks, but it could strive to rediscover the simplicity, expression and “back to
nature” ideals that the Greek Revival saw as the secret of the ancient world.
In London Kammell encountered at least one other student of Tartini, the
violinist, composer and singer, Maddalena Lombardini, or Madame Sirmen. In
1771 they performed a double concerto in a public concert, and in 1772 they
appeared together at one of the lavish and expensive private concerts at
Thomas Anson’s London house. Sirmen lodged in Kammell’s house in Half
Moon Street.
After his time with Tartini Kammell returned to Bohemia. By 1764 he was back
active in his home country as a virtuoso, and also as a composer. At the
beginning of 1765 he left Bohemia for Germany, asking the Count for financial
support. Two manuscripts of early symphonies, his earliest known works,
survive in Czech archives, and there may be others. These, unusually, show
direct links to the Rhineland, and may date from this period, though they could
be from an earlier visit. One of the symphonies, in D major (AK5/1/1), has a
movement with a title Adagio representa Auerhann-Pfaltz. The other, in G
major (AK5/1/2), has finale titled Allegro representa Burkheim-Pfalz. (The G
Major also has a very haunting middle movement headed Allegretto alla
Francese.)
It is unclear what aspect of these places the music is representing, but the fact
that manuscript copies were made (they are not the composer’s autographs)
suggests that the symphonies were performed, presumably at the places
names, or nearby. Quite where these places were seems hard to find. There
seems to be nowhere called “Auerhann”. There is a place called Burkheim,
near Freiburg, but that is not in the Rhineland are of Pfalz. Could the original
have been Durkheim? Kammell shows himself to have been very muddled over
geography in his travels in Britain. He might have made a mistake, or a D has
been copied as a B. Bad-Durkheim is in the Pfalz, and is close to Mannheim, a
city with a famous musical tradition that would have attracted the composer.
In the middle of the eighteenth century the court orchestra at Mannheim was
famous for its excellence and its virtuosity, and at Mannheim the symphony
developed as a form to show off the orchestra and explore new dramatic
effects. The most influential figure in this new style was Johann Stamitz (17171757). The manuscript Symphony in G, which is one of two Kammell
symphonies to have been edited for a massive publishing project, The
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Symphony, 1720-1840, shows signs that it was written in deliberate emulation
of the Mannheim style, with sudden contrast and a passage which only makes
sense as a gradual crescendo, a dramatic effect for which Mannheim was
particularly famous. Kammell’s attempt is crude, compared to the symphonies
he published in London, but these early works, and the possibility that he had
travelled to Mannheim for musical reasons, suggest that he was eager to be a
composer, studying the latest ideas, rather than a just virtuoso.
Another link with Mannheim, and with Johann Stamitz, is Kammell’s set of
string trios (AK3/10) which were published in Paris as Op. 6, but which did not
appear in England, where Op. 6 was a quite different work. The title page says
that these may be played by a full orchestra - “Li qualli si Potranno Esequire a
piena Orchestra”. This suggests a style different from that of his trios which
were written for intimate music making. The idea of writing music in just three
parts, two violin parts and a bass line, intended for orchestral performance,
originated with Johann Stamitz, whose Op. 1 was a set of orchestral trios. This
is a very Mannheim kind of thing. The style of the sonatas (as they titled in the
parts) looks like orchestral music rather than the conversation of solo violins,
and there are passages which look as if they are meant to be Mannheim
crescendos, examples of the Mannheim “rocket” - a dramatic upward ascent
through several octaves. It could be that these pieces were actually written
before Kammell came to London.

In some way, which is never explained in his letters, he set off on his travels
again as a timber merchant. Perhaps this was in return for the financial
support. He visited Mannheim, famous for its ground-breaking orchestra, and
Rotterdam, and eventually set sail from the Netherlands to London, where he
arrived in March 1765, with musical ambitions and a large cargo of timber,
which the count hoped would be sold to the Royal Navy. This cargo would be a
burden and cause of anxiety for several years.
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1765
THE COUNT’S CONTACTS

Count Waldstein had acquaintances in London and Kammell had brought with
him either letters of introduction, or simply recommendations to introduce
himself, to “Milor” Malton, “Milor” Hamilton and Miss Chudley, or Chudleigh.
“Milor” Malton was Charles Watson-Wentworth. He had been known as Lord
Malton until 1750 when he became the 2nd Marquess of Rockingham. Perhaps
Count Waldstein had known him before he became Marquess. Rockingham
was a very powerful political figure, a Whig, and a supporter of the Duke of
Newcastle – the same political party as Kammell’s later friend and patron
Thomas Anson. After a period of falling out with King George III Rockingham
found himself prime-minister during 1765, so this might have been a very
useful contact, though there is no evidence that Kammell did approach the
Marquess, who does not appear to have moved in the social circles that
Kammell’s friends belonged to.
“Milor Hamilton” was probably Sir William Hamilton (1730–1803), whose
second wife, thirty years later, became the mistress of Lord Nelson. Hamilton
was a man of culture and an antiquarian. From 1764 he was Envoy
Extraordinary, later Minister Plenipotentiary, in Naples, so the opportunities
for Kammell to approach him with a letter of recommendation would have
been limited.
“Miss Chudley” is mentioned several times in Kammell’s letters to Count
Waldstein so it is more likely that she is someone he might have encountered
in London society.
Elizabeth Chudleigh was born in 1721. She was a glamorous woman whose life
included a dramatic scandal. She was tried by her peers in Westminster Hall for
bigamy in 1776. She was a well-known figure in society and known to the
general public as a beauty and celebrity. Reports of her activities, many
mentioning dazzlingly expensive clothes and jewellery, appear in newspapers
from all over the country. For example, an article in the Caledonian Mercury
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12th September 1763, describes the Queen of Portugal as “much like Miss
Chudleigh but something loftier.”
At the time of Kammell’s arrival in London though she was living as Miss
Chudleigh she was actually the Countess of Bristol. She had been secretly
married to Augustus Hervey, later 3rd Earl of Bristol, since 1744, but was
separated from him. Later she would be known as the Duchess of Kingston,
though she was, in fact, only the mistress, rather than the wife, of the Duke of
Kingston-Upon-Hull. Her notorious trial followed her attempts to prove that
she had been married to the Duke. If she had been married a second time she
would have been guilty of bigamy, but her claims to be Duchess seem to have
been a reckless fraud. After the trial she lived abroad. She remained, for the
rest of her life, legally the Countess of Bristol.
Why, then, would this lady have been known to Count Waldstein and thought
by him a suitable person for his travelling timber salesman to introduce himself
to?
The answer must be that Miss Chudleigh had travelled in Europe and was
known in the grandest circles – which is remarkable for someone of quite
humble origin. Presumably she achieved these heights from sheer glamour and
personality, perhaps with a touch of notoriety. Perhaps her secret marriage
was known about, but not talked about, giving her an aristocratic connection.
She was, also, involved in the political world. A newspaper report of 1763
mentions that she had put on a firework display in London, at her own
expense, to celebrate the new government coalition.
Miss Chudleigh was in Prussia in July 1765 and been admired by Frederick the
Great. She was introduced at his court on July 15th. According to the Salisbury
and Winchester Journal “the very buckles in her shoes worth £8000.” This is an
impossibly vast sum. Where did her wealth come from?
On October 6th 1766 the Caledonian Mercury, which made sure gossip about
this lady was circulated in Scotland, reported that “the Electress of Saxony had
presented the Hon. Miss Chudleigh with her Royal Highness’s picture,
magnificently set with brilliants” and also “a magnificent set of jewels valued at
12000 crowns.”
The newspaper added that Miss Chudleigh had
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received the most distinguished marks of respect from the several courts
she visited in her way to and from the baths in Bohemia, where she had a
dangerous illness, but ever since her recovery from it, has enjoyed a
perfect state of health.
Miss Chudleigh seems to have publicised her travels and her success at
European courts so much on her return that a report in October 1766 suggests
that
in a short time we may hear of the Females of Fortune making the Grand
Tour as well as Noblemen and Gentlemen.
(Derby Mercury, 24th October 1766.)
The day after this report she was on her way to Holland from Harwich again.

Miss Chudleigh

She was back home in December. The Leeds Intelligencer, 6th December 1766
reported that she had landed at Harwich “much indisposed” but was now at
her house in Knightsbridge.
Her relationship with the Electress must have been very close as The Stamford
Mercury reported, 24th December 1767, that the Electress had sent Miss
Chudleigh “a magnificent suit of Dresden lace” worth £2000.
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It is not clear whether or not Kammell actually became acquainted with Miss
Chudleigh in London. On November 30th 1765, presumably when she was at
home between her several excursions to Europe, he wrote to Count Waldstein
that he had been unable to see her to give her the Count’s best regards. He
had been prevented because “the whole town was in mourning” for the Duke
of Cumberland. He added that, because of this state of mourning he had been
forced
to buy a couple of black suits, with everything which goes with it, which
cost me much money, because a virtuoso must make a good figure here.
(FREEMANOVA 1)

Miss Chudleigh seems to have constantly been travelling, and she had certainly
been as far as Bohemia in 1766. Perhaps Count Waldstein had met this
remarkable woman on an earlier visit, in his own country, or at another North
European court.
The association with the Electress of Saxony, resulting in personal and
extravagant gifts, may have been the result of a common interest in music.
Duchess Maria Antonia of Bavaria (1724-1780), Electress of Saxony from 1747,
was, more than anything else, a composer. She composed two operas, for
which, unusually, she also wrote the libretti – Il trionfo della fedeltà (1754) and
Talestri, regina delle amazoni (1760), and other works. It may be significant
that Kammell’s benefit concert on May 6th 1768 included an overture by the
Electress of Saxony. As this was a concert specifically to raise money for the
composer, the inclusion of a work by Maria Antonia would have been at his
own request. This is the only appearance of a work by the Electress in
McVeigh’s Calendar of London Concerts 1750-1800.
Kammell published the Electress’s overture himself in a collection of Six
Overtures in Eight Parts. This is an interesting but confusing publication. The list
of works on the title page does not match the order in which they appear in the
score, where the composers’ names are not given. The set includes Haydn’s
Symphony no. 35, with the minuet omitted and an eccentric coda removed from
the slow movement. This was probably how the symphony arrived, in
manuscript, in England. The edition is not dated, but the Haydn symphony would
have been quite new. Unusually there is a precise date of composition known, 1
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December 1767. The other works are by Stamitz, Mysliveček (who had been
supported by Count Waldstein), and two by Vanhal. Stamitz, Johan Baptist
Vanhal (1739–1813) and Mysliveček were all Bohemian composers.
IMSLP gives the correct contents:
1. J. Stamitz: Sinfonia in D major, WolS I. D-11
2. Haydn: Symphony No.35 in B-flat major, Hob.I:35
3. Mysliveček: Overture in B♭ major
4. Walpurgis: Talestri, Regina delle Amazzoni. Sinfonia (D major)
5. Vanhal: Symphony in G major, Bryan G8
6. Vanhal: Symphony in C major, Bryan C1

The great interest of this publication is that is shows Kammell as a promoter of
the latest symphonic work. These were presumably played in his own concerts.
There are no programmes for the Bach/Abel concerts.

The Vanhal Symphony in C was written 1763-5 and was one of his most wellknown works.
(Information on programme note for Naxos CDF 8.570280 - VAŇHAL, J.B.:
Symphonies, Vol. 4)
This raises the question of his own symphonies. The only published set, Op. 10,
dates from no later than early 1773. He was performing his own symphonies at
least as early as 1768 in Bath and there were later symphonies (a concert
advertisement for 7 May 1779 includes a new symphony. If these missing
works could be recovered it would be possible to see if Kammell followed the
latest developments of the symphony as led by Haydn.
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Maria Antonia of Bavaria
Miss Chudleigh’s own connection with music might have been very significant
and potentially useful to Kammell. She was the business partner of Theresa
Cornelys, the promoter of the first series of subscription concerts in London,
which became the showcase for Johann Christian Bach and his colleagues.

Kammell also mentions, in his letters, a Miss Batt, who is also an acquaintance
of Count Waldstein’s. Who was she?
There was a Batt family from Wiltshire, including a John Thomas Batt, a London
physician and his son, John Thomas Batt (1746-1831). The son was a friend of
James Harris, MP for Salisbury, philosopher and one of Kammell’s most
important patrons in his career in England, particularly through his
involvement with the music festival in Salisbury where Kammell led the
orchestra on many occasions. John Thomas Batt was a neighbour of Harris in
Salisbury and in London he often accompanied members of the Harris family to
concerts. In a letter of 1771 James Harris’s wife Elizabeth complains that Batt is
on holiday in Twickenham and unable to keep her up to date with what was
going on in the Opera.
As Batt is not a common name it is reasonable to suggest that Miss Batt was a
relation of John Thomas Batt and that she was a link between the Count and
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this very significant world of music. There are very few possible Miss Batts.
John Thomas had no sisters but he did have an aunt Martha, baptised 4th
March 1721 in Salisbury, daughter William and Martha Batt. This will have to
remain an unanswered question.
These acquaintances do not appear to have been very useful when it came to
the business of the timber. Perhaps a letter of introduction to the Austrian
Ambassador, Count Sailern, would have been more useful, but there is no
mention of any contact with him.
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1765
ARRIVAL – THE LONDON MUSICAL SCENE

Kammell wrote to Count Waldstein on 29th March 1765. London, he wrote, was
the largest town he had ever seen and that “one even feels like entering some
other world”.
He had travelled from The Hague with the Italian cellist and composer
Francesco Zappa. Zappa had been music teacher to the Duke of York while the
Duke had been living in Italy, and was on his way to London after touring
northern Europe. He returned to The Hague after his London visit to work for
the Prince of Orange. Zappa was the ancestor of rock genius Frank Zappa, who
financed a recording of Francesco’s work. Kammell “lived thriftily” with Zappa
on his arrival in London. This chance meeting meant that he would have had a
contact with the London musical scene from the moment he arrived.
The channel crossing was appallingly stormy, everyone having to work the
water-pumps, and in the end, all the luggage was “swimming in water”.
Kammell wrote that he arrived in London
like a poor sinner taken to the gallows, one jacket, one shirt, one
handkerchief and one hope.
(FREEMANOVA 1)
Smart, even fabulously showy, clothes were essential for a solo musician who
wanted to make the right glamorous impression. Kammell immediately had
two new suits and six new shirts made “to be able to keep up the status of
your Excellency as my most honourable Lord and Master.”
Kammell hints that his visit to London will not be a short one, as the English
people do not like to see someone earn money from them and then take it out
of the country.
The most elaborate and fashionable musical entertainment in London was
opera in Italian. This was an expensive business, paying visiting stars huge
amounts of money. There were rivalries between singers and entrepreneurs.
Earlier in the century Handel had come to England and become the dominant
composer of opera in the Italian style, but from the 1730s he stepped aside
25

from this cut-throat world and concentrated on his own development of
oratorio. Staged performances were not allowed during lent, so Handel saw a
niche and filled it with spectacular success, financial as well as artistic.
Oratorios could be as dramatic and varied as opera, and use a big choir for
excitement and drama, but they did not need the lavish and expensive staging,
design, and costume of the opera.
Handel died in 1759, by which time fashions and musical styles were changing.
Shortly after his death concerts, with a mix of vocal and purely instrumental
music began to become fashionable.
The most important concert series in London began in 1760, under the control
of Theresa Cornelys. Madame Cornelys (1723-1797) had been a lover of
Casanova, who was the father of her daughter. Cornelys had an inspired way of
marketing her concerts. They included drinking and gambling. They were
extremely expensive, and she personally had to approve the applicants for
season tickets. Everyone who was anyone wanted one.
From 1764/5 the musical leaders of these concerts were Johann Christian Bach
and Carl Friedrich Abel. J C Bach, the youngest son of Johann Sebastian Bach
(1735-1782), came to London in 1762, originally for a production of three of his
operas. He was very successful and became music master to Queen Charlotte.
Abel was also a composer, but he was mainly famous as a player on the viola
da gamba, the precursor of the cello.
From the point of view of a musical career the most important person to know
was Johann Christian Bach. Any musician wanting work in the world of
instrumental concerts would have made every effort to meet “the London
Bach.”
However their first meeting might have came about Kammell and J C Bach very
quickly became colleagues, and performed together over many years, in the
city and at country music festivals.
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J C Bach by Gainsborough, 1776.
Kammell had arrived at the very end of the London season. It was lent, and
Easter Day fell on April 7th that year. The opera houses would have been closed
and the wealthy population would have been preparing to leave for the
country.
On 30th April, he wrote:
Now there is nothing to do, until the winter time, because most of the
Milords are already in the country, and so the music in London is buried,
now there is nothing else to be done besides composing and publishing.
(FREEMANOVA 1)
Also left in London was the Mozart family. Leopold Mozart had brought his
young children, Wolfgang and Nannerl, to London in the hope of making a
fortune in public concerts, showing off his two musical prodigies. Though
fortunes were to be made in the new commercial, rather than aristocratic,
concerts, competition was very hard indeed. The potential audience was small
and could not support many visiting stars or prodigies at the same time.
As income from concerts was more limited than expected eight-year-old
Wolfgang was being encouraged to develop his composing skills. This was
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another way of showing off his genius. His first symphony, written in Chelsea,
was first played on 21st February 1765. By April, when the audience for public
concerts was leaving the city, Leopold was advertising the times of day when
interested observers might visit the family at home and test the skills of the
children.
Kammell’s letter of 30th April continued:
I have also met Mr Mozart…Your excellency should well hear the wonder
of the world, (that is) his son, who is 8 years old, plays the instrument in
a very virtuoso manner, composes like an angel, plays even the most
difficult pieces prima vista, and apart from it he has the intelligence
which one always associates with a man of 40 or 50 years (of age). The
father, mother, daughter, and the little Kapellmeister send their respects
to your Excellency. The merits of Mr Mozart and his whole family really
urged me to strike up a special friendship with them…
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The Mozart family.
This is a remarkable illustration of the fact this was a turning point in musical
history. The music Mozart was composing in London is very different to the
style of music associated with Handel. Mozart’s early music is heavily
influenced by Johann Christian Bach. There is no doubt of this. Bach was the
most influential composer in London, and Mozart’s first piano concertos are
arrangements of sonatas by J C Bach.
This new style was suave and elegant, and very carefully designed to appeal to
the not necessarily very attentive audiences at the subscription concerts. A
symphony for the London audience would tend to last no more than ten
minutes and there would be an emphasis on melody and beautiful sound,
rather than the more intellectual methods of baroque music. Just the kind of
music, in fact, that Benjamin Stillingfleet, inspired by Tartini, advocated, and
which aspired to new classical ideals.
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1766
FRIENDS IN KENT

On March 11th 1766 Kammell wrote to Count Waldstein that he “had played in
his first public concert with such applause which I had not expected.” There is
no sign of a concert featuring his name in 1766 so this might have been a solo
appearance in one of Bach and Abel’s concerts which had been held on each
Wednesday since the 8th January in Soho Square. He had met Johann Christian
Bach very early in his stay in London and it can only be assumed that he had
found work performing with Bach during the year he had already spent in
England.
Not long after this Kammell became ill. His health would always be a problem
and affect his performing ability. As he wrote on 5th July 1766:
My illness started in early March and lasted almost to early June; it
consisted of extraordinary depression, and started by much thinking and
anxiety, to which the well-known mast-trees contributed very much.
(FREEMANOVA 2)
This seems to be putting part of the responsibility for the depression onto
Count Waldstein’s shoulders. It is impossible to tell how sincere or honest he is
being in his communications with his “Lord and Master.” There is often an
emphasis on the need for money, at the same time as a great deal of talk of his
success. But finding a place as a virtuoso was also difficult with such great
competition:
I must struggle against the other virtuosos...I made much money here
already with my old violin, (and) also lost a lot of it, as I must pay for
everything very dearly…
This does not sound as if music was simply a way of passing the time until the
“mast-trees” could be disposed of and he could go home. Surely establishing
himself as musician was the chief object of his stay, and that might take longer.
I would be allowed to stay here one year more I could have a benefit
concert in the next year, which would certainly bring me 100 pounds
sterling, that is almost 10,000 guldens, after that I would return home
again with pleasure…
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(FREEMANOVA 1)
His illness would have been a disaster if it he had been unable to perform and
earn a living. He was very fortunate to have made friends who were willing to
look after him. After three months of illness, and, presumably little or no
music-making, he travelled to Kent.
By June 1766 he was living at Bourne Place, a few miles south east of
Canterbury, the country home of Horatio Mann and his new wife Lady Lucy.
Horatio was only 22 in 1766 and his wife two years older. These grand friends
of Kammell were considerably younger than he was – he was 35.
He was taken to Bourne Place by someone whose name is not legible in his
original letter. Freemanova transcribes the name as “Tay (lor).”
This gentleman had looked after Kammell in November 1765 when he wrote
that his host “gives me food, drink and lodgings, and services for free, and likes
me as his own son.” (FREEMANOVA 1)
Who was this important early supporter who may have introduced Kammell to
the Manns and other valuable patrons?
The illegible “Tay (lor)” must have been Lord Teynham, a title held at that time
by Henry Roper, 10th Baron Teynham (1708-1781). In an earlier letter, in 1765,
Kammell had mentioned “Lord Thenham” and “Esq. Solis” “who is a Baron to
whom I give lessons.”
Until the death of the 10th Baron the Ropers were a catholic family, which
meant that they were not allowed to hold government office. Henry Roper’s
son, after 1781, was the first to break with this family tradition.
Lord Teynham was married three times, firstly to Catherine Powell, in 1733,
and secondly to Ann Brinkhurst, on 28th February 1766, only a few months
before the trip to Bourne Place. When Teynham looked after Kammell during
1765 he would have been living as a widower after his first wife’s death.
Teynham had musical connections.
Two of his sons married two daughters of Sir Francis Head of Rochester and
Higham (1693-1768). Head was a keen lover of music and a patron of the
Flemish composer Willem de Fesch. De Fesch had lived in London in the 1740s
and had played violone (an early form of double bass) with Handel. He had
composed oratorios for the English market, and also instrumental music. In
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1750 he retired from work in London and became the Head family’s music
teacher. Very unusually he is shown in a family portrait of the Heads. He would
have been the music teacher of Lord Teynham’s two daughters-in-law.
De Fesch’s sonatas Op. 8 (1738) are dedicated to Lord Teynham. Kammell’s
friend was also a subscriber to de Fesch’s set of Concerti Op. 10, which were
dedicated to Frederick, Prince of Wales.
The list of subscribers included in the published score of Op. 10 includes the
names of several musical societies in Dartford, Sittingbourne and Rochester,
showing that there was a lively musical world in Kent and that De Fesch was
associated with the county from the 1730s to his death in 1761.
Both the Ropers and the Heads were catholic families. Is it significant that the
catholic Kammell had been living in a catholic house in 1765? None of his later
patrons were Roman Catholics, though some in the musical world were,
including Johann Christian Bach, who had converted from his family’s
Lutheranism when working in Italy. Religion might have been one element in
the connection between Kammell and Teynham, but a more likely aspect
would be that Teynham saw Kammell as person who might fill the place of De
Fesch, who had died on five years earlier, and that was the reason for bringing
him to Kent.

“Esq Solis”, who was either travelling down with Kammell and Lord Teynham,
or already in Kent, is a name that does not appear again in Kammell’s story
until the last few years of his life when John Cochaine Sole is the dedicatee of a
set of Trios, Op. 16, published in 1780. Sole’s country house was Norton Court
to the west of Canterbury, a place that seems remote, but which is not very far
from the London road, now the A2.
The historic home of the Ropers was Lynsted. Both Lynsted and the village of
Teynham are within a mile or so of Norton, John Cochaine Sole’s home.
Though there is no other mention of Sole, or of Kent, in any other letters after
this visit the dedication of Op. 16 shows that they had kept in touch for at least
fifteen years, and there are strong grounds to believe that Kammell was at
Norton at the end of his life.
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Bourne Place, now Bourne Park House

The Manns became his protectors for the next six months or more, and Lady
Lucy would be the dedicatee of his first publication, his set of 6 Trios for two
violins and bass, Op. 1.
Horatio Mann (often called Horace) is mostly remembered as a patron of
cricket. He had a cricket ground on his estate at Bourne. He was the nephew of
Sir Horace Mann, the British Resident in Florence. Horatio did not inherit his
uncle’s baronetcy until Sir Horace died in 1786, so at the time that Kammell
stayed with him he was simply Mr. Mann. Kammell describes him as “my best
friend that I have here in England” and notes that “he is very rich, has more
than one hundred thousand gulden of yearly income.”
His wife was Lady Lucy, having the honorary title because she was the
daughter of an Earl, Baptist Noel, 4th Earl of Gainsborough. Lady Lucy, Kammell
writes,
is an extraordinary beauty, loves music and puts up with me very well.
(FREEMANOVA 2)
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The Manns had had some important musical visitors a year earlier, when the
Mozart family arrived on their way to Dover, from where they would set sail
for home. Their proposed concert in Canterbury, which was advertised for 11
a.m. on Thursday 25 July 1765 at the old Guildhall had to be cancelled because
there was too much competition from other summer entertainments. Instead
Wolfgang had gone to the races. Leopold Mozart had noted in his diary that
Bourne Place “was a very beautiful estate”.

Lady Lucy obviously made a big impression on Kammell. His dedication on the
printed score of his Op. 1 (AK3/1) describes her, in Italian, as:
my first and principal protector on my appearance in this capital. My
debt towards you, as well as my feelings, oblige me to publish these
efforts under your auspices, to demonstrate in public my everlasting
gratitude for these favours…
This dedication is dated London, 15th March 1766. This date is only four days
after the date of his first solo public performance, but, if she was his “first and
principal protector” this would mean that they had met as much as a year
before. She had married Horatio Mann on 13th April 1765, which was just
before the occasion when Kammell had met the Mozart family and heard
Wolfgang play. Perhaps there is a connection between this meeting with the
Mozarts and his meeting with the Manns.
Another sign that Lady Lucy had made a serious impact on Kammell is the fact
that he had intended to dedicate his first published work, his Op. 1, to his
patron, Count Waldstein. The music must have been composed before he
came to England. In his very first letter to Waldstein he asks him whether he
could “dare to dedicate my Trio to my most honourable Lord, or to somebody
else.” The publication of the work would not necessarily bring him any profit.
He would have to pay for the printing. It would cost 70 ducats.
Waldstein may not have not been tempted to send the 70 ducats, but it would
have been a very dramatic gesture if he had refused the dedication. It is
extraordinary, in an aristocratic world where correct form mattered so much
that Kammell’s devotion to Lady Lucy would inspire him to give her precedence
over his master.
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The publication of this first work was a symbolic and significant thing. This was
the launch of his career as a composer.
Count Waldstein would have to be content with the dedication of Op.
3.(AK3/2)
At Bourne Place he also met another important new friend. In his letter of 5th
July 1766 he mentions that “Esq Tay (lor) (??), Mr Sole (and) George Pitt are,
unknown to you, sending their regards.”
George Pitt, later Lord Rivers, who first appears in the story here at Bourne
Place, would be one of Kammell’s most important friends and patrons over
many years.
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1766
EDENBOURG IN IRLAND

One of the most eccentric, and puzzling, of Kammell’s communications to
Count Waldstein is a letter dated October 20th, 1766 from “Edenbourg in
Irland”.
It seems that the composer did not have a grasp of the geography of the British
Isles after eighteenth months in England. I think it must be assumed that the
city he found himself in was Edinburgh and that he had not crossed the Irish
Sea. A sea crossing is likely to have been mentioned, especially after the
terrible experience if his previous (and possibly only) voyage the year before.
He had come to Scotland as part of a long tour, already eight weeks, “looking
at countries” “with a certain Mr Nouelle who is a great lover of Music.”
This seems to have been a sight-seeing tour rather than an opportunity to earn
money. Rather oddly Kammell writes that
our trip and our identity, wherever we come, is incognito. I attended here
even the greatest assemblies. My name is Sigr Carmellino.
(FREEMANOVA 2)
Kammell’s non-musical interests are being satisfied in this adventure:
I haven’t seen so many beautiful women as here in Irland. Day after day I
am more and more in love.
Kammell had been composing, and he writes that he had played in Edinburgh,
though when or where this might have been is impossible to answer. He told
Count Waldstein that he had “more and more beautiful thoughts in his
composing” and that he had written an elaborate work which he called a
“Pantomime”, which consisted of a Symphony (or overture), “12 Andantes and
12 Allegros including a concluding allegro.”
I amazed everybody, all the Ladies and Lords and Gentlemen say that
they haven’t heard anything similar in their lives.
The description of this work matches a publication with the rather complicated
title of “A third set of trios or Ballo consisting of two Acts with a short
introductory Overture to each Act and a collection of Airs etc.” (AK3/3)
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published by Welcker, though there are only twenty-four pieces in all. It’s a
very curious work. This is not, as the published title implies, a set of individual
trios but a kind of imaginary ballet. It is hard to see it being used for a ball as
none of the pieces are identified as types of dance. There are not even any
minuets, which are otherwise very common in all Kammell’s publications.

Who was this “Mr Nouelle” who had taken Kammell on this very long trip?

In the same letter he mentions that he is returning to “Cavalier Mann” “for a
woodland snipe”, presumably an autumnal shooting expedition. This must
mean that he was to travel south to the Mann’s Rutland house, Cottesmore.
He was certainly there by January 1767. He says he promised this two months
ago, which would have been when he was still with the Manns in Kent before
setting off on the eight-week tour.
Lady Lucy Mann was the third daughter of Baptist Noel. As Noel was Lady
Lucy’s maiden name the most obvious answer is that “Mr Nouelle” was
actually a “Mr Noel” and that he was one of Lady Lucy’s family.
This seems reasonable, but if this is the case, which of her family could it be?
She did have a brother, Henry Noel, but he was, at that time, the Earl of
Gainsborough, having inherited the title from Lucy’s only other brother,
Baptist, who had died at the age of 19, in 1759. Henry was only 23 in 1766. A
young earl might fancy travelling incognito, but he could only do this where he
would not be recognised. Another argument against “Mr Nouelle” being
anyone remotely aristocratic is that Kammell is always drawing attention to his
aristocratic acquaintances, as if trying to impress Count Waldstein, and at the
same time to support his own claims to be a gentleman, rather than a servant
musician. If this travelling companion is a relation of Lady Lucy, why does
Kammell not say so?
If Mr Noel was the Earl of Gainsborough it could be that this was, indeed, an
elaborate entertainment or joke to cheer up Kammell after months of ill
health, while he, at the same time, would be an older companion to keep the
young earl in order?
There is another possibility.
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On 6th February 1769 Kammell led the orchestra in a concert at The Thatched
House Tavern, St James’s Street, London, which featured a musician called
George Noel as soloist on the Pantaleon, a kind of enormous and elaborate
cimbalom, a stringed instrument played with hammers.
Of course, the identification of Kammell’s travelling companion and this
George Noel would be instantly disproved if Noel could be found performing
elsewhere when Kammell was in Edinburgh.
The first known appearance of George Noel after Kammell’s Edinburgh letter
(which is dated 20th October) is at a concert in Bath on Thursday 30th October.
A Grand CONCERT of MUSICK in which will be introduced a NEW INSTRUMENT,
call’d the PANTALEONE.

Noel was, then, an unusual musician, with whom Kammell performed, but
would it have been possible for Noel to have been in Edinburgh on 20th
October and Bath on the 30th? Was such a thing possible in 1766 – and how
would a travelling musician, like Noel, or like Kammell, who later performed in,
amongst other places, Salisbury and Northampton, have travelled? How would
“Mr Nouelle” and “Signor Carmellino” have got to Edinburgh on their eightweek tour?
These days the train from Edinburgh to London takes less than five hours. In
1750 a stagecoach from Edinburgh to London took ten days. Later in the
century it accelerated to four. Stagecoaches were the fastest method of travel
at the time. The system was based on changing horses at inns so that the
coach could keep going all day. Roads were bad and coaches, before the last
few years of the century when springs became sophisticated, were primitive
and very uncomfortable. A coach could carry about twelve people, mostly on
top or on the box, with only six in relative comfort inside.
Very rich people had a private carriage, but they would have their own horses
to go with them. They could not travel more than forty miles in a day. The
wealthy could go on long tours, but they would stay at other people’s houses
on the way.
The more common means of transport for gentlemen would be on horseback.
This would be relatively fast and flexible, not having to worry so much about
the state of the roads, but it would still only be possible to go about forty miles
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a day. Long journeys would depend on inns or the houses of acquaintances,
Country houses did function rather like hotels and would be prepared for
visitors.
Horses were essential. In Kammell’s first letter to Count Waldtsein he had
asked for a bill of exchange, which he would, of course, repay “for a horse or
other things.”
Edinburgh to Bath is 368 miles. Even if there were stagecoaches running direct,
or with very good connections – and carriage services would run weekly rather
than daily so connections might mean a day or more delay – the journey would
have taken several days. On horseback ten days would be the minimum and
presumably the same for a private carriage.
This is all worth bearing in mind when thinking about Kammell’s journeys. It
does seem to rule out George Noel as a candidate for “Mr Nouelle”.
Another piece of evidence in the mystery of Mr Noel comes from seventeen
years later and the marriage of Kammell’s sister in law Lydia Edicatt (or Edicott)
to Charles Christian Besser in March 1783 where the witnesses were Kammell
and “Henry Noel”. If this is the Earl of Gainsborough, again in incognito, it
would be evidence that the Earl had remained a fried of the composer and his
family until the last year of Kammell’s life. I have been unable to identify any
other Henry Noel who might have been this witness.

Unless another Mr Noel can be found who has some connection with Kammell
it seems reasonable to conclude that “Mr Nouelle” was Henry Noel, Sixth Earl
of Gainsborough.

The same letter, 20 October 1766 also mentions:
52 solos for the violin, which, to tell the truth, are very beautiful, and 6
for the Viola da Gamba, which start in a very decorative way

This draws attention to the amount of his music which is lost and unpublished.
Were these solo sonatas or unaccompanied works? Could these have been in
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the style of Tartini, who composed many unaccompanied sonatas which were
his private music, exploring his personal ideas of musical expression and
meaning? The sheer quantity of them suggests that this is the case, unless it is
wild exaggeration. Kammell, as this letter demonstrates, is not a very reliable
witness. If this is what he means this is an important indication of another
aspect of Kammell the composer, as a disciple of his teacher. Private music
might be as lost as the private conversations and thoughts of the composer,
but this passing reference, the mood of the Gainsborough portrait, and the
connection with Benjamin Stillingfleet through Thomas Anson and Anson’s will,
and Kammell’s relationship with Tartini’s pupil Maddelena Sirmen a few year
later than this, suggests that the more philosophical and private aspects of
Tartini’s philosophy might have been subjects in the air in Kammell’s circle.
The six solos for the Viola da Gamba are interesting. This was an old-fashioned
instrument but still played, mostly in private as a solo instrument. Carl Abel
continued to play gamba in public. Present day gamba player Sam Stadlen has
demonstrated that some of Kammell’s trios, published as for two violins and
bass, work well for violin, gamba and bass. These might have been played by
Kammell, Abel and with J C Bach on the piano playing the bass part. Thomas
Gainsborough, whose portrait of Kammell is the frontispiece to this book, was
also a gamba player, as was Countess Spencer to whom Kammell dedicated his
op. 7 (AK4/2) quartets.

Immediately after writing to Count Waldstein from Edinburgh the composer
travelled south to Rutland, to join Sir Horatio Mann for the autumnal shooting
season.

That the principal reason for the visit to Rutland was shooting is confirmed by a
letter to Count Waldstein in January 1767.
I list here to Your Excellency, what I have shot this year here in England:
212 quails, 58 hares, 178 snipes, 69 crows, 287 rabbits.
(FREEMANOVA 2)
The stay at the Manns’ Rutland house Cottesmore, which was Lady Lucy’s
property, was also an opportunity to make more friends.
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I am gaining more friends here; and I am doing so well that I cannot
describe it to Your Excellency. I am missing neither friends nor money,
everything goes according to my wishes and pleasure. I am highly
esteemed, everybody likes me. I believe that the reason for it is my good
upbringing and suitable ways of living…
(FREEMANOVA 2)
This is a great change after his period of illness the year before, which had
brought him to Kent.
While at Cottesmore Kammell performed at the nearby town of Stamford,
about 12 miles away. He writes that he only played two solos in a public
concert but that he had made a great impression,
The clapping was such as I never had in my life...young and old ladies
and Misses, all of them in love, (and) I made them even more loving
through my old violin, and (I myself) was the second day very much in
love with one young lady…
(FREEMANOVA 2)
There are no further mentions of the Mann family in Kammell’s letters. His
whereabouts for the rest of 1767 is unknown.
Up to this time the only references to his performances as a soloist or
composer are the comments about the “ballo” in Edinburgh and this concert at
Stamford. A year later, by March 1768, he was a published composer,
advertising the first concert in his own name, (“For the Benefit of ANTONIO
KAMMELL”) and he had found a new circle of patrons.
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1768
FOR THE BENEFIT OF ANTONIO KAMMELL

Though Kammell had performed as a soloist on at least two occasions, in a
concert at Stamford and in the guise of Signor Carmellino in Edinburgh, the
first concert in which he was featured as the star performer was advertised in
March 1768.
For the Benefit of ANTONIO KAMMELL. At the Thatch’d House Tavern, St
James Street, on Thursday, March 24th, will be a great Concert of Vocal
and Instrumental MUSIC, By the most capital Performers, Tickets, Half a
guinea each to be held at Welcker’s Music Shop, Gerrard Street, Soho,
Where may be had, composed by Mr Kammell, Six Sonatas for two violins
and a Bass, and six Duets for two Violins, Price of each 10s 6d.
(FREEMANOVA 1)

Almack’s Assembly Room

This concert was twice postponed, and actually took place on the 6th May at
Almack’s Room. The new advertisement shows that this had become a much
more impressive and attractive affair. The original announcement mentions
no-one but Kammell – which implies that he was already well known enough
to attract an audience, presumably from appearances as part of the orchestra
or as a soloist in an odd item or two at other concerts. By the time the concert
actually took place the venue had been changed to a larger room, the scene of
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Bach and Abel’s concerts, rather than the Thatched House tavern and the
music would be under the direction of Bach and Abel.
This was far more like the launch of a career, supported by the best and most
highly respected musicians in London. The music was to be entirely new. This
must be taken to mean that this was not only the launch of Kammell as
virtuoso, but also as a composer, which makes the whole occasion doubly
significant.
From this time on he would be listed as much as a composer as violinist, and
concert advertisements from 1769 onwards would announce new “Overtures”
(which would have been symphonies, in effect, but of modest size to suit the
English taste), concertos and chamber music. In the preceding months he must
have been very busy composing new works, including these orchestral
overtures and concertos. There is a possibility that these works are lost. Two
violin concertos were published in Paris. The first orchestral pieces to be
published in England did not appear until 1773, as a set of Overtures
(Symphonies) Op. 10 (AK5/2), but he clearly had a repertoire of orchestral
works from the time of this grand Benefit concert.
As the original notice says, his first two publications were now available for
sale. The “Six Sonatas for two violins and a Bass” were the Op. 1 (AK3/1) set,
dedicated to Lady Lucy Mann a year before. The Duets were his Op. 2 (AK2/1),
the first of several sets of duets for violins. These have no known dedication.
These works are designed to be practical.

The duets, Op. 2, had been advertised for sale at the time of Kammell’s first
benefit concert in 1768, were being played that summer. The composer and
diarist John Marsh heard what must have been some of Op. 2 in August 1769:
There was also a Mr Woodington who was staying there who play’d a
capital fiddle for an amateur who supported Mr Lethin & with whom he
also played a duet of Kammell’s.”
(Ed. Brian Robins, The John Marsh Journals, the life and times of a
Gentleman composer, 1752-1808, (Pendragon Press, 1998))
A few years later Marsh played Kammell duets with a Colonel Stoppard. He
was “much pleased” with them. Later he wrote a duet in imitation of Kammell.
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The Trios are relatively simple, the duets slightly more difficult, but the violin
parts do not necessarily represent the kind of music he would have played in
public himself. There is nothing virtuosic in them, or in the expressive style of
Adagios which made all the ladies fall in love. The later published Violin solo
sonatas, Op. 8 (AK1/1), are far more showy, even at times excessively so, and
do have opportunities for sentiment. They are the public Kammell.

Kammell’s gratitude to Lady Lucy Mann had inspired him to dedicate his Op. 1
to her rather than Count Waldstein, but his next published work to appear
would be a second set of Trios, Op. 3 (AK3/2), which were dedicated to the
Count. These did not appear until 1769, but the publication date is not any
guide to when the music was actually written. Kammell had to pay for
publication himself and the production of the hand engraved editions must
have been a slow process.
The advertisement for the 6th May 1769 Benefit concert mentions the Overture
by “the Princess Dowager of Saxony”, presumably the overture to her opera
Talestri which Kammell later published in the set of six overtures (symphonies).
Maria Antonia, the generous friend of the glamorous Miss Chudleigh. The
inclusion of this overture is surely designed to show that this is a very superior
event and to associate Mr Kammell with European aristocracy.

It was well worth postponing the unassuming concert intended for the
Thatched House tavern so that it could be re-invented as something so grand.
Kammell wrote that:
My Concert is over and it defeated all the other concerts (given) here, my
profit from it was 400 gineas, I am very well, but it is pretty hard work.
A guinea in 1766 would be worth about £150 today, so this would be worth
about £60,000.
In July 1768 he was able write that:
It is true that I make each year more than 6 to 7,000 guldens, but the
expenses are very high, everybody appreciates me, everybody likes me,
and this is why I have such a quantity of good friends.
(FREEMANOVA 1)
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He writes as if had given another concert since his previous letter, though
there is no sign of this in the Calendar of Concerts in London 1750-1800.
My concert…was the best one, I had there more than 500 friends, my
profit was 350 guineas, I have never seen so much money in my life.
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1768
THE COMPOSER’S IMAGE

In 1766 Antonín Kammell had been hoping to marry a rich young lady. In his
letter from “Edenbourg” he wrote:
My beauty from London, which I should marry, writes me diligently, so
that I would not forget her, she is beautiful and chaste, she is 70 or
80000 gulden worth, but she does not want to leave England. In the
following winter I shall already persuade her and make her to come with
me to Bohemia.
(FREEMANOVA 2)
There is no clue at all to whom this rich young lady might have been. Perhaps
the relationship cooled during his very long absences in Scotland (or Irland)
and Kent, despite her diligent letters.
A little over a year later he married a very young lady, who might have been a
beauty, but was very poor and almost certainly illiterate.
Kammell married Ann Edicatt in St Marylebone’s Church, London on 20th
January 1768. He did not mention his marriage to the Count, who might not
have heard that the composer had a wife and family until ten years later.
This marriage was only a month before the first of Kammell’s Benefit concerts,
the concert that would present him as both a violin virtuoso and a composer,
was first advertised. (The concert, as explained in the previous chapter, was
postponed and did not take place until 6th May.) Kammell’s life was changing,
and though his new wife was from a humble origin he was composing and
raising his profile in the musical world.
Ann Edicatt (sometimes Edicott) was under twenty-one so the marriage
required a licence. The licence was applied for on 19th January 1768.
The wedding bond form states that Ann Edicatt appeared personally and
made oath that she is of the parish of Saint Mary le Bone in this county
of Middlesex a spinster a minor aged seventeen and upwards.
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“Eighteen” had originally been written and crossed out. Ann had either
forgotten her age or she had originally tried to say that she was older than she
was.
The statement continues that she “intendeth to marry Anthony John Cammell
of the same parish, a Batchelor of twenty-six years…”
It is hard to see how these could be a simple error. Kammell was actually 37,
more than twice the age of his wife to be. It would be interesting to know if he
was well preserved enough to pass for 26, though he did not need to be
present when this document was made out. Did Ann know how old he was?

The application states that her father, William Edicatt, is her natural father and
consenting to the marriage. William Edicatt signed the form, but Ann made
her mark, showing that she was unable to write,unlike the rich lady of the
diligent letters which Kammell had mentioned in his letter from Edinburgh.
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Edicott was a very rare name in the 18th century. The only Edicotts (or
alternative spellings) in London are Ann’s family. The only possible “William
Edicott”, in any spelling, on Ancestry.co.uk is a William Edicot baptized in
Shepton Mallett on 11th February 1718. The surname is peculiar to the West
Country, with other variants in Cornwall.

There several obvious questions. Who was William, why did he move to
London from Somerset, and how did his daughter meet an up and coming
composer?

One piece of evidence which partially answers the first two questions is an
entry in the Fleet Prison notebook of Clandestine marriages. This lists the
marriage of William Eddicott “of Conway’s Regiment of Foot” and “Lydia Bull”
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of Chelmsford Essex” In January 1747/8. (1748 in the New Style calendar. Until
1750 the year officially began in March rather than January.)

These are certainly Ann’s parents. Her mother was Lydia, the name given to
her younger sister. I have been unable to trace any Lydia Bull who could be
Ann’s mother.

Before 1753, when Lord Hardwicke’s Marriage Act brought in strict controls of
marriage, it was possible to be married without a church service, banns or a
license in various circumstances. These were legal marriages, but they did not
need witnesses, and bride and groom could be married as young as 12 and 14
without parents’ permission. It seems very strange to us today that in London
prisons were able to register such marriages for anyone who applied to them.

Ann was baptized as “Anne Edicout” on 30th September 1759 at St Anne’s
church, Soho. the name given to Ann’s younger sister.
Ann’s had five siblings:
Joannah Edicott baptised 5/3/1753
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Lydia Edicotte baptised 2/8/1756
William Edicutt baptised 21/2/1762
John Edicote baptised 11/2/1765
Elizabeth Edicott baptised 12/7/1767.
So, Ann Kammell’s father had been a soldier. Her mother was from Essex, I
have found no clue as to what they were doing in London, or how Kammell
might have met Ann, other than the very simple fact that they were living in
the same parish when they married. They might simply have been neighbours
who caught each other’s eyes.

Kammell was in Bath in November 1768. On 9th November he was the
principal violin in Thomas Linley’s concert at Mr Simpson’s Great Room. Linley
was the leader of music in Bath. His daughter, Elizabeth, was a first class
soprano who was a huge success in London in 1773 but who retired from
public performance on marrying Richard Brinsley Sheridan.
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(Bath Journal 31st October 1768)

Kammell’s other known appearance in Bath in 1768 is extremely interesting
and significant.

(Bath Journal 14th November 1768)
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The advertisement in the Bath Journal gives details of the programme. This is
valuable. There are no surviving programmes for the Bach[Abel concerts in
London so it is impossible to know what music by Kammell might have been
performed there. This Bath concert presented Kammell as a composer rather
than a virtuoso and included a variety of music. 50 There were two overtures
(symphonies) by Kammell. This was at least four years before the only
published set of symphonies by Kammell appeared in early 1773 (as music
sellers’ advertisements show.) It seems highly likely that Kammell had built up
a repertoire of symphonies and concertos for his own use in concerts which
were not published. He regularly performed his own violin concertos (and one
for two violins) but no concertos were published in England. (Several were
published in Paris, though only one can be traced.)
There is also, in this programme, a “quintetto” which is obviously designed to
show off all the solo instrumentalists who were there – flute (Weiss), oboe (J C
Fischer), violin (Kammell), cello (not named, and continuo. There is no
comparable published work.
The 1768 Bath concert, or his appearances there a year later, may have been
the occasion of the portrait by Thomas Gainsborough shown as the frontispiece
to this book. It may have been displayed at the concerts. As there is no other
known portrait for comparison, or contemporary documentation, this painting
can only be identified as “probably” of the composer, but circumstantial
evidence makes the identification convincing. The dates of Kammell’s visits to
Bath, where the artist was based at the time, match the dating by Gainsborough
authority Hugh Belsey. (The portrait has come to light since the publication of
Hugh Belsey’s catalogue.)
(Hugh Belsey, Thomas Gainsborough. The Portraits, Fancy Pictures and
Copies after Old Masters, Yale, 2019.)

A direct link between Kammell and Thomas Gainsborough is George Pitt. Pitt
was described by Gainsborough as a “staunch friend”.
(James Hamilton, Gainsborough, a portrait, Weidenfeld & Nicolson, 2017,
p. 246)
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George Pitt had been at Bourne Place with Kammell in 1766 and by the end of
1768 he was one of his two most important friends and patrons. He and his
wife might be the Mr and Mrs Pitt who are listed amongst the arrivals in the
Bath Chronicle and Weekly Gazette for Thursday 27th October 1768.
(British Newspaper Archive online.)
It is quite possible that Pitt was already supporting Kammell by then, having an
influence on these concerts and introducing him to Gainsborough, who
painted his full-length portrait of Pitt around this time. It was exhibited in April
1769.

Gainsborough was a great musical enthusiast and a fine player on the viola da
gamba, the instrument particularly associated with his friend Carl Abel.
Gainsborough painted many musicians and the other significant characters in,
Kammell’s circle, including J C Bach, Abel, Fischer and the Linleys, are more
remembered from Gainsborough’s portraits than from their music. The newly
identified portrait brings Kammell back into the light and he can be seen
alongside his colleagues.

The striking feature of the portrait is the pose – the romantic image of the
composer. This goes well with the concerts at Bath in which Kammell was
presented as a composer rather than as a violin virtuoso. It is probable that the
portrait was painted to display at these concerts.

This is Kammell the serious composer at a what must have seemed to be a high
point in his career. His letters give the impression of him as a humorous (which
he probably was) and possibly naïve person but we can, perhaps, understand
from the portrait see how he was seen by his patrons and, importantly, how he
wished to be seen himself. The image is quite different, for example, from J C
Bach as painted by Gainsborough, who looks more like a business man, which,
in part, he was.

Though we might think of the music of this period as rococo or early classical
the mood of romanticism in the arts and attitudes to the natural world had
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already begun, as Gainsborough’s landscapes show. The Doric temples of the
Greek Revival (beginning in 1758/9 with those built by James “Athenian” Stuart
for Lord Lyttelton and Thomas Anson, were designed as places from which to
contemplate nature. The 18thc philosopher, inspired by Plato, would also seek
romantic nature while studying botany scientifically.

There is no way of knowing what Kammell thought about or what his
philosophy of music might have been, but his teacher Tartini had a very deep
philosophy of music according to nature, and of the composer as someone
who, rather than imitating the works of nature, becomes attuned to the
creative process of nature.
(Pierpaolo Polzonetti, Tartini e la musica secondo natura, Lucca: LIM,
2001)
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1769-70
ORPHEUS IN LONDON

The London Season ran from Christmas until after Easter and the start of the
summer months, when no-one who could get away to the country stayed in
the hot and unhealthy city. Those who could stayed away for the autumn and
winter, when country sports would take precedence, or the social and cultural
delights of Bath would be an attraction. By the time of his 1768 visit to Bath
Kammell was a well-known and respected composer and violinist. For the next
few years the evidence suggests that his life settled down into a pattern based
on the seasons of social and business life in London.
This, I believe, was made possible by the support of two patrons, George Pitt,
and Thomas Anson.
“Patrons” might be a misleading word. These were friends and encouragers as
well as financial supporters.
Kammell depended on the income from his playing. The sale of published
music might not cover his own costs of publishing it. Pitt and Anson were not
patrons in the way that a European aristocrat might be, employing a musician
as a member of staff, with a safe job, but strict rules of employment, as Haydn
had with Prince Esterhazy until he was finally free to travel and come to
London in 1791. There might have been some direct financial support, but as
friends, rather than patron and servant, this would have been invisible – until
the very exceptional case of Thomas Anson’s will. Anson, already an old man in
1769 (in his mid-seventies) died in 1773, which marked the end of five years of
a regular cycle of musical seasons.
The practical support given by these friends would have been in the form of
making introductions and opening doors to musical opportunities, and of
welcoming the composer and performer into their homes away from London.
The social position of a musician in 18th century England was equivocal.
Musicians and theatrical people might be looked down on by the higher ranks
of society but some might be welcomed into the homes of patrons, if they
were music-loving patrons, and, where the artist was respected, find
themselves treated almost as equals.
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The image of the inspired composer rather than jobbing performer in the
Gainsborough portrait is, I believe, significant.
The fact that Kammell performed so often with J C Bach, including at the
concerts for his own benefit, is an indication that Bach respected Kammell’s
talents. Bach’s concert season at Almack’s rooms, which was managed, until
1774, by Theresa Cornelys, ran from Christmas to Easter. I can only assume
that this was Kammell’s regular employment, as part of Bach’s orchestra.
Unfortunately no programmes exist so what was played and who played what
at those concerts is unknown.
In 1769 his name appears in the newspaper advertisements of at least two
other concerts.
On 6th February he led the orchestra at the Thatched House Tavern, St James
Street, in a concert which featured George Noel. Noel has already mentioned
as a less likely candidate for the “Mr Nouelle” who travelled to Edinburgh with
Kammell in 1766. Noel was the performer on the Pantaleon, a large form of
dulcimer. The concert also featured Maria Teresa Piatti, one of the singers
from the opera and the flautist Carl Weiss, who had played at the 1768 Bath
concert.
On 9th March he led the orchestra in a concert featuring the Welsh harp,
played by Evans, probably Evan Evans, from 1778 the family harpist of Sir
Watkins Wynn. The harp was occasionally featured as an exotic instrument in
opera and oratorio (Handel’s Saul is an obvious example) and it was also
popular as a domestic instrument. Kammell’s Sonatas Op. 9 (possibly
composed 1771/2) are written for harp with an optional violin and cello. He
performed with Evans again in both 1770 and 1771 so these sonatas may have
been composed earlier for the Welsh harper to play in these concerts.
Kammell’s association with his patrons Thomas Anson and George Pitt must
have been established by the start of 1769. His String Quartets Op. 4 (AK4/1),
dedicated to George Pitt, and Violin Duets, Op. 5 (AK2/2), dedicated to Thomas
Anson, were probably composed in this year, or shortly before. The earliest
known date of a performance of one of the quartets is April 1769.
Thomas Anson was born in 1695. He was a far more adventurous traveller than
the average English country gentleman. He had toured Italy in the 1720s but in
1734 he was further afield, in Smyrna, and visiting the island of Tenedos, the
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island where the Greek fleet harboured at the siege of Troy. After a personal
tragedy he set sail with his brother, Commodore George Anson in 1740.
Thomas travelled to Egypt while his brother went on a voyage which ended up
as a circumnavigation of the globe. On the way George Anson captured a
treasure ship. The prize money, which was shared proportionately between
the crew, made George an immensely wealthy man. As Admiral Lord Anson he
became the son in law of the Lord Chancellor, Lord Hardwicke.
Thomas Anson was a member of two clubs, the Divan Club and the Egyptian
Society, led by Sir Francis Dashwood, for people who had travelled in “the
Sultan’s dominions” and Egypt. He had visited these places several years earlier
than any of the other members.
In 1748 Thomas Anson began to turn the modest family estate at Shugborough
into a gentleman’s villa in a landscape of fanciful buildings. From about 1755
he became the supporter of the architect James “Athenian” Stuart, who had
visited Greece in the 1740s and published illustrations and designs of authentic
Greek architecture and design. Shugborough became a showcase for the Greek
Revival style.
Admiral Anson died childless in 1764 and Thomas Anson inherited his fortune.
Thomas was a very private person. There are hardly any records of his private
life or of the estate in his lifetime but over the years a picture has emerged of a
secretive or self-effacing patron of the arts. One product of his patronage of
the arts that was more ostentatious was the London house he commissioned
from James Stuart at 15 St James’s Square. This was the first house in London
to have authentically Greek, rather than Roman, features – but Stuart’s work
went far beyond the architecture. It included all the interior design and
furniture. The house was meant to show off Greek taste, and this was done
through elaborate “breakfast concerts.” This would be more like what we
would think of as lunchtime concerts, in which there would be music, food and
a chance to see the interiors and art collection.
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Kammell’s Six Duetts for Two Violins, dedicated to Thomas Anson

George Pitt (1721–1803) was MP for Shaftesbury from July 1742 until 1747, then
for Dorset until 1774, during which time he held the office of Groom of the
Bedchamber in 1760–1770 and Envoy-extraordinary to the Kingdom of Sardinia
at Turin in 1761–1768.
(Pitt, George (1721–1803), of Strathfieldsaye, Hants. The history of
Parliament: The House of Commons 1754–1790, ed. L. Namier and J.
Brooke (Boydell and Brewer, 1964))
In 1776 he was created Baron Rivers of Stratfield Saye, the family seat in
Hampshire that later became the home of the Duke of Wellington.
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George Pitt
Pitt was one of Kammell’s longest-serving supporters. He had been in Kent when
the composer was staying with the Manns. In 1778, when his career was
seriously affected by illness, Kammell had written to Count Waldstein, hoping
that Lord Rivers would travel with him to Carlsbad, where he could meet his old
employer. Pitt was certainly musical and a promoter of music. On 20 July 1761
Horace Walpole wrote to the Countess of Aylesbury:
The new Queen (Charlotte) is very musical… George Pitt, in imitation of
the Adonises in Tanzai’s retinue, has asked to be her Majesty’s grand
harper. Dieu sçait quette raclerie il y aura! All the guitars are untuned; and
if Miss Conway has a mind to be in fashion at her return, she must take
some David or other to teach her the new twing twang, twing twing
twang.
(Peter Cunningham, ed., The letters of Horace Walpole, Earl of Orford
vol.3 (Bickers & Son, 1877), p.417.)
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One of Kammell’s concert advertisements in 1769 announces that tickets could
be had at ‘George Pitt Esqr. Half-Moon Street, Piccadilly’. This street, which joins
the north side of Piccadilly, had been built in 1730. In 1770 the tickets for
another concert were available from ‘Mr Kammell’s in Carrington-street,
Mayfair’. This was a cul-de-sac just round the corner from Half Moon Street, now
the entrance to a multi-storey car-park. Later advertisements give Kammell’s
address as no.34 Half Moon Street, and Kammell is listed as the occupier in tax
books until the year after his death. It is unclear whether Kammell had bought
the house from Pitt or was leasing it. The tax rate suggests that the Kammell
family lived in part of the large terraced house, but this was a smart address.
No.34 was later the home of Mary Shelley.

In April 1769 Lady Shelburne described a lavish event which appears to have
been the launch, or house-warming, of 15 St James’s Square, the new house
built for Thomas Anson by James “Athenian” Stuart. (The year 1768 is incorrectly
given on the English Heritage website and elsewhere. The Family Papers of
James Harris and other contemporary references confirm the year to be 1769.)

Thursday Morning, April 13th. – We breakfasted at Mr Anson’s, who gave
a breakfast and concert to Mrs Montagu, to which she very obligingly
invited us. We called upon her and went together, and saw a very fine
house, built and ornamented by Mr Stuart. The company were Count
Bruhl, Lord Egremont, Mr and Mrs Harris and their daughter, Mrs Vesey,
Mrs Dunbar, Mrs Carter, Mrs Scott, a M de Vibre, M de Maltête a President
de Parlement, who came over expressly to see a Riot, but was deterred
from going to Brentford by the French Ambassador, and condemned to
pass this memorable morning in the calmer scene of Mr Anson’s house and
entertainment.
(Edmond Fitzmaurice, Lord, Life of William, Earl of Shelburne, Afterwards
First Marquess of Lansdowne, with Extracts from his Papers and
Correspondence, Vol. II 1766–1776 (London: Macmillan, 1876), pp187–
188, available on Google Books.)
The riot which M de Maltête expected to see would have been sparked by the
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Brentford by-election that day, when the radical John Wilkes was re-elected.
No.15 St James’s Square was the scene of a series of concerts until Anson’s
death. The evidence of both Kammell’s and Anson’s lives is fragmentary, but it
can be assumed from the clues we have that Kammell was the leader of the
music at Thomas Anson’s house during the five London seasons from 1769 to
1773.
Though the house was completed in 1766 it may not have been ready to show
off until 1769. Stuart was a notoriously slow worker, and a heavy drinker.
This event in April 1769 (two weeks after Easter, which had fallen early on 26th
March) was in honour of Mrs Montagu, the leader of the Bluestocking circle, of
which Benjamin Stillingfleet had been a rare male member. She was also an
important patron of James Stuart. She had commissioned him to decorate her
house at 23 Hill Street, which already had Chinoiserie rooms by Robert Adam,
in 1765. In 1767 she wrote that Stuart had painted “some of the sweetest
Zephirs and Zephirettes in my bedchamber that ever I beheld’.
Lady Shelburne, fortunately for us, lists some of the other guests. “Mrs Carter”
was Elizabeth Carter, given the courtesy title of “Mrs” though unmarried, by
this time the famous translator of Epictetus and a key figure, with Mrs
Montagu and Mrs Vesey, amongst the bluestockings and a very close friend of
the architect Thomas Wright who had begun the redevelopment of Anson’s
country estate in 1748.
Lady Shelburne also mentions the philosopher musician James Harris and his
family. Harris was MP for Salisbury. He was also the most important writer on
Greek philosophy at a time when it was unfashionable. The 18th century was
very materialistic and the thoughts of Plato were seen as airy-fairy by many. He
was also musician and his whole family were almost obsessive concert goers.
The Harris’s family archive is a rich source of information on the musical life of
the 18th century, including the music at St James Square. (See BURROWS &
DUNHILL) Throughout the 1770s Harris would employ Kammell as the leader of
the orchestra at his Salisbury Music Festival.

James Harris’s daughter Louisa wrote to her brother James Harris Jnr (originally
in French) on 13 April 1769, the day of the breakfast concert for Mrs Montagu:
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Today my father, mother and Gertrude are all at a concert at Mr Anson’s,
and this evening Gertrude is to go to Almack’s with lady Mar Hume, but as
for me, having neither a ticket for Almack’s nor an invitation to Mr Anson’s
concert I am spending my time pleasantly writing to you.
(Donald Burrows and Rosemary Dunhill, Music and theatre in Handel's
world. The family papers of James Harris 1732 - 1780. (OUP, 2002), p.544)
(Almacks’ was the venue for J C Bach’s concerts until 1775 when he moved to
the new Hanover Square Rooms.)
The unveiling of Thomas Anson’s new house was a significant event in the
history of the Greek Revival, the new interest in Greek art and ideas. It was also,
as the fragments of evidence suggest, connected with an important event in the
history of music – the first performance in England of Christoph Willibald Gluck’s
opera Orfeo ed Euridice. The first version of this revolutionary opera, which
attempted to revive the ideals of Greek drama, had appeared in Vienna in 1762.
On 18 April 1769 James Harris wrote to his son, James Harris Jnr: ‘Lord
Spencer’s and Mr Anson’s houses by Stuart, Lord Shelburne’s by Adams
are models of Grecian taste, not unworthy of the age of Pericles.
(Donald Burrows and Rosemary Dunhill, Music and theatre in Handel's
world. The family papers of James Harris 1732 - 1780. (OUP, 2002),
p.544)
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15 St. James’s Square
On 20 April Kammell, Bach, Abel and Fischer (the oboist) performed at
Almack’s.
(McVeigh, Calendar op. cit.)
On 21 April, James Harris’s wife Elizabeth wrote to their son James in Madrid
from their London house in St James’s Street:
The opera next winter is to be manag’d by Mr G. Pitt & Mr Hobart, & they
talk of having Guadagni & the Amicis, but I have liv’d long enough to know
that spring talk & winter performances are not always the same.
(Donald Burrows and Rosemary Dunhill, Music and theatre in Handel's
world. The family papers of James Harris 1732 - 1780. (OUP, 2002), p.545)
George Hobart (1731–1804), later the 3rd Earl of Buckingham, took on the
management of the opera for four years. The undertaking meant a very large
financial investment. This letter from Elizabeth Harris is the only evidence that
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the Mr Pitt who shared the management for the 1769–1770 season was George
Pitt, who seems to have worked invisibly behind the scenes.
On 12 April, the day before Thomas Anson’s concert, The Gazetteer and New
Daily Advertiser had announced:
[the] opera-house next year ... will be on the plan of the Royal Academy. A
committee of noblemen and gentlemen will have equal shares in the profits,
but the directors of the amusements will not be above three, and those of
known musical and theatrical abilities.
(The Gazetteer and New Daily Advertiser, 12 April 1769.)
The third of the three managers was the Irish actor and dramatist Thomas
Sheridan, father of Richard Brinsley Sheridan who would be responsible for plays
to be produced between the operas – though this part of the scheme did not
come to fruition.
The castrato Gaetano Guadagni had created the role of Orfeo in Gluck’s opera.
With Guadagni recreating the leading role this would be the highlight of Pitt’s
and Hobart’s 1769–1770 season. It is reasonable to suppose that the talk of the
new season, and George Pitt’s involvement which Mrs Harris wrote of in her
letter, would have taken place at Thomas Anson’s concert at 15 St James’s
Square.
George Pitt was in the public gaze (though as a “portrait of a gentleman”) in April
1769. Gainsborough’s portrait of Pitt was exhibited at the first exhibition of the
Royal Academy.

The instrumental form that most clearly demonstrates the new classical style is
the string quartet. In their analysis of public performances of string quartets in
London, Susan Wollenberg and Simon McVeigh report that ‘The date of the first
known performance of a string quartet on the London concert stage was 27 April
1769.’
(Susan Wollenberg and Simon McVeigh (eds), Concert life in eighteenthcentury Britain (Ashgate, 2004))
This was in fact a string quartet by Kammell, presumably one of the op.4 (AK4/1)
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set dedicated to George Pitt. The performance took place at Hickford’s Rooms,
Brewer Street.
(Simon McVeigh, Calendar of London concerts 1750–1800 (Goldsmiths,
University of London) http://research.gold.ac.uk/10342/)
This is a historically significant moment. Kammell was obviously very much in
the forefront, given that the next quartet performance listed is not until 1773, a
work by Pugnani, the Italian violinist and composer. Quartets by Haydn, the
greatest developer of the form, were not performed in public in London until
1778.

There is evidence that Kammell’s summer escape after the end of the London
season, for the next few years, was to Thomas Anson’s country home in
Staffordshire.
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Three years later, on 25 April 1772, Sir William Bagot of Blithfield Hall, a few
miles from Thomas Anson’s estate at Shugborough, sent a poem to Anson in
London, looking forward to his return to the country at the end of the London
season. This would be his last summer at Shugborough.
Bring Attic Stuart, Indian Orme,
Kammell unruffled by a storm
Shall tune his softest strain;
And my Louisa will rejoice
To notes like his to tune her voice
With health restored again.
(Staffordshire Record Office, Records of the Anson Family of
Shugborough, Earls of Lichfield. D615/P(S)2/5)

(A note on the manuscript says “probably” by William Bagot, but the poem is
mentioned in George Hardinge’s memoir of Dr Sneyd Davies. Thomas Anson
himself showed the poem to Hardinge and told him it was by Bagot.)

‘Attic Stuart’ was James Stuart the architect, and ‘Indian Orme’ was Robert
Orme, historian of the East India Company. Bagot’s poem implies that Kammell
was a familiar friend in the country. There was certainly music at Shugborough
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in 1769.
Irish MP Sir John Parnell, visiting Shugborough in May or June 1769, wrote in his
journal:
I must hasten to describe a Place I never heard of before last night and
yet in my opinion Deserves to be accounted one of the finest
improvements in England. I mean Mr Ansons…a convenient moderate
siz’d Brick mansion to which…he added two wings and raised the center
a story and Plaisterd or stuccoed the whole to give it the air of a uniform
stone Building.
The house has some Rooms vastly neatly fitted up tho not Large the
Library side of the House very Elegant, the cornices are particularly neat
a la grec and the ceiling finished in a very pretty taste.
Parnell was struck by the music in the house:
There has been this day, Thursday, a most agreeable meeting of the
neighbouring gentry, Snead (Sneyd, of Bishton Hall) Clifford (of Tixall
Hall), Piggot (possibly Bagot of Blithfield Hall) etc who all play or sing and
dance together here afterwards and have music again on the evening…
The visitor was not familiar with these friends of Thomas Anson, the various
local gentry families. “Snead” was actually “Sneyd” (John Sneyd of Bishton Hall
and his wife) and what he heard as “Piggot” was probably Sir William Bagot. All
these people played, sang and danced. But was Kammell with them, leading
the music?
The only clue to what contribution Thomas Anson might have made to the
music is the only piece of music listed in the catalogue of the 1842 sale when
the contents of Shugborough were sold to pay the first earl of Lichfield’s
gambling debts. This is “Handel’s opera for a single flute, his own original
edition, 2 vols.” If this was indeed an edition from Handel’s lifetime it is quite
possible that it was Thomas Anson’s. The flute was an instrument suited to a
gentleman. Some of Kammell’s works (two of the quartets op. 7 AK4/2 and
three of the Divertimenti op. 12 AK4/3) are intended for flute or oboe – fairly
simple parts which might suit an amateur gentleman.
By 1769 the landscape of Shugborough, with its lakes, cascades, Chinese and
Greek buildings was almost complete. The series of views painted by Nicholas
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Dall, still in the house, must have been painted that summer and show Thomas
Anson’s world as it would have been seen by Parnell, and, possibly, Kammell.

Due to the gambling debts of the first Earl of Lichfield, Thomas Anson’s greatgreat nephew, the contents of Shugborough were sold in 1842. The sale
catalogue lists both a ‘tenor’ (viola) and a violoncello (cello) as being in a store
which, particularly with the presence of a viola, suggests that at an earlier date
Shugborough possessed the instruments required for a string quartet.
George Pitt was in Dorset that summer. On 21 July 1769 Elizabeth Harris wrote
to her son that the family had been to the races at ‘Blanford’ (Blandford Forum):
‘Mr Pitt, Mr Wynn & your father were part of the performers to show their
regard for Pugnani’.
(Donald Burrows and Rosemary Dunhill, Music and theatre in Handel's
world. The family papers of James Harris 1732 - 1780. (OUP, 2002),
pp.553-4)

Mr Wynn may have been the musical enthusiast Sir Watkins Williams Wynn, of
Wynnstay, near Ruabon, in what was then Denbighshire, Wales. In the 1770s he
built a new house in St James’s Square, imitating Thomas Anson’s and designed
by Robert Adam. Gaetano Pugnani led the orchestra at Blandford in 1769 and
later that year was in Salisbury to lead the orchestra for James Harris’s music
festival. In the 1770s, after Thomas Anson’s death, Kammell also performed at
Blandford races.

As George Pitt can be identified as one of the managers of the opera in the 1769–
1770 season there is a strong possibility that Kammell performed in, or led, the
opera orchestra. His colleague Johann Christian Bach was the musical director.
The new season had opened in November with the comedy Le contadine bizarre
by Niccolò Piccinni, starring the season’s guest artist, Guadagni. The
performance on 28 November was the occasion of a disturbance: the comanager George Hobart was angered when his mistress, the soprano Zamparini,
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rival to Guadagni’s sister who was also in the production, was hissed. The season
was increasingly disrupted by factions supporting one singer or another. This
might account for the brevity of George Pitt’s time as manager.
Kammell and his pregnant wife spent Christmas and New Year 1769 at George
Pitt’s country house, Stratfield Saye. He might well have been one of a group of
musicians who provided music at George Pitt’s home that Christmas. Pitt
employed a minor composer, Theodore Smith (originally Schmidt), as music
teacher for his daughters.
Kammell’s first daughter, Lucy, was born at Stratfield Saye on 11 December. It
may seem surprising that his wife Ann, about to give birth, should make the
journey in the middle of winter from London to Hampshire on eighteenthcentury roads. Sadly Lucy, named after Kammell’s first supporter in England Lady
Lucy Mann, did not live long. She was buried at St Marylebone, Westminster on
11 November 1770.
(The name is given as ‘Lucy Cammell a Chd.’ London Metropolitan
Archives; London, England; Reference Number: P89/MRY1/005.
Ancestry.com.)
Only three days after Lucy’s birth her father was in Bath. This was about 70
miles from Stratfield Saye via the shortest route. It might be possible to do it in
a day but an overnight stop could be taken at Marlborough.
This concert again shows Kammell performing with first class musicians. As in
November 1768 he was presenting himself as a composer of some substance.
The concert was a joint benefit for Kammell and Fischer.
AT Mr. GYDE’s Great Room, this present Thursday Dec. 14, will be a
CONCERT of Vocal and Instrumental MUSIC, for Messrs FISHER and
KAMMELL, (being Mr. Fisher’s last Performance.)
The Vocal Part, by Miss Linley. First Violin and Solo, Mr Kammell; Solo
Violoncello, Mr. Crosdill; principal Second Violin, by Mr. Lates from
Oxford.
Act I. Overture, Kammell. Trio, for two violins and Violoncello, obligated,
Kammell. Fisher’s Old Concerto by Desire. Song, Miss Linley, Bach. Solo,
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Violin, Kammell. Quartetto, two Violins, Tenor and Bass, obligated,
Kammell. A New Concerto, Fisher.
Act II. Overture, Kammell. Solo, Violoncello, Crosdill. Song, Handell.
Sextetto, two Hautboys and Bassoons, two Violins and Bass, obligated,
Fisher. Song, Bach. New Favourite Concerto, Fisher.
After the CONCERT will be a BALL.”
(Bath Chronicle and Weekly Gazette - Thursday 14 December 1769.
British Newspaper Archive.)

As in 1768 there are two overtures, or symphonies, a trio, a solo and one of the
new String Quartets that would be published as op. 4, dedicated to George
Pitt, in the following year.
If “the Hon. Mr. Pitt” who is listed as an arrival in Bath in the Bath Chronicle
and Weekly Gazette for 16th November 1769 is George Pitt it is possible that he
and his musical friends had been in Bath four weeks before the concert leaving
Mrs Kammell at Stratfield Saye.
“Fisher” was Johann Christian Fischer, the oboist and composer, later the sonin-law of the artist Thomas Gainsborough.
“Miss Linley” was the vocal star of Bath, the daughter of Thomas Linley Snr the
leader of music at the spa. Elizabeth Linley was a famous beauty. She was only
15 when at the time of this concert. She ended her musical career when she
married the MP and playwright Richard Brinsley Sheridan.
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The Linley sisters (Elizabeth on left) by Gainsborough.
Her brother, Thomas Linley Jnr, was a prodigy and a very fine composer. In
1769-70 he was in Italy where he became a friend of the 14-year-old Mozart.
He tragically died in a boating accident in 1775 at the age of 22.
Kammell returned to Stratfield Saye after the Bath concert. His daughter, Lucy,
was baptised at nearby Hartley Wespall on 31 December.
Gainsborough was certainly at Stratfield Saye in 1770. He wrote to William
Jackson on 9th June 1770 saying that he had been at Stratfield Saye for three
months. This was when he was there painting portraits of Pitt’s daughter and
son-in-law, Lord and Lady Ligonier. This implies that he had arrived at Pitt’s
country house early in March.
(Marcus Whiffen, A Gainsborough Letter, The Burlington Magazine for
Connoisseurs, Vol. 80. No. 467, Reynolds Number (Feb. 1942) pp. 46+489. Accessed online https://www.jstor.org/stable/868359)
It is possible that Kammell was still there when Gainsborough arrived. It seems
very unlikely that the Kammell’s would have been able to hurry back to London
in winter immediately after the birth of Lucy.
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Kammell was back in London on 22nd March 1770 when he performed with
harpist Evan Evans at Hickford’s rooms on 22 March 1770. Perhaps Evans was
the harpist in Orfeo a fortnight later.
This was the most important production of the second part of the season and
the star vehicle for Guadagni. The first performance of this production of Gluck’s
Orfeo, was on 7 April 1770. James Harris wrote in his diary:
… went in the evening to the opera of Orfeo the King & queen there –
house remarkably crowded – opera very pleasing – So far French, as to
admit into it dancing & chorus – the rest pure Italian – Grassi shone &
Guadagni – twas over by nine. The scenery of Hell magnificent – so also
that of the Temple of Love – I have never seen there such a spectacle. The
dancing excellent.
(Donald Burrows and Rosemary Dunhill op. cit. p.587.)
This version of the opera has been described as a ‘pasticcio’, which usually
means an opera pasted together from music from several sources, but this
production of Orfeo was clearly not intended as such but was an attempt to
bring Gluck’s revolutionary work to the London audience.
Orfeo ed Euridice in its original form is short, with no unnecessary digressions or
complications of plot. An evening of opera was expected to last for three hours.
In 1770 extra characters were added, including a sister for Euridice. Most of the
new music was by Johann Christian Bach. His contributions are extremely
attractive. The husband of the leading female singer Guglielmi also contributed,
and Guadagni wrote an alternative setting of Orfeo’s aria ‘Men tiranne’. The
libretto, printed for this performance, marks the additions in inverted commas.
A published selection of The Favourite Songs in the Opera Orfeo includes the
only parts of the additional music to survive.
(The Favourite Songs in the Opera Orfeo. Printed and sold by R. Bremner,
opposite Somerset House in the Strand, about 1770. M1505.O744 1770
(A), Houghton Library, Harvard University, Cambridge, Mass.
https://iiif.lib.harvard.edu/manifests/view/drs:15524098$1i))
The performance was still shorter than the usual three hours. James Harris
wrote that it was ‘over by nine’ rather than the more usual ten o’clock.
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The publicity for this performance on 7 April 1770 described the work:
Orfeo Ed Euridice, Orpheus and Eurydice; An Opera, in the Grecian Taste.
as Perform'd at the King's-Theatre in the Hay-Market. the Music by Signor
Gluch, Signor Bach Has Condescended to Add His Own New Composition
(Ranieri de Calzabigi, Orfeo Ed Euridice; Orpheus and Eurydice; An Opera
in the Grecian Taste. as Performed at the King's-Theatre in the HayMarket, the Music by Signor Gluch, and Several Eminent Composers.
Creative Media Partners, LLC, 2018.)
‘In the Grecian taste’ is exactly the phrase used by James Harris to describe the
style of 15 St James’s Square and neatly links this important musical event in
which George Pitt, and I believe Anthony Kammell, had a part, to the April 1769
concert at Thomas Anson’s new house, which was in its architecture and
decoration the first expression in London of the Greek ideals of simplicity and
unity which Gluck’s opera echoed in music.
The production of Orfeo ed Euridice was a success and ran for twelve
performances. In 1774 Gluck himself wrote an extended version for the opera’s
Paris production. Charles Burney comments that the additions ‘though excellent
in another way … destroyed the unity of style and characteristic simplicity’.
(Charles Burney, The present state of music in Germany, the Netherlands and
the United Provinces (First published 1773; Cambridge: Cambridge University
Press, 2014)).
The published selection of the Harris papers (1000 pages of it) mentions at
least five different concerts at Thomas Anson’s house over the following five
years.
There is no documentary evidence but, given the involvement of George Pitt
with the opera and Kammell’s relationship Pitt during this period, and his
continuing relationship with Bach and Abel, it seems a reasonable assumption
that Kammell played in this production. He is next heard of in a concert at
Almack’s with Bach and Abel on 17 May 1770.
(Another possible suggestion of a connection between Kammell and Orfeo is
his concert at the Hanover Square Rooms on 9 May 1777 which began with the
Overture and Chaconne from Gluck’s opera.)
73

The Harris family archives show that they attended at least five concerts at
Thomas Anson’s house in St James’s Square between 1769 and Anson’s death
in March 1773. Only one letter gives details of the performers.
On the 27th March 1772 James Harris’s wife Elizabeth Harris wrote to her son,
James Harris Jnr:
Yesterday morning we were all at that most elegant house of Mr Anson’s
to a breakfast and concert after, ever thing suited the elegance of the
house. When breakfast was ended the room were open for people to
walk about and admire – after that the concert, for which he had
collected the best hands in town – Madame Sirman, Grasi, Fischer,
Crosdale, Ponto, Kamell etc. Got home in time enough to snap a short
dinner before the opera.
This is an indication of the kind of musicians who would be heard in this new
and fashionable house – as Elizabeth Harris wrote on 5th March 1773:
…Everything bespeaks good taste; the house is charming and exquisitely
appointed, the music is by the best hands in England: in fact it was a
total delight.”
These certainly were “the best hands in England” – though J C Bach is never
mentioned as being at a concert at Thomas Anson’s. Madame Sirmen was the
student of Tartini with whom Kammell performed in a double concerto in
1771. In this case she may have been appearing as a soprano as part of a
second, operatic, career. Madame Grassi was the wife of Johann Christian
Bach. Johann Christian Fischer was the leading oboist, and son-in-law of the
artist Gainsborough. “Crosdale” may have been Richard Crosdill (1698-1790), a
cellist, rather than his son John, was only 18 in 1769. Ponto was the Bohemian
horn player who had had to escape from his master’s soldiers who had
pursued him with orders to punch his teeth out. Then she mentions, Kammell,
listed as one of the “best hands in town” and, tantalisingly, she ends with
“etc.”

Kammell’s Op. 7 (AK4/2) is a second set of String Quartets, dedicated to
Countess Spencer. Margaret Georgiana, Countess Spencer (1737-1814) was the
mother of Georgiana, Duchess of Devonshire. Her London house, as James
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Harris had written, was, with Thomas Anson’s house, a model of Grecian Taste
with interiors by Stuart, created at the same time as 15 St James’s Square. It
seems likely that Kammell’s connection with the Countess, and also her future
son-in-law, the Duke of Bedford (dedicatee of the symphonies op. 10 AK5/2)
came through his relationship with Thomas Anson, and also Stuart by way of
Anson.
Countess Spencer was a Viola da Gamba player and her collection at her
country house, Althorp, included works by Kammell. These trios and notturni
are the works which Sam Stadlen has shown are suited to violin, gamba and
bass and may have been played by Kammell, Abel and Bach on the piano.
(Sam Stadlen and Michael Jarvis, CD notes for Marquis Classics CD 495.
http://www.marquisclassics.com/artists/495-Giordani-notes.pdf )
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1770-1775
THE KING OF PERFORMERS!

From 1770 Kammell was established as one of the leading musicians in
England, working with the best of colleagues – people like J C Bach, Abel,
Fischer and Punto.
For the next years he can be found in London during the season, in the
individually advertised benefit concerts, in Thomas Anson’s private concerts,
and, possibly, as a member of J C Bach’s orchestra.
He also performed in the provinces. Concert advertisements can be found for
appearances in Northampton and Stamford, and in west country, at Blandford
Forum and Winchester. He also became a regular feature of the St Cecilia
Music Festival in Salisbury, held in September or October, which was organised
by James Harris, whose family archives are the principal source of information
on Thomas Anson’s concerts in St James’s Square.
James Harris (1709-1780) was MP for Salisbury, a musician, and a philosopher.
He had been a close friend of Handel until his death in 1759, and he had
suggested the idea of his choral work based on Milton’s L’Allegro ed Il
Penseroso, which allowed a colourful exploration of contrasting moods of
melancholy and delight. He was not responsible for the idea of ending it with
“Il Moderato” a rather tame celebration of moderation in all things.
The Harris family papers, which include his own letters and diaries, and the
letters of his wife, daughter and son, are an immeasurably important window
into musical life in the 18th century. The published selection, as Music and
Theatre in Handel’s World, edited by Donald Burrows and Rosemary Dunhill, is
an endlessly fascinating and useful reference source.

As a philosopher Harris was a Platonist, a rare thing in mid-18th century
England and his importance has very rarely been recognised. At a time when
most people had a very materialistic view of the world, and even the Church of
England had little time for anything which could be called spiritual, Harris
promoted a Greek philosophy in which in which material things had no reality
and only truth and beauty were real.
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His Three Treatises, Dialogues on Art, Music Painting and Poetry, and
Happiness, published in 1744, could be seen as the text-book to the Greek
Revival. It would be the ideal book to read while strolling around a classical
garden, pausing for refreshment at a Doric Temple.

His book Hermes, which is, on the surface, a discussion of the fundamental
principles of grammar, has a climactic moment in which the footnotes, which
are made up of quotations from Greek philosophers, many of them translated,
take up almost all the page leaving only one line of the actual text above them.
This is a dramatic declaration of the Platonic philosophy that only Truth and
Beauty, the divine archetypes, are real.
The WHOLE VISIBLE WORLD exhibits nothing more, than so
many passing Pictures of the immutable Archetypes.
(James Harris, Hermes, 1751)
Harris’s “Three Treatises” argue for the very high importance of art, in the
broadest sense and that happiness comes only from the pursuit (not
necessarily achieved) of a good life.
Harris’s inspiration and hero was his uncle, his mother’s brother, Anthony
Ashley Cooper, 3rd Earl of Shaftesbury (1670-1712). Shaftesbury was a very
influential philosopher, particularly in Germany. His interest was moral
philosophy and he argued that human behaviour should derive from Beauty
and in all life Beauty should be reflected in Harmony.

Shaftesbury believed that the ideals of Truth and Beauty must come before
anything else and that religious ideas should be criticised if they did not live up
to them – or, as he argued, they should be subjects of ridicule. James Harris
agreed with this view, and he was certainly not a gloomy or humourless
philosopher. He wrote comic poetry, including a Meditation upon Cheese.

This was the philosophical world of Harris’s home on the cathedral green at
Salisbury. It is worth remembering that Kammell had studied philosophy
himself, according to Michaela Freemanova. The rehearsals for the music
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festival took place in Harris’s house and the leading performers stayed there
with the family.

James Harris

The first mention of Kammell in the published Harris papers is as a performer
at Sir Robert Throckmorton’s private concert on 10th April 1770 but it is
reasonable to assume that Kammell would already have been familiar to James
and Elizabeth Harris. They had been at Thomas Anson’s concert for Mrs
Montagu the previous year at which Kammell was, surely, performing, and
Harris was regularly in the audience of the Bach-Abel concerts.
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Kammell made his first appearance as leader of the orchestra at the Salisbury
music festival in 1771, the first of five appearances there, the other years being
1772, 1774, 1775 and 1776. (In 1777, 1778 1782 he was at the nearby
Winchester Music Festival.)

The Salisbury music festival was a grand affair, with star performers from
London and usually two large choral concerts, in which Handel was always
featured, and a miscellaneous concert in which all the visiting singers and
virtuosi had an opportunity to display their talents. Salisbury, on horseback, or
by carriage, was a two-day journey from London.
The 1771 festival took place later than usual, 23rd-25th October. Burrows and
Dunhill suggest that Kammell may have been brought in because the previous
leader was not available. The organisers found they could get no Italian singers
that year.
The principal performances were of Handel’s Joshua in the Assembly Rooms
and Messiah in the Cathedral.
In 1772 Kammell lead the orchestra again at the Salisbury festival, in Handel’s
Ode for St Cecilia’s Day and Messiah. (See BURROWS & DUNHILL p. 684)
A few weeks after the 1772 Salisbury festival he wrote to Count Waldstein in a
very positive mood:

23rd October 1772
…Your excellency knows well my good and open mind which made the
whole of England into my friends and the English call me the King of
Performers! …whether my violin or my composing contributed a lot to it,
but also the interpretation and good mind did quite a lot for it…
(FREEMANOVA 1)

Kammell did not play in Salisbury in 1774 but in July he appeared at Blandford
Forum on the day of the Blandford races. This was the second of three known
visits to the town, which is 24 miles south west of Salisbury.
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His patron George Pitt’s son, George Pitt junior, was Steward of the races. The
concert shows the influence of the father as it involved all the musicians who
regularly played with Kammell, and, in 1774 the event was a benefit concert
for Kammell himself.
The musicians included Madame Grassi (wife of J. C Bach), Bach himself, Punto
the Bohemian horn player, Fischer the oboist and Crosdill on the cello. This an
extraordinary assembly of stars to travel so far from the city and shows Pitt’s
enthusiasm for fine music.
Elizabeth’s Harris’s letter to her son on 14th July says that “Bach and part of his
suite” had gone to Blandford, which shows that they had stayed in Salisbury
the night before. When Harris’s daughter Gertrude arrived in Salisbury a week
later she was upset to miss Bach and Grassi “who were to pass through the
town that day; but they could not stop.” The musicians had spent a week in
Blandford. It would be possible, at a rush, to get home from Blandford to
London in 48 hours.

On 16th July 1775 Kammell had written to Count Waldstein in a more
despondent frame of mind, saying that he could not send money, he had had
another long illness and that his American land was unsellable. Two days after
this letter his son George Anthony was born, on 18th July 1775.
A week later Kammell was back at Blandford for a concert on 26th July.
He was back in that part of the world in September for the 1775 Salisbury
festival. Had he ever returned to London to see how his wife and new son
were, or had he remained in the west with George Pitt?
The key works that year were Handel’s Jeptha and Messiah.
The principal vocal performers will be the much celebrated Miss Davies,
who met with so just and universal applause here last year, Mr. Norris,
Mr Parry, Mr Corse, Mr. Goss &c. &c.
The principal instrumental performers, Mr. Fischer, Mr, Kammel. Mr.
Cervetto, together with Mr. Tewksbury, Mr, Lates, and many other
capital hands from divers parts of the kingdom.
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Mr. Cervetto was the cellist James Cervetto, with whom Kammell is recorded
to have performed on several occasions. Cervetto was music teacher to the
Bridgeman family at Weston Park in Staffordshire, only about 17 miles from
Thomas Anson’s estate at Shugborough.
With performances in London and the provincial festivals with the most
excellent of fellow musicians, and the friendship and support of Thomas Anson
(until his death), George Pitt and James Harris Kammell could fairly think of
himself as “the King of performers” – but at the same time as his career was
thriving there were serious causes of anxiety in the background – his financial
situation and, more alarmingly, his health.
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1773 - 1775
YOUNGS AND OTTLEYS

In the winter of 1772 Thomas Anson told his friends in Staffordshire that he
was going to London to die. He did not want to die at his Arcadian home at
Shugborough. He was in his late seventies. His year of birth is unknown. He had
made his will in 1771, in which he had specified annuities to Mr Kammell, Mr
Stuart, Mr Kent, and Mr Stillingfleet (who died later that year), “Indian” Orme
was to be left £500 and Sir William Bagot would have his collection of
medallions. Anson was unmarried. He had purchased a neighbouring house for
his sisters, and the bulk of the estate would go to his nephew, who would
change his name to Anson and become the ancestor of the Earls of Lichfield.
Anson was suffering from stomach problems, perhaps bowel cancer. In spite of
his condition and his awareness that he could not live much longer he
managed to arrange a further series of concerts at St James Square.
Elizabeth Harris wrote to her son on 23rd March 1773:
…Friday at a breakfast and concert at Mr Anson’s at which all the fine
world were assembled and all elegant to a degree…
(BURROWS & DUNHILL)
Thomas Anson died a week later, on 30th March 1773. His body was taken
back to Staffordshire for burial at St Michael’s Church, Colwich, in a vault with
no visible memorial, as he had requested. His concerts may have been opulent
but his patronage of the arts, and perhaps his private life, had always been
invisible.
His friend Thomas Pennant wrote:
My much-respected friend the late Thomas Anson, Esquire, preferred the
still paths of private life, and was the best qualified for its enjoyment of
any man I ever knew; for with the most humane and the most sedate
disposition, he possessed a mind most uncommonly cultivated. He was
the example of true taste in this country; and at the time that he made
his own place a paradise, made every neighbor partaker of its elegancies.
He was happy in his life, and happy in his end. I saw him about thirty
hours before his death, listening calmly to the melody of the harp,
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preparing for the momentary transit from an earthly concert to an union
with the angelic harmonies.
The story of the harp is true:
There is a list of bills to be paid at Anson’s death in the Staffordshire Record
Office which includes:
For hire of harp £1 13s 6d
Had the harp been played by Evan Evans, with whom Kammell had performed,
at least, in 1769, 1770 and 1771, or could the harpist have been Edward Jones,
who performed with Kammell in 1775? Jones had connections with the Anson
family in later years. There is a watercolour by him at the Anson country
house, Shugborough, displayed amongst pictures by Thomas Pennant’s
assistant, Moses Griffith. Perhaps Jones had been a protegee of Jones in 1773.
Jones arranged a Notturno for harp from movements from Kammell’s Notturni
Op. 6 (AK3/4), which he published in A Musical Miscellany in 1810.
On 3rd June Kammell wrote to Count Waldstein:
My dear old good friend Mr. Anson the brother of the Admiral Anson,
who defeated so much the Spaniards, died two months ago. I do not like
to loose good friends, his death contributed a lot towards my illness, in
his testament he left me 50 gineas yearly for the time of my life, my
friend George Pitt, when he saw me so distressed after Anson’s death, he
also gave me by the law 50 gineas yearly, now I have 100 gineas yearly
which I can spend as I wish…
(FREEMANOVA 1)
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When Thomas Anson died Robert Orme commissioned a bust of his friend from
Nollekens. This would have been made from a death mask. At Orme’s death the
bust was given to the Anson family. This unidentified bust at Shugborough is
almost certainly it, the only definite portrait of Thomas Anson.
Thomas Anson’s death meant the end of the concerts at 15 St James’s Square,
but their place was soon taken by a new series of private concerts organised by
Lady Mayne (Frances Mayne, wife of Sir William Mayne, later 1st Baron
Newhaven). She had been Thomas Anson’s next-door neighbour, living at 14 St
James Square, now the site of The London Library. The concerts were held in a
variety of different houses.
James Harris’s papers show that he paid Kammell for what seems to be his
own series of subscription concerts in 1774 and 1775. Were these actually Lady
Mayne’s concerts?

Though in the previous autumn Kammell had boasted that he was known as
“the King of Performers” health and financial worries were increasing. There is
no reason to doubt that Anson’s loss was the loss of a good friend, and
upsetting simply as that, but the money would have been welcome. The 50
guineas a year would be worth over 150 times that today, perhaps £8000,
doubled to £16,000 by George Pitt’s contribution, but Kammell was living in
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luxury in Half Moon Street, which leads into Piccadilly and was a very short
walk away from St James Square.
In October 1772 he had hoped Count Waldstein would visit him and that his
home would be fit to welcome him.
The whole of my house is to your service, which your Excellency certainly
will find suitable, just the furniture cost me over 1000 gineas and I pay
over 700 (guldens) tax yearly...
(FREEMANOVA 1)
The 1000 guineas for furniture (over £150,000 today) sounds like an
exaggeration. His land tax on the house at Half Moon St was £1 7s. about £180
today.

Land Tax Register for Half Moon Street, 1774
George Pitt’s had lived at Half Moon Street until 1770 and now lived in
Hertford St. Pitt had been paying twice as much tax at Half Moon St as
Kammell, £3 3s in comparison with £1 7s. Kammell was probably living in half
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of what had been Pitt’s house. Kammell’s family would continue to live at Half
Moon St until shortly after his death.
Kammell had clearly been earning a good income, and it would be necessary to
invest money in the hope of producing income. Earnings from his performing
were always going to be unpredictable, and there was always the danger of ill
health upsetting his career and reducing his income or stopping it entirely. He
had a recurrent physical problem, rheumatic illness, which seriously affected
the quality of his playing. He had written of depression in 1766 and this may
also have been a threat. His family was growing throughout the 1770s and
their future would have been a cause of anxiety.
There had a been a financial crisis in 1772 which had affected his savings but
from about this time he began to make what seem in retrospect to have been
unwise investments in American property. In 1773 he and his friends might not
have been able to foresee the effect of the War of Independence that would
begin in April 1775.

Kammell’s letters suggest that these investments in America had been
encouraged by Sir William Young. Kammell’s close connection with the Young
family and the family of Young’s son-in-law Richard Ottley in the early 1770s is
shown by no less than four dedications of musical publications.

Sir William Young (1724/5 – 1788) was born in Antigua but lived in Kent in his
early years. In 1763 France ceded its West Indian colonies to Britain and Young
was sent to organise the sale of land in the newly acquired islands. He himself
became one of the major property owners in Antigua, St Vincent, and Tobago,
which included the ownership of the many slaves on which the sugar industry
depended. Young lived in the West Indies between 1764 and 1773. From 1768
he was Governor of Dominica. He returned to England twice during these
years. During his 1767 visit Zoffany painted the entire family. This picture
shows Young, his wife, sons and daughters in 17th century “Van Dyke” fancy
dress, Sir William is shown playing the cello and his daughter, Elizabeth, is
holding a music book.
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The family of Sir William Young, by Zoffany c1767. The family are shown in 17th
century “Van Dyke” style fancy address. Lady Young was the dedicatee of Op. 6,
her daughter Sarah Elizabeth (in red) became the second wife of Richard Ottley,
Sir William was the dedicatee of the much later Op. 19.
While he was temporarily back in England in 1770 Young was able to put on a
series of private concerts. James Harris’s diaries show that he was at no less
than seven, held on Sunday afternoons. Carl Abel’s Symphonies Op. 10 are
dedicated to Sir William and must date from this year and were presumably
written for the private concerts. It can reasonably be assumed that Bach, Abel
and Kammell all played in this series as they certainly appeared together at a
great Young family event in the summer of 1770, the wedding of Young’s
daughter and Richard Ottley.
Kammell’s Op. 6 (AK4/3) is a set of Six Notturni dedicated to Lady Young,
known as Lady Young of Delaford after her own family estate where the
wedding celebrations took place. These must date from about 1770. The
nocturnes may have been composed for Sir William Young’s private concert
series, assuming Kammell performed in those, but the style of the pieces
makes them seem ideal for the wedding celebration, as “table music”, music to
accompany the various elaborate meals enjoyed on the day.
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Sir William Young’s eldest daughter, Sarah Elizabeth, was the second wife of
Richard Ottley. An unusually detailed description of their wedding survives in a
letter from one of the guests, a Miss Ford, to her friend Miss Egan, written on
July 9th 1770. This lavish event at Iver, Buckinghamshire, featured a variety of
musical performances, the stars of which were Bach, Abel and Kammell. The
entertainments were shared between the small “Cot” of the Ford family, and
the Young’s country house at Iver, Delaford Place.
The ceremony was performed with as much privacy as possible…The
whole company, near forty in number were all adorned with favors, their
liveried servants were composed of silver, which I believe is a very
uncommon piece of elegance. Sir William’s generosity is much to be
admired, he gave fifty pounds to be distributed amongst the Poor of the
Parish, besides forgiving the rent of distressed tenants & relieving the
necessities of many private families…
Sir William prepared a fine Band of Musicians in the house to entertain
the Bridal Pair till the time arrived to receive the compliments of their
friends & neighbours upon their nuptials, & as we found they all intended
to give entertainments on the occasion, my mother judged it proper ours
should be the first, as our efforts to amuse could be but insignificant
compared with the great festivals of our neighbours – in short a
Breakfast in the garden was the only thing we could give, & as the
morning seemed fine our friends seemed much pleased with the novelty
of the Entertainment. It was impossible to receive forty people in our
little Cot therefore a Tent was prepared in the middle of our long shady
walk, which with a continued awning was so fixed in the trees as to be
scarcely visible to the naked eye. It was decked with flowers disposed in
festoons & other forms & under which was a long table ornamented with
large china Baskets of natural flowers, jellies, Cakes & different
refreshments for Breakfast.
When the wedding party arrived “the French horns & other instruments,
that were concealed in our little wood, struck up and the surprise seemed
to please. After Breakfast we danced Country dances & Cotillons on
different parts of the Green Turf.
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Sir William Young
next gave a truly Princely Banquet. The courses of three times nine
dishes, which made the number fifty four, afterwards a complete set
dessert, consisting of the finest fruits, wines, and sweetmeats. A fine
band of music Entertained us till the Dessert was served, when they were
relieved by a famous set of catch singers. I never heard this kind of
singing in such perfection. Their voices harmonised in a most enchanting
manner. After this delicious entertainment the company divided into
Parties of Billiards & Walking etc. We again assembled to gratify our Ears
with the fine performers Bach, Abel, Kammel, Pas?? Etc & after the
Concert & refreshing ourselves with Coffee Tea etc the Tabors and fiddles
invited us to Country dances. We tripped it with great spirit till we were
led to a very splendid repast. The band played as at dinner. When the
sweet wines were offered the Catch singers again entertained us &
between each everyone who had a title to a voice at the Table, sang a
little solo Canzonette & the variety was not disagreeable. Thus finished a
most sumptuous Entertainment which was conducted with the utmost
ease & politeness.
(Thanks to Sir William Young for permission to quote this letter from his
family archive.)
Could Kammell’s set of Notturnos have been performed on this occasion? They
have the look of pieces designed for small orchestra as much as solo
instruments and would be very suitable to accompany a dinner.
As part of his marriage settlement with Sir William Young’s daughter in Ottley
purchased a large amount of land in Tobago.

Later the Ottley family, including his daughter with her piano, travelled to the
West Indies but at this time Ottley had a house in Argyll St and a country
house, Dunston Park, Thatcham, which was only 15 miles west of George Pitt’s
house at Stratfield Saye. The house at Dunston Park no longer exists and the
estate is now an outskirt of Newbury.
The extraordinary musical life of the Ottleys at Dunston Park is vividly
described in the unpublished diary of Richard Ottley’s daughter from his first
marriage, Elizabeth. (I am very grateful for Nevilla Ottley for this information.)
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Miss Ottley, who was only 14 at the time, gives some quite startling details of
Christmas at Dunston Park in 1771. There is no doubt that this was, indeed, at
Dunston as she mentions someone arriving from the neighbouring village of
Midgham.
Though Kammell is not mentioned in Miss Ottley’s description of the Christmas
revels there is very good evidence that he had spent time at Dunston Park. He
published Six Dancing Minuets (AK3/6) composed for “a Select Assembly at
Newberry.” Newbury was the neighbouring town of Dunston Park, only two
miles away. The Winter Assemblies were held in the Mansion House at
Newbury on Moonlight nights from September. There was an Assembly
advertised “to the nobility and gentry” in the Reading Mercury 9th December
1771 to be held on 20th December, so there is a possibility that Kammell was at
Dunston Park that year, perhaps sharing time, with, possibly, the other
musician, between the Ottleys’ house and George Pitt’s Stratfield Saye.

On Christmas Eve, she wrote:
While we were at Dinner, Bach, Abel, Cramer & Grassi made their
Appearance & informed us that poor Savoie was ill & could not come
which I was sorry for. Mr Poyntz arrived in the Evening & we had a little
touch at Blind Mans Buff & of another Game that Mr Borghi shewed
us. After Supper played at Buzz, when I was so Blacked that I do not
imagine I shall ever be able to get quite rid of it – Mercy upon me – I
forgot to mention that we had a most delightful Concert, & I think
Cramer a charming player, & likewise that he is very agreeable.
On Christmas Day:
That Amiable, Delightful Mrs Poyntz came & dined with us – sweet
Creature – had another charming Concert after Tea, & another Game at
Blind Mans Buff; & Puss in the Corner; our Party consisting of Cramer,
Borghi, Grassi, Drewry, George, & Myself; After Supper had a Game at
Romps the Bear – sweet Mrs Poyntz left us at half past Eleven. Forgot to
mention that General Smith & his Wife & Son went this Morning with the
other Gentleman whose name I have totally forgot – a Sign that he made
no great impression upon me.
On December 26th:
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Just as I had left the Gentlemen after dinner, & I was sitting in the Saloon
with my Sisters & William, who should come into the Room but Monsieur
Cramer; who told me that Monsieur Janson had desired him to give his
Compliments to me. Bach & Abel were vastly Drunk, the former went to
lie in Grassi's Room; After Tea we all took Candles in our Hands & went
up into Abel’s Room, who was sitting in a Chair fast asleep, & in my Life I
think I never beheld so dreadful a figure; after hallooing as loud as they
could to wake him they at length succeeded & he came down stairs &
played upon the viola da Gamba most diabolically. Cramer played a Solo
on the violin most charmingly & they made me play four Concerto’s of
Bach’s. After Supper we went & played at Puss in the Corner &
Buffaloes, however I very soon left the Gentlemen & retired to Bed.
The next day:
Bach, Abel, Grassi, & Cramer who I like vastly left us before Breakfast,
was therefore sorry I had not taken leave of them in a proper Manner the
Night before.
(Thanks to Nevilla Ottley for permission to quote Miss Ottley’s diary.)
Here, then, a few miles (and less than two hours ride) from George Pitt’s
house, where Kammell’s daughter Lucy had been born two years earlier, were
the leading musicians of the time enjoying themselves in a rather rowdy way.
Madame Grassi was Johann Christian Bach’s wife, though there seems to be no
record of when (or if) they were actually married.

Kammell’s Op. 8 (AK1/1) is a set of Solos for violin and bass. These are the first
published works which give any impression of the kind of music Kammell
would have played himself. The sonatas of Op. 8 are in three movements, with
a far more virtuosic violin part than any of his earlier publications. They have
melodious first movements in clear sonata form, very much in the new
classical style despite the use of a continuo bass line, which is published as
figured bass line in the baroque style, which can be played by a cello with a
keyboard instrument filling in the harmonies from the figures, the numbers
which indicate the harmonies on the bass part. The middle movements are
expressive song-like pieces of the sort that Kammell would play with maximum
effect on the ladies in the audience. The third movements include some very
showy variations.
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Kammell’s Op. 9 (AK3/5) is the set of sonatas (or trios) for harp, or alternatively
harpsichord or pianoforte, which are dedicated to “Miss Ottley”, the diarist
Elizabeth Ottley, daughter of Richard Ottley and his first wife Elizabeth Warner.
These are quite unlike the early Trios, which are works for two violins and a
continuo bass. These are very clearly harp music and not piano music. The harp
part can be played on its own without the violin and cello which are purely
accompaniment. This is the usual style in piano trios written for the domestic
market until the end of the 18th century. These works are in only two
movements, a long sonata form movement and a short fast movement or
minuet.
The British Library gives these sonatas a conjectural date of c1775, but as
Kammell’s “Overtures”, or Symphonies, Op. 10 (AK5/2) were advertised for
sale in March 1773 these are more likely to date from 1771/2. They could date
back to Kammell’s concerts with Evan Evans, in which the cello would have
been played by James Cervetto, and that they might even be the music that
Thomas Anson was listening to, played, perhaps, by Edward Jones, as he
awaited his transit to the heavenly harmonies.
In 1772 Kammell had already lost £1000 in failed investments and his financial
position was very difficult. This first loss of money was due to bad business at
home. His American investments, suggested by Sir William Young, must have
seemed like a good idea at the time. In Spring 1772 he was writing to Count
Waldstein about his hopes for profit and his desire to return home, but
considering his musical success and his growing family it is hard to believe that
he seriously intended to abandon England.
It is worth pointing out that the £50 annuity from Thomas Anson had been
promised in the will in 1771, when things were looking better. It was a gesture
of friendship and not inspired by this financial crisis.
Later in 1772 he was complaining that he had lost almost everything and that
he was thinking about selling his house and possessions. There was already
fear of war and talk of selling the American land which he had invested in. A
year later he was still thinking about selling the American land at a reduced
price, but before anything was done about it the situation across the Atlantic
worsened and by 1775 the colony was at war.
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This was, undoubtedly, a disaster. All his American investment was lost.
There is no reason to suppose that Sir William Young was ever held to blame
for the loss of money. Nothing could have been done by the war in America,
which, after all, might not have resulted in independence.
The continuing friendly relationship with Sir William Young is proved by the
dedication to him of one of Kammell’s last known works, a set of Notturni Op.
19 (AK3/8) which cannot have been published any earlier than 1779.

The other publication which dates from this period is Op. 10 (AK5/2), the only
orchestral work published in London, a set of six overtures or symphonies.
These were advertised for sale in March 1773 (see Catalogue) but the set may
include works that had been performed during the previous few years. These
are small scale works, similar to early symphonies published by J. C. Bach and
Abel. They are scored for two oboes (or flutes), 2 horns and strings, with the
bass line intended to be filled in by a harpsichord. They can be played by an
orchestra but they are designed to be performable by single instruments, even
just by a string quartet. The publication has the grandest of Kammell’s
dedications – to the Duke of Devonshire. The publication predated the
marriage of William Cavendish, 5th Duke of Devonshire, who was only 25, with
Georgiana Spencer, the daughter of Countess Spencer to whom Kammell had
dedicated his Op. 7 (AK4/2) String Quartets. His connection with Lady Spencer
would have been through Thomas Anson and his architect James “Athenian”
Stuart, who was working on interiors for Lady Spencer’s London House for
many years. Georgiana, the new duchess, became one of the most glamorous
and influential women in English society. This marriage took place on 7th June
1774.

On Wednesday 4th February 1775 J C Bach and Carl Abel launched their new
concert hall, later known as the Hanover Square Rooms. This was the first
purpose-built concert hall in London, built for Bach and Abel under the
auspices of Sir John Gallini (1728-1805), who had begun his career in London as
a leading dancer and became an impresario. The new hall, which remained a
principal concert venue for a hundred years, famously the location for Haydn’s
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concerts in the 1790s, gave Bach and Abel independence from Teresa Cornelys.
The hall was lavishly decorated in an innovative way, with the only illumination
coming from glass paintings, lit from behind. These, as Mrs Harris wrote to her
son in Berlin, were by leading artists, principally Benjamin West and Thomas
Gainsborough. His role in the design of the Hanover Square Rooms is another
sign of the artist’s interest and importance in the world of music. The new
room placed the music in a setting which had, with its lighting effects, the
ambience of the new romantic sensibility.
Your father and Gertrude attended Bachs concert Wednesday at the
opening (of) his new room, which by all accounts is by much the most
elegant room in Town (.) It is larger than Almacks. Appolo just behind the
orchestra, but he is thought too large and clumsy (;) ten other figure(s) or
pictures bigger than the life (.) They are painted by some of our most
eminent hands such West, Gainsborough, Cipriani &c &c (;) these
pictures are all transparent and lighted behind, and that light is sufficient
to light the room without lustres or candles appearing (.) The ceiling is
cov’d and beautifully painted, with alto relievo in a;; the peirs (.) The
pictures are chiefly fancy (:) a comic muse painted by Gainsborough, Batt
and Gertrude speak most highly of.
(Burrows and Dunhill op. cit. p.799)
There are no details of the performers at most of Bach and Abel’s concerts, but
it is reasonable to assume that Kammell was there. He is listed as soloist in a
concert with Bach and Abel at the Hanover Square Rooms on 28th April 1775,
and also, with Madame Grassi, Bach and others at Hanover Square on 15 May
1776. On 9 May 1777 his own concert there began with the Overture and
Chaconne from Gluck’s Orfeo.
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1776 - 1783
UNCERTAIN YEARS

The greatest threat to Kammell’ career was illness. He had written about his
bad health in his letters to Count Waldstein from the beginning of his career in
England. He had suffered from some form of depression in the summer of
1766 which ended when he went to Kent and stayed with Horace and Lady
Lucy Mann. In June 1774 he told Waldstein that his rheumatic illness had
meant that he could not perform at his benefit concert on 24th April.
My benefit concert was also not the best one, as I hardly was able to
walk, I had to leave somebody else to lead, and almost all I gained was
devoured by three pig-tailed doctors; wigs.
(FREEMANOVA 1)
He was despondent. He went for a cure to Bath and said he was going to sell all
his property and return home – but there was no mention of his wife and
family. At this point Waldstein had not heard about Ann and the four year old
Elizabeth Rosanna. If he was unable to play he would have
to work hard, that is compose.
He claimed that he had a contract with a music publisher who would pay him
100 guineas for each “opera”, which would usually be a set of six sonatas,
quartets or symphonies. This seems surprising considering that he had to pay
for the printing of his first works himself. If this is true it shows that his
reputation as a composer had grown. He was certainly a known name and
advertisements by music dealers advertising new works by Kammell can be
found in the newspapers.
If his illness affected a performance this could damage his reputation.

In 1776 John Marsh was disappointed by Kammell’s performance at the
Salisbury Festival, noting in his diary
Having heard much of him as a composer of duetts, trios etc I was rather
disappointed, as he by no means as a professor seems to rank above
mediocrity, our own leader Tewksbury as well as many gentlemen
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performers being equal & indeed some superior to him. By way of a solo
he play’d a piece so very tame & little interesting & displaying so small a
degree of execution, that Dr Stevens, was , I remember, much
disconcerted at it & said it was an insult to the audience. To make
amends however we had Crosdill on the violoncello & Rauzzimi as
principal singer.
(Edited Brian Robins, The John Marsh Journals (Pendragon Press, 1998))
(Marsh clearly knew him later personally as he visited a friend, Miss Banks,
who had sung in the Salisbury festivals, when she was staying at Kammell’s
London house in 1779.)
The Reading Mercury of 9th September 1776 reported on this concert in a
conventionally polite way, without suggesting anything had been
unsatisfactory. The various soloists (the vocalists included Signor Rauzzini and
Miss Banks, and the instrumentalists included Kammell, Crosdill, Mr Tewksbury
and Kammell’s pupil Benjamin Blake)
…all performed their respective parts with such accuracy taste and
judgement as gained the highest applause from a very numerous and
polite audience.
Kammell did not return to the Salisbury festival in 1777. The leading
instrumentalists that year included Cramer, Fischer (the celebrated oboist),
Stamitz, Cervetto, Tewksbury and Blake.

He did play at Winchester in the Festival which took place 13th – 15th August
that year. This festival included a masque Pyramus and Thisbe by Rauzzini, who
was the star singer at Salisbury, and performances of Handel’s Messiah and
Esther. Kammell is not named in the advertisement in the Salisbury and
Winchester Journal 28th July 1777.

He returned to Winchester 1778, when he led the orchestra in Handel’s Judas
Maccabaeus and Messiah, and again, according to Michaela Freemanova
(FREEMANOVA 1) in 1782.
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Despite the evidence that ill-health was threatening his career there are signs
that Kammell still continued to give successful performances.
The Hampshire Chronicle for 7th September 1778 advertised a concert for the
Winchester festival on 9th September and reported that:
Mr Vachon and Mr Kammel two of the first performers on the violin who
gave universal satisfaction at our last concert, will, we hear, perform at
the said meeting.

On 24th September 1778 he was performing at the George Inn, Northampton.
His music had been played in earlier years at Mr Barrett’s Concerts, so he was
making a personal appearance as a composer who was well known to the
audience. The principal performers were:
Miss Edicott (a Pupil of Mr. Kammell) Messrs. Kammell, Blake and
Blundell; as also Messrs. Rogers and others.
Miss Edicott was Lydia Edicott, the younger sister of Ann Kammell. “Blake” was
Benjamin Blake, a viola player, and another student of Kammell. This concert
was a success, and, unusually, it was commented on in a later edition of the
Northampton Mercury:
…the applause that was particularly bestowed on Miss Edicott, Mr
Kammell, and Mr Barrett, was a flattering, tho’ but a just, Reward for
their masterly Performance.
(Northampton Mercury, 28th September 1778.)

In addition to the publicly advertised concerts there were still private events.
Though Kammell does not seem to have performed at his Salisbury Festival
after the disappointing concert in 1776 on 24th February 1779
Harris paid nine guineas for himself, his wife and daughter, which seems far
too much for one concert. Even at a guinea a ticket this would be enough for a
series of three, so this might also be connected with Lady Mayne’s concerts.
The Harris family had not turned their back on Kammell after the 1776
Salisbury festival.
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Harris was at a performance of a play called “The Fatal Falsehood” on the night
of Kammell’s benefit concert on 6th May 1779. Harris’s daughter Louisa went to
the concert. There are no comments about how the concert went in the Harris
papers, but this is the last mention of Kammell in the published edition.
(BUROWS & DUNHILL)
James Harris died on 22nd December 1780.

There is an extraordinarily cruel criticism of Kammell in a curious little book A.
B. C. Dario Musico – an ABC of Music. This was published in Bath in 1780
“printed for the authors and to be sold at the Rooms” – but also, as far as the
title page goes, available at booksellers in Bristol, Oxford, Cambridge and York,
and several places in London. The authors are anonymous. An 1844 book
catalogue says that this 68-page book is “very scarce”. Today it is available as a
download on IMSLP.

This is a guide to the musicians of the day, particularly the musicians which the
concert-goers in Bath would have known. It is partly humorous or satirical, but
it also has praise for the performers and composers of whom the anonymous
authors approve. The preface gives the author’s justification for their work:
It is strange that in this country where all objects of amusement are so
freely canvassed, that hitherto music, and its professors, should have
escaped criticism: under the shelter of which darkness, the most
barefaced and impudent pretenders have obtruded their plagiarisms and
absurdities on the public, in various shapes.
There might be a hint of a bias against foreigners in the preface’s possibly
ironical insistence that the book is not prejudiced:
England affords the warmest protection to abilities of all kinds of any
country in the world. Whether that protection favours foreigners to the
prejudice of natives, we will not pretend to decide on.
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The names of the various subjects are ineffectually disguised by the use of
asterisks.
K * MM * L
A German, formerly, (he says) an officer in the Prussian service. He has
published several works which Mr. Bach has, with great good-nature,
assisted him in, as he has done for others. As a performer on the violin,
his talents are below mediocrity; and although he has composed for the
harpsichord, we know his talent for that instrument is on a par with his
violin performance.

This is cruel, but it is also interesting. The authors knew something of Kammell,
possibly at first hand. They have mistaken him for a German, because they
might have known that he spoke German. The idea that he had been “an
officer in the Prussian Service” might well be a misunderstanding of his talk of
his position as a servant of Count Waldstein.
There is no actual criticism of his own compositions themselves – only the
claim that J C Bach had helped him “as he has done for others”, which implies
that he did not have the skill to produce them himself. Curiously there are no
published works for harpsichord. The sonatas op. 9 (AK3/5) are clearly written
for harp. The only published works for keyboard (Divertimenti AK7/1) are
arrangements of Divertimenti for violin and viola (AK2/5).
It must have been well known that Kammell was a friend and colleague of
Bach. It is possible that there is some truth in this idea that Bach had helped
him. Bach was probably the best composer in England at the time. He is still
little known and underrated, especially his operas and vocal music, but as
more of his music is performed and recorded his importance emerges.
As the A. B. C Dario Musico says of him:
It would fill volumes to particularize the merits of his vocal and
instrumental compositions.
Bach might well have taught and assisted Kammell – but it is impossible to
judge to what extent. From what I have seen and heard I feel that Kammell’s
music is very different from Bach’s. It does not have Bach’s suavity or
smoothness. It can be excessively simple – as in the variations in one of the Op.
8 violin sonatas which have very little musical content, just very flashy violin
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figurations – but it can also be very expressive and it also has hints of East
European folk tunes – unless these are characteristics that were simply in the
air at the time.
The paragraph mentions that he had composed for harpsichord. The only
harpsichord music that he had published before 1780 was not actually for
harpsichord at all, but for harp – the Sonatas Op. 9. This music certainly looks
like very uncharacteristic and peculiar harpsichord music, but the chordal
accompaniments are understandable when they are seen as music intended
for the harp.
Kammell cannot be thought of as a major composer. His composition is
extremely limited in range compared to Bach, but he can be compared
favourably with other performer-composers like Abel.

It is worth putting this criticism in the context of the book as a whole. Other
composers are treated equally harshly. Luffman Atterbury had begun life as
carpenter and builder. His oratorio “Goliah” had been a disaster in 1773,
though it was later performed at West Wycombe for Sir Francis Dashwood,
Lord Le Despencer. Atterbury’s earlier career gave the cue for a joke;
…as a composer we vehemently recommend it to him rather to study
plans and proportions, than spend his time raising such a BABEL as his
Oratorio and the rest of his grotesque musical edifices.
Thomas Arne’s opera “Artaxerxes” was a success, and admired by Haydn when
it was revived in the 1790s and yet the critics write:
…we are obliged to remark that there is a palpable want of originality
from beginning to end.
These authors are looking for any excuse for a joke or a judgement that gives
themselves a feeling of superiority. They deserve a punch on the nose.
The book was published in 1780 but it could have been written a year or two
earlier. The entry for “Miss Linley”, whom they praise, refers to the younger
sister of Elizabeth Linley, who had famously eloped from Bath to marry
Sheridan in 1773. The authors say that Elizabeth Linley had retired from
performing “two years ago.” She had, in theory, retired after her marriage,
apart from private performances.
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There is, though, an interesting reference to “Lord Rivers”, who was Kammell’s
friend George Pitt. He had become Lord Rivers in 1776, so the satire was
written sometime after that.
The mention of Lord Rivers shows that he had been the supporter of another
composer.
Formerly in the Suite of Lord Rivers, and since warmly espoused by a
Bishop…Inasmuch as his Musical Directory professes to teach the
harpsichord without a master, we think his attendance at the boardingschool for which it was written implies some trifling contradiction.
This was Theodore Smith (Theodor Schmid) (c1740 – c1810). Smith was
probably a pupil of J C Bach. He published songs, harpsichord music and
instrumental music but there is only one reference to him in a London concert,
in 1766.
Perhaps Smith had been employed as music teacher to George Pitt’s daughter,
Louisa, who was born in 1754. The musical connections of Pitt’s family were
extended when she married Peter Beckford in 1773. He had brought the
composer Clementi from Italy in 1766 and Clementi lived at Beckford’s house
near Blandford Forum.
The Dictionary of National Biography’s entry for Theodore Smith does not
mention Lord Rivers but does explain the comment about the Bishop – and
shows how convoluted the satire of the A. B. C Dario Musico is.
Smith’s wife, singer Maria Harris, ran off with a man called Mr Bishop, taking
the Smith’s newly born daughter. A few years later Smith became music
teacher at a girl’s school at Windsor and at the Chiswick Lane School “in the
hope of seeing Mrs Bishop” who would come in to visit their daughter who was
a pupil there.
DNB says that, though this story seems tragic, Smith was unpopular and
thought of by some as a charlatan. Nevertheless, he is another composer who
must have been known to Kammell in the circle of George Pitt.
The background to this anecdote in the A. B. C. Dario Musico shows what a
cruel and unpleasant book it is.
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By 1780 Kammell had had fifteen years in England, building up a reputation
and playing with the “best hands” in the country. He had frequently led the
orchestra for J. C. Bach who would not have supported any second-rate
performer who might damage his own reputation. Yet it is, unfortunately, very
possible that the authors of this annoyingly witty little book had experienced
performances when illness had made Kammell’s playing “below mediocrity.”
It is very interesting to find a lengthy review of this book in “The Critical
Review” for July 1780 (available on Google Books) which talks of the bitterness
and maliciousness of the author. It mentions the suggestion that Bach had
helped Kammell with his music.
Indeed, Mr Kammel’s gentleman-like productions do not bear the least marks
of Mr Bach’s generosity, though a thought may now and then have been
filched from him now and again sans y penser.
This seems to be a complimentary comment.

During this period Kammell continued to have benefit concerts in London, and
to appear in other people’s concerts.
His last letter to Count Waldstein was written on 1st February 1778. He sent
with it two newly published works, a set of 6 Chamber Divertimenti and 6
duets. This is music, he writes,
which is generally liked in London and even more in Paris; not difficult,
rather the opposite, could be played well and with a lot of expression.
(FREEMANOVA 1)

It is unclear which duets and divertimenti Kammell sent to Waldstein. There is
a set of duets published in England as Op. 11 (AK2/3). These were dedicated to
the Duke of Dorset. This would have been John Frederick Sackville, the 3rd
Duke (1745-1799), whose country estate was Knole, in Kent, where there are
still copies of Kammell’s works. The Duke’s most well-known connection with
the musical world was through his mistress Giovanna Bacelli, principal dancer
at the King’s Theatre. The English Op. 12 (AK4/3) is set of Divertimenti, three of
which are for string quartet and three for oboe or flute, two violins and bass,
which would be intended for a cello.
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In this same letter he wrote that he hoped to travel to Carlsbad in the summer
with Lord Rivers, who had been Mr. Pitt. He also explained that:
…I now have 3 children alive, 2 boys and one girl…
He had had at least two children who had died, Lucy and William (baptised
November 1770 at St George’s, Hanover Square), and Anthony and Ann would
have another son who would die very young and a third who would survive.

There were further new publications in these years, though the appearance of
editions published in Paris makes it very difficult to know which are new works
and which are French editions of works which had already been published in
England. Some of the newly published works might be older pieces, written
before Kammell came to England.
The French publisher De La Chevardiere’s list of publications shown on their
edition of a set of trios (AK3/9) includes three concertos, described as
“concerto violons”, implying more than one solo instrument. Only one of these
editions has been traced, in the Bibliotheque Nationale. None of these
appeared in print in London. A concerto for two violins did exist, as this was
performed with Madame Sirmen on 9th May 1771.
There is no traceable English Op. 13. There is a set of six violin sonatas (violin
and continuo) which appeared in Paris as Op. 13, but which I have not seen
and these maybe the same as a set of sonatas printed in Paris as Op. 10
probably in 1772 and not known in an English edition.
Op. 14 (AK4/3), which also appeared as Op. 16, is set of Divertimentos, three
for string quartet and three for flute or oboe, two violins and cello dedicated to
Sir Gregory Page Turner (1748 – 1805). In 1775 Sir Gregory Turner, who was
M.P. for Thirsk had inherited estates in what is now Blackheath in South East
London and added Page to his name, which dates that edition. Turner’s
estates at Blackheath lie on the road from London to Kent but the most likely
connection with Kammell’s circle is that he had a house next door to George
Pitt in Hertford Street.
(https://georgianera.wordpress.com/tag/sir-gregory-page-turner/)
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Sir Gregory Page Turner
The publishing date is estimated as c1780, which may be one or two years
after the date of composition.
Op. 15(AK2/4) is a set of Six Duets dedicated to the Earl of Aylesford. Heneage
Finch, 4th Earl of Aylesford (1751 – 1812) had been MP for Maidstone, Kent,
until 1777, when he inherited the title. He did, therefore, have a link with Kent,
where Kammell’s first supporters had their country seats. Aylesford is in Kent –
but neither the 4th Earl nor his predecessors had any direct personal
connection to the county. Their principal property and estates were in
Warwickshire.
The 4th Earl was a talented landscape artist.

These must date from 1779 or earlier, perhaps 1777, the date that Finch
inherited the title. A copy of these Op. 15 duets was registered at Stationer’s
Hall in 1780.
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1783-4
A RETURN TO KENT

Antonín Kammell’s life ends with a mystery. Though his will, dated March
1784, is freely accessible, and includes the date of his death, 5th October, there
appears to be no trace of where he died or where he is buried. He was only 54
years old.

Michaela Freemanova suggests that a possible reason for this lack of
information is that Kammell was a Roman Catholic and that Catholic burials
may have been secret and not recorded. This is unlikely to be the case.
Kammell was married in a Church of England church. All his children were
baptised in Church of England churches. Unless Roman Catholics had a
connection with private family chapel, or the chapel of a catholic embassy,
they would be married, baptised, and buried in Anglican churches. There was
no doctrinal objection to this.
Marriages had to be solemnised by a Church of England minister to be legal.
Most Christian churches believe that people can only be baptised once and
accept the validity of a baptism in another church. As far as burial is concerned
anyone can be buried in a parish graveyard. There was no alternative. It would
usually be necessary, for obviously practical reasons, to bury someone at the
most convenient cemetery to where they had died. Very few people would
have their remains transported 150 miles to a family vault, as Thomas Anson
did.
If Kammell was buried in a Church of England church it would be remarkable if
no trace of the burial could be found. There were no death certificates in the
18th century but burials would be recorded in Parish Register books. Some of
these may be missing, lost, or destroyed by accident or war, but anyone
searching the records which are now available on-line will find that there are
surprisingly few gaps, even when the records are 250 years old.
In fact, the few fragments of information that exist from Kammell’s last year all
lead to a solution to this mystery. They all point to a return to the friends who
supported him at the beginning of his career nearly twenty years earlier, and
they point to Kent, in the South East of England, where he had spent the
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summer of 1766.

Ann Kammell’s sister Lydia Edicatt became a pupil of Kammell. She was only 11
when Ann and Anthony (as he was now known) were married. As their parents
had two much younger children, William, and John, aged six and three, and
another daughter to follow in 1767, perhaps Lydia was looked after by the
Kammell’s to relieve the burden on her parents.
In 1778 Kammell wrote:
…my wife’s sister is living with us, she is 17 years old, she is a beauty and
sings like angel, what a pleasure it would be for Your Excellency to see
and hear her. She is my pupil.
(FREEMANOVA 1)
Lydia (with her name appearing as Edicatt) sang at three Kammell benefit
concerts: in 1778, 1779 and 1780. She also appeared with Kammell in the
Northampton concert in 1778 which seems to have been a success, with the
paper praising “their masterly performance.”
During the five years between 1778 and 1783 Lydia performed at 6 London
concerts, mostly at the Tottenham Street Rooms, her last known concert in
London took place at Freemasons Hall on 10th March 1783. The review of her
last concert, conducted by Salomon, was less enthusiastic than the
Northampton one:
This lady seemed to be indisposed, and could not give a full scope to her
vocal powers.
(Morning Post, 11th March 1783.)
This is an unfortunate end to an apparently successful career. She had
performed with the very best musicians of the time, and not only as part of the
Kammell family. She had shared the stage with J C Bach and Carl Abel and in
this last concert she performed with Salomon, who would be the impresario
who brought Haydn to London in 1791, and in a concert which included a
Haydn symphony.
Less than two weeks later, Lydia Edicatt married a German merchant Charles
Christian Besser and left the musical scene.
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The witnesses to the wedding were Kammell and “Henry Noel”, who was,
surely, the Earl of Gainsborough, once more incognito – if it had, indeed, been
the Earl who had travelled to Edinburgh with Kammell in 1766.

The application for a wedding license for Lydia and Charles Christian Besser has
another curious feature. The applicants had to pledge themselves to £200 to
the Bishop of London. In this case there are two signatories, Besser and “John
Doe” – who must be a wealthy supporter acting anonymously. The use of
“John Doe” as a pseudonym, or as a fictitious character, is usually associated
with America, but it was a commonly used term in English law before the 19th
century.

The marriage bond of Lydia Edicatt, 30th March 1783
Is this John Doe, who would have to be wealthy enough man to bear the
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financial risk, also the Earl incognito? In his last years Kammell certainly did
keep in touch with the Manns and Noels.

The last known appearance of Kammell in London, or at least the last known
advertisement for an intended appearance, was for a concert on 10th May
1782, which also included a violinist called Nicolai and his old colleagues the
oboist Fischer and the cellist Crosdill. There is no evidence to suggest that this
concert did not take place or that Kammell was too ill to give a satisfactory
performance.
This is not his last performance – or, perhaps it would be more correct to say,
his last intended performance.
The Stamford Mercury for Thursday 25th December 1783 advertised a concert
which was to feature Kammell as the star performer, playing a concerto by
Corelli, and was also to include two of his symphonies and a quartet.
This was
C. ROGERS’S THIRD SUBSCRIPTION CONCERT OF MUSIC (The last this
season.) will be at the TOWN HALL in STAMFORD, on Monday the 5th of
January 1784.
The first violin and solo by Mr. KAMMELL.
His music had been performed at one of C Rogers’s previous concerts, on 29th
December 1778. Just as with the concerts in Northampton he was a composer
who would have been well known to the audience who was now making a
personal appearance.
According to his letter from the Mann’s house in Rutland he had performed
two pieces in Stamford in 1767, but this is the only record of him playing in
that town that can be found in the British Newspaper Archive on-line. It is the
only record of a performance of any kind after his London concert on 10th May
1782.
Here he was, then, back at Stamford, only 11 miles from Cottesmore, the
estate of Lady Lucy Mann, sister of Henry Noel, Earl of Gainsborough, who may
or may not have been the Henry Noel who guaranteed Lydia Edicatt’s marriage
licence incognito as John Doe, and who was witness to her wedding as himself.
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Two of Kammell’s last published works are evidence of a renewed connection
with Kent, the county of Bourne Place, Sir Horace and Lady Mann’s other
country estate.
Op. 16 (AK3/7) is a set of Six Trios dedicated to John Cockin (or Cochain) Sole.
This is the “Esquire Solis” who Kammell had been with at Bourne Place in 1766,
and who was a near neighbour of Lord Teynham, the music loving lord who
was probably the “Tay (lor?)” with whom Kammell travelled from London to
Kent that year.
This work was published no earlier than 1779. The date can be estimated in
comparison with the date of the next published work.
This is Op. 17 (AK2/5), “6 Divertimentos” dedicated to Lady Banks. This was a
set of duets for violin and viola, probably written for Kammell to play with his
pupil, Benjamin Blake. This cannot have been composed earlier than 1779.
Op. 17 cannot be earlier than 1779.
Lady Banks was Dorothea Hugessen. She married Sir Joseph Banks, the
botanist who had sailed with Captain Cook and the President of the Royal
Society in March 1779 which gives the earliest possible date of these
Divertimenti.
Uniquely this set of Divertimenti was also published in an arrangement for
piano (AK7/1). The right hand follows the violin part, but the left hand is
recomposed to suit the keyboard.
The dramatically interesting fact about Lady Banks is that her family home, her
personal property, was a house called Provender, This is the nearest house to
John Cockin Sole’s house, Norton Court. These two dedications point to a very
specific corner of Kent.
Until all editions of Kammell’s music which were printed abroad, mostly in
Paris, have been compared with the English editions published in his lifetime it
is very difficult to know what were his last compositions. At least some of are
the French editions which seem to be new works with higher opus numbers
are identical to works that had were already published in London. For example,
the Paris printing of Six sonatas claiming to be “Op. 16” is actually the set of
trios Op. 9 (AK3/5), dedicated to Miss Ottley. A performance of these trios at
Shugborough in 2016 used the keyboard part from the English edition and the
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violin and cello parts from the Paris edition.
If these European editions are all duplicates there are only two more published
works which can have been written after this pair of publications dedicated to
the Kentish neighbours. These are a set of violin duets Op. 18 (AK2/6) and,
lastly, a set of Six “Notturnos” Op. 19 (AK3/8) for two violins and cello, which
are dedicated to Sir William Young.
An unpublished work was discovered recently in a collection of music that had
come from Moccas Court in Herefordshire.
This had appeared in the Otto Haas Catalogue 2012:
KAMMEL, Antonín (1730-1784): IV Menuetti è Due Andante [for
keyboard], Composti da’ Antonio Kammell, umilissimamente offerti à
Miss Cornewall. [London: ca. 1775]. Score: 4 ff., oblong quarto. Sewn as
issued. Autograph manuscript, in brown ink on 10-stave paper.
The “Miss Cornewall” to whom these four minuets and two andantes are
dedicated was Catherine-Frances Cornewall (1773-1826), who married Samuel
Peploe of Garnstone Castle, Weobley on 15 March 1796.
Her father was Sir George Cornewall (8 November 1748 – 26 August 1819. He
had been born George Amyand, and in 1766 he succeeded his father as 2nd
Baronet and inherited his interest in the banking firm of Amyand, Staples and
Mercer. He was related by marriage to James Harris Jnr, the son of the
promoter of the Salisbury music festival.
On 18 July 1771 he married Catherine Cornewall, only daughter and heiress of
Velters Cornewall of Moccas in Herefordshire, MP. As part of the marriage
agreements George Amyand took the name Cornewall.
This is the only known manuscript of a work composed by Kammell in England.
The original is now in a private collection in Switzerland but some of the pieces
were performed from a copy, by permission of the owner, at Shugborough in
2016.

These are pieces of extreme simplicity. The style is very similar to the very
primitive keyboard style of the Divertimenti dedicated to Lady Banks. Though
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the handwriting is legible there are very obvious mistakes. At one point
Kammell miscounts the number of beats in a bar. Though they were written for
a young girl, which might justify their simplicity, they have a sense of
childishness about them which might well be due to physical or mental illness.

Sammlung Schneider-Genewein, Zürich. Shelf mark: Mus.ms. 3301
(With thanks to Nicola Schneider)
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“Miss Cornewall” would only have been six in 1779, the earliest date that the 6
Divertimenti for Lady could have been written. Unless some of the Parisian
editions printed after 1780 can be proved to be new works these simple pieces
are probably his last attempt at composition.

Kammell’s last advertised concert, at Stamford ,was to be held on 5th January
1784. Kammell’s will was written, in his house at Half Moon St, only two
months later, on 18th March 1784. Had the concert taken place? Had he
actually travelled to Stamford? Unfortunately, the Stamford Mercury for
January 1784, which might have had news of its cancellation, is not available.
Something had happened to convince him and his family and friends that
provision had to be made for his children. He still had savings, but if he could
neither perform nor compose the main source of his income would dry up
completely.
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The will gives an impression of the composer’s property in his last year. He
bequeaths to his wife, Ann Kammell, “all my Household Goods Plate & China
and the Sum of one hundred Pounds.”
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To his daughter Elisabeth Rosana he bequeaths “three hundred Pounds four
per cent bank annuities and I order the same to be transferred to her on the
Day of Marriage provided she marries with the consent of my said wife Ann
Kammell…”
As his sons would be left without an income he instructs that his executors
should “place them out apprentice to any such Trade as my wife and executors
think proper” if and when they should attain the age of fourteen. From the
decease of his wife the property would be divided between his four surviving
children, who were:
Elizabeth Rosana (aged nearly 12), George Anthony (8 or 9) John Christian (6)
and Henry (3).
The Kammell’s had also had three children (at least) who had died young. Lucy
(1769-70), William (born 1770, but died before 1784) and Horace Christopher,
born 22nd February 1779 and no longer alive by 1784.

It is very interesting to look at the names of the children – which are another
sign that in these last few years there had been a return to the old friends and
supporters in Kent.
The first child, Lucy, must have been named after Lady Lucy Mann and the
short-lived son, Horace, must have been named after Sir Horace Mann, but he
was born 1779, the time when the works dedicated to the Kentish neighbours
John Cockin Sole and Lady Banks were written.
Elizabeth was the Christian name of both Lady Young of Delaford and Miss
Ottley. The rare middle name “Rosana” is intriguing. William was born at the
time Sir William Young was in England and holding his private concerts on
Sundays. George must be named after George Pitt. John Christian was
obviously named after Johann Christian Bach. Henry was born in 1780. Was he
named after Henry Noel?
(The sons’ names appear in various forms in different documents, but the
forms given in the will would have been dictated by Kammell himself and must
be the most reliable,)
The executors of the will were Charles Reeve of Half Moon St, Charles Christian
Besser, the husband of Lydia Edicatt, and Benjamin Starling, of James St.
Covent Garden.
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In the entire international resources of ancestry.co,uk (as of July 2017) there is
only one record of a burial of anyone with the surname “Kammell” within the
ten years between 1779 and 1789.
This is the record of a burial of “Geo. Kammell” buried on 8th October 1784 at
the church of St Mary, Norton, Kent.

Entry in the burial register St Mary’s Norton, from Canterbury Cathedral
Archives.

The only other entry of any kind on ancestry,co.uk for the surname Kammell in
that ten-year period is the entry for Antonín Kammell’s will. (Ancestry.co.uk
lists the marriage of a ‘George Kammell’ in 1769, but the image of the original
register shows this to be a mis-transcription of ‘Hammell’)
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This entry clearly gives the name as “Geo. Kammell, Gent.” There is no doubt
that the capital letter of the surname is a K as it can be compared with the H of
“Hall” three lines below.
The date of the burial is three days after the recorded date of death. The will
was proved on 15th of October 1784 in London.

Taking just the rarity of the surname and the date into account a strong case
could made that this was, indeed, the burial record of Antonín Kammell, and
that the first name was a clerical error.
The chances of this not being the composer are enormously reduced by the
fact that this church, St Mary, Norton, is literally next door to Norton Court,
the home of Kammell’s friend, John Cockin Sole, and a short distance from the
home of Lady Banks.
There are no traces of the composer at all from the date the will was signed, in
March, until his death. He might have been in Kent for months, having
travelled down at the end of the season. The fact that he had made a will
suggests that his life was threatened by illness. It is easy to imagine that his
friends brought him to the country in the hope that cleaner air would help him.
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Norton Court, seen from the churchyard of St Mary’s.

St Mary, Norton
This, surely, has to be the last resting place of Antonín Kammell.
No memorial survives. There is nothing unusual about this. There might have
been one, perhaps paid for by Mr Sole, but it might not have been thought
necessary, or appropriate, as it was far from Kammell’s home
.
There is a simple explanation for the incorrect Christian name in the burial
register. In 1784 first names were never used in conversation between
gentlemen. This was true until recent times, and might still be true in some
places, such as public schools. To a group of gentlemen, he would be “Mr
Kammell”, or, if being very informal, just “Kammell.”
It is perfectly possible that, when he died that October, there would be no one
in the house, assuming he was at Norton Court, who knew his full name. Even
John Cockin Sole might not have remembered it – and he might not have been
there when Kammell died.
Kammell’s son, then only 8, was George. If he had been with him in Kent he
would have been known as George – and it would be very natural at the time
to assume that the eldest son had taken the name of the father.
Sylva Simsova has researched another very important piece of evidence to
117

support the case for Norton as the scene of Antonín Kammell’s death.

There is no mention in his will of his music or his instruments. The violin (and
probably viola) would be valuable. His manuscripts would, surely, be valued by
Ann and the family?
Sylva Simsova discovered that, six years after Kammell’s death, the violin was
offered in The Times for sale by auction:
Sales by Auction. By Mr. Greenwood at his room in Leicester Square, on
Thursday 24th Inst. And following day at Eleven o’clock. A well chosen
and valuable library of books, books of prints, and pictures, a capital
violin which formerly belonged to the celebrated Kammel. Manuscript
music never published, a two-feet telescope, several fine French, Carlo
Marratt, and other burnished gold frames, and many other effects of
J.C.Sole Esq. Brought from his seat, Norton Court, Kent. To be viewed to
the Sale, and catalogues had.
[The Times 22/6/1790, 25/6/1790]
John Greenwood of 50 Leicester Square was a well-known auctioneer of art
objects. In this particular auction he was selling effects of John Cockin (or
Cockain or Cockayne) Sole of Norton Court.

Sole’s heir, according to the Adminstration [PROB 6/166 p.162], was his only
daughter Catherine Elizabeth Sole. Presumably it was she, or her agents, who
asked John Greenwood to auction the violin. The question is how had Sole
acquired it? Did Ann Kammell sell it to him after Anthony’s death? This seems
unlikely, as the violin is not listed among her inheritance giving her the right to
dispose of it.
The puzzle of the incorrect name in the register might leave a question mark
hanging over the story, but the advertised auction of his violin on June 25th
1790, however, is a fact. The question remains, what happened next and
where is the violin now? And even more tantalisingly - where is the music “manuscript music never published.” There are certainly missing works. A
concert on 17th May 1779 (on McVeigh’s Calendar) listed a new symphony by
Kammell. This is six years after the Op. 10 set was published. It seems probable
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that other symphonies or overtures that he performed in his later years were
new and unpublished. Three violin concertos are listed in French publisher’s
catalogues, only one surviving in the Bibliotheque Nationale. There might well
have been more. Perhaps the manuscripts, and the violin, still exist
somewhere, unrecognised.
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1785 –
THE COMPOSER’S FAMILY

KAMMELL’S WIFE
ANN KAMMELL
Ann Kammell was only 34 when she was left a widow with four young children.
She was not left penniless. The house (or half a house) in Half Moon St was in a
fashionable part of London, a few minutes’ walk from the grand houses of her
husband’s aristocratic patrons. He had been treated as a gentleman. Musical
skill, and, also importantly, good manners, had made it possible to by-pass the
complex rules of society.
But who was Ann Kammell? What would her own position in society be? She
was the daughter of a soldier from Somerset who married her mother in a
clandestine wedding at the Fleet Prison. It would be interesting to know how
she was treated fifteen years earlier when she had arrived, pregnant, at
George Pitt’s grand country house, Stratfield Saye. Was she a visiting servant
or was she a Lady?
There may have been no earnings from performances in the last year or two of
her husband’s life but there was income from investments, despite the disaster
of 1776. The annuities from Thomas Anson and George Pitt ceased at
Kammell’s death but the property and its contents must have been worth far
more than the majority of common people in the city possessed.
Ann’s sister Lydia had recently married a German merchant who was a
member of the Caledonian Lodge of freemasons. This had many members who
were German, or from other European countries, in trade and generally middle
class, as well as some gentlemen. Antonín Kammell had been a member of the
Pilgrim Lodge, which also had members from Europe who were in trade. This
was the kind of social class Ann and her family would belong to.
It was the end of a life but the beginning of another. Fortunately, it is possible
to find some evidence of what became of Ann and her children, and to follow
their story into the nineteenth century. Antonín had not left them destitute.
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His name would be remembered for the next two generations at least – and,
perhaps, the music would emerge for another rather extravagant flowering.

Kammell’s name is still given in the Land rent register for Half Moon Street for
1785, but is crossed out.

The 1785 Land Tax register for Half Moon St. Kammell’s name has been faintly
crossed out.
A year after his death Ann moved to 21 Queen’s Gardens, Kensington. She
may have been looking after her father, William Edicatt, as well as her own
family. He died in September 1786 and was buried at St George’s Hanover
Square on 16th September 1786.
In October 1787 Ann Kammell is listed in an insurance document as Ann
Kammell, widow, in Mount St, sharing a house with an undertaker called
Stone. (London Metropolitan Archives. MS 11936/349/536273). Mount St is
now in the heart of Mayfair, but before the 1820s it was made up of the
premises of tradesmen and workshops of all kinds.
On 12 December 1787, Ann Kammell married Richard Tanner at St George’s,
Hanover Square. This record is not available on ancestry.co.uk but is listed on
findmypast.co.uk.
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In the first years of her new marriage she would have been looking after her
young children, but as apprentices they would gradually move away to live
with their new masters.

There is only one Richard Tanner listed in ancestry.co.uk who could be Ann’s
second husband, born 28th December and baptised at the Temple Church, 11th
January 1749 (1750 in the new style calendar)
Ann died in 1821 at the age of 69. and was buried at St George’s, Hanover
Square, on 8th August, 1821.

(From findmypast.co.uk)

KAMMELL’S DAUGHTER AND HER DESCENDANTS
ELIZABETH ROSANNA (1772 - 1844)
Kammell’s only surviving daughter at the time his will was made (18/3/1784)
was Elizabeth Rosanna Kammell. She was born in 1772.

In the will Elizabeth was left “three hundred pounds, four percent bank
annuities”, and Kammell ordered that “the same to be transferred to her on
the day of her marriage provided she marries with the consent of my said wife
Ann Kammell”. If she were to marry without her mother’s consent the money
would be added to the residue of the estate and passed to the sons.
Clearly aware of the financial reality Kammell states in his will that his children
should be apprenticed to “some trade as my said wife and executors shall think
proper.” Being apprenticed would mean that they were legally bound to work
in a trade and learn its skills, with a possibility of earning a living after several
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years of hard work and discipline. This must have been an alarming prospect
when their father had lived as a gentleman and been the friend of wealthy
gentry and aristocracy.
“Eliz. R Kammell” was apprenticed as a child’s coat maker in Monday 21st July
1788. Her Master is given on the list of indentures as “Eliz. Harris St
Marylebone Middx.”

Elizabeth Harris, as tax payer for her house, may have been a spinster or
widow running a small genteel business in her home. A Sarah Gidley was
apprenticed to Elizabeth Harris as a staymaker on 19th July 1783 and an M C
Hilliar also as child’s coat maker on 15th March 1785. This latter record gives
Eliz. Harris’s address as Newman Street. The tax records for Newman St in
1783 and 1791 for example confirm her address as 43 Newman St. This street
runs between Oxford St and Wigmore St and would have been a very
respectable area, with clergymen and gentry (indicated by “Esquire”) as
neighbours.

Elizabeth Rosanna, aged 16, would have lived with Mrs Harris, but,
presumably, her brothers would still have been living with their mother and
her new husband in the parish of St George’s, Hanover Square.

Elizabeth Rosanna Kammell, now 21, married Edward William Gilbert at St
George the Martyr, Queen Square on 6th July 1793. On the wedding register
Elizabeth seems to have spelled her middle name Rosina, though on most
documents the spelling is Rosanna. Both Elizabeth and Edward are “of this
parish”.
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Edward William Gilbert, as his will shows, was a japanner. There was a fashion
for japanning at the time - a form of highly polished lacquer or varnish, often
decorated with brightly coloured designs. Large items of furniture could be
japanned, as well as trays and small boxes made of papier mache.

Edward and Elizabeth Gilbert had a son, born in 1794. The baptism record
shows him to have been born in Fetter Lane, which is in the City of London, off
Fleet Street. He was baptised at St Dunstan’s in the West, which was a
medieval church in the middle of Fleet Street, close to the end of Fetter Lane.
In the 19th century the old church was demolished to allow Fleet St to be
widened and a new church was built on the old churchyard.

This suggests that Gilbert’s business at the time was in the City, presumably in
Fetter Lane.
When he died, five years later, his address is given as Devonshire St, Queen’s
Square. This is now Boswell St, and runs from Theobalds Rd to the south-east
corner of Queen’s Square. Devonshire St was a smart street of artists and
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aristocracy, and that area, around Queen Square was also known as an area of
bookshops.
The church where Edward and Elizabeth had been married is only a few doors
away from Devonshire St, on the south west corner of Queen Square.

Edward’s will, leaving his estate entirely in the hands of his “dear wife
Elizabeth Gilbert” makes no mention of their children.

The witnesses were Benjamin Winter and John Brooks and the will was proved
on 14th March 1799.

Elizabeth’s brothers George Anthony and John Christian had both been
apprenticed as japanners, in 1788 and 1792 – before Elizabeth had married
Edward Gilbert. They were both apprenticed to Thomas Bennison. Bennison’s
business, according to the 1818 London Guide and Street Directory was in
Devonshire St, which was also Edward Gilbert’s address.
According to Country Life (vol. 135 p. 1004) there were more than forty
japanners in London in 1800 “including Scott and Boswell, wood japanners of
Clerkenwell Green and Thomas Bennison, japan furniture manufactory of 8
Devonshire St.”
The Bennison business lasted at least until 1832, when Thomas Bennison’s
widow, lodging house keeper, of 7 and 8 Devonshire St and late of Carshalton
Surrey, was listed as a prisoner in The Court for the Relief of Insolvent Debtors.
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At the time of Edward Gilbert’s death it is probable that he had his own
business and property, but with some connection with Thomas Bennison.
George Anthony and John Christian may have still been working with the
Bennisons, so the two brothers, their sister, and her husband would all have
been living in close proximity, in business, but in a smart and artistic quarter.
A few years later John Christian had his own workshop in Wardour St.
On 18th October 1804 “Elizabeth Rosanna Gilbert of this parish widow”
married James Brown of the Parish of St James Westminster at St George,
Hanover Square. Elizabeth’s death certificate reveals that James Brown was a
“clerk in the late Duke of York’s office”, the administrative department of the
army. The office was in St James, near what is now the Mall, where the
monument to the “grand old” Duke of York, who died in 1827, now stands.
James and Elizabeth would have been living a short walk from his place of
work.
At this time her son Edward George Antonio would have been ten, so it has to
be assumed he would have lived with his mother and her new husband.

The two witnesses were both French. “P Didier” was almost certainly Peter
Didier, born in 1773, who ran a publishing company with his father in law,
Didier and Tebbett, at 75 St James St. They were publishers of children’s books
and pioneers of children’s board games and jigsaws. The Didiers were a
Huguenot family, protestant refugees from France who had been in London
throughout the 18th century.
This suggests that Elizabeth Rosanna had contacts with the world of creative
arts, middle rather than working class, with a husband who was a civil servant.
She must have been relatively well off, with her inheritance from her father
and whatever property she had been left by Edward Gilbert.
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The only Elizabeth Brown in the 1841 census who might be Elizabeth Rosana is
living in Harleyford Street, Kennington, which is now close to Oval
Underground Station. She is listed as aged 70, Independent.
James Brown died in 1830. His will, describing him as “late clerk in the
commander-in-chief’s office” was made in Brussells on 13th October 1830. He
made his wife “Elizabeth Rossanna” sole executrix but left ten pounds to his
daughter Elizabeth Joan Brown. There is an affidavit by George Webb of the
Commander-in-Chief’s office to witness that the will is signed in James Brown’s
hand. The will was proved on 8th July 1831.
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Elizabeth Joan was the daughter of James Brown and Elizabeth Rosanna. She
was baptised at St George, Hanover Square on 4th June 1808, but the register
gives her date of birth as March 3rd 1807.
I have not been able to identify any later records of Elizabeth Joan after her
father’s will when she was 23.

Antonín Kammell’s daughter Elizabeth Rosanna died in Cheam, Surrey, on 14th
June 1846 after 6 months’ lung illness and fever. She lived long enough to have
a death certificate, which gives several important pieces of information.

She is described as “Widow of the late James Brown, clerk in the late Duke of
York’s office.” James Brown had been, in effect, a civil servant. The Duke of
York’s Office was the administrative department of the army.
Her death was reported in the Sun newspaper on 19th June, 1846.
On the 13th inst. (sic) At Cheam Surrey, Mrs E. R. Brown, widow of the
late Mr James Brown of the Commander-in-Chief’s Office.
(Accessed on British Newspaper Archive, December 2020)
The cause of death is given as “Disease of the lungs. 6 months fever.” Her
death was reported by Elizabeth Baker, present at the death.” Elizabeth Baker
was a resident of Cheam, Surrey. She was illiterate. She put her mark on the
certificate rather than a signature. Could this be Elizabeth Joan Brown, the
unidentified daughter of James? It would be hard to imagine how Kammell’s
daughter, who had been married to a civil servant, could have a daughter, for
example, who was illiterate.
Cheam was a small village in 1846. It was only 16 miles from the centre of
London, but it had not yet begun to grow into a suburb, as it did with the
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expansion of railways. Cheam station opened only a year after Elizabeth
Rosanna’s death, in 1847.
There were many Bakers living in nearby Ewell, particularly the family of a
James Baker who worked in the gunpowder mills, but this certificate
specifically gives the place of residence of the informant as Cheam. The only
Elizabeth Baker resident at Cheam in the 1851 census is a widow, aged 67,
born at Nutfield, Surrey, a servant. Could she have been a servant at a house in
which Elizabeth Rosanna died?
Another possibility is that Elizabeth Baker was Elizabeth Brown. An Elizabeth
Brown married James Dixon Baker on 30th September 1831 at St Mary.
Newington, Surrey.

Elizabeth Rosanna was buried in Cheam, Surrey, on June 18th 1846.

KAMMELL’S GRANDSON – EDWARD GEORGE ANTONIO GILBERT (1794- 1851?)

It is not absolutely certain what happened to Elizabeth Rosanna’s son, Edward
George Antonio Gilbert.
Before birth marriage and death certificates were introduced in 1837 the only
records of people’s lives and deaths might be parish record books, which give
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very little information. It is often impossible to be completely sure who is
actually who.

There is no death recorded (an ancestry.co.uk) that matches Edward George
Antonio. There were only 6 Edward Gilberts born in the London area 17901800. Most of these can be discounted.
The only Edward Gilbert who can be found in later records is an Edward Gilbert
who died in 1850 and whose family is deeply involved in the musical world, but
it must be pointed out that there is an Edward Charles Gilbert born 1796 who
could equally be this one – in which case Edward George Antonio seems to
vanish without trace.
There is, though, one even more mysterious possibility which will be examined
in an appendix.

The Edward Gilbert who died in 1850 was, like Elizabeth Rosanna’s second
husband, a civil servant, a clerk in the Royal Ordnance Office at the Tower of
London, the department which managed military property of all kinds.
Edward George Antonio was ten when his mother remarried in 1804. Five or
six years later his step-father would have been responsible for finding him a
job, so this connection with these military offices could be seen as a reason for
identifying this Edward Gilbert as Kammell’s grandson. Though it may be pure
coincidence, and coincidence can be dangerously misleading, it is also
tempting to assume that this Edward was Edward George Antonio because his
family would later have very strong musical connections.
In 1824 this Edward Gilbert married Tabitha Hosier at St Dunstan’s in the West,
where Edward George Antonio Gilbert had been baptised, He would have been
29. He would, presumably, by this time, have been living away from his mother
and step-father for some years. St Dunstan’s was in Stepney, just to the east of
the Tower of London, where he worked.
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(Could the name of the first witness on this document be Henry Kammell, who
would have been Edward’s uncle, if this is, indeed, Edward George Antonio?)
Edward Gilbert is listed in the 1838 “Royal Kalendar”, the directory of royal
officials, as a junior clerk in the Royal Ordnance Office at the Tower of London.
Though this sounds a fairly minor post, it was a very large department and, like
James Brown’s position, was probably a responsible, respectable, and wellpaid job.
In 1825, when their daughter Tabitha was born, they lived in Camberwell,
south of Southwark. In 1841 Edward and Tabitha were living in Ann’s Place in
the parish of St Mary, Newington, which is just south of the river. This would
have been within easier walking distance of the Tower of London, by way of
London Bridge, than Camberwell.
Edward’s death in 1850 was reported as far away as Scotland:
Montrose Brechin and Arbroath Review 5th July 1850: (also in Oxford Chronicle
and Reading Gazette 6th July 1850):
Deaths June 23rd – “At Stadhampton, near Oxford, after a short illness, Edward
Gilbert Esq, late of Her Majesty’s Ordnance Office, Tower, London.”
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The death certificate gives his occupation as “Clerk in the War Office”. The
“War Office” did not officially come into existence until 1857, but it must have
been a phrase that was popularly used to describe what was at the time a
group of several separate establishments.

The age at death is given as 52, which is almost certainly an underestimate. In
the 1841 census his age is given as 45. Edward George Antonio was born in
May 1794 so he would have been 46 at the time of the census.
What was Edward Gilbert doing in Stadhampton, a small village in Oxfordshire?
Had he been visiting a relation? The only person named Gilbert in
Stadhampton in both the 1841 and 1851 censuses was Mary Gilbert, a widow,
born in Abingdon in about 1771. If this Edward Gilbert is not Edward George
Antonio it would be reasonable to suggest he had been visiting his mother –
but there is no Edward Gilbert listed in ancestry.co.uk with a mother named
Mary who is not otherwise accounted for. Perhaps Mary Gilbert was an aunt?
The informant named on the death certificate is Elizabeth Jacobs, who was
illiterate. The only Elizabeth Jacobs in the 1851 census for Stadhampton was
the wife of Thomas Jacobs, an agricultural labourer. It can only be assumed
that Edward Gilbert was staying in the village when he became ill and that this
Elizabeth Jacobs was someone who was available to travel to the local register
office to register the death. She need not have had any personal connection
with the deceased.

KAMMELL’S POSSIBLE GREAT GRAND CHILDREN – EDWARD (1824-1880),
TABITHA (1826-1889) and MATILDA (1832-1907)
Edward Gilbert, son of Edward and Tabitha, was born on 4th May 1824 and
bapstised at St George the Martyr, Southwark, on 26th May 1824.
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In the 1841 census Edward Snr, Tabitha and their three children, Edward,
Tabitha and Matilda, are living at Ann’s Place, Newington, Lambeth. This was
probably a group of houses which were demolished to make way for Waterloo
Station.
In 1851 Tabitha, now a widow of no occupation, and Edward Jnr, are living at
78 Great Tower St (?) Lambeth. The property is shared. Edward Jnr is now a
“Professor of Music”
In 1861 Edward is living alone at 3 Surrey Terrace, Camberwell.
He married Caroline Mary Sale in 1866.
Edinburgh Evening Courant 1st August 1866:
Married at St Paul’s Church, Camden Town, London, on the 24th July, Mr.
Edward Gilbert of Peckham, only son of the late Edward Gilbert Esq. of Her
Majesty’s Ordnance Office, Tower of London, to Caroline Mary, only child of
late Charles Sale Esq, of Derby and cousin of the Lady Sale.”
Charles Sale was an “ale and porter merchant”, in Derby. Though this was what
would be looked down on as “trade”, Sale was keen to emphasise that he had
much smarter connections. The wedding notice rather pretentiously mentions
that his daughter was the cousin of Florentia, Lady Sale, who was famous at
the time for travelling with the army in Afghanistan. Her husband, who must
have been Charles Sale’s brother, had been Major General Robert Henry Sale.
He was killed in India in 1845.
The 1851 census shows that Caroline Mary’s mother, Mary Ann Denby, was a
“professor of music and dancing.” One wonders how Edward Gilbert would
have met Caroline Mary Sale. She was baptised in Derby on September 6th
1838. The wedding was in London, not her birthplace of Derby. Was she in
London as a musician of some kind, following her mother’s footsteps? Edward
and his sisters were all involved in the musical world.

The witnesses to the wedding were Richard D Limpus and Ada Mary Wormald.
Limpus was Edwards’s brother-in-law. Edward was a “Professor of Music” and
LImpus was a distinguished organist and founder of the Royal College of Music.
This suggests that music was central to this generation.
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Had it been important in his father’s household? If these are Kammell’s
descendants it is interesting to note that Elizabeth Rosanna, Kammell’s
daughter, survived until 1844 when Edward was 20 and his sisters teenagers.
They might have been close enough to their grandmother to talk about her
memories of the 18th century musical world and the people she would have
known, including J C Bach. This can only be speculation but there is a possibility
that the Gilbert family had links with the musical world and never lost sight of
the past generations. This possibility is also supported by the fact that
Edward’s other sister married the son of composer Samuel Wesley and brother
of Samuel Sebastian Wesley.
Edward and Caroline Mary’s first son was Newton Edward Sale Gilbert (1868 –
1916), the second was Erasmus James Denby Gilbert. Caroline Mary Gilbert
died after giving birth to a daughter who also died, in 1870. After her death
Edward lived with his sister Tabitha and her husband.

Edward (possibly Edward George Antonio) and Tabitha Gilbert’s daughter, also
Tabitha (1826 - 1889), married Richard Davidge Limpus, organist of St
Michael’s, Cornhill, and the founder of the Royal College of Organists on
September 9th 1848. She was then resident at Lyndhurst Road, Southwark. He
lived at Darlington Terrace, Southwark. Tabitha, as Mrs Limpus, was a concert
vocalist. An item in The Musical Times March 1st 1868 mentions her
performance at an event in Brentford.
Mrs Limpus was very successful in her songs, “Sing on sweet bird,” and a
canzone “Ben e ridicolo.”
They had no children.
In 1871 the Limpus family, with the younger Edward Gilbert and his two sons, a
servant, an organ blower and errand boy, a nurse (for Edward’s sons) and two
German students, lived at 41 Queen Square, a few doors away from
Devonshire St, were Elizabeth Rosanna Gilbert’s first husband, Edward, had
had his business.
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40 and 41 Queen Square in 1882
Edward and Tabitha had a younger daughter, Matilda (1832- 1907). She was
baptised 9th May 1832 at St Giles Camberwell.
In 1861 she was living as a companion, presumably to the four daugheers, in
the large household, in the Royal Mint, of Henry W Field, Queen’s Assay
Master, one of the principal officers of the Royal Mint.
She married twice. Her first husband, William T Snosswell, according to the
1871 census, was a retired civil servant in the admiralty, which echoes the
profession of Edward Gilbert and James Brown. Her second husband, whom
she married in 1879, was Matthias Erasmus Wesley, brother of the composer
Samuel Sebastian Wesley, and son of the composer Samuel Wesley and his
much younger mistress, Sarah Suter. They had no children. Matthias Erasmus
was a civil engineer, but he was also musical and had been involved with
Richard Limpus with the development of the Royal College of Organists. He
became the Honorary Secretary of the College after Richard Limpus’s death in
1875.
The Musical Standard 17 March 1883 has an interesting item mentioning both
Matthias Erasmus Wesley and Edward Gilbert, his brother-in-law.
135

Matthias had given a lecture showing manuscript copies of Bach’s 48 Preludes
and Fugues which had been owned by his father, Samuel Wesley. He also
showed a copy of the music in a form of musical shorthand made by “Mr
Edward Gilbert, the late Assistant Secretary of the College of Organists.”
Mr Gilbert invented a short-hand method of transcribing these
imperishable pieces in staves of three lines only. The whole of the Forty
Eight Preludes and Fugues were thus transcribed by him in a small book
of comparatively few pages, and of about the size of a small Hymn book,
so that the treasure might be the pocket companion of the loving,
appreciative, and patient, transcriber.
(The Musical Standard, 17 March 1883. Google Books. Retrieved
December 2020.)

Edward Gilbert, son of Edward and possible grandson of Kammell, died in
1880. His death is noted in the newspapers, for example, in John Bull 11
September 1880:

Sept 1 at the College of Organists, 95 Great Russell-Street, EDWARD
GILBERT, Assistant Secretary and Honorary Librarian.
(British Newspaper Archive. Retrieved December 2020)
Though it cannot be considered to be evidence that these were the
descendants of Antonín Kammell it is extraordinary what a significant musical
family it was.

KAMMELL’s POSSIBLE GREAT GREAT GRANDCHILDREN – NEWTON EDWARD
SALE GILBERT (1868-1916) and ERASMUS JAMES DENBY GILBERT (1869-1923)
This Edward’s son Newton Edward Sale Gilbert was born in Penge, Surrey. He
was baptised at St John’s, Penge, 13th May 1868. In the 1881 census he is a
pupil at Lausanne House School, Margate. In 1891 he and his brother are living
in Camberwell, in the household of Louisa M O’Neill. Widow. Newton is listed
as an Accountant’s Articled Clerk, his brother Erasmus as a solicitor. Newton
died in the Warneford Asylum, Oxford, and is buried at Holy Trinity Church,
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Headington Quarry. His probate record gives his address as 45 The Gardens,
East Dulwich, Surrey. His effects (£1807 0s 10d) went to his brother.
Edward’s other son Erasmus was baptised at St George the Martyr, Queens
Square on December 26th 1869, with his date birth given as April 14th. It may or
may not be significant that this was where Elizabeth Rosanna Kammell married
Edward William Gilbert. At the time it was her Parish Church. Erasmus’s
father’s residence is given as 1, Park Villas, Penge, Surrey. Both sons are listed
as being born in Penge, Surrey, in the 1891 census, married.
Edward’s son Erasmus James Denby Gilbert was a solicitor. He appears in
London Directories at 53 Carter Lane EC (1895) 38 Great James St, Bedford
Row, WC (1900). At one point his business had been declared bankrupt. He is
listed as a member of Warrant Officers Lodge until he resigned in 1915, with an
address of 7 Campden Grove, Kensington. A newspaper item in 1909 reports
that he had been arrested for being drunk and disorderly, but he claimed he
had taken stimulants as a treatment for consumption on an empty stomach. In
1920 he is listed in the passengers arriving on the Highland Laddie from Las
Palmas, Argentina. He is the last known possible descendant of Antonín
Kammell. His probate record showed he died on 15th November 1923. His last
address was 17 Regency Square, Brighton.

KAMMELL’S SONS
GEORGE ANTHONY b. 1775
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George Kammell was indentured to William Bennison in 1788.He

There is no trace of him until his burial at Spa Fields burial ground, Clerkenwell,
in September 1828. This is listed in the index of non-comformist burials.

(From findmypast.co.uk)

HENRY JOHN CHRISTIAN (KNOWN AS JOHN CHRISTIAN) b. 1777
Henry Christian John Kammell was apprenticed as a japanner to William
Bennison, of Bedford St Andrews Holborn on 17th September 1792. As Edward
Gilbert’s will shows the business (as Thomas Bennison) was later at 8
Devonshire Street.
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On December 5th 1799 Henry married Patty Sophia Searle at St Giles,
Cripplegate, London, which is just to the north of the City of London. She was
born 20th August 1781 and baptised at St Sepulchre, London, 10th September
1781. The witnesses to the marriage were Samuel Searle (Serle on the baptism
record) the bride’s father and R Barry, who witnessed all the marriages on that
page of the register and so was probably church warden or parish clerk.

Henry John Christopher and Patty Sophia had a daughter baptised as Elizabeth
Ann Camels at St Giles Cripplegate in 1800. The father’s name is given as John,
the mother’s as Patty Sophia. Though the surname is misspelled the father’s
trade is given in the birth register as a japanner in Cripplegate which confirms
this is Henry John Christopher.
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The mispelling is purely the error of whoever filled in the register as their
second known child is spelled correctly, and the name is correctly spelled on all
the other documents. There is no further trace of Elizabeth Ann.
John Christopher and Patty Sophia had a son, George Antonio, born 31st March
1806 and baptised nearly two months later, on 25th May 1806, at St James,
Piccadilly. Again, the name commemorates the child’s grandfather, and also
the child’s uncle, George Anthony. He died aged 5 months.

(Westminster burials, from findmypast.co.uk)

Henry John Christopher’s first daughter must have died young as he had a
second daughter, also called Elizabeth Ann who was baptised in 1811 at St
Ann’s Westminster in 1811. The register gives the father’s name as John
Christian and the mother’s as Martha. This was actually Sophia Patty. Rather
surprisingly this was the name she was known by, as a Poor Law document,
from much later in her life, proves.

John Christian Kammell, of Wardour St, which is in the middle of Soho, was
buried on 10th June 1821.
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(Westminster burials, from findmypast.co.uk)
Sophia was married a second time, to Robert Hayes, a widower, on 3rd March
1829 at the church of St John the Evangelist, Westminster.

Curiously, Patty Sophia was known as Martha. A Poor Law from 9th October
1843 explains the two names and gives fascinating details of her previous
marriage. Under the Poor Law people who were destitute were the
responsibility of their home parish, but in some cases it was difficult to
establish which parish was responsible.
Martha Sophia Hayes 1 Mark St
Saith that she is 62 years of age was married to Robert Hayes in the Parish
Church of St John Wesrminster 3rd March 1829 that she knew her said husband
about 12 months before her marriage to him that she never knew her said
husband to rent a house or to do any act to gain a settlement by any means.
That she never knew him to be relieved by any parish that she does not know
where he was legally settled neither doth she know any person who can prove
the place of settlement that he died in Sept 1834. That since his death
examinant hath not been married neither hath she rented a house or done any
act to her knowledge to gain settlement.
That about 44 years ago (she) was married to John Kammell in the parish
church of St Giles Cripplegate London that about the year 1806 (soon after the
burial of Lord Nelson) her said last mentioned husband took of Mr Barrett 2
unfurnished rooms in House then no 52 Wardour Street in the parish of St Anne
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(…) in the Liberty of Westminster in the County of Middlesex and a workshop in
the yard behind the same house also in the parish of St Anne at a rent of 10/- a
week for the said rooms and workshop that her said husband John Kammell
rented the said rooms and shop resided in the said rooms and paid the rent as
aforesaid 15 years or thereabouts until his death in or about the year 1821.
That she dd not whilst she contd his widow do any act to her knowledge to gain
another settlement until her marriage to Robert Hayes as aforementioned that
she is in distress and chargeable.

It seems reasonable to deduce that John Kammell, as he seems to have been
known, had set up his own business as a japanner in Wardour Street.

HENRY JAMES b. 1780
Henry James Kammell was only three years old when Anthony’s will was drawn
up, There is no trace of him after that, so it is possible that he died very young.
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There appears to be no-one named Kammell in England between 1841, when
the census begins, and 1911.
There is no-one called “Kammell” in the 1841, 1851, 1861, and 1871 England
censuses.
The only Kammell in the 1881 census is a Sarah A Kammell, born in Hallow,
Worcestershire c1860. This is almost certainly an error for Rammell, as there is
a blacksmith named Benjamin Rammell in an 1855 Worcestershire directory.
There is an entry in the 1891 census for an Edward Kammell, aged 12, born St
Martins, London, grandson of Edward Benson, retired butcher, but this name
appears nowhere else.
There are no Kammells in the 1901 and 1911 censuses.

If all this information is correct, and if Edward Gilbert (1794?- 1851) was
Edward George Antonio, the last living descendant of Antonín Kammell was
Erasmus James Denby Gilbert, who died in Brighton in 1923 – but, if these are
his descendants, it is remarkable that his great-grandchildren had been part of
a musical family who were very active in the musical world of Victorian London
and whose lasting legacy is the Royal College of Organists.

KAMMEL’S FAMILY
This shows only his children who survived him.

Antonín Kammell (1730-1784) m. Ann Edicatt (1751-1821)
Elizabeth Rosanna Kammell (1772- 1846) m. (1) Edward William Gilbert
m. (2) James Brown
Edward George Antonio Gilbert (1794-1851?) Possibly the Edward
who m. Tabitha Hosier
Edward Gilbert (1824 – 1880) m. Caroline Mary Sale
Newton Edward Sale Gilbert (1868 – 1916) (died at
the Warneford Asylum, Oxford and buried at Holy
Trinity Church, Headington Quarry)
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Erasmus James Denby Gilbert (1869 - 1923)
Elizabeth Joan Brown (1807-)

Tabitha Gilbert (b. 1825) m. Richard Limpus (1824 – 1875)

Matilda Gilbert (1832 - ) m (1) in 1866 William T Snosswell
(2) in 1879 Matthias Erasmus Wesley ( 1822 - 1901)

George Anthony (1775 – 1828)
Henry John Christian (known as John Christian) (1777 – 1821) m. Patty Sophia
(also known as Martha) Searle
Elizabeth Ann Kammell (1800 - ? )
George Antonio Kammell (1806 – 1806)
Henry James Kammell (1780 - ?)
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APPENDIX 1
KAMMELL AND GAINSBOROUGH

The case for a Gainsborough portrait of the composer Antonín Kammell (17301784).

I am a retired librarian, and now a composer and historical researcher. I was
music librarian in Putney (1977-1982) and Staffordshire (1982-2006) and
District Manager in Stafford (2006-2016).
I came across Kammell in 2006 when researching Thomas Anson of
Shugborough (1695-1773), a traveller and patron of the arts. I have spent many
years investigating Thomas Anson but the discovery that he was the patron of
the composer was a revelation and led to many further discoveries. I have
written a short biography of Kammell and a thematic catalogue of his works
which are available, with recordings, on my website and regularly updated.
https://andrewbakercomposer.com/anton-kammell-a-bohemian-composer-in18th-century-england/
I have also arranged performances of many of Kammell’s works. My research
has been supported by the late Michaela Freemanova in Prague and Sylva
Simsova who passed her research material on to me.
Most reference sources give the composer’s surname as “Kammel” but all his
personal records that are available and his published music spell it “Kammell.”
In England he was “Anthony John Kammell” and on published scores “Antonio
Kammell.”
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Kammell was taught violin by Tartini in Padua. His earliest known works were
composed in Germany, influenced by the Mannheim school, famous for its fine
orchestra and development of the symphony as a significant form. He came to
England at the age of about 35 in 1765. He arrived as an agent for his patron in
Bohemia, Count Waldstein, with a cargo of wood from the Count’s forests
which, they hoped, would be sold as ships’ masts. This became a burden and
source of anxiety as the tree trunks were too short for the Royal Navy, but
Kammell also brought letters of recommendation from the Count which would
introduce him to society and to the musical world.
From 1765 Kammell became part of the musical circle of Johann Christian
Bach, the leading musician in London after the death of Handel in 1759.
Kammell regularly performed in London and in the provinces with Bach and
Carl Frederick Abel, a close friend of Thomas Gainsborough.

Kammell is a largely forgotten name but this is a little appreciated period,
between the death of Handel and the arrival of Haydn in London in 1791.
Though J C Bach’s music is rarely heard he is familiar from Gainsborough’s
portrait, as are Abel and the oboist and composer Johann Fischer (later
Gainsborough’s son-in-law), who also regularly performed with Kammell.

Considering the musical circle he moved in, with its Gainsborough connections,
it is surprising that no portrait of Kammell has been identified.

From his arrival in England Kammell aimed to be known as a composer,
publishing a series of works dedicated to his friends and patrons. His published
music is entirely instrumental, including violin sonatas, violin duets, trios and
string quartets. There are a few works with flute or oboe and a set of sonatas
for harp, harpsichord or piano, with violin and cello accompaniment.

Kammell’s most direct connection to Thomas Gainsborough is through their
mutual friend George Pitt.
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George Pitt (1721-1803), from 1776 Baron Rivers of Stratfield Saye, was a
diplomat and MP for Dorset. From 1761-68 he was Envoy-Extraordinary to the
Kingdom of Sardinia in Turin, though he returned home in 1764. In 1770 he
was appointed Minister Plenitentiary in Madrid but never took up the post. He
is sometimes represented as a forceful, even violent, military man, but his
passion was for music.
On 20 July 1761 Horace Walpole wrote to the Countess of Aylesbury:
The new Queen (Charlotte) is very musical… George Pitt, in
imitation of the Adonises in Tanzai’s retinue, has asked to be her
Majesty’s grand harper. Dieu sçait quette raclerie il y aura! All the
guitars are untuned; and if Miss Conway has a mind to be in fashion
at her return, she must take some David or other to teach her the
new twing twang, twing twing twang.
(Peter Cunningham, ed., The letters of Horace Walpole, Earl of Orford
vol.3 (Bickers & Son, 1877), p.417.)
Pitt was one of the Managers of the opera at the King’s Theatre for the season
of 1769-70 and also provided musicians from the Dorset Militia Band to play at
the music festival at Salisbury. George Pitt’s son was steward of the Blandford
Races and in 1774 Kammell, Fischer, Bach and Madame Grassi (Mrs Bach) and
others were at Blandord Forum for a benefit concert in honour of Kammell.
Gainsborough called Pitt a “staunch friend.” He wrote to Constantine Phipps
By G- You are the only Great Man, except George Pitt, that I care a
farthing for, or would wear out a pair of Shoes in seeking after…
(James Hamilton, Gainsborough, a portrait, Weidenfeld & Nicolson,
2017, p. 248)
Gainsborough painted Pitt’s portrait in 1768.
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Kammell met George Pitt soon after arriving in England. In July 1766 Kammell
was at Bourne Place, Kent, home of Horatio and Lady Lucy Mann. He wrote to
Count Waldstein on 5th July:
Esq Tay (lor), Mr Sole (and) George Pitt are, unknown to you, sending
their regards.
(Michaela Freemanova, “A certain Mr. Nouelle…”: A Rutland association
for the Musician Anton Kammel, Rutland Record 21, Rutland Local
History & Record Society, 2003.)
(Esq Tay (lor) was Henry Roper, 10th Baron Teynham (1708-1781). Mr Sole was
John Cockin (or Cochaine) Sole.)

In the 1760s Gainsborough was based in Bath. It is most likely that he would
have painted Kammell on one of his visits to Bath, in 1768 or 1769. There is no
doubt that the composer’s appearance in Bath in 1769 was during a period
when he was staying at Pitt’s country house, Stratfield Saye. This might also
have been the case in 1768 and Pitt might have had played a part in
introducing Kammell to the important cultural world of the city.
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George Pitt and his wife might be the Mr and Mrs Pitt who are listed amongst
the arrivals in the Bath Chronicle and Weekly Gazette for Thursday 27th
October 1768.
(British Newspaper Archive online.)

On 9th November 1768 Kammell was the principal violin in Thomas Linley’s
concert at Mr Simpson’s Great Room. Linley was the leader of music in Bath.
His daughter, Elizabeth, was a first-class soprano who was a huge success in
London in 1773 but who retired from public performance on marrying Richard
Brinsley Sheridan.
Thomas Linley, his daughters and son, Thomas Linley the younger, and J C
Fischer are well known from Gainsborough portraits.

(Bath Journal, 31st October 1768.)

Kammell’s other known appearance in Bath in 1768 is extremely interesting
and significant. The advertisement in the Bath Journal gives details of the
programme. This is valuable. There are no surviving programmes for the BachAbel concerts in London so it is impossible to know what music by Kammell
might have been performed there. This Bath concert presented Kammell as a
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composer rather than a virtuoso and included a variety of music. Note that the
newspaper now spelled his name correctly.

(Bath Journal, 14th November 1768.)

There were two overtures (symphonies) by Kammell. This was at least four
years before the only published set of symphonies by Kammell appeared in
early 1773 (as music sellers’ advertisements show.) It seems highly likely that
Kammell had built up a repertoire of symphonies and concertos for his own
use in concerts which were not published. He regularly performed his own
violin concertos (and one for two violins) but no concertos were published in
England. (Several were published in Paris, though only one can be traced.)
There is also, in this programme, a “quintetto” which is obviously designed to
show off all the solo instrumentalists who were there – flute (Weiss), oboe (J C
Fischer), violin (Kammell), cello (not named, and continuo. There are no
comparable published works.

Both this concert and the 1769 Bath concert promote Kammell as a composer,
featuring a variety of works, rather than as only a violin virtuoso.
150

Gainsborough must have painted his portrait of George Pitt in Bath during this
same winter as it was displayed in April 1769. (Hugh Belsey’s catalogue of
Gainsbrough’s portraits dates it to January-April 1769.)
By 1769 Kammell’s two patrons, who must have supported his career both
financially and in making useful social contacts, were George Pitt and Thomas
Anson. Kammell dedicated his String Quartets Op. 4 to George Pitt (published
in 1770 but composed before April 1769 when the first performance is noted,
importantly the first known public performance of a string quartet in London)
and his Violin Duets Op. 5 to Thomas Anson.

Thomas Anson held lavish concerts at his new house, 15 St James’s Square,
from (at least) April 1769 to his death in March 1773 and Kammell would have
led the music there.
What was possibly the first of these concerts, on April 13th 1769, was a
Breakfast Concert in honour of Mrs Montagu, the leader of the bluestocking
intellectual circle.
It seems likely that George Pitt was there as his involvement in the opera was
in the air. On 21 April, Elizabeth Harris, wife of philosopher and MP James
Harris, wrote to their son James in Madrid from their London house in St
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James’s Street:
The opera next winter is to be manag’d by Mr G. Pitt & Mr Hobart,
& they talk of having Guadagni & the Amicis, but I have liv’d long
enough to know that spring talk & winter performances are not
always the same.
(Donald Burrows and Rosemary Dunhill, Music and theatre in Handel's
world. The family papers of James Harris 1732 - 1780. (OUP, 2002), p.545)
The key part of this opera season would be the London premiere of Gluck’s
Orfeo ed Euridice, starring the castrato Guadagni.
In 1769 Kammell told Count Waldstein to write to him to ‘George Pitt Esqr. HalfMoon Street, Piccadilly’. This street, which joins the north side of Piccadilly, had
been built in 1730. In 1770 the tickets for a concert were available from ‘Mr
Kammell’s in Carrington-street, Mayfair’. This was a cul-de-sac just round the
corner from Half Moon Street, now the entrance to a multi-storey car-park.
Later concert advertisements give Kammell’s address as no.34 Half Moon Street.
George Pitt is listed in the tax books at Half-Moon Street (no house number is
given) in 1769 and 1771. In 1772 Pitt has moved to nearby Hertford Street and
Anthony Kammell is listed in the tax books for Half-Moon Street. He continues
to be listed there until the year after his death. It is unclear whether Kammell
had bought the house (or apartment) from Pitt or was leasing it. This was a smart
address. No.34 was later the home of Mary Shelley.

In April 1769 Gainsborough exhibited his portrait of George Pitt at the first
exhibition of the Royal Academy. It is possible that Kammell and Gainsborough
might have met at Half Moon Street.
Kammell and his wife spent Christmas and New Year 1769 at George Pitt’s
country house, Stratfield Saye.
Kammell’s first daughter, Lucy, was born at Stratfield Saye on 11 December. It
may seem surprising that his wife Ann, about to give birth, should make the
journey in the middle of winter from London to Hampshire on eighteenthcentury roads. Sadly Lucy, presumably named after Kammell’s first supporter in
England Lady Lucy Mann, did not live long and is not named in his will.
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Only three days after Lucy’s birth her father was in Bath. (He had also
performed in Bath the previous year.) This was about 70 miles from Stratfield
Saye via the shortest route. It might be possible to do it in a day, but an
overnight stop could be taken at Marlborough.
AT Mr. GYDE’s Great Room, this present Thursday Dec. 14, will be a
CONCERT of Vocal and Instrumental MUSIC, for Messrs FISHER and
KAMMELL, (being Mr. Fisher’s last Performance.)
The Vocal Part, by Miss Linley. First Violin and Solo, Mr Kammell; Solo
Violoncello, Mr. Crosdill; principal Second Violin, by Mr. Lates from
Oxford.
Act I. Overture, Kammell. Trio, for two violins and Violoncello, obligated,
Kammell. Fisher’s Old Concerto by Desire. Song, Miss Linley, Bach. Solo,
Violin, Kammell. Quartetto, two Violins, Tenor and Bass, obligated,
Kammell. A New Concerto, Fisher.
Act II. Overture, Kammell. Solo, Violoncello, Crosdill. Song, Handell.
Sextetto, two Hautboys and Bassoons, two Violins and Bass, obligated,
Fisher. Song, Bach. New Favourite Concerto, Fisher.
After the CONCERT will be a BALL.”
(Bath Chronicle and Weekly Gazette - Thursday 14 December 1769.
British Newspaper Archive.)
It has to be presumed that George Pitt travelled to Bath with Kammell. It is
possible that some of the other musicians were also staying at Stratfield Saye
to provide music over Christmas. Gainsborough, whose home at the time was
Bath, would, surely, have been at the concert. He may also have been at
Stratfield Saye. He was certainly there a few months later.
If “the Hon. Mr. Pitt” who is listed as an arrival in Bath in the Bath Chronicle
and Weekly Gazette for 16th November 1769 is George Pitt it is possible that he
and his musical friends had been in Bath four weeks before the concert leaving
Mrs Kammell at Stratfield Saye.
One important feature of this concert is that, like the 1768 Bath appearance, it
presents Kammell as a composer rather than a violinist. He did play a solo, but
the concert included a cross section of his compositions, including one of the
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string quartets (which would have been one of the Op. 4 dedicated to George
Pitt) and two “Overtures” or symphonies.
Kammell returned to Stratfield Saye after the Bath concert. His daughter, Lucy,
was baptised at nearby Hartley Wespall on 31 December.

Gainsborough was certainly at Stratfield Saye in 1770. He wrote to William
Jackson on 9th June 1770 saying that he had been at Stratfield Saye for three
months. This was when he was there painting portraits of Pitt’s daughter and
son-in-law, Lord and Lady Ligonier. This implies that he had arrived at Pitt’s
country house early in March.
(Marcus Whiffen, A Gainsborough Letter, The Burlington Magazine for
Connoisseurs, Vol. 80. No. 467, Reynolds Number (Feb. 1942) pp. 46+489. Accessed online https://www.jstor.org/stable/868359)
It is possible that Kammell was still there when Gainsborough arrived. It seems
very unlikely that the Kammell’s would have been able to hurry back to London
in winter immediately after the birth of Lucy.
Kammell was back in London on 22nd March 1770 when he performed with
harpist Evan Evans. Evans probably played the harp in Gluck’s Orfeo ed Euridice
which had its first performance, in the presence of the King, on April 7th.
Presumably Pitt, as co-manager of the opera, was also in London for the
performance.
Pitt continued to be a patron of Kammell.
On the 3rd June 1773 after the death of Thomas Anson Kammell wrote to Count
Waldstein:
On 3rd June Kammell wrote to Count Waldstein:
My dear old good friend Mr. Anson the brother of the Admiral Anson,
who defeated so much the Spaniards, died two months ago. I do not like
to loose good friends, his death contributed a lot towards my illness, in
his testament he left me 50 gineas yearly for the time of my life, my
friend George Pitt, when he saw me so distressed after Anson’s death,
he also gave me by the law 50 gineas yearly, now I have 100 gineas
yearly which I can spend as I wish…
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(Freemanova, op. cit.)

Considering how little information there is about Kammell in general it is
remarkable that there are so many details of his musical activities and his
relationship with George Pitt for the years 1768 to 1770. Just from these
known points in time it would seem that, through George Pitt, Kammell had
several opportunities to meet Thomas Gainsborough.
The Gainsborough portrait under consideration shows a composer, without a
musical instrument. It is significant that Kammell’s Bath concerts, both in 1768
and in 1769, at which one of the quartets dedicated to George Pitt was
performed, presented him as a composer of a variety of works rather than as a
virtuoso who also composed.
The manuscript score which the subject of the portrait is holding is too
sketchily painted to be identified but the section that can be seen could be the
ornamented closing bar lines of a piece, perhaps a violin duet as only two
staves can be seen clearly. Kammell wrote several sets of substantial violin
duets, including his Op. 5 set dedicated to Thomas Anson.
The subject of the portrait wears what appears to be a Roman style intaglio
ring with a black stone on the hand that holds the manuscript. This might be
intended to be a striking feature, suggesting that the ring might be a gift from
his patron.
As the evidence presented here shows George Pitt took an extraordinary
personal interest in Kammell and it is easy to imagine him asking his friend
Gainsborough to paint the composer’s portrait, but I feel it is worth bearing in
mind the evidence which suggests that Pitt and Anson were co-patrons of the
composer. The manuscript music and ring might allude to the antiquarian
collector Thomas Anson rather than George Pitt. This is speculation of course.
I am not aware of any other composer of the period who is not already known
from a portrait and who Gainsborough might have painted.
Andrew Baker
2nd March 2021
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APPENDIX 2
WHO WAS LOLA?

Though it is impossible to prove without doubt that the Edward Gilbert who
was a clerk in the Ordnance Office was Antonín Kammell’s grandson, Edward
George Antonio Gilbert, there is no other candidate, in all the archives
accessible on the ancestry websites, who seems to fit. The coincidence that
both he and his step-father (and the husband of his sister) had posts in the
military civil service, and the remarkable musical life of his family, make the
identification very attractive.
There is, though, another Edward Gilbert to consider. Of course, only one
these Edwards can be Kammell’s grandson. If this second, even more elusive,
Edward is Edward George Antonio, then everything which seems to support
the case for the military clerk has to be dismissed as pure coincidence.
Alternatively, if the Tower of London clerk is Kammell’s grandson, then
everything that seems to support the case for the mysterious Ensign Gilbert
has to be rejected.
The notorious dancer, mistress of Ludwig 1st of Bavaria and Franz Liszt, Lola
Montez, was born Elizabeth Rosanna Gilbert in Cork, Ireland
Her real name was identical to the name of Anthony Kammell’s daughter in her
first marriage.
Lola’s father was certainly an Edward Gilbert. This Edward Gilbert was an
Ensign in the British Army, and, though the records of his military career
survive, his actual origins have never been traced. There is no one in the
ancestry records who could be he – apart, perhaps, from Edward George
Antonio Kammell. Lola, who was a habitual liar, told people her father had
been an illegitimate son of the aristocracy, but there is no evidence to support
this at all.
Lola Montez’s biographer Bruce Seymour has never managed to identify Lola’s
father despite his very intensive research. All his research documents are
available on his website and I gratefully acknowledge his help in this
investigation.
http://www.zpub.com/sf/history/lola/Lola-Seymourfiles.html
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The only facts about Lola’s father that Bruce Seymour has established are that
Edward Gilbert was given an ensign’s commission by the Duke of York without
having to purchase it. This was unusual and indicates influential connections of
some sort.
Lola’s mother was born Eliza Oliver. She was the illegitimate daughter of
Charles Silver Oliver, former High Sheriff of Cork. She was only 15 in 1820 when
she married Edward Gilbert, then with the 25th Regiment of Foot, having
arrived in Ireland on peace-keeping duties in December 1818.
Lola, really Elizabeth Rosanna Gilbert, was born on 17th February 1821. Her
father was soon on the move, and she was baptised in Liverpool on 16th
February 1823. Her name is clearly given on the register as “Elizabeth Rosanna
Gilbert”, precisely the same as the usual spelling of Kammell’s daughter.

After only three years of marriage Ensign Gilbert died in India, shortly after
arriving there with his young wife and daughter.
Following her husband’s death his widow, who had already re-married, had to
swear that she was the legal widow of Ensign Gilbert in order to be able to
claim a pension. In fact her marriage had been reported in the newspapers,
though there was no explanation of who Ensign Gilbert actually was.
The apparent impossibility of finding any trace of Edward George Antonio
Gilbert after his baptism and the complete lack of any clues to the origin of
Ensign Gilbert proves nothing, but it does leave the possibility open that they
were the same person.

The only evidence of Ensign Gilbert’s age is his gravestone in India, which gives
an age of 26, implying a year of birth of 1777. This is three years younger than
Edward George Antonio Gilbert, who was born May 9th 1794. There are no
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army documents giving Ensign Gilbert’s age and it is perfectly possible that noone knew his actual age at the time of his death, including his wife.
Eliza Oliver was only 15 when they married. Could he have pretended to be a
few years younger than he was? The application for Antonín Kammell’s
wedding licence reduces the composer’s age by 11 years to lessen the contrast
with Ann, who was only 17.
One other piece of evidence, though again suggestive rather than any kind of
proof, is that Elizabeth Rosanna Kammell’s second husband, James Brown, had
been a “clerk in the late Duke of York’s office”, according to her own death
certificate.
Edward George Antonio would have been brought up, after the age of ten, by
Elizabeth Rosanna and her second husband, James Brown. Prince Frederick,
Duke of York, died in 1827 so it is reasonable to assume that James Brown was
working for him when his step-son was a teenager. This was the period of the
Napoleonic Wars, when the Duke was Commander in Chief of the army.
Edward George Antonio would have been 21 at the time of the Battle of
Waterloo in 1815. Could it be that the explanation of the mystery of how
Ensign Gilbert was given a commission without having to purchase it was that
the Duke of York arranged a commission for the stepson of one of his staff?

Ensign Gilbert is not recorded as having risen from the ranks. He is listed in the
London Gazette for 19th July 1817 as “Edward Gilbert, Gent. To be Ensign, vice
Pigott, deceased. Dated 3 July.” The appointment depended on a vacancy due
to a death. This date is confirmed by the regimental Commissioning Book.
Edward George Antonio would have been 23.
Ensign Gilbert’s name first appears on the muster account of the 25th Regiment
of Foot on 29th June 1818 at Hilsea Barrack, Company 4.
From 31 December 1817 to 8 Jan 1818 he marched with the regiment 102
miles in 8 days from Weedon to Chatham. From 19 May to 26 May he
marched with the regiment from Chatham to Hilsea.
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Ensign Gilbert sailed on the Borodino from Portsmouth to Coves on 25
December 1818 and joined the Battalion during that reporting period. Regt
marched from Coves to Fermoy on 24-25 December 1818.
After their daughter’s baptism Ensign Gilbert, Eliza and the two-year-old
Elizabeth Rosanna sailed to India. His brief service in India was gruelling. There
were occasions when he was absent without leave. Only seven months after
the baptism Ensign Gilbert was dead.

The list if his property at his death shows him to have been interested in the
arts. There were colours and pencils for drawing, a flute, and no less than ten
volumes of “New British Theatre”, which is presumably the series of new plays
edited by John Galt and published 1814-15. The “Essay on Physiognomy” is
almost certainly Lavater’s essay which promoted the idea that facial
characteristics were indicators of individual characters rather than generic
types. Most editions were popular because of their illustrations.
The only book I can trace called “Rhyme and Reason” from before 1823 is a
collection of humorous poetry, “Rhyme and Reason, Short and Original Pomes”
by Philip Smyth published in London by Blacks and Parry in 1803.

There seem to be no further avenues that have not been explored by Lola’s
biographer and by those interested in Antonín Kammell. Nothing can be
proved, but the coincidence of Lola’s real name and Elizabeth Rosanna
Kammell, the coincidence of name and similarity of age of Edward, and the
very extraordinary coincidence of the connections with the Duke of York
means that the possibility remains that the composer Antonín Kammell’s
great-granddaughter was the one-time mistress of another composer, Franz
Liszt.
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Lola died in New York 17th January 1861. The name on her gravestone is “Mrs
Eliza Gilbert”. She had no known children.
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