'Storaces Dictatory Nod':
a Frustrated Composer at
Drury Lane in 1788
PETER HOLMAN
One of the pleasures of research is that you never know when you are going to
stumble on something unexpected. Recently, when searching London newspapers
for responses to the death of the painter Thomas Gainsborough, who died on
2 August 1788, I came across the following, printed in The Morning Herald for
Monday 27 October 1788:
"SQUIRE MARMADUKE,
"You have said not a word of the ORCHESTRA, but I hope it comes
"under your province. I witnessed a violent transgression on Saturday
"evening at Drury-lane: — a person, whom I understood to be Mr.
"Storace, took his situation on the stage, and by very strange gestures,
"which threw several of us in the pit into alarm, appeared to be giving
"the time of some of the songs to the leader of the band; — particularly in
"the duet between Mrs. Crouch and Romanzini. Now, although Mr.
"Storace may have witnessed the Prompter at the Opera House, popping
"his head through the centre of the stage, I hope you will inform him
"that such things must be unseemly at an English Theatre, and that even
"from the wing of the stage, his nodding to the band was intolerable. —
"Take a shot at him, do Master MARKWELL.
Yours, &c.
FLY-FLAP.
Mr. STORACE certainly merits censure on the above account; — without dwelling on the
disrespect to the audience, it was a public impeachment of the ability of Mr. SHAW, as a leader,
who is too skilful a musician to need Storace's dictatory nod, even were his pretensions as a
composer twice what they are. — I admit that Giardini himself might not hit the exact time of a
movement, as intended by the writer; — but the action of an arm and head, from the side of the
stage to the orchestra, is not the mode by which a band should be regulated. Mr. Storace, if he was
solicitous for the music in Mr. Cobb's new piece, ought to have taken his situation at the
harpsichord. — This was Dr. Arne's invariable practice, and has been Mr. Linley's, where their own
music was in question. — He can never imitate better models, if he wishes to rise in his profession.
The piece performed on the previous Saturday,
25 October, was the afterpiece opera The Doctor and
the Apothecary, an adaptation by the playwright James
Cobb (1756-1818) and the composer Stephen
Storace (1762-1796) o<tDoktorundApotheker(\7%6},
a singspiel by the Viennese composer Carl Ditters von
Dittersdorf (1739-1799).' For it Storace arranged a
selection of Dittersdorf's numbers, adding some of
his own. It was the opera's first performance - the
same newspaper also includes a long and generally
favourable review — as well as Storace's debut in one of
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the two mainstream London theatres devoted to
English plays and operas. Cobb, an employee of the
East India Company, had been writing for Drury
Lane since 1779, but Storace was virtually a
newcomer.2 After his return from Austria in the
spring of 1787 he worked for little more than a single
season at the King's Theatre, the Italian opera house
in the Haymarket, before transferring to Drury Lane.3
He seems to have left the King's Theatre after
temporarily falling out with Giovanni Andrea Gallini,
its manager.

Storace had been in Vienna since 1785 for the
production of his two Italian operas Gli sposi
malcontenti (1785) and Gli equivoci (1786). During
that time he met Haydn and Mozart, and, according
to his friend the Irish tenor Michael Kelly (17621826), was the host of the famous string quartet party
made up of four eminent Viennese composers:
Storace gave a quartett party to his
friends. The players were tolerable; not
one of them excelled on the instrument
he played, but there was a little science
among them, which I dare say will be
acknowledged when I name them:
The First Violin
HAYDN.
„ Second Violin. .BARON DITTERSDORF.
„ Violoncello
VANHALL.
„ Tenor
MOZART.
The poet Casti and Paesiello formed
part of the audience. I was there, and a
greater treat, or a more remarkable one,
cannot be imagined.4
Storace probably saw the Viennese production of
Doktor und Apotheker (first performed at the
Karntnertor Theatre on 11 July 1786), and
presumably came back to England with copies of the
published vocal score and the libretto. Michael Kelly
returned from Vienna with Stephen, as did his sister,
the singer Nancy Storace (1765-1817), and the
composer Thomas Attwood, who had been studying
with Mozart.5 Kelly took part in the production of
The Doctor and the Apothecary, singing in it a number
borrowed from Paisiello's Ifilosofi imaginari, which he
had probably sung in Vienna.
Thus, in 1788 Storace was hardly known in
London. He had been born there, the son of an
Italian double bass player, but had been sent to study
in Naples as a teenager in the late 1770s, returning in
1782 or 1783. During the next few years he spent
much time in Vienna, where Nancy was a member of
the opera company at the Burgtheater. At this stage
both Nancy and Stephen seem to have been full of
youthful confidence, and conscious of their superior
status as musicians who had been trained in Italy and
had been successful in Vienna. The writer and
amateur composer John Marsh, who met both of
them several times, recorded an instance of Nancy's
bad behaviour during the 1787 Salisbury Festival.
On 29 September,
I stole off to pay a 3d. visit for the even'g
at Mr [Joseph] Corfe's [the conductor of
the Festival] to meet Mr Earle Mrs

Simpson & Mr Rob't Still & have a little
music with Mr Storace & his sister
there, when I tried a quartetto of Pleyel's
I had never seen before upon a wretch'd
fiddle of Corfe's, with false strings. Had
it not been for this however it wo'd have
hardly gone off well, Sig'ra Storace being
in such boisterous spirits that she made
such a noise all the time & was so vulgar
in her witticisms & manner that I wish'd
myself away again before I had been
there 10. minutes. Having therefore
staid to hear a glee, which went off
better than the quartetto (she being
engaged in it) my glee of "The Curfew
tolls the knell" etc. was tried, which
words
however she
immediately
declared were better set by her brother,
w'ch she immediately sung.
On
someone then whispering her that the
other was set by me, she declar'd aloud,
she did not care whose music it was, her
brother's was best.6
Stephen also spoke 'rather sneeringly' about one of
Marsh's symphonies when it was played at the 1784
Salisbury Festival,7 while his obituary, printed in The
Oracle for 17-18 March 1796, hints that he 'did not
suffer fools gladly', as obituaries would put it today:
His private character was sometimes
mistaken — he had not the art to lower
false expectation gently. He spoke his
mind plainly and bluntly — his opinion
might be relied on for its value and its
sincerity — he had great quickness of
decision, and this sometimes was
mistaken for abruptness — properly
attentive to his interests, and not to be
diverted from its pursuit — he sometimes
provoked comments, which he never
deserved — we knew him to be a friendly,
upright man ... 8
This, then seems to be the context for the
hostile remarks about Storace in The Morning Herald.
We can imagine that a young, virtually unknown
composer, full of his experiences on the Continent
and with a reputation for arrogance, might be seen as
someone who needed to be taken down a peg or two
[111us. 1]. It is not clear (to me at least) who 'FlyFlap', the supposed author of the letter, or 'Squire
Marmaduke', its recipient, were, but the author of the
editorial comment below it was presumably the Rev.
Henry Bate Dudley (1745-1824), founder, proprietor
and editor of The Morning Herald.'' Bate Dudley had
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A translation of the popular French
piece, 'Richard Creur de Lion,' was
produced at Drury Lane Theatre on the
twentieth of October [1786], with the
original music by Gretry.
Miss
Romanzini (afterwards Mrs. Bland)
sang the pretty chanson, The merry
dance,' with great naivete and effect.
The character of Richard was acted by
Mr. John Kemble, who, though he did
not have a singing voice, got through
the two-part song, on which the plot
hinges, better than was expected. At
one of the rehearsals of this piece
Kemble, who had got the tune of it
tolerably well, being very deficient in
keeping the time, Mr. Shaw, the leader
of the band, impatiently exclaimed,
"Mr. Kemble, that won't do at all! - you
murder time abominably!" - "Well, Mr.
Shaw," replied Kemble, "it is better to
murder it, than to be continually beating
it as you are."12
Illustration 1: The only known portrait of Stephen Storace, from
the title-page of The Favorite Operas ofMahmoud&Thelron
Chest (London, 1797).

earned his nickname 'The Fighting Parson' in 1773,
when he won a boxing match defending the honour
of his future sister-in-law, the actress Elizabeth
Hartley, whom he thought had been insulted in
Vauxhall Gardens. He became editor of The Morning
Post in 1775, leaving it to found The Morning Herald
in 1780. He was the author of a number of opera
librettos, and thus was keenly interested in the theatre
and in music. He has been credited with introducing
a new style of journalism, replacing news with
scurrilous gossip - which of course frequently
included material about the theatre and the musical
world.
The importance of The Morning Herald letter
and Bate Dudleys comment lies in the insight it gives
us into the way music was directed in the London
theatres at the time. It is clear that the performance
was directed by the leader of the Drury Lane band,
the violinist Thomas Shaw (c. 1752-c. 1830) [Illus.
2].10 Shaw had joined the Drury Lane band by 1778
and led it from December 1785.11 At the time the
elder Thomas Linley (1733-1795) was the official
house composer, though Shaw seems to have been
responsible for the day-to-day direction of the music
in productions, as the following anecdote about the
actor John Philip Kemble (1757-1823), told by the
oboist W. T. Parke, illustrates:
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What this suggests is that Shaw was responsible on
that occasion for rehearsing the singers as well as
directing the orchestra. He was much admired as a
leader: The Morning Herald, reporting on the
production of his own The Island of St Marguerite
(1789), thought that 'We never heard an Orchestra
more brilliant, accurate, and expressive'.13

Illustration 2: Thomas Shaw.

When Kenible talked of Shaw beating time he
presumably meant that the violinist used his bow to
indicate tempos, not that he conducted in the
modern way. At the time, nearly all direction was
done from the violin or the keyboard. Beating time
with a roll of paper or parchment was only used for
large choral concerts, if at all. Charles Burney
reported that the direction of the mammoth 1784
Handel Commemoration concerts in Westminster
Abbey was managed 'without the assistance of a
Manu-ductor, to regulate the measure', and asserted
patriotically: 'Foreigners, particularly the French,
must be much astonished at so numerous a band
moving in such exact measure, without the assistance
of a Coryph&us to beat the time, either with a roll of
paper, or a noisy baton, or truncheon'.14 W, T. Parke
told a story about the rehearsals for the same event:
When this great event was in
contemplation, two very pompous
gentlemen, Dr. [Philip] Hayes of
Oxford, and Dr. [Edward] Miller of
Doncaster, came to town to give dieir
gratuitous assistance as conductors, by
beating time. After several meetings and
some bickerings, it was at length agreed
that Dr. Hayes (Mus. Dr. Oxon) should
conduct the first act and Dr. Miller the
second. With regard to the third, I
suppose they were to toss up for it.
When the time of performance had
arrived, and Mr. [Wilhelm] Cramer, the
leader, had just tapt his bow, (the signal
for being ready,) and looked round to
catch the eyes of the performers, he saw,
to his astonishment, a tall gigantic figure,
with an immense powdered toupee, full
dressed, with a bag and sword, and a
huge roll of parchment in his hand.
- The son of Hercules
he justly scorn'd
By his broad shoulders and
gigantic mien.
"Who is that gentleman?" said Mr.
Cramer. — "Dr. Hayes," was the reply. —
"What is he going to do?" — "To beat
time." — "Be so kind," said Mr. Cramer,
"to tell the gentleman that when he has
sat down I will begin." The doctor, who
never anticipated such a set down as this,
took his seat, and Mr. Cramer did
begin, and his Majesty and all present
bore witness to his masterly style of
leading the band.15

Illustration 3: Caricature said to be of Philip Hayes,
by P. J. de Loutherbourg, published by William Holland
on 1 May 1790.

Philip Hayes (1738-1797), Professor of Music
at Oxford from 1777, was reputedly the largest man
in England.16 Elsewhere, Parke described him as 'in
humour and bulk ... a complete representative of
Shakespeare's fat knight, Sir John Falstaff, and
added that 'When the doctor came to London from
Oxford, he had two places taken for him in the stage
coach' — hence, presumably, his nickname 'Fill
Chaise' [Illus. 3].17 One does not like to spoil a good
story, but it must be said that there is no mention of
Hayes or Miller in Burney's official account of the
Handel Commemoration.
Furthermore, Parke
mentioned that Hayes and Miller beat time 'most
unmercifully' with 'a large roll of parchment' at a
benefit concert for the New Musical Fund at the
King's Theatre on 12 April 1787,1S so it is possible
that he got dates and places confused in his story of
the confrontation between Hayes and Cramer. After
all, Parke mentions that in the 1787 concert 'Cramer
led the band, composed of two hundred performers'.
Interestingly, a similar story was told in 1838 in an
article in The Musical World}9 The conductor is
Hayes, as in Parke, but the scene is a Festival of the
Sons of the Clergy in St Paul's Cathedral during the
1780s rather than Westminster Abbey or the King's
Theatre, and the leader is supposedly Charles Ashley
(1770-1818), not Cramer.
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What these anecdotes suggest, if anything, is
that beating time with a roll of paper or parchment
was more likely to be used in the provinces (where
Hayes and Miller worked), presumably because
musical standards were lower there and violinists such
as Cramer, who had the skills to direct a large
ensemble just by using the bow, were not always
available. In London it was thought to be unnecessary.
In a lecture given in 1827 the composer Samuel
Wesley (1766-1837) said that beating time had been
'totally discontinued at Oratorios', and went on:
I confess I could never perceive the
Utility (much less the Necessity) of any
third Person to keep an Orchestra
singing & playing in just Time. The
immediate and indispensable Province
of the Leader, is to start the Band
instantaneously together, upon all
Occasions and in every Movement
throughout the Performance.
The
Conductor at the Organ must be
perfectly unanimous with him, more
especially in the Choruses, where the
Organ ought always to form a
prominent Feature, and upon the
Assistance of which the Voices very
naturally and very rationally rely.20
There were, of course, harpsichords rather than
organs in the theatre pits of the period. Organs were
used in the London theatres, but only in Lenten
oratorios, when all the musicians performed on the
stage.21
The most interesting aspect of The Morning
Herald material is that it tells us that Storace was not
in the pit directing The Doctor and the Apothecary,
even though it was the first performance. As Bate
Dudley pointed out, this had been Arne's 'invariable
practice' as well as Thomas Linley's. However, there is
a contradiction here: if Parke's anecdote about
Kemble can be relied upon, then Linley was also not
in the pit for the rehearsals of Richard Coeur-de-Lion,
even though he was responsible for arranging the
music for the Drury Lane production of Gretry's
music.22 It is difficult to know why this was so,
though it could have been that Shaw was sharing the
rehearsals with him to prepare for the time when the
direction would be handed over to him. This was the
normal practice in Italian opera houses, where the
composer would direct the first three performances
from the harpsichord and then hand over to the
leader or the regular first harpsichord player. For
instance, Leopold Mozart wrote to his wife from
Milan on 5 January 1771 that at the opera there,
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the Maestro [Wolfgang] was obliged to
conduct the opera [Mitridate, re di
Ponto] from the orchestra only on the
first three evenings, when Maestro
[Giovanni
Battista]
Lampugnani
accompanied at the second clavier. But
now, as Wolfgang is no longer
conducting, Lampugnani plays the first
clavier and Maestro Melchior Chiesa the
second one.23
This left father and son as 'listeners and spectators'
who were free to walk about 'here and there, wherever
we like' during the performance.
Two harpsichords were also used at the
Italian opera house in London for most of the
eighteenth century. A French visitor in 1728 reported
that the continue section for Handel's opera
performances consisted of 'un violoncello, les deux
clavessins et 1'archilut', and another diarist reported in
1772 that the orchestra for the pasticcio Artaserse at
the King's Theatre included 'two harpsichords no
organs'.24 However, the violinist Felice Giardini, who
was the leader of the King's Theatre orchestra on and
off from 1754 until his departure for Italy in 1784,
managed to have both instruments silenced,
according to a comment in The Morning Post for
9 December 1789:
There were formerly two harpsichords
in the Opera orchestra, but such was the
dislike of Giardini to that species of
instrument, that he prevailed on the
manager to remove one of them, and
the performer not to play on the other.
The taste of Giardini must have
undergone a wonderful improvement in
the course of a few years, if he can resign
the violin to others, and be content with
an humble situation at that very
harpsichord which he wished to banish
from the stage for ever.25
There is some evidence that Giardini achieved his
object in the 1781 season, for The Public Advertiser
reported on 23 November that 'this year ... there is
no Second Harpsichord, and [Muzio] Clementi did
not play the Instrument which remains'.26
Giardini returned to London from retirement
in Italy in 1789 and was appointed 'director of music'
for the 1790 season. Interestingly, he does not seem
to have played the harpsichord at the first night of his
adaptation of Cimarosa's Ninetta on 7 January 1790:
The World reported the next day that he 'was behind'
- that is, behind the scenes — while William Dance
was at the keyboard.27 Giardini was certainly qualified

to play the harpsichord, for he had studied it as a
child in Milan, so we can presume that he stayed
back-stage because he wanted to supervise the singers
— which may be what Storace was doing at Drury
Lane. It seems likely that Giardini was not trying to
silence the harpsichord altogether but was trying to
restrict the player to the recitatives rather than playing
continue throughout. It became the practice around
1800 to accompany recitatives with just a violoncello,
or with violoncello and double bass. The cellist
Robert Lindley and the bass player Domenico
Dragonetti, who both joined the orchestra of the
King's Theatre in 1794, became famous for their
accompaniment of recitatives.28 However, Joseph
Mazzinghi's contract for the 1790 season specified
that he would 'duly attend all the Rehearsals at the
Opera House and also on every night of Public
Performance and play at the Harpsichord both as
Director
of the Music and
Composer'.29
Harpsichords seem to have been used in the King's
Theatre until at least 1808.30
One of the most important sources of
information about the direction of Italian opera in
London is the letter-journal of Susan Burney (17551800) covering her life in London in 1779-1780.31 As
the daughter of Dr. Charles Burney she had privileged
access to the opera house and its staff, and attended
many rehearsals. On one occasion, 3 May 1780, she
was at the first rehearsal of Ferdinando Bertoni's //
duca d'Atene in a small room in the opera house. Her
letter makes it clear that the composer was at the
harpsichord, and that Cramer, the leader, was also
present, probably with a skeleton orchestra.32 The
rehearsal process is further illuminated by her letter
describing the first full rehearsal of Bertoni's pasticcio
Alessandro nell'Indie on 19 November 1779.33 There
were two harpsichords, played by Bertoni and
Clementi, with Cramer leading the orchestra. Noone was in overall charge: Susan noticed that Bertoni
'did not stand forwards as Direttore', and that 'all the
singers acted as maestro during their own songs',
perhaps because it was a pasticcio and they had had a
hand in choosing them.
However, Cramer was certainly in charge of
the orchestra. At one point he took an aria too fast,
and, 'with his accustomed good humour', started it
again slower. Later in the rehearsal his good humour
was sorely tried:
The Wind Instruments were all out of
tune, & tho' I pitied poor Cramer 'twas
impossible not to laugh - After
repeatedly desiring the French Horn
Players to make their Instruments
sharper, at last he called out in a voice
wch. proved that he wth. difficulty cd.

repress a degree of Indignation — & with
his foreign accent — ' Gentelmen ... You
are not in tune At all? — 'Its a very sharp
Morning Sir', said one of them — 'We
shall do better another time' — Another
sd. that the Crook he used was right but Cramer desired he wd. try the other
- He did so - 'Why that is better sd.
Cramer, as indeed it clearly was — ' Very
well sir, sd. the stupid Earless wretch.
'/'// be sure to use it.'
In the same aria the bassoon 'was dreadfully and
ridiculously out of tune', provoking Clementi to
produce a parody on the harpsichord using 'natural
notes in the treble, & flat in the Bass', which 'had the
most dissonant & comical effect & produced the best
imitation of their accompt. that can be conceived'. At
suggestion of the castrate Gasparo Paccheriotti, one
of the leading singers, Cramer ordered the player to
leave out the passage. Bertoni, interestingly, does not
seem to have had a say.34
Storace seems to have learned the lesson of The
Doctor and the Apothecary debacle. There are reports of
him playing at the premieres of The Haunted Tower (24
November 1789) and Lodoiska (9 June 1794), and in
one case, the afterpiece The Three and the Deuce, first
performed on 2 September 1795, The Oracle reported
on 4 September that 'Storace left the Orchestra to
Shaw last night' — that is, for the second performance.35
One wonders whether he decided to leave the
direction of the first performance of The Doctor and
the Apothecary to Thomas Shaw because it was an
opera with spoken dialogue, without any recitatives
that needed accompanying. Given what we know
about his character, it is unlikely that he was just too
timid to assert his right to direct the first performance.
Another possibility is that the privilege of directing the
first performance applied only to composers and not to
the arrangers or compilers of pasticcios, which would
also explain why Linley was apparently not present for
a rehearsal of Richard Coeur-de-Lion. However, the
objection to this is that a large number of English
operas of the period were pasticcios to a greater or
lesser extent, including Lodoiska and The Haunted
Tower, in which Storace played. Most likely, perhaps,
he had the same idea as Giardini in Ninetta, and placed
himself behind the scenes to keep an eye on the
singers. In the last analysis it is not entirely clear why
Storace was not in the pit that night, and therefore had
to resort to desperate measures to ensure that his music
was performed to his own satisfaction. But anyone
who has had the experience of entrusting the first
performance of a work they have composed, arranged
or edited to someone else will know what he must
have felt.
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The Archives of
John Broadwood and Sons:
Two Centuries of Musical History
ROBERT SIMONSON
The business records of John Broadwood and Sons, held at Surrey History Centre,
Woking, form one of the best preserved archives of any major piano
manufacturing company. The rich resources of the archive can be used to study
the history of the firm and individual pianos, as well as changes in musical and
cultural life over more than two centuries. The Broadwood archive was originally
deposited with the then Surrey Record Office in 1977, and has been subject to a
major project over the years, both to catalogue the material in detail and to
conserve many of the most important documents in the collection.
The story of how Broad-woods reached such preeminence in the world of piano making begins with
Burkat Shudi who was born in 1702 in Schwanden,
in the canton of Glarus, Switzerland. Shudi trained as
a cabinetmaker and came to London in 1718 aged 16
where he was apprenticed in the Soho harpsichord
workshop of Hermann Tabel. In 1728 Shudi
founded his own harpsichord workshop, the basis of
the future business of John Broadwood and Sons.
Early customers included the composer George
Frederick Handel. As Shudi's reputation grew, royal
commissions came from Frederick, Prince of Wales,
and Frederick the Great of Prussia. After the latter
commission in the early 1740s, Shudi had his portrait
painted with his family, to hang in the house he
occupied in Great Pulteney Street. The portrait, now
identified as being by Marcus Tuscher and hanging in
the National Portrait Gallery, London, shows Shudi
in an elegant blue gown, tuning a harpsichord, with
his wife Catherine and sons Joshua and Burkat.
Frederick the Great was again a customer in 1765,
and one of the harpsichords Shudi made on this
occasion still survives in the palace at Potsdam.
John Broadwood (1732-1812) was the eldest
son of the village carpenter at Oldhamstocks in the
Lothian hills south of Edinburgh. In 1761 he came
to London, aged 29, and worked as an apprentice to
Shudi, becoming an experienced and trusted
member of the business. In 1769 John married
Shudi's daughter Barbara and was assigned the
running of the business in 1771,' assuming full
control on Shudi's death in 1773. Throughout the

1770s, Broadwood continued to make and sell
harpsichords at a steady rate. He also took a growing
interest in the development of the pianoforte and
patented improvements to the instrument in 1783.
Production of pianos soon superseded harpsichords.

Illus. 1: Engraving of John Broadwood after the painting by John
Harrison. Published by the engraver W Say, 1812. SHCref.
2185/JB/86/1
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Those not sold immediately were hired out for
concert or domestic use, and there was also an
extensive tuning business. By the mid 1790s, the
Broadwood 'grand' pianofortes were in as much
demand as the squares. Broadwood gradually
extended the business premises to fill three adjoining
houses in Great Pulteney Street as well as the nine
mews properties and the former Crown public house
to the rear in Bridle Lane and Silver Street (now Beak
Street), Soho. The showrooms fronted onto Great
Pulteney Street while the works entrance was in
Bridle Lane. The piano commissioned in 1796 by
Manuel de Godoy for the Queen of Spain attests
to the reputation and quality of Broadwood's
work during this period. The instrument, now in
the Museum of Fine Arts in Boston, USA, boasts
a case designed by Thomas Sheraton with
Wedgwood medallions.2
In 1795 John's son James Shudi Broadwood
(1772-1851) was made a partner. In 1808 his second
surviving son, Thomas Broadwood (1786-1861), was
also made a partner, creating the firm of John
Broadwood and Sons. After their father's death in
1812, the two brothers carried forward the business
with increasing success. The business remained a
partnership until 1901, when it was reconstituted as a
limited company.
By 1815 the Broadwood name was sufficiently
well known for Jane Austen to include an episode
involving the arrival of a Broadwood square piano, 'a
very elegant looking instrument ... altogether of the
highest promise', in her novel Emma published that
year. Austen no doubt expected her readers to
appreciate the social importance of the acquisition of a
Broadwood instrument. Unlike in some modern
novels, there is no evidence that Broadwoods paid for
this product placement!
Two years later, while staying in Vienna,
Thomas Broadwood met Beethoven. In a letter
preserved in the archives, which Thomas wrote in
1829 to the musician and music publisher Vincent
Novello (1781-1861), he recalled, 'It was in August
1817 I had the pleasure of seeing Beethoven at
Vienna ... he was then so unwell, his table
supported as many vials of medicine and golipots as
it did sheets of music papers and his cloaths so
scattered about the room in the manner of an invalid
that I was not surprised when I called on him by
appointment to take him out to dine with us at the
Prater to find him declare after he had one foot in
the carriage that he found himself too unwell to dine
out — and he retreated upstairs again. I saw him
several times after that at his own house and he was
kind enough to play to me but he was so deaf and
unwell that I am sorry to say I had no opportunity of
marking any thing like an anecdote'.3
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On returning to London in late 1817, Thomas
Broadwood sent Beethoven a six-octave grand
pianoforte as a gift. The case was of Spanish
mahogany, inlaid with marquetry and ormolu.
Beethoven was delighted by the gift and wrote to
Thomas in 1818 that 'as soon as I receive your
excellent instrument, I shall immediately send you the
fruits of the first moments of inspiration I spend at
it'.4 Later, the deaf composer virtually wrecked it in
his desperate attempts to hear the sound. In 1824,
the harp maker, Johann Andreas Stumpff, described
the state of the piano in a letter to the Musical Times:
'What a spectacle offered itself to my view! There was
no sound left in the treble and broken strings were
mixed up like a thorn bush in a gale'.5 The piano later
belonged to Franz Liszt and is now in the care of the
National Museum of Hungary and on display in the
Liszt Memorial Museum in Budapest.
In 1823 the company leased premises in
Horseferry Road, Westminster, to cope with the
steady increase in demand for their products. The
extent of the business at this time is revealed in the
archives, which includes an inventory of
manufactured stock from 1816, listing 110 square
cases, 93 grand cases, 130 sets of grand keys and 168
sets of square keys.6 The inventory shows the amount
of capital tied up in manufactured stock, which the
company no doubt hoped to sell quickly. James
Shudi Broadwood, in Geneva in 1834 on a European
tour, struck a self-confident note writing in a letter to
his son Henry Fowler Broadwood (1811-1893), who
joined the partnership in 1836, 'I have looked at all
the pianos I could get at since I have been abroad, but
have learnt nothing - they are all inferior things and
generally imitations of the English pianos'.7 By the
1840s Broadwoods were among the largest employers
of labour in London, and were producing around
2500 pianos a year at the Horseferry Road factory.
However, from the mid-nineteenth century
Broadwoods began to face a range of difficulties.
They failed to win the Gold Medal at the Great
Exhibition of 1851, the award going instead to their
French rivals Erard. It was also at this time that other
manufacturers both in Britain and on the Continent
started to produce cheap upright pianos which
threatened Broadwood's supremacy.
A further
setback was the disastrous fire in 1856 when the
Horseferry Road factory site burnt down. Much of
the money to rebuild the factory came out of Henry
Fowler Broadwoods' own pocket. The company was,
however, successful in other exhibitions and the
archives include certificates of gold medals awarded at
the Paris Exhibition of 1867s and the International
Inventions Exhibition in London in 1885.9 For the
1862 International Exhibition in London, at which
the company also won a gold medal, a booklet was

produced entitled 'List of pianofortes ... exhibited by
John Broadwood and Sons with historical and
explanatory remarks and illustrative plates and
diagrams', containing details of the technical
development of the piano, and the astonishing
statement that Broadwoods had produced 124,048
pianos between 1780 and 1861.10
In the last quarter of the nineteenth century, a
range of eminent artists, including Edward BurneJones, William Morris, Charles Ashbee and The
Guild of Handicrafts, Edwin Lutyens, Kate Faulkner
and Hugh Baillie Scott, were commissioned to
decorate or design Broadwood pianos. Customers for
these pianos included the Emir of Kabul, the shipping
magnate Sir Donald Currie, Arthur Conan Doyle and
Sir Henry Irving. Many were illustrated in two
editions of the Album of Artistic Pianos, produced by
Broadwoods in 1895 and 1904."
At the end of the century, the company entered
a period of financial crisis compounded by Henry
Fowler Broadwood's death in 1893. It was ultimately
decided that the partnership be wound up in 1901
and replaced by a limited company. Members of the
family continued to be involved in the running of the
firm, as directors and as employees, and Henry Fowler
Broadwood's grandson, Captain Evelyn Broadwood
(1889-1975), chairman from 1931, was actively
engaged in the firm until his death in 1975.
When the lease on the Horseferry Road
premises expired in 1902, all production moved to
the Old Ford Works, Stour Road, Hackney. The firm
began to diversify and produced automated 'player
pianos' or pianolas from 1902. The company also
produced and sold gramophone players for a brief
period during the 1920s. After the First World War,
during the latter part of which much of the firm's
production was given over to the manufacture of
aircraft bodies and parts for De Havilland and
ammunition boxes, the firm experienced mixed
fortunes in an increasingly difficult market place, a
subject discussed in Broadwood by Appointment, by
David Wainwright.12
At some stage during the twentieth century,
presumably during the chairmanship of Captain
Evelyn Broadwood, many of the company records
were removed to Lyne House, at Capel, the
Broadwood's Surrey family home. The estate had
been purchased by James Shudi Broadwood in 1799.
On the death of Captain Broadwood in 1975, the
house and estate were administered by the
Broadwood Trust. The archives of the business and a
large number of papers relating to members of the
Broadwood family, including Lucy Broadwood
(1858-1929) the folk song collector, were donated to
Surrey Record Office (now Surrey History Service)
and are housed at Surrey History Centre in Woking.

The Broadwood archive at Lyne House had
been stored in the house itself and in outbuildings.
Many vellum-bound ledgers and daybooks had
suffered from damp and mould by the time they were
deposited. In some cases the contents had become
discoloured and rotted, and pages were stuck together.
This
necessitated
an
extensive conservation
programme. Surrey History Service has been fortunate
over the years to obtain grants from the National
Manuscripts Conservation Trust, the Heritage Lottery
Fund (culminating in a grant of £67,300), and private
individuals, which together with fundraising events
and fees raised from research enquiries into the history
of individual pianos, has allowed us to conserve the
number books and day books which form the most
important part of the archive.
The text blocks (the inner papers of individual
books) have each been conserved and rebound. Each
page was cleaned, and brittle and missing areas were
repaired using 'manila' tissue not unlike that used for
making tea bags, and in fact supplied by a tea bag
manufacturer. Pages cleaned using water were then
're-sized', just as laundered fabrics are starched to give
them 'body'. The cost of conserving a major item like
the price list book could reach £10,000. Nevertheless,
damage to some of the day books from damp has left
areas of faint or illegible text.
The binding process was also exacting and time
consuming. The old books were dismantled to
facilitate cleaning and conservation. Sections of the
text block were sewn onto tapes, new boards attached
and the volume was covered in waterproof buckram.
The buckram bindings were given vellum 'shoes' on
the lower edges of the covers, to protect the new
bindings where they rest upon shelving, and to reduce
wear. The volumes now look handsomely uniform
and the contents can be safely handled.
One of the primary uses of the records is for
researching the ownership, history and original
descriptions of the pianos made by John Broadwood
and Sons. Researchers are welcome to visit Surrey
History Centre themselves, or requests can be made
to the paid research service. The Centre has assisted
individual owners and auction houses, and has helped
establish the provenance of many pianos in National
Trust houses and other stately homes. For example in
2003 we were able to confirm the identity of the
Broadwood grand piano that had been at Brodsworth
Hall, the well preserved Victorian house in Yorkshire,
and which English Heritage were able to re-acquire.
When researching a piano it is necessary to
start with the series of thirteen number books, which
function as an index to the porters' or day books.13
They contain the serial numbers of nearly all pianos
made by John Broadwood and Sons from 1817 to
1952, arranged in serial number order by type of
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piano (e.g. Grand, Cabinet, Square, Cottage,
Upright).
Each type of instrument was given
a number in a series usually starting at 1. An
identification of the type of piano and a rough idea of
its date of manufacture can help to distinguish
between the overlapping serial numbers of the various
types of small grand pianos that were made from the
mid nineteenth century.
The first number book, labelled 'B'14 contains
details of cabinet pianos nos. 1057-3000 (completed
1818-1825), squares [or 'small pianos'] nos.2200129800 (completed 1817-1824), grands nos.780010000 (completed 1818-1825), and cottages nos. 1-200
(completed 1820-1824). There is also a list of 'old
numbers', 1819-1838, which appears to relate to
instruments made prior to 1817 by Broadwoods or
other makers, and brought into the workshop during
this period, perhaps in exchange for new instruments or
for repair. A similar list of'old instruments' that passed
through the company's hands is found in number book
'no.3'.15 This includes harpsichords by makers such as
Shudi, Kirkman and Ruckers, and clavichords, spinets
and virginals. Broadwoods also handled other types of
instruments from time to time as this melancholy day
book entry from 23 March 1803 records:
Received an organ, in a case, all broke,
from Mr Longman, Exeter, to repair,
and paid carriage and porterage, from
the Bell Inn, Friday Street, £1 Is.
All the number books give the date(s) each
instrument was received into or sent away from the
workshops, and from 1843, they provide the date on
which the piano was completed. These received and
sent away dates usually correspond with the relevant
entry in the porters' or day books, which survive in
278 volumes from 1798 to 1958. The lack of a
number book, which effectively acts as a day book
index, prior to 1817 necessitates a potentially lengthy
search in the day books for instruments completed
before that date.
When the piano is sent away, the day book
entry usually gives a customer name and address, a
brief description of the piano (and possibly any
special features), the method of transportation (name
of carrier, railway company or ship), the name of any
agent, the Broadwood porter responsible for its
transport, the cost of the piano (if a sale) and
transport fees. Any later entries for the same piano
are often related to its repair or refinement, or its
removal to another location or storage. Some 'artistic'
pianos were occasionally called back to be included in
exhibitions, in which case this fact will be mentioned.
Dates for the hiring of a piano, which might include
for concert use, are also recorded. When a piano is
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received into the workshops the information is often
briefer, though the customer name and address
is provided.
After July 1823, odd and even numbered days
are entered into separate volumes. This practice,
which certainly complicates the research process,
presumably allowed for entries from the volume not
in use in the workshop to be copied into the ledgers in
the office. From the 1820s, prices begin to be noted
in the day books. Prices are sometimes quoted in a
code based on the word CUMBERLAND, denoting
the figures from 1 to 0 (e.g. £ND with E%
commission denotes £90 with 5% commission).
Many sales and hire records in the day books
are straightforward and the name of the actual
customer, rather than a middleman is recorded.
Several entries from one of the earliest day books,
covering the period 14 December 1802 to 10
September 1804 are provided below:16
14 December 1802 'GPF add no.2490
and cover and case and 4 oz each of
nos.4-11 steel wire, and 4 oz each of
nos.8-14 brass wire, all at 6d per oz (£1
10s) addressed Mr John Langshaw,
organist, Lancaster, per canal waggon,
delivered at the Castle, Wood Street,
goes by Pickford & Cos waggon'
22 December 1802 'Taking SPF
no. 6809 on hire to Lady Catherine
Graham's, no.91 Jermyn Street'
12 January 1803 'Bringing SPF on hire
from Lieutenant Colonel St George, at
the Prince of Wales's Coffee House,
Leicester Place, Leicester Square'
8 February 1803 'Removing GPF from
the Duke of Northumberland's, Syon
House, to Northumberland House,
Charing Cross'
16 March 1803 'GPF no.2518 delivered
at His Excellency's the Dutch
Ambassador's, no. 12 Great Cumberland
Place'
Pianos could be sold to dealers or 'music warehouses'
or exported to foreign agents, in which case the
records do not preserve the name of the final owner.
Much, however, can be learned about the networks of
dealers who were Broadwood's regular customers
[Illus. 2]. For example, on 8 January 1803 Mr John
Phillpot of the music warehouse, 12 Kings Mead
Terrace, Bath, took four square pianos, followed on 5

* o/a
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Illus. 2: Trade card of WSykes of Leeds, music seller, showing a square piano, 1820. SHCref. 2185/JB/6/5/1

February by a further four. On 12 January 1803 three
square pianos went to Mr C Hodges, music
warehouse, Bristol: 'delivered at the Swan, Holborn
Bridge, goes by Lye's waggon'. Other large dealers in
the early nineteenth century included Thomas Beale
of Manchester and John Fontaine of Cork, Ireland.
Dealers might also be local musicians or shop owners,
such as Mr J Beckwith, music seller, of Dean Square,
Norwich in 1803, John Gledhill, organist of
Wakefield, Yorkshire, and Mr John Cole, music
master, of Abbey Church Yard, Bath, in 1806.
Many pianos, even from the earliest times,
went to foreign dealers or customers. On 15 March
1803, '2 square pianos nos.6967 and 6873 and covers
and cases, some music in a case from Mr Preston's,
and a patent ebony flute with 6 keys by Potter (£3
10s), addressed Mr Jacob Eckhard, organist,
Charleston, [were] delivered at Mr Farlows. Shipped
on board the Two Friends, Captain McNeil, for
Charleston'. Eckhard (1757-1833), a composer and
church organist, emigrated from Eschwege in Hesse
Cassel to North America in 1776, and was at the time
of delivery organist of St John's Lutheran Church in
Charleston, South Carolina.17 He was active in the
musical life of die city, and is known to have appeared
in concert with his son playing a piano duet in 1799.18
In 1809 he moved to St Michael's Episcopal Church,
for which he compiled a manuscript Choirmasters

Book (dated 1809), which contains 101 hymn tunes
taken from local composers, German chorales,
American tune books and English tune books." One
can imagine him harmonising them on his
Broadwood piano.
A further selection from the day books shows
that grand pianos went to William Ross, attorney
general at Spanish Town, Jamaica, on 12 March 1803,
to Prince Andrei Obolensky in Moscow, via Messrs
Porter, Brown and Co in St Petersburg on 14 June
1804 and to Mrs Metcalfe, Macao, China, on 9
March 1807. The latter instrument was a grand
piano with three pedals, no.3573, costing sixty-five
guineas, with cover, a full set of strings (spares
presumably), and tin and deal cases to prevent
damage on the long voyage on the ship Taunton
Castle, under the command of Captain Tidborough.20
Broadwood pianos were shipped to the remotest spots
and in the most unlikely circumstances. I have seen
references in the day books to a piano going to
Ascension Island in 1886. In 1942 a piano made the
perilous North Atlantic voyage to Reykjavik for the
Icelandic Broadcasting Service.
Incidental details about the design of
individual instruments can also be found in the day
books. On 21 September 1803, a square pianoforte
with damper pedal added was provided for Miss Bush
in Devonshire Square, and another customer received
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a grand pianoforte with a taper-legged frame.
Lieutenant Cantelo had a square 'with frame and shelf
made particularly strong', apparently for use in his
cabin on board ship in 1804.
Mr Tanner of
Lewisham had a cabinet piano with crimson curtain
and festoon in 1816. Later nineteenth-century entries
in the day books give more information about the
pianos including the material of which the case was
made, and often the number of octaves:
26 November 1894 'Ernest George, esq,
Redroofs, Streatham Common. A No.3
Semi Gd [Grand] Pf [Pianoforte], oak
frame, Sir Edward Burne Jones design, a
to a, no.43319, £165 for £CUM [£123]
10s, less E%, delivered to ditto. Moving
a Cott Pf in the house and removing a
Cott Pf from ditto to the Church
Schools, Elder Road, West Norwood,
same time. Purser and Rowe [porters
responsible for the moves]'.21
Hire of pianos for concerts is recorded in the day
books, providing valuable information on musical
life, especially in London.
3 May 1803 'Bringing SPF from Mr
Raimondi's, at the New Concert Room,
Hanover Square, hire one night'
11 May 1803 'Removing GPF from the
Opera House, Haymarket, to Mr C
Knyvett's junior, 6 Edward Street,
Cavendish Square'
A grand piano was hired by John Spencer at the
Hanover Square Rooms on 3 July 1804, and a grand
was used for the Professional Concerts at the Argyle
Rooms on 20 February 1816. Certain instruments
appear to have been used specifically for the purposes
of hires for concerts. Grand pianoforte no.7016 was
hired by Sir George Smart on 16 June 1817 'for Miss
Goodhall's concert' at the Argyle Rooms and returned
to Broadwoods the next day. On the 18th the same
piano went back to the Argyle Rooms on hire for one
night to Miss Schram.22
Other events also required pianos, such as the
Committee of Kemble's dinner, Freemasons Hall, on
27 June 1817 for which the six octave grand
pianoforte no.7028 was hired. Later day books
record hire by musical societies and organisations,
local music festivals, amateur music and glee clubs,
and charities organising fund raising events. In 18611862, for instance, the London Mechanics
Institution, the Tonic Sol Fa Association, the Royal
Academy of Music, Walworth Institution, the Great
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Western Society (at Paddington), Surrey Choral
Society, Mr Leslies Choir (at the Hanover Square
Rooms), Chelsea Literary Institution, Abbey Glee
Club (at Freemasons Hall), and the Musical Society
of London all hired instruments from Broadwoods.23
Sometimes there were problems. On 16
December 1802, Broadwoods received a leather cover
for a grand piano from the Rev Archdeacon Younge,
Swaffham, Norfolk, to exchange, since it had come to
pieces after getting wet. On 22 November 1803, a
marginal note records that, when a porter was sent to
Mrs Gascoyne's at Putney Hill to retrieve the square
that had been on hire there, 'the servant would not let
the man have it'.
A variety of methods were used for
transporting pianos. When Mrs Boinville sent her
square piano in for repair on 9 July 1804, it was
'packed in a blanket and 3 matts brought from
Watford by your servant'. The cabinet piano
delivered in 1824 to Mr Angel, jeweller of Panton
Street, had to be taken in through the window.
Wagons were used for local transport in London.
Prior to the advent of railways, wagon carriers were
also used for many inland destinations. They
commonly departed from coaching inns in the City
of London or Southwark, depending on the final
destination. Canal transport was also used, and many
references can be found to Pickford's wharf at
Paddington on the Grand Junction canal. Ships
sailing from wharfs on the Thames were used to take
pianos to more remote destinations such as the north
of England or Scotland, as well as overseas. As soon as
the railways became available they were used as a
method of transport. In the twentieth century motor
transport began to be used.
In remoter areas the problems of transport
could be more acute. James Shudi Broadwood's
brother in law, Daniel Stewart, was in Mexico in the
1820s acting as a piano dealer amongst other
activities. In a letter of 7 August 1822, now preserved
among the family papers, he wrote to James:
the Brig Maria has arrived at Vera Cruz
bringing 10 pianos which I will
endeavour to dispose of. The worst of
the business is to get them here as they
cannot come on mules, the only
conveyance we have in this country. All
that have been brought up heretofore
has been by means of carriage wheels
after taking off the body and is very
expensive.24
The other main series in the Broadwood archives are
the customer ledgers, which survive from 1794 to
1972, with separate series for wholesale and retail

customers.25 The sales ledgers include details of all
transactions including sale, hire, and carriage of
pianos and furniture and accessories (such as piano
stools, covers, candle sconces, wire). Details of all
tuning contracts were entered in the sales ledgers until
c. 1900, after which date they were entered in separate
tuning books.
From the very start the firm counted eminent
musicians, composers, politicians, and cultural figures
from Britain, Europe, and indeed the world, amongst
its clientele, and their names appear throughout the
customer ledgers. The 1862 International Exhibition
brochure lists at its front the ledger, folio and date in
which famous musical names first appeared.26 It reads
like a who's who of musical history. The earliest
entries include Joseph Haydn, Dr Charles Burney and
Muzio Clementi in 1791-2. Later luminaries include
Cherubini (1815), Weber (1826), the young Franz
Liszt (1826), and Mendelssohn (1844). The latter
hired a six and a half-octave grand piano while in
London.
In 1848 Chopin was provided with three
Broadwood grands for his British visit, one each for
his London lodgings and for his London and Scottish
concerts. The day books show the details for the
grand piano no. 17047 that he used for concerts at
Mrs Sartoris' house, 99 Eaton Place, on 23 June 1848
[Illus. 3], and at Lord Falmouth's house in St. James'
Square on 7 July. The piano is now the property of
the Royal Academy of Music and is on permanent
loan to the Cobbe Collection Trust, Hatchlands Park,
East Clandon, Surrey.
There are indexes to each of the ledgers which
allow searches for individual customer names to be
made. However, many of the ledgers, especially the
indexes, also suffered damp damage in the past and
some are, therefore, unavailable for consultation.
Much research remains to be done on the range, both
social and geographical, of the customers of John
Broadwood and Sons.
Until the late nineteenth century most of
Broadwood's advertising was confined to the price
lists which they published on a regular basis, showing
the range of instruments on offer, including variations
in compass and case design. The majority of piano
cases appear to have been made of rosewood or
mahogany, and they were sometimes decorated with
inlay or brass mouldings. A fine series of printed
price lists survives from 1815 to 1972.27
The price list the company issued on 1 January
1820 offered a total of forty different models, starting
with the standard square pianoforte at £31 10s.
Extras included grand piano touch, circular ends,
banded with rosewood, with drawers, and extra
ornamentation. The same was offered in a square
piano with six octaves. The most expensive square

was £57 15s. The standard grand pianoforte, 'with 6
octaves (i.e.) additional keys, treble & bass' was £94
10s, and was also offered with rosewood borders and
polished, or superiorly ornamented. The grand piano
that was superiorly ornamented in a rosewood case
cost £147. Cottages, cabinets and upright grands
were offered in a similar way: plain, with cylinder
fronts, ornamented or in rosewood cases. A total of
ten models were listed as 'pianofortes of solid
materials, peculiarly adapted for warm climates'.
Grands, cabinets and squares with six and a half
octaves were also available, costing five guineas extra
for grands and cabinets and four guineas for squares.
Other highlights from the archives include the
partnership deeds: the assignment of the business by
Burkat Shudi to John Broadwood in 1771; an office
letter book from the period 1801-1810; and
correspondence of James Shudi Broadwood,
particularly from the 1830s and 1840s, relating to the
running of the business. Surviving nineteenthcentury records include accounts and papers that give
details of the costs of raw materials, the numbers of
sales, and partnership accounts revealing the profits of
the
business for the
individual partners.
Unfortunately, despite the large numbers of people
employed, there are few records in the archives that
give the names of individual employees.
The company retained a good set of patents,
trademarks and royal warrants of appointment, and
the archives also contain title deeds of the property in
Great Pulteney Street and Bridle Lane from 1720.
Many twentieth-century financial, sales, ordering and
publicity records are held in the collection, as well as
detailed records relating to the warehousing, hire and
tuning businesses. Piano tuning was a significant part
of Broadwood's business. When ocean liners were in
port, the firm were hired to tune all of the pianos - a
register of such activities survives covering the period
1912-1922. Customers included the Orient Steam
Navigation Company, the Union Castle Mail
Company, and the Japan and New Zealand Mail
Steam Ship Companies. The Union Castle Mail
Company's ship SS Galway Castle sailed with five
Broadwood upright pianos on board, in the Firstclass music room and dining room, in the vestibule,
and second and third-class music rooms. Sometimes
the pianos needed repair, especially an upright by
Mornington (clearly of inferior quality!) on one of the
New Zealand Company's ships, where 'rats had eaten
half the hammers away'.28
The archives also contain an extensive quantity
of iconographical material including photograph
albums of late nineteenth and early twentieth-century
'artistic' or special instruments, and fascinating
photographs of the factory at Old Ford, Hackney,
c. 1904, showing the manufacturing process, and war
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work during World War I. Items were also collected
for the archives relating to the Broadwood pianos
used by Beethoven and Chopin.
Following David Wainwright's death in 1998
he bequeathed his research papers for Broadwood by
Appointment to Surrey History Centre, and Dr
Alastair Laurence has deposited some twentiethcentury technical drawings with us.
We are
continuing to collect any Broadwood related material
that we can find.
In addition to all the business records there are
also extensive records relating to the family and their
estate at Lyne House in Surrey. Probably the most
important are those relating to Lucy Broadwood
(1858-1929), the folk song collector and daughter of
Henry Fowler Broadwood.
Her diaries and
correspondence shed much light on her activities in
the folk song world and include letters from many of
the leading figures in this field, including Cecil Sharp,
Percy Grainger and Ralph Vaughan Williams. Family
correspondence, papers and photographs help to
reveal much about James Shudi Broadwood and
Henry Fowler Broadwood and their families, and also
about Captain Evelyn Broadwood, who was active in
many areas of local and political life in Surrey and the
music industry.
John Broadwood and Sons were one of the
finest piano makers and their instruments and
reputation were carried to all corners of the globe, as
two of the more colourful tributes to their
instruments testify. In January 1923 the company
issued the first of a monthly publication for the
benefit of Broadwood agents, in which they quoted a
poem from a contented Broadwood owner, sent to
their Bombay agents, Messrs Marcks and Co:
His leisure is spent in caressing the keys
As a miser in counting his hoard would;
The ready response never failing to
please
The beautiful tone of a Broadwood,
The tone gives the sort of peculiar
feeling
A kiss from the lips you adored would;
You feel in the veins the intoxicant
stealingThe magical spell of the Broadwood.29
The pre-war comedy duo of Nan Kenway and
Douglas Young also sang the praises of Broadwood in
a letter written in 1961:30
Dear Captain Broadwood, after a lot of
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searching through old photographs, we
have discovered the enclosed [sadly no
longer surviving].
It was taken in
February 1945, as we were entertaining
some of the 36th British Division about
4 miles from the Japanese on the south
bank of the Irrawaddy. Our audience is
seated on the ground or on empty oil
drums. We are enacting the same bar
scene you saw us do at Capel and on the
left side of the 'stage' is the famous
Broadwood upright piano which ENSA
supplied us with in Calcutta and which
toured with us in a crate in lorries, or on
the trailers of jeeps or in Dakotas all
over India, Burma and Assam.
It
withstood
the
climatic
vagaries
magnificently (drenching dew in the
early mornings and late evenings and
sweltering sun all day long) and even
survived a fall off the trailer of a jeep
when we were travelling along a jungle
bullock cart track. When we were with
the 5th Indian Division, we had it tuned
by a Tommy who worked for Murdoch's
before he was called up. But in four
months that was all that we had done to
it. A truly magnificent instrument!
For those who would like to pursue Broadwood
research further, the full text of the catalogue of the
archives held at Surrey History Centre is available on
our website.31 Three late eighteenth-century account
books are held at the Bodleian Library, Oxford.32
Notable examples of Broadwood pianos can be seen
in many National Trust houses, in the Cobbe
Collection at Hatchlands Park, East Clandon, Surrey,
and at Finchcocks, Goudhurst, Kent.
The whereabouts of other pianos of interest
remains a mystery. Broadwoods made four grand
pianos especially for the Great Exhibition of 1851,
and we know their serial numbers from the archives —
nos. 17842, 17861, 17864 and 17906. The first two
had cases made of amboyna wood, no. 17864 a case of
walnut and no. 17906 a case of ebony. The archives
include detailed descriptions (materials used, names
of workmen and costs) for no. 17842 and no. 17906.
It would be wonderful to think that these pianos
survived somewhere.
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Illus. 3: John Broadwood and Sons day book entry for grand piano no. 17047 on hire to Mrs Sartoris, 99 Eaton Place, for Chopin concert. SHC ref.
2185/JB/42/42
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The document reserved to Shudi the right to sell harpsichords
in hand. John Broadwood was granted the sole power of
making and vending a piece of mechanism for the
improvement of the harpsichord for which Shudi had
obtained letters patent [the Venetian swell, 1769]. John
Broadwood was to pay Shudi £25 p.a.; royalties for sales of
harpsichords containing components designed by Shudi; £50
for every harpsichord made by another to which John
Broadwood put the mechanism; and also £16 for every £100
received by John Broadwood for repairs. Shudi was also to
see the firm's accounts every quarter. Surrey History Centre
[SHC], ref. 2185/JB/l/l
A photograph and a detailed description of the instrument
can be found at the museum's website: www.mfa.org.
SHC, ref. 2185/JB/83/9.
SHC, ref. 2185/JB/83/8. Unfortunately only a photographic
copy of the original survives.
Cited in the Beethoven issue of the Musical Times, 15
December 1892. SHC, ref. 2185/JB/83/14.
SHC, ref. 2185/JB/15/20.
SHC, ref. 2185/JB/6/4/2.
SHC, ref. 2185/JB/84/4.
SHC, ref. 2185/JB/84/7.
SHC, ref. 7555/1.
SHC, ref. 2185/JB/78/1, 3.
Quiller Press, London, 1982.
SHC, ref. 2185/JB/42/232-244.
SHC, ref. 2185/JB/42/232.

15 SHC, ref. 2185/JB/42/235.
16 SHC, ref. 2185/JB/42/2.
17 For Eckhard see George W. Williams, 'Jacob Eckhard and
His Choirmaster's Book', journal of 'the American
Musicological Society, 7 (Spring, 1954), 41-47.
18 G. Williams, 'Jacob Eckhard and His Choirmaster's Book',
41.
19 See Jacob Eckhard's Choirmaster's Book of 1809: A facsimile
with introduction and notes by George W. Williams (Columbia,
South Carolina, 1971).
20 SHC, ref. 2185/JB/42/4.
21 SHC, ref. 2185/JB/42/163.
22 SHC, ref. 2185/JB/42/10.
23 SHC, ref. 2185/JB/42/69.
24 SHC, ref. 2185/27/2.
25 SHC, ref. 2185/JB/29/1-121.
26 SHC, ref. 7555/1.
27 SHC, ref. 2185/JB/76/1-26.
28 SHC, ref. 2185/JB/64/6.
29 SHC, ref. 2185/JB/78/4.
30 SHC, ref. 2185/77/7.
31 www.surreycc.gov.uk/surreyhistoryservice. Follow the links
to 'Search for Archives or Books' and then 'Collections
Catalogue'. The website also gives details of our location and
opening times.
32 For a description of these, see Charles Mould, 'The
Broadwood Books', in The English Harpsichord Magazine,
vol. l,nos. 1&2,1974.
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