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Most of the Italian instrumental music we know from the first half of the eighteenth century is from printed sources.  Although in decline in Italy, Italian composers found ready markets for their instrumental music abroad, particularly in Belgium, Holland, and England.  The prints that came from those places, as Albert Dunning has long since shown, were not always the most trustworthy on questions of authorship or the most reliable from the philological perspective.  Works were commonly reordered and transposed.  Many questions of authorship remain unresolved to this day.

Within Italy there were three essential steps embedded in the process we now call (publication.(  These were composing the music, collecting the music into appropriate bundles, and the actual printing of the music.  It is not likely that very much of the instrumental repertory we know from Italy was composed purely for the love of composition.  Most music which survives can be assumed to have been composed, as it was all over Europe, for specific occasions.  

Occasions would not by themselves have produced collections of, typically, twelve works with thoughtful divisions into church and chamber sonatas or into concerti and sinfonie, or with a cyclical arrangement of keys, modes, or orders of movements.  We have yet to learn what the relative degrees of participation by composers and publishers was in the creation of such arrangements. 

What is clearer, and probably also truer for the seventeenth than for the eighteenth century, is that publication was costly.  To publish instrumental works with many part-books and a well elaborated basso continuo (i.e., to publish works for a large ensemble or small orchestra) was a much bigger undertaking than to publish, say, secular cantatas, which usually required a single score.  The publication of part-books for instruments was arguably not as taxing as the publication of keyboard music, which often set out numerous voices on a two-stave score, although carefully articulated scores with extensive ornamentation were not straightforward to typeset either.

We can assume that ensemble music was better served by a cumbersome system of typesetting than were opera, oratorio, or sacred music for large forces. Such works survive largely in manuscript.

The heavy costs of publication meant that costs had to be underwritten in some way.  Most publications of instrumental music have a designated dedicatee. Generally, the dedicatee appears to have been the person who provided this underwriting. Many prefaces and dedicatory letters acknowledge this, although sometimes they seem more hopeful of a future subsidy than grateful for one already received.  How long a composer might have searched for such involvement is unknowable.  For the seventeenth century stylistic considerations sometimes suggest that instrumental pieces accrued over many years, possibly even decades, before enjoying the prestige that a publication conferred.
  

The process of identifying the dedicatees of the most complex and significant volumes suggests that special events, such as the marriages of important personages,
 often brought composers and the future sponsors of their prints together.
  There is no guarantee that the music within the printed collection was actually performed at these special occasions, although a composer seeking to lure a prospective patron would surely have provided an ample amount of what he believed the patron liked best.  

It is, of course, clear that the system of sponsorship for printed music in Italy as it existed through the first decade of the eighteenth century was wholly unrelated to the financial mechanisms which enabled publication in Belgium, Holland, and England.  In these places, a market mentality was plainly in view by the 1720s and arguably earlier.  New prints were created primarily to attract a market, largely among amateur players, and to bring in revenues to typeset other new works.  It was the drive to create a market that led to the liberties taken with both attributions and the musical texts themselves.

Thus between the business models of Italian publishers and those of its competitors in the north there lay a significant divide.  What is curious is that many of the most influential on-site patrons of Italian instrumental music came from somewhere in between these locales.  It would seem, therefore, that the contrasting motives for publication, as the north gradually supplanted the south, must have caused considerable confusion. 

======

The first years of the eighteenth century were exceptionally fertile ones for the publication of instrumental music and therefore offer an excellent hunting ground for evidence of one kind of the other.  The pace of publication of new music was unrivalled. Italy contributed a declining percentage of it, even though Italian music retained and built on its strengths. There is good reason to believe that much of the music was fresh, that these were stimulating times, and that composers were eager to show their ingenuity and inventiveness (witness such titles as L(estro armonico and the musical term (invention( itself).  There is no way to prove that the elastic gap between composition and publication had been reduced to a matter of months.  
What can be determined is that there were new (markets( for instrumental music within the ranks of the highly placed visitors who came to Italy for reasons of publicity or diplomacy.  What is most striking about these visitors is that they are often not the stated dedicatees of printed collections.  (Event( patrons are hidden patrons in the sense that their interest was immediate but not enduring, or perhaps enduring enough but not matched by an interest in or capability of providing the kind of financial commitment that publication required.

 (Events( Patrons

Event patrons were particularly associated with diplomatic occasions.  Diplomatic events usually revolved on some specific element of European affairs. Particularly in the 1720s and 30s embassies celebrated the rights of passage of their rulers—the birth of an heir to the throne, the wedding of an heir or heiress, even the baptism of an heir or heiress.  These were, at least, the occasions most frequently associated with the serenata (an amorphous term which sometimes referred to a secular vocal genre in two parts but could also refer to a concert program in which shorter vocal and instrumental works were mixed).

 
There was much cause for political diplomacy in the first years of the eighteenth century, particularly on account of the War of the Spanish Succession and the numerous venues it which it was fought.  While officially pitting France against the Holy Roman Empire, this war had a visible effect on every country in Europe and a greater effect on many than it effectively had in Spain itself.  The cohesiveness of the French provinces was perhaps less than that of the far-flung lands of the Empire. The fighting was particularly troublesome early on in the provinces of Modena and Mantua, but the war also had significant repercussions for England in the middle  years of the decade 1700-1710. It was somewhat eclipsed in the later years of the same decade by the peripatetic (Polish( wars precipitated by Saxony(s August the Strong, who took advantage of the disorganization of the rest of the continent. In terms of the rapidity with which it acquired power and prestige, the greatest beneficiary of the way may have been the Kingdom of the Two Sicilies. It was generally the case in all of these circumstances that the fear of war was a stronger motivation for new music than was the celebration of victory.  In Venice it was a tried and true common to lure the prospective financiers of war in opera houses (especially San Giovanni Grisostomo) to salivate over staged battles and be reassured by the certainties of the outcome.  The efforts of the Holy League in the 1680s brought Venetian opera to one of its all-time peaks of inventiveness.
One of the most convenient and ostensibly neutral places for diplomats to discuss their objectives was Venice.  The level of diplomacy ebbed and flowed in Venice.  In times of uncertainty the number of extraordinary ambassadors could outnumber the regular ranks, which invariably included a French ambassador, an Imperial ambassador, a Papal nuncio, and the Receivor of Malta.  Diplomatic life revolved around special events.  In the early eighteenth century the French ambassador marked the feast of St. Louis (August xx) with church services, a banquet, and entertainments of various kinds.  The Imperial ambassador marked the name days of the emperor and empress with special events, often including the performance of serenatas.
  

In addition to this kind of private patronage, which was largely predictable, there was another whole tier of patronage that revolved around the ambassadorial personnel themselves, as well as their monarchs and their hosts.  As canvasses by such painters as Luca Carlevaris so clearly attest, the Public Entries of ambassadors were events that reached almost unprecedented proportions in the early eighteenth century. Christian Cole left an extremely detailed memoir of the Public Entry of the Duke of Manchester in which he describes great assemblies of the numerous types of Venetian small craft in a set order and their points of rendesvouz in the Bacino di San Marco. It was also common for Venetian ambassadors, prior to their departure for a distant post, to provide rousing festivities just before leaving. Some definitely included substantial music works.
On the critical path to high government office in Venice were the official hosts who were appointed to entertain an especially eminent visitor.  These hosts were always appointed in groups of four, although they customarily took separate turns are throwing lavish entertainments.  It was their responsibility to determine what the visitor most enjoyed and to provide it.  Visitors might request an opportunity to buy Murano glass, a private oratorio performance in one of the Ospedale (typically for a female member of the party), a rare fish or wine, or any number of other singular items.  The shocking truth about the designated hosts is that they were responsible for paying for whatever they provided to their guest as a form of donation to the Republic.  This was taken to express a strong commitment to public life and therefore improved a host(s chances of being (appointed( to a more enduring position.
  One of the more significant positions was that of procurator, a life-time appointment which required a payment of 25,000 ducats.  Procurators too had their Public Entries, as did doges and patriarchs.  For each such occasion, three days of feasting were declared.


We are well endowed with tantalizing tidbits of information about which visitors sponsored the performance of instrumental music.  Around 1700 German and Austrian visitors were especially keen.  
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On the one hand, instrumental music had the virtue that it did not require competence in the native language to be appreciated.  On the other, even within the sphere of instrumental music there were pronounced differences of taste and style.  We learn this particularly in relation to dance music for the Poles and the English.
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Print Patrons

Many of the sponsors of Italian prints of instrumental music in the early eighteenth century were ambitious Venetian noblemen.  Perhaps they were eager to advertise their importance by any means available.  One of the interesting, and largely unanswerable, questions which arises is whether the prints to which they are linked contained music composed for the visitors whom they had recently hosted.  

<K. Of Denmark and his hosts>

<operas for K. of Denmark>

<inst. Music for K. of Denmark>

Closer to home Prince Ferdinando de Medici was one of the most significant patrons.
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� The posthumous Canzoni e sonate (1615) of Giovanni Gabrieli and the six instrumental pieces in Francesco Cavalli(s Messa e salmi (1656) are cases in point.


� As occasions for festivities involving music, royal weddings were in a class of their own with respect to the fact that associated special events could be extremely numerous, highly varied, and of extended duration.


� An example of this kind would have been Massimiliano Neri(s Canzoni e sonate Op. 2, published in 1651 with a dedication to the Emperor and explicit references to his wedding festivities.


� Many of these are enumerated in my article forthcoming in the Vienna book.


�  All of the higher ranking positions required contributions fromthe holders.  As the eighteenth century evolved, a progressively greater number of nobles were unable to afford to hold the higher offices.





