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EDITORIAL
BRYAN WHITE
At the end of November I attended the NEMA Day
and AGM in Cambridge. The musical side of the day
was centered on a rehearsal and scratch performance of
Biber's Requiem Mass in F minor, a work I had not
previously known, and which proved to be full of
striking invention. It has now been promoted to the
head of the list of CDs to be purchased with the
inevitable (and not unwelcome) gift vouchers that
accompany the Christmas season. Philip Thorby led
the singing and playing, and the ensemble was
buttressed (quite literally, since they were on die far
edges of either side of die ensemble) by continuo
support from Clifford Bartlett and Peter Holman. This
very enjoyable music-making was complemented by
breaks for lunch and tea in which I had the opportunity
to meet and talk with the wide range of people that
support NEMA and its activities. There was also the
chance to browse through some of the offerings from
Green Man Press (I came away with some fine bass
songs by Croft), to pick up a copy of the latest CD from
the Parley of Instruments and Psalmody and of course
to take in the AGM and the lecture by Stephen Rose (of
which more later). All in all, it was a very enjoyable day,
and I left reflecting upon the vital role that amateur
music-making plays in our culture. The people who
give their time and money to plan and attend NEMA
events and those of the Early Music Fora are also those
who buy CDs, purchase music, patronize concerts, and
organinze and perform in concerts themselves. In fact,
without the efforts and interests of amateur musicians,
die Early Music culture, and the wider culture of
serious music, is hard to imagine at all. Here is
something that is surely worth nurturing and
supporting, and the success of the day in Cambridge
suggests that NEMA is continuing to play an important
role in this work.
To return to the day itself, one of the aspects diat
made it especially rewarding was die combination of
music-making with a lecture on an aspect of the same.
Stephen Rose delivered the lecture this year, and he
offered a thought-provoking exploration of the role of
memory in music-making, which is printed in this issue
of BMP. Within the first minute or two Stephen had

provided plenty of food for thought in pointing out the
way in which the importance of memory to our day to
day lives has radically changed since the advent of massproduced books, and in the electronic age, immediate
access to almost limitless quantities of information from
the internet. One of the things that good musical
scholarship does best is to stimulate die imagination
and to cause one to look at some practice or idea from a
completely different angle. Stephen's introduction
prompted me to think on memory in just such a way,
and you can read here how his ideas are developed with
relation to musical performance.
Peter Holman's article displays another aspect of
the excitement of scholarship: the discovery that a
known historical document communicates something
very different to the conventionally held opinion of it. I
had a very small role to play in this case. Peter asked me
if I knew of the Tytler article on a St Cecilia Day concert
in Edinburgh in 1695; he wanted to look at it in
relation to his work on the viol da gamba in Britian. It
turned out that I had transcribed the concert
programme found in the article, and I e-mailed it to
him. The next day he came back to me suggesting that
it was unlikely to be what it purported to be, and
pointed out inconsistencies between the music listed in
the programme and Tytler's assessment of it—
something I had certainly failed to notice. This article
presents an important re-interpretation of the
document, one that will hopefully lead other scholars to
re-examine it as well.
Among other things, this issue also offers several
reviews of new books on performance practice.
Duncan Druce brings his considerable performance
experience to bear on David Milsom's book on
nineteenth-century violin performance practice, while
Nancy Hadden discusses the new Cambridge guide to
the Early Flute. Finally, we note that Michael Talbot
has uncovered another work to be added to the New
Critical Edition of Vivaldi that he discussed in the last
EMP. No doubt a recording, and perhaps a live
performance of the newly identified Nisi Dominus will
be amongst the musical treats in store for you in the
New Year.

The Margot Leigh-Milner Lecture,
November 2003

Memory and the Early Musician
STEPHEN ROSE
It is hard for us to appreciate the role played by memory in earlier ages. We belong
to a highly literate society, where much written information is available in libraries,
in bookshops, or on the internet; if we forget something, we can easily look it up
again. In classical music, too, literacy is highly important. Most performers work
from musical notation. Sight-reading is a prized skill, allowing the notated music to
be readily converted into sound. Notation is highly necessary because most
performers need to tackle a range of music and do not have the time or brain-space
to memorise this wide repertoire.
In the sixteenth and seventeenth centuries, however,
society and cultural life depended much more on
memory. Fewer people could read and there were
fewer books. Whereas education and learned life
today value the communication of ideas and
knowledge, in earlier periods the emphasis was on the
ability to store up knowledge in one's own mental
space. Memorisation was also important for those in
public life, such as preachers or lawyers, who had to
be able to deliver a speech without notes; there was no
autocue. Hence for different reasons, numerous
techniques were recommended as ways to memorise
words and ideas. The memory was conceived as a
pouch in which things could be stored, or as a
cityscape where words and ideas were plotted onto its
buildings and streets.1
Musicians, too, used memory in a host of
ways, whether they were professionals, amateurs,
musically literate, or musically illiterate. Beer-fiddlers,
street-singers and other folk musicians were rarely
able to read music and would learn their pieces by ear
and by rote. Some professionals—especially solo
singers and brass players—were reputed also to be
unable to read music, and any musicians who
improvised would probably rely in part on memorised
formulae. For the musically literate, memory was still
necessary for performances by heart and also to read
some of the formats of notated music. This article will
outline merely a few of the ways in which musicians
used memory, and will ask how the role of memory
shaped performing style.
Playing by ear and learning by rote
For most people in the sixteenth and seventeenth
centuries, music was not something written down.

The street-songs of Restoration London or the
chorales of Lutheran Germany circulated by ear and
were held in the memory of the common folk. There
are numerous accounts from the German
Reformation, for instance, of how chorales were
spread not just in churches and from hymnbooks, but
by apprentices singing in taverns or by pedlars singing
on the street.2
Even within music education, learning was
primarily by ear rather than from books. In Lutheran
grammar schools of the seventeenth century, most
subjects were learned by rote: the teacher would read
out a sentence and the pupils would recite it back.
Music seems to have been taught in a similar way: the
teacher or the eldest pupil would sing a melody from
the book and get the younger boys to copy, perhaps
without reference to notation. Thus it might be
possible for a school choir to sing a motet when only a
few pupils actually were able to read music. Such a way
of learning and memorisation may explain the
persistent puzzle of why most Lutheran churches and
schools had only a single set of printed copies of
motets, even though the partbooks were usually too
small to be read by more than one or two singers
(although there are, of course, alternative explanations,
such as that motets were sung with only one or two
voices per part). Even in the eighteenth century,
memorised singing still persisted among choirboys. In
his primer of 1763, E W. Marpurg wrote that 'a pupil
who knows his lesson off by heart should not sing it
from memory. Instead his eyes should be fixed at all
times on the blackboard [Singtafef\ or the book, which
he should not hold in front of the mouth.'3
Professional instrumentalists also relied on
memory. Many players began their careers as

apprentices who learned their repertory and their
performing style by listening to and imitating a
master. The apprenticeship was a way of learning
information that would never be written down or
published in treatises. The training of brass-players
epitomised the importance of memorised repertory
and aural transmission. During the sixteenth and
seventeenth centuries, German brass players acquired
a reputation for their secret field-pieces and tonguing
techniques; these seem to have been written down
and published for the first time towards the end of the
eighteenth century, in Johann Christoph Altenburg's
treatise on the Trompeter- und Pauker-Kunst.4
At the start of the seventeenth century many
brass-players in Germany seem to have been unable to
read music. In 1619 Michael Praetorius advised that if
trumpets were to be used in concerted vocal pieces,
'one must have at least two trumpeters who can read
music and therefore can stick to the notes as I have
written them'.5 But if the trumpeters were
inexperienced (nicht erfahrne)—and here Praetorius
seems to mean that they could not read music—they
could instead play their 'usual sonatas' as interludes
during the piece.6 The 'usual sonatas' were probably
memorised pieces selected from the stock repertory of
brass-players. Praetorius again referred to trumpeters
unable to read music in his Polyhymnia, published
also in 1619.7 A further hint that trumpet-playing was
often an unwritten tradition can be found in the
several German printed pieces of the early
seventeenth century where trumpets are specified on
the title-page but no notated parts are supplied.
Examples include Michael Praetorius's Epithalamium
(1617) or Adam Drese's Trauer- vnd Begrabnus
Lied (1648). Such omission of trumpet parts,
however, may also be explained by concerns of flexible
scoring or of keeping the printed piece down to a
marketable size.
The other instrumentalists who often relied
on improvised or memorised music were those who
played the so-called 'perfect instruments' such as the
lute or keyboard. These instruments could bring forth
a complete piece of polyphony, and such selfsufficiency allowed some solo players to rely on what
was in their heads. Manuals recommended that
keyboardists memorise formulae such as cadences and
pleasing turns of melody, for use in subsequent
improvisations. Such advice was given by Tomas de
Sancta Maria in his Arte de taner fantasia (Valladolid,
1565) and also by Claudio Sebastiani in Bellum
musicale inter plani et mensuralis cantus reges
(Strasbourg, 1563).
Memory must also have been important to the
many blind men who gained a reputation as organists,
including Conrad Paumann (1410—73), Arnolt
Schlick
(c.l460-c.l521),
Antonio
Valente
(ft. 1565-80) and Antonio de Cabezon (1510-66).
These men were famed not only for their playing and
improvising, but also for compositions that were
written down or printed. We might wonder how

blind musicians managed to learn notation or write
their pieces down, in the absence of any formats such
as Braille music. Perhaps these players devised their
pieces in their heads, memorised them, and then
dictated them to an amanuensis. Of course, in the
fifteenth and sixteenth centuries 'blindness' did not
necessarily indicate a total lack of sight; it was perhaps
the term used for several kinds of visual impairment,
including severe short-sight. In the case of Paumann,
he was credited by Sebastian Virdung with inventing
German lute tablature.8 It might seem strange that a
blind man should devise a new system of notation;
but German lute tablature, with a different letter for
each finger-position on the fretboard, might have
been a convenient way to dictate music to an
amanuensis. In the case of Cabezon, most of his
pieces were published twelve years after his death,
edited by his son Hernando; according to the preface,
the pieces had been given by the composer to his
students, perhaps in the form of model performances
that the pupils then wrote down.
Notation and memory
Besides the traditions of memorised and unwritten
music, musically literate performers often needed to
use memory in conjunction with notated texts. Some
performers would memorise pieces from printed or
manuscript sources. One possible example would be
the repertory of solo songs by Giulio Caccini, Jacopo
Peri and other singer-composers of early seventeenthcentury Italy. Although such songs appeared in print,
it is unlikely that the performers sang with the score
in front of them. The score would obstruct a delivery
that was supposed to be oratorical and yet
nonchalant. Indeed, the courtly ideal of nonchalance
(sprezzatura) might have encouraged
courtiermusicians to rehearse pieces and memorise them, in
readiness for any appropriate occasion. Through such
preparation, the courtier-musician could give the
impression of effortless achievement when a patron
requested a particular musical entertainment. Indeed
Baldassare Castiglione, writing about courtiers'
accomplishments in general, advised that prior
preparation was essential but also should be concealed
with nonchalance:
And in every thing that he hath to doe or to
speake, if it be possible, let him come alwaies
provided and think on it before hand, shewing
notwithstanding the whole to be done ex
tempore, and at the first sight.9
There is also pictorial evidence for musicians
performing by heart, although such sources do not
always withstand cross-examination in the witness
box. As is well known, much visual art was symbolic
rather than literal: when music is shown in a
commissioned oil-painting, it is more likely to denote
learning or culture rather than portraying an actual

Fig. l(a) & (b) . Andreas Hammerschmidt, Missae (Dresden, 1663), detail from title-page (University Library, Uppsala)

performance. The pictures on the title-pages of
printed music, however, may be slightly more reliable
sources; in the case of commercial publications, it
would arguably be in the publishers' interests to show
their products being used in everyday music-making.
Typically the pictures on title-pages show singers and
directors as reading from
music, whereas
instrumentalists play without copies. Thus on the
title-page of Andreas Hammerschmidt's Missae
(1663), the members of the four-part string choir
have no visible music, while the four singers and the
conductor all seem to be reading from their own parts
(Fig. la and Ib). Or to take another example, the
title-page
of
Johann
Hermann
Schein's
Israelisbrunlein (1623) shows three groups of
performers (Fig. 2). In the central ensemble, pictured
in front of the organ, the singer and director are

instruments denote that they are making music and
copies need not be shown.
Less equivocal are sources from the period that
can only be read or used with an element of memory.
Many such sources are similar to today's hymnbooks
or Anglican psalters, where the words of a hymn or
chant are rarely given as underlay but instead appear
on the page opposite the music (Fig. 3). A similar
format occurs in many sixteenth-century hymnals or
books of strophic songs. The performer must look
continually between the tune and the words, a task
made easier if the music is memorised.
In the seventeenth century, sacred songs were
relatively frequently printed without an underlaid
text. Fig. 4 shows a funerary lied by Johann Hermann
Schein, 'Herr dein Ohren', for four voices. The lied
has a strophic text of nine verses, all printed on the

Fig. 2. Johann Herman Schein, Israelisbrunlein (Leipzig, 1623), detail from title-page (Leipziger Stadtische Bibliotheken—Musikbibliothek).

reading from copies, but the organist and two
lutenists have no visible music. As for the brass and
wind ensembles on left and right, the directors have
their own copies but the instrumentalists do not,
although the sackbut players may be glancing at the
copy held in the outstretched arm of the conductor.
Such pictures, however, supply only equivocal
evidence. I tend to think they document little more
than artistic convention: singers need to be depicted
with music to show that they are performing rather
than merely yawning, whereas for players the

next page, as indicated by the catchword 'Herr' at the
bottom right-hand corner of Fig. 4. It would seem
that the music or text must be memorised, or copied
out, if the piece is to be read or sung.
Similar things could be said of handwritten
partbooks from sixteenth-century Basel, containing
strophic partsongs without any text underlay. At first
sight the absence of underlay might suggest that the
pieces should be performed instrumentally. But John
Kmetz links the partbooks with handwritten sheets
that bear strophic song-texts. He suggests that singers
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The glorious sky, embracing all,
Is like the Maker's love,
Wherewith encompassed, great and small
In peace and order move.
The moon above, the Church below,
A wondrous race they iiin;
But all their radiance, all their glow,
Each borrows of its sun.
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The Saviour lends the light and heat
That crown his holy hill;
The saints, like stars, around his seat
Perform their courses still.
The dew of heaven is like thy grace,
It steals in silence down;
But where it lights, the favoured place
By richest fruits is known.

J.

One name, above all glorious names,
With its ten thousand tongues
The everlasting sea proclaims,
Echoing angelic songs.
The raging fire, the roaring wind,
Thy boundless power display;
But in the gentler breeze we fi
Thy Spirit's viewless way.
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There is a book, who runs may read,
Which heavenly truth imparts,
And all the lore its scholars need,
Pure eyes and Christian hearts.
The works of God above, below,
Within us and around,
Are pages in that book, to show_
How God himself is found.
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r

Alternative Tune, St. Matthew, 478
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Two worlds are ours: 'tis only sin^
Forbids us to descry
The mystic heaven and earth within,
Plain as the sea and sky.
Thou who hast given me eyes to see
And love this sight so fair,
Give me a heart to find out thee,
And read thee everywhere.
J. KHJLE

Fig. 3. From Hymns Ancient and Modern Revised (London, 1950).

in Basel memorised their music from the partbooks
and then used the word-sheets as the basis for
performance, concentrating on the words. Kmetz
speculates that such prior memorisation of music was
the norm in the performance of strophic songs.10
Some keyboard players also needed to use
memory when reading music. Around the beginning of
the seventeenth century keyboard pieces might be
published in tablature, in separate partbooks, in short
score (two staves), or in open score (four staves).
Whatever the format, the player would generally need
to scan each horizontal line in the piece and then
mentally synthesise all the information together. Such a
method of reading is necessary even for some keyboard
books written in short score. Take the example of the
English keyboard album Parthenia (1612/13), where
the lack of vertical alignment requires the player to scan
ahead to assimilate the whole texture (Fig. 5). There
was no technical reason preventing vertical alignment,
because the book was engraved and therefore free of the
constraints of early movable type. Rather, vertical
alignment seems not to have been important to musicreaders at the time.
Even more striking are the examples of organists
who played polyphonic pieces from a set of partbooks
or from a source laid out in choirbook. Partbook and
choirbook were the standard formats for vocal

polyphony; in partbook each voice-part is in a separate
book, while in choirbook the parts occupy separate
corners of the same page-opening. During the
sixteenth century, auditions of organists sometimes
required that a piece be played from separate parts. In
1552 at Malaga Cathedral 'a choirbook was placed
before each [candidate], opened at random, and the
sight- and score-reading ability of each was tested'.1'
Somewhat similarly, in 1593 Bernardo Clavijo del
Castillo was examined for a professorship at the
university of Salamanca, and one of the tests included
singing and playing on the spinet six-voice motets from
partbooks.12 The ability to read from separate parts
seems to have waned in the seventeenth and eighteenth
centuries, partly because it was becoming more
important to know how to realise a figured bass. All the
same, Johann Sebastian Bach was claimed to be able to
see 'so easily through parts laid side by side that he
could immediately play them. This he often did when a
friend had received a new trio or quartet for stringed
instruments and wished to hear how it sounded'.13 And
Mozart reportedly had the same skill: on hearing one of
Bach's motets in Leipzig, he asked to see the copy, but
there was no score and so he 'sat himself down, with
the parts all around him—in both hands, on his knees,
and on the chairs next to him—[looking] through
everything of Sebastian Bach's that was there'.14
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Fig. 4. Johann Hermann Schein, 'Herr deine Ohren', in Leuhenpredigt Anna Maria Corvinus (Leipzig, 1627) (Konsistorium der
Evangelische Kirche der schlesischen Oberlausitz).

In the sixteenth century, the importance of
memory to the keyboard player is also suggested by
the solo music that was published in separate parts.
Early ricercars by Venetian composers such as Jacques
Buus, Claudio Merulo and Annibale Padovano were
initially published in partbooks.15 To be sure, one
reason for the format is to allow the pieces to be
played by a group of melody instruments, and
organists could always make a tablature of the pieces.
But separate parts were also used by Michael
Praetorius as the format for the organ pieces in his
Musae sioniae VII (Wolfenbiittel, 1609). These pieces
appear in a book of vocal music, for which partbook
was the standard format. Praetorius introduced the
organ pieces, however, with some intriguing if
ambiguous comments:
In this seventh part, the author has also had
printed four German psalms without texts,
especially for organists. The beginning
organist, whom these pieces should please, can
intabulate them in order to use them.16
When Praetorius says that novice organists
should make a tablature of the pieces for
performance, does he mean that more advanced
players can read from the separate books? Or does he
mean that the experienced players do not need precomposed pieces at all, being able to improvise
instead? Whichever interpretation is correct,
Praetorius's remarks testify to the importance of

memory to the experienced player, who might have to
read from separate books and would also incorporate
memorised fragments of pieces into improvisations.
A final piece of evidence for the importance of
memory is the likelihood that composers of the
sixteenth century wrote vocal polyphony in separate
parts, never needing a score to calculate how the parts
would fit together. Jessie Ann Owens has studied in
painstaking detail the compositional process of such
musicians as Heinrich Isaac and Cipriano de Rore,
and concludes that they 'could manage the
complicated polyphony of the time without using the
[score] format that seems indispensable to us'.17
Although composers would read one voice-part
against another and might mark the tactus on the
parts, they seem to have relied on memory alone to
gain an overall grasp of the piece.
If memory was important in musical life and
the use of notation, what might this imply about
performance style? Most obvious is that performers
would not necessarily have their heads in books;
singers of Italian solo songs could thus add suitable
gestures and act as if they were being stirred by their
own thoughts and extemporisations. The reduced
reliance on notation also raises intriguing questions
for rehearsal: it would be much more of an aural
affair, with performers listening to everyone else and
remembering infelicities. In particular, the use of
partbooks would require singers to remember what
was happening in the other voice-parts, so that they
could modify their intonation or tempo to maintain
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Fig. 5. William Byrd, Pavana. The Earle of Salisbury. From Parthenia (London, 1612/13; 1651 impression).

good ensemble. Improvisation would also become
more likely if performers were not shackled to
notation but were instead manipulating various
remembered formulae. Most important of all,

memorising and playing by ear imply that the
performer had a close connection with the music; by
memorising a piece, performers made it part of
themselves.
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An Early Edinburgh Concert1
PETER HOLMAN
In 1792 William Tytler of Woodhouslee near Penicuik south of Edinburgh
published a remarkable article in the first volume of the Transactions of the Society of
the Antiquaries of Scotland, pp. 499-510, entitled 'On the Fashionable Amusements
and Entertainments in Edinburgh in the last Century, with a Plan of a grand
Concert of Music on St Cecilia's Day, 1695.' In 1792 Tytler was 80 and was in the
last year of his life; he died at Woodhouslee on 12 September that year.2 He was
born in Edinburgh on 12 October 1711, was educated in the city, and worked
there as a solicitor. He played the flute and the harpsichord, and is said to have
been one of the original members of the Edinburgh Musical Society, founded in
March 1728.3 He was also a writer and a historian, producing works on Mary
Queen of Scots and James I of Scotland as well as an interesting 'Dissertation on
the Scottish Music', first published in 1788 as an appendix to Hugo Arnot's History
of Edinburgh from the Earliest Accounts to the Present Time, pp. 624-42; it was
reprinted alongside the article under discussion in the first volume of the
Transactions of the Society of the Antiquaries of Scotland, pp. 469-98.
Although Tytler's article touches on a number of
topics, including the residence of James, Duke of York
at Holyrood in 1681 and 1682, the attempts of
members of the Duke of York's company to establish a
theatre in Edinburgh, and the Duke of York's
fondness for golf, most of it is taken up with a
transcription and discussion of a document that
supposedly listed the performers and the music played
in 'a grand concert of music performed at Edinburgh
on St Cecilia's day, anno 1695'. According to Tytler
(p. 504), 'This curious paper was given by James
Christie, Esq; of Newhall to my worthy friend
William Douglas of Garwell-foot, and by him to me.'
Although Christie's 'paper' and Tytler's article have
been referred to in most histories of Scottish music
from Robert Chambers s Domestic Annals of Scotland
from the Revolution to the Rebellion of 1745
(Edinburgh and London, 1861) to David Johnson's
Music and Society in Lowland Scotland in the
Eighteenth Century (London, 1972), to my knowledge
they have never been reproduced or transcribed in full
or discussed in any detail. The purpose of this article
is to do just that, and to argue that, although the
paper seems to give us precious information about an
early Edinburgh concert, the event cannot have taken
place as early as 22 November 1695; it appears to date
from at least a decade later. I am aware that my
re-dating of the document will have implications for
the biographies of the individuals concerned; I would
be most grateful for any additional information that
supports or contradicts my arguments.

The transcription of Christie's paper takes
up a double-page spread of Tytler's article (pp. 5067), and seems to be intended to evoke the appearance
of a hand-written sheet of paper in oblong-folio
format [Fig. 1]. It is entitled 'The Order of the
Instrumental Music for the Feast of St Cecilia, 22d /
November 1695.', and was evidently signed at the
end by the author, 'JAMES CHRYSTIE of Newhall,
PRESES'; 'preses' or 'praeses' was a common Scottish
term at the time for the president or chairman of a
meeting. In his commentary on the paper (p. 509),
Tytler writes: 'Mr Chrystie of Newhall, Preses of the
Concert, I remember in my youth to have heard play.
His instrument, I think, was the viol di gambo, on
which he was an excellent solo performer'; in the
paper Christie appears among the 'Basses' the three
times they are listed by name. I have been unable to
find out anything more about James Christie or
Chrystie, though it is likely that the Newhall in
question is Newhall House near Penicuik, not far
from Woodhouselee; as a teenager in the 1720s,
Tytler could have heard Christie play in Edinburgh.
The main part of the paper in Tytler's
transcription consists of a grid giving the names of the
performers for twelve pieces of instrumental music,
listed under five headings ranging from the highest
part, labelled variously 'First Violin, '1st Flute.', '1st
Treble' and 'Division, to the lowest, labelled 'Basses.'
and 'Bass.'. Although the paper appears at first sight
to be logical and orderly, closer inspection reveals a
number of omissions, confusions and inconsistencies;
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it is not clear whether they are the result of errors
made by Tytler in his transcription, or whether they
were just caused by haste on Christie's part. It seems,
for instance, that the concert, like later concerts in
London and elsewhere, was divided up like the acts of
a play, but using the word 'Scena' rather than 'Act'.
However, the first three pieces are not labelled
'Scene 1', and the headings of the subsequent scenes
are placed in the boxes of the grid allocated to the last
piece of the previous scene.
There is another obvious inconsistency in the
listing of 'Corelli's Sonata.' in Scene 4. The box
marked 'Basses.' is empty for this piece, but those
marked 'Hautbois.' and 'Trumpet.' are filled with the
words 'Sonata, Lord Colville' and 'Harpsichord'
respectively. The piece performed was presumably
one of Corelli's trio sonatas, though we are left to
guess whether it was played without a string bass, or
whether the names of any bass players were simply
omitted from the 'Basses.' box.
Lord Colville
presumably played the continue on the harpsichord;
he is not mentioned as playing in any of the other
pieces, though Tytler added in his commentary
(p. 508): 'Lord Colvill, it is said, was a thorough
master of music, and understood counterpoint well.
He played on the harpsichord and organ.'.
Most important, a number of vocal pieces are
alluded to, despite the fact that the title of the paper
begins with the phrase 'The Order of the
Instrumental Music' and that the singers are mostly
not listed. The word 'Chorus' appears in the grid for
the anonymous piece labelled '2 Trumpets.', the first
item on p. 507, suggesting that Scene 2 concluded
with some sort of vocal piece, while Scene 5 ends with
a 'Grand Chorus.' Furthermore, the boxes for
'Bassani Sonata.' at the end of Scene 3 contain the
words 'Schollars' and 'Dan Thomson's boy' under the
heading 'Trumpet.', and 'Songs and Mottetti of
Bassani' under the heading 'Basses.' It looks as if
references to vocal pieces have become mixed up here
with the listing of an instrumental piece. Giovanni
Battista Bassani's motets for soprano, two violins and
continue were popular in Britain in the early
eighteenth century, and two collections were
republished in London in or around 1708 under the
title Harmonia Festiva; one motet, 'Quid arma, quid
bella', appeared as late as about 1720 as 'Bassani's
most celebrated motet'.4
Thus, it is likely that
Scene 2 ended with several vocal pieces by Bassani,
that the motets were drawn from the Harmonia
Festiva series, and that several boys sang the soprano
part in unison or in alternation—hence the reference
to 'Scholars' and 'Dan. Thomson's boy'.
Tytler's commentary includes an interesting
paragraph about the trumpeter Daniel Thomson that
makes it clear that his 'boy' was his son William; he
goes on to outline (p. 510) William's subsequent
career as a singer in London and the publisher of
Orpheus Caledonius (London, 1726; 2/1733):5
Daniel Thomson was one of the King's
12

trumpeters, and was said to have understood
music, and to have been a good performer of
the obligato, or solo parts, in the trumpet
songs of Purcell's Opera of Dioclesian,
Bonduca, and other theatrical pieces then
exhibited on the stage. The two-part song of
To Arms, and Sound Fame thy brazen trumpet,
accompanied with the trumpet, were long
favourites with the public.— His son, William
Thomson, the boy mentioned in the above
plan, was early distinguished for the sweetness
of his voice, and the agreeable manner in
which he sung a Scots song. He went to
London; and, at the time when the Opera, and
the compositions of Handel, were at their
height, the sweet pathetic manner of
Thomson's singing a Scot's song, which he
accompanied with a thorough bass, became a
fashionable entertainment at court, where he
often performed. He published an excellent
collection of Scots songs, with the words and
thorough bass, which was patronised by Queen
Caroline, to whom he dedicated his book, and
obtained a large subscription. I have been told
that he taught some of the Princesses to sing
Scots songs.
Thus it is clear that, despite the impression
given by the title of Christie's paper, the concert
actually conformed to the normal eighteenth-century
pattern, mixing vocal music of various types with
instrumental music. It may be that the paper focuses
on instrumental rather than vocal pieces because
Christie
was involved
in
organising
the
instrumentalists rather than the singers.
Tytler's commentary adds a good deal of
information to his transcription of Christie's paper,
clarifying a number of aspects, though it too is not
without errors and ambiguities. He begins (p. 508)
by pointing out that 'above 30 performers' took part
in the concert, 'of whom were 19 gentlemen of the
first rank and fashion, supported by 11 professors, or
masters of music.' In a footnote he lists the eleven
'masters' by name, enabling us to produce a list of the
thirty named instrumentalists, divided by status into
professionals (the 'masters') and amateurs (the
'gentlemen'); see the Appendix to this article. In his
analysis of the first piece, 'Clerk's Ouverture.', he tells
us that the bass players played a mixture of
Violincellos' and 'viol de Gambos', though the
Violincellos' are likely to have been bass violins and
the amateurs would probably have played viols rather
than violin-family instruments.6
Indeed, Tytler
specifically states in the commentary that James
Christie played the Viol di Gambo'. There is no other
evidence of the use of the cello in Scotland before
Lorenzo Bocchi appeared in Edinburgh in 1720, and
the instrument had only arrived in London in the first
years of the eighteenth century.7 Furthermore, the
bass violin, the larger predecessor of the violoncello,

usually tuned BB flat-F-c-g rather than CC-G-d-a,
was played by professionals rather than amateurs.
Roger North implied as much when he wrote that 'a
set of gentlemen' in Restoration London who set up a
private amateur orchestra 'were most violinists, and
often hired base-violinns (which instrument, as then
used, was a very hard and harsh sounded base, and
nothing so soft and sweet as now) to attend them.'8
The implication is that professionals had to be hired
to play the bass violin because none of the amateurs
played it.
Tytler states in the commentary (pp. 509-10)
that one of the bass players listed in the paper, Henry
Crumbden, actually played the harpsichord rather
than a stringed instrument, and adds some
interesting information about him:9
Mr Henry Crumbden, by birth a German, was
long the Orpheus in the music school of
Edinburgh. He was a fine performer of lessons
on the harpsichord, and taught singing and
the thorough bass. He greatly promoted the
spirit and taste for music by giving benefit
concerts, which were much frequented. In
these concerts, several young ladies, his best
scholars, used to perform. Two of these I
remember to have heard with rapture in my
younger days, Mrs Forbes of Newhall
[footnote: Grandmother of the present
Countess of Dumfries.], and Mrs Edgar
[footnote: Mother of James Edgar, Esq; one of
his Majesty's Commissioners of the Customs
in Scotland.]. They were both fine performers
on the harpsichord. Their excellence, as far as
I could then judge, lay in the genuine
performance of Scots songs, which they sung
in a plain, but fine, taste, and accompanied
with a thorough bass, in such a stile and
manner as, in my judgment, there are only
two or three of the present time can come
up to.
Tytler goes on to discuss several of the other
professional musicians listed in the paper. He states
(p. 510) that 'Matthew McGibbon was esteemed a
good performer on the hautbois', and was 'the father
of William McGibbon, well known and celebrated in
his time for his great execution on the violin.' This
seems to be wrong on two counts: the Edinburgh
musician was Malcolm rather than Matthew
McGibbon—as David Johnson has suggested, Tytler
probably misread the abbreviation 'Mai.' as 'Mat.'—
and it has recently been established that William
McGibbon (? 1696-1756) was the son of the Glasgow
musician Duncan McGibbon, not Malcolm
McGibbon.10 However, he gives (p. 510) some
valuable information about William McGibbon and
his teacher, the violinist and composer William
Corbett( 1680-1748):
William was sent early to London by his father,

and studied many years under Corbet, then
reckoned a great master and composer. Corbet's
sonatas for two violins and a bass were esteemed
good, and often played as act tunes in the Playhouse. His scholar William McGibbon was for
many years leader of the orchestra of the
Gentlemen's Concert at Edinburgh, and was
thought to play the music of Correlli,
Geminiani, and Handel, with great execution
and judgment. His sets of Scots tunes, with
variations and basses, are well known. As he
understood composition, he likewise composed
a set of sonatas or trios for two violins and a
bass, which were esteemed good.
Tytler adds (p. 510) that he remembered Adam
Craig (d. 1741), 'a good orchestra player on the
violin, and teacher of music', as 'the second violin to
McGibbon, in the Gentlemen's Concert.' Craig does
not seem to have been a composer, though he
published A Collection of Choicest Scots Tunes Adapted
for the Harpsicord or Spinnet (Edinburgh, 1730)." It
is a pity that Tytler does not tell us anything more
about the viol player 'Mr St Columb' or 'Mr
Sinkolm', son of Jean de Sainte-Colombe, since little
is known about his activities in Britain.12
Tytler's discussion of the gentlemen
performers also contains several points of interest. For
one thing, he was aware, as performers and scholars are
frequently not today, that references to the 'flute' in
early eighteenth-century documents such as Christie's
paper mean the recorder rather than the transverse
flute. After identifying several of the amateur recorder
players, he adds the following (p. 509):
The flute a-bec was the only flute used at that
time. The German, or traverse, of modern
invention, was not then known in Britain. I
have heard, that Sir Gilbert Elliot, afterwards
Lord Justice Clerk, who had been taught the
German flute in France, and was a fine
performer, first introduced that instrument
into Scotland about the year 1725.
As we might expect, most of the gentlemen
listed in Christie's paper played the violin or the
recorder, the two instruments most commonly played
by male amateurs at the beginning of the eighteenth
century, though it is worth noting that William
Carse, one of the two 'Hautbois.' players listed in
Christie's paper, was a gentleman, despite the fact that
the oboe was used mostly by professionals at that
period; Tytler mentions in the commentary (p. 509)
that 'Mr Carse, collector of his Majesty's [?taxes], was
a fine player on the hautbois.'
My main reason for thinking that that
Christie's paper is misdated is that some of the pieces
listed cannot have been composed as early as 1695,
and in general that the repertory belongs more
naturally to the early eighteenth century than the
13

1690s. In some cases the evidence is fairly clear-cut.
Johann Christoph Pepusch did not arrive in England
until 1697, and only began to make a mark on
London's musical life in the first years of the
eighteenth century.13 The two pieces listed by
Christie, 'Pepulsh for 2 flutes and 2 violins.' in Scene
2 and 'Pepulsch, 2 violins, and 2 haut.' in Scene 3,
almost certainly come from his collection of pieces for
varied combinations of four treble instruments and
continue, published in about 1717 by Jeanne Roger
in Amsterdam as VI Concerts a 2 flutes a bee, 2 flutes
traversieres, haubois ou violons & basse continue, op. 8.14
It is possible that Pepusch wrote the collection a few
years earlier: no. 5 in F major, called 'Sonata' rather
than 'concerto' and scored specifically for two
recorders, two violins and continuo, is in a
manuscript score, British Library, Add. MS 64965,
ff. 53-6, that probably dates from about 1710.15
However, it is unlikely that Pepusch wrote any of the
pieces before he came to England, for music for
contrasted pairs of treble instruments with continuo
was an English genre, developed in the late 1690s by
the immigrant composers Johann Gottfried Keller
and Gottfried Finger. The fifth piece in Christie's
paper, 'Finger for 2 flutes and 2 haut.' is an example:
it is probably one of the sonatas for two recorders, two
oboes and continuo published in Finger and Keller's
collection Six Senates a 2flustes et 2 hautbois ou violons
et 1 basse continue (Amsterdam, 2/1698).'6
Similarly, the first piece, 'Clerk's Ouverture', is
unlikely to have been written as early as November
1695. It is not clear whether it was the work of Sir
Clerk of Penicuik (1676-1755) or the English
composer Jeremiah Clarke (c. 1674-1707), but in fact
neither of them seems to have been in a position to
have had an overture performed in Scotland in
1695.17 Sir John Clerk was at the University of Leiden
in 1695, and went on the grand tour in 1697, not
returning to Scotland until 1700. Also, his main
composition studies were with Corelli in Rome after
1697, and, so far as we know, he wrote Italian-style
vocal pieces, not overtures. Jeremiah Clarke did write
overtures, but apparently only began to do so when he
came to London in the winter of 1695-6 and began to
work in the London theatres. The only overture by
him that was published is the first movement of his
suite for Manning's play Allfor the Better, published in
the series Harmonia Anglicana, iv (1702), though that
piece is for four-part strings, while Christie's paper
does not list the 'Tenor' or viola player for that piece,
suggesting that it was actually for two violins and bass
with doubling recorders and oboes.18
The clearest case is the third piece, 'Barrett's
Trumpet Sonata', scored for trumpet, oboe and fourpart strings. The earliest-known music by the
London organist John Barrett (c. 1676-1719) only
dates from 1698, and nearly all his consort music was
written for the London theatres from 1702.19
Furthermore, the piece in question is almost certainly
the overture to Baker's play Tunbridge Walks,
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published in Harmonia Anglicana, v (1703).20
Harmonia Anglicana only has the four string parts,
but there is a manuscript set of parts, British Library,
Add. MS 49599, no 1, dating probably from the first
decade of the eighteenth century, which has parts for
trumpet and oboe as well. It is the only piece by
Barrett for trumpet, oboe and strings, and, so far as I
know, it is the only piece for that scoring in the
English repertory of that period.
The rest of the pieces are more difficult to
identify, or do not do much to help to date Christie's
paper. The 'Bassani Sonata' and 'Corelli's Sonata'
cannot precisely be identified, though in both cases it
seems that they were trio sonatas, and opp. 1-4 by
Corelli and op. 5 by Bassani were very popular in
England from the 1690s onwards; Bassani's op. 5, first
published as Sinfonie a due, e tre instromenti, con il
basso continuo per I'organo (Bologna, 1683), was still
being republished in the early eighteenth century—
for instance, by Estienne Roger as XII Senate da chiesa
a tre, due violini, basso e basso continuo (Amsterdam,
1707-8).22 The pieces byTorelli, 'Torelli's Sonata for
4 violins' and 'Torelli's Sonata' (evidently a piece for
two violins and bass), also cannot precisely be
identified, though trios by him circulated in London
in print and manuscript in the early eighteenth
century; one was published as Sonata in A# for Violins
in Three Parts (London, 1704), while two more, both
reduced versions of concerti grossi, are in British
Library, Add. MS 64965, ff. 45v-49, 61v-65.23 There
does not seem to be a sonata for four violins and
continuo by Torelli, so the piece listed by Christie is
likely to be either a concerto grosso performed
without the viola part or an otherwise unknown
work. These pieces by Torelli cannot be used to
advance the case for a later dating of Christie's paper,
since he had written plenty of music by 1695,
including a set of Sonate a tre stromenti con il basso
continuo, op. 1 (1686) and his Sinfonie a tre e concerti
a quattro, op. 5 (1692).24 However, the surviving
sources suggest that his music circulated in Britain
more in the early eighteenth century than in the late
seventeenth century.
The other three pieces also cannot be
identified with any certainty. The anonymous piece
for '2 Trumpets' seems to be scored for trumpet, two
oboes, four-part strings and continuo, and could be a
work for trumpet and four-part strings with the oboes
doubling the violin parts, though it could equally be a
piece for trumpet with obbligato oboe parts, such as
the well-known Suite in D major by Jeremiah
Clarke.25 'Fingers Trumpet Sonata' ought to be easier
to identify, though it does not conform to any
surviving piece: there are sonatas by Finger for
trumpet, violin, oboe and continuo, two trumpets,
two oboes, two violins and continuo, and two
trumpets, timpani, four-part strings and continuo,
but none for trumpet, oboe and four-part strings.26
The parts of the last piece, the 'Chacoon', are just
labelled 'Division.', Plain Part.', '3d Part.', 'Tenor.' and

Bass.', though the instruments played by the players
listed on each part suggest that the piece was actually
for violin solo with four-part strings. If so, then it is
possible that the piece was the Chaconne in G major
for that scoring by Finger found, like several other
pieces already mentioned, in the score-book British
Library, Add. MS 64965, ff. 56v-58.27
The only other pieces not yet discussed, the
solos by Adam Craig and John Middleton mentioned
at the end of the document immediately before the
'Grand Chorus', were probably pieces for violin and
continue and recorder and continuo respectively. In
the eighteenth century the word 'solo' was
conventionally thought to include a continuo or bass
accompaniment, while 'by' in this context nearly
always means 'played by' rather than 'composed by'.
As we have seen, Adam Craig was a prominent
professional violinist, while the amateur John
Middleton is listed as playing recorder and bass;
Tytler tells us in the commentary (p. 509) that he was
'afterwards General Middleton', that he 'played on
different instruments' and that 'He sung, as I have
been told, a song with much humour, which he
sometimes accompanied with the key and tongs.'
I want to finish by considering some of the
interesting questions of performance practice that
Christie's paper raises. It shows that pieces we think of
as chamber music, intended to be played one to a part,
were sometimes played by orchestras. This is partly
because the 'chamber' and orchestral repertories had
hardly begun to diverge at the period; orchestral music
only began to be written in a radically different style
from chamber music in the second half of the
eighteenth century. The repertory of the Restoration
court orchestra, the Twenty-four Violins, has mostly
come down to us in single parts in domestic
manuscripts.28 Conversely, there is another example of
one-to-a-part consort music being performed by an
orchestra among the sets of parts produced for the
odes performed at degree ceremonies in Restoration
Oxford. Bodleian Library, MS Mus. Sch. C.124
contains a set of instrumental parts for two
unidentified odes copied by the Oxford music
professor Edward Lowe (d. 1682). The set includes
duplicates of the two violin parts and the bass part,
despite the fact that the instrumental sections include
movements borrowed from Matthew Locke's consort
collection 'The Broken Consort', Part 2.29
Some of the pieces mentioned in Christie's
paper, such as 'Clerk's Ouverture', 'Barrett's Trumpet
Sonata' and 'Finger's Trumpet Sonata', could have
been originally intended for orchestra, though the set
of parts of the Barrett sonata in British Library, Add.
MS 49599 only contain single copies of each part.
However, most of the pieces, including 'Torelli's
Sonata for 4 violins', 'Pepulsh for 2 flutes and 2
violins', 'Finger for 2 flutes and 2 haut', 'Pepulsh, 2
violins, and 2 haut.', 'Bassani Sonata' and 'Correlli's
Sonata', were almost certainly originally conceived for
single instruments. The way that the instruments are

deployed suggests that the scoring decisions were
made less for artistic reasons than to accommodate
available players. Thus Finger's sonata was played
with three recorders to a part, but with only single
oboes, presumably because there were many more
recorder players than oboists present. Similarly, there
is only ever one viola player listed, despite the fact
that he had to compete with up to seven violinists on
a part and up to five bass players with harpsichord. It
is likely that viola players were rare in early
eighteenth-century Scotland, since its traditional
music was essentially a monophonic repertory played
on the violin and other soprano instruments, while, as
Christie's paper shows, there was an increasing
interest in the Italian trio sonata and associated
genres, which rarely used violas. What is difficult to
explain is why 'Torelli's Sonata' was performed with
only single violins but apparently with all the bass
instruments, or why the 'Division' part of the
'Chacoon' was played by three violinists when the
normal practice of the period would have been to
have a single player accompanied by all the rest of the
violins on the ripieno parts.
Of course, we have no way of knowing
whether Christie's paper actually represented what
happened at the concert, or to what extent the
decisions taken were the result of inexperience with
handling such large musical forces. However, it does
seem likely that the idea of the concert was borrowed
from the London St Cecilia celebrations, and that all
the music played was imported from there—which in
turn suggests that there was no-one in Edinburgh at
that time capable of writing concerted art music. As
for the date of the paper, I hope I have shown that it
cannot date from as early as 1695; my guess is that it
actually comes from about 1710. Perhaps it was
undated and Tytler just assumed that it came from
1695 because he knew that concerts had started in
Edinburgh around then. Being a solicitor, he could
well have come across a Court of Session case in
January 1694 in which it was established that Mr
Beck and other Edinburgh musicians were not subject
to the jurisdiction of the Master of the Revels, a
decision that paved the way for the establishment of
regular concerts.30 By the second decade of the
eighteenth century regular concerts had been
established in St. Mary's Chapel in Niddry's Wynd,
promoted by the singer John Steill with Adam Craig
and Henry Crumden—who, of course, figure in
Christie's paper."
It is possible that the event
recorded by the paper was connected with these
concerts in some way, though it is clear that the SteillCraig-Crumbden concerts were commercial ventures
while the St Cecilia concert looks as if it was part of
the activities of a music club—an institution
prefiguring the later Edinburgh Musical Society.
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Appendix
Instrumentalists listed by James Christie in 'The Order of the Instrumental Music for the Feast of St Cecilia,
22d November 1695'
Name
Thomas Brown
Henry Burn
Will. Carse
James Christie / Chrystie of Newhall
Lord Colville
William Cooper
John Corse
Adam Craig
Henry Crumbden
Lord Elcho
Sir Jo. Erskine
Jo. Falconer of Fesdo / Phesdo
Ro. Gordon
Will. Gordon
Sir Al. Hamilton
Ja. Hamilton
Tho. Kennedy
James McClachlan
Matthew [Malcolm] McGibbon
John Middleton
Sir Tho. Nicholson
Sir John Pringle
Thomas Pringle
John Russell
Mr. St Columb / Sinkolm
Mr Seton of Pitmedden
John Stewart
Daniel Thomson
Francis Toward
John Wilson
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Instrument
violin
violin
oboe / violin
bass viol / recorder
harpsichord
violin
recorder
violin
harpsichord / recorder
recorder
recorder
recorder
bass ?viol
recorder / violin
recorder
recorder / violin
violin
violin / bass Pviolin
oboe / recorder / ?violin
recorder / bass ?viol
violin
violin / recorder
violin / recorder
recorder
bass ?viol
recorder / violin
violin
trumpet / ?violin / bass ?violin
recorder / violin
viola

Status
master
master
gentleman
gentleman
gentleman
master
gentleman
master
master
gentleman
gentleman
gentleman
gentleman
gentleman
gentleman
gentleman
gentleman
master
master
gentleman
gentleman
gentleman
gentleman
gentleman
master
gentleman
gentleman
master
master
master
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