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EDITORIAL
BRYAN WHITE
This new issue of Early Music Performer comes
to you later in the new year than has been our recent
practice, and, for the most part, this is purposeful. In
future, issues will come out in April/May and
October, so that a subscription year fits into a
calendar year, rather than straddling it as it has in the
past. This current issue is in effect a double issue, and
I hope that you will find the number and range of the
articles an adequate compensation for the extended
wait since our last publication.
Peter Holman's article began as one of the
many stops along the way in his investigation of use
of the viol da gamba in Britain. Readers may
remember his discussion of a concert supposedly
given in Edinburgh on St. Cecilia's Day in 1695 (issue
13 of Early Music Performer). Having been drawn to
this concert because of its inclusion of gamba players,
Peter discovered that it could hardly have occurred in
1695, but in fact must have taken place fifteen or so
years later. In this current issue, he once again
examines a concert which included gamba players,
and finds that the concert itself was not what it
seemed to be, a fact of which neither the audience or
the performers seemed to be aware. The performance
given by the Concerts of Ancient Music in April 1845
featured several pieces of Renaissance music to be
performed on original instruments, a practice that
was highly unusual at the time. The music they
played turns out to be equally interesting, but not for
its antiquity, as Peter's article reveals.
Jules Whickers lecture, delivered at the NEMA
day this past November, and published here in the
form of an article, sheds light on several texts from the
repertory of South American Baroque music that has
been the subject of explorations by Jeffrey Skidmore
and Ex Cathedra. This is a fascinating repertory, at
least as judged by my ears after hearing Ex Cathedra's
exciting performance in Leeds last October. This
article offers the opportunity to appreciate the poetic
quality of several of the texts, which have much to
offer in themselves, quite apart from their musical
settings.
The art of rhetoric and its application to
musical performance is the subject of Judy Tarling's
article. Classical approaches to oratory provide a
range of devices for effectively composing and

delivering spoken addresses, devices that, particularly
in the sixteenth, seventeenth and eighteenth
centuries, were applied to music. Judy has recently
published a book on this subject, and her article in
this issue provides an introduction to the modes of
thought and performance that derive from rhetoric,
and that most certainly would have informed the
performances of singers and instrumentalists of earlier
eras.
From time to time Early Music Performer has
tried to make readers aware of noteworthy auctions of
music. This issue brings news of the auction of a
substantial collection of music books from Shirburn
Castle in Oxfordshire, and Michael Robertson's
assessment of manuscripts recently purchased from
Sotheby's by the British Library. Among other
observations, he tentatively attributes the music to a
little known J Fischer, adding to a collection of two
previously identified Baroque composers of the same
name. The music found in the manuscripts is also of
interest, and it will be published by Ruxbridge in the
coming year.
Finally, I would like to offer thanks to Simon
Hill on two accounts. First, he has very helpfully
provided Early Music Performer with an index of its
predecessor, Leading Notes, which is published in this
issue. Secondly, he brought to my attention the fact
that Stanley Sadie, who died this past March, served
for a time as Chairman of NEMA, taking over from
Sir David Lumsden in January 1989, and resigning
on his election to the Presidency of the Royal Musical
Association a year later (when he was succeeded by
Christopher Page). Dr. Sadie is best known for his
editorship of the New Grove Dictionary of Music and
Musicians, and while it has been noted that he greatly
expanded the range of the dictionary by covering jazz,
popular and world music, the greater depth of
coverage of classical music brought a range of articles
and works lists for composers that has proven
invaluable to the development of the performance
and scholarship of early music. In addition to serving
for some twenty years as editor of The Musical Times,
he wrote books on Mozart and Handel, and instigated
a campaign to preserve the house in which Handel
lived in Mayfair, resulting in the creation of the
Handel House Museum. His devotion to music was

The illustration on the front cover is of a bass viol by Joachim Tielke (1641-1719) and is reproduced from W.
Sandys and S. A. Forster, The History of the Violin (London, 1864), facing 105.

apparent even in the last hours of his life. The night
before he died, he attended an all-Beethoven
programme by the Chilingirian quartet as part of a
concert series run by him and his wife, Julie Anne
Sadie. Because of his illness, he was unable to stay to
the end, but the quartet came to his house after the
concert, performing the slow movement of
Beethoven's Quartet in F Op. 135 at his bedside. He
will be missed greatly by performers and scholars
everywhere.

The First Early Music Concert
1
in London
PETER HOLMAN

What do we mean by 'early music'? For most readers of Early Music Performer,
I suspect, the phrase means something rather more than the performance of old
music - more than, say, the performance of an Orlando Gibbons anthem by a
cathedral choir at evensong, or the annual canter through Messiah by the local
choral society. Early music has come to mean both a repertory - music from
before the middle of the eighteenth century, perhaps, or at least from before the
beginning of the formation of the modern concert repertory at the end of the
eighteenth century - and a set of attitudes to the way it should be performed.
Thus later composers such as Beethoven and Brahms or even Wagner and Elgar
can be thought of as 'early music' when performed with period instruments and
with techniques and styles appropriate to their time, though it is perhaps more
useful to restrict the phrase to performances that bring together old music,
appropriate performing styles and, where necessary, period instruments.
But when were they first brought together?
Who was the first person to try to perform old music
with old instruments? In Britain the standard answer
would probably be the 1890s and Arnold Dolmetch:
Dolmetsch gave his first performance with a consort
of viols in London on 21 November 1890 as part of a
lecture given by the Gresham Professor of Music,
Frederick Bridge.2 Therefore, it will come as a
surprise to many that Dolmetsch was anticipated by
nearly half a century, and by none other than Prince
Albert. The concert Prince Albert organised, on 16
April 1845, was given by an organisation, the
Concerts of Ancient Music, that had been devoted to
old music since its foundation in 1776: its statutes
forbad the performance of music less than twenty
years old.3 However, it fell to Prince Albert, a
Director from 1843, to choose the music for the
evening, and therefore he seems to have been the
person who had the revolutionary idea that two pieces
of supposedly Renaissance music should be
performed with what were thought to be instruments
of the period.4 Up to that time the members of the
orchestra of the Concerts of Ancient Music seem to
have used their normal instruments, and the musical
director, Sir Henry Rowley Bishop, had made
orchestral arrangements of the earlier pieces where

necessary — as he did for two items on the programme
that evening, arias by Cesti and Stradella.
However, Prince Albert was not the first
person to have thought of using old instruments in
the performance of old music. He was preceded by
Francois-Joseph Fetis (1784-1871), who began his
historical concerts at the Paris Conservatoire in 1832,
and who, as we shall see, provided the music and most
of the instruments for the pieces performed on old
instruments in the 1845 London concert.5
Furthermore, in an article published in 1882,
Friedrich Niecks mentioned a number of even earlier
attempts at historical concerts, though he did not
distinguish between those, such as the concerts given
in Vienna by Gottfried van Swieten in which old
music was performed in modernised arrangements
(including, of course, Mozart's versions of Handel's
Acis and Galatea, Messiah, Alexander's Feast and the Ode
on St Cecilia's Day), and those that attempted to use
old instruments. 6
By far die earliest example of the latter, if
Niecks can be believed, was a concert of ancient
Greek music using recreations of Greek instruments
that was organised in Stockholm for Queen Christina
of Sweden by the philologist Marcus Meibom
(1620/1-1710). The concert, if it actually happened,

must have been given in 1652, when Meibom arrived
at the Stockholm court, or 1653, when he left to go to
Copenhagen. In London the first historical concert
was apparently given on 19 February 1837 by the
pianist and composer Ignaz Moscheles (1794-1870).
He played some Domenico Scarlatti sonatas on the
harpsichord that evening and in two other 'historical
soirees' later that season.8 However, he does not seem
to have used any other old instruments, or to have
used the harpsichord with other instruments: when
he played a Bach concerto in the Concert of Ancient
Music on 15 March 1837 it was described as
'Concerto for the Piano-forte'.9 I should add that I
am not the first person to have studied the 1845
London concert: John Catch published a valuable
account of it in 1989.10 My reason for returning to
the subject here is to discuss some newly discovered
documents relating to the event, and to consider the
concert in the wider context of the rediscovery of old
music in eighteenth- and nineteenth-century
England.
Catch's account of the event was drawn
largely from the account in The Musical World for 24
April 1845." It consists of a short (and slightly
inaccurate) list of the programme and a brief review,
which Catch suggests was by the current editor of The
Musical World, ]. W. Davison (1813-1885).n Here is
the relevant portion:
The concertos were performed by
Messrs. Loder, Hill, J. F. Loder, Hatton,
Ciebra, Wright, Ventura, Dragonetti,
and Lucas, on some singular old
instruments,
rummaged
for
the
occasion out of the dust of obscurity, the
effect of which was as of a tooth comb,
covered with paper, blown upon with
the breath, forced through the upper
and under rows of teeth slightly
compressed. Nothing could have been
more melancholy and less musical. The
row of young beauties from the Royal
Academy, who looked very provoking
and sang to perfection, were deservedly
encored in their Vilhancico — which, in
other words, signifies glee.
As we shall see, other reviewers were much more
enthusiastic about the old instruments, as was a
preview of the concert published in the previous issue
of The Musical World:

ANCIENT

CONCERTS.

- The

programme of Wednesday evening will
contain a singular curiosity, viz. a
concerto and a romanza, to be performed
on the following instruments: - violino

Fmncese, viola da gamba, viold'amore, viol
da braccio, theorbo, violone, citarra, harp,
and organ. The music, composed in the
year 1600, is very rare, and much
unknown. Besides this, a vilhancico (a
Spanish battle song) will be sung by
eighteen of the young ladies of the Royal
Academy, accompanied by six guitars.
This is hardly less a curiosity than the
other, and was composed in 1520. Thus
do the ancient concerts uphold their
venerable repute.13
In the same issue we are told that 'The concert on
Wednesday next, will be under the direction of Prince
Albert, and will be honoured by the presence of the
Queen.'14
We can learn much more about the event
from the programme of the concert itself, published
with the title 'UNDER THE DIRECTION OF HIS
ROYAL HIGHNESS / THE PRINCE ALBERT /
Concert of Ancient Music, WEDNESDAY, APRIL 16,
1845.'15 It tells us that the two pieces played on old
instruments were in Part I while the Spanish villancico
was in Part II. The rest of the concert consisted of
overtures by Mehul and Mozart, choruses by Handel,
Mozart and Beethoven, and solo vocal music by Weigl,
Cherubini, Graun, Gluck, Mozart and Handel. The
seventeenth-century arias already mentioned were 'Se
nel ben sempre inconstante' from Stradella's opera
Orazio Cocle (Genoa, 1679) and 'Io torno al idol mio'
from Cesti's Orontea (Innsbruck, 1656).16 In the
detailed listing of the programme on p. 6 the pieces
played on old instruments are given as follows:
CONCERTO*
Emilia del Cavaliere,
A. D. 1600. / (First Time of Performance
at these Concerts.) / Violino Francese,
Viola d'Amore, Viola da braccio, due
Viole da gamba, Chittarra, Teorbo,
Arpa, Organ, and Violone. I And
ROMANESCA, of the fifteenth
century: Violino Francese, due Viole, due
Viole da Gamba, Lute, and Violone. I
Messrs. LODER, H. HILL, LODER
jun.[,] HATTON, W. PHILLIPS,
Signer
DE
CIEBRA,
Signer
VENTURA, Mr. T. WRIGHT, Mr.
LUCAS, and Signor DRAGONETTI.
The asterisk against the first word refers to a footnote:
'*This Concerto will be performed on the same
description of ancient instruments as those for which
it was composed; most of them, together with the
music, have been kindly forwarded to England by M.
Fetis, of the Conservatoire Royale, Brussels, for the
present Concert.'

Although the Spanish villancico in Part II was
also provided by Fetis, supposedly dated from the
sixteenth century and was discussed in reports of the
concert alongside the Concerto and the Romanesca,
there is no mention of special instruments, so it is
likely that the six guitarists were using nineteenthcentury six-string instruments rather than their
Renaissance or Baroque equivalents — a point to which
I shall return. The piece is listed on p. 13 as follows:
SPANISH VILHANCICOt. (Triple
Choir.) Soto di Puebla, A.D. 1520. /
(First Time of Performance at these
Concerts.)
/
Eighteen
YOUNG
LADIES, Pupils of the Royal Academy
of Music; / Accompanied by Six Spanish
Guitars - Signori DE CIEBRA, G.
REGONDI, DE CIEBRA jun.[J
MIARTENI, AVILES, VENTURA,
and Mr. NICHOL. / A las armas,
moriscote, / Si las has de voluntade, /
Los contraries son intrados / Losque en
Romeria van, / Entran por Fuentarabia,
/ Salen por San Sebastian.
Again there is an explanatory footnote: 'fVilhancicio
— a patriotic Song or Chorus, in six parts, composed
by Soto di Puebla, on the occasion of an invasion of
Spain and attack on San Sebastian in the 16th
Century. — From the collection of M. Fetis, of the
Conservatoire Royale, Brussels.'
So far I have found two reviews of the event
in addition to the one printed in The Musical World.
The longest and most interesting is by the Welsh
harpist, composer and writer John Parry (1776-1851)
and was printed in The Morning Post on 17 April, the
day after the concert.17 He began with a list of the
items performed, abridging it from the printed
concert programme and noting that 'With the
exception of the National Anthem and Handel's
chorus from Ads and Galatea, all the rest of the
compositions in the programme were heard for the
first time at these concerts.' Then follows an extended
description of the three 'novelties':
The Royal Director of the evening is
entitled to great praise for his endeavour
to rescue from oblivion the works of
departed genius; and should some of
them not reach the highest standard of
excellence, his Royal Highness deserves
infinite credit for the anxiety he evinces
to bring before the subscribers,
productions of various styles and
characters, by men who have been
gathered to their fathers for ages. Had it
not been for King George the Third,

even the works of the immortal Handel
would have been but little known at
present, for they had been neglected for
many years, until these concerts were
established in 1776. We shall notice, in
the first instance, the novelties which
were introduced by the Prince last night
— namely, a concerto in two movements,
composed by Emilio del Cavaliere, A.D.
1600, performed on the violino
Francese, viol da gamba, viol d'amour,
viol da bracciof,] theorbo, violone,
guitar, harp and organ, By Mess. Loder,
Hatton, Hill, J. F. Loder, Ventura,
Dragonetti, Don Ciebra, T. Wright, and
Lucas, the effect of which was charming;
the parts were replete with imitative
passages, trills, and flourishes — while a
vein of sweet melody pervaded the
whole. This was followed by a lovely
national
air,
denominated
a
"Romanesca," which has been sung
from time immemorial by the Roman
nurses to lull children to sleep; the
melody was charmingly played by Mr.
Loder, and the accompaniments were
performed on the viol da gamba, lute,
and violone, in a subdued manner,
which produced a delicious soothing
effect. The violino was the precursor of
the violin. The viol du [sic] braccio is
played like a tenor violin, and the viol
da gamba like the violoncello. The
instrument played upon by Mr. Hatton
was a most beautiful one, elegantly
inlaid with a variety of ornaments in
ivory; most of the other instruments
were forwarded to England by M. Fetis
(together with the music), from the
Conservatoire Royale, Brussels, for the
concert last night. The theorbo, which
is of the lute family, is six feet in height,
and has fourteen strings. When it was
brought into the orchestra by the
veteran Ventura, it caused a laugh
among the company. The performers
were well grouped, and the ensemble was
picturesque and highly characteristic.
The second novelty, introduced by the
Prince, was a Spanish vilhancico, by Soto
di Puebla, A.D. 1520, sung by eighteen
young ladies, pupils of the Royal
Academy of Music, arranged into three
choirs. The subject is a call to arms by
the people. This was accompanied by
six guitars, played by Ciebra, Regondi,
De Ciebra, jun., Miarteni, Aviles,

Ventura, and Nichol (according to the
programme).
The vocal parts are
exceedingly difficult, particularly in the
first trebles, which have some very
brilliant passages to execute; the second
voices take up the subject, while the
contraltos sustain the harmony. The
young ladies crowned themselves with
laurels by the excellent manner in which
they acquitted themselves in the
performance of this quaint and highly
characteristic composition; it was
deservedly encored. This patriotic song,
which is in six parts, was composed on the
invasion of Spain and attack on San
Sebastian; the original music is in the
hands of M. Fetis. In regard to the
antique
instruments which
were
introduced, they will serve to show that, in
diat department, the march of
improvement has evidendy made a great
progress; for the bulky violino, viol
d'amour, viol da braccio, and viol da
gamba, cannot for a moment be
compared widi die violin, viola, and
violoncello.
The violone (played by
Dragonetti) is between the violoncello and
double bass in size. The dieorbo is said to
have been invented in France by the Sieur
Hotteman, and thence introduced into
Italy, where it was popular for many years
as an accompaniment for die voice; for,
besides the usual lute, it has an octave of
bass notes.
After that Parry had space only for 'a brief notice of
the vocal music', to praise 'the taste and musical
acquirements of the Prince, who made the selection',
to note that the music in the rest of the programme
'on the whole, was done justice to by the orchestra,
which had to execute most of the compositions at
second sight', to list the notables present, and to tell
his readers that 'Between the parts her Majesty took
refreshments in the tea-room, when most of the
antique instruments were brought to be inspected,
and Mr. Hatton played an air on the viol da gamba,
after which the Queen and the royal party went into
the directors' box'.
The anonymous critic in The Illustrated
London News WAS, if anything, more enthusiastic:
Although the selection, with one
exception, consisted of compositions
which had never been heard at these
concerts, yet the anxiety to hear the
ancient music performed upon antique
instruments seemed to prevail over

everything else. Their appearance in the
orchestra did not a little disturb the
gravity of the assembly, for truly they
presented a strange and grotesque sight.
They consist of the following variety:- A
violino Francese, viol da gamba, viol
d'amour, viol da braccio [,] theorbo,
violone[,] guitar, harp and organ, which
were respectively played by Messrs.
Loder, Hatton, Hill, J. F. Loder,
Ventura, Dragonetti, Don Cubra
[Ciebra], T. Wright, and Lucas, and
altogether produced a very curious effect
— something between surprise and
pleasure. The piece performed was a
concerto in two movements, composed
by Emilie del Cavaliere, A.D. 1600, and
is certainly here and there a quaint and
pleasant production. This was followed
by a Romanesca, which was deliciously
executed by Mr. Loder. Most of the
instruments, with the music, were
forwarded by M. Fetis from Brussels,
expressly for the concert of Wednesday;
and we cannot too much admire the
dexterous facility with which the
performers adapted themselves to their
obsolete constructions.
The next
novelty picked out from undeserved
oblivion by the research and good taste
of his Royal Highness, was a Spanish
Vilhancics [sic], or Call to arms, which
was executed so charmingly by eighteen
young ladies, accompanied by six
guitars, that there was an universal call
for its repetition. The vocal music of
the night was exquisitely given,
particularly by Mario and Staudigl.
Altogether
the
selections
and
arrangements reflected the highest credit
upon the musical skill and taste of his
Royal Highness. Her Majesty seemed
highly delighted with the Concert, and
honoured Mr. Hatton by hearing him
play an air on the viol da gamba,
between the acts, in the tea-room.'18
The most enthusiastic reviewer was Queen Victoria
herself, though, as the wife of the concert's organiser,
she can hardly be said to have been impartial. At
11.30 that night she wrote in her journal: 'It was a
beautiful Concert, full of curious productions of old
world music. My beloved Albert has such exquisite
taste and takes such pains in collecting rare and
curious, as well, as beautiful pieces of music.'19 She
thought the Cavalieri piece Very curious, and the
effect very pleasing', the Romanesca Very simple and

beautiful' and the villancico 'most curious, wild and
original'.
Manuscript scores of the three pieces
performed that day survive in the library of the
Concerts of Ancient Music, formerly at Buckingham
Palace and now in the Royal College of Music.20 The
copyist was not Bishop himself, but seems to have
been someone working for the Concerts of Ancient
Music: in another sample of his work, reproduced by
Margaret Murata, he copied string parts for a
Bononcini aria leaving blank staves on which Bishop
added 'additional accompaniments' for wind
instruments.21 The first piece, Royal College of
Music, MS 794, ff. l-13v, is entitled 'Concerto
Passegiato / A: D: 1600. / par Emilio del Cavaliero.'
and has parts for 'Violino francese', two instruments
collectively labelled 'Viole' (presumably played by
viola d'amore and viola da braccio), 'Viola da gamba',
'Harpa', 'Tiorbo', 'Organo' or 'Organo di legno' and
'Violone'. Above the word Violone' a different hand,
Illustration 2

Illustration J

probably Bishop himself, has written 'Violoncello e',
suggesting that a cello doubled the violone (Illus. 1).
There is a crossed-out passage preserved separately
from the main piece on ff. 20-24. It is scored for
violin, viola da gamba, harp and theorbo, and is
labelled 'a capricio. Senza viola. Violone, ed Organo'.
It has an extremely elaborate violin part in continuous
groups of demisemiquavers, which is perhaps why it
was discarded (Illus. 2) .
It seems that the musicians who played the
old instruments in the 'Concerto Passegiato' were
mostly drawn from the regular orchestra of the

Concerts of Ancient Music. John David Loder
(1788-1846), who played the 'Violino francese', was
its leader, while the organist, Charles Lucas (18081869) and the bass player Domenico Dragonetti
(1763-1846) were also regular members.22 It is not
clear how the instrument Loder played was different
from his normal violin, though John Parry referred to
it as a 'bulky violino' and 'the precursor of the violin'.
In fact, it may have been one of those five-string
instruments that combined the tunings of the violin
and the viola.23 They are often called 'quintons' in the
literature, though the quinton was properly a fivestring violin-shaped treble viol played on the lap.24
Parry would surely have mentioned the fact had
Loder played it that way. Parry described the
'Violone' played by Dragonetti as 'between the
violoncello and double bass in size', and we know
from Dragonetti's will that it was the 'large
Violoncello which belonged to the celebrated English
Singer Qames] Bartleman'.25 Dragonetti bequeathed
it to Prince Albert, adding that it was 'the same
instrument that I played on in the presence of H.R.H.
the Prince himself at the Concert of Ancient
Music last year [1845] when H.R.H. was Director of
the same.'
The viola d'amore player, Henry Tertius Hill
(1808-1856), the son of the violin maker Henry
Lockey Hill, was a leading London viola player and
would play the solo in the first English performance
of Berlioz's Harold en Italic in 1848.26 The viola
d'amore he played may have been one of the two
instruments that belonged to Fetis, now in the Musee
Instrumental, Brussels, nos. 224 and 225.27 The Viola
da braccio' player was described just as 'LODER jun.'
in the programme, but was identified by John Parry as

'J. F. Loder', that is, the violinist John Fawcett Loder
(1812-1853), John David Loder's son. It is not clear
whether he played a special instrument or just his
ordinary viola. The concert programme lists 'due
Viole da gambd played respectively by 'HATTON'
and 'W. PHILLIPS', though the reviews only
mention one gamba player, the cellist Richard Hatton
(b. 1804).28 What seems to have happened is that by
the time the pieces were performed the other
potential gamba player, the composer and cellist
William Lovel Phillips (1819-1860), had switched to
the cello, doubling Dragonetti on the bass line —
hence the label 'Violoncello e' added above the
violone part in the score.29 Presumably Phillips
encountered difficulties finding a gamba, getting it
into working order or learning how to play it.
We know from several sources that Hatton
played a bass viol by the Hamburg maker Joachim
Tielke (1641-1719) that had been lent for the
occasion by the artist and amateur musician John
Cawse (1779-1862).30 John Parry stated in his review
that 'The instrument played upon by Mr. Hatton was
a most beautiful one, elegantly inlaid with a variety of
ornaments in ivory' and made it clear that it was not
one of the instruments lent by Fetis. In 1864 William
Sandys and Simon Andrew Forster wrote that 'One of
the writers of this work has in his possession a very
handsome viol da gamba ... richly inlaid and
ornamented, purchased from the late Mr. John
Cawse, the artist' and included photographs of it in
their book — which confirms that it was the Victoria
and Albert Museum Tielke.31 They added that for the
1845 concert 'Mr. Cawse lent this viol da gamba,
which was played on by Mr. Richard Hatton.'
In his catalogue of the musical instrument
collection in what is now the Victoria and Albert
Museum Carl Engel stated that 'Before this
instrument came into the present collection it was in
the possession of Mr. Simon Andrew Forster' Forster, a member of the violin-making dynasty, died
in 1870.32 The photos of the Tielke viol in the 1864
book show that it was then equipped with frets,
which suggests that Hatton played it with essentially
an eighteenth-century technique (Illus. 3 and front
cover). The same is not necessarily true of the
instruments that Fetis supplied. The French cellist
and gamba player August Tolbeque (1830-1919)
claimed in 1898 that Fetis had difficulty finding
musicians capable of playing old instruments and so
resorted to modernizing them, 'setting up the bass
viol as a cello, the viola d'amore as a viola, the
pardessus de viole as a violin, the lute as a guitar, etc.'33
He added: 'I can vouch for the accuracy of my
statement, having known the artists who took part in
these concerts intimately.'34 However, to be fair on
Fetis, he wrote in 1838 that the performances in
his historical concerts 'never matched what I had

VIOL. O E GAMBA

\

in die possession of SA.Forstafc

Illustration 3

in mind, and unfortunately I could not hope for
better.'35
Queen Victoria was clearly taken with the
gamba, and, as John Parry recorded, 'honoured Mr.
Hatton by hearing him play an air on [it] between the
acts, in the tea-room.' However, the instrument that
caused the most interest and surprise was the theorbo.
As we have seen, Parry wrote that 'The theorbo,
which is of the lute family, is six feet in height, and
has fourteen strings. When it was brought into the
orchestra by the veteran Ventura, it caused a laugh
among the company.' The player was the Italian
inventor, composer and guitarist Angelo Benedetto
Ventura (c. 1781-1856).36 It is possible that Ventura
learned the theorbo in his youth, for the instrument
continued to be used in Italian opera houses and
churches for much of the eighteenth century, and
Jean-Benjamin La Borde described two types of
instrument with fourteen strings in 1780.37 Carl
Maria von Weber heard Silvius Leopold Weiss's son
Johann Adolf Faustinus play the theorbo in the
Dresden Hofkirche as late as 1811.38 Fetis does not
seem to have owned a theorbo, though it is possible
that he sent over his Archiluth" dated 1775 by
Laurent of Paris, now Musee Instrumental, Brussels,
no. 252.39 However, Victor-Charles Mahillon, writing
in 1880, said that it had thirteen strings, whereas

John Parry described an instrument with fourteen.40
The other two instrumentalists in the 'Concerto
Passagiato' were the Spanish guitarist Jose Maria de
Ciebra (or possibly his brother R. A. de Ciebra) and
the harpist Thomas Henry Wright (1805-1894).41
There are no indications that the instruments they
played were different from their normal ones.
Indeed, as a harpist himself, John Parry would surely
have discussed Wright's instrument had it not been a
normal pedal harp of the period.
It is impossible to believe that Cavalieri
composed the 'Concerto Passegiato'. It is not based
on any of the instrumental sections of Cavalieri's
Rappresentatione di Anima e Corpo (Rome, 1600), the
only music by Cavalieri that Fetis is likely to have
come across, and it does not correspond to anything
else by him known today.42 The faint chance that
Fetis might have come across a genuine Cavalieri
piece in a source that has disappeared since his time is
removed when we look at the music itself. It consists
of two sections in 3/4, the first marked 'Andante
Larghetto' with the metronome mark Crotchet = 76,
and the second marked 'Sarabanda / Andantino —
Poco Allegretto' and Crotchet =112. The use of the
title 'Sarabanda' in a work supposedly written by a
composer who died in 1602 is itself suspicious, since
the sarabande was only just beginning to come into
European music in the early seventeenth century: the
earliest version in a guitar tablature dates from 1606
and the first ensemble examples seem to be in Michael
Praetorius's Terpsichore (1612).43
Needless to say, the 'Sarabanda' in the
'Concerto Passegiato' is quite unlike genuine early
sarabands, such as the ones in Terpsichore, which are
chord-sequence pieces beginning with the progression
I-IV-I-V (Illus. 4). In general, the melodic and

harmonic style of the 'Concerto Passegiato' is closer to
the eighteenth century than the late sixteenth century,
though elaborate written-out trills and roulades are
clearly used to evoke Renaissance diminutions. There
are also several unlikely aspects of the scoring and
instrumental writing, such as the written-out
obbligato organ part, the written-out theorbo part in
the tenor clef, and the elaborate viola da gamba part also in the tenor clef and closer in idiom to
eighteenth-century solo music than sixteenth-century
viol parts (Illus. 5a, 5b). One can only conclude that
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the piece was written by Fetis himself for his historical
concerts; it was first performed in the second Paris
concert, scheduled for 18 November 1832 but
postponed to 16 December, alongside the Romanesca
and the Spanish villancico.44
The Romanesca has a more complex history.
Despite being described as 'ROMANESCA, of the
fifteenth century' in the programme, it is headed 'La
Romanesca / (fameux air de danse italien de la fin du
I6e siecle) / A. D. / 1590.' in the score, MS 794, ff.
14-19. There are parts for 'Violino francese', 'Viola
da braccio' (in the treble clef), 'Viola bastarda' (alto
clef), 'Viola da gamba' (tenor clef), 'Chitarra
(written-out part in the treble clef) and 'Violone'.
Again, the same second hand as before (PBishop)
added 'Violoncello e' above the word 'Violone'.
There seem to have been several other modifications
to the scoring. Despite the mention of 'Viola
Bastarda' in the score, the programme just lists Henry
Tertius Hill and John Fawcett Loder as playing 'due
Viole — that is, presumably, ordinary violas. It is likely
that Fetis intended the part for a viol-like instrument,
for a Viola bastarda by Adam Mayr of Munich
belonged to him and is now in the Musee
Instrumental, Brussels, no. 228.45 However, it has
sympathetic strings and appears to be an early
eighteenth-century German baryton rather than an
instrument that might have been used to play early
seventeenth-century Italian passaggi in the bastarda
style.46 In any case, even if Fetis sent his instrument
over, it does not seem to have been used.
Another modification seems to have been to
replace the guitar with a lute. As we have seen, the
concert programme mentions a lute rather than a
guitar, and John Parry stated in his review that 'the
accompaniments were performed on the viola da
gamba, lute, and violone, in a subdued manner,
which produced a delicious soothing effect.' The
lutenist is likely to have been Angelo Benedetto
Ventura, though the instrument he played was not
necessarily what we might think of as a lute. He was
mainly famous at the time for developing a series of
harp-lute hybrids, including the 17-19-string Harp
Ventura, patented in 1828 (Illus. 6).47 The simple
guitar part would fit easily on the Harp Ventura at
written pitch: the instrument was apparently tuned
diatonically from e to b' with push-stops or levers to
raise the open strings by a semitone for accidentals.
The lack of a proper lute in London in 1845 may
have prevented the performance of a fourth piece
supplied by Fetis, as we shall see.
In an account of his second historical concert in
the Revue musicale, Fetis said nothing about 'La
Romanesca being 'a lovely national air ... which has
been sung from time immemorial by the Roman nurses
to lull children to sleep', as John Parry was to assert in
his Morning Post review in 1845.48 Instead, he stated
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that it was 'a charming air which was used in Italian
dance around 1580', and implied wrongly that it was a
setting of the romanesca chord sequence: 'such was its
success that the most renowned artists took it up to use
as the theme of their instrumental compositions, and it
appeared in a multitude of fantasias for organ,
harpsichord and viol.'49 In fact, it has nothing to do
with the romanesca, but is a haunting folk-like melody
played by the violin over a simple accompaniment
consisting of chords held by the violas and the viola da
gamba, a broken-chord guitar part and a simple, largely
tonic and dominant, bass (Illus. 7). It also does not
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seem to come from Italy or from the sixteenth century:
I have been unable to find any version of it from that
period, though it was extremely popular in France and
other northern European countries from the 1830s, as
we shall see.50
So far as I have been able to discover, the
earliest version of 'La Romanesca is the one that was
performed at Fetis's second historical concert on 12
December 1832. A review of the concert states that it
was 'deliciously played by M. Baillot'51 — that is, the
violinist and composer Pierre Baillot (1771-1842)52 —
and a number of published arrangements are
attributed to him. The earliest I have been able to
find is a version for violin and piano entitled 'LA
ROMANESCA / Fameux Air de Dame idelafindu
XVTme. Siecle I arrange pour le Violon / avec Ace', de
deux Violons, Alto Basse e Guitare obligee ou Piano, /
execute I PAR / BAILLOT / aux Concerts du
Conservatoire?^ It is undated, but the address of the
publisher, Richault, is given as 'Boulevart
Poissonniere, N°.l6 au 1".', their location between
1825 and 1841.54 This edition does not specifically
attribute the arrangement to Baillot, but later editions
do. For instance, an edition of the version for violin
solo, string quartet and guitar was issued by the Paris
publisher Choudens.55 Again, it is undated, but the
address given is 'Rue S'. Honore, 265, pres
1'Assomption', their location from 1857 to 1885.56
The title-page of the edition lists no fewer than eleven
versions of the piece, of which four, for solo violin,
violin and piano, solo guitar and violin, string quartet
and guitar, are attributed to Baillot (Illus. 8).
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Baillot's published arrangement for violin,
string quartet and guitar is similar to the one now in
Royal College of Music, MS 794. Both of them have
a five-part string texture, with essentially the same
solo violin part, similar guitar parts with the same sort
of broken-chord figuration but some differences in
detail, and similar simple bass parts. However, the
inner string parts are quite different: the ones in MS
794 consist mostly of long held notes, perhaps in an
attempt to sound antique, while Baillot's are lighter
and more modern, with many punctuating offbeat
chords. It is not clear whether the version used in the
1832 Paris concert was the one published by Baillot
or the one sent to London by Fetis in 1845, though it
seems reasonable to assume that Baillot was its
arranger if not its composer.
The situation is complicated by the statement
in The New Grove that Liszt's first setting of the tune
for solo piano dates from '1832-3' and was published
on 16 April 1833 as a supplement to the Gazette
musicale de Paris?7 This cannot be correct: the Gazette
musicale de Paris did not begin publication until 1834,
and, though there is a version of 'La Romanesca'
published on 16 April 1833 as a supplement to the
Revue musicale, it seems to be a violin and piano
version similar to, if not identical with, the one
published by Richault. It is said to be 'Fameux air de
danse de la fin du I6e siecle, execute par Mr Baillot
dans les Concerts Historiques de Mr Fetis. Arrange
avec accompagnement de piano.'58 Thus Liszt's first
version seems to date from around 1840, when
editions were published in Paris, Leipzig and Vienna,
rather than 1833.59 So far as I know, the first dateable
version after the one played by Baillot in 1832 is 'Les
Souvenirs d'Aix aux bains en Savoie' op. 47 by HenriJean Rigel (1770-1852), advertised in Le Pianiste in
October 1834, where it is said to be 'sur la
"Romanesca", air de danse du I6e siecle.'60 It is
followed by the one for violin and guitar by Fernando
Sor that survives in a manuscript, Paris, Bibliotheque
Nationale, MS 12992, dated July 1835.61
Many arrangements were published in the next
few years, by, among others, Carl Czerny (piano duet,
op. 658, 1841), Sigismund Thalberg (piano solo, op.
36, no. 4, ?184l), Robert Nicolas Charles Bochsa
(harp, 1843), Henri Herz (solo piano, op. I l l , n. d.)
and Napoleon Coste (guitar, op. 19(b), n. d.).62
Bochsa's harp fantasia is entitled, with a splendid
disregard for the ideas of style periodisation that were
developing at the time, Souvenir rococo pour la harpe,
fonde sur I'air favori du 15"". siecle; the opening is
marked A L'antico. (a la Rococo)'. The tune had
already been heard in London several years before the
1845 concert: the cellist Max Bohrer played
'"Romanesca," an air de danse of the 16th century' in a
morning concert at the Hanover Square Rooms on 13
July 1842.63

The villancico attributed to Soto di Puebla
survives in score in Royal College of Music, MS 1111,
fif. 107-118v, copied by the same hand as the two
pieces in MS 794. There are two scores of it in the
library of Brussels Conservatoire, F 12,504.
According to Alfred Wotquenne's catalogue, they are
in Fetis's hand and are described as 'Vilhancico a 6
voix de femmes'; they are accompanied respectively by
'3 Guitares' (presumably the version sent to London)
and '2 Violons, Alto, Violoncelle et Contrebasse'.64
In MS 1111 the piece is entitled 'Villancico da Soto
di Puebla' and has six vocal parts in the soprano clef,
four for sopranos and two for contraltos, as well as
three written-out 'Chitarra' parts. Another hand,
probably Bishop's, wrote at the bottom of the first
page of the score 'Each Guitar Part to be doubled.' —
hence the six guitarists listed in the 1845 programme
(Illus. 9). In addition to the de Ciebra brothers, the

and seem to be written for the nineteenth-century
instrument tuned E-A-d-g-b-e' (the parts go
consistently down to E) rather than the small fourcourse Spanish Renaissance guitarra, given the tunings
g/g'-c'-e'-a' and f/f-c'-e'-a' by Bermudo in 1555.67
Furthermore, the guitar parts, independent of the
vocal lines and mixing strummed chords with
intricate arpeggiated passages, are unlike any genuine
concerted guitar or lute parts from the sixteenth and
seventeenth centuries (Illus. lOa, lOb). Similarly, the
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guitarists included Ventura, the Italian guitarist and
concertina player Giulio Regondi (P1822-1872)65 and
three others, Signor Miarteni, Signor Aviles and Mr.
Nichol, whose identity is uncertain at present.
I have been unable to find any reference to
Soto di Puebla or his villancico in the literature on
Spanish Renaissance music, and the text, A las armas,
moriscote', does not appear in Paul Laird's
International Inventory of Villancico Texts.66 As with the
'Cavalieri' piece, an examination of the music makes
it most unlikely that it comes from the sixteenth
century. The guitar parts are written in the treble clef,
presumably intended to be played an octave lower,
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vocal writing mixes six-part chordal writing, unison
phrases and five-part passages (with the two contralto
parts in unison) in a way that is more characteristic of
part-songs from the early nineteenth century than the
early sixteenth century. None of the villancicos from
the late fifteenth- and early sixteenth-century
repertory are in more than four or occasionally five
parts, and in general the melodic and harmonic style
is quite unlike surviving early sixteenth-century
examples of the genre.68 One is forced to conclude
that the piece is a composition by Feds himself. The
announcement of his second historical concert in the
Revue musicale stated that it would be performed with
eight guitars rather than six as in London, and
asserted that it 'had been performed in a concert at
the court of Philip II (1561)'.69
There is a fourth piece in the library of the
Concerts of Ancient Music that seems to be
connected with Fetis and the 1845 London concert.
Royal College of Music, MS 1152, ff. 87-95v is the
score of a 'Concerto de Chambre, par Jean Strobach
(1698)'.70 It is in the same hand as the scores of the
three pieces performed in 1845 and, like the pieces in
MSS 767 and 1111, has the stamp 'HER
MAJESTIES CONCERTS OF ANCIENT MUSIC'
on the first page (Illus. 11). It is in D major and
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consists of a untitled duple-time movement marked
Quaver = 1 0 8 followed by a 'Tempo di Menuetto'
marked Crotchet = 88. It is scored for 'Mandoline'
(treble clef), 'Viola d'amour' (alto clef), 'Basse de
Viole' (tenor clef), 'Luth' (two-stave written-out staffnotation part in soprano and bass clefs) and 'Clavicin'
(two-stave written-out part in treble and bass clefs). It
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is not entirely clear why the piece was not performed
in the 1845 concert, but it may be that no
harpsichord was available and/or that Ventura was
unable to play the lute part. It is much more
elaborate than the part in the Romanesca, and has a
much wider range: D-b'.
Fetis performed the Strobach concerto in his
third historical concert in Paris on 21 March 1833.
The Revue musicale listed the players as 'Messrs [Louis]
Castellaci [mandolin], [Fernando] Sor [lute],
[Chretien] Urhan [viola d'amore], Vaslin [bass viol]
and [Alexandre-Charles] Fessy [harpsichord], and
reported that the piece 'gave much pleasure', that 'the
performers were justly applauded', and that 'the
delicate sonority of these instruments proved only a
little feeble for the vast space of the Salle Ventadour'.
Fetis also described the piece it in his Biographie
universelle, claiming that the composer was a 'lutenist
and composer, born in Bohemia around middle of the
seventeenth century' who was 'in the service of the
Emperor Leopold I'.72 He continued, giving a rather
different cast of performers:
He published some very curious
concertos
for harpsichord,
lute,
mandolin, viola d'amore and bass viol in
Prague in 1698, in folio. I had one of
these pieces performed at one of my
historical concerts in March 1833. The
famous guitarist [Fernando] Sor took
the trouble to learn the lute specially to
play the obbligato part for the
instrument, which I had transcribed
from tablature for him.
[Matteo]
Carcassi
played
the
mandolin,
[Chretien] Urhan the viola d'amore,
[Auguste] Franchomme the bass viol
and I played the harpsichord.73
However, I have been unable to find any trace of the
1698 publication in any past or present music
collection, or any mention of the composer in any
other music dictionary or musicological source, and it
is difficult to believe that the piece was written in the
late seventeenth century.
The combination of instruments is improbable
for the period, and seems to be a colourful extension
of the genres of chamber music with obbligato lute or
keyboard that developed in the course of the
eighteenth century. Examples that Fetis would have
known are the Partita in D major for lute, viola
d'amore, violin, two horns and bass by Johann Baptist
Georg Neruda (1707-1780), the Concerto for in G
minor for lute, flute, gamba and bass and the
Concerto in G minor for lute, oboe or violin, gamba
and violoncello by Gottfried Meusel (1688-1728),
and a Concerto in C major for harpsichord, lute,

violoncello and four-part strings by Paul Charles
Durant. Nothing is known about Durant, but
Breitkopf offered a manuscript copy of his concerto
for sale in 1768.74 All of these pieces survive in
Brussels manuscripts that once belonged to Fetis: the
Neruda is in Brussels, Bibliotheque Royale Albert ler,
MS 11.4088, fasc. IV, the two Meusel concertos are in
MS 11.4089 fasc. I and II, and the Durant in MS
11.4086, fasc. XI.75 To my knowledge, the Durant is
the only genuine example of instrumental ensemble
music from the whole of the period that combines
obbligato lute and keyboard parts.
The style of the writing for the individual
instruments in the Strobach concerto is
uncharacteristic of the late seventeenth century in a
number of respects. The mandolin part goes down to
d' and seems to have been conceived for the late
eighteenth- and nineteenth-century type of mandolin
tuned like the violin, wheras the late seventeenthcentury mandola, or mandolino was apparently usually
a four-course instrument tuned e'-a'-d"-g".
The
earliest genuine Austrian source of mandolin music,
an early eighteenth-century manuscript now in
Prague of music by the Viennese court composers
Francesco Conti and Filippo Sauli, still uses the e'-a'd"-g" tuning. The viola d'amore part is extremely
wide-ranging and virtuosic, with a range of over three
octaves (d to a'"), and includes harmonics and
elaborate multi-stopping. It is quite unlike the parts
in genuine late seventeenth-century Austrian or south
German viola d'amore music, such as the two
anonymous sonatas in F major for violin, viola
d'amore and continue in the Rost Manuscript, Paris,
Bibliotheque Nationale, Res. Vm7 673, nos. 78 and
110, or Partia VTI in C minor from Heinrich Biber's
Harmonia artificiosa-ariosa (1696), scored for two
violas d'amore and continuo.77
Furthermore, die gamba part is for a sevenstring instrument and continually changes role,
sometimes taking the principal melody, sometimes
playing the bass and sometimes adding decorative
chords and arpeggios. Genuine seventeenth-century
gamba parts do not change role as frequently as die
Strobach part does, and the seventh string only seems
to have been added to die gamba in late seventeenthcentury France: it is first mentioned by Jean Rousseau
in 1687, who attributed the invention to Jean de
Sainte Colombe.78 It was rarely used by composers
outside France, even in die eighteenth century. The
harmonic and melodic idiom of the piece is closer to
the late eighteenth century than the late seventeenth
century. In particular, the 'Tempo di Menuetto' has
elaborate textures that demand the stately tempo of
die late eighteendi-century ballroom minuet. It has
die simple tonic and dominant harmonic patterns of
the galant period, with a number of dominant
sevenths, and uses the eighteenth-century pattern with

a trio, written AABBCCDD with a da capo (Illus.
12a, 12b). Genuine late seventeenth-century minuets
usually have simple textures with only one chord a bar,
demanding a fast tempo, and they tend just to be in
two sections. Again, one is forced to the conclusion
that the attribution to Strobach is a smokescreen and
that the piece was composed by Fetis himself.79
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It is not easy to understand why Fetis bothered
to write fakes when his own library contained
hundreds of prints and manuscripts of genuine old
music. For instance, he could easily have used his
score of the Rappmentatione to make up a genuine
instrumental work by Cavalieri, since the work
contains a number of five-part sinfonias and ritornelli
that could have been played by the instruments
required for the 'Concerto Passegiato'. However, I
suspect that the real thing - simple five-part writing
with homophonic, largely unvaried textures — was not
exotic enough for him. He wanted his old music to
be more varied, with constant changes of texture, and
more virtuosic, with swirling ornamental lines. In the
same way, his Strobach concerto was more colourful
in its instrumentation and more varied in its textures
than any genuine piece of late seventeenth-century
instrumental ensemble music. His villancico, with its
brilliant runs, lively rhythms and colourful guitar
parts, was much more exciting than any genuine
Spanish Renaissance polyphony he might have come
across, and conformed to contemporary northern
European notions of Spanish popular music. We are
not far here from the evocations of Spain by Bizet,
Lalo, Glinka, Balakirev and others.
Indeed, a
discussion of Fetis's second historical concert in the
Revue musicale actually pointed out that the villancico
resembled 'the character of the melodies we find in
the majority of popular songs from Andalusia and
Estramadura.'80
It is also important to remember that Fetis was
a controversial figure in his own time (Illus. 13). His
hand has been detected in the song 'Pieta, signore, di
me dolente', attributed to Stradella and performed in
Bishop's orchestration in the Ancient Music concert
in London on 21 May 1845.81 He was dismissed
from his post as librarian of the Paris Conservatoire in
1831 for absenteeism, and was subsequently accused
of taking items from the library with him to Brussels;
he was appointed director of the Brussels
Conservatoire in 1833.82 He also made enemies
easily, witness his feuds with Mendelssohn and
Berlioz, the latter started over his 'corrections' to the
texts of Beethoven's symphonies.83 I suspect that, as
with his English contemporary the antiquarian
Edward Francis Rimbault (1816-1876), who is
known to have stolen, forged and invented historical
documents,84 his deceptions were a byproduct of
intellectual arrogance: he would have derived
satisfaction from being able to fool his fellow
musicians and the public into thinking his own
creations were genuine artifacts from the past. It
could also have been a way of compensating for his
lack of success as a composer by comparison with
Berlioz and others in Paris at the time.
We should remember, too, that it was not
uncommon for nineteenth-century musicians to pass
16
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off compositions 'in the old style' as genuine old
music. The germ of Berlioz's L'Enfance du Christ
(1854) lay in a chorus, 'Adieu des Bergers a la Sainte
Famille' (The shepherds' farewell to the Holy Family),
that he wrote in 1850 and attributed to 'Pierre Ducre,
master of music to the Sainte-Chapelle, 1679',
claiming that he had discovered the manuscript in a
cupboard at the Sainte-Chapelle.85 The autograph
calls for 'flutes douces', 'oboe di caccia' and
'chalumeaux', despite the fact that the oboe da caccia
and the chalumeau did not appear until after 1679.86
A rather different case is the keyboard sonatas of
Friedrich Wilhelm Rust (1739-1796), fraudulently
modernised by his grandson Wilhelm Rust (18221892) to make it appear that they anticipated
Beethoven.87 More recently, Fritz Kreisler (18751962) and Henri Casadesus (1879-1947) come to
mind as examples of musicians who have passed off
their own works as pieces by eighteenth-century
composers. Kreisler attributed his salon pieces to
Pugnani, Francoeur, Martini and others, while
Casadesus, with the help of his brothers Francis
(1870-1954) and Marius (1892-1981), seems to have
written concertos supposedly by Mozart (the
Adelaide' Violin Concerto in D major K Anh. 294a),
J. C. Bach, C. P. E. Bach, Handel and Boccherini.88
What is particularly interesting about Casadesus is
that, like Fetis, he was involved in the early

music movement: in Paris in 1901 he founded the
Societe des Instruments Anciens Casadesus with
Saint-Saens and gave concerts on old instruments
with it until 1939.
The strange thing about historical fakes (as we
might term artefacts that purport to come from the
past) is that even the most acute critics at the time they
were written or painted do not spot the deception,
while even the relatively uninitiated can perceive that
there is something wrong with them once the period
in which they were created has itself receded into the
past. Anyone with a little knowledge and
understanding of seventeenth-century Dutch art can
now see that the 'Vermeers' Han van Meegeren
painted in the 1930s and 40s are fakes, just as no one
who has heard a fair amount of genuine eighteenthcentury music is now fooled by Kreisler's Pugnani or
Casadesus's Mozart.89 Fetis seems to have been able to
convince all the musicians of his time that they were
playing or hearing genuine old music, despite the fact
that his pieces are historically implausible in a number
of ways. There is no hint in the critical reception of
the 1845 concert of any suspicion of the 'Renaissance'
pieces, only interest, surprise and enthusiasm,
tempered with the underlying conviction that the old
instruments used to play them were inferior to their
modern counterparts — an attitude that still lurks here
and there today.
Of course, we are able to spot the musical van
Meegerens more easily today because we can draw on
more than a century of musicological research to help
us recognise the implausibility of such things as a
saraband by Cavalieri or a piece written in 1698 for
mandolin, viola d'amore, bass viol, lute and
harpsichord. But, as Alan Bennett pointed out in his
play A Question of Attribution, a study of forgeries and
deception in the art world, it is not just a question of
historical knowledge. In a speech put into the mouth
of Sir Anthony Blunt he argued that forgeries go out of
date like any other cultural artefact, and thus we come
to see that they have more things in common with the
art of their own time than with die period from which
they supposedly come. Blunt is discussing the subject
with the queen:
What has exposed them as forgeries,
Ma'am, is not any improvement in
perception, but time. Though a forger
reproduce in the most exact fashion the
style and detail of his subject, as a painter
he is nevertheless of his time and
however slavishly he imitates, he does it
in the fashion of his time, in a way that is
contemporary, and with the passage of
years it is this element that dates, begins
to seem old-fashioned, and which
eventually unmasks him.90

Fetis's pieces certainly have more in common with the
music of the early nineteenth century than that of the
fifteenth, sixteenth or seventeenth centuries.
What, then, is the significance of the 1845
concert?
Now that it seems likely that the
'Renaissance' pieces were actually by Fetis we can no
longer claim that the concert was the first time in
England that old instruments such as the viola da
gamba and the theorbo were used to play old music,
as originally seemed likely. However, the concert was
a landmark in that it marked the moment when the
developing early music movement in England began
to embrace the revival of instruments and
instrumental music, however misguidedly. Today we
would look askance at the use of a Tielke viol and a
viola d'amore in Renaissance music, but it was a
revolutionary move in the middle of the nineteenth
century to use any sort of old instrument to play what
was thought to be old music.
England was the place where the old music
revival began. It can be traced back to the Restoration
when the Chapel Royal and the newly-revived
cathedral choirs needed to recover their pre-Civil War
repertory, and it gathered pace during the eighteenth
century with such things as the foundation of the
Academy of Vocal Music (later the Academy of
Ancient Music) in 1726 and the Madrigal Society in
1741, the publication of the three volumes of Boyce's
Cathedral Music (London, 1760-1773) and the
appearance of John Stafford Smith's A Collection of
English Songs, in Score for Three and Four Voices,
Composed about the Year 1500 (London, 1779); his
Musica Antiqua: a Selection of Music of this and other
Countries, from the Commencement of the Twelfth to the
Beginning of the Eighteenth Century followed in 1812.91
However, it is important to realise that all this
activity was focused on polyphonic vocal music, not
on instrumental ensemble music. Although there was
a certain amount of interest in sixteenth- and early
seventeenth-century keyboard music in the late
eighteenth and early nineteenth centuries, there is a
striking absence of evidence of a revival of early
instrumental ensemble music to match the revival of
early vocal music. British libraries are full of copies of
Renaissance motets and madrigals by musicians such
as John Travers, Benjamin Cooke, Henry Needier,
Vincent Novello and Samuel Wesley.
However,
Charles Burney was just about the only eighteenthcentury English musician to transcribe early
instrumental ensemble music, and he did so because
he wanted to write about it (and usually be rude
about it) in his History of Music, not because he
wanted to perform it. His manuscript transcriptions
in the British Library include four-part fantasias by
Eustache de Caurroy (Add. MS 11585), five-part
fantasias by Parsons, Tye, Bull and Ward (Add. MS
11586), an attempt to score up four numbers from
17

Thomas Morley's First Booke of Consort Lessons just
from the treble viol and cittern parts, adding his own
bass (Add. MS 11587), and ricercars and fantasias by
Frescobaldi (Add. MS 11588).
Although one or two of the eighteenth-century
antiquarians involved in the revival of old vocal music
also played the viola da gamba, they do not seem to
have brought their two interests together. There is no
sign, for instance, that the Rev. John Gostling
(1649/50-1733) and his friends actually used the
manuscripts of viol consort music he owned,92 or that
John Immyns (1724-1764), 'president and instructor'
of the Madrigal Society, got his fellow-members to
indulge in viol playing as well as madrigal singing
during their meetings.93 Hawkins wrote that Immyns
'played upon the flute, the viol da gamba, the violin,
and the harpsichord'.94 The first edition of viol music
after the end of the continuous tradition seems to
have been Edward Rimbault's score of Orlando
Gibbons's three-part fantasias, published by the
Musical Antiquarian Society in 1843, though that
was a scholarly edition intended for the shelves of
antiquarians rather than the music stands of viol
players.95 Significantly, Rimbault did not consider the
possibility of performance in the introduction, and
no string parts were published, only a keyboard
reduction 'compressed from the score' by George
Alexander Macfarren.96
The Concerts of Ancient Music did continue
to perform one type of old instrumental music in the
early nineteenth century, the cumulative repertory of
English string concertos founded on the concerti
gross! of Corelli, Geminiani and Handel: no. 4 of
Charles Avison's op. 4 (1758), for instance, was in the
repertory of the Concerts of Ancient Music until
1812.97 However, so far as we know, there was no
attempt to preserve or revive the instruments and
performing style of the early eighteenth century.
Similarly, when pre-eighteenth-century vocal pieces
were performed by the Concerts of Ancient Music in
the 1840s — such as the arias by Cesti and Stradella in
the 1845 concert — they were usually arranged for
modern orchestra by Henry Bishop.98 The old
instruments in the 1845 concert caused something of
a stir in London, as we have seen, but even after it the
Concerts of Ancient Music made no attempt to repeat
the experiment. So, for instance, when a 'Romance',
'L'autrier par la matinee', by Thibaut IV, King of
Navarre (1201-1253), was sung in a concert on 29
April 1846, the singer was accompanied by the
orchestra using Bishop's arrangement.99
Although the 1845 concert did not lead to a
wholesale revival of old instruments in mid-Victorian
England, it is important in that it seems to mark the
moment when modern ideas of historical fidelity in
performance were first articulated. We now know
that the 'Concerto Passegiato' was not written in the
18

sixteenth century, and was almost certainly not
performed with any sixteenth-century instruments.
Nevertheless, the intention was there: the programme
proudly claimed that the piece would be 'performed
on the same description of ancient instruments as
those for which it was composed'. More than fifty
years before Arnold Dolmetsch started his London
concerts, the ideology that has propelled and
sustained the early music movement throughout the
twentieth century was already in place.

While this article was in the press Richard Sutdiffe sent
me details of Brussels, Bibliotheque Royale Albert ler,
MS Fetis 7328C. This manuscript is entitled on the
spine 'Fr. ]. Fetis I Concerts I Historiques' and seems to
consist of a collection of scores of pieces performed at his
historical concerts. It includes 'Vilhancico de Soto de
Puebla (en 1561)' (ff 86-83), 'La Romanesca I fame ux
air de danse italien de la fin du 16e siecle' (ff. 178-181),
'Concerto de Chambre par Jean Strobach (1698) (ff.
197-202) and 'Concerto Passegiato I par Emilia del
Cavaliere' (ff. 205-216). From his description it seems
likely that it is the direct or indirect source of the scores in
the Royal College of Music, though the question must
await a detailed comparison.
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