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EDITORIAL
BRYAN WHITE
The traditional orchestral concert is a very ritualistic
affair: orchestra seated on a stage, conductor in the
front facing the players, chorus standing behind the
orchestra. This is such a common practice that few of
us think about it. Is this, however, the only, or the
best arrangement for a performance? Why, for
instance, does the chorus almost always stand?
Presumably standing enables the singers to better
support their voices. Why then do the wind players
of the orchestra almost invariably sit? Surely they
require a similar level of breath support to that of the
singers, and their tone production might be improved
by standing, or at least be made easier. Likewise,
violinists stand (the best physical position for playing)
for sonatas, but sit for chamber music and for
orchestral playing. And what of the conductor? Is he,
or she, a necessary or desirable addition to the
ensemble? Most of us can readily bring to mind
performances in which an orchestra performing
standard works from the late eighteenth or nineteenth
century got on with the job of playing while (or by)
taking little or no notice of the gesticulating figure in
front of it. This reminds me of the cartoon I have
pinned to the door of my office. A conductor stands
in front of a music desk on which a sheet of paper,
rather than music, has been placed. It reads: 'Wave
your arms until the music stops, then turn around
and bow.'
Those of us who attend and perform in
concerts of early music have grown used to different
performing arrangements. As often as not a Bach
Passion or Handel oratorio is now directed from the
keyboard rather than from a podium. Documentary
evidence from the seventeenth and eighteenth
century suggests that this was common practice.
Evidence also exists for the way in which orchestral
performances were undertaken in the late eighteenth
and early nineteenth centuries. Such evidence
does not necessarily tally with the traditional concert
I described above, particularly with regard
to conducting. Descriptions of Mendelssohn's
conducting practice are instructive here. Firstly, he
stood side on, facing the leader rather than the
orchestra, since turning his back to the audience
would have been considered to be discourteous. The
leader himself was more prominent, and often stood
on a small podium. Mendelssohn's gestures were very
restrained. Schumann, describing his direction at the
Leipzig Gewandhaus records that: 'often enough in
the course of a performance, he would lay his baton

on the desk and leave it there for some time, while the
orchestra played on without further guidance.' Until
the middle of the nineteenth century, it was common
for the orchestra itself to stand. When joined by a
chorus, the singers were likely to be placed in front of
the orchestra, and perhaps in front of the conductor,
whose beat would be relayed to them from a
secondary conductor standing in front of the chorus.
Do any of these practices make a substantive
difference to a performance? I can now suggest from
experience that at least some of them do. This past
March at the School of Music here in Leeds we
undertook a performance of nineteenth-century
choral and orchestral repertoire with the School choir
and orchestra: Schumann's overture to Genoveva,
Sterndale Bennett's infrequently performed fantasy
overture Paradise and the Peri, Spohr's motet for a
capella double chorus, 'From the deep I called',
and Mendelssohn's choral/orchestral Die erste
Walpurgisnacht. I prepared the chorus, and Clive
Brown took the orchestra, directing all but the Spohr
(which was left to me) in the concert. Clive, who is
well known for his work on performance practice, was
keen to experiment with the evidence of
Mendelssohn's practice with regard to a standing
orchestra, limited direction, a leader placed on a
podium, and the chorus placed in front of the
orchestra (my earlier description of these practices are
drawn from his programme note to the concert).
Clive conducted sideways on, facing the leader. Of
course no one would have considered it rude for him
to turn his back to the audience, but the primary
effect of this positioning was to shift the focus of
direction from the conductor to the combined efforts
of the conductor and leader. Furthermore, Clive
frequently stopped beating time, particularly in the
two orchestral works. Although my participation in
the concert surely coloured my sense of its effect, I felt
that this led to a different sense of ensemble amongst
the players that was evident particularly in the
phrasing and rhythmic shaping of the performance.
Talking to students afterwards, they commented
upon the changes this approach to conducting had on
their own performance, most notably, the
requirement for greater confidence in rhythmic
execution.
For the Mendelssohn, Clive and I
consulted images from Adam Carse's The Orchestra
from Beethoven to Berlioz (Cambridge, 1948) in
considering the placement of the choir and orchestra.
We settled on placing the choir on the floor in front

of the stage, on which the strings were placed with the
wind on the raked risers behind. All but the cellists
stood. The plan bears at least some similarity to the
illustration of a performance at the Philharmonic
Hall, Liverpool in 1849 (on the front cover of this
issue), though in our concert Clive conducted from in
front of the chorus. The positioning solved what was
otherwise a rather formidable problem of balance,
since Mendelssohn's scoring in the Walpurgisnacht is
in places very full, and threatened to overwhelm our
fairly small chorus.
I would not wish to suggest from our
experience that we have struck upon a radical new
approach to orchestral performance practice. But
returning to the example of early music performances,
the primary reason so many groups have turned to the
model of direction from the keyboard is not simply
that more directors have learned to play the
harpsichord and realize figured bass. Instead, this
practice creates a different approach to ensemble, and
therefore a different aural result, thanks to the greater
level of responsibility devolved to individual players.
I look forward to such an approach gaining wider
currency when orchestras perform literature for which
limited (or no) conducting is appropriate, even if they
decide they don't want to play standing!
It was entirely coincidental that Peter Holman
stumbled upon the highly critical description of
Stephen Storace's ill-advised attempts to conduct the
band at Drury Lane in 1788 just at the same time as
we were experimenting with the orchestra and chorus
at Leeds. His very entertaining article does not make
comfortable reading for conductors, who were
consistently considered surplus to requirement in the
latter years of the eighteenth century. Fiona Smith's
article also addresses orchestral performance practice.
Her investigation of an extensive collection of
performance parts from William Boyce's court odes
provides welcome detail on the size and employment
of a specific orchestra from the eighteenth century.
For those of you with a Broadwood piano, and who
might wish to trace its history, Robert Simonson,
archivist at the Surrey History Centre, provides a
discussion of the records of Broadwood and Sons now
held there. His article reveals the very rich source
material in this collection, a resource that will be of
interest to a wide range of researchers.
Finally, for those readers who are interested in
pursuing further information on the musical copyright
issues surrounding the case of Lionel Sawkins vs.

Hyperion Records, I recommend to you Dr Sawkins'
own website, http://www.lionelsawkins.co.uk/, which
we failed to cite in the news item published in our
previous issue.
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Title page of the libretto of The Doctor and the
Apothecary, by James Cobb (London, c. 1815).
Stephen Storace's intervention in the performance of
the music for this work, which he composed,
occasioned sharp criticism in The Morning Herald for
Monday 27 October 1788. This incident forms the
basis of Peter Holman's article on page 18.

William Boyce and the Orchestra:
The Original Performing Material
of the Court Odes
FIONA EILA SMITH
William Boyce (1711-1779) was one of the foremost English composers of his
time, holding during the course of his career several important musical posts in
London. He was Master of the King's Musick from 1755 until his death;1 his
duties included setting to music the twice-yearly odes celebrating the New Year
and the king's birthday. The texts for the odes were written by the current poet
laureate (Colley Gibber from the start of Boyce's tenure until 1758 and William
Whitehead from 1758) and set by Boyce for chorus, orchestra and various
combinations of soloists. The performers were provided by the choir of the
Chapel Royal and the King's Band of Musick, supplemented by supernumeraries.
The odes were normally performed during the drawing rooms frequently held by
the king (those served by Boyce were George II and George III), which usually
took place in the Great Council Chamber of St James's Palace, on both his
birthday and New Year's day.2 These Boyce court odes, held in the Bodleian
Library, Oxford, provide an uncommonly rich resource for research into
contemporary performance practice, as not only the autograph scores but also the
sets of loose-leaf orchestral and vocal parts survive (see Table I). 3 They were used
in the court performances and are seemingly nearly complete. Peggy Ellen Daub
comments that it is unlikely that many of the vocal parts have been lost (and the
same is true of the instrumental parts), as most of the odes are consistent with ode
no. 6 (New Year, 1758).4 The parts for this ode were copied as normal but the
performance cancelled after the death of Princess Caroline: presumably there was
little chance for parts to go missing before binding.
Loose-leaf parts, where they can be linked to a
particular occasion, are among the most valuable
resources for studying contemporary orchestral
performance practice. Part books, such as those used
in theatres, were intended for multiple performances.
Printed parts (or scores) were almost by definition not
produced for a particular occasion, and even if they
have clearly been used in performance, they cannot
normally be linked to a particular occasion.
Manuscript scores were often professionally copied to
form part of a library. Even if a manuscript score is
autograph and was used in performance, it will not
yield as much information as the orchestral parts used
at the same time. For example, Boyce's instrumental

and vocal parts give information about the number of
players and singers on a line (such information is
often impossible to obtain elsewhere), and frequently
also give the names of the soloists, section leaders and
other instrumentalists. Single instrumental and vocal
parts are, however, more easily lost or destroyed than
scores. More have survived on the Continent than in
Britain: to list two examples roughly contemporary
with Boyce, the Sachsische Landesbibliothek in
Dresden holds many sets of manuscript parts used by
the court orchestra there,5 and large numbers of vocal
and instrumental parts associated with J. S. Bach's
performances of his Leipzig cantatas have also
survived.6

Illustration 1: William Boyce: engraving from a drawing by
J. K. Sherwin.

The situation in London was different: large
numbers of orchestral parts copied for the theatres
were burnt in the fires that destroyed the King's
Theatre in 1789, the Pantheon in 1791, Covent
Garden in 1808 and Drury Lane in 1809,7 and few
seem to survive that can be linked to court
performances. Surviving manuscript orchestral parts
for theatre works include the settings of Pepusch's
Venus and Adonis (1715), Peleus and Thetis by both
Boyce (c. 1736) and William Hayes (probably 1749),
and William Shield's Rosina (1782).8 There might
have seemed little reason to keep the loose-leaf parts
prepared for occasions such as court odes, which were
normally only performed once. No orchestral parts
survive for the court odes written by Boyce's
predecessor Maurice Greene; indeed, in many cases
the odes themselves have not survived.9 The same is
true of his successor John Stanley. Boyce, however,
was meticulous in his keeping of records; it seems to
have been he who collected scores and parts together,
had them bound, and numbered and sometimes
annotated them.
The size of the King's Band while under Boyce's
direction has already been the subject of debate by,
among others, Finzi, Ford and Cudworth.10 The band
officially numbered twenty-four throughout the years

of Boyce's tenure (although the Court and City Register
lists twenty-five names in the years 1774 to 1779).11
This is unhelpful regarding the court odes, as the lists
do not state who played which instrument. Also, extra
performers were often hired to increase the numbers
and probably also the standard.
Foreign-born
musicians, often the best, were precluded from serving
either in the King's Band or the Chapel Royal.12
Presumably they could, though, be hired as
supernumeraries. One such was possibly the double
bass player John Frederick (or John Christian)
Zuckert.13 Zuckert is named several times in the bass
parts of Boyce's odes (see Table 2) although he is not
listed in the Court and City Register for the
corresponding years.
Cudworth quotes an orchestra list on a score of
1761 that he does not further identify, giving an
orchestra size of thirty in total, divided as follows: '6
first violins, 6 seconds, 2 violas, 3 cellos, 3 basses, 2
bassoons, 4 oboes, 2 trumpets and drums'.14 Finzi
estimates six each of first and second violins, two or
three violas and two or three each of cellos and double
basses. These, he says, are averages based on tables of
the orchestra given by Boyce 'on several occasions'.
However, he gives no further details except to say that
the number of strings varies.15 As both Finzi and Ford
comment, Finzi's estimates tally with the evidence
from the parts of the odes. Two or three parts each
were normally copied for the first and second violins
(the number of parts copied was three each between
1756 and 1762). Parts were time-consuming to copy,
and there is evidence that players shared them. The
violinists Joshua Thompson and Edward Gibbs
shared a stand twice in 1755 and 1756 and wrote
their names on their music.16 Ford notes that A first
violin part for ode 34, while marked with the single
name of 'Mr. Brown', contains the music for both
solo violins for the second movement of the overture;
these solos do not appear in the other parts' - which
means that both soloists came from the first violins.17
An estimate of twelve violins, then, would seem
reasonable. However, an orchestra list pencilled in
Boyce's writing on the back of a second violin part to
the Birthday Ode for 1769 runs as follows:
Tenor [i.e. violas]
Bass[oons]
Hautboy
Trump [et]
Violins
Doub[lebass]
Violoncello]
Drum
Organ

3
3
5
3
19
3
3
1
1

41

Table 1: William Boyce's Court Odes46
Ode No. First Line
1
Pierian Sisters, hail the Morn
2
When Caesar's natal day
Hail, hail, auspicious day
3
4
While Britain in her Monarch blest
Rejoice, ye Britons
5
6
Behold, the circle forms!
When Othbert left th'Italian Plain
7
8
Ye guardian Powers
Begin the Song, -ye subject Quires
9
10
Again the Sun's revolving Sphere
11
Still must the Muse
12
'Twas at the nectar'd Feast
God of Slaughter, quit the Scene
13
14
Go, Flora
At length th'imperious Lord of War
15
16
Common Births, like common things
To wedded Love the Song shall flow
17
18
Sacred to thee, O Commerce
Hail to the rosy Morn
19
20
When first the rude o'erpeopled North
21
Hail to the Man
22
Friend to the Poor!
Let the Voice of music breathe
23
24
Prepare your Songs of praise
Patron of Arts!
25
26
Forward, Janus, turn thine eyes
Discord, hence!
27
Again returns the circling Year
28
Long did the churlish East
29
30
At length the fleeting year
From scenes of death
31
32
Wrapt in Stole of sable grain
Born for millions
33
34
Pass but a few short fleeting years
Hark! Or does the Muse's Ear
35
36
Ye Powers, Who rule o'er states & Kings
On the white rocks
37
38
Ye Western Gales
Again imperial Winter's Sway
39
40
Driven out from Heav'n's etherial domes
41
When rival nations
42
Arm'd with her native force
To arms, to arms
43

Occasion
Birthday
Birthday
New Year
New Year
Birthday
New Year
Birthday
New Year
Birthday
New Year
New Year
Birthday
New Year
Birthday
New Year
Birthday
Birthday
New Year
Birthday
New Year
Birthday
Birthday
New Year
Birthday
Birthday
New Year
Birthday
New Year
Birthday
New Year
Birthday
New Year
Birthday
New Year
Birthday
Birthday
New Year
Birthday
New Year
Birthday
New Year
Birthday
New Year

Year

1755
1756
1756
1757
1757
1758
1758
1759
1759
1760
1761
1761
1762
1762
1763
1763
1764
1765
1765
1767
1766
1767
1768
1768
1769
1770
1770
1771
1771
1772
1772
1773
1773
1774
1774
1775
1776
1776
1777
1777
1778
1778
1779

MSS.
MSS.
MSS.
MSS.
MSS.
MSS.
MSS.
MSS.

Bodleian Source
Mus. Sch. d.298abe
Mus. Sch. d.299abc
Mus. Sch. d.300"bc
Mus. Sch. d.301abc
Mus. Sch. d.302ab<
Mus. Sch. d.303lbc
Mus. Sch. d.304ab<
Mus. Sch. d.305'bc

MSS. Mus. Sch. d.306abc

MSS. Mus. Sch. d.307abc
MSS. Mus. Sch. d.308abc
MSS. Mus. Sch. d.309abc
MSS. Mus. Sch. d.310abc
MSS.Mus. Sch. d.311abe
MSS. Mus. Sch. d.312ab<
MSS.Mus. Sch. d.313abc
MSS.Mus. Sch. d.3 1 4ab<
MSS. Mus. Sch. d.315abc
MSS.Mus. Sch. d.3!6abc
MSS. Mus. Sch. d.317abc
MSS. Mus. Sch. d.318abc
MSS.Mus. Sch. d.319abc
MSS. Mus. Sch. d.320abc
MSS. Mus. Sch. d.321abc
MSS. Mus. Sch. d.322abc
MSS. Mus. Sch. d.323abc
MSS. Mus. Sch. d.324"bc
MSS. Mus. Sch. d.325abc
MSS. Mus. Sch. d.326ab<
MSS. Mus. Sch. d.327lbc
MSS. Mus. Sch. d.328abc
MSS. Mus. Sch. d.329abe
MSS. Mus. Sch. d.330abe
MSS. Mus. Sch. d.331abc
MSS. Mus. Sch. d.332*<
MSS. Mus. Sch. d.333abc
MSS. Mus. Sch. d.334ab<
MSS. Mus. Sch. d.335abc

MSS. Mus. Sch. d.336abc
MSS.
MSS.
MSS.
MSS.

Mus.
Mus.
Mus.
Mus.

Sch.
Sch.
Sch.
Sch.

d.337lbc
d.338abc
d.339abc
d.340ab<

Table 2: Instrumentalists named in the orchestral parts
Ode Year
1
1755

Part/Name47
Violino Primo Brown
Violino Primo / Thompson & Gibbs
Vio: 2d°: F[roud?]

2

1756

Vio: 1™Principal./Mr. Brown
Vio: 2do: /Thompson

3

1756

1st Hautboy ['Mr. Thos. Vincent'
overleaf]
N°. 1. /1 s ' Violin B[rown?]./
Continuo
2d Violin F[roud?].
2d Violin / Thompson & Gibbs

4

5

1757

1757

Ode Year
17
1764

Part / Name
In both oboe parts: 'Mr. Simpson to
play the following on the Hautboy,
singly, as a second to Mr. Tho:
Vincent' [the music for Thomas
Vincent's part is missing]
Double Bass / Mr. Zuckhart

18

1765

Mr. Brown / Violino Primo
Violoncello / Terry

19

1765

First Violin. / Brown
First Violin /Jones

20

1767

First Violin / Mr. Brown
Second Violin / Mr. Froud

21

1766

First Violin / Mr. Brown

22

1767

First Violin / Mr. Brown

Violino Primo / Repieno [sic.] I
Nicholson

23

1768

First Violin / Principal / Mr. Brown

N°. 4- New Year 1757 / Mr. Brown /
Violino Primo / Principal.
Vio: Primo / Nicholson
Vio:2 d °:/G[ibbs?]

6

1758

No names (unperformed)

24

1768

First Violin / Mr. Brown

7

1758

First Violin / Mr. Brown
Second Violin / Mr. Froud

25

1769

Violino Primo / Brown
Double Bass / Mr. Zukart [corrected
to 'Zukert'] / Mr. Scola

8

1759

1st Violin / Mr. Brown
2d. Violin / Mr. Froud

26

1770

First Violin / Mr. Brown

27

1770

First Violin / Mr. Brown

28

1771

Principal / First Violin / Mr. Brown

1st. Violin / Mr. Brown
2d. Violin / Mr. Froud

29

1771

First Violin / Mr. Brown

30

1772

First Violin / Mr. Brown
Second Violin / Mr. Smart

31

1772

First Violin / Mr. Brown

32

1773

[Vln. 1] Mr. Brown
[Vln. 2] Mr. Smart
Double Bass / Mr. Lambourne
Double Bass / Mr. Zuckhert

33

1773

First Violin / Mr. Brown
Double Bass / Mr. Lambourne
Double Bass / Mr. Zuckhert

34

1774

First Violin / Mr. Brown

35

1774

First Violin / Mr. Brown

9

10

1759

1760

Princapal [sic.] 1st Violin / Mr. Brown
2d Violin/M r . Froud

11

1761

First Violin / Mr. Brown

12

1761

First Violin/Jones

13

1762

st

r

1 . Violin / M . Brown
r

14

1762

First Violin / M . Brown
Second Violin / Mr. Froud
Double Bass / Mr. Zuckhart

15

1763

First Violin / Mr. Brown
Second Violin / Mr. Froud
Double Bass / Mr. Zuckhart [corrected
to 'Zuckert' in pencil]

16

1763

r

First Violin / M . Brown
Second Violin / Mr. Froud

Ode Year
36
1775

Part / Name
[In oboe 1] Mr. Vincent plays this Take the Second Hautboy.
[In oboe 2] Mr. Parke to play this
Andante

37

1776

First Violin / Mr. Brown
Double Bass / Mr. Zuckhert

38

1776

First Violin / Mr. Brown
Smart [partially erased] / Second
Violin

39

1777

First Violin / Mr. Brown

40

1777

First Violin / Mr. Brown

41

1778

No names

42

1778

No names

43

1779

First Violin / Mr. Rawlings
Second Violin / Mr. Smart
Double Bass / Mr. Zuckert

Possibly the orchestra was unusually big in
1769, but the large number of violins does not tally
with anybody's estimates or with the extant parts for
that year, of which there are three each as usual. If
this list was among those that Finzi saw, this raises the
question as to whether his twelve violins were a modal
average or whether the nineteen in 1769 were
balanced out by a much lower number in some years.
Were the violinists in 1769 reading three to a part, or
did not all of them play? If the high number was
unusual, why were more parts not copied, or are more
missing than we suppose? The list also provides one
of only two references to an organ amongst the scores
and parts: the keyboard parts are without exception
labelled 'harpsichord'.18 It is of course possible that
the list does not refer to the players available for that
year's ode, but was simply written on the nearest piece
of paper to hand.
Whatever its size, the King's Band seems to
have altered little during its quarter of a century
under Boyce's direction. Typically, he scored for
violins in two parts, viola and continue, two oboes or
transverse flutes, two trumpets and drums or two
horns. Neither horns nor flutes are mentioned in the
above-quoted list; Ford suggests that the horn players
were hired from outside the band.19 There is little
evidence to show whether the trumpet players could
have doubled the horn parts, but the trumpeters and
the horn players did not share parts on the one

occasion when they were used together, in the
Birthday Ode for 1761. The missing flautists are
easily explained: it is clear that the oboists doubled on
transverse flutes when the instrument was required. It
was standard practice not to hire separate
instrumentalists to play the flute: the instrument was
regarded more as a 'special effect' instrument that was
not required to play very frequently compared to the
violins or even the oboes. As they were little required,
both the transverse flute and the 'common flute'
(recorder) were second instruments for many
professional oboists, who could not earn a living from
flute playing alone.20
That the oboists doubled on flutes in Boyce's
odes is confirmed by the fact that, on every occasion,
the flute parts are written into the oboe parts [Illus.
2]. This doubling is not required in every ode, and in
those in which the flutes are used, the oboes are used
more frequently. Gerald Finzi comments that the
lack of a written oboe part in some movements does
not prove that they were not also used to, say, double
the violins.21 This question has also been thoroughly
addressed by Frederic Ford, who notes that the
surviving parts in the Bodleian are not complete, and
that this is particularly noticeable in the case of the
oboe parts.22 Ford observes that four oboists seem to
have doubled the two oboe parts; this fits with the
four oboes in the orchestra list of 1769.23 In the New
Year Ode for 1768, the two extant oboe parts show
that the two oboists were required to play flutes for
the aria 'Poets should be Prophets too' (only one flute
line is shown in the score, but according to the parts
the second flute doubles for the tutti sections). An
oboe line is also given for this aria in the score, but is
not written into any of the parts and by whom it was
played is unclear. The same happens in the Birthday
Ode for the same year, in the duet 'Our fields a living
increase breathe'.
Among Boyce's oboists were Thomas Vincent
(named in the oboe parts for 1756, 1764 and!775;
see Table 2 and Illus. 2) and 'Mr Simpson' (named in
1764, Illus. 2), probably the Redmond Simpson
mentioned by William Parke in his memoirs.24 Both
were well-known. Thomas Vincent had been a pupil
of Guiseppe Sammartini, and Redmond Simpson was
described in his obituary (he died in 1787 at the age
of 57) as 'for many years the first performer on the
hautboy in this kingdom'.25 In the 1775 Birthday
Ode, one oboist is named as 'Mr Parke'. The Parke
brothers William and John were both well-known
oboists: whichever is referred to here seems to have
played together with Thomas Vincent, who is also
named. They both seem to have doubled on the flute
on this occasion. One wonders how well matched
they were, given that the Parke brothers cultivated the
new style of oboe playing brought over from
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Illustration 2: A page from the second oboe pan from ode no. \7, 'To wedded Love the Song shall flow', 1764 (The Bodleian Library,
Oxford, Ms. Mus. Sch. d. 3l4c).

Germany by Johann Christian Fischer in the late
1760s.26
In his memoirs, William Parke was
dismissive of the prevailing style of English oboe
playing before Fischer's arrival, naming Vincent and
Simpson as being among its exponents.27 However,
Parke's memoirs are frequently unreliable.
Boyce's principal violinist is frequently named
as 'Mr. Brown' (see Table 2). That this was Abraham
Brown, the well-known violinist, is confirmed in the
Court and City Register which lists 'Abr. Browne' as a
member of the King's Band for the entirety of Boyce's
career. According to the Biographical Dictionary of
Actors, Brown does not seem to be mentioned in
contemporary documents after 1768.28 However, he
is frequently named in the orchestral parts to the odes
until 1777 and, as already stated, appears in the Court
and City Register after this date. The music historian
Charles Burney provides us with a rather damning
description of both Brown's character and his abilities
as a musician:
MR ABRAM BROWN ... had a clear,
sprightly, and loud tone, with a strong
hand; but though he had travelled
through Italy, he was ignorant of Music,
and the pieces he played consisted of
notes, et rien que des notes: for he had no
soul or sense of expression. He brought
over a favourite solo of Tartini ... with
which alone he figured at all concerts,
for at least six or seven years, without
ever entering into Tartini's true style of
playing it, or that of any performer of
his school. Mr. Brown, however, had
not the mortification either to feel or to
know his defects; but, on the contrary,
was comforted with a full conviction of
his superiority.29
There are some important differences between
the scores and the corresponding parts, especially in
the bass line.
Boyce's use of bass instruments
conformed to the normal practice of the period in
that the same bass line was played by several different
types of instrument — in his case harpsichord,
bassoon, cello and double bass — which could be used
in different combinations to give a variety of effects
and tone colours.30 These instruments are rarely
differentiated in Boyce's full scores. His orchestral
parts, however, give an exact record of how he treated
these instruments and in what combinations he used
them, in a way that is rare in eighteenth-century
English music.
It is important to note that
reconstructing Boyce's intentions from the solo, tutti,
piano and forte markings in the full score would not
give the scoring that appears in the bass parts. For
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example, in some numbers, notably arias for the
treble soloists, the bassoons and some other bass
instruments are absent in the parts, though the score
is not necessarily marked 'senza bassoni' at the
corresponding point.
In the treble aria 'Thus
possessing' (ode no. 4, 1757), the part labelled
'Violonc0: e' Contrabasso' doubles the bass line with
the harpsichord throughout (although it is not clear
whether both the cello and the contrabass played),
but the second violoncello part and the bassoon part
show that these instruments only played in the
ritornelli between the verses.
Especially in the earlier odes, the bassoons
seldom appear in the scores. They are indicated only
when they do something other than doubling the bass
line [Illus. 3]. According to the parts, however, they
were used frequently (see Tables 3-5 for Boyce's
treatment of bass instruments in his first three court
odes). In the bass aria 'Or, if this happier youngest
year' of ode no. 3 (see Table 5), the bassoons play only
in the forte sections when doubling the bass line, but
at some points they double the voice instead. This is
not shown in the score, while in the bassoon partbook it takes the form of sections pasted over and recopied: presumably this represents Boyce's second
thoughts. This could mean that, on this occasion and
by implication on others, the score itself was not used
in performance; indeed there would be no need, given
that in almost all cases a figured harpsichord part
survives.
In ode no. 4 (New Year 1757), there is an
arrangement similar to that in ode no. 3 (see Table 5),
with the difference that there are definitely at least
two bassoons this time: in the two bars where they are
independent of the bass, they are written in two parts
and are notated in the score.31 Other evidence for this
includes the first page of the bassoon part to ode no.
7, 'When Othbert left' (1758), where 'Note, the
Bassoons are desired to play only in the Fortes' is
written in Boyce's hand. As the series of odes
progresses, the bassoons are used more frequently as
independent instruments, doubling the viola or
playing small sections of bass line alone and
occasionally being used as obbligato instruments.
The first instance of this is in ode no. 5 (1757)
'Rejoice, ye Britons': the bassoon has a solo obbligato
line in the bass aria 'From hence to ages'. This was
part of the development of the modern orchestra.
Wind instruments were beginning to have specially
written parts instead of those that routinely doubled
one of the string lines.32
The solo movements in the odes were sung by
a team of three to five soloists taken, with one
exception, from the choir of the Chapel Royal. The
one exception was the famous theatre tenor John
Beard (c. 1716-1791), who sang in many of the odes
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Illustration 3: A page from the score of ode no. 2, 'When Caesar's natal day', 1756 (The Bodleian Library, Oxford,
Ms. Mus. Sch. d. 299a).

and is listed in the Court and City Register and Court
and City Kalendar from 1765 until at least 1780 as
'Vocal Performer Extraordinary' in the King's Band at
a salary of £100 per year.33 The soloists were joined in
the choruses by the rest of, or part of the rest of, the
Choir of the Chapel Royal, which numbered twentysix Gentlemen and ten Children:34 the number of
chorus parts copied for each ode between 1755 and
1761 was between nine (unusually low in 1761) and
sixteen (unusually high in 1757), roughly equally
divided between treble, 'contratenor', tenor and bass.
The trebles, at least, must have shared parts on some
occasions: in odes 21, 27 and 31 two treble soloists
shared one part.35 This is in contrast to practice in
Germany, where certainly until J. S. Bach's death
(only five years before the first of Boyce's court odes
was composed) there is no evidence that singers
shared parts in concerted music.36 Between 1755 and
1760 the standard team of soloists named on the
vocal parts was Thomas Baildon ('contratenor'), John
Beard (tenor), William Savage (bass) and Robert Wass
(bass).37 Sometimes there were parts for one or two
solo boys, who are never named. In 1760, Wass was
replaced for the following three years by Hugh Cox

(both died in 1764) and at about the same time
Baildon (who died in 1762) was replaced by 'Cooper'
or 'Cowper' (I would suggest that they were the same
person, though Ford lists them separately), who seems
to have also deputised for him in the Birthday Ode of
1758.38 Savage's name does not appear again after
1765, although he was part of the chapel until his
death in 1789. For the next three years, the solo
group seems to have consisted of one or two trebles,
never named, plus Beard and Cooper.
The last mention of John Beard is as tenor
soloist in the New Year Ode for 1768; in the Birthday
Ode later that year, the solo tenor was Philip Hayes.
Beard would have then been 52. According to Roger
Fiske, '[Beard's] last [theatre] appearance was as
Hawthorne on 23 May 1767. By then he was going
deaf. That summer, he sold his share in Covent
Garden and retired to a comfortable house in
Hampton near Garrick's'.39 Beard's participation in
the New Year Ode the following year postdates this —
was it his last performance? If the Court and City
Register is correct, he was still drawing a salary as
'Vocal Performer in Ordinary' in the early 1780s.40 In
around 1773, the bass Richard Bellamy joined the
11

Table 3: Boyce's use of bass instruments in ode No. 1, 'Pierian Sisters' (1755)
Movement

Voice

Overture: Allegro,
Moderate, Allegro
Recitative 'Pierian Sisters' bass
Duet 'What sweeter praise' bass, 'contratenor'
Air 'Cast then the cares
fears away'
Solo and chorus
'When her pride'
Recitative 'Such were
in Edward's days'
Air 'Realms so rul'd'

Chorus 'To distant
regions round'

bass
bass, chorus
tenor
tenor

chorus

Orchestration of bass line (3 parts, labelled
'Bassoon', 'Contrabassi e' Violoncelli' [on the
inner leaf this part is labelled 'contrabasso e'
violoncello'] and 'Harpsichord')
all
without bassoon(s)
bassoon(s) only m fortes, other instruments
throughout
bassoon(s) only m fortes, other instruments and
throughout
bassoon(s) only m fortes, other instruments
throughout
without bassoon(s)
bassoon(s) only in some fortes (but not all: possibly
this was a mistake on the copyist's part), other
instruments throughout
all

Table 4: Boyce's use of bass instruments in ode No. 2, 'When Caesar's Natal Day* (1756)
Movement

Voice

Symphony: Allegro assai,
Vivace, Minuet presto allegro

Recitative 'When Caesar's bass
natal day'
Arioso / Recitative
bass
'If length of life'/
'In Europe then'
Trio 'Such high distinction' bass, tenor, contratenor
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Recitative 'Not in great
Edward's days renown'd'
Air 'Thus lives to Britons
dear'
Chorus 'Thus lives to
3ritons ever dear'

bass

Recitative and air
'What once has been'
Air 'Refulgent thus in
Caesar's line'
Solo and chorus
'In days so blest'

tenor

bass
chorus

tenor
tenor, chorus

Orchestration of bass line (3 parts, labelled
'Bassoon', 'Violoncello e' Contrabasso' and
'Harpsichord'; these double each other unless
otherwise stated)
all
without bassoon(s)
without bassoon(s)

bassoon(s) only m fortes, other instruments
throughout
without bassoon(s)
bassoon(s) only m fortes, other instruments ever
throughout
bassoon(s) double instrumental bass line only in
fortes (sometimes double bass voices at other
times), other instruments throughout
without bassoon(s)
bassoon(s) only m fortes, other instruments
throughout
all (but without bassoon(s) during tenor solo)

Table 5: Boyce's use of bass instruments in ode No. 3, 'Hail, hail, auspicious day5 (1756)
Movement

Symphony: Allegro,
Moderate e dolce,
Piano sempre, allegro
Recitative 'Hail, hail,
auspicious day
Air 'In Rome when
fam'd Augustus
Recitative 'Shall then
our layes'
Air 'Or, if this happiest,
youngest year'
Recitative 'Such is the
praise'
Air Annual aids'

Voice

Orchestration of bass line (4 parts, labelled
'Bassoon', 'Violoncello Rep°:', 'Violoncello.
Continue' and 'Harpsichord'; these double
each other unless otherwise stated)
all

bass

without bassoon(s)

bass

bassoon(s) only in fortes, other instruments
throughout
without bassoon(s)

bass
bass

without bassoon(s)
tenor
tenor

Chorus 'Thus happy years'

chorus

Chorus 'Till Fame
confesst'

chorus

solo group, as did the countertenor John Dyne or
Dines in 1774. Another tenor named Wood joined
in 1776, after which Bellamy is no longer mentioned.
This group, comprising Dyne, Hayes and Wood, sang
the solos in Boyce's last ode, for the New Year 1779.
This ode was performed as normal, though Boyce
died shortly afterwards, on 7 February. The sets of
parts are, unusually, incomplete.
Boyce's Funeral Anthem for George II, 'The
Souls of die Righteous' (1760), though not belonging to
the series of court odes, is interesting for the light it sheds
on performance practice. The anthem is scored for fivepart chorus and an orchestra diat is seemingly much
larger than normal, unless more parts than we suppose
are missing from the court ode sets. As widi the court
odes, the autograph score and sets of vocal and
instrumental parts used in the performance of the
Funeral Anthem (on November 11, 1760), are preserved

bassoon(s) double bass line only in fortes (but
sometimes double voice in other sections), other
instruments throughout

bassoon(s) only in fortes, other instruments
throughout excepting two passages marked soli
(played by the violoncello continuo and harpsichord
only)
bassoons present almost throughout (excepting
one piano section), other instruments throughout
bassoons present throughout excepting four has
piano sections, in which the phrases are stated
with only the cellos and harpsichord playing
continuo, and then repeated with the addition of
the bassoons (both cello parts play throughout,
including the phrases marked soli in the score and
in the violoncello continuo part: these are not
marked as such in the violoncello repieno part.
Possibly this was a copyist's mistake.)

in the Bodleian Library.41 The exact numbers involved in
this performance are detailed in a list on the front page of
the organ part [Illus. 4].42 The left-hand numbers in the
list are in a different hand and seem to represent the
number of parts that have survived from the complete
set represented by the right-hand numbers, and not, as
John R. van Nice suggests, the actual number of
performers who took part compared to the expected
number, or compared to a theoretical ideal number of
performers.43 That the list refers to the number of parts
copied and not to the number of performers can be
shown by looking at, for example, the violin parts. The
list gives a total of eight first violin parts, of which seven
have survived, six with the names of two players written
on the covers. Thus, though four parts each were copied
for the bassoons, cellos and double basses, the bass
section was probably much bigger: the two surviving
bassoon parts each give two names.
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Illustration 4: The front page of the organ pan from Boyce: The Souls of the Righteous', Funeral Anthem for George II, 1760
(The Bodleian Library, Oxford, Ms. Mus. Sch. c.H5b).

14

The surviving orchestral parts for the Funeral
Anthem are unusual in that many of the
instrumentalists have written their names on the
covers: possibly they wanted it recorded that they had
taken part in this performance. One stand at least
was shared by three players: one 'tenor viol.' (viola)
part has 'Morgan / Bennett / & Willis' written on the
cover. 'Morgan' was probably George Morgan and
'Bennett' probably John Bennett, both described in
the records of the Royal Society of Musicians as
violists in the king's and queen's bands respectively in
the early 1760s.44
Amongst the vocal parts, many of those for the
adult voices have the name of a single performer (see
Table 6). Those named in the alto or 'contratenor'
section (Boyce's term), for example, included Cowper,
Baildon, Barrow, Vandernan, the Rev. Bayley and
Hague. That so many vocal parts have survived for the
Funeral Andiem suggests that Boyce probably only
used half of the Chapel Royal choir when performing
the court odes. This would make sense, given that the
Gentlemen of the Chapel Royal served on a rota
system: with the exception of the children, who served
continuously, only half the choir was on duty at any
one time. However, the choir was clearly reinforced
with some outside singers for the Funeral Anthem, as
the list [Illus. 4] gives a total of 30 'contratenors',
tenors and basses, four more than the number officially
comprising the Choir of the Chapel Royal.45

While the Boyce material does not alter
radically our understanding of contemporary
performance practice, it does enable us to get a good
idea of the size of the orchestra and choir used in the
performances and the numbers of players and singers
on each line. The names of some instrumentalists
and singers are found in the parts, along with such
details of orchestration as the amendments to the ode
'Hail, hail auspicious day', which would be lost to us
had we only the evidence of the scores. There is also
evidence that both instrumentalists and singers shared
parts. More important is the fact that the odes are a
concrete example of an eighteenth-century English
composer's treatment of his bass instruments. We
know which instruments played continue, how many
there were, and how they were used, rather than
making an educated guess based on a general
knowledge of contemporary performance practice.
This should be borne in mind when dealing with
scores from this era for which the parts do not survive.
Most eighteenth-century English concerted music
survives only in score. It is tempting, when looking at
such works, to assume that the score represents the
work in its entirety, in line with modern practice. So
far as orchestration is concerned, Boyce's court odes
are a reminder that this may not be the case.
The author wishes to thank Peter Holmanfor his
help and advice in the preparation of this article.

Table 6: Singers and Instrumentalists listed in the Funeral Anthem 'The Souls of the Righteous' (1760)
Part (total number of copies surviving in brackets)
Treble 1 (2)

Information recorded on covers
No names

Treble 2 (3)

No names

Alto (8)

Alto / Mr. Cowper
Alto / Mr. Baildon
Alto / Mr. Barrow
Alto [erased]
Alto / Mr. [erased]
Alto / Mr: Vandernan
Alto / Revd. Mr. Bayley
Mr. Hague / Alto

Tenor (9)

Tenor / Mr. Baildon
Tenore / Mr. Hudson
Tenore / Revd. Mr. Gibbon [s?]
Tenore / Mr. Mattocks
Mr. Bryan / Tenor
Tenore / Mr. Long
Tenore / Mr. Ward
Tenore / Mr. Coster
Tenore / Mr. Ladd
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Table 6: Singers and Instrumentalists listed in the Funeral Anthem 'The Souls of the Righteous' (1760)
continued
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Part (total number of copies surviving in brackets)

Information recorded on covers

Bass (9)

Mr. Simkinson / Bass
Bass / Mr.Jennings
Bass / Mr. Waltz
M r .Wheatly/Bass
Bass / Mr. Mathias
Bass / Mr. Savage
Bass / Mr. Howard
Bass / Mr. Cox

Trumpet 1 (1)

No names

Trumpet 2 (1)

No names

Horn 1 (1)

No names

Horn 2 (1)

No names

Drums (1)

No names

Oboe 1 (2)

1st oboe-/Vincent

Oboe 2 (2)

No names

Violin 1 (7)

Mr. Jackson / Stayner / Violino Primo
First Violin + / Mrr. Hodson and C. Lampe
Violino Primo + / Courtuss [Comtuss?] &
Stainer
Violino Primo / Freake [?] & Reeves
First Violin / Brown / Collett
N° 3. /Violino Primo / Wood & / Hacksame

Violin 2 (7)

Violino 2do. / Mr. Peat [?] / Mr. Rawlings

Viola (4)

Viola + / Stockton
Tenor Viol / Morgan / Bennett / & / Willis
Tenor Viol- / Beal & Scovell

Bassoon 1 (1)

Messrs. Miller & Baumgarden /1 s t Bassoon

Bassoon 2 (1)
/Tuesday. Novr 11th 1760

Messrs. Macfarland & / Chapman / 2 . Bassoon

Cello (3)
Double Bass (3)
Organ (1)

No names
No names
No name

1

2
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