Electronic resources for
researching seventeenth- and
eighteenth-century music
Andrew Woolley

As a student who commenced his PhD studies in recent years, I am fortunate to
have at my disposal an increasing number of research aids now available on the
internet. One of the main advantages of these is the ability to search and browse
documents with greater speed than is possible with conventional books and
microfilms. Another is that it helps researchers outside of universities who do not
have access to a convenient academic library or one that has an extensive
microfilm collection. This brief account attempts to mention those connected
with researching seventeenth- and eighteenth-century music. Although I
comment both on the resources that are available by subscription and those that
are free, it is worth noting that the British Library offers in its reading rooms,
without charge, many of those that are not free.1
Journals
There is obviously a future in storing information
electronically.
Electronic journals, for instance,
significantly decrease the cost of producing a journal.
This form of publication has kept some smaller
journals afloat.2 'JSTOR', tne main resource for
online journal articles, now has thirty-eight music
titles. It also usefully has complete nineteenthcentury editions of some, notably the Musical Times
(1844-2003). One drawback, however, is that it only
includes editions that are five or more years old.
More recent editions are available from 'Project
MUSE', which is far less comprehensive in music, but
includes Early Music (2004- present), Music and
Letters (2004- present) and Notes (2001- present).
Although not strictly music-related, a useful source of
eighteenth-century journals is 'The Internet Library
of Early Journals' (www.bodley.ox.ac.uk/ilej/), which
includes, among others, the Gentleman's Magazine
(1731-1750). Materials on this website are wordsearchable, although in this case, only by subject.
Original Sources
The ability to word-search primary sources obviously
has a great deal of potential: there are, for instance,
nine occurrences of the word 'music' in the
Gentleman's Magazine. This is one of the more
exciting capabilities of 'Early English Books Online'
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('EEBO') and 'Eighteenth Century Collections
Online' ('ECCO'), which between them attempt to
cover all books printed in England from 1473 to
1801 found in the two microfilm series Early English
Books and The Eighteenth Century. The coverage of
music on 'EEBO' is reasonably comprehensive,
despite a few problems. For example, some sets of
part-books and titles in a series are incomplete, and in
the case of John Playford's Court-Ayres (1655), only
the bass part is available! The coverage of music
prints on 'ECCO' is less comprehensive, particularly
with respect to collections of instrumental music.
In addition to these websites that contain early
printed music, there are several others. Facsimiles of
printed music of the late seventeenth and eighteenth
centuries are also available on the website of the
library of the University of North Texas
(www.library.unt.edu/music/virtual/default.htm).
This consists of early printed books of music and
libretti held at the library (a surprisingly large
number), including early prints of most Lully operas.
Another source of French vocal music is a facsimile of
the Ballard song book Brunetes ou petits airs tendres
(1711),
published
by
Alan
Cowderoy
(www.cowderoy.net/brunetes/). A source of popular
English
music of
the
same
period
is
Robert M. Keller's 'The Dancing
Master,
1651-1728:
An
Illustrated
Compendium'

(www.izaak.unh.edu/nhltmd/indexes/dancingmaster/).
This website contains all the tunes published in
Playford's Dancing Master, complementing Jeremy
Barlow's edition.3 In a similar musical vein, the
'Bodleian Library Broadside Ballads' project
(www.bodley.ox.ac.uk/ballads/ballads.htm)
is an
attempt to digitise all broadside ballads held at the
Bodleian. These number over 30,000 items dating
from the sixteenth to the twentieth century.
Interestingly, some of the entries in the catalogue are
given sound clips.
Digital copies of some manuscript collections
are also being made available. Most notable among
these is the Gustav Diiben collection at the University
of Utrecht (www.musik.uu.se/duben/Duben.php). It
consists of approximately 2300 manuscripts, largely
assembled by Gustav Diiben the elder (1628-90) who
was 'Hofkapellmeister' at the Royal Swedish Court
(1660-90). The collection is particularly significant
for the large number of original performing parts it
includes. It also has autograph manuscripts of
consort music by Benjamin Rogers and of
Buxtehude's cantata cycle 'Membra Jesu nostril'. The
digitisation part of the project is currently
incomplete, but many of the vocal manuscripts are
available. Another source of manuscripts online is
found at the Royal Library, Copenhagen. These are
searchable through the library's online catalogue
(www.kb.dk/en/nb/samling/ma/digmus/index.html).
At the moment the online-items are mostly
eighteenth-century instrumental collections and a
small number of early English and Dutch prints.
Research Aids
There are a few pot holes to be aware of when
attempting to use the research aids available on the
internet. For instance, the popularity of research into
ancestry has seen a deluge of websites devoted to
genealogy, although many are completely useless to
scholarly research because the sources of their
information are left out.
One that does give
references is the 'Genealogical Index', produced by
'The Church of Jesus Christ of Latter-day Saints'
(www.familysearch.org). It is free of charge and a
large amount of its information is based on parish
registers that are cited accurately.
The
online
publications
of
many
holdings
of
the
Public
Record
Office
(www.nationalarchives.gov.uk/) and regional record
offices (Access to Archives': www.a2a.org.uk/) are
often more reliable. Sometimes they enable crossreferencing of the information on genealogy websites,
and can provide information that is likely to have
otherwise remained obscure. Access to Archives' has
references to household inventories, legal documents,
letters, and wills kept outside London, occasionally

accompanied by transcriptions of the documents
themselves. In my own research, for instance, I have
found references on this website to a hitherto
unknown Coventry organist, George Spencer
(perhaps of St Michael's, Coventry). This name had
been otherwise unidentified in a number of early
eighteenth-century English keyboard manuscripts.
A few other research aids are also worth
commenting upon. 'The Diary Research Website'
(diarysearch.co.uk/index.html), for instance, freely
provides information on diaries printed in English,
supplementing the information in W. Matthews,
British Diaries (London, 1950) and P. Haviice, And So
to Bed: A Bibliography of Diaries Published in English
(London, 1987).
Another that is particularly
impressive is 'The Clergy of the Church of England
Database' (www.theclergydatabase.org.uk/).
It
documents all members of the clergy between 1540
and 1835 and seems to have benefited from the
supervision of scholars who know how best to present
the material. For instance, they have minimised
unnecessary duplication by conflating records that are
likely to refer to the same person.
It is fair to say that one drawback of some
electronic research aids is that they are not sufficiently
well-organised. For example, the poor presentation of
material on the website of RISM A/2 is a considerable
difficulty. Hopefully it will improve at some point,
especially if, like 'The Clergy of the Church of
England Database', it were fortunate enough to
receive public funding.
Editions
Sources of free-of-charge editions on the internet are
numerous. A small collection of reliable editions is
'The Web Library of Seventeenth-Century Music'
(aaswebsv. aas. duke. edu/wlscm/WLS CMcatalogue. ht
ml). Seven titles are currently available. One that is
considerably larger is the 'Early Music Archive' of
Acadia University, a collection of music edited by
Gordon J. Gallon (http://ace.acadiau.ca/score/sitemap.htm). These are mostly editions of English vocal
music and continental instrumental music. Gallon
has also added a few facsimiles of early prints
including his own copy of Charles Burney'sv4 General
History of Music (1776-1789).
A further three websites have editions that
seem to be reliable on the whole. The website of
Giannantonio Ippolito is a useful collection of
mainly seventeenth- and eighteenth-century consort
music
taken
from
original
sources
(www.baroquemusic.it/_eng/intro.cfm).
Likewise,
the website of the Swedish computer programmer
Johan Tufvesson has music taken from early prints
and manuscripts in the Diiben collection
(http://www.lysator.liu.se/-tuben/).
A small but
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eclectic collection of Baroque music is also found on
the website of 'Edition Musica Poetica', edited by
Cosimo Stawiarski (thirty-four pieces ranging from
Crato Biitner to William Hayes!).
Several websites are devoted to music for
particular instruments or genres. Perhaps the most
useful for recorder music is www.flauto-dolce.it,
which contains a large proportion of original pieces.
There are also websites devoted
to the
harpsichord
music
of
Antonio
Soler
(www.chateaugris.com/Soler/solerpag.htm)
and
Jacques
Duphly
(http://jacques.duphly.free.fr/).
A useful collection of lute music taken from original
sources is on the website of Alain Veylit where
pieces have been impressively typeset using
software specifically designed for tablatures
(http://cbsr26.ucr.edu/wlkfiles/Publications/Publicati
ons.html). Some worthwhile collections of vocal
music on the other hand are found at the website of
the choir of Miinster Cathedral (www.muenstermusik.de/de/archiv/Index/) and the website of the
'Coppini Edition', a collection of Italian Madrigals
(www.jpj.dk/coppini.htm).
By far the largest collection of online editions,
however, is the 'Werner Icking Music Archive'
(http://icking-music-archive.org/),
formerly
the
GMD Music Archive. The content is remarkably
diverse, although a significant portion of it consists of
arrangements by amateurs. Some of the music has
been taken from reliable scholarly editions and
facsimile publications though. A large portion of its
contents and also that of Tufvesson's website are also
included on the website www.fac-simile.org/. This
website appears to have a small amount of additional
content, but like 'Werner Icking' the quality varies.
The several other websites devoted to free music are
less useful because they consist of arrangements or
music that is heavily edited; many are listed on
'Werner Icking'. One that is worth noting simply for
its sheer size is the 'Choral Public Domain Library'
(www.cpdl.org/), although patience is required to
trawl through some of the less useful material. As with
some electronic research aids that are freely available,
free editions online require a critical eye.
Despite some drawbacks, there is an obvious
advantage of online publication where dissemination
is made easier and the costs of producing an edition
or journal are reduced.
Research aids and
publications of facsimiles online also offer the ability
to research primary sources with greater efficiency. A
likely prospect for the future is that more manuscript
material like the Diiben collection will become
available in a. digital format. For the moment,
however, those resources that are available today offer
an invaluable aid to research.
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I cite website addresses for those resources that are free.
For example, the Viola da Gamba Society journal Chelys, which as of
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this year is an electronic journal.
The Complete Country Dance Tunes from Play ford's Dancing Master
(London, 1985).

Restoring an old masterpiece:
Purcell s 'Come ye sons of art'
.

Bryan White

'Come ye sons of art', composed for Queen Mary's birthday on 20 April 1694, has
been one of the most popular of Purcell's works for chorus and instruments in
modern times. It is one of the few court odes to have appeared in multiple
editions, and apart from the Cecilian ode 'Hail, bright Cecilia', it is the most often
recorded. Coincidentally, it is the only court ode that is not preserved in an
autograph score, or at least in a manuscript that originates in or near the
composer's lifetime. The only complete source for 'Come ye sons of art' is a
manuscript copied by Robert Pindar in 1765, and now held in the Royal College
of Music, London (MS 993). It has long been acknowledged that Pindar's copy is
in many ways faulty (there are, for example, problems with individual notes,
underlay, unusual passages for trumpet, and for violin, etc.), but it is only recently
that the full extent of Pindar's 'improvements' to Purcell's ode have been exposed.
A crucial piece of evidence in understanding the relationship between Pindar's
copy and the likely state of Purcell's original composition was published in Early
Music Performer in an article by Clare Brown and Peter Holman, 'Thomas Busby
and his "Fac Similes of Celebrated Composers'" (Issue 12, August 2003). Brown
and Holman reproduced a facsimile of a passage from 'Come ye sons of art'
published in Busby's Concert Room and Orchestra Anecdotes (London, 1825) that
appears to have been take from Purcell's lost autograph. It shows the opening solo
passage of the ode, and the two bars of symphony that precede it. Brown and
Holman noted that in the facsimile, the end of the symphony is scored for two
treble instruments and bass only, while in Pindar's copy it is scored for six different
instruments. This discrepancy has led Dr Rebecca Herissone, a member of the
Purcell Society and lecturer at the University of Manchester, to thoroughly
reinvestigate Pindar's manuscript, and to suggest that he made significant
alterations to Purcell's ode.
As it happens, Pindar made copies of three other
Purcell odes in addition to 'Come ye sons of art'.
These works, 'Welcome to all the pleasures', 'Hail,
bright Cecilia' and The Yorkshire Feast Song, exist in
authoritative sources, the former in a printed version
of 1684 supervised by the composer, and the latter
two in autograph manuscripts. Through a detailed
comparison of Pindar's copies with Purcell's originals,
Dr Herissone has identified five main categories of
alterations
that Pindar
made
to
Purcell's
compositions: 1) replacement of entire movements;
2) scoring changes; 3) alterations of repeated material;

4) changes to text and underlay and 5) minor
alterations to rhythm, harmony and continue parts.
Several of Pindar's alterations are easily identifiable,
thanks to his idiosyncratic copying (when he adds
oboe parts to Purcell's choruses he always copies them
below the string parts, whereas when he copies
movements that Purcell provided with oboe parts, he
copies them in the same place that Purcell put them,
above the string parts), and dubious command of
harmony (for example, an inability to distinguish
clearly between 5-3 and 6-3 chords). Armed with the
Busby facsimile and her analysis of Pindar's working
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methods, Dr Herissone has examined 'Come ye sons
of art' and revealed a host of passages that have been
altered significantly, perhaps the most striking of
which is the ritornello to 'Strike the viol'. In Pindar's
version strings and recorders alternate, but Dr
Herissone suggests that Purcell's original was written
for strings alone. A notable addition that she has
identified is the timpani part. None of Purcell's other
court odes includes a timpani part, nor does The
Yorkshire Feast Song. Pindar added one to the latter,
and Dr Herissone suggests that he has done the same
in 'Come ye sons or art', noting the ways in which the
timpani line fails to follow the underlying harmonic
and rhythmic phrase structures. Listening again to
recordings of the ode alert to these problems reveals
just how poor (comical even) the timpani writing is,
and makes one wonder why no one saw this earlier
(the present writer included!). It demonstrates just
how prone we are to believe what we read, no matter
what the musical evidence might be. Mozart's
'Twelfth Mass' is but one of the most obvious cases. In
nineteenth-century Britain it was considered to be
one of the composer's finest works, a conclusion that,
on the grounds of musical style, seems incredible now,
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when the work is commonly thought to be the work
of Wenzel Miiller.
Although some of the minor details of Dr
Herissone's argument will remain open to discussion
amongst performers and musicologists, there can be
little doubt that her overall conclusions are correct.
No future serious performance of 'Come ye sons of
art' can now be undertaken without reference to this
research, and we can surely look forward to one or
more new recordings based on her findings. They will
likely serve to clear out our ears in a similar way to
that by which restoration uncovers the colours of an
old masterwork like da Vinci's The Last Supper. Full
details of Dr Herissone's meticulous removal of the
veneer applied by Pindar to Purcell's work, including
reconstructions of several movements from the ode,
can be found in 'Robert Pindar, Thomas Busby, and
the Mysterious Scoring of Henry Purcell's "Come ye
Sons of Art"' in Music and Letters, 88 (2007), 1-48.
A performance of her reconstruction of the ode
will be given by the Leeds Baroque Choir and
Orchestra at Clothworkers' Centenary Concert
Hall at the University of Leeds on 11 November of
this year.

The York Early Music Press
David Griffiths

The York Early Music Press (hereafter YEMP) was established in 2001 and is
supported by the Heslington Foundation, the University of York Department of
Music, and the York Early Music Foundation. It is complementary to the
University of York Music Press, which publishes music by contemporary
composers. The editorial board of YEMP consists of Paul Gameson (musical
director of the Ebor Singers); David Griffiths (a former music librarian); Peter
Seymour and Jonathan Wainwright (staff at the University of York Department of
Music who are all scholars and performers); and Richard Shephard (composer and
Visiting Fellow in Music at the University of York), who between them have a
wide range of appropriate experience.
The main purpose of YEMP is the dissemination of
high-quality scholarly performing editions, computer
set, which are available as sheet music or on CD-ROM.
Most of YEMP's sales have been by electronic means
and the policy of making editions available in this way
is clearly well liked. Purchasers have the option to buy
multiple copies or a licence to make an appropriate
number of photocopies for their own use. (YEMP
publications have been bought by people from
Belgium, Canada, Germany, Greece, Spain,
Netherlands, die UK, and the USA.) The catalogue
includes collected editions (both sheet music and on
CD-ROM) as well as selected anthologies ideal for
performing groups. The main guideline for the
editorial board is to make the editions performerfriendly and purchasers may choose from various
formats (e.g. some performers may prefer a blank line
above a figured bass line to make their own
realisations). Specialised information on matters of
performance (e.g. pitch, forces, pronunciation, context,
etc.) is available either as prefatory information or in
extended form on CD-ROM. It is anticipated that
future publications will include articles and handbooks
on specific aspects of performance practice.
YEMP brings to all its publications the latest
scholarship both in editing and performance terms.
Editions include full prefatory information, a
statement of editorial method, and commentary, as
well as relevant performing information; this might
include matters of scoring, original forces, pitch,
context, pronunciation (provided by Professor Alison
Wray of Cardiff University), etc. Background
information such as biographies of composers
(especially for those less familiar) and translations will
be included, and may be used (with appropriate
acknowledgement) by, for example, performers and

promoters for programme notes. The editions are
produced at original performance pitch, as far as this is
understood at the time of publication, though some
vocal music may be available at other pitches to suit the
available forces or the performing context.
The current list of YEMP's publications
comprises nineteen editions of early music, prepared
with one exception (Miranda Caldis' editions of masses
and motets of Franciscos Leondaritis) by members of
its editorial board, including works by Blow, Boesset,
A. Gabrieli, Gombert, Hebden, Heifer, W. Lawes,
Leondaritis, Sweelinck, and Victoria. John Blow is
represented by his Latin motets, some of his earliest
surviving works; and the French composers Jean
Baptiste Boesset (1614-1685) and Charles d'Helfer
(died after 1664) by some of their masses. There are
also settings of the mass by Andrea Gabrieli, the
sixteenth-century
Greek
composer
Franciscos
Leondaritis, and Victoria. From Sweelinck there are
twelve motets from his collection Cantiones sacrae
(1619); and a mass and some motets from Gombert,
whose works were edited specifically for performance
by the Milliard Ensemble. A local York connection can
be seen in the sacred works of William Lawes, who is
thought to have lived there in 1644; and in the six
string concertos by John Hebden (c. 1701-1765) who
lived and worked there in the 1730s. These latter,
available in a score and set of parts, are the only
instrumental works so far published.
York-based editors are currently preparing
editions of Restoration music (especially celebratory
odes) by Blow and Daniel Purcell, and motets by
Gombert. Other editors currently preparing editions
for YEMP include Peter Aston of University of East
Anglia (anthems by Jeffreys) and Jane Gosine of
St Johns, Newfoundland (works by Charpentier).
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Review of:
Rebecca Herissone,
'To Fill, Forbear, orAdorne:
the Organ Accompaniment of
Restoration Sacred Music,
RMA Monographs, 14 (Aldershot, 2006).
PETER HOLMAN

Broadly speaking, continue playing in the seventeenth and eighteenth centuries
can be divided into two separate traditions. The older of the two grew out the
sixteenth-century practice of doubling sacred polyphony on the organ, and
remained largely, but not exclusively, related to church music throughout the
Baroque period. The more recent tradition, which can essentially be characterised
as avoiding rather than doubling the part or parts being accompanied, seems to
have developed in late seventeenth-century French secular music, and spread from
there to other countries around 1700. The problem, of course, is knowing which
tradition is appropriate for which period and type of music. One regularly sees
editions which provide an 'avoiding' realisation of the eighteenth-century type for
types of music that probably need a 'doubling' one, such as the early seventeenthcentury Italian sonata, the church music of Monteverdi and his contemporaries, or
the polyphonic motet in seventeenth-century Germany. To judge from recent
recordings, professional continuo players are not much more enlightened in this
respect than the musicologists who write out realisations.
English music has an important contribution
to make to this subject. The English were not much
given to writing continuo treatises (or, for that matter,
any type of music treatise) in the seventeenth century;
the earliest seems to be Matthew Locke's Melothesia of
1673. However, English sources do contain a large
number of written-out parts which offer invaluable
evidence for the way keyboard players accompanied
in the seventeenth century. This is partly because
English keyboard players came to figured bass
relatively late, and partly because English composers
'formed the organ part express', to quote Roger
North, 'because the holding out the sound required
exact concord, els the consort would suffer'
(Herissone, p. 10). In a relatively brief article some
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years ago ('"Evenly, Softly and Sweetly Acchording to
All": The Organ Accompaniment of English Consort
Music', John Jenkins and his Time: Studies in English
Consort Music, ed. A. Ashbee and P. Holman (Oxford,
1996), pp. 353-382) I looked at the surviving
keyboard parts for consort music by William Lawes,
John Jenkins and their contemporaries, and pointed
out that they essentially provide a doubling type of
accompaniment, though the number and type of
inner parts varies considerably from genre to genre
and composer to composer. I also pointed out that
that the consort music of some leading keyboard
players, including Orlando Gibbons, Thomas
Tomkins and Matthew Locke, does not have writtenout keyboard parts, and suggested that this was

because they improvised keyboard accompaniments
in consort music from their autograph scores, and
transmitted the practice of score-reading to their
pupils and followers.
Now Rebecca Herissone has done a similar job
for Restoration sacred music. The format she has
chosen (a short book of 141 pages rather than a 30page article) allows her to discuss the surviving organ
parts in more detail, and to provide many more and
more extensive music examples. This is particularly
valuable because there are cases in the modern
editions of the church music of Pelham Humfrey,
Matthew Locke, John Blow and Henry Purcell where
the style of the realisations are to a greater or lesser
extent at variance with the evidence provided by the
surviving organ parts. She shows convincingly that
the general Restoration practice was to double rather
than to avoid, though her conclusions, summarised
on p. 112 (and further summarised here) are rather
more sophisticated than those I was able to develop.
She points out (1) that the organ books are more than
just short scores; they include important contrapuntal
or melodic details; (2) that original figuring seems to
be an alternative rather than a supplement to the
written-out material in the parts, and also often
includes melodic lines derived from the vocal parts;
(3) that melodic lines in the voice parts are often
simplified or changed so that they fit conveniently
under the fingers — which suggests that they should be
regarded as 'prescriptive' (telling the player what to
play) rather than 'descriptive' (just telling him what is
in the original); and (4) that independent material in
organ parts copied by John Blow and John Gostling is
further evidence that their parts should be thought of
as prescriptive rather than descriptive.
In general, Dr. Herissone's arguments are
extremely convincing, and are richly expounded with
detailed reference to the sources. She has also looked
to some extent at the Continental background. I also
touched on this in my article, but she has had access
to more recent scholarly work, such as Arnaldo
Morelli's 'Basso Continue on the Organ in
Seventeenth-Century Italian Music', Easier Jahrbuch
fur historische Musikpraxis, 18 (1994), pp. 31-45, Lars
Ulrik
Mortensen,
'"Unerringly
Tasteful"?
Harpsichord Continuo in Corelli's op. 5 Sonatas',
Early Music, 24 (1996), pp. 665-679, and Cleveland
Johnson's 'Polyphonic Keyboard Accompaniment in
the Early Baroque: an Alternative to Basso Continue',
Early Music, 26 (1998), pp. 51-64. They confirm the
picture provided by the English sources: that the style
of playing was essentially to double melodic and
contrapuntal lines, even in genres such as
Monteverdi's solo vocal music or Corelli's sonatas and
concertos that are normally played today with an
'avoiding' type of accompaniment. This is in face of

the evidence of such things as solo vocal lines given in
the organ partitura of Monteverdi's 1610 Vespers or
contrapuntal lines provided in the fugues of Corelli's
sonatas and concertos — which, of course, are
normally thought of today as 'descriptive' rather than
'prescriptive'.
I have two reservations about Dr Herissone's
conclusions. Chapter 5 is entitled 'The Unusual Case
of Matthew Locke', and is focussed on the autograph
organ part for his fine verse anthem 'How doth the
city sit solitary'; it is printed in full with the voice
parts in an appendix on pp. 122-131. The organ part
is interesting not least because it is notated a fifth
higher than the voice parts (which seems to provide
evidence of a 'ten-foot' transposing organ in
Restoration Oxford). But Dr. Herissone's main point
is that it and other related Oxford sources appear to
preserve a style of accompaniment that, while
essentially doubling in the full sections, provides
much more independent material in the verse sections
than is customary in other Restoration organ books.
She is at rather a loss to explain why this is so, but I
would like to suggest that it is because Locke, born in
1621-2 and thus a generation older than Humfrey
(born 1647), Blow (born 1649) and Purcell (born
1658-9), was brought up with the pre-Civil War
idiom in which consorts or instruments were used to
provide polyphonic accompaniments to verse
sections. There are, of course, several Locke anthems
with surviving instrumental parts of this sort, 'When
the son of man shall come in his glory', 'The Lord
shall hear thee in the day of trouble' and 'I will hear
what the Lord God will say' (with its unpublished
first part 'Lord, thou hast been gracious'). I argued in
Four and Twenty Fiddlers: the Violin at the English
Court 1540-1690 (Oxford, 2/1995), pp. 394-395
that these pieces were written for the early Restoration
Chapel Royal, and were intended to be performed
with cornetts and sackbuts playing the instrumental
lines — a survival of pre-Civil War practice. Given
that some pre-Civil War consort anthems exist in
versions with an organ reduction replacing the
instrumental parts, it may be that 'How doth the city
sit solitary' was first written as a consort anthem, and
that the autograph organ part reflects Locke's attempt
to retain as much detail of the contrapuntal consort
writing as possible. Or it could be that this part (and
the other Oxford sources she discusses) was just
influenced by early seventeenth-century organ
transcriptions of consort anthems.
My other reservation concerns her treatment of
the eighteenth century. She writes (pp. 113-114) that
the later sources imply 'a shift towards improvised
chordal accompaniment in music by the new
generation of composers. Several two-stave organ
parts from the same late period include detailed
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figuring, have passages where the right-hand stave is
blank,
and
incorporate
obbligato
organ
accompaniments, and these seem to confirm the
increasing reliance on figured bass and independent
accompaniment by the early eighteenth century'. I
am sure that is true, but it is not the whole story.
Fully
written-out
two-stave
doubling
accompaniments for contrapuntal pieces continued
to be included in manuscript organ books. For
instance, a late eighteenth-century example in my
possession includes fully written-out parts for
anthems by Daniel Farrant, Palestrina (arranged by
Henry Aldrich), William Croft, Charles King, James
Nares and Thomas Sanders Dupuis. When figured
basses were replaced by written-out realisations in
English publications around 1800 (including, of
course, editions of early music), contrapuntal pieces
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continued to be given doubling organ parts.
Interestingly, in Vincent Novello's volumes of Purcell's
sacred music, published in the 1820s, the organ parts
double not just in contrapuntal passages but also in
string sections and even in vocal solos. This style of
realisation continued through the nineteenth century,
and can still be seen in the early volumes of the
Purcell Society edition, begun in 1878. Thus one
could perhaps argue that the practice Rebecca
Herissone describes so fully and interestingly never
really went away.
But these are small reservations. Anyone
interested in accompanying Restoration church music
in a stylish way needs to read this book - as, of course,
should anyone interested in the wider Continental
tradition from which it derives, and for which it
provides such useful and detailed evidence.

Review:
Richard Maunder,
The Scoring of Baroque Concertos
(Boydell Press, 2004); Neal Zaslaw and John Spitzer,
The Birth of the Orchestra:
History of an Institution 1650-1815
(Oxford, 2004); Simon McVeigh & Jehoash
Hirshberg, The Italian Solo Concerto,
1700-1760: Rhetorical Strategies and
Style History (Boydell Press, 2004)
Clive Brown

The historically-informed performance of older music has become an increasingly
prominent aspect of music making during the past 100 years, and much has been
written about performing practice. There remains, however, much to be
investigated, and the three books under consideration here each makes a valuable
contribution to our knowledge. Yet the relationship between what is known by
scholars and what is done by performers remains equivocal. Our attitudes in this
respect are very much coloured by the circumstances of our times.
The performance of non-contemporary music
and the revival of forgotten compositions from past
epochs went hand in hand during the nineteenth
century. A selection of works by composers such as
Gluck, Haydn and Mozart was among the earliest
secular music to gain and retain a place in the
repertoire of concert hall and opera house. A few
sacred works by Handel, alongside more specialist
liturgical music, also had a continuous performing
tradition before the nineteenth century within rather
restricted circumstances. During the nineteenth
century the great works of Haydn, Mozart and
especially Beethoven were widely seen as setting criteria
of excellence against which the music of more recent
composers could be measured. But this was a time
when modern bows were evolving, and the
construction of wind instruments was changing
radically, while the constitution of orchestras and the

manner of their direction were subject to major
developments. The preservation of these repertoires,
therefore, was generally accompanied by a continual
process of contemporisation. While a few influential
musicians, such as Mendelssohn, revered and, to a
degree, maintained inherited traditions of performance
associated with Classical repertoire (but not, for
obvious reasons, Baroque), others, such as Liszt and
Wagner, had no compunction about bringing all
repertoires 'up to date', both with respect to style
(phrasing, tempo etc.) and even, in Beethoven's
symphonies for instance, altering the score to
accommodate the new capabilities of more recent
instruments. For the most part, there was little interest
in retaining or reviving old instruments or attempting
to preserve the performing forces or conditions of
earlier repertoires. Moscheles's interest in the
harpsichord, Fetis's questionable performances of early
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music, and other such ventures remained isolated
attempts. The nineteenth century was quintessentially
an era of progress. It was, nevertheless a century in
which the evolving discipline of history, often linked
with a burgeoning sense of national identity,
encouraged a growing interest in and documentation
of the past. One by-product of this was the extensive
exploration of documentary sources of old music,
which gave rise during the second half of the century,
to a large number of collected editions and
'Denkmaler'
containing
pre-nineteenth-century
composers' music; most of this, however, rested
unperformed on library shelves for many decades. The
twentieth century, on the other hand, saw a
progressively growing interest in unfamiliar repertoires
and in the performance of older music according to
historical principles. The increasing availability of
cheap recordings in the second half of the century
played a major part in disseminating rare repertoires
and broadening the spectrum of performance styles.
There have been two principal strands in the
twentieth-century revival of historical performing
practices. One might broadly be described as
organological, involving the study and revival of old
instruments and of historical ensembles. The other
may be designated stylistic, and centres upon the study
of treatises and other historical texts that might be used
as the basis for recreating an appropriate manner of
performing on these instruments in particular
repertoires. In practice, however, the ways in which
modern performers play historical instruments is often
determined less by evidence, than by die instinctive
application of techniques acquired in learning modern
instruments, modified slightly by the different
characteristics of the older instrument. In many cases,
too, the choice of a particular form of instrument, as
well as decisions about the size and constitution of
ensembles is frequendy conditioned by convenience
rather than scholarship. The reasons for this state of
affairs are complex. On the one hand there is no
consensus about what musicians are trying to achieve.
Opinions run die whole gamut from a naive belief diat
styles commonly employed by successful professional
'historically informed' musicians genuinely represent
historical practice, to a more sophisticated attitude in
which, historical truth (whatever diis is conceived to
mean) being unattainable, players of period
instruments will set about creating their own 'post
modern' style. Somewhere between these extremes are
the many musicians who are truly interested in
discovering what the evidence can tell us about past
practices and, where professional pressures and
commercial considerations permit, in employing them
in their own performances. To do this, however, they
need not only time and the will to experiment, but also
clear practical guidance.
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The three books under consideration here are
all, in their different ways, welcome additions to the
literature. Two of them deal directly with matters of
performing practice, while the other is concerned more
with the style and context of a particular repertoire.
Simon McVeigh's and Jehoash Hirschberg's The Italian
Solo Concerto provides a fine companion piece to
Richard Maunder' s The Scoring of Baroque Concertos.
The one examines the rich repertoire of Italian
concertos from Vivaldi to Tartini, charting cross
currents and stylistic influences, while the other,
focusing on a wider range of repertoire, deals with a
quite specific aspect of the number of players required
to perform Baroque concertos in the manner envisaged
by their composers.
McVeigh and Hirschberg begin by demolishing
the persistent myth that Vivaldi composed the same
concerto some four hundred times. In die first few
chapters, they show convincingly the variety of his
approach to form and rhetorical gesture, which never
quite corresponds to the stereotypical ritornello form
often attributed to him. Thereafter, they compare and
contrast his approach and output with that of his
contemporaries and immediate successors. The titles of
the later chapters clearly outline the scope of this part
of die study: Rome: Renovating Tradition; The
Venetian Orbit; From Venice across the Alps; Platti
and d'Alai — the Common Taste; Bologna:
Overthrowing Tradition; A Tale of Two Cities: Milan
and Venice; Turin and the French Connnection;
Padua, Tartini and 'la maggior perfezione del buon
gusto'. For many readers of Early Music Performer, the
principal value of this book will be its exploration and
appraisal of a repertoire that provides rich resources for
amateur musicians; the clear and readable analytical
discussion of the works will also foster the kind of
understanding that is helpful to an effective
performance.
There is little specifically about
performing practice in the book. One reference to style
of performance, concerning Tartini and Somis, may
perhaps be misleading. The authors suggest that Somis
bequeathed to his successors 'a powerful bow-stroke, a
rich tone and a grand eloquence diat stood in contrast
to the more delicate nuances of the Tartini School' (p.
277). Although they give no supporting evidence for
this statement, it seems to be based upon the
assumptions of Peter Walls and others that the known
'delicacies' of some of Tartini's most famous pupils
(especially Nardini and Ferarri), particularly with
respect to bowing, reflected the master's style. There is,
however, contradictory evidence. Leopold Mozart,
who clearly based his approach on Tartini's style in
many respects, particularly admired a firm and 'manly'
bowstroke; and C. D. F Schubart, who was a notable
connoisseur of mid eighteenth-century violin playing,
described Tartini as having a 'deeply-cutting

bowstroke', a ' majestic and stately employment of the
bow', and as 'pulling-out the notes right down to their
roots', contrasting this specifically with the more
delicate playing of Nardini and Ferrari. But this is a
small quibble in the context of a thoughtful and
extensive study of repertoire that has previously been
quite imperfectly understood.
Richard Maunders book deals with much of the
same repertoire, although he goes beyond Italian
concertos to consider similar works in the rest of
Europe. In contrast, though, he focuses directly on
matters of performing practice. The principal concern
of the book is articulated in his Introduction. He
acknowledges that more recent performances have
paid increasing attention to 'details of baroque
performance practice such as correct interpretation of
ornament signs and of imprecisely notated rhythms,'
but states that 'A more fundamental question, however,
has hardly ever been asked, let alone answered. What
was the size and make-up of ensembles the composers
expected?' His study concentrates largely on the
substantial resource of surviving original performing
material, which shows, he claims, 'beyond reasonable
doubt that - with a few well understood exceptions concertos were normally played one-to-a-part until at
least 1740'. He also investigates a number of other
important aspects of continue practice and shows that
'different practices were current at different times and
places', and that the standard modern continue group
of harpsichord, cello and bass is by no means what the
composers envisaged in all cases. The Introduction
helpfully discusses these issues together with related
ones, such as the meaning of Solo and Tutti markings
in the parts, giving the reader a useful digest of the
issues that are elucidated later in the book by a detailed
forensic examination of the documentary evidence. At
the end of the Introduction Manuder also mentions a
supplementary function of the book, which is to draw
attention to 'some unjustly neglected masterpieces that
certainly ought to be revived'. The book divides into
two main sections, dealing successively with the
periods 1685-1725 and 1725-50; in the first he
includes chapters on Bologna, Venice, Rome,
Germany and Holland, and England, while in the
second he deals with concertos in Italy, Germany, The
Low Countries and France, and England. Maunder's
powers of reasoning are impressive, and it would be
hard to dispute his principal conclusions, which are
supported by a mass of carefully analysed evidence. All
in all, it is an important study that deserves to be
carefully read by all those who claim an interest in the
historically informed performance of baroque
concertos. Amateurs and small ensembles will
doubtless be delighted to reclaim this repertoire for
themselves with the confidence that they are
performing it (as far as forces are concerned) according

to the composers' expectations; whether larger
professional and amateur ensembles will be content to
be deprived of it is another matter.
John Spitzer's and Neal Zaslaw's The Birth of the
Orchestra is a very different kind of book. Whereas
McVeigh's and Hirschberg's, and Maunder's studies are
both, in some respects, a 'tough read', requiring close
and careful attention to the details of the argument,
The Birth of the Orchestra covers a broader canvas in a
way that will be of greater interest to the general reader.
This is not to suggest that it lacks detail. Indeed, the
book contains a mass of very specific historical data
and is generously supplied with illustrations and plates
that make important iconographical evidence available
to the reader (although, because of the reduction in
size necessary to fit them on the page, some of the
intricately-detailed illustrations are so difficult to
interpret that the verbal description in the text is
necessary to make sense of them). The great strength of
this book lies in the sweep of the narrative, supported
and enriched at all stages by fascinating and valuable
evidence of the kinds of ensembles that were used for
particular repertoires and in particular circumstances.
It can be read either as a chronicle of one of the central
developments in the history of Western music between
the Renaissance and the Industrial Revolution, but it
may also be used as a reference work for those seeking
particular information about the great diversity of
circumstances and practices that characterised the
development of large ensembles during this period. In
an introduction the authors provide a range of
examples, selected from musical treatments of the
Orpheus myth from Monteverdi to Haydn, to
illustrate the changing nature of ensembles over time,
and investigate the etymology of the word 'orchestra',
before summarising the principal phases and aspects of
its evolution. The subsequent chapters tell the story of
that evolution chronologically in elegant and lucid
prose. After a chapter on 'Pre-orchestral Ensembles',
Lully and Corelli are identified as key figures in the
emergence of elements that are fundamental to the
concept of an orchestra, and the specific conditions in
Italy, France, Germany and England are examined in
separate chapters. In a series of four chapters the
classical orchestra, its physical arrangements,
performance practices, and personnel are considered,
before two final chapters deal with 'The Birth of
Orchestration' and 'The Meaning of Orchestra' (an
entertaining discussion of ways in which, at the time of
its emergence as a central element of European music
making, the orchestra was used as a metaphor for social
and political concepts). The reader will find not only
an engaging narrative, but also much useful
information about particular issues of size, proportions
and practices that will be valuable both to students and
practioners.
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