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Instructions for performance in
Sir William Leighton s
The Teares or Lamentations of a
Sorrowfull Soule (1614)
Richard Rastall

The Teares or Lamentations of a Sorrowfull Soule (1614) is a table-format book of
texts by Sir William Leighton (c. 1565-1622) set by 21 composers, among them
some of the best-known of the period. The book includes two performanceinstructions that have not been adequately explained, put into practice or related
to the wider performance context in which they appear.1 The musical results of
following these instructions are important, for the short and mainly single-texted
pieces to which they refer are not really what they seem. Following these
instructions sheds considerable light on this repertory, which is little known, and
on the performance of a rather better-known source as well.
Leighton's Teares or
Lamentations of a Sorrowfull Soule
William Leighton was born probably in Shropshire:
his family was landed gentry, his father being chief
justice of the Welsh marches.2 Leighton became MP
for Much Wenlock in 1601, and a gentleman
pensioner at court in 1602. On the accession of James
I the following year he wrote and published Vertue
Triumphant, a book of poems dedicated to the king
and flattering his cardinal virtues. He was knighted
on 23 July 1603, two days before the coronation.
Sir William did not prosper, however. He
seems to have been inept both politically and
financially, and he ran into trouble in both spheres.
Sued for debt, he was outlawed in 1608 and
imprisoned in 1610. While in prison, he wrote a
collection of 'Himnes and spirituall Sonnetts'
lamenting his sins and misfortunes. It is not clear
whether or not he was still in prison when this book
was published in 1613 under the title Teares or
Lamentations of a Sorrowfull Soule (hereafter 'Teares
1613'). On the face of it, the book was a public
expression of remorse for actions that must have
seemed not only incompetent but decidedly shady,
and this may have been its primary purpose. It was

also a show of solidarity among his friends, however,
some of whom contributed commendatory verses,
and one can also see the publication primarily as a
stratagem for bolstering his reputation and thereby
reviving his fortunes.
From the start, Leighton had intended the
poems to be sung, expressing in his address to the
reader an Vnfeigned affection & earnest desire' that
others might 'reape profit and consolation by singing
or reading of them'. He went on to say both that the
poems could be sung to the normal tunes used for
metrical psalms and that, for those with musical
ability, he had himself written settings of them and
had asked others, skilled composers, to provide
settings as well:3
If thou art not skillfull in Musicke, then
mayest thou read them or sing them in
the common and ordinarie tunes
beseeming such a subiect. But for them
who either delight in Melodious
Harmonies, or else are themselues
skillfull in Pricksong, I intend (God
willing) likewise to divuldge very
speadely in print, some sweete Musicall
Ayres and Tunable Accents, whereof

some of the plainest sort are mine owne
Ayres and the rest are done by expert
and famous learned men in that science
and facultie, as hereafter in the same
booke appertayning to this shalbe
expressed, to which tunes all or the most
part of all thiese songs, Hymnes or
Sonnets are at the pleasure of all those
that delight in Musique, to be sung or
plaid, as shalbe most pleasing vnto
them.
This tells us a number of things:
1 Reading the poems is an acceptable performancestyle. Leighton does not specify whether this is an
individual reading silently to her- or himself
(hardly a performance, strictly speaking) or
reading aloud to others, but he probably intended
both as both are acts of entertainment or piety
with a long history.
2 The poems must all or mostly be written in the
same metres as metrical psalms, as they can be
sung to the relevant tunes.
3 Some new and more interesting settings have
already been composed by Leighton and by others.
4 A book of settings is in preparation and will be
published.
5 The settings (or some of them, anyway) can be
played as well as sung. (This would be true of
vocal part-music in any case, so he seems to be
implying more than just the possibility of playing
individual lines on instruments. He may have in
mind the parts in tablature.)
In his dedication to Prince Charles, Leighton put all
this rather more simply, adding the usual excuse for
presenting something in print — that his friends had
asked him to publish his work:4
When I had written these Lamentations
... for which I had likewise made
sundry notes & ayres, I was desiered by
some of my best friends to publish my
whole indeauours therein, and being
very willing to giue such men as delight
in Musicke perfect contentment: some
of the most excellent Musitions this Age
can afford, haue in their loue to me
composed (for the better grace of my
poore labours) most full and Melodious
Musicke; ...
The publication of the music book the
following year showed that his announcement was no
idle boast. Its fifty-five compositions are the work of
no fewer than twenty-one composers: eight pieces are
by Leighton himself, four each by Byrd and Milton,

three each by Bull, Alfonso Ferrabosco II, Jones and
Peerson, two each by Coprario, Dowland, Ford,
Orlando Gibbons, Giles, Hooper, Robert Johnson,
Kindersley, Thomas Lupo, Pilkington, Ward, Weelkes
and Wilbye, and one by the otherwise unknown
Timolphus Thopul. If we add to this the inclusion of
laudatory poems by twelve different men, this
publication does seem to constitute a strong show of
support and sympathy for the unlucky Leighton.
This second, musical version of The Teares or
Lamentadons of a Sorrowfull Soule (hereafter ' Teares
1614") is in small table-format, one piece per
opening. The layout is a little cramped for some of the
longer five-part pieces, but much of the book is laid
out quite spaciously. The first section (nos. 1-18) is
for four-part voices accompanied by the instruments
of the standard mixed consort used by Morley and
Rossiter in their consort lessons.5 The Cantus, Altus
and Bassus voices are doubled by treble viol, flute and
bass viol, respectively: the players of those
instruments read from the vocal lines, so that their
participation involves no extra music print. The
players of the lute, cittern and bandora, on the other
hand, read from tablatures printed in score with the
Cantus, Altus and Tenor voices, respectively. Thus for
these pieces, a total of seven voice-parts is printed
(four on staves and three in tablature), rather than the
four or five for the second and third sections.6
Although this potentially makes for a rather cramped
printing, these pieces are all short, and even here the
layout is quite spacious. The second section (nos. 1930) is for four-part voices without notated
instrumental parts, and the third (nos. 31-55) for
five-part voices.
In fifteen pieces throughout the book extra text
is provided, in the form of two or more stanzas
printed in a separate block. In most cases this text is
printed with the Bassus part, so that only two of the
singers could read it; in only five songs (nos. 25, 32-3
and 36-7) is additional text printed with several voices
so that it could be sung by everybody. Thus the great
majority of pieces appear to be single-texed items in
which the only text to be performed is that underlaid
to the voices.
The instruction for second and subsequent stanzas
It is however clear that Leighton did not intend Teares
1614 to be performed in this way, with each piece
being sung once, to a single text. At various places in
the print, at the bottom right-hand corner of the
right-hand page, appear references in the form "vide
fol. nn": if one looks up such a page-number (not
folio-number) in Teares 1613, one finds the complete
poem of which the song sets a single stanza. Many of
these references appear even when the music bears
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Figure 1
No. 8, Leighton's O Lord thy name's most excellent, showing extra text with the Bassus part and, bottom right, a reference to fol. (rectep.)
108 of 7"<w« 1613. Royal College of Music, London

additional text (see Figure 1 for an example).
Looking up the poem in Teares 1613 in these cases
shows that the additional text is only a part of the
total text available for the piece concerned (Figure 2).
The intended use of these references is
explained, after a fashion, by a performance direction
on sig. [a2]v of Teares 1614, following the laudatory
rpoems at the front of that book:
Note that this Musicall Booke inserteth
onely the first staffe of the Hymne or
Psalme: but it is the Authors intention
that in the practise of this heauenly
harmonious exercise, some one in the
company should out of his other
Printed booke read the other staues to
them that play and sing.

Here the noun 'staff and the verb 'insert' do not carry
their modern meanings. Since one can read 'staves' in
the author's 'other printed book' - that is, Teares
1613, which contains no music - 'staff evidently
carries its now-obsolete meaning of a poetic verse or
stanza;7 and so 'inserteth', which suggests fitting the
words into the printed music, means only 'contains'
or 'includes'.8
This direction, then, requires someone to read
the second and subsequent verses of the poem to the
instrumentalists and singers, presumably after they
have performed the setting of the first stanza. The fact
that the verses should be read to the performers — that
is, out loud rather than in pectore — makes this an act
of performance, not one of personal devotion. On the
face of it, the intention is that the reader should wait
until the musical performance of the first stanza is
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Figure 2
Teares 1613, 108-09. British Library

ended (or perhaps, in the case of a piece with
additional text, the first three or four stanzas) and
then read out the rest of the poem. This would be a
curiously
heterogeneous
performance-practice,
known from nowhere else. What is the purpose of the
musical performance if most of the text will actually
be spoken? Can this really be what Leighton
intended, considering that he must have gone to great
trouble to persuade famous and well-known
composers - a very impressive line-up, one must
admit - to set his poems? It seems unlikely: and, after
all, the extra text included with some pieces,
unsatisfactory as it is, suggests otherwise.
It is notable that the instruction takes no
account of listeners, which one might expect if the
music is to be used in a devotional domestic setting.
The text is to be read only to 'them that play and
sing'. This suggests that they do not stop singing and
playing, although it is certainly ambiguous. And if
they do stop performing to listen to the reader, why
are the verses not read to everyone? Although the
performance might be one in which only the
performers are present, specifying them implies the
presence of others: why, then, does the reader not read
the verses to 'all those present', the 'company' of
which the reader is a part? If the purpose of reading is
to present the second and subsequent verses as a

spoken performance, that purpose is defeated if they
are not read to the listeners. Evidently there is another
purpose in reading the texts to the performers: and
this must be so that they can perform the whole text.
The only logical possibility, it seems to me, is
that the reader 'feeds' each line of the text to the
singers as they need it. In this way the singers can
perform texts that they do not have in front of them.
To the objection that this would not involve the
instrumentalists there are two answers. First, for both
devotional and musical reasons the instrumentalists
must know what texts they are accompanying:
otherwise they can neither take part in the devotional
exercise nor provide an appropriate expressive backing
for the text (sad, joyful, active, contemplative, etc.).
Second, since some of the poems are long — up to 40
or so stanzas, although most are much shorter — a
process of selection might well be needed: even if the
instrumentalists knew the poem by heart, they must
still be told which verses were to be performed and
where the piece was to end.
One might also ask why the singers cannot
have the later verses in front of them. Because Teares
1614 is in small table-format, with the singers facing
in different directions around the table, even
providing some extra text for some singers does not
solve the performance problem, for which all the

singers would need to see all the text to be performed.
The extra text printed seems, in fact, to be a
convenient and usual way of filling in unused space
on the page (unused staves were also printed for this
purpose, as Figure 1 shows). Multiple copies of Teares
1613 would be the only solution enabling all the
singers to read the words. This was probably
impossible practically, and perhaps undesirable
financially; and, in a non-print-based society, reading
the music and hearing the words to be sung might
be preferable to trying to read two books
simultaneously (a harder task than that given to
modern singers keeping track of the music while
reading second and subsequent verses on the opposite
page of a hymn-book).
There is a related repertory, that of the metrical
psalms, in which an aide-memoire was incorporated
into the actual performance. Most metrical psalmbooks present the music, followed by the text, in
normal upright format, so that all four singers can
read both music and text from a single copy. The
relative simplicity of the line-by-line presentation of a
metrical psalm, together with the lack of verbal
repetition and unchanging metrical structure, makes
this quite easy. Besides, most people must have
known much of the Sternhold and Hopkins version
of the psalms by heart, while in church the psalms
were sung with the parish clerk 'lining-out' the tenor
(tune), giving each line (text and tune) to the
congregation to repeat.
However, there is one psalm-book in which the
simultaneous reading of text and music would not be
possible, and in which the same problem as in Teares
1614 must have arisen, albeit in a rather less acute
form. Like Teares 1614, Richard Allison's Psalmes of
David in Meter (1599) is in table-format; and, like the
first section of Leighton's book, the music is for four
voices accompanied by instruments — in this case,
cittern and lute.9 Although the format is rather larger
than that of Teares 1614, in Allison's book, too, only
the first verse of each psalm is underlaid to the music:
and here no subsequent verses at all are printed.
Although the singers had a better chance of knowing
the Sternhold and Hopkins psalms by heart, the
arguments for giving the singers and instrumentalists
some help are the same as for Leighton's poems. Here,
perhaps, although there is no direct evidence for it, is
another possible case for a reader feeding subsequent
verses to the performers.
Without further evidence, this explanation
must remain speculative and unproven, although it
seems the best solution to the problem and perhaps
the most likely possibility. The question of what
would or would not be specifically possible is however
a difficult one. Two circumstances seem necessary to
ensure that this performance-practice would work

easily: first, that each line of text be completed by all
voices before the next line is started, preferably with
rests or long notes at the end of each text-line; and
second, that repetitions of text be either entirely
absent or be repetitions of a complete line in all
voices. These conditions are met in all metrical
psalters using the Sternhold and Hopkins texts, but in
Teares 1614 only in the simplest of the settings and
almost exclusively in the first section of the work. All
of the pieces by Leighton himself fall into this
category (nos. 1-8), and most others in section 1 do
so too. Perhaps only in those by Bull - Attend unto
my tears O Lord' (no. 17) and 'In the departure of the
Lord' (no. 18) - is feeding the text-lines likely to be
impossible because of the imitation from the start of
the piece.10 Several pieces by composers other than
Leighton in this section start out by setting the first
two lines homophonically but then, often in a
repeated second half, move into a simple imitative
texture in which repetition of small text-units is a
feature. This kind of repetition usually makes it
difficult to fit second and subsequent verses to the
music because, even if the syllable-count is the same
for the particular line, the division into words may be
inappropriate for the music. To take an example, John
Milton's 'Thou God of might hast chastened me' (no.
10), in setting the regular 8-syllable line 'and humbled
me to know my God', repeats the words 'to know' in
the Cantus part:
and humbled me to know, to know my God.
In the second verse, the last line 'my flesh me paineth
woefully' would read, if the corresponding syllables
were repeated,
my flesh me paineth woe, -neth woefully.
Clearly, this kind of problem is not insuperable. In
the present instance the music allows the solution 'my
flesh me paineth, paineth woefully', and a singer used
to fitting second and subsequent verses to the music
might well light on this solution even when sightreading. On the whole, however, even assuming
considerable experience and ability in underlaying
words, one would expect some homework to be
needed for this kind of problem and, in the most
difficult pieces, perhaps some written reminders of
the solution chosen.11
It is doubly difficult to know where the
boundary between the possible and the impossible
might come for a domestic singer of the early
seventeenth century: but almost certainly s/he would
be more adept at this than a modern singer. All the
same, a highly-competent group of singers, given
some concentrated practice, might well achieve

enough to show roughly where the boundary might
lie. To this end I invited a group of colleagues to
spend most of a day with me, singing some music by
John Milton and Martin Peerson, to test various
possibilities in different types of music.12
All of the music was new to all of the singers.
After warm-up exercises we started with two settings
of metrical-psalm tunes from Ravenscroft's The Whole
Booke of Psalmes of 1621. As in the originals, I had
underlaid the first verse to the music: but, unlike in
the original, I hid the second and subsequent verses so
that the singers could not read them. These settings
were not difficult to sight-read, and I made the singers
practise them to the extent that they began to know
the music reasonably well. At that stage we chose one
of the settings and tried singing other verses, with me
feeding the singers each line of text as it was needed. It
was not easy to hit on the right place to begin reading
and the best speed at which to present the next line:
but, broadly speaking, only 4 or 5 beats were needed
to speak a complete line, so that I started feeding the
next line as the singers approached the cadence to the
current one. To modern singers this was clearly a little
nerve-wracking, and it would demand considerable
concentration if one were to do it for the duration
of a long psalm. On the other hand, it became
noticeably easier with practice: and a seventeenthcentury singer would have the advantage of knowing
both the music and the Sternhold and Hopkins text
much better than we do.
My conclusion thus far was that the 'feeding'
method could be used successfully in Allison's Psalmes
of David in Meter (1599);13 and it was easy enough to
try the same method on one or two of the simpler
pieces in the first section of Teares 1614 and find that
there, too, the method could be successful. In this
exercise it was useful to confirm my suspicion that it
was not simple imitation per se that caused problems,
but the overlapping of the text of one line with that of
the next, which left no space between lines for the
singers to take their bearings on the next line of text:
and when the singers moved from one text-line to the
next at different places, my feeding of the line was too
early for some and too late for others. I do not say that
an experienced group could not have used this method
as an aide-memoire to a more complex piece that they
knew well; but I do not think it could be used to
enable a performance of texts that they did not already
know. It was noticeable that when we tried the method
on an obviously more complex imitative piece with
more varied text-repetitions the singers found the
mental processes needed to be too demanding. Again,
however, one must say that seventeenth-century
singers understood a lot more than we do about poetic
texts, and could memorise and manipulate them (and,
apparently, understand them) more easily than we do.

The method could be used, then, in all the
pieces of the first section of Teares 1614 except,
probably, nos. 17 and 18, and in a few pieces in
sections 2 and 3 that do not use substantial imitation.
It is quite possible that Leighton's specifying of 'them
that play and sing' referred only to those pieces in
which instrumentalists take part (i.e. section 1). This
would unnecessarily exclude pieces from elsewhere in
the book, however, and on balance I do not think that
this was his intention.14 On the contrary, if he were to
be inclusive in his wish for the music to be
performable, he would surely have encouraged
performers to achieve as much as possible by using the
method not just in the easiest pieces but in more
difficult ones, too. In general, I think that this
method may well be what Leighton intended, and
that practising it may be a useful way of starting to
learn the more memory-based techniques of the
seventeenth-century singer.
The adaptation of psalm-texts to settings
A second performance instruction is found in the
title-page of Teares 1614, which notes:
And all Psalmes that consist of so many feete
as the fiftieth Psalme, will goe to the foure
partes for Consort.
In Sternhold and Hopkins's collection, Psalm 50
appears in two versions. One, by 'William
Whittingham', is in 10-syllable lines, beginning
The mighty God, th'eternal hath thus spoke,
And all the world he will call and provoke.
The other version is by John Hopkins, in what has
become known as Short Metre, 6.6.8.6. syllables:

The God of Gods, the Lord,
hath call'd the earth by name:
From whence the sun doth rise unto
the setting of the same.
Hill thought 'the fiftieth Psalme' to be an error for the
51st, which is in lines of eight syllables.15 Certainly
any psalm in this metre could theoretically be sung to
settings in the first section (nos. 1-18) of Teares 1614,
the section with consort accompaniment, because
most of those poems are in 8-syllable lines. Eleven
(nos. 1, 4, 7-12, 14-15) set stanzas of four 8-syllable
lines (the Long Metre of later hymn-books) and one
(no. 6) sets an eight-line stanza; two songs —
Leighton's 'My soul doth long' (no. 3) and Hooper's
Alas that I offended ever' (no. 13) — use an extra
syllable at the end of some lines and therefore demand

that the final note of the line be split. The extra
syllable does not change the number of feet in the
line, of course. None of these pieces presents a
problem: any could be adapted as a setting of any of
Leighton's Long Metre poems. Two pieces (nos. 5 and
18) set six-line stanzas and one (no. 2) a three-line
stanza. These last three, obviously, could not easily be
used as settings of poems with four- or eight-line
stanzas, although in two cases there are musical
repetitions that would make it possible (if one sang
the repeated section to different words the second
time, instead of repeating the text).
The only real exception is Bull's 'Attend unto my
tears O Lord' (no. 17), which sets a stanza of 8.6.8.6
(Common Metre) and therefore cannot be used as a
setting for stanzas of 8-syllable lines. Elsewhere in the
book 8-syllable lines in groups of four are the norm,
although there are settings of poems in 10-syllable lines
and in Common Metre, 8.6.8.6. The majority of songs
in the unaccompanied sections of the work could also
be used to set Long Metre poems from Teares 1613,
therefore.
Was Hill right to think that Leighton had made
a mistake, writing the 50th psalm for the 51st? If
Leighton's note really means only that any of his
metrical psalms in Long Metre (8.8.8.8) could be sung
to the settings presented in section 1 of the book, this is
virtually self-evident. Title-page information about the
performance methods available for the music
contained in a book is usually a sales technique,
intended to suggest options that are not obvious to the
prospective buyer. Perhaps, then, it is worth
considering the possibility that Leighton meant what
the statement says - that in Teares 1614, poems in
either ten-syllable lines or Short Metre can be adapted
to the settings of Long Metre poems in the first section.
Of these, the second seems more likely than the
first, for in singing any texted line it is easier to disguise
the lack of two syllables than to 'lose' two syllables that
are surplus to requirements: the latter, in fact, demands
some careful division of notes in any largely syllabic
setting, such as these are. The possibility of such
adaptation is raised by an obviously related instruction
at the other end of Teares 1614, on the very last page of
the book (Figure 3):
This Booke hath relation to the former
Booke, printed with some small
additions by the Author. All the Psalms,
consisting of so many feet as the Lj. are to
be sung eyther for voyces, consort, or
both, as the Lamentations and other like
in this book, and the most of all Psalmes
beside, leauing out a Semi-briefe in euery
second line.

It seems extraordinary that a writer whose poetry is so
clear should express himself so opaquely in prose. The
first sentence reminds us of the connection between
the two publications, and that there is new material in
Teares 1614: but what can the second mean?
This sentence is certainly punctuated
unhelpfully, but it is surely in two parts. The first
states that, of Leighton's poems (in Teares 1613,
presumably), any psalm in Long Metre (8.8.8.8) can
be sung and played to the settings in the first section
of Teares 1614; and that the same goes for the poems
known as Lamentations and others.16 Teares 1613
includes nine long poems entitled 'Lamentation' (see
Figure 2), every one of which is in Long Metre and
would therefore fit the music of Teares 1614 section 1
without any change. This metre is in the great
majority in Teares 1613, actually: only a handful of
poems are in other metres such as ten-syllable lines or
Common Metre.
The second part seems to say that most of the
other psalms can also be sung to these settings as long
as a semibreve is omitted every other line. In Teares
1613, though, there are only two poems that fit this
description: a setting of Psalm 51 (pp. 41-60 and a
composite poem that uses Psalms 39, 51 etc., both of
which are in Common Metre, 8.6.8.6. This is not
much material for such a note to point to, however,
and perhaps 'all Psalmes beside' really refers to psalms
from the Sternhold and Hopkins collection in
Common Metre.
If this is the correct interpretation, then the
rest of Leighton's instruction falls into place. If we set
a stanza in Common Metre, 8.6.8.6., to a piece of
music designed for Long Metre, 8.8.8.8., then the
second and fourth text-lines are too short by two
syllables. In contemporary syllabic settings this means
that in every second line the voice will reach the end
of the text-line two minims (or one semibreve) early
and must therefore omit a semibreve's-worth of the
music for that line. Leighton does not specify that the
singers must omit the last semibreve's-worth and, as
an example will demonstrate, this is not the best
solution, because the voices then do not sing the
cadence. Figure 4a shows John Milton's setting of the
first two lines (Teares 1614, no. 10) of'Thou God of
might hast chastened me': Figure 4b shows the effect
of setting the poem from Sternhold and Hopkins
known as 'The Lamentation of a Sinner' to this
music:
O Lord, turn not away thy face
from him that lies prostrate:
Lamenting sore his sinfull life
before thy mercy gate.
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Figure 3
Teares 1614, the last page (sig. Nn2v), showing the instruction concerning the psalms. British Library
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Figure 4a
John Milton's setting of Thou God of might, bars 1-6.
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Figure 4b
Milton's Thou God of might, bars 1-6, with text from The Lamentation.
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Milton's Thou God of might, bars 1 -6, with text from The Lamentation, underlay amended.
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Milton's Thou God of might, bars 1-6, with text from Psalm 50.
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This adaptation starts the second line in the original
place and thus ends the sung line two beats early,
which is unsatisfactory. Of course, there are obvious
ways of dealing with the problem in this particular
case: one could repeat the words 'that lies' or even
'prostrate', and in the Tenor part, which already
repeats words, one could repeat the whole phrase 'that
lies prostrate". But an ad hoc solution would be
different for each stanza, and Leighton is evidently
suggesting a rule-of-thumb solution that will work in
all circumstances. A better solution is seen in Figure
4c, where the singers wait two beats before starting the
second line, and thus end the line at the cadence. This
strategy, broadly speaking, will work for any such
adaptation of a Common Metre text to a Long Metre
tune, even when the setting is quite complex.
This example shows why Leighton specifically
mentioned instrumental participation in the note at
the end of the book. If this method of adaptation is
used in an accompanied setting, such as those in the
first section of Teares 1614, then the musical texture is
not destroyed by the absence of the singers for two
beats. Not only are melody instruments still playing
three of the four vocal lines, but three chordal
instruments (omitted in Figure 4a-c) are also playing
the complete harmonic content of those beats. In this
way the music retains its integrity, even though the
singers stop singing for two beats (or however long
the setting makes it) every other line.
Finally, could Leighton's comment on the titlepage (quoted above) be correct? Certainly, we could
sing the first line of a Short Metre poem to a Long
Metre setting (or a Common Metre setting, for that
matter) by using exactly the same method. Figure 5
shows the opening of Hopkins's version of Psalm 50
as it might be sung to Milton's "Thou God of might".
The technique is exactly the same, but now applied to
the first, second and fourth lines of the stanza, not
just to every other line. I suggest, therefore, that
Leighton's title-page for Teares 1614 does mean
exactly what it says.

Summary
This discussion, largely speculative as it is and relying
on interpretation of Leighton's rather opaque
instructions, may nevertheless be helpful in enabling a
better understanding of The Teares or Lamentations of
a Sorrowfull Soule. To begin with, it is now clear that
the poems, Teares 1613, and the musical print, Teares
1614, cannot be treated as separate entities and
indeed were not intended as such by the author. This
much has always been clear, even if not acted upon.
The two prints should be used together, and to help
in this Leighton has provided references and
suggestions in Teares 1614.
His first instruction shows that, although
Teares 1614 presents only a small part of the relevant
text for each setting — often only a single stanza Leighton intended the whole of each poem to be
available for musical performance.17 On balance, it
seems likely that he intended someone who was
neither a singer nor an instrumentalist to 'feed' the
text of second and subsequent verses to the
performers as a reminder of the words to be sung. In
this way the complete texts of poems in Teares 1613
would be available, through a single copy, to all the
performers. This performance-method, if indeed it is
the correct one, could also explain how a book such as
Allison's Psalmes of David in Meter (1599) could be
used in the performance of second and subsequent
verses not printed in the book itself.
The second instruction - or rather, pair of
instructions - offers considerable flexibility in the
relationship between texts and musical settings. The
composers represented in Teares 1614 chose particular
texts to set, resulting in an unique connection
between each poem and its setting. Leighton,
however, seems to suggest loosening this relationship
in two ways:
(a)

First, he suggests that any Short Metre text
(6.6.8.6. syllables) can be sung to any Long
Metre musical setting. This not only allows
considerable fluidity in the use of the settings
Leighton obtained for Teares 1614 but would
also allow the singing of texts not by Leighton,
such as the Sternhold and Hopkins metrical
psalms.

(b)

Second, he suggests that Common Metre
poems (8.6.8.6.) could also be sung to Long
Metre settings. The method to be used applies
also to (a) above: singers should omit the notes
for the two missing syllables in each relevant
line. As demonstrated in Figure 4, the best way
of achieving this is to omit the first two notes
of the musical lines concerned, not the last
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two; and although this is not the best solution
musically in every case, it is certainly the kind
of fool-proof rule-of-thumb that Leighton
seems to be aiming at, and it works.
In both cases, Leighton refers specifically to the
consort-song section of Teares 1614, and for very
good reasons: the songs in this section are generally
the simplest in the book and, more importantly, the
instruments used in those songs provide a complete
musical texture even when notes are missing from the
sung lines. Leighton no doubt hoped that this kind of
adaptation would make his book more marketable.
I am not aware that such performancemethods have been discussed before. Clearly, there is a
good deal still to be discovered and understood about
performance-practice in this repertory: so I hope that
this article will encourage scholars to look for
further evidence in early 17th-century domestic vocal
music about the relationship between the texts and
their settings.
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See Cecil Hill, ed., Sir William Leighton: The Tears or Lamentations of
a Sorrowful Soul. Early English Church Music 11 (London, Stainer &
Bell for the British Academy, 1970), xi-xii.
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Teares 1613, f. [l]v. Note that Leighton uses "psalms" to mean
metrical versions, either his own (in Teares 1613 and 1614) or those
best known to his readers (presumably those by Sternhold, Hopkins
and others).

4

Teares \6\3, f. 5r-v.

5

I follow the numbering of Hill's edition here, which numbers the
entire contents in sequence. The original numbers the three sections
separately, and there are some errors both of numbering and of order.

6

The four-part vocal texture is complete in these pieces, so that —
although the loss of the instruments is serious in its effect — it is
perfectly possible to perform the music unaccompanied. Perhaps for
reasons of space, those items from Teares 1614 that Thomas Myriell
copied into his collection Tristitiae Remedium (London, British
Library Add. MSS 29372-7, 1615 onwards) are presented without
instrumental parts.

7

See the Oxford English Dictionary under "staff', 19b.

8

See the Oxford English Dictionary under "insert", 1 b.

9

Possibly Allison intended that the Cantus, Altus and Bassus parts
should be doubled by melody instruments such as treble viol, flute and
bass viol, but the book does not say so. The title page gives only the
sort of catch-all suggestion normal in such cases, that the music might
be "plaide vpon the Lute, Orpharyon, Citterne or Base Violl,

10 Outside of the first section (nos. 1-18) a few pieces such as Peerson's
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A Tale of Two Harps:
Issues arising from Recordings of
William Lawes's Harp Consorts
John Cunningham
William Lawes (1602-45) was one of the finest instrumental composers in early
Stuart England. His modern reputation has been secured in large part through the
publication of several fine studies,1 and editions of his music,2 as well as some
outstanding recordings.3 However, one aspect of his repertoire remains largely
unknown to modern audiences: the Harp Consorts, a 30-piece collection of
dances and one fantasia, which Lawes titled 'For the Harpe, Base Violl, Violin,
and theorbo'.4 The Harp Consorts contain some of Lawes's best instrumental
writing, yet no complete critical edition of the collection has been published, and
there is no recording of the entire collection.5
The neglect of the Harp Consorts stems from
two main problems. First, part of the collection survives
incomplete. The violin, bass viol and theorbo parts
survive complete in autograph partbooks (GB-Ob,
MSS Mus. Sch. D.238-40). However, autograph harp
parts survive only for HC1-8 (GB-Ob, MS Mus. Sch.
D.229) and HC26-30 (GB-Ob, MS Mus. Sch. B.3);
non-autograph harp parts also survive for HCl-20 and
HC26 (GB-Och, Mus. MS 5).6 Nevertheless, these are
problems surmountable by the publication of a
complete critical edition; one is apparently forthcoming
by Jane Achtman for PRB Productions.7 The second
issue is more contentious. It concerns the debate over
the type of harp for which Lawes composed: the gutstrung triple harp or the wire-strung Irish harp. When
Murray Lefkowitz published the first in-depth survey of
the collection in 1960 he concluded diat Lawes
composed for the triple harp.8 Many scholars and
performers accepted this view. Indeed, Joan Rimmer
asserted that the Harp Consorts 'are playable only on a
triple or double harp'.9 However, several scholars notably Peter Holman10 — have since presented
compelling evidence that Lawes intended the Irish harp.
Recordings of the Harp Consorts are relatively few and
often feature only one or two pieces from the collection.
They mostly, however, have used gut-strung triple
harps, reinforcing the assumption that Lawes intended
that instrument, arguably to the detriment of modern
reception. Thus, this article surveys the Harp Consort
recordings in an attempt to address the implications of
'authentic' instrumentation on modern reception.

Lawes's Harp
In a review of Lefkowitz's monograph on Lawes,
Thurston Dart took issue with the claim that the
Harp Consorts were composed for the triple harp,
and suggested that Lawes composed 'for the lovely
brass-strung Irish harp, not the relatively
dull-sounding gut-strung instrument'.11 Others were
less convinced. Another reviewer (of a separate
publication) concluded that 'as Lawes's music is not
always diatonic, I would agree with Lefkowitz that
Lawes's harpists played the triple harp, which with its
warmth, range and resonance blends well with the
violin, bass viol and theorbo'.12 This comment
embodies some of the main reasons for supposing that
Lawes composed for the triple harp: its range, timbre,
and (most importantly) its ability to modulate.
The Irish harp came from an essentially
diatonic music tradition. By the seventeenth century
the instrument usually had around 30 strings tuned
diatonically or modally (with few, if any, unisons),
with a range of approximately four octaves. The triple
harp had almost a hundred strings in three ranks.
'The two outer ranks are identically tuned to a
diatonic scale; the centre rank is tuned to the
intervening chromatic notes, plus two in each octave
which are identical with two in the outer ranks. From
the beginning its compass has not been less than four
octaves and a fifth'.13 A four-octave range, partly
chromatic throughout is necessary to perform all 30
pieces from the Harp Consorts (see below). Thus, the
triple harp would seem the obvious choice.
13

In Italy, gut-strung multi-rank harps were used
in early operas (e.g., Monteverdi's L'Orfeo (1607)) and
instrumental music (e.g., Pietro Paolo Melii's balletto
Intauolatura di Liuto Attiorbato Libro Terzo (Venice,
1616)). However, the Irish harp as it had developed
by the late sixteenth century was of limited use in
performing music requiring modulation or chromatic
colouring. Indeed, its characteristic diatonicism
would have been a significant barrier to performing
non-traditional, modulating, music. This appears to
have been a consideration for some Irish harpists, who
from at least the late sixteenth century began to
experiment with chromatic harps.14 In 1581 Vincenzo
Galilei described an Irish harp that had '54, 56 and
even 60' strings. Several decades later Michael
Praetorius briefly noted an 'Irlendisch HarfP, which
he claimed had 43 strings.15 The tunings given by
Galilei and Praetorius suggest that these harps were
partly chromatic.16 Also, the Irish harp in Reinholdt
Thim's painting Christian IV of Denmark's musicians,
1622 (which evidently depicts a harp consort of flute,
lute, bass viol and Irish harp) is a large instrument
with perhaps 50 or 60 strings, suggesting that it too
was chromatic.17 Furthermore, in the late seventeenth
century James Talbot, the Cambridge professor and
writer on music, noted the existence of large, possibly
chromatic Irish harps ('[The Irish Harp] Carries 43
single Brass strings, some 40. suppose for CC (some
36 at least)').18 The Dalway (or Cloyne, or Fitzgerald)
Harp constructed in 1621 for the household of Sir
John FitzEdmund FitzGerald of Cloyne, Co. Cork, is
the only example of an apparently chromatic Irish
harp to have survived. Only the neck and most of the
forepillar remain; the soundbox has been lost for
c.200 years. There are pins for 45 strings in the main
row, with a further seven pins in the middle of the
range. Some scholars have argued that the harp was
diatonic, and the seven extra strings sympathetic.19
However, in an important article Michael Billinge
and Bonnie Shaljean convincingly argued that the
instrument was chromatic in its upper range, diatonic
in the lower: the seven extra strings forming an
overlapping section with some duplication of
pitches.20 They suggested a range of either C to c'" or
D to d'". The Dalway harp is unlikely to have been
the first example of its kind given the careful
positioning needed for the seven extra strings. (The
original fragments and a recent reconstruction are on
display in the National Museum of Ireland.21)
Harp Consort Recordings
The Dolmetsch family were first to record Lawes's
music. In the mid-1930s they set up Dolmetsch
Gramophone Records [D.R.] to produce recordings
of music performed at the annual Haslemere festivals.
The last record (D.R. 16) included two dances from
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the Royall Consort.22 However, the earliest
commercial recording of Lawes's music (of which I
am aware) was not released until 1968. This was done
by Thurston Dart's pioneering ensemble The
Elizabethan Consort of Viols. The LP covered a
selection of Lawes's instrumental music chosen from
Musica Britannica 21,23 including his fantasia-suites
(one and two violins, bass viol and organ), the fiveand six-part viol consorts, and Pavan HC27 from the
Harp Consorts.24
Despite Dart's initial certainty that Lawes
composed for the Irish harp, a triple harp was used on
the recording. Interestingly, the harp was used not
only for Pavan HC27, but also for the ensemble's
interpretation of the brilliant fantasia-suite no. 8 for
violin, bass viol and organ (VdGS nos. 135-137).
Here, Dart took the bold step of having the original
organ part performed by the harp while adding his
own organ continue. As Margaret Bent's liner notes
explain:
Many features of the 'organ' part to this
sonata are far more characteristic of the
new-fangled triple harp than of the
organ; during rehearsals the players
found that all the perplexing problems
of texture and balance arising from the
use of organ tone for this part were
immediately dissolved when the harp
was used instead, so it was decided to
use the organ only to provide an
unobtrusive extemporized continue.25
Although it is difficult to see what features of the
organ part 'are far more characteristic of the newfangled triple harp', the use of the harp in this context
is not without foundation. The harp consort appears
to have developed from the substitution of the harp
for the organ in the accompaniment of divisions in
the early seventeenth century.26 This practice is likely
to have been extended to more serious consort music,
culminating in Lawes's exploration of the genre in the
1630s. Nevertheless, Dart's novel approach failed to
impress one reviewer, Derek McCulloch:
A harp is used in the opening sonata to
perform the 'organ' part. Justified as this
may be in terms of balance and colour,
the effect is largely counteracted by
Professor Dart's additional 'unobtrusive
extemporized (organ) continue' which
is decidedly obtrusive and dulls the
texture.27
However, in the same review, McCulloch
(unimpressed with the 'monochrome' musical palette
of the recording as a whole) noted that the most
attractive piece is the broken consort for violin, bass
viol (a difficult part well taken), lute, and harp [Pavan

HC27]. Another such set, instead of the second set
for six viols, musically the least attractive part of the
record, might well have widened [the record's]
potential appeal'.28
Dart also added his organ continuo to Pavan
HC27. In the Harp Consorts the theorbo player
would presumably have realized the continuo so
Dart's realization was not entirely out of place.
However, pursuit of an idiomatic performance was
not the main reason behind the inclusion of the organ
continuo. Rather, it appears to have been influenced
by a desire to bolster the harp part; as the liner notes
explain: 'once again the players decided that the organ
should be used to provide a soft background, binding
the other instruments together'. It seems that Dart
felt the triple harp to be insufficient when performing
the organ part in the opening fantasia-suite. He
evidently also recognised the need for an organ-like
texture in the harp part of Pavan HC27.
At this point the role of the harp in the Harp
Consorts should be explained. The collection
comprises six four-movement 'suites', each consisting
of one or two almans (or aires), one or two corants
and a saraband (HC1-25). There is also an aire, three
pavans and a fantasia (HC26-30). HC26-30 are in
the same keys as the six 'suites' and appear to have
been composed some time after HC1-25; they are
presumably optional movements designed to head the
suites. HC1-25 are basically two-part pieces with
harp accompaniment (Tr-B-Harp). The harp parts
that survive for HC1-20 are essentially in Tr-B format
(see Ex. 2); presumably they are intended to be
elaborated to some extent in performance. HC26-30
are composed in four real parts (Tr-B-B-Harp). In
HC26-30 the surviving harp parts are thicklytextured, similar to Lawes's organ parts for the viol
consorts or fantasia-suites (see Exx. 1, 3 and 5a). The
harp doubles the bass line (in the theorbo and
sometimes in the bass viol) and participates in the
contrapuntal texture with the violin and the bass viol;
it also carries the main melody in the pavans. Thus,
one needs to hear the harp as much as the bowed
strings. Because the tone of the gut-strung harp is
similar to the theorbo, it blends easily into the
ensemble; however, it also tends to be drowned out by
the bowed instruments. Indeed, if one wished to get a
sense of Lawes's harp consort it would perhaps be
more realistic to use a small chamber organ than any
gut-strung harp; The Elizabethan Consort were only a
short step away from such a drastic solution. Dart's
earlier conviction that Lawes intended the Irish harp
may have informed his decision to reinforce the triple
harp. Presumably lacking a chromatic Irish harp,
Dart's solution created a somewhat curious (and
uneasy) compromise, one that defines the essence of

the problem at the heart of almost every recording of
the Harp Consorts: in this context the triple harp is
not fit for purpose. It lacks the sustaining power and
distinctive timbre needed to accompany effectively
the violin and bass viol.
A powerful, sustaining sound has long been
recognised as characteristic of the Irish harp.
Traditionally played with long fingernails, it produces
'a large resonant sound quite unlike that of any gutstrung harp, with a suggestion of both bells and
guitar'.29 This was a quality observed by Lawes's
contemporaries. For example, Francis Bacon, noted
that 'no Instrument hath the Sound so melting and
prolonged, as the Irish Harp'.30 Almost 70 years after
the death of Bacon, James Talbot (quoting the harper
David Lewis) noted that the triple harp was 'seldom
used in Consort generally alone'.31 Joan Rimmer
conceded that 'the triple harp has a pungent tone and
is difficult to play; it is therefore not surprising to find
the statement by Lewis that it was seldom used in
consort'.32 However, pungency of tone is not the
problem. Recordings of the Harp Consorts testify to
the ease with which the triple harp blends with
Lawes's ensemble. The problem is that it blends too
well. Indeed, Talbot's comments should be noted with
some caution as they were made several decades after
the death of Lawes and cannot be taken as evidence
that the triple harp was not used in consort music. By
the Restoration the popularity of the Irish harp in
England was in decline, having been gradually
overtaken by the Italian harp. Although it is possible
that the Harp Consorts were performed on occasion
with a triple harp, it does not necessarily follow that
Lawes composed for that instrument.
An excellent example of the 'melting and
prolonged' sound of the Irish harp can be heard on
Ann Heymann's Queen of Harps." This includes a
medley of three consort pieces by the harper Cormack
MacDermott (see below) arranged for Irish harp, and
several arrangements of traditional Gaelic tunes.34
Although Heymann is using a smaller harp than
needed for the Harp Consorts, it is important to note
the bright, resonant sound of the harp, and
Heymann's virtuosic technique of stopping the strings
to accentuate the melodic lines and to avoid dissonant
clashes resulting from the sustaining strings. Such a
harp (and technique) would be much more suited to
Lawes's ensemble than the triple harp: blending easily
with the violin and bass viol, and powerful and
distinct enough to be heard clearly. Indeed, the
unsuitability of the triple harp is audible in the
Elizabethan Consort's recording, and implicit in
Dart's continuo.
The harpist with the Elizabethan Consort was
Ann Griffiths. She published a brief note shortly after
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McCulloch's review essentially highlighting the
shortcomings of using the triple harp in the Harp
Consorts. It is worth quoting at length:
I think it only fair to point out that the
harp used in the recording of William
Lawes's consort music (Argo ZRG/RG
555), reviewed by Derek McCulloch in
March (p.245), was a triple harp. As I
was the player concerned in this
recording, may I point out that anyone
who expects the usual harp sound on
this
recording
is
in
for
a
disappointment? Pedal harps of the type
used today were invented by Sebastian
Erard in 1810, and the sound of the
instruments, let alone their construction
and playing technique, is so different
that describing this instrument as a harp
is tantamount to saying 'piano' when
'harpsichord' is meant.
The harp used in Lawes's day, and the
kind of harp for which these consorts
were intended, was the triple harp. [...]
Instead of the rather lush, rounded
sound of the modern pedal instrument,
the triple harp is characterized by its
incisive sound and great carrying
power.35
The triple harp may well have an 'incisive sound', but
if 'great carrying power' was intended to be
synonymous with sustaining ability there was little in
evidence on the recording. Indeed, reading between
the lines, one detects a hint of pre-emption in
Griffith's note — a defence of the performance as
'authentic' or 'historical' ('stylish' was Dart's phrase.)
Griffiths implies disappointment; one different to
that expressed by McCulloch, but closer perhaps to
that implied by Dart's organ continue. She seems to
be asserting that if one is 'disappointed' the
instruments are at fault rather than the music,
suggesting that there was an inherent weakness in
Lawes's instrumentation — also implied by Dart's
organ. Thus, the question arises: if 'modern'
audiences should expect or express 'disappointment'
- one even anticipated by the performers — would
this also have been true of audiences and performers
in the 1630s? Surely, it is wide of the mark to suggest
that Lawes would have exerted so much effort into a
fundamentally weak ensemble. Debates over
'historical' performances notwithstanding: would
Lawes have settled for a less than satisfactory sound?
Especially when a 'rather lush, rounded sound' (to
borrow from Griffiths) perhaps would have been
available to him from an Irish harp (perhaps similar
to the one heard on Heymann's Queen of Harps).
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Over a decade after Dart's recording another
early music pioneer, Gustav Leonhardt, was attracted
to the Harp Consorts.36 Amidst a selection of pieces
from the Royall Consort and some lute songs,
Leonhardt included HC29, Lawes's brilliant pavan
based on a theme by his teacher John Coprario
(Ex. 1), one of two pavans in the Harp Consorts
based on now lost pieces by other composers. In the
autograph theorbo part (D.238, f. 42v) Lawes
attributed HC28 to 'Cormacke' [MacDermott]. On
the following page, he attributed HC29 to 'Coprario'.
In both instances Lawes signed his own name to the
companion violin and bass viol parts (D.239-40) and
made no reference to MacDermott or Coprario in the
autograph score (B.3). Lefkowitz suggested that the
'Coprario' pavan was an elaboration of Coprario's
Fantasia no. 7 for two bass viols and organ, a point
more recently restated by David Pinto.37 The opening
phrases of both pieces share similar bass-lines,
harmonies and melodic motifs. However, as Peter
Holman has suggested, it is much more likely that
Coprario composed a now lost pavan beginning with
the same theme, and it was from this Lawes quoted.38
Annette Otterstedt also identified the opening three
bars of the bass viol of HC29 as containing 'a
stowaway Ferrabosco theme';39 however, it seems
likely that this reference was unconscious. The theme
is from Ferrabosco's beautiful five-part pavan (VdGS
No. 2) in C major,40 the same pavan Lawes used as the
organ part for one of his pieces for two bass viols and
organ, suggesting that the two pieces were composed
around the same time.41 The harper on the Leonhardt
recording was Edward Witsenburg, who played a gutstrung Italian harp. The ensemble's interpretation of
Pavan HC29 allows one to hear the kind of acoustical
problem encountered by Dart, which led him to
include his organ continue; the gut-strung harp is
almost indistinguishable from the theorbo, and does
little to provide the support needed against the
concertante bowed strings. This is especially true of the
division strains where the harp carries the main pavan
melody (sometimes doubled by the violin).
The same difficulties are present in an
ambitious project produced by the Early Music
Institute of Indiana University, directed by yet
another early music pioneer Thomas Binkley (193295). In 1983 Binkley directed the most extensive
recording of the Harp Consorts to date; it consists of
the three pavans (HC27-29) and the first four 'suites'
(HC1-16).42 Unfortunately, this LP has been deleted
and is difficult to obtain. The harpist was Cheryl Ann
Fulton, now widely regarded as one of the leading
exponents of historical harps; she has long been a
champion of the triple harp used on this recording. As
before, the harp is often difficult to hear, frequently
overpowered by the bowed strings. This is true of the
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pavans, but also of the dance 'suites' where the treble
line of the harp partly doubles the violin and provides
countermelodies (Ex. 2).
Fulton published an article in The American
Harp JournalIn support of her use of the triple harp.44
One of her main reasons for suggesting that Lawes
intended that instrument was centred on the court
harper Jean le Flelle, whom Mersenne linked to the
triple harp.45 Based on a single court document from
1635, referring to 'the consort Mons. le Flelle', Fulton
suggested that Lawes composed his harp consorts for
a consort group headed by le Flelle, and therefore they
were composed for the triple harp.46 This ignores
several key factors. There appears to have been a
strong demarcation between the various sections of
the Royal Music. Although le Flelle was initially
engaged as 'his Majesty's servant and a musician for
the harp in ordinary' from October 1629, this
swearing-in document could apply to a post anywhere
in the court structure;47 it does not necessarily imply
that he worked in the main household. Indeed, the
documentary evidence suggests that he was primarily
associated with the Queen's household, although
there is nothing to support Fulton's claim that le Flelle
came to England with Henrietta Maria in 1625.48
When Lawes obtained a court post in 1635 it was in
the Royal Music group known as the Lutes, Viols and
Voices, the private musicians of Charles I. It seems
unlikely that Lawes would have composed for le
Flelle's consort (presuming this was a regular group)
in the Queen's household when there were two Irish
harpers (Lewis Evans and Philip Squire) in the Lutes,
Viols and Voices. Indeed, between 1603 and 1642 le
Flelle is the only court harper associated with the
triple harp.49
In 1987 Peter Holman published an important
article on the Harp Consorts.50 Through a range of
archival and musical evidence, he was able to show
convincingly that the evidence linking Lawes to le
Flelle (and the triple harp) was at best ambiguous, and
that it was more likely that Lawes composed for the
Irish harp. Holman was the first to emphasise the
importance of Cormack MacDermott in the
development of the harp consort. MacDermott was
an Irish harper, probably originally from Co.
Roscommon.51 He received an official court
appointment in October 1605, 'in consideration of
his service in the art of music'.52 Prior to his
appointment there had been not been an official court
harper since the death of William More in 1565.
MacDermott was the first in a series of (sighted and
mostly literate) Irish harpers employed at the English
court that performed and composed 'art' music. The
'Cormacke' referred to by Lawes is undoubtedly
MacDermott, who is likely to have been a key figure
in the early development of the harp consort.53
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MacDermott died in 1618 and was replaced by Philip
Squire. Holman showed that Squire and his pupil
Lewis Evans were more likely candidates for Lawes's
harper than le Flelle was. Moreover, Inigo Jones's
sketches for the Queen's masque The Temple of Love
(1635) show le Flelle playing a small single row harp,
suggesting that he was not exclusively associated with
the triple harp; he may even have played the Irish
harp. Indeed, even if le Flelle did perform Lawes's
harp consorts, there is no reason to assume that he
would have done so on a triple harp.54
Holman was not alone in suggesting that the
Irish harp was the appropriate instrument for the
Harp Consorts. Layton Ring was an early voice in
favour of the Irish harp: his unpublished M.A. thesis
of 1972 also examined evidence for Lawes's use of the
instrument.55 Indeed, as part of a memorable lecture
on the Harp Consorts delivered by Ring, at a joint
meeting of the Viola da Gamba and Lute Societies of
Great Britain (23 November 1985), Lawes's Aire
(HC26; Ex. 3) was performed with an Italian gutstrung double harp (Andrew Lawrence-King), and
also with a wire-strung Irish harp with fingernails
(Tristram Robson).56 Reporting in the newsletter of
the Viola da Gamba Society Newsletter, John Catch
described the performance: 'With the "Italian" the
effect was the more homogenous and rather
"plummy": with the "Gaelic" more brilliant, rather
exotic, and (to some hearers at least) having a clearer
texture".57 Ring later recalled that 'a considerable
majority of the audience, when asked, showed their
hands in favour of the wire-strung harp's sonority in
Lawes's music'.58 Holman's article provided a muchneeded and coherent historical foundation for this
kind of argumentum causa pulchritudinis (to borrow
Ring's phrase).
Fulton was apparently unconvinced by
Holman's arguments. Although she did not publish a
rebuttal, her claims for the triple harp resurfaced in
the most recent edition of The New Grove Dictionary
(which makes for an interesting contrast to David
Pinto's entry on Lawes, which opts for the Irish
harp).59 Furthermore, the following was noted in a
recent issue of The Historical Harp Society Bulletin:
Because the music [of the Harp
Consorts] is highly chromatic and the
famous triple harp player LeFlelle was at
the court at the time, with a consort, Dr.
Fulton believes that the music was
composed for the gut-strung triple harp.
There has been an argument that the
wire-strung Irish harp was intended, but
the evidence is weak.60
In fact, the evidence for the Irish harp is
compelling, especially when one takes into account the
musical evidence available from the sources.61
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Moreover, to say that the Harp Consorts are 'highly
chromatic' is at best misleading. Certainly, there is a
short chromatic subject in Fantazy HC30 (bars 70-87),
and the harp needed to perform all 30 Harp Consorts
would have to be partly chromatic throughout its
range (Ex. 4). However, given the evidence for
chromatic Irish harps, chromaticism (or modulation)
need not imply that Lawes composed for the triple
harp. The sources suggest that Lawes's harp contained
at least 38 strings, seven of which could be retuned
between pieces in different keys (indicated in Ex. 4 by
slurs).62 The range is D to d'", with a wholly
chromatic mid-range (f to a).63 The amount of
unisons was probably quite few, if there were any.
Such a harp would resemble the size of the Dalway
harp. Indeed, when the first recording of the Harp
Consorts using an Irish harp was released the harpist,
Andrew Lawrence-King, used 'a chromatic Irish harp
after the "Dalway" harp'.64
The Lawrence-King CD includes a mixture of
masque and instrumental music by Lawes and Henry
Purcell, including two of the Harp Consort pavans:
HC28 and HC29 (the MacDermott and Coprario
pavans). Both pieces contain elaborate division
sections for violin and bass viol (among the earliest
examples of English violin divisions in serious consort
music). However, the divisions on the 'Cormacke'
pavan — the most brilliant of the collection — were not

Battle of Harlaw' (track 7) with any of the tracks from
Heymann's Queen of the Harps the contrast is
revealing. The lack of power in Lawrence-King's harp
is unfortunately compounded in the performance of
the Harp Consort pavans (especially HC29), where
the bowed strings etc. frequently drown him out.
There are some interesting arrangements and fine
performances on the Lawrence-King CD; however,
one cannot help but rue a significant opportunity lost
regarding the Harp Consort pavans. Indeed,
Lawrence-King appears to have used the same Irish
harp on another notable recording, His Majesty's
Harper,K which includes music by Dowland and Byrd
arranged for solo harp. It also includes four consort
pieces by MacDermott played on a wire-strung Irish
harp,66 followed by the dances found in the Reymes
Lute Manuscript entitled 'Monsieur la flale playd thes
tunes in the Queens maske on his harpe' played on an
Italian triple harp.67 Again, Lawrence-King's playing is
excellent but the sound of the Irish harp does not
compare well to that heard on The Queen of Harps.
Nevertheless, the CD contains an interesting
repertoire played by a fine harper.
Perhaps the fault with the Irish harp on the
Lawrence-King recordings was how the harps were
recorded rather than their actual sound. Nonetheless,
the lack of power may have arisen from problems
associated with stringing the Irish harp. Lawrence-

• it* * tt* '
Example 4. Range of notes needed for the Harp Consorts

included on the recording. This may have been due to
the decision to recreate the type of ensemble in
Reinholdt Thim's painting (which graces the cover of
the 1995 issue of the CD) by replacing the violin with
the flute. Although one feels slightly cheated by the
omission of the divisions, this is an interesting
variation on Lawes's harp consort ensemble.
Despite the use of the Irish harp, the result is
extremely disappointing. The instrument lacks any
real power and is frustratingly difficult to hear at
times. Overall, it differs little to the effect of the triple
harp on the above recordings. Again, the ability of the
harpist is not in question; however, this is unlikely to
have been the kind of lack-lustre sound envisaged by
Lawes. For example, if one compares the sound of the
harp on Lawrence-King's solo arrangement of 'The
20

King appears to have used a reasonably light gauge;
however, according to Praetorius, seventeenthcentury Irish harps had Very heavy-gauge brass
strings'.68 The problem for modern harp-makers is
that these heavy strings would have to be strung
tightly to produce a good sound; this consequently
exerts considerable tension on the frame of the harp, a
problem that increases with the number of strings.
The great tension produced by the strings of large
chromatic Irish harps must have contributed to the
poor survival rate of such instruments - one imagines
that the tension produced by the 52 wire strings of
the Dalway harp must have contributed to the loss of
the soundbox. This problem also provides a
significant difficulty for modern reconstructions,
although, much valuable research has been recently

carried out in the area of stringing practices for
historical harps.69 Reconstructions in relation to
Lawes's consorts the problem is compounded by the
pitch requirements of the harp, which have only
recently been discussed in detail.70 Moreover, there is
little unequivocal evidence for the construction and
tunings of large chromatic Irish harps and no firm
models from which to work (although the Dalway
harp seems to be a reasonable starting point).
Reconstructions of later diatonically-tuned harps may
also provide clues: for example, Robert Evans's
reconstruction of the Downhill harp - a high-headed
Irish harp made in 1702 and used by Dennis
Hempson (1695-1807) — used brass strings with
gauges from 1.15mm (C) to .52mm (d").71
The most recent recording of the Harp
Consorts appeared earlier this year courtesy of the
Ricercar Consort (director Philippe Pierlot).72 The
CD contains a mixture of solo lyra viol music (mostly
by Lawes) as well as ten of the Harp Consorts. There
is a selection of the lighter dance pieces (Alman HC1;
Corant HC2; Saraband HC8; Aire HC13; Corant
HC15; Saraband HC16) juxtaposed with some of the
more complex pieces (Aire HC26; Pavan HC27;

Pavan HC29; Fantazy HC30). Once again, a gutstrung Italian harp was used (played by Giovanna
Pessi, a former student of Witsenburg). Remarkably,
this is the first recording of the fine Fantazy HC30
and Aire HC26. However, the issues relating to
suitability of gut-strung harps persist, especially in the
pieces where the harp has a more contrapuntal part
(tracks 1, 11, 18 and 22).
Fantazy HC30 (track 11) is adequate to show
the frustrating duality of accomplishment in this and
previous recordings of the Harp Consorts. It is
exhilarating to hear this brilliant piece brought to life
by a talented ensemble. However, Lawes's harp
consort was in many ways similar to the Elizabethan
mixed consort in its unsuitability for contrapuntal
music.73 The independence of the plucked
instruments in this fantasia is exceptional in
polyphonic consort music, rivalled only in Lawes's
two Royall Consort fantasias (2 violins, 2 bass viols, 2
theorbos).74 The audibility of the harp is a problem;
one senses that the distinctive, resonant tone of the
Irish harp would have carried the part to greater
effect. One section in particular highlights the
inadequacy of the Italian harp. The harp
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Example 5c. Lawes, 'Fantazy' (VdGS No. 72) for five viols and organ, bb.66-71

accompaniment at bars 62-68 (roughly 2:15-2:30,
track 11) is built on a figure also found in the fantasia
from Lawes's fantasia-suite no. 7 for two violins
(VdGS No. 156), and in his five-part 'Fanta/y'
(VdGS No. 72) (cf. Exx. 5/*-f).75 Perhaps tellingly,
this is a figure usually employed by Lawes in organ
accompaniments imitating bowed strings; the effect is
somewhat lost on the Italian harp. Throughout this
CD the Ricercar Consort are to be commended for
fine performances; however, the subtleties of this
fantasia again serve to highlight the acoustic
inadequacy of gut-strung harps in this context.
Conclusions
In the 40 or so years since Dart's recording of Pavan
HC28 the gut-strung harp has been an almost
continuous presence in recordings of the Harp
Consorts. The reasons are essentially two-fold: (1) the
lack of a complete and authoritive published edition;
(2) the problems associated with the construction of a
chromatic wire-strung Irish harp capable of
performing the collection. As noted, a published
edition is apparently forthcoming, however, the
22

problem is perhaps a more fundamental one
concerning the harp. As Clive Brown noted in a
recent review in this journal:
The ways in which modern performers play
historical instruments is often determined less by
evidence, than by the 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
frequently conditioned by convenience rather than
scholarship.76
A similar gap between convenience and
scholarship is reflected in most recordings of the Harp
Consorts: the collection can be reasonably performed
on an accessible triple harp, whereas Irish harps with a
suitable chromatic range are not readily available.
Construction of an Irish harp capable of performing
all 30 Harp Consorts may be somewhat difficult (not
to mention costly). However, modern reconstructions
of the Dalway harp suggest that these difficulties are
surmountable.77 More serious problems arise,

however,
when
performative
convenience
masquerades as scholarship, and in some instances
even appears to generate it.
Few would question the standard of
musicianship on the Harp Consorts recordings.
Naturally, there are stylistic differences in approach
reflective of contemporary attitudes and personal ideals
relating to the interpretation of early music. However,
this is of much less significance than the sound of the
harp, and the predominance of the gut-strung harp. It
has not been my intention to slight the significant
contribution that these recordings have made in
bringing Lawes and the Harp Consorts to modern
audiences; for that alone they are to be commended
(although few would perhaps miss the thin tone and
vibrato of the 'baroque violins' on the earlier
recordings). Nobility of intention rarely however
shields one from criticism. These recordings confirm (if
in the negative) the following observation by Francis

Bacon: 'some Consorts of Instruments are sweeter than
others (a thing not sufficiently yet observed;) as the
Irish-Harp and Base-Vial agree well'.78 However, this is
not simply an argumentum causa pulchritudinis; there is
much compelling evidence for Lawes's use of the Irish
harp. One hopes that future recordings of the Harp
Consorts — which will undoubtedly be inspired by the
eventual appearance of a complete edition — will
attempt to find a more satisfactory answer to the
acoustical problems encountered by Dart et al. Of
course, this requires experimentation on the part of
harpers and harp-makers willing to recreate a suitable
instrument and technique. The challenge is great, the
possible rewards tantalising. There is opportunity yet
for the concord of the Irish harp and bass viol to be
'sufficiently observed', and for the remarkable textural
blend of Lawes's original ensemble to be fully
appreciated by modern audiences.
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