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The anniversaries of prominent composers are big business these days. They
provide an excuse for radio stations to play a great deal of popular music (think of
Radio 3s celebration of the 250th anniversary of Mozart's birth in 2006),
encourage new, or re-releases of recordings, and sometimes, as was the case of the
tri-centenary of Henry Purcell's death in 1995, inspire noteworthy scholarly
endeavour. In many ways, however, the big composers are those who require least
the anniversary spotlight, and it is minor composers that need to be picked out
from the shadows from time to time, both to see what they themselves have to offer,
as well as to throw a bit more light on the context of the more important figures of
the same milieu. Jeremiah Clarke, one of the most significant figures in the
generation following Purcell, is just such a composer. As far as we have been able to
discover, the 300th anniversary of his death, which came by his own hand on 1
December 1707, has gone largely unmarked, apart from a spot on the Early Music
Show on Radio 3 in August.1 Clarke contributed works of considerable quality to
most of the important genres of his day including anthems, theatre music (songs,
theatre tunes and a masque), odes and keyboard pieces. He is, of course, most
famous for the Prince of Denmark's March, which has accompanied countless
brides to the altar. But there is much more to his music, and we hope this brief
exploration of his keyboard music by Andrew Woolley and his odes by Bryan
White, will lead a few more people to look in between his appearance at
innumerable weddings, and his own funeral (despite the nature of his death, he was
buried in the crypt at St Paul's), to the many interesting works he left behind.

Jeremiah Clarke the Keyboard Player
Jeremiah Clarke's career as a professional musician
appears to have begun in 1692 when, shortly after
leaving the Chapel Royal as a chorister, he was
appointed organist of Winchester College.2 His skills
at the keyboard were probably considerable in view of
later appointments. He probably assisted his former
teacher, John Blow, at St Paul's Cathedral in the late
1690s, and was eventually appointed vicar-choral
there in 1699; on the title-page of Clarke's
posthumous collection of harpsichord music, Choice
Lessons for the Harpsichord or Spinnet (1711), he is
described as 'Composer & Organist' of St Paul's. In
May 1704, Clarke also became an organist of the
Chapel Royal, sharing the post with William Croft.
There are no contemporary accounts of Clarke's
keyboard playing known, although in the late

eighteenth century Philip Hayes noted that Clarke,
'besides a most happy native genius for composition',
'was esteemed the most Elegant player of church
music in the Kingdom'.3 Like many important
Restoration organists, however, there are no surviving
organ voluntaries by him to give us an idea of his
playing. Organ voluntaries by only a handful of
Restoration keyboard players survive, probably
because they largely improvised and used written-
down voluntaries for teaching.4 Over half of the
voluntaries that survive were composed by Blow
whose style of playing presumably influenced
Clarke's.5

A significant body of harpsichord music by
Clarke survives, however, most of which appears in
the Choice Lessons for the Harpsichord or Spinett
(1711).6 This is a small collection of 25 pieces
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organised by key, in ascending order, beginning with
'gamut': G major, A major, B minor, C minor,
C major and D major. The term 'suite' is not used,
but the seven C major pieces seem to form two
suites, the first consisting of 'Almand', 'Corant', and
'A ligg', and the second consisting of An Entry',
'Corant', 'Minuet' and 'Donawert March'. The
remaining groupings also appear to make satisfactory
suites. It was common for professional keyboard
players in the late seventeenth century to teach the
harpsichord or popular bentside spinet to amateur
pupils, and Clarke may have composed these
generally simple pieces for their use. From what we
know of English keyboard players of the period, it is
likely that he had a number of aristocratic pupils;
Henry Purcell had at least two such pupils in the
1690s.7 Only a small number of pieces by Clarke out
of those that appear in Choice Lessons circulated in
manuscripts, notably the pieces in C major and C
minor. In some instances they circulated with texts
independent of the print, and are also found together
with different pieces in the same key, which are
anonymous but could be by Clarke. A particularly
intriguing instance of this occurs in GB-Cfm, MU.
MS 653, a manuscript probably dating from the
second decade of the eighteenth century, where
Clarke's C major almand and first corant in Choice
Lessons appear anonymously and are followed by a
ground in the same key. They are preceded by a
chaconne attributed to Clarke in other manuscripts
and a prelude elsewhere attributed to Croft, also in C
major. The manuscript copy of Clarke's C major
almand is notable in that almost the entire second
strain is different to that printed in Choice Lessons;
only the first bar and the penultimate bars are the
same. There are also minor variants between the
printed and manuscript sources of both the corant
and almand. The variants are numerous but are
typical of English keyboard sources of the period.
They are also of a common type: on the whole they
concern the surface details of the pieces such as the
accompaniment figures, cadential figures, and
melodic or rhythmic details of the right-hand part.
Some of these variants might have resulted from
scribal errors or reflect composer revisions. However,
this is unlikely to be true for all of them. The
manuscript versions appear not to have any wrong
notes or have particularly inferior readings and it is
difficult to see how they have been corrupted. The
second strain of the C major almand in the
manuscript suggests that Clarke may have revised the
pieces. This is a possibility in view of the different
versions of the second strain of the almand. However,
the variants between the versions of the first strain of
the almand and the entire corant are of an essentially
trivial nature, and it is difficult to see how these might

have resulted from the composer purposefully
changing his mind about his pieces. Another
explanation is that keyboard composers memorised
their pieces, and that when they came to copy them
out for patrons and pupils, they produced slightly
different versions of them each time. The two variant
versions of Clarke's C major almand and corant could
therefore stem from lost independent copies of these
pieces copied by Clarke. I am tempted to suggest this
as an explanation for the two versions of the second
strain of the almand as well, and that both resulted
from independent 'workings-out' of the piece that
Clarke performed and wrote down from memory. In
view of this, the copies of the almand and corant in
MU. MS 653 should not necessarily be seen as
'rejected' versions but as alternatives.

Stephen Rose has pointed out the importance
of memory for seventeenth-century musicians in
Germany, noting the particular importance of it for
keyboard players who would probably have been able
to perform complete polyphonic pieces without the
need of notation.8 A similar situation is likely to have
been true in England where the ability to improvise
was important for professional organists. For
instance, the early eighteenth century writer Roger
North called 'Voluntary upon an Organ', 'the
consumate office of a musitian.'9 Keyboard players
probably memorised melodic and harmonic formulas
to help them perform their pieces and for when they
came to write them down. These formulae (such as
cadential figuration) may have been to some extent
interchangeable, so that when composers wrote-out
their pieces, they used them indiscriminately,
resulting in the circulation of variant versions of a
piece. Clarke is by no means unusual for having
keyboard pieces that survive in different versions in
important sources. For example, similar comparisons
can be made between copies of Henry Purcell's
keyboard pieces as they appear in an autograph
manuscript (GB-Lbl, Mus. MS 1), in Henry
Playford's The Second Part of Mustek's Hand-maid
(1689), and in the composer's posthumous A Choice
Collection of Lessons for the Harpsichord or Spinet
(1696).10

It is also worth returning to the anonymous
ground that appears after Clarke's C major almand
and corant in Cfm, MU. MS 653. Barry Cooper has
pointed out that a version of this piece was printed in
the late eighteenth century attributed to 'I Clarke',
and the grouping in MU. MS 653 also suggests that
it, in at least one of its guises, is probably Clarke's
work.11 Its bass pattern is a variant of the one
famously used by Monteverdi in the chaconne 'Zefiro
torna', and was popular throughout the seventeenth
century. There are no seventeenth century sources for
this particular keyboard setting, although it appears to
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