EARLY MUSIC PERFORMER

JOURNAL OF THE NATIONAL EARLY MUSIC ASSOCIATION
ISSUE 42
March 2018
I.S.S.N 1477-478X

Published biannually by Ruxbury Publications (Hebden Bridge) on behalf of
the National Early Music Association (NEMA)
Subscription is arranged by becoming a member of NEMA at a cost of £15 (all categories)
Contact: John Bence, Administrator (mail@earlymusicleicester.co.uk)

2

34

EDITORIAL

REVIEW

Andrew Woolley
•
KARR–YANG DUO:
MENDELSSOHN: SONATAS FROM
CHILDHOOD, ADOLESCENCE AND
ADULTHOOD

3

Clive Brown

ARTICLES
•
MORE ON THE LIFE AND MUSIC
OF JOHN SHEELES (1695–1765). PART 1:
ORIGINS AND EARLY YEARS

36

Michael Talbot

•

PUBLICATIONS LIST

Compiled by James Hume

11
•
THE FOURTH FLUTE: A FOURTH
ABOVE OR A FOURTH BELOW?
Douglas MacMillan

17
COVER: title page from Catalogue of an
Extensive and Valuable Collection of Music,
Including the Greater Portion of the Library of
Ignace Moscheles (1847).

•
MOSCHELES, HANDEL AND THE
PERFORMANCE AND RECEPTION OF OLD
MUSIC IN NINETEENTH-CENTURY
ENGLAND
Mark Kroll

30
EDITOR: Andrew Woolley
EDITORIAL ASSISTANTS: Stephanie Carter
and James Hume

REPORT
•
CATALOGUE OF THE WORKS
OF GIOVANNI PIERLUIGI DA
PALESTRINA

EDITORIAL BOARD: Peter Holman (Chairman),
Clifford Bartlett, Clive Brown, Nancy Hadden, David
Lasocki, Richard Maunder, Christopher Page, Andrew
Parrott, Richard Rastall, Michael Talbot, Bryan White

Peter Ackermann, translated by Carola Finkel
1

Editorial
One of the challenges facing EMP in the present climate of historical performance is the shortage of
submissions concerned directly with the central question of how music was performed in the past – in
spite of the fact that few publications exist today devoted specifically to this topic. Several explanations
could be found for this state of affairs. One is that the best sources of information are well known, and
have already been discussed at length; any further comment could seem redundant. Another, perhaps
more significant, is that with the ready availability of sources on the internet, there seems little need to
have them discussed in formal articles; the early music practitioner oftentimes will prefer to consult them
directly themselves (seeking translations if necessary) and to come to their own conclusions through
experience. The lively and popular Facebook groups concerned with historical performance, such as
Historical Performance Research (moderated by George Kennaway), are a testament to this second point.
Even if there is more heat than light in some of the arguments between members, they have clearly
become important sources of information, since they are used frequently for making queries. Why consult
a book or a research article when there is a collective wisdom out there ready to supply an answer or
offer pointers for further investigation immediately? A shift in thinking away from dependence on
research publications has also been caused by the wide availability of free online scores in modern
notation. Though lacking in authoritative commentary and often inaccurate, these are usually adequate
for most purposes and can be corrected easily if online facsimiles of their sources are available. What is
potentially lost in contact with quality research, is made up for by convenience and an ability to create
one’s own edition with relative ease.
Close contact with the sources is of course part and parcel of many an early music performer’s
credo; the current situation might therefore be seen as something to be celebrated because it means
potentially anyone with the interest and motivation can pursue the sorts of research previously reserved
for the most determined and dedicated. But it must be asked: what role remains for a magazine or journal
such as this, which tries to bridge the gap between performance and research? Or, in other words, is there
a particular need for research articles on historical performance at a time when many performers are
taking the initiative and doing much of the research and editing they require for themselves? I can think
of some answers to these questions, though none is quite satisfactory. One is that much work remains to
be done on repertories that would be worth reviving. In connection with this, music by native eighteenthcentury English composers springs to mind, though I can think of several others. Articles on ‘new’
repertoire or composers save the busy performer the time and effort needed to investigate it for
themselves. However, this side-steps the central issue at hand: the role of a journal concerned with
primarily with performance practice. A stronger argument is that the sources always require careful sifting
and interpretation and that formal writing remains one of the best ways of gaining insights into them.
Online fora such as the Facebook discussion groups can be dogged by partial or misleading
representations of facts, as well as obsessions with certain topics that tend to miss the bigger picture or
the purpose of historical performance research, which is never about proving that there is one
interpretation or opinion that trumps all others.
In the end, however, the vitality of a publication such as this depends on sufficient interest in
historical performance among those researchers with the training and motivation to put their insights
into writing. There is comparatively little motivation for researchers based in universities to devote their
time to it because historical, source-based approaches are seen as outmoded by the academic community
at large, particularly in the UK. Practitioners whose work does involve close engagement with the sources
may tend to see formal writing as an ineffective way of disseminating their insights. It therefore remains
to be seen whether EMP can continue in its current guise or needs to change in order to meet the needs
of the present time. Suggestions and comments are welcome.
Andrew Woolley,
March 2018
andrewwoolley4@gmail.com; awoolley@fcsh.unl.pt
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More on The Life and Music of John Sheeles (1695–1765)
Part 1: Origins and Early Years
Michael Talbot
This is the first part of a two-part article tracing in some detail the life of the talented but
little-known composer John Sheeles, with a brief commentary on his music. The second
part of the article, discussing his later years, will appear in EMP Issue 43.
If John Sheeles is widely known for anything
today, it is for his hymn The spacious firmament on
high, which under a variety of titles (‘Addison’s’,
‘London’ and ‘Kettering’) has retained its
popularity from its date of first publication (24
October 1741) up to the present day. But
Sheeles was far from being simply a writer of
hymns. In his early maturity – roughly between
1717 and 1731 – he was a fairly prolific
composer of harpsichord suites and especially
of songs, which number over forty. In both
genres he produced music that is both
interesting and attractive. His productivity tailed
off in the last thirty years of his life, but even
then he was able to produce an excellent
collection, The Sky Lark, in which the famous
hymn is not the only item worthy of
recognition.
For reasons to be explained, Sheeles’s
profile among the London musicians of his
time was rather low. Hawkins mentions him
only cursorily, and Burney not at all (this
despite being a family friend as well as a fellow
harpsichordist and music teacher). In fact, until
only recently, very little has happened to
improve our knowledge of Sheeles’s life and
music since his own day. My own curiosity was
piqued by reading Andrew Pink’s introduction
to his life and music published not long ago in
EMP,1 which is apparently the first such
account in existence, given that the major
modern music dictionaries ignore him. Pink’s
article was in fact a cut-down version of his
entry for Sheeles published in French
translation the following year in a dictionary of
Freemasons active during the Age of
Enlightenment.2 For obvious reasons, Pink
focused in particular on Sheeles’s adherence to
Freemasonry and his social and musical
connections to it. My aim in both parts of the
present article is to build on Pink’s foundations
by filling out details, adding new facts and,

where necessary, amending or correcting
statements – particularly ones based on
surmises inherited from earlier literature that
have proved unsustainable.
I start with new information on John
Sheeles’s birth and parentage. He was
christened at the church of St Mary Magdalene
in Lincoln on 11 April 1695 as the eldest of the
five known siblings born to Richard Sheeles
and his wife Elizabeth.3 Richard, whose
profession is unknown, appears not to have
been a native of the city of Lincoln, since his
surname, including its variants (Sheels, Shiels,
Shields, Cheales etc.), makes no appearance in
earlier registers of Lincoln churches including
the city’s cathedral. However, the surname is
very common in Lincolnshire, so it is easy to
imagine that he originated from somewhere not
too distant. One strong possibility is the market
town of Louth some 25 miles to the north-east
of Lincoln, where there was a concentration of
persons with the surname Sheeles, including
two men recorded in the early seventeenth
century as musicians. 4 Richard and Elizabeth
had married by licence in 1693 in the village of
Glentham, which lies about 15 miles north of
Lincoln in the direction of Hull, and the
marriage licence records him as being ‘from
elsewhere’, leaving a blank space for the bride’s
parish. Elizabeth’s maiden name is given as
‘Hostead’. This is a slightly less common
surname – one usually spelled ‘Hawstead’ or
‘Haustead’ – but likewise has a regional
connection. The bride was quite possibly the
Elizabeth Hawstead baptised at St Peter and
Paul in Caistor (not far from Glentham) on 3
July 1676 (in 1693 she was therefore still a
minor, which may have had some bearing on
the couple’s option for marriage by licence
rather than banns).5
The bride’s maiden name is only one of
the many ties, both practical and sentimental,
3

was opened.12 Although undated, this report
conceivably implies that John was in the
cathedral ‘on business’ as a chorister. More
interesting is the fact that Lincoln Cathedral
Library holds non-autograph manuscript parts
for two of the three verse anthems that John is
known to have written.13 These copies date
from near the end of John’s life, as emerges
clearly from the fact that they were signed off
by Nathan Drake (1717–54), a member of the
chapter tasked with inspecting new manuscripts
prepared for the Cathedral. Old repertoire
going back to Henry Purcell and beyond was
still being copied for the Cathedral’s use during
the 1750s, so two interesting but mutually
incompatible hypotheses open up: either (a)
these were apprentice works written in John’s
youth, or (b) they were works specially
commissioned from a fondly remembered
‘favourite son’ of the city.14
Born in Holbeach, Lincolnshire,
Stukeley may have made acquaintance with
John during a period spent as a physician in
Boston (1710–17) before moving in 1716 to
London, where he remained, domiciled in
Great Ormond Street, until returning to his
county of birth in 1727. It could well be that
John followed his friend to London around the
same time. The first known London address for
John is Fetherston (or Featherstone) Buildings
in Holborn (parish of St Andrew), which,
coincidentally or not, is very close to the
younger Richard Sheeles’s dwelling in Red Lion
Street. This address, very popular with
members of the legal profession, is mentioned
in a letter of 24 December 1729 from William
Stukeley in Grantham to Samuel Gale in
London, in which the recipient is asked to call
on ‘Mr. Sheeles’ (clearly meaning John) to tell
him that the sender and his wife, about to visit
London, propose to lodge with him.15 John
evidently possessed sufficient wealth even at
the start of his career to live in some comfort,
earning enough money from teaching the
harpsichord (plus, one would imagine, singing)
to have no need to perform in public, enter the
paid service of a patron or join an established
ensemble such as a theatre band. Composition,
too, always remained for him a voluntary rather
than mercenary occupation.
John
Sheeles’s
earliest
datable
composition is a song for solo voice and
continuo, Near pleasant woods on lofty mountains,

connecting John Sheeles throughout his life
with Lincoln and its county, but it provides a
vital clue confirming beyond any doubt his
parentage and provenance. In his will, drawn up
on 21 August 1764, 6 John leaves a small
bequest of £20 to his cousin Jane Hawstead.
‘Cousin’ is a notoriously broad term in
eighteenth-century English, but the coincidence
of the surname is compelling, even if the
precise nature of the family connection has yet
to be ascertained.7
To return to Richard Sheeles: he
appears to be the man of that name who was
buried at St Mary Magdalene on 20 September
1721,8 which suggests that once settled in
Lincoln, he remained there. A doubt could
arise, however, from the fact that on 6 February
1735/6 a Richard Sheeles belonging to the
Company of Musicians was granted the
Freedom of the City of London.9
On 27
January 1740/1 this Richard took an
apprentice, Edward Branston, whose home was
Gainsborough in Lincolnshire, which is
equidistant between Glentham and Lincoln.10
There is no certainty that his membership of a
livery company with ‘musicians’ in its name
denotes his active profession, although one is
tempted to think so, given the existence of
earlier musicians called Sheeles from Louth. My
guess is that he was a younger brother of John,
or perhaps a cousin, who like John sought his
fortune in the capital. Suspicions of a family
relationship are deepened by the fact that on 28
July 1731 a Mary Sheeles, daughter of a Richard
and Mary Sheeles living at 7 Red Lion Street
(north side), was buried at the couple’s parish
church of St George the Martyr, Queen Square
– the very same church with which we find
John associated just a few years later.11
No information on John’s upbringing
and education has so far surfaced. It seems
likely that he remained in Lincoln until early
adulthood. The city had both a grammar school
and a cathedral school, so there is no obvious
reason why he should have moved before then.
A diary entry for 28 January 1748/9 by the
physician, antiquarian and churchman William
Stukeley (1687–1765), who became our
musician’s lifelong mentor and friend, recounts
how, at some unspecified date, John had told
him of witnessing the disinterment in Lincoln
Cathedral of a corpse that instantly
disintegrated into dust when its ancient coffin
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included in the issue for August 1717 of John
Walsh senior’s revived periodical publication,
the Monthly Mask of Vocal Musick.16 In the later
part of 1719 a rival anthology brought out by
John Jones, The Yearly Subscription or the
Harmonious Entertainment for the Year 1720,
introduced two further vocal compositions by
Sheeles: a song, O sacred spirit of harmony, and a
four-movement cantata on a purpose-written
text credited to Stukeley, See how beneath the
lawrels shade. (Walsh, in typically predatory
fashion, appropriated both songs in the issue of
his Monthly Mask for December 1719.)17 The
cantata was selected again for Walsh’s multiauthored collection XII Cantatas in English
(1723).
Shortly afterwards, Walsh, as before in
partnership with both John and Joseph Hare
(which limits the time-frame to 1722–5),
reissued from the original plates the two songs
already published plus six that had not
previously appeared to make A Collection of Songs
with a Thorough Bass to each Song for the Harpsicord
[…] Compos’d by M:r Iohn Sheeles. Significantly,
the imprint states that the publication is
‘printed for’ (i.e. financed by) Walsh rather than
‘for’ Sheeles – a detail revealing the publisher’s
keenness to add the music of this up-andcoming composer to his catalogue. Sheeles took
the opportunity to provide obbligato
instrumental parts (two violins in two instances,
solo violin and trumpet in one instance each)
for four of the new songs.
In the early 1720s Sheeles was drawn
ever more tightly into Stukeley’s circle.
Stukeley’s activities, both professional and
extra-curricular, were just then developing at a
frenetic rate. In 1718 he became a founder
member of the reconstituted Society of
Antiquaries and a Fellow of the Royal Society;
in 1719, a Doctor of Medicine of Cambridge
University; in 1720, a Fellow of the Royal
Society of Physicians and also a Freemason
(rising to the degree of Grand Master the
following year); in 1722, the founder of a shortlived Society of Roman Knights (dedicated to
the study and celebration of the Celtic and
Romano-British past).18 Sheeles followed his
friend into Freemasonry in 1723, becoming a
member of the lodge meeting at the Fountain
Tavern on the Strand,19 and obtained candidate
membership of the Roman Knights under the
pseudonym of ‘Tigellius’ the same year; in 1723

and 1724 he accompanied Stukeley on
archaeological tours in the London region.20
Most interesting for present purposes is a letter
written by Stukeley on 25 September 1723 to
another ‘knight’, the Scottish tenor Alexander
Gordon (c.1692–1754/5), who had just moved
to Edinburgh, abandoning a thriving musical
career in favour of antiquarian and literary
pursuits.21 In this letter Stukeley refers to John
as ‘your friend Mr Sheels’, implying a close
association between the two musicians and
suggesting a possible origin for the marked bias
towards the Italian style in John’s music,
Gordon having earlier studied in Italy and sung
in Italian opera. Stukeley goes on to tell
Gordon: ‘He [Sheeles] says that he wants verses
much to set to music for his book he is going
to publish’ – an obvious reference to A
Collection of Songs, whose date of publication can
accordingly be narrowed down to 1724–5.
Meanwhile, Sheeles had opened up a
new front: harpsichord music. In the Evening
Post of 18 February 1724 the engraver and
music seller William Smith, a former apprentice
of Walsh who was then rapidly expanding his
music publishing business, advertised for the
first time Sheeles’s Suites of Lessons for the
Harpsicord or Spinnett, which like the songs just
mentioned came out at the publisher’s expense
(‘printed for and sold by W.m Smith’).22 Smith, a
Freemason who in later life shared Sheeles’s
particular brand of High Anglicanism, became
his publisher of first resort from this time
onwards. Sheeles dedicated the volume to
William Stukeley, expressing in his short letter a
sincere admiration and friendship startlingly
different from the obsequiousness and feigned
self-deprecation typical of contemporary
dedications.
The seven suites making up this
collection follow Handel’s suites of 1720 in
preserving the general dance-based character of
the English post-Restoration suite in the
tradition of Purcell and Croft, but adding to it a
leavening of abstract movements, often with
pronounced Italianate or French-derived
features. Table 1 shows how an Allmand–
Co(u)rant–Jigg ‘core’ – or at least a reduced
version of it – is present in most of the suites
(in the table, these three dance types are stacked
vertically in order to bring out their
dominance). However, the most interesting
movements are the well-wrought fugues (never
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named as such), which betray the influence of
both the Corellian trio sonata and, in smaller
measure, the English fantasia,23 as well as the
‘Ground’ opening Suite 6 in Book 1 (see
Book/
No.
I/1
I/2

Key

I/3

e

I/4

F

I/5
I/6
I/7

g
C
D

II/1

C

II/2

f

II/3
II/4

A
F

c
A

Prelude
Prelude:
Slow
Vivace
[Fugue]

Example 1), which can be viewed as a lengthy
and inventive chaconne à deux temps as well as a
traditional English ground.

Allmand
Minuet

Air
Allegro

Allegro
[Fugue]

Corant

Jigg
Jigg
Jigg

Largo

Air
Minuet

Jigg
Jigg

Vivace
[Fugue]

Andante
Minuet
Adagio

Jigg:
Allegro
Allmand

Allegro
Overture:
[Slow]–
Vivace
Prelude

Gavott

Air
Allmand

Allegro
Ground
Overture:
Slow–
Vivace
Overture:
[Slow]–
Vivace

Corant
Corant

Courant

Alla
Breve
Vivace

Siciliane

Chacone*

II/5
c
[Allmand]†
II/6
D
Allmand
*Full title: ‘Chacone to an Old Ground’.
†Headed simply ‘Allegro’ but very Allemande-like in character.

Corant
Corant

Saraband

Minuet

Table 1. The Make-Up of John Sheeles’s Harpsichord Suites

6

Jigg
Jigg

Ex. 1. John Sheeles: ‘Ground’ opening Suite 6 (Book 1), bars 1–16.

Sheeles displays everywhere an
admirable sense of thematic economy and a
good feeling for line and texture. Two-part
writing for treble and bass, which, under the
influence of the Italian-style solo sonata for
treble instrument and bass, was becoming ever
more prevalent in European keyboard music
during the 1720s, certainly predominates, but
Sheeles knows how to insert an extra strand or
percussive chord to provide variety and
contrast. Sometimes, there are brief lapses from
the orthodoxies of part-writing – particularly
where direct or concealed parallel octaves
between treble and bass occur. But these
generally result from the logical continuation of
patterns established earlier in the strands
concerned and sound much less egregious than
they may look on paper.
About five or six years later Smith
brought out a sequel described in its
advertisement as his ‘Second Book of Lessons’.
This advertisement, appearing in the Daily
Gazette of 24 October 1741, was primarily
intended to announce publication of Sheeles’s
hymn collection The Sky Lark,24 the mention of
the suites being a mere appendix. The year
before, Smith had moved his business to a new
address (Middle Row, Holborn), so the suites
of the second book could not have been newly
published, since their title page mentions
Smith’s earlier address in the Strand. There is a
clue to their date, however, in their charming
dedication to two of John’s young pupils,25
Mary and Anna Petronella Elletson. Anna
Petronella (1721–61) was the daughter of
Richard Elletson, owner of the Hope sugar
plantation near Kingston, Jamaica.26 Mary is not
recorded as a legitimate daughter of Richard,
but could be an illegitimate one or even a
cousin born in either Jamaica or England.27
Sheeles refers in the dedication to the ‘small
Fingers’ of the girls. Such a description would
be rather imprudent if either of them had
already reached teenage, so the date of 1730

proposed by the British Library’s online
catalogue looks quite a good estimate. The
second book mirrors the first: Smith modelled
the design of his engraved title page closely on
that of the first book (in the process changing
the originally employed French spelling ‘Suites’
to its English version ‘Suits’ for no obvious
reason), and once again opted for a 32-page
layout convenient for collation and stitching, as
a result of which the number of suites became
reduced – in compensation for a slight increase
in their average length – from the
unconventional seven of the first book to a
more regular six.28 Absolutely no concession is
made to the hand size of the dedicatees: as in
the first book, octave stretches in chords and
octave doubling of consecutive bass notes
occur constantly.
None of the music contained in
Sheeles’s two harpsichord books was reprinted
during his lifetime, but the fast fugal section of
the Overture heading the fourth lesson in Book
2, prefaced by a different slow section (weak
musically and in all likelihood not by Sheeles
himself), reappeared as the twelfth voluntary in
a set of Twelve Voluntaries and Fugues for the Organ
or Harpsichord […] Book IV by the Celebrated Mr
Handel published by Longman & Broderip in
1779.29 Still sailing under the assumed flag of
Handel but now shorn of its introduction, this
music was subsequently published in Vienna as
a free-standing fugue by Traeg and later
Diabelli before making its way into volume 48
(1894) of Chrysander’s edition for the Deutsche
Händelgesellschaft.30
In parenthesis, it should be mentioned
that on 4 May 1726 John married an otherwise
unidentified Mary Courthope.31 This was a
clandestine ‘Fleet’ marriage – common enough
among the general population but less normal
for someone of his social position. Nothing
certain is known of Mary or of their union
except that in 1735, when John remarried, he
was a widower.32
7

Sheeles’s major effort in vocal
composition, at least in quantitative terms, was
his contribution of no fewer than 32 songs of
mixed types for solo voice and harpsichord to
the last four volumes of the six-volume vocal
anthology entitled The Musical Miscellany issued
between 1729 and 1731 by the London
publisher John Watts.33 There were three main
sources for the songs: (1) new, unpublished
songs submitted to Watts by their composers;
(2) song texts submitted by their authors to
Watts, who then entrusted to chosen musicians
the task of setting them to music; (3) old
favourites already in circulation. Sheeles is by
some distance the most prolific composer
represented, which suggests that he was one of
the ‘house’ composers to whom Watts turned.34
The texts for most of the songs are anonymous,
which in part reflects the reluctance of many
amateur poets to appear by name in public. For
Sheeles, we nevertheless find, in volume 3,
Lord Gainsborough (As Persians stretch their votive
arms), David Mallett (As Sylvia in a forest lay),
William Stukeley (Hail, Janus! who shut’st out the
sliding year) and Thomas Tickell (I am (cry’d
Apollo) when Daphne he woo’d); in volume 4,
Abraham Cowley (Happy insect! what can be) and
Leonard Welsted (Awful hero, Marlbro’ rise); in
volume 5, Martin Parker (Come, cheer up your
hearts) and George Sewell (Tell me not Celia once
did bless); in volume 6, Henry Baker (Bend down,
you trees! your homage pay).35
A rather interesting group of songs by
Sheeles is formed by his five settings (two in
volume 3 and one in each of volumes 4–6) of
aria texts taken from Giovanni Bononcini’s
Farnace (Pharnaces), which opened at the King’s
Theatre on 27 November 1723, as translated
anonymously into English in the published
libretto.36 This is a rare, perhaps unique,
instance of the use of this type of material for
English song; for modern editions of the five
songs, see the online music supplement to the
present issue of EMP.37 The three songs
published in the sixth volume of The Musical
Miscellany are very possibly the last secular vocal
compositions Sheeles wrote. If the impression
is given by song collections of later date that he
continued to write similar works, this is only
because the existing songs were constantly
being reprinted over the next few decades.38
In late 1730 Sheeles gained an
opportunity to deploy his musical skills in the

service of Freemasonry. A ballad opera called
The Generous Freemason on a libretto by the
bookseller, dramatist and prompter at the
Drury Lane theatre, William Rufus Chetwynd –
which has the distinction of being the earliest
known stage work on a masonic subject –
opened during the time of Bartholomew Fair
(in August) at Oates and Fielding’s Theatrical
booth in Smithfield.39 For three nights – 28 and
29 December 1730 and 1 January 1731 – the
production transferred to the Little Theatre in
the Haymarket.40 As in most ballad operas, the
sung numbers were arrangements of popular
tunes, but Sheeles and two other composers,
Henry Carey and Richard Charke, each
contributed one or two original numbers: in
Sheeles’s case, the last solo air and the
concluding chorus. It is not known whether
Sheeles participated as a performer in the opera.
Nevertheless, this fleeting and perhaps only
indirect contact with the Little Haymarket may
well have been the factor leading Betty
Matthews to write ‘harpsichord and composer
Little Theatre’ against the entry for Sheeles in
her register of members of the Royal Society of
Musicians41 – a statement that has been taken
by many later writers, including Pink,42 to mean
that he was actually employed for a certain time
by that theatre. Matthews normally places
quotation marks around information quoted
directly from RSM records, which does not
occur in this entry. I believe the claim is
mistaken: it may result from an eagerness to
make Sheeles’s career appear more typical by
attaching him to a specific workplace. On the
other hand, Sheeles became a founding
member of the RSM under its original name of
‘Fund for the Support of Decayed Musicians or
Their Families’ in 1739 and retained his
membership up to his death. He never
relinquished his self-identification as a working
musician, continuing to teach and to subscribe
to new musical publications.
Equally mistaken is a belief that in
1755–6 Sheeles was in some way attached to
Marybone (Marylebone) Gardens. It seems to
have originated in a statement by Mollie Sands
that in those years a ‘Mr. Sweedes’ acted as
partner of (or surrogate for) the entrepreneur
John Sherratt, who managed the entertainments
there.43 This has given rise to speculation that
‘Sweedes’ is a misreading of a handwritten
name. But the reference is in fact to Charles
8

Friderick Swedes, a gentleman of German birth
who was buried in Ashby-de-la-Zouch on 26
March 1770.44 The point also needs stressing
that Sheeles gave up song composition before
any of the London pleasure gardens began to
provide specially composed vocal music for
their patrons, so he would never have had a
particular reason to seek association with them,
even if some of his old songs were occasionally
revived in their precincts.

If there is a caesura in Sheeles’s life, it
occurred during the years between the last
volume of The Musical Miscellany (1731) and his
second marriage (1735). His teaching activity
doubtless continued with as much intensity as
before, but there are simply no known events
to record for this period. In Part 2 we will
resume the account of his life and music –
finding room also for a glance at his children,
one of whom carried on his musical legacy in
an unexpected place.
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with Sloothby, Lincolnshire, on 12 November 1669. She is a less likely candidate on account of the greater distance of her
parish from Lincoln but cannot altogether be discounted.
6 Kew, The National Archives, PROB 11/907/129.
7 It may well be significant that an earlier Jane Hawstead, contemporary with Richard Sheeles’s children, appears in the
registers of St Mary Magdalene in Lincoln.
8 ‘England Births and Christenings, 1538–1975’ (FMP).
9 ‘London, England, Freedom of the City Admission Papers, 1681–1930’ (FMP).
10 ‘Records of London’s Livery Companies Online: Apprentices and Freemen 1400–1900’ (<http:///www.london.org>).
11 ‘London, England, Church of England Baptisms, Marriages and Burials, 1538–1812’ (<www-ancestrylibrarycom.liverpool.idm.oclc.org>).
12 The Family Memoirs of the Rev. William Stukeley, M. D., ed. W. C. Lukis (Durham, 1882–7), 3 vols., ii, 318. There is a vast
modern literature on Stukeley, an enthusiastic and gregarious polymath. The entry for him by David Boyd Haycock in the
Oxford Dictionary of National Biography (<http://www.oxforddnb.com>) offers a good starting point.
13 GB-LI, MS 2–4 and MSS 9, 10.
14 Sheeles’s three anthems – Hear, o thou Shepherd of Israel, O come, let us sing unto the Lord and O Lord, thou hast searched me out –
exist in autograph parts in GB-Lbl, Add. MS 31820. Study of these may reveal whether the anthems were written early or
late in his career. The only other manuscript to contain a Sheeles anthem, this time in score, is GB-Lam, MS 101.
15 The Family Memoirs of the Rev. William Stukeley, M. D., i, 226. John must have moved to the vicinity of Queen Square by the
time of his second marriage in 1735, since his parish of residence was reported then as being St George the Martyr. Hugh
Phillips, Mid-Georgian London: A Topical and Social Survey of Central and Western London about 1750, 294, records that John
Sheeles (‘Shields’) paid rates for house no. 24 (which doubled as a schoolhouse) on the north-east side of Queen Square
from 1750 to 1775. John in fact died in 1765, but the lease passed without interruption to his widow.
16 On the Monthly Mask in its second incarnation, see especially Olive Baldwin and Thelma Wilson, ‘“Reviv’d by the
Publisher of the Former Masks”, the Firm of John Walsh and the “Monthly Mask”, 1717–27 and 1737–8’, Royal Musical
Association Research Chronicle, 42 (2009), 1–44.
17 Baldwin and Wilson, ‘“Reviv’d by the Publisher of the Former Masks”’, 21. See also David Hunter, Opera and Song Books
Published in England, 1703–1726: A Descriptive Bibliography (London, 1997), 292. See how beneath the lawrels shade is discussed
approvingly in Paul F. Rice, The Solo Cantata in Eighteenth-Century Britain: A Thematic Catalog (Warren, MI, 2003), 383.
18 Haycock (see earlier, note 12).
19 Pink, ‘John Sheeles’, 19.
20 Iain Gordon Brown, ‘Chyndonax to Galgacus: New Letters of William Stukeley to Alexander Gordon’, The Antiquaries
Journal, 67/1 (1987), 111–28, at 126n59.
21 Ibid., 120.
22 On Smith, see Charles Humphries and William C. Smith, Music Publishing in the British Isles from the Earliest Times to the Middle
of the Nineteenth Century (London, 1954), 297. The discovery of this advertisement corrects the estimated date of 1725 given
1
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in the online British Library catalogue (accessible from <http://bl.uk>) and universally followed in the literature. Both this
suite collection and its sequel are accessible on <http://imslp.org>.
23 Similarly fugal are the ‘Vivace’ sections of the overtures to Suite 7 and its two counterparts in Sheeles’s second book, all of
which are very Handelian in character even if they remind one equally of keyboard transcriptions of Purcell’s overtures.
Sheeles shows a typical lack of subservience to tradition in concluding the slow opening section each time on the tonic
rather than the dominant.
24 The online British Library catalogue gives an estimated year of 1730 for The Sky Lark; this date has so far been accepted
uncritically by all writers.
25 These were probably school pupils rather than private ones, since Sheeles’s dedication refers to ‘the various Branches of
your Education’ and ‘your Teachers’.
26 For genealogical information on the Jamaican Elletsons, see Noel B. Livingston, Sketch Pedigrees of Some of the Early Settlers
in Jamaica (Kingston, 1909), 75, as well as the website <http://www.jamaicanfamilysearch.com>.
27 She is perhaps the Mary Elletson buried by her unidentified father at St Andrew, Kingston, on 12 June 1738.
28 William Smith’s habit of fitting musical content to a predetermined number of pages is discussed in Michael Talbot,
‘Fortunato Chelleri’s Cantate e arie con stromenti (1727): A Souvenir of London’, De Musica Disserenda, 7/1 (2011), 51–68, at 59.
29 It was advertised on its day of publication in the Gazetteer and New Daily Advertiser of 6 December 1779.
30 Further details are given in Hans Joachim Marx and Steffen Voss, Die G. F. Händel zugeschriebenen Kompositionen, 1700–1800
/ The Compositions Attributed to G. F. Handel, 1700–1800 (HWV Anh. B) (Hildersheim–Zürich–New York, 2017), 357–9. The
fugue is catalogued as HWV Anh. B 558.
31 ‘England Births and Christenings, 1538–1975’ (FMP).
32 Mary could well be the Mary Courthope, daughter of Henry and Ann Courthope resident in Hand Court, Holborn, who
was christened at the parish church of St Andrew on 24 April 1700 (‘London, England, Church of England Baptisms,
Marriages and Burials, 1538–1812’, at <www-ancestrylibrary-com.liverpool.idm.oclc.org>). Henry Courthope, described as a
‘Clarke’ in the above-mentioned register of baptisms and as a ‘Gentleman’ in his will of 1 February 1715/16 (Kew, The
National Archives, PROB 11/551/178), was employed by the eminent Hatton Garden engraver Samuel Buck, according to
information in Andrew Gordon Craig, ‘The Movement for the Reformation of Manners, 1688–1715’ (PhD diss., University
of Edinburgh, 1980), 92. Henry’s will suggests a man of genteel origin but modest means.
33 The first two volumes of the anthology appeared in 1729 without a bass for the tunes, which Watts must soon have
realised was a disincentive to both composers and purchasers, hence the addition of a bass in the remaining volumes.
Volumes 3 and 4 came out in 1730, volumes 5 and 6 in 1731.
34 The only musician to run Sheeles close is Charles Dieupart, with 29 songs. Next come Abiel Whichello (16) and George
Monro (13). Strangely, Sir John Hawkins, in his General History of the Science and Practice of Music (London, 1776), 5 vols., v,
180–1, omits to mention Dieupart’s contribution and instead singles out John Ernest Galliard, represented by only three
songs.
35 For the identification of Henry Baker’s forename (in the source he is merely ‘Mr. Baker’) I have to thank Olive Baldwin
and Thelma Wilson in private correspondence.
36 Farnace. Drama da rappresentarsi nel Regio Teatro di Hay-Market per La Reale Accademia di Musica (London, 1723).
37 For the supplements, see <http://www.earlymusic.info/sheet_music.htm>. On pages 74–5 of the sixth volume of The
Music Miscellany there is an anonymous song, Fly me not, Sylvia, which is a simplified version of an aria for Tito, Con forza
ascosa, in Attilio Ariosti’s Vespasiano (King’s Theatre, 1724). But this is a simple contrafactum, not an original musical setting
of an extract from the complete translation of an opera.
38 To give just one example: the anthology The Spinnet (London, 1750) reprints the 12 songs by Sheeles published in the
fourth volume of The Musical Miscellany.
39 As reported in the Daily Post of 20 August 1730.
40 The libretto was published as The Generous Free-Mason: or, The Constant Lady […] Opera in Three Acts (London, 1731). The
tunes of the songs were printed monophonically in the text.
41 Betty Matthews, The Royal Society of Musicians: List of Members, 1738–1984 (London, 1985), 131.
42 Pink, ‘John Sheeles’, 18.
43 Mollie Sands, The Eighteenth-Century Pleasure Gardens of Marylebone, 1737–1777 (London, 1987), 25.
44 On Sherratt and Swedes, see Betty Rizzo, ‘John Sherratt, Negociator (Lives of the Obscure: VIII)’, Bulletin of Research in the
Humanities, 86/4 (1983–5), 373–429, esp. at 390. For Swedes’s date of death, see ‘Leicestershire Burials’ (FMP). We will learn
in Part 2 of a completely different kind of connection between Sherratt and the Sheeles family.
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The fourth flute: a fourth above or a fourth below?
Douglas MacMillan
The fourth flute (Quart-flöte, flûte du quatre, fluta di quarte) is a rarely-encountered member
of the recorder family, for very few fourth flutes survive from the Baroque era and the
instrument has only a minute assigned repertoire. The pitch of an instrument described as
a fourth flute, however the words may be translated, nevertheless remains an open
question. It is the purpose of this short article to discuss the fourth flute and its repertoire
and to examine previous literature on the instrument; a study of both pedagogical material
and assigned repertoire will facilitate answers to two significant questions arising from any
discussion relating to its pitch: firstly, is the fourth flute in C or B flat and, secondly, is it
a tenor recorder in c' or a soprano-sized recorder in b' flat?1 The designation ‘fourth flute’
has also been applied – curiously – to tenor recorders in b flat; this designation will also
be discussed.2
Modern and historical pitch conventions
Michael Praetorius, in his De Organographia
(1618–20) based his classification on an alto
recorder with g' as its seventh-finger note.3 It
follows that his fourth flute equates to a soprano
in c" and his tenor is a fifth lower in c'. The
concept of the alto in g' forming the ‘reference
point’ follows the pattern established almost a
century earlier by Sebastian Virdung and Martin
Agricola, who both described a ‘discantus’ in g'
as the highest member of their recorder quartet,
below which were two alto/tenors in c' and a
basset in f.4 This concept persisted in Germanic
recorder literature, as evidenced by the treatises
of Daniel Speer (1687/97) and Johann Philip
Eisel (1738), although Joseph Majer (1732)
preferred the English/French usage (see below)
and refers to the Discant-Flöte as an alto in f', with

his use of the term Discant following the practice
of Virdung and Agricola.
In twenty-first century convention
recorders are designated by their pitch in relation
to the alto (treble) in f' instead of g', but such
terminology was only consistently applied from
the time of the revival of the recorder in the early
twentieth century.5 Historical dictionaries of
music are of little help when attempting to
determine earlier conventions as they seldom
refer to the instrument, although Johann
Gottfried Walther’s Musicalisches Lexicon of 1732
includes the definition, ‘A common or fourth
flute with seven holes in front and a thumb-hole;
giving a compass from c' to c'"’, implying a tenor
recorder in c'.6

Illus. 1. Fourth flute by Peter Jaillard Bressan (active 1688–1730)7

Pedagogic material
Daniel Speer’s Grund-richtiger Kurtz-Leicht und
Nöthiger jetz Wol-vermehrter Unterricht der
musicalischen Kunst. Oder vierfaches Kleeblatt of 1697
curiously omits any reference to the alto
recorder, but gives a two-octave fingering chart
for the Quart-flöte in C.8 However, the musical

dictionary in this treatise has the definition,
‘Flautino, eine Quart-Flöt [sic]’, suggesting that the
fourth flute is a small recorder rather than a
tenor: it would appear that Speer, like Praetorius,
based his terminology on an alto in G.9
11

Writing in 1738, Johann Michael Eisel
noted a distinction between the Fleute douce and
the Quart-fleute in that the latter instrument was a
fourth higher and in C, suggesting therefore that
the Fleute douce was in G.10 He also noted that the
Tenor-fleute was in C and a fourth lower than the
Fleute douce, implying – confusingly – that this
Fleute douce was in F (according to him, the bass
was a fifth lower than the tenor and played from
the bass clef). Eisel gives two-octave fingering
charts in both C and F.
The treatises of Speer and Eisel both
suggest that the fourth flute is an instrument in
c" but, as I have noted, Speer’s terminology
would suggest that his classification is based on
the Renaissance concept of an alto in G whereas
Eisel’s alto appears to be in either G or F, placing
the fourth flute in c" and the tenor in c'. His
fourth flute is pitched in c", suggesting an alto in
G whereas his tenor, which is ‘a fourth lower’,
suggests it is an alto in F. There is no mention in
either treatise that the C soprano is being treated
as a transposing instrument as in English
practice, where all small recorder parts were
transposed so that the player fingered the
instrument as if playing an alto.
A treatise published in Trondheim in
1744 by Johann David Berlin is reported by
Griscom and Lasocki.11 Berlin also bases his
terminology on an alto in g', his Qvart-Fløite being
a soprano in c". Griscom and Lasocki report that
Joos Verschuere Reynvaan’s Muzijkaal kunstwoordenboek (published by Wouter Braue in
Amsterdam in 1795) also contains a fingering
chart for the alto recorder with the comment
that one should learn C fingering ‘although this
would only work for a Quartfluit’.12 This material
is not included in the 1785 edition published by
J. de Jongh, now preserved in the British
Library.13

The French and English treatises
provide instruction only for the alto, although
William Tans’ur (writing in 1746) commented
that ‘Of Flutes there are many sorts, as a ConsortFlute, a Third-Flute; a Fifth, a Sixth, and an OctaveFlute, yet all may be play’d by the foregoing
rules’.14 To my knowledge, there are no surviving
examples of the third flute (recorder in a'), but
the fourth flute was used by Boyce five years
after the publication of Tans’ur’s volume (see
below).
Repertoire
It is fair to assert that the assigned repertoire for
the fourth flute is very small, even in comparison
with that for the fifth and sixth flutes, for which
a number of concerti were composed,
particularly in England.15
Charles Dieupart (c.1670–c.1740) was a
French harpsichordist, violinist, and composer
who lived in London from the early years of the
eighteenth century. His Six suittes de clavessin
divisées en ouvertures, allemandes, courantes, sarabandes,
gavottes, menuets, rondeaux & gigues… Pour un violon
& flûte avec une basse de viole & un archilute were
published by Estienne Roger in Amsterdam in
1701–2.16 The flute (recorder) versions, which
have less elaborate melodic lines than the
keyboard versions, assign the flûte de voix
(recorder in d') to the first four suites, and the
flûte du quatre to the last two, the appropriate
transpositions being indicated: for the voice
flute, this involves an upward transposition of a
major third, and for the fourth flute in b' flat, a
major second.17 The fifth suite is in the key of F
major, the solo part having an ambitus of d'–c'",
which when transposed a tone higher for a
fourth flute in b' flat, becomes e'–d'": the part
then lies in G major. The sixth suite is written in
F minor with an ambitus of c'–c'", transposed to
d'–d'" in the key of G minor.

Ex. 1. Charles Dieupart, 6th Suite, Overture: assignation to flûte du quatre18
12

the source from which he prepared his edition.21
Although the second edition (1982) describes
the fourth flute as an instrument in B flat, in the
first edition (1966) Ruf relates that Curt Sachs
described the fourth flute as a descant recorder
(i.e. in c") working on a nomenclature basis of an
alto in G.22 The compass of the recorder part lies
very comfortably on an instrument in C, either a
soprano recorder (fifth flute) in c" or a tenor in
c': to play the piece on a fourth flute in B flat
would require to it to played in B minor, an
upward transposition of a tone and a lesscomfortable key for the player. It is difficult to
understand why the composer (or more
particularly, the anonymous eighteenth-century
editor) should select an instrument in B flat for
a piece written in A minor, and which lies
entirely in the first acoustic register of a recorder
in C. Was Bigaglia’s fourth flute a soprano in b'
flat, a fourth above the alto, or was it a tenor in
c', a fourth below? Or was it even a soprano in
c", a fourth above an alto in g'?
Further research published by Thiemo
Wind in 1984 sheds further light on this
anomalous work.23 Wind suggested that Ruf’s
edition had been prepared from a nowinaccessible and anonymous manuscript source
in a private collection. Following a complex
musicological trail, Wind observed substantial
differences between the putative manuscript and
the version published by Le Cène, which he
considered to be definitive, rather than the (now
inaccessible) manuscript.24 He postulated that
the assignation to the fourth flute stems from the
anonymous eighteenth-century editor, there
being no such assignation in Le Cène’s edition,
which does not specify particular sizes of
recorder.25 Once again, we are faced with the
question: is the fourth flute a small recorder or a
tenor? Wind noted that passages in the bass have
been transposed up an octave by the anonymous
musician to diminish the gap between the solo
melodic line and the bass: this would suggest a
fourth flute in b' flat rather than a tenor in c. If
performed on a tenor, there are instances where
the octave transposition of the bass would place
it above the melody, which would not occur
were the small recorder in b' flat to be employed.

There appears to be little rationale
behind the assignation of the fifth suite to the
fourth flute in B flat when it could easily be
performed on a C instrument, either a soprano
or a tenor, the latter also being a ‘fourth flute’ in
that it lies a fourth below the alto. However,
although Dieupart makes it quite clear by the
suggested transposition that his fourth flute is in
B flat, there are advantages to be gained by
playing the sixth suite on a B flat instrument: F
minor is a difficult key on the recorder, and
upward transposition of a second removes two
flats from the key signature, simplifying the
fingering and producing a less-veiled tone. The
voice flute is used in the first four sonatas, so it
is perhaps surprising that Dieupart chose to use
the higher-sounding instrument in b' flat for the
final two pieces rather than a tenor, but the
simplification of the sixth suite by transposition
provides an adequate explanation. It is also
possible that the composer had a particular
player in mind who owned a fourth flute.
Diogenio Bigaglia’s Sonata in A minor
was adapted from the seventh of his twelve
sonatas Op. 1 for violin or flute and basso
continuo, published by Le Cène in Amsterdam
c.1722 (see cover illustration).19 Of the twelve
sonatas, six may be played on the alto recorder
(as specified in the title) but the seventh sonata
is not playable on this instrument, having a
compass of e' – a", which immediately suggests
the use of a recorder in C. A further version of
Sonata VII exists in manuscript in Dresden,
transposed into G minor and headed violino, but
with
no
suggestion
of
alternative
20
instrumentation. There are a number of
differences in the melodic line, the order of the
second and fourth movements of the Le Cène
version are reversed, and the melody descends
below f', but this version need concern us no
further here.
Another version of the sonata was
published by Schott (edited by Hugo Ruf) for
soprano recorder and continuo in 1966 (second
edition, 1982): the editorial notes observe that
the piece was originally published as Sonata a
Fluta di quatre e Basso, clearly suggesting the
fourth flute, but Ruf does not give a reference to

13

Ex. 2. Bigaglia A minor sonata, 1st movement. Le Cène (a) and Schott (b). Note the differences in the bass line,
the octave transposition and the additional ornamentation of the melody.26
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The logical solution would be to perform
this sonata on a C recorder in view of both the
key and ambitus of the piece: I have successfully
performed the sonata on both a soprano
recorder and a tenor, but if a fourth flute is to be
used, the evidence cited above suggests that this
lies a fourth above the alto rather than a fourth
below. Why the anonymous editor of the version
from which Ruf made his version should select
an instrument in B flat as opposed to one in C
remains an unsolved mystery, but it should be
noted that neither instrument was in common
use in the early eighteenth century. There
remains, therefore, considerable doubt as to
whether or not Bigaglia intended his A minor
sonata to be played on the fourth flute.
An extensive search of the English
repertoire revealed only one piece specifically
requiring the fourth flute in B flat, whereas there
are several concerti and other orchestral pieces
with recorder parts assigned to fifth and sixth
flutes: the piece in question is the aria ‘The drum
is unbrac’d’ from William Boyce’s The Shepherd’s
Lottery, a pastoral afterpiece dating from 1751.
The part for ‘A Common 4th. Flute’ is transposed
up a tone so that the player may use alto recorder
fingering, the prevailing English notation for
small recorders. The instrument evokes the
playing of a piping shepherd: the reason why
Boyce selected the uncommon fourth flute is not
known, but it may be (as I have suggested with
regard to the Dieupart Suites) that the composer
had a particular player in mind who possessed a
fourth flute.

nomenclature. Speer’s dictionary suggests that
the fourth flute is at octave pitch, with a lowest
note of c", but Eisel – describing a fourth flute
in c" and a tenor ‘a fifth lower’ in c' – apparently
used altos in both G and F. However, unlike
Eisel, Speer was writing in the late seventeenth
century when nomenclature was not
standardised.
The notion of the fourth flute being
pitched in b' flat (a fourth above the alto) arises
in the anonymous edition of Bigaglia’s sonata
and Dieupart’s fifth and sixth suites. As we have
seen, the idea of playing Bigaglia’s sonata in A
minor on a recorder in B flat hardly makes
musical sense, but the octave transpositions in
the bass strongly suggest that a small recorder is
intended, rather than a tenor. The problem,
however, is that the assignation to the fourth
flute apparently comes from a now-inaccessible
manuscript in a private collection, so unless this
manuscript becomes available to scholars, we
shall probably never know whether it was
Bigaglia himself or an anonymous arranger who
authorised the assignation to the fourth flute.
The performance of Dieupart’s sixth
suite on an instrument in B flat is logical, but the
question remains as to whether an octave
recorder or a tenor (a fourth below the alto) is
intended. Given that the first four suites are
assigned to the lower-pitched voice flute, the
tenor may have been intended, since it has a
similar sonority. The transposition of the solo
parts of the first four suites for the voice flute
(the part is written a third higher than sounded)
indicates that Dieupart based his terminology on
the alto in f', and so his fourth flute could only
have been a small recorder in b' flat, for which
the part is written a tone higher.
So, is the fourth flute ‘a fourth above or
a fourth below’? The answer depends on the
pitch of the alto to which the fourth flute is
related (in F or G) and can only be determined
in any given situation by a careful examination of
the music, its country and date of origin, the
ambitus of the part and the consequences of any
transposition directed by the editor or the
composer. However one considers the matter –
organologically or musicologically – the fourth
flute remains a rather obscure (but nonetheless
fascinating) member of the recorder family.

Conclusion
It is easy to fall into the twenty-first century trap
of assuming that the alto in f' was always the
basis of recorder nomenclature – and
consequently assume that the fourth flute is in b'
flat, whereas, in fact, the alto in g' persisted into
the late seventeenth and early eighteenth
centuries. Bartolomeo Bismantova, in his
Compendio musicale of 1677, based his fingerings
on an alto in G but the later French authors
(including Hotteterre in his Principes of 1707)
gave fingerings for an alto in F.27 The Germanic
sources, however, firmly suggest that the fourth
flute is an instrument in C rather than in B flat,
largely based on the Renaissance concept of an
alto in G as the foundation for the
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In the present article, upper case letters are used as a general descriptor for the instruments: all C instruments have C (at
whichever octave is applicable) as their lowest note. Where required, specific pitches are indicated using the Helmholz
system (e.g. an alto recorder whose seventh-finger note is F above middle C is described as an alto in f').
2 A tenor in b flat by Thomas Stanesby, jr., is preserved in the Frans Brüggen Collection in Amsterdam. The instrument
measures 730mm in length, and bears the stamp ‘(dolphin)/STANESBY/IUNIOR/4’: ‘4’ represents a pitch mark – hence
the putative designation as a fourth flute – although it is difficult to rationalise this in relation to the alto in f'. Further
examples by Stanesby jr. are to be found in GB–Oxford (0115) and in a private collection in Royston. Three examples by
Georg Walch (Berchtesgaden, early eighteenth century) are preserved in A–Salzburg, (3/9, 3/10, 3/11).
3 Michael Praetorius, Syntagma musicum. II. De organographia: parts I and II, trans. David Z. Crookes (Oxford, 1986), 33–4.
4 Sebastian Virdung, Music getutscht und Ausgesogen, ed. Beth Bullard (Cambridge, 1993), 168–81; Martin Agricola, Musica
Instrumentalis deudsch, trans. William E. Herrick (Cambridge, 1994), 9.
5 David Lasocki, ‘Recorder. I/1’, Grove Music Online. Oxford Music Online, ed. Deane Root
(<http://www.oxfordmusiconline.com/subscriber/article/grove/music/23022>).
6 Johann Gottfried Walther, Musicalisches Lexicon, oder musicalische Bibliothek (Leipzig, 1732), 247: ‘Flauto eine gemeine oder
Quart- Flöte mit sieben Ober-Löchern, und einem Daumen-Löche; gebet vom c' bis c'" durch beijenigen Tone’.
7 With permission of the Bate Collection, Faculty of Music, University of Oxford, 0109; photo: author.
8 Daniel Speer, Grund-richter Kurtz-Leicht und Nöthiger jetz Wol-vermehrter Unterricht der musicalischen Kunst. Oder vierfaches Kleeblatt,
2nd edition (Ulm, 1697), 287.
9 Ibid., 285.
10 Johann Philipp Eisel, Musicus αντοδιδαχτοσ, oder, der sich selbst informiende Musicus, bestehend sowohl in Vocals-als üblicher
Instrumental-musique (Erfurt, 1738), 80ff.
11 Johann Daniel Berlin, Musikaliske Elemente reller Anleedning til Forstand paa De første Ting udi Musiquen…, reported in Richard
Griscom and David Lasocki, The Recorder. A Research and Information Guide, 3rd edition (New York and London, 2012), item
1153.
12 Ibid., item 1170.
13 London, British Library (GB-Lbl), 7891.bbb.45.
14 William Tans’ur, A New Musical Grammar; or, the Harmonical Spectator (London, 1746).
15 Douglas MacMillan, ‘The Small Flute Concerto in 18 th.-century England’, The Consort, 62 (2006), 91–106.
16 GB-Lbl h.70.p.
17 For example, the fifth suite is marked ‘Cette Suitte se doit jouer en G ré sol sur une flûte de quatre’.
18 © The British Library Board, h.70.p.
19 XII/SONATE/a Violino Solo o sia Flauto/e Violoncello o Basso Continuo/de SINOR BIGAGLIA/PATER
BENEDITTINO/Opera Prima; Flauto in the title almost invariably refers to the alto recorder at this date: the sonatas which
cannot be played on this instrument contain notes below f'.
20 Dresden, Sächsische Landesbibliothek – Staats- und Universitätsbibliothek, Mus.2-R-8.89; a further arrangement by Pietro
Chaboud of Sonata VII transposed into E minor for flute, oboe or violin by was published by John Walsh, c.1725 (GB-Lbl
g.422.j.(3.).
21 Diogenio Bigaglia (c.1676–c.1745) was a Benedictine monk of San Giorgio Maggiore in Venice; B. Schott’s Söhne, Mainz,
OFB 3.
22 Curt Sachs, Reallexicon der Musikinstrumente (Berlin, 1913; facs. Hildesheim, 1962).
23 Thiemo Wind, ‘Bigaglia’s Sonata in A Minor: a New Look at Its Originality’, Recorder and Music Magazine, 8/2 (1984), 49–
54; Thiemo Wind, ‘New Facts Concerning Bigaglia’s Sonata in A Minor’, Recorder and Music Magazine, 8/4 (1984), 106–8.
24 A copy of Le Cène’s publication is preserved in GB-Lbl, g.21.
25 Le Cène does not indicate which of the twelve sonatas are suitable for the recorder.
26 © The British Library Board, g.21: Schott OFB 3.
27 Bartolomeo Bismantova, Compendio musicale. In cui s’insegna à principianti il vero modo, per imperare con facilità, le regole di canto
rigurato, e canto fermo; come anche per comporre, e suonare il basso continuo, il flauto, cornetto, e violino; come anche per acordare organi, e
cembali (Ferrara, 1677); Jacques Hotteterre ‘le Romain’, Principes de la flûte travsersière, ou flute d’Allemange, de la flûte â bec, ou flûte
douce, et du haut-bois, divisez per traitez (Paris, 1707).
1
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Moscheles, Handel and the Performance and Reception of
Old Music in Nineteenth-Century England
Mark Kroll
One of the most fruitful areas of recent research into pre-1800 music concerns its
nineteenth-century performance and reception. We now have a more complete picture of
the manner in which composers, performers, and critics of that period interpreted the
music of the past, and a growing sense that it was more informed and extensive than
twentieth-century proponents of the so-called early music revival would have had us
believe.1 It is also noteworthy that many of the nineteenth century’s most passionate
advocates of old music were also among the leading progressives of their time. Felix
Mendelssohn is a prime example;2 Johannes Brahms is another. The latter collected and
studied numerous works of Bach and Handel, but also of François Couperin and
Domenico Scarlatti. Brahms’ edition of Couperin’s Pièces de Clavecin that he published with
Friederich Chrysander between 1871 and 1888 remained the standard source for most
harpsichordists until the 1970s; his intimate knowledge of the sonatas of Scarlatti (he was
reported to have owned 300) can be seen in his use of the opening measures of the Sonata in
D major, K. 223 to begin the song Unüberwindlich, op. 72, no. 5.
The virtuoso pianist and renowned piano teacher
Ignaz Moscheles (1794–1870) was as equally
involved in the field as Mendelssohn and
Brahms, if not more so. He probably performed
more eighteenth-century keyboard works than
any of his contemporaries, and had a lasting
impact on the dissemination of old music over
the course his long career. In this article I place
Moscheles’ multi-faceted approach to this
repertoire in the context of his engagement with
the music of Handel during the 25 years he lived
in London, between 1821 and 1846.3 Moscheles’
own compositions, as well as his performances
and programming of Handel’s music, his
comments about the concerts of Handel that he
heard in London, and his activities as an editor
and collector of Handel’s works, all reveal much
about attitudes toward historical performance
and authenticity during this time.

tell us much about how Moscheles understood
and interpreted Handel and, by extension, other
seventeenth- and eighteenth-century composers.4
The Variations on a Theme of Handel was
composed in Vienna in 1814, the city of
Moscheles’ professional apprenticeship after
leaving his birthplace, Prague.5 A modest work
for solo piano modeled on Handel’s Air and
Variations from the Suite for Harpsichord No. 5 in E
major, HWV 430 (known familiarly as the
‘Harmonious Blacksmith Variations’), it was also
one of the first Moscheles published in London
upon his arrival in 1821. This was the same year
in which he made his spectacular concerto debut
with the Royal Philharmonic, playing his
Alexander Variations, op. 32, a bravura piece that
had already established Moscheles’ reputation in
Vienna, Paris and other European cities as one of
the leading pianists of his generation.6
As one would expect, there are a number
of basic differences between Moscheles’
Variations on a Theme of Handel and Handel’s
‘Blacksmith’ variations. For one thing, Handel
wrote five variations while Moscheles’ final
version features seven plus a coda.7 Moscheles

Channeling Handel in London
I will begin with an analysis of the two works
Moscheles wrote in homage to Handel – the
Variations on a Theme of Handel, op. 29, and the
Hommage à Handel for Two Pianos, op. 92 – which
17

begins by staying close to the harmonic style and
textures of Handel’s piece, but he gradually
departs from it in each succeeding variation.
Handel’s melody–bass texture is retained
throughout to begin with (transposed up a half
step and with doubled note values), though we
already find a change in b. 11 – a flat-six sonority
– which tells us this piece was written in 1821
and not a century earlier (Ex. 1). An essentially
Baroque-inspired style is continued in the first
variation, excepting the rapid succession of
dominant seventh and ninth chords in b. 3 and a
bit of pianistic technical display in bb. 8–9. His
nineteenth-century harmonic and rhetorical
language becomes more evident, however, in the

subsequent variations: the second is highly
chromatic, the fifth has virtuosic passagework
exploiting the full range of Moscheles’s piano,
while the sixth, in the parallel minor, has
especially poignant chromatic harmonies (marked
ritar. e smorzando in b. 3). The latter features an
ominous pianissimo repeated-note dominant pedal
in the right hand in bb. 8–9, accompanying a
pianistic melody in the left. The final variation,
written in a chasse-style 6/8, leads to a lengthy
coda that substitutes the virtuosic scales of
Handel’s final variation with some charming
motives, dramatic pauses, and a reflective
pianissimo conclusion before two final fortissimo
chords.
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Ex. 1. Extracts from Moscheles’ Variations on a Theme of Handel, op. 29

Moscheles’ Variations were well received
by the press and the general public. The Quarterly
Musical Magazine & Review, for example, reviewed
them shortly after they appeared, applauding
their modernity despite the apparent nod to the
Baroque: ‘Mr. Moscheles’ variations are seven in
number, and the first is very singular . . . this
appears to us to be amongst the most original
variations we have lately seen.’8 The demand for
Moscheles’ variations also seems to have been as
great as it was for Handel’s. Indeed, it was
necessary to specify in a program on 18 February
1837, the first of Moscheles’ ‘Classical’ or
‘Historical Soirées’, that he would be performing
The Harmonious Blacksmith ‘with Handel’s
Variations’, to distinguish those from his own.
Moscheles would continue producing this
innovative series of concerts, with some
interruptions, until leaving for Leipzig in 1846. 9
One might wonder, however, why
Moscheles would make the effort to publish such
a small-scale work during his first year in
England, rather than devote his energies to his
many concertos and virtuoso showpieces for
which he had achieved renown. On the surface,
one of the reasons should be obvious: he sought

to curry approval from the British public with
music in honour of their favorite adopted musical
son. Another motivation might have been
entirely practical: he hoped to tap into the large
market of amateur pianists in London who were
always looking for new music to play, especially if
it did not put impossible demands on modest
abilities. The Variations are far less technically
challenging than the other piano music
Moscheles was writing at the time, much of
which was intended to display his prowess at the
keyboard.
This lack of difficulty, plus the fact that it
was based on a familiar tune associated with the
iconic Handel, certainly added to the work’s
popularity and allure among those pianists who
were or would become his students. His methods
succeeded; Moscheles would have literally
thousands of pupils during his entire period of
residence in London.10 Another of his Baroqueimitation pieces , ‘A gigue, or dance movement,
in the old style’, which Moscheles wrote for The
Harmonicon in 1823, was evidently composed to
attract students at this time.11 Its charming
simplicity, like much of the Variations on a Theme
of Handel, was clearly geared to the young pianists
19

in London who had perhaps recently discovered
the pleasures of old music, or had just begun
piano lessons. It also gives an impression of what

the public considered to be old music at this
time.

Ex. 2. Opening of ‘A gigue, or dance movement, in the old style, for the piano-forte; composed purposely for The
Harmonicon, by I. Moscheles’
indispensible to the
HANDEL’S music.12

Several
other
factors
influenced
Moscheles’ decision to become involved with
older repertoire, Handel in particular, as soon as
he crossed the English Channel and reached
London. For one thing, the city had a living
Handel tradition, one that had continued
uninterrupted after the composers death. The
grand Handel ‘Commemoration’ held in
Westminster Abby in 1784 is a prime example.
Ludwig Spohr remarked on this tradition, with
not a little touch of envy, as late as 1833, in an
interview for The Atlas, in which he mentioned
concerts he had attended in England that year:

performance

of

Moscheles, moreover, arrived in a
country that already enjoyed a long history of
exploring old music, thanks to the efforts of
notable organizations and individuals, such as
Joah Bates (1741–99) and the Concerts of
Ancient Music, and the German immigrant John
Christopher
Pepusch
(1667–1752),
who
spearheaded another concert society, the
Academy of Ancient Music (founded in 1726),
and owned an extensive library that included
‘Queen Elizabeth’s Virginal Book’ (now The
Fitzwilliam Virginal Book). Mention could also be
made of the early English editors of J. S. Bach,
such as Samuel Wesley (1781–1861) and A. F. C.
Kollman (1756–1829).13
Further impetus to Moscheles’ activities
was provided by other English performers,
scholars and amateurs, such as the Oxford
professor, lecturer and organist William Crotch
(1775–1847), his three-volume survey of the

As far as my knowledge extends, these are the
only concerts in the world which are limited
to the performance of old music…the
London singers, who are much practiced in
the execution of HANDEL’S compositions,
are, doubtless, indebted to that circumstance
for one advantage in which the Italian and
German singers of the day are strikingly
deficient, namely, firm, pure intonation, and a
clear,
distinct
shake,
an
ornament
20

evolution of music, Specimens of Various Styles of
Music Referred to in a Course of Lectures Read at
Oxford and London, appearing between 1807 and
1810.14 The pioneering musicologist John
Stafford Smith (1750–1836) published Musica
Antiqua in 1812, a selection of music from the
twelfth to eighteenth centuries; and the publisher
Vincent Novello (1781–1861) sought to produce
editions that were both practical and yet faithful
to the composers’ intentions, writing in 1825 that
he ‘…was the more desirous to give each Piece in
its original and complete form…exactly as they
were intended to be performed by the
Composers.’15 The antiquarian movement that
played such a prominent role in the literary and
cultural life of England had also created the
perfect climate in which ‘old’ music could thrive,
and impetus for historical inquiry would also
come from the Royal Family, Prince Albert in
particular.16
Muzio Clementi, a close friend of
Moscheles and yet another émigré who settled in
the British Isles, played a pivotal role, particularly
with his publications of the music of Bach,
Handel and D. Scarlatti. 17 Thus, when the 75year-old Clementi was asked to perform at the
celebratory dinner held in his honour at the
Albion Hotel on 17 December 1827, the music
he chose to improvise upon was composed by
none other than Handel. Moscheles described the
event in his diaries:

pianos, in 1822, only a year of the publication of
his Handel Variations.19 This work, however, is
quite different from the variations, in which
Moscheles had largely adhered to the same basic
formal structure as his predecessor, albeit with
some progressive tonal and pianistic excursions;
it is no less respectful of Handel, but is firmly
rooted in a nineteenth-century idiom. This is
apparent, for instance, in the introductory first
section, which invokes the French overture style
particularly associated with Handel’s oratorios,
and shows clear awareness of the genre’s
conventions, such as over-dotting, which has
been written out. It has the decidedly romantic
tempo indication ‘Andante patetico’, and instead
of the customary imitative second section in fast
triple meter, it moves to an introspective cantabile
marked ben legato e sottovoce. Nevertheless,
following French-overture custom, the dotted
rhythm returns at the end, including the use of
dramatic demisemiquaver runs recalling the
Overture from Handel’s Suite for Harpsichord in Gminor, HWV 432.
The second, concluding section of the
Hommage is introduced by a dramatic tremolo
figure in the left hand that leads to a lengthy
bravura display for both pianists in cut time and
marked ‘Allegro con fuoco’. Although Werner
Rackwitz hears echoes of several of Handel’s
vocal works in this section, such as ‘The people
shall hear’, no. 33 from Part II of Israel in Egypt
(HWV 54) and ‘Awake the trumpet’s lofty
sound’, no. 5 from Samson (HWV 57), the
melodic writing, with its use of Alberti bass
figurations, is more typical of the classical era
rather than the Baroque.20 In point of fact, a
manuscript version of the Hommage dated 14 June
1835 found in the Czech Museum of Music has
two handwritten title pages, the second reading
‘Titel Grand Duo dans le Style de Haendel et
Mozart’.21 The overall impression in the Hommage
à Handel is that of a composer who celebrates
central aspects of Handel’s style (e.g. the overture
style, or the juxtaposition of grand homophonic
passages with lively contrapuntal ones), but does
so entirely in his own voice, straddling between
two stylistic worlds.

Of course a wish was expressed and rapturously
applauded, that Clementi, the father of
pianoforte playing, should be heard on this
occasion, and thus proved his right to the
title…The excitement was great, the whole
party eagerly listening. Clementi had not been
heard for years. He extemporized on a theme
from Handel, and completely carried us away by
his fine playing. His eyes gleamed with youthful
fire; those of many of his hearers were dimmed
with tears of emotion. Amid shouts of applause,
and the heartiest of congratulations, he resumed
his seat.18

It should therefore come as no surprise
that Moscheles would write another work in
homage to Handel, the Hommage à Handel for two
21

Ex. 3. Extracts from Moscheles’ Hommage à Handel, op. 92
22

should not forget its past history; although I
have begun with the old masters, I intend to
lead my audience gradually up to our own
time, and then they can compare and draw
their own conclusions.24

Moscheles enjoyed as great a success with the
Hommage as he did with the Variations, playing the
work to considerable acclaim not only in England
but also on the continent. He participated in
collaborative performances with many noted
pianists throughout his career, but most
frequently with Mendelssohn, including two
concerts in Leipzig in 1835 and 1836 that earned
the acclaim of Robert Schumann, who wrote
about both performances: ‘…I said then that they
played together as two eagles, I can also say, they
played like the incarnate grandsons of the Handel
family.’22 The Hommage would go on to become a
standard part of the repertoire for the next fifty
years, appearing on the programs of pianists such
as Liszt, William Sterndale Bennett, Julius
Benedict, Clara Schumann, Arabella Goddard,
Sigismond Thalberg, Charles Hallé, Leopold de
Meyer, and others. They would either perform
the work with Moscheles, or with each other at
their own recitals.

Moscheles’ historicism, furthermore, was
not restricted solely to repertory; he was also
apparently interested in invoking – at least to
some degree – the actual sonorities of an earlier
age. In fact, he used a harpsichord for several
performances, making him the first person in
England to play the instrument in public since
the eighteenth century. It was a large 1771
Schudi–Broadwood fitted with a Venetian Swell.
Moscheles’ wife Charlotte was so intrigued by
this harpsichord that she felt it necessary to
describe it in detail:
Externally the instrument was shaped like an
old Viennese piano. When the cover was
lifted, one saw a contrivance somewhat in the
shape of a Venetian blind, which, like the
shutter covering the swell part of the organ,
was acted upon by the pedals – by using this,
greater sonority was given to the tone, which
otherwise, was rather thin, and less agreeable.
Moscheles gave much attention to the
invention, and turned it to good account. The
upper and lower keyboards of the instrument
were evidently intended for the rendering of
such passages of Scarlatti and other masters as
on modern pianos require constant crossing of
the hands; and one row of keys being
connected with two, and the other with three
strings, certain shades are produced in the
quality of sound.25

Burrowing ‘into the ash-covered treasures of
the musical Pompeii’
Moscheles’ intense interest in Handel and other
old repertoire was not only fostered by the
artistic climate in London, or for practical
reasons, but also because of his early training in
Prague with Dionysus Weber, who insisted that
his young prodigy play only the works of Bach,
Haydn and Mozart, and completely avoid the
‘crazy’ music of Beethoven.23 Moscheles’ innate
intellectual curiosity, entrepreneurial daring, and
pedagogical instincts also played a part, such as
the establishment of his ‘Historical Soirées’.
These attributes are evident in his first diary entry
of 1838, in which he expresses his goals in
creating the series, a few weeks before the second
season:

Charlotte’s description of the ‘Venetian
Swell’ was relatively accurate, but she didn’t quite
understand that the primary function of the two
separate keyboards was only to achieve variety in
color and registration, and not to facilitate hand
crossings.
Moscheles’ innovative concerts did not
go unnoticed across the English Channel,
particularly in France, where another pioneer,
François-Joseph Fétis, wrote a glowing report
about the programs and the artist himself in the
Revue et Gazette musicale de Paris of 11 February
1838:

I have burrowed again into the ash-covered
treasures of the musical Pompeii, and brought
many grand things to light. Beethoven is great
– whom should I call greater? – but as the
public is forever listening to his music,
alternating with modern pieces written merely
for display, I intend to introduce, first of all,
those composers who gave the impetus to
Beethoven’s eagle flight. To have a proper
appreciation of the art of our own day, we
23

It was only a thoroughly well-read musician, a
pianist of the first class, that could have
formed the plan which Mr. Moscheles has
adopted, or possessed the necessary versatility
of talent to carry it into execution. Each
composer whose name appears in the
programme possesses so individual and
peculiar a style as to require a distinct and
special study; and the works of some of them
are characterized by difficulties of such an
order and of so contrary a nature and
demanding such a variety of fingering and
touch, that they seem to preclude the
possibility of uniting their successful
performance in one person. Few musicians of
the present day are capable of performing the
music of Scarlatti, and above all of John
Sebastian Bach.26

Yiddish or Hebrew), as well as German. We
might wonder too whether Moscheles considered
Handel a ‘German musician’, or an English one;
it may even be that Moscheles was drawn to
Handel because he was yet another German
émigré who had achieved prosperity in London.
Nonetheless,
in
many
instances
Moscheles followed the performance fashions of
his day. For example, Moscheles never objected
to any composition of Handel being performed
by large numbers of performers, as was
customary at the time. He raved about the
performance of Messiah at the Handel
Commemoration of 1834 that featured 223
instrumentalists and a chorus of 397 singers,
devoting many pages to the festival in his diary.29
He also had no compunction tinkering
with the scores of Baroque composers to meet
contemporary performance needs. In fact, it
would probably not have even occurred to him
to be bothered by certain musical liberties
typically taken during the era that would be
unacceptable today, such as the insertion of wind
instruments where they did not belong. This met
with Moscheles’ complete approval. He describes
the practice without comment in a diary entry of
1821, with regards to a performance of Messiah:
‘the organ accompaniments were supplemented
in the full passages by wind instruments.’30 He
felt equally sanguine about the use of an
ophicleide after hearing another Messiah in 1834,
writing to Mendelssohn on 26 June that this
unique instrument was ‘a very useful addition, for
just as you say of a steam engine, it has ten-horse
power, so of this you can say, it has tentrombone power.’31
Moscheles was equally flexible with the
music of J. S. Bach. He added wind instruments
to some of Bach’s keyboard concertos (the D
major, BWV 1054, in particular) that were
originally scored only for strings (Schumann
heartily approved of this practice), and essentially
rewrote ten Bach preludes from the Well-Tempered
Clavier (including additional measures!) by
arranging them for piano and cello (this inspired
Schumann’s wrath). Moscheles even tampered
with the orchestration of a piece by his musical
deity Beethoven. Following the then current
English practice of always using an organ with

.
A more detailed statement about his
approach to older music, one that seems
remarkably similar to the principles of ‘historical
performance’ today, appears in the Méthode des
Méthodes, the piano treatise that Moscheles coedited and published with his colleague Fétis in
1840: ‘All good music has its time, its
conception…to obscure the distinction between
styles, and to combine everything with one
uniform [approach] is therefore the worst of all
mistakes in the arts. The pinnacle of perfection in
art is to render those [works] according to the
time in which it is written…in order to reach this
perfection, the performer must reflect on the
work of the composer and capture its spirit… in
summary… render each work according to the
thoughts of those who created it.’27
One example of this credo is Moscheles’
objections to the very common practice of
performing only selections from Handel’s
oratorios, rather than the complete work, as he
explained in his diary: ‘The effect of such
performances would be enhanced, if the
oratorios were given, not piecemeal, but in their
entirety, just as the composer intended they
should be given.’ In the same entry he added: ‘to
a German musician this was an offence.’28 It is
noteworthy that he proudly calls himself a
‘German musician’ here and throughout his
diaries and correspondence, despite the fact that
he was born in what was then called Bohemia
and grew up speaking Czech (and probably
24

choral music, Moscheles insisted that it be
included in all five performances of Beethoven’s
Ninth Symphony that he conducted in London.32

Moscheles explains the difficulties in
establishing the correct order of the individual
arias and choruses, informing us that this ‘is now
produced with considerable alterations from, and
additions to, previous editions. The songs which
formed the Appendix, (and which were
composed for the revival), are now incorporated
in their proper situations in the body of the work.
The minute directions left us by Handel, upon
this point, have rendered this an easy task.’ And
in line with his goal to honour the composer’s
intentions, he continues: ‘… it is an imperative
duty to present the work in a complete form,
with the full advantage of the matured thoughts
of its great composer.’
Moscheles also addresses other problems,
such as the choice of clefs and their implication
for the assignment of singers. For example, he
tells us that he restored ‘the different clefs
according to Handel's manuscript; the old printed
copies not indicating whether the various songs
are intended for soprano or tenor voices.’ To cite
one of Moscheles’ solutions to this editorial
challenge, we read in the preface: ‘The only
deviations from this authority [i.e. of the Handel
originals] occur in the airs “Let me wander” and
“Or let the merry bells”, which, although written
in the treble clef, are directed to be sung by Mr.
Beard, an alteration that appears to have been
made at the time of the revival: upon this
authority they are now printed in the tenor clef.’
Moscheles mentions many other similar
editorial interventions in this preface, all made in
an effort to restore Handel’s ‘matured thoughts’,
concluding with a global statement: ‘… Other
alterations and additions have been made (upon
the authority of Handel’s MS.) which it is,
perhaps,
immaterial
to
particularize.’
Nevertheless, as we have discussed previously, it
seems that Moscheles could never quite decide
whether to look forward or backwards. He was
interested in establishing a good text, paying
attention to movement order and intended voice
types, but his tempo and dynamic markings (e.g.
crescendos, mezzoforte and additional piano
markings not in Handel’s original), long slurs for
the violins throughout, and his piano reduction,
all follow nineteenth-century practices (see Ex.
4).

Editing Handel
This array of conflicting aesthetic principles
naturally found its way into Moscheles’ edition of
Handel’s oratorio L’Allegro, Il Penseroso ed Il
Moderato (HWV 55) for the English Handel
Society, of which he was a founding member.33
As Donald Burrows describes, this oratorio has a
fascinating but complicated performance and
pre-performance history that poses a number of
challenges to the editor.34 Among these include
the intended voice types in certain arias (i.e.
whether soprano, alto, etc.), and the ordering of
movements, which seems to have changed
between successive performances while Handel
was still alive.
Moscheles’ edition demonstrates a quite
sophisticated understanding of these challenges.
According to Burrows, he seems to have
‘consulted the relevant volume of Handel’s
autograph, then in the Royal Library at
Buckingham Palace’.35 Moscheles’ position as
‘Pianist to His Royal Highness Prince Albert’
probably made access to that source quite
convenient, and he may have examined other
sources in London, although no evidence exists
to ascertain this. In the preface, dated 15 August
1844, Moscheles confirms having used the
autograph, and continues with a lengthy and
detailed description of his approach to the
editorial problems.
He begins with a discussion of the date of
composition and the premier, and describes the
various announcements in the London papers
about other performances of L’Allegro, its
publication by John Walsh in the eighteenth
century, and the later revivals of the oratorio,
seeking out relevant information from the
autograph, as is apparent in his discussion of the
singers: ‘The singers’ names are not mentioned in
any of the advertisements of the day, but we
learn from Handel’s own MS. that they were as
follows – Mr. Beard, Mr. Savage, and ‘The Boy;’
Mrs. Cibber, Signora Andreoni, and the
celebrated Signora Francescina.’
25

Ex. 4. Handel, ‘Each action will derive new grace’ from L’Allegro, Il Penseroso ed Il Moderato as published in Moscheles’
edition for the English Handel Society
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Moscheles seems to have made these
changes for the benefit of nineteenth-century
performers or prospective purchasers of the
edition, both amateur and professional or, as he
suggests in the preface, at the insistence of some
of his colleagues, including those on the council
of the English Handel Society:

Collecting Handel
We have thus seen that Moscheles was among
the most active proponents of the music of
Handel in England during the entire time he lived
in London.38 A very tangible proof of this can be
found in the music scores he purchased for his
own personal use, which were auctioned off the
year following his move to Leipzig. The catalogue
from that auction, which was held on 23 and 24
July 1847, tells us that this was indeed the library
of a contemporary pianist who was dedicated to
Handel, and to other composers of past eras (see
cover illustration of the title page).
Over five hundred items were offered for
sale, including organs, pianos and harps; violins,
cellos and even trumpets; and vocal, instrumental
and keyboard scores.39 Among the latter are
works by composers that one would not expect
to find in a nineteenth-century pianist’s library,
such as compositions by Byrd, Purcell, Wilbye,
Weelkes and Gibbons. He also collected music
by Corelli, Geminiani and even Rameau. The
works of Handel, however, are predominant,
comprising more than 10% of the total library.
Moscheles apparently owned individual scores of
almost all the operas and oratorios, including Acis
and Galatea, Samson, Choice of Hercules, Jephtha, and
multiple copies of Messiah and Israel in Egypt; most
of Handel’s chamber music and concerti grossi;
and the complete Arnold edition of his works.40
The breadth of Moscheles’ Handel
collection is suggestive on several levels. First of
all, it reminds us that his immersion in the music
of Handel was likely a central part of his life in
London, for while Handel was certainly popular
on the European continent, it was in Britain that
his music was embraced with the greatest
enthusiasm. Moscheles took full advantage of the
opportunity, lavishing almost as much attention
on genres in which he did not specialize – such as
the operas and oratorios – as on instrumental
music. We see this in a diary entry from 1833, in
which his excitement about an upcoming
performance of Messiah is palpable: ‘I swallowed
my dinner hastily, so as not to miss a note of this
masterpiece.’41

As to the metronomic indications of the
different movements, the marks of expression,
the slurs and staccato marks in the stringinstrument parts, I have added them, not
guided by my judgment alone, but by such
hints from English professors as I have
considered to be founded upon tradition and
worthy of implicit faith. To all such friends to
whom I am thus indebted I now beg to offer
my best thanks.36

Another addition, the piano reduction,
was also added at the insistence of the Handel
Society, and Moscheles probably supported the
idea. He said as much in his diary in 1852, during
a battle with several of the editors of the Bach
Gesellschaft in Leipzig, who insisted on an
‘urtext’ approach and would not allow the
inclusion of a piano reduction: ‘I think that
village schoolmasters, and ignoramuses unable to
decipher a score, ought to become acquainted
with Bach by means of the pianoforte edition.’37
In many respects, Moscheles’ edition of
L’Allegro typifies his approach to Handel that we
have already seen. His affection for the music is
apparent; indeed, we might even wonder if he
intentionally chose this work based on that
quintessential British poet, Milton, as evidence of
his loyalty to the country he would adopt for so
much of his professional life. He also had strong
feelings about the performance of the work,
including tempos, phrasing and dynamics. That
his additions to the score would not confirm to
modern editorial practices is beside the point; his
goal was to present the music and text as
accurately as possible, while giving his
contemporaries a sense of how he and his
colleagues thought this work should be played; in
that respect he was successful.
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This underscores a point that is implicit
in our discussion of Moscheles’ treatment of
Handel in this essay: in the Variations on a Theme of
Handel and the Hommage à Handel, the edition of
L’Allegro, and performances of early keyboard
music in his historical soirées, Moscheles’
ultimate goal was not to recreate Handelian
performances of the past. Rather, he wanted
listeners to hear the music he so treasured
through his own ears. That this might involve a

reinvention of the French overture or the
addition of wind instruments or expression
marks does not imply that Moscheles
misunderstood Handel’s music. If anything it
shows us the depth of his understanding, and his
eagerness to ensure that his audiences
experienced Handel’s music in the best possible
light. In so doing, he set an admirable example
for his followers both in Britain and in Europe.

Among the studies in this area are The Piano in Nineteenth-Century British Culture, ed. Therese Ellsworth and Susan Wollenberg
(Aldershot, 2007), Katherine Ellis, Interpreting the Musical Past (Oxford, 2008), Colin Lawson and Robin Stowell, The Historical
Performance of Music (Cambridge, 1999), Harry Haskell, The Early Music Revival: A History (New York, 1988), and Peter Holman,
Life After Death: The Viola da Gamba in Britain from Purcell to Dolmetsch (Woodbridge, 2010). This list is of course by no means
comprehensive.
2 For a study of Mendelssohn’s activities in early music, see Susan Grossmann-Vendrey, Felix Mendelssohn Bartholdy und die Musik
der Vergangenheit (Regensburg, 1969).
3 Moscheles first rented a bachelor flat at 343 Oxford Street in 1821 as a base for his concert tours in England and on the
Continent. He and his new wife Charlotte moved into 77 Norton Street on 2 May 1825, and susequently to their final residence
in London, 3 Chester Place, in 1830. He relocated to Leipzig in 1846 to accept the invitation of Mendlessohn to become the first
professor of piano at the Leipzig Conservatory. For further information on Moscheles’ life and music, see Mark Kroll, Ignaz
Moscheles and the Changing World of Musical Europe (Woodbridge, 2014).
4 For a comprehensive study of Moscheles’ lifelong engagement with the music of Handel, from his early training in Prague until
his death in 1870, see Werner Rackwitz, ‘Ignaz Moscheles—sein Verhältnis zur Musik Georg Friedrich Händel’, Göttinger HändelBeiträge, 13 (2012), 219-243.
5 Handel was very popular in Vienna during this time. For example, Moscheles heard Samson there for the first time in 1814,
writing in his diary that the piece ‘elevates my soul! The first time I heard it, I was in ecstasies of delight.’ See Charlotte
Moscheles, ed., Recent Music and Musicians As Described in the Diaries and Correspondence of Ignatz Moscheles, Edited by His Wife. Adapted
from the Original German by A. D. Coleridge (New York, 1873, repr. New York, 1970), hereafter RMM, 11. The ‘Harmonious
Blacksmith Variations’ seems to have been a particular favorite in the Autro-Hungarian Empire, and inspired a number of piano
arrangements by other Habsburg composers, as well as a version for guitar by Mauro Giuliani: Variations on a Theme of Handel, op.
107. See Rackwitz, Ignaz Moscheles—sein Verhältnis zur Musik Georg Friedrich Händel, 222–4.
6 The English premiere had the same effect, earning the acclaim of not only the press and the public, but also the large number
of piano virtuosi already in residence in London, including Muzio Clementi, J. B. Cramer, Ferdinand Ries, and Friedrich
Kalkbrenner. See Kroll, Ignaz Moscheles, 29–34.
7 A number of different arrangements were published throughout the nineteenth century in England and the Continent, most
for solo piano but some for two pianos, organ, harmonium and harp. Examples include those by J. Blackbourn (c.1819), W.
B.Wilson (1843), W. H. Callcott (1844), J. B Logier (c.1849), Louis Engel (1859), John Thomas (1860), and Friedrich Lux (1873).
8 The Quarterly Musical Magazine & Review, iii, no. 12 (London, 1821): 510–13 at 511.
9 The program for 18 February 1837 appeared in The Musical World, 24 February 1837 (4:50), 155. For further information on the
‘Historical Soirées’, see Kroll, Ignaz Moscheles, ch. 7.
10 See Kroll, Ignaz Moscheles, ch. 4 and passim. A complete list of Moscheles’ students can be found on the Boydell & Brewer
website for the book: http://www.boydellandbrewer.com/content/docs/Student_Roster_9781843839354_U(1).pdf
11 The Harmonicon, i, part 2 (1823).
12 The Atlas, 11 August 1833, no. 378, 517.
13 See Tim Eggington, The Advancement of Music in Enlightenment England: Benjamin Cooke and the Academy of Ancient Music
(Woodbridge, 2014). For information about Pepusch’s library, see Percy Lovell, ‘“Ancient” Music in Eighteenth-Century
England’, Music and Letters, 60 (1979), 401–15, esp. 408–9. For a survey on the activities of Kollman, Wesley and the other
English Bach advocates, see Yo Tomita, ‘“Most ingenious, most learned, and yet practicable work:” The English Reception of
Bach’s Well Tempered Clavier in the First Half of the Nineteenth Century seen through the Editions Published in London’, The
Piano in Nineteenth-Century British Culture, ed Ellsworth and Wollenberg, 33–67.
14 According to F. G. Edwards, ‘…Crotch was the first to play the “St. Ann’s” Fugue [BWV 552/2] in public in England [1816]’.
This took place at St. James’s Church, Bermondsey on 23 April 1829, but by three performers, two sitting at the organ and a third
playing the pedal part on a separate keyboard. We also learn from this description that Dragonetti often played the pedal parts of
1
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Bach’s organ works on his three-stringed double bass, accompanied by a piano taking the upper parts. Cited in F. G. E[dwards],
‘Bach’s Music in England’, The Musical Times and Singing Class Circular, 37 (1896), 722–6, at 723 and 725.
15 Cited in Philip Olleson and Fiona M. Palmer, ‘Publishing Music from the Fitzwilliam Museum Cambridge: The Work of
Vincent Novello and Samuel Wesley in the 1820s’, Journal of the Royal Musical Association, 130 (2005), 38–73, at 48.
16 See A. Hyatt King, ‘English Royal Music-Lovers and Their Library, 1600–1900’, The Musical Times, 99 (1958), 311–13.
17 For an excellent discussion of Clementi’s work with this repertoire, see Rohan Stewart-MacDonald, ‘The Faces of Parnassus:
Towards a New Reception of Muzio Clementi’s Gradus ad Parnassum’, The Piano in Nineteenth-Century British Culture, ed. Ellsworth
and Wollenberg, 69–100.
18 RMM, 127–28. According to a report about this dinner in The Harmonicon, Moscheles and J. B. Cramer also played ‘Clementi’s
duet in E flat, opera 14, with such exquisite skill as renders it impossible to give it due praise’. See The Harmonicon, January 1828,
iv, no. 1, 18–19.
19 He began the work at the request of his friend J. B Cramer, who asked for two movements to be added to one of his own
pieces for two pianos that he planned to perform on his benefit concert of 9 May 1822. For details, see Rackwitz, Ignaz
Moscheles—sein Verhältnis zur Musik Georg Friedrich Händel, 224–6.
20 Rackwitz, Ignaz Moscheles—sein Verhältnis zur Musik Georg Friedrich Händel, 225.
21 National Museum/Czech Museum of Music, Music Archive, CZ-Pn, 59 R 660. The first title page reads: ‘Grand Duo pour
deux Pianos./Oeuvre 92. Autograf/(Domini: Taussig & Taussig.)’ The tempo marking of the opening was originally ‘Andante
maestoso’, but the word ‘maestoso’ was crossed out to read ‘patetico’.
22 Neue Zeitschrift für Musik, band IV, no. 46 (Leipzig, 7 June 1836), 191–2.
23 In his diaries, Moscheles called the works of Beethoven ‘crazy music, in opposition to all rule’. RMM, 3.
24 RMM, 217. This last statement, in which he offers his audiences the opportunity to ‘compare and draw their own conclusions’,
is in a sense similar to Talmudic or rabbinical styles of inquiry, something with which the Jewish-born Moscheles would have
been quite familiar.
25 RMM, 236–7.
26 The Musical World translated and printed this ‘instructive article from M. Fetis [sic], which appeared in the Revue Musicale of last
Sunday’ in its issue of 16 February 1838.
27 Francois-Joseph Fétis and Ignaz Moscheles, Méthode des Méthodes (Paris, 1840; facs. Geneva, 1973), ch. 13, 75.
28 RMM, 206.
29 RMM, 203–5.
30 RMM, 38.
31 Letters of Felix Mendelssohn to Ignaz and Charlotte Moscheles. Translated from the Originals in his Possession, ed. Felix Moscheles
(Freeport, NY, 1970), 117.
32 See Kroll, Ignaz Moscheles, 265, 273–274, 223–232, respectively.
33 The Society was established in 1843 ‘for the Production of a Superior and Standard Edition of the Works of Handel’. See
RMM, 291. The governing ‘Council’ as listed at the front of Moscheles’ edition consisted of William Sterndale Bennett, Sir
Henry Bishop, William Chappell, William Crotch, J. W. Davison, E. J. Hopkins, Alexander MacFarren, Edward Rimbault, Sir
George Smart, Henry Smart, and Moscheles.
34 See Donald Burrows, ‘Reconstructing Handel’s performances of L’Allegro’, The Musical Times, 154 (2013), 69–76. Burrows’
edition of L’Allegro, Il Penseroso ed Il Moderato has been published for the Novello Handel Edition.
35 Burrows, ‘Reconstructing Handel’s Performances of L’Allegro’, 74.
36 Mendelssohn, who was editing Israel in Egypt for the Society, refused to make such alterations, writing to Moscheles on 7
March 1845: ‘I cannot possibly introduce my marks of expression into a score of Handel’s, nor my tempi, nor anything else,
unless it is to be made perfectly clear what is mine and what Handel’s . . . it would be no slight evil if the edition did not clearly
distinguish between Handel’s and the editor’s views.’ Letters of Felix Mendelssohn to Moscheles, ed. Felix Moscheles, 251–2.
37 RMM, 369.
38 It should be mentioned here that Moscheles did not abandon Handel when he moved to Leipzig. For information on this, see
Rackwitz, Ignaz Moscheles—sein Verhältnis zur Musik Georg Friedrich Händel, 238–41.
39 The auction booklet is twenty-two pages in length for both days, and lists 617 items. Handwritten notations placed in the
margin after each item tell us how much was paid, and by whom. The first day of the auction brought in £93.11.6, and the
second £359.19.6, for a total amount of £453.2.0.
40 Moscheles probably chose not bring these scores with him to Leipzig because their apartment at Gerhards Garten was smaller
than the one they had at 3 Chester Place in London.
41 RMM, 196.
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Report

A Catalogue of the Works of Giovanni Pierluigi da
Palestrina
Peter Ackermann, translated by Carola Finkel
The Italian composer Giovanni Pierluigi da
Palestrina (1525–94) has had an important
influence on church music, compositional
practice and music theory which began during
his lifetime and can still be seen today. His
oeuvre is often regarded as the culmination of
Renaissance polyphony. Three complete
editions of Palestrina’s works are available: the
first was edited between 1862 and 1894 by Franz
Xaver Haberl, while the second, by Casimiri and
others, was published between 1939 and 1987;
the third, the Edizione nazionale delle opere di
Giovanni Pierluigi da Palestrina, has been in
progress since 2000. Although the scientific
discussion of Palestrina’s works began with the
Cecilian movement in the early nineteenth

century, there are still gaps in many areas. Above
all is the lack of a catalogue of his works founded
on a comprehensive scholarly study of the
sources. The goal of the current project,
‘Catalogue of the Works of Giovanni Pierluigi da
Palestrina Online Database with Critical
Presentation of the Sources’, is to rectify this
deficiency. Funded by the Deutsche
Forschungsgemeinschaft (DFG) and based at
the Frankfurt University of Music and
Performing Arts all relevant bibliographical data
about Palestrina’s works will be catalogued in an
online database, developed especially for this
project, which has been written in Java. It is
hoped that the catalogue will become available
in summer 2018. 1

Illus. 1. Window for entering the search terms and output of the results
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Illus. 2. Score example (Lauda Sion in the version of the 1571 Venice print)

The extensive oeuvre of Palestrina includes:
 113 masses
 39 magnificats
 11 litanies
 five cycles of lamentations and ten
separate lections
 77 hymns
 333 one-section and 78 two-section
motets and related genres (such as
offertories, Marian hymns etc.),
including 80 falsely attributed or
doubtful compositions
 59 sacred madrigals
 70 one-section and 14 multi-sectional
secular madrigals and canzonettas
 Instrumental works: eight ricercari and
the doubtful Esercizi (XI) sopra la scala

The source research undertaken in the
context of the current cataloguing project has
shown that these works can be found, according
to current knowledge, in approximately 130
single-composer publications, approximately
210 published anthologies and approximately
400 manuscripts from the period between 1550
and 1650. In addition there are 4,000
manuscripts from the years 1650 to 1900. Since
the sources generally contain several works, the
result is a total of about 21,000 individual entries
in the database.
Although fulfilling the traditional aims of
a catalogue raisonné by providing detailed
descriptions and further information on
individual works, as well as addressing questions
of authenticity, the Palestrina project goes
further. The sources will not only be described
in as comprehensive and detailed a manner as
possible, but also visualized and thus made
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readily available for comparison with each other.
This is not only essential for research concerning
Palestrina or research on Renaissance music
history, but also for studies on the historically
informed performance of this music. The
variants in the sources which concern, for
example, melodic and rhythmic deviations, the
use of accidentals or different text underlays,
reflect the application of historical performance
conventions in specific, concrete contexts.
However, the visualization of the source variants
is interesting not only from a scholarly point of
view, but also provides new ways for
understanding contemporary performance
practice. While an edition reproduces one
reading which attempts to verify the intent of the
author, the ready availability of variant versions,
which reflected different local, institutional or
temporal parameters, provides the user with the
means to understand the historical performance
of a composition. Seen from this perspective,
this comprehensive catalogue of Palestrina’s
compositions can also be considered a basic

research tool for the production of a digital
edition, and so it was decided that digital scores
of all printed and handwritten sources created
before c. 1650 would be produced. The score of
each individual work diplomatically reproduces
the mensural notation of the source and arranges
the parts vertically in a score-like manner (see
Illus. 2). The scores were produced using
LilyPond, a text-based, open source musicengraving programme, which has considerable
advantages compared with commercial
programmes. All the scores can not only be
studied within the environment of the online
database, but also can be downloaded.
For studying the different variants of a
piece one can choose those which shall be
compared with each other from the extant
sources. In addition the specific part which is to
be examined must be selected. The different
versions will then be shown one on top of the
other as in a score, so that the distinctions can
be clearly seen (see Illus. 3).

Illus. 3. Comparing the source variants: the motet Dies sanctificatus, for which at the moment seven sources are
available in the database. This illustration shows the cantus part as it appears in the 1571 print, as it appears in a
manuscript from Barcelona, and as given in the print of 1574.
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Finally, the database offers, in addition
to the usual search capabilities, the possibility of
searching the music for musical parameters and
structural relationships. It is possible to search
abstract interval sequences and melodies, as well
as complex polyphonic phrases (up to four
voices), which can be entered in mensural
notation. The user can also conduct an exact
search as well as a similarity search. All search
functions can be combined without restrictions.

Besides the features mentioned above, another
advantage of the publication of the work and
source catalogue online is that it can be
supplemented and updated on a continuing
basis. The digital Palestrina catalogue raisonné will
be provided in cooperation with the publisher
Schott Music on the open-access platform for
musicology,
Schott
Campus
(schottcampus.com) this year.

A link will be posted in due course at <http://www.hfmdk-frankfurt.info/forschung/projekte/palestrinaforschungsprojekt/>.
1

Call for Contributions. Deadline: 14 April 2018
Conference: Vocal Sound and Style 1450-1650
20-21 October 2018, immediately preceding
the 2018 Brighton Early Music Festival
http://bremf-nema-conference-20185.webnode.com/
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Review

Karr–Yang Duo, Mendelssohn: Sonatas from Childhood,
Adolescence, and Adulthood, New Focus Recordings, FCR910
(2017)
Clive Brown
It was a pleasure to listen to this very interesting
recording of Mendelssohn’s music for violin and
piano, which offers: the published Violin Sonata
op. 4, together with the early unpublished sonata
of 1820, the abandoned fragment of a sonata
first movement from 1825, and the completed
sonata of 1838, which was partly revised and
then, like the Italian symphony, remained
unpublished. Yi-heng Yang and Abigail Karr
give very committed performances, in which the
beautiful sound quality of the Graf piano made
in the late 1820s blends very effectively with the
gut-strung violin. The playing of both musicians
is highly accomplished, showing personality and
sensitivity of ensemble.
They have experimented effectively with
some aspects of nineteenth-century performing
practice. Prominent among these is Yi-heng
Yang’s effective employment of extempore
arpeggiation, and Abigail Karr’s subtle use of
ornamental vibrato. The performers also
introduce some well-chosen
additional
ornamentation in the early sonata, which seems
convincingly plausible, especially in the Andante
with its successive repeated sections. Other
aspects of nineteenth-century practice are less
convincingly employed, or scarcely used at all.
Karr is bolder in her inclusion of portamento
than most modern or period performers, but it
is not used as frequently, or always executed in
the manner one would have expected from
violinists in Mendelssohn’s circle. His friend and
violin teacher Eduard Rietz, for whom the op. 4
Sonata was written, would undoubtedly have
employed much more expressive portamento
(Rietz’s teacher Pierre Rode was particularly
noted for his use of it as an expressive resource);
and the composer’s intimate friend Ferdinand
David also used portamento much more
extensively, as numerous fingerings in his
personal copies and editions clearly demonstrate
(see < http://chase.leeds.ac.uk/>). In the case

of the Violin Sonata op. 4, we have an interesting
nineteenth-century edition with bowing and
fingering by David’s pupil and quartet partner
Friedrich Hermann, which might act as a guide
for particular places in this sonata where
portamento was almost certainly envisaged.
Since portamento is not considered a central
aspect of modern violin playing, however, its
varied use is not taught, and young violinists
have no models among contemporary players on
whom they can base its use. In fact, it is a highly
complicated technique, and early recordings
demonstrate wide divergences in its use, with a
particular distinction between the German and
Franco-Belgian schools. Major nineteenthcentury treatises – for instance those of Louis
Spohr (1833) and his pupil Ferdinand David
(1864) – give clear and cogent explanations of its
use and execution within the German tradition,
and excellent examples of this can be heard in
the recordings of Joseph Joachim, Marie Soldat
and Karl Klingler.
One of the least convincing aspects of
these recordings, from a historical point of view,
is the duo’s approach to tempo rubato and
tempo modification. This is a complex matter,
but in Mendelssohn’s case we have considerable
evidence of his requirements and preferences. In
their interpretation, the duo frequently
introduces rallentandos and broadening of
phrases in a way that sits very uncomfortably
with Mendelssohn’s know predilections. They
much more rarely employ the kind of classic,
compensatory tempo rubato in which some note
values are increased at the expense of others,
although this was the principal type employed by
mainstream German musicians at that time.
Mendelssohn’s protégé, the violinist Joseph
Joachim (1831–1907), with whom the composer
regularly played, remarked in the introduction to
his edition of Mendelssohn’s Violin Concerto:
‘Mendelssohn, who so perfectly understood the
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elastic management of time as a subtle means of
expression, always liked to see the uniform
tempo of a movement preserved as a whole.’ In
the case of the Violin Concerto, we know from
several sources that Mendelssohn did not want
the second subject of the first movement slowed
down significantly, despite the tranquillo marking,
and Hubert Léonard’s student Henri Marteau
reported his master’s reminiscence of rehearsing
the concerto: ‘Mendelssohn, when playing the
piano-accompaniment was regularly ahead at
this passage, and very much annoyed at the
violinist whom he had to drag along.’
Mendelssohn particularly condemned the
introduction of any kind of rallentando where
none was marked. Andreas Moser stated that
Joachim’s ‘inimitable rubato may be traced to the
example of Mendelssohn, who understood
perfectly how to blend one subject with another
without forcing the passage in the smallest
degree.’ Joachim’s recording of his own
Romance in C shows this characteristic very
clearly. There is flexibility of tempo, both
moving forward and holding back, but only
within narrow limits; much more obvious is his
remarkable freedom with rhythm against a more
or less steady pulse. Something similar can be
heard in the recordings of Carl Reinecke (1824–
1910). This kind of flexibility has been replaced
in modern playing by a great deal of slowing
down and very little speeding up. To their credit,
the Karr–Yang Duo make use of some effective
accelerando, but their liberty with the tempo
mostly involves lingering and has a very modern
feeling. Another aspect of the performance that
is surely at odds with what we know about string
playing in Mendelssohn’s circle is the tendency
to treat almost all staccato marks as implying a
significantly shortened note, when in many cases

it merely indicated separate bow-strokes. Much
of Abigail Karr’s articulation in passages of
moderately fast notes (such as quavers in
passages of mixed slurs and staccato in the first
movement of the 1838 sonata) involves very
short bow-strokes, rather than the broad détaché
bow-strokes typical of Rode and Spohr, which
was also an important aspect of Ferdinand
David’s technique, along with the use, in certain
places, of the shorter hopping (hüpfender), or
springing (springender) bow-strokes described in
his Violinschule.
I should not like the above observations
about historical practice to detract from the fine
qualities in this recording; there is much to
praise, and it is clear that the duo has genuinely
sought to respond to the growing body of
performing practice research into late
eighteenth- and early nineteenth-century music.
Since I am writing this review for Early Music
Performer, however, it is my duty to draw
attention to the extent to which their recording
succeeds in translating historical knowledge into
a coherent and convincing response to that
evidence. Very few performers on period
instruments have so far made significant
progress in emancipating themselves from the
fetters of modern taste. Some may argue that this
is of no importance as long as they make
recordings that are polished and stylish
according to current taste; yet if our respect for
the masterpieces of Classical and Romantic
music impels us to understand, as much as
possible, what composers expected their
notation to convey to performers, it is also
arguable that we should not be satisfied until we
get as close as we believe we can to their
conceptions of beautiful performance.
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Compiled by James Hume
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2017)
Article
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Reissues. Performance Practice and
Publishing in Clementi’s Op. 12: The
‘Lawrell’ Collection (US-NH)
Brio, Vol.53/2 (Autumn/Winter 2016)
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Richard Turbet, Ancient Church Music
Published by the Motett Society: A List
with the Original Sources
Cambridge Opera Journal, Vol.29/2
(July 2017)
Article
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Tancredi e Clorinda
Review Article
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Articles
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David Z Crookes, A Musical Passage
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2017)
Articles
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Lodewijk Muns, Concert Song and
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