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[3] 

A REDISCOVERED MANUSCRIPT SOURCE 
WITH SOME PREVIOUSLY UNKNOWN 
WORKS BY JOHN JENKINS, WILLIAM 

LAWES AND BENJAMIN ROGERS 
RICHARD CHARTERIS 

The subject of this article is a manuscript source - Hamburg, Staats- and 
Universitätsbibliothek, ND VI 3193 - that was lost, presumed destroyed, 
during the second World War. Very little has been known about the source 
and its contents, since no study of the manuscript was undertaken prior to its 
disappearance. However, a handful of brief, if tantalizing, references do 
appear in the printed literature, though some are none too accurate. 

The first person to mention this source in print was the German 
lexicographer Robert Eitner. In his ten-volume Quellen-Lexikon, published 
between 1900 and 1904, Eitner refers to ND VI 3193 on two occasions, 
providing information about its pressmark, location, general contents, date 
and number of part-books. His first reference is in connection with the 
composer John Jenkins: 

Ms. 3193 B. Hbg. Samlwk. Consorts of 4 parts. Hds. von 1683; enth. 69 
Instrumentalpiecen in 4 Stb., leider fehlt 1 Stb.1 

The second one appears in the entry dealing with the composer Christopher 
Simpson: 

Ms. 3193 B. Hbg. Consorts of parts 2 B. 2 Trebles with a Be. Hds. von 1683, 
153 Piecen, davon Nr. 1-20 von S., 4 Stb. das 5 fehlt.2 

Eitner appears to have derived his information from Arrey von Dommer’s 
handwritten catalogue of the music collection in the Stadtbibliothek, or, as it 
is now known, the Staats- and Universitätsbibliothek in Hamburg. Dommer 
completed his catalogue in the 1870s, and, despite the ravages of World War 
11, it is still available in the library today.3 In his turn, Dommer derived his 
description which mentions all but one of the composers included in the 
source from the details that the music copyist added to the beginning of each 
part-book (a subject to which I will return in due course). 

Subsequent writers have taken their cue from Eitner, though some, like E. 
Heron-Allen in Grave’s Dictionary of Music and Musicians, have departed from his 
script. In the second edition of Grove’s Dictionary, published in London 
between 1904 and 1910, Heron-Allen includes the following reference in his 
article on Christopher Simpson: 

                                                           
1 Robert Eitner, Biographicah-Bibliograpbisches Quellen-I-exikon der Musiker and 

Musikgelehrten der christlicber Zeitrecbnung bis Mitte des neunZehnten fahrhunderts 
(Leipzig, 1900-1904; rep. Graz, 1959-1960), v (1901), 284 

2 Eitner, ibid., ix (1903), 181 
3 The manuscript catalogue compiled by Arrey von Dommer refers to ND VI 3193 in the 

volume entitled `ND VI MUSIK VI Nr. 3171-3859’, p. 10. 



Consorts of Parts for two Basses and two Trebles with figured Bass. 
(Heidelberg, MS 3193.)4 

Heron-Allen has confused Eitner’s abbreviation `Hbg.’ - explained in Eitner’s 
publication as ‘Hamburg’- for `Heidelberg’. The articles on Simpson in the 
third, [4] fourth and fifth editions of Grove’s Dictionary repeat this reference 
together with the incorrect detail about the manuscript’s location.5 

This confusion was noted in 1916 by Jeffrey Pulver, who leaves no doubt 
concerning the origin of his information: 

Eitner also mentions Manuscript No. 3193 in the Municipal Library of 
Hamburg, written, according to him, in 1683, and containing twenty pieces of 
Sympson’s [sic]; I cannot say if these are copies of those in the English 
manuscripts, or whether they are different; and the present international 
situation prevents me going to see. Grove, in citing this manuscript, gives it as 
at Heidelberg, evidently misreading Eitner’s abbreviation `B. Hbg.6 

The next reference to the source in question appeared in 1957 with the 
publication of an article on John Jenkins by Hans Ferdinand Redlich: 

In Stadtbibl. Hamburg: Ms. 3193 (Swk.), Consorts in 4 parts; Ms. 1683, 9st. Instr-
Stiicke a 4 (unvollst.).7 

Unfortunately, Redlich’s description is somewhat fanciful, since he has 
misinterpreted Eitner’s reference to the year 1683 as the pressmark of another 
source. ND VI 1683 has no relevance to any of the composers discussed in 
this article. 

ND VI 3193 is next encountered in 1970 in the work of Phillip J. Lord. In his 
introduction to the modern edition of one of Christopher Simpson’s 
theoretical texts, Lord cites a number of Simpson sources listed in the fifth 
edition of Groves Dictionary, including: 

MS. No. 3193 in the Municipal Library of Hamburg. Consorts of Parts for two 
Trebles and two Basses with figured bass. Contains 20 pieces.8 

The most recent mention of the source concerned refers to the above 
quotation in Lord’s book, and is found in Gordon Dodd’s Thematic Index of 
Music for Viols.9 This record of the references to ND VI 3193 in the printed 
literature is quite impressive, all the more so since there has never been any 

                                                           
4  E. Heron-Allen, `Simpson, Christopher’, Grove’s Dictionary of Music and Musicians, ed. J. A. 

Fuller Maitland (2nd ed., 1904-1910), iv, 455-56, see esp. p. 456 
5 E. Heron-Allen, `Simpson, (Sympson) Christopher’, Grove’s Dictionary of Music and Musicians, ed. 

H. C. Coles (3rd ed., 1927-1928; 4th ed., 1940), iv, 758-59, see esp. p. 759; Heron-Allen 
with additions by Robert Donington, `Simpson (Sympson), Christopher’, Groves Dictionary 
of Music and Musicians, ed. Eric Blom (5th ed., 1954), vii, 797-98, see esp. p. 798 

6 Jeffrey Pulver, `Christopher Sympson’, Musical News, 1 (1916), 131, 154-55, see esp. p. 155. In 
Jeffrey Pulver, A Biographical Dictionary of Old English Music (1927), 268, the same author 
refers to a manuscript with music by John Jenkins in `The Municipal Library of 
Hamburg’, though the source is not specified; ND VI 3193 is not mentioned in the entry 
on Simpson since Pulver directs readers to his article in the Musical News. 

7 Hans Ferdinand Redlich, ‘Jenkins, John’, Die Musik in Geschichte und Gegenwart, vi (Kassel, 
1957), columns 1876-80, see esp. col. 1877 

8 Christopher Simpson, A Compendium of Practical Music in Five Parts, edited with an introduction 
by Phillip J. Lord (Oxford, 1970), xix 

9 Dodd, op. cit., i (1980), 175; and v (1989), SIMPSON-1 
 



information available about the identity of the specific works it contains. 
However, since I have discovered the whereabouts of the four part-books with 
the pressmark ND VI 3193 details about their contents and features can now 
be revealed for the first time. 

The four part-books concerned have been returned to the Staats- and 
Universitätsbibliothek in Hamburg. Before the end of the second World War 
the part-books were removed for safe keeping to a location in what eventually 
became East Germany. At an unknown point after the end of the war, they 
were sent to Leningrad where they were housed in the Archive of Manuscript 
and Early Printed Materials of the Leningradskiy Gosudarstvennïy Institut 
Teatra, Muzïki i Kinematografii; the latter institution has added its stamp and a 
book number to f. 2r in each part-book. The part-books remained in 
Leningrad until they were returned to Hamburg in May 1991, and, only very 
recently, following their restoration, have they become available for study. 

The earlier history of these part-books is unknown, except for details, which 
I will discuss later, about their date and original owner. Not even the library 
where [5] they are presently housed is able to shed any light on the time when 
it acquired them, since the library’s acquisition records were destroyed in the 
second World War. No less disappointing are the results of a search I have 
made of many eighteenth- and nineteenth-century English sale catalogues, 
none of which has a description that exactly matches these part-books. It is, of 
course, quite possible that the Hamburg library could have obtained these part-
books by means of a private sale or donation. If so, it is unlikely that any 
information will ever surface to enlighten us on the subject. 

The four part-books with the pressmark ND VI 3193 were originally part of 
a set of five volumes, consisting of Treble I, Treble II, Bass I, Bass II and 
Basso Continuo. Since none of the volumes has a part name, these descriptions 
which are loosely based on the music copyist’s indication of the scoring of the 
works in each part-book are used throughout this article. 

The part-book missing from ND VI 3193 is the Bass I volume, and would 
have included music for both bass and treble instruments as a study of the 
contents in the surviving part-books will reveal. All of the music in the Treble I 
and Treble II volumes is for a treble instrument, while the music in the Bass II 
volume is only for a bass instrument. The music in the Basso Continuo 
volume, occasionally with figures, follows the music in the Bass II volume very 
closely. 

The part-books are in good condition and now have modern hard covers. 
The previous leather covers have not survived except for two fragments, 
respectively labelled `ND VI Nr. 3193’ and `Consorts of four Parts’, pasted on 
to the spine of each volume. A portion of the original pastedown, including the 
original sticker denoting the Hamburg pressmark, is pasted on to the modern 
pastedown found in the inside front cover of each volume (for example, see 
Plate 1). 

The covers and folios of each part-book measure respectively, 23 cm. x 19 
cm. and 22.2 cm. x 18 cm. Each volume has two front flyleaves: the first is 
unnumbered and blank, and the second is numbered f. 1 and has various 
inscriptions that I will refer to later. These are followed in each volume by 
eighty folios (2-81) of high quality paper with staves that were probably ruled 
by a stationer. Each page of these folios has eight staves measuring overall 17.8 



cm. x 13.6 cm.. These staves have been ruled by a four-stave rastrum, and each 
stave has five lines and measures an average of 1 cm. Occasionally the music 
copyist has added handwritten staves, either to extend an existing system or to 
add a new one (an example of the latter practice may be seen at the bottom of 
f 49r of the Treble I part-book). Some of the folios in each part-book only 
have unused staves (see ff. 65v-80r and f. 81v). 

Each part-book is an upright quarto and concludes with two blank flyleaves 
(ff. 82-83); the sole exception is the Basso Continuo part-book which has only 
one blank flyleaf (f 82). The pencil and ink markings added to pastedowws and 
flyleaves by recent generations of librarians are ignored in the present study. 

In each volume the music copyist has indicated in the top right-hand corner 
of f 1r the name of the original owner and a date: 

[6] 

 



[7] 
Treble I: ‘Sr Gab Roberts 1684’ (see Plate 2)  
Treble II: `Gabriel Roberts 1683’ 
Bass II: `Gabriel Roberts 1683’ Basso 
Continuo: `Gab Roberts 1683’ 

The different dates in these inscriptions must signify the year in which the 
copying of each volume was completed. Since these inscriptions are in the 
hand of the music copyist (and not that of their original owner) there is good 
reason to accept this interpretation of the different dates. Indeed, the 
professional copying and high quality paper in these part-books, together with 
the evidence of the inscriptions, convinces me that the copyist must have been 
commissioned to prepare them for their original owner. 

The person to whom these inscriptions refer is Sir Gabriel Roberts, who was 
born c. 1630 and died in 1715 at the age of eighty-five.10 He was the eldest son 
of Lewes Roberts, the author of as much reprinted book first published in 
London in 1638 and entitled The Merchants Mappe of Commerce: Wherein, The 
Unwersall Manner and Matter of Trade, is Compendiously Handled. Sir Gabriel was a 
prosperous London merchant involved in the Mediterranean trade. He was 
much respected during the course of his career, serving in such positions as the 
Deputy Governor of the Levant Company, the Deputy Governor and Sub-
Governor of the Royal African Company, and as a director of the East India 
Company. He received his knighthood on 14 January 1678; and he died a 
wealthy man. 

Although the biographical sources and his few surviving letters are silent on 
the subject of his interest in music, it is known that at least one of his 
apprentices, John Verney, was a keen viol player.11 In addition, it has long been 
known from other evidence that Gabriel Roberts was interested in music, for 
in 1909 Augustus Hughes-Hughes alerted scholars to Roberts’s ownership of 
two part-books bearing the date `1680’ and originally belonging to a set of 
four, possibly five, volumes now found in the British Library, Add. MS 
31431.12 As Robert Thompson has indicated, the latter part-books `appear to 
reflect a lifelong interest in music extending from the Lewes, which he [Gabriel 
Roberts] might have heard during his childhood, to copies from Italian sonata 
prints which he could have acquired in the course of his business activities’.13 

                                                           
10 The biographical information on Sir Gabriel Roberts relies heavily on the work of Robert 

Thompson (op. cit., 377-80). See also Robert Thompson, `The Sources of Locke’s Consort 
“For Seaverall Freinds” ‘, Chelys, 19 (1990), 16-43 

11 See the references cited in note 10 above for information about the Roberts biographical 
sources. The handful of letters by Sir Gabriel Roberts survive in Lbl Add. MSS 15858 (f. 
126, letter dated 31 March 1685) and 45511 (f 10, letter dated 28 April 1681; f 47, letter 
dated 10 October 1690; f 62, letter dated 28 August 1691). For details about John 
Verney’s interest in music see Frances Parthenope Verney and Margaret M. Verney, 
Memoirs of the Verney Family during the Seventeenth Century, ii (2nd ed., 1904), 93-94, 98, 105 and 
263. On this last page there is a reference to `strings of all sorts for the Lyro Violl in 2 
round black boxes to the value of 20s., besides 5 bridges which cost ½ a crowne’ being 
sent to John Verney at Aleppo in 1662. See letter dated 20 August 1662 in the Verney 
family correspondence on microfilm in the Manuscript Department, British Library, 
Microfilm 636/1-60. 

12 Augustus Hughes-Hughes, Catalogue of Manuscrpt Music in the British Museum, vol. iii, 
Instrumental Music, Treatise, etc. (1909; rep. 1965), 190 

13 Thompson, The Sources of Locke’s Consort “For Seaverall Friends” ‘, 21 



It is these business activities that would probably have brought Roberts into 
contact with a fellow employee of the Levant Company, Sir Dudley North 
(1649-1691), the grandson of John Jenkins’s one time employer, and the 
brother of the well known writer on music, Roger North (c. 1651-1734).14 One 
wonders, too, if this connection might have led to some interaction between 
Roberts and Roger North on musical matters. Whatever the situation, the 
information discussed here leaves no doubt that Roberts had both the means 
and inclination to commission the part-books now found in Hamburg. 

The music copyist’s dates in the part-books of ND VI 3193 given variously 
as `1683’ and `1684’ are invaluable evidence for the dating of this source. As is 
the case in most other sources of the period, the watermarks in ND VI 3193 
are less [8] helpful in establishing the source’s chronology. However, the 
watermarks should not be ignored, especially since they support the dates in 
the part-books themselves. In each part-book the music manuscript paper on 
ff. 2-81 comprises twenty gatherings, each consisting of four leaves. Originally, 
each gathering consisted of a single sheet that was folded twice before 
aggregation, stitching and cutting. If one could have seen the original sheets, 
one would have noticed a watermark in the middle of the top-half of the sheet, 
and a countermark in the middle of the bottom-half. (As revealed in Appendix 
I, the order of the marks in some gatherings is re-arranged; this is accounted 
for by the fact that some sheets were inverted prior to folding.) This layout 
results in horizontal chainlines and watermarks that are partly concealed by the 
binding - though in some cases the inner two folios of a gathering do allow a 
more or less complete view of individual marks. Since the marks appear 
regularly throughout the part-books, and since the chainlines are evenly spaced 
throughout the same, we can be reasonably certain that the partbooks were 
prepared for music copying at the same time. 

The kind of marks that appear throughout ff. 2-81 in each part-book are 
some of the most common ones found in music manuscript paper used in 
England during the late seventeenth century. The watermark features a fleur-
de-lys inside a crowned coat of arms, beneath which there extends a long 
pendant in the shape of the figure 4; the stem of this figure is connected at the 
bottom to the letters WR, these being joined together at an angle. Most of the 
details of this mark conform to Edward Heawood’s watermark numbers 1785, 
1795 and 1801, which date from the 1670s and 1680s.15 The countermark 
features the initials PI below an elaborate cross inscribed with the letters IHS. 
Heawood lists this kind of mark on quite a few occasions, and he indicates that 
it, too, dates from the 1670s and 1680s.16 In order to give an idea of the 
frequency of these marks in the partbooks, I have indicated their distribution 
in the Treble I volume in Appendix I. 

Some of the flyleaves in these part-books also have a watermark: one that is 
similar to Heawood’s watermark number 635, and dates from the year 1680.17 
                                                           
14 See Account of the Levant Company with Some Notices of the Benefits conferred upon 

Society by its Officers in promoting the Cause of Humanity, Literature, and the Fine Arts 
(1825), 36, 41-42, for details about Sir Dudley North’s association with the Levant 
Company. 

15 Edward Heawood, Watermarks, mainly of the 17th and 18th Centuries, vol. i of Monumenta 
chartae papyraceae historiam illustrantia, ed. E. J. Labarre (Hilversum, 1950; rep. 1957) 

16 Ibid., esp. watermarks numbered 1784, 1785, 1787, 1788 and 2962 
17 Ibid. 



Unlike the music manuscript paper, which has horizontal chainlines, the flyleaf 
paper has vertical chainlines. 

The general contents of this source are described by the music copyist on f 
1v in each part-book. In terminology that is already partly familiar from earlier 
references cited in this article, the music copyist describes the contents as: 

Consorts of 4 parts 2 Bass[es]: 2 Trebles.  
with a Bass[o]: contin[uo]: composed by  
Mr Christopher Simpson 20 from N°. 1 to N°. 20 
Mr John Jenkins 16 from N°. 21 to N°. 36 
Dr Benja[min]: Rogers  59 from N°. 37 to N°. 95 
Mr W[illia]m Lawes  5 from N°. 96 to N°. 100 
Mr John Jenkins 32 from N°. 101 to N°. 132 
Mr Jenkins 3 trebles & 1 Bas[s]. [21] from N°. 133 to N°. [153] 

 
[9] The above transcription, based on the details in the Treble I part-book 

(see Plate 3), reveals that the music copyist omitted the total number of works 
and final piece number from the last entry. Evidently, the copyist planned to 
include further works by Jenkins scored for three trebles and one bass on some 
of the unused folios that follow the final piece in this section, no. 153. 

The description of contents in the Treble I part-book is virtually identical to 
those in the other part-books. The only variations are to versions of Christian 
names, some being full and others diminutive, to punctuation and to the case 
of a few letters. In addition, each occurrence of the word `from’ is preceded by 
`being’ in the Bass II and Basso Continuo part-books, and the number of 
works by Rogers is wrongly indicated as `60’ in the Treble II part-book. 

At a later stage, the music copyist added a work by John Birchensha to ff. 
80v-81r in each part-book, and omitted to add the relevant details to his list of 
contents. The placement of this work adds weight to the view, expressed 
earlier, that the copyist planned to add further works after number 153, since 
he left folios 65v-80r free for later additions and copied the Birchensha piece 
towards the end of each part-book. 

The works in these part-books are laid out in clearly defined sections. This 
is highlighted not only by the copyist’s list of contents, but also by his addition 
of comments to the beginning, and sometimes to the end, of each section. For 
example, the second section, consisting of nos 21-36, begins with the 
description `M` John Jenkins’ (though the Christian name is omitted from 
three part-books) and concludes with `Finis M` Jenkins’. 

In each section of the part-books the music copyist has indicated the 
scoring at the top left-hand side of each folio, using the label A 4’ (see Plate 4). 
Even the change in instrumentation for nos 133-53 is signified by the copyist 
at the beginning of these works: `Mr Jenkins 3 trebles & 2 basses’ (see £ 55r). 
The confusion between this description and that which accompanies the listing 
of these works in the table of contents (where they are labelled `3 trebles & 1 
Bas.’, though in the Bass 11 part-book this is crossed out) is explained by the 
fact that they are scored for three trebles and one bass, besides a basso 
continuo that follows the bass part very closely. I will have more to say about 
these works in due course. [10] 



 
The specific identity of the works in these part-books is indicated in 

Appendix 11. The part-books include: a work in seven sections, each with its 
own title, by John Birchensha (born early seventeenth century, died 1681); 
sixty-nine airs and fantasia-suites by John Jenkins (1592-1678); five airs by 
William Lawes (1602-1645); fifty-nine airs by Benjamin Rogers (1614-1698); 
and twenty airs by Christopher Simpson (c. 1605-1669). 

Included among these works are twenty-six hitherto unknown 
compositions: seventeen by John Jenkins; five by Benjamin Rogers (though 
two of these are the same piece but in different keys); three by William Lawes; 
and one by John Birchensha (the opening of each of these works is reproduced 
in the music examples at the end of this article). There are good reasons to be 
confident about [11] the attribution of these newly-discovered works: the 
attributions of the other pieces in these part-books prove to be reliable; and 
the style of the unique works suggests that their respective attributions are 
correct. There are also melodic links between some of these works and others 
by their respective composers. For example, William Lawes’s hitherto 
unknown air at no. 99 has material in its first strain that is closely related to the 
music of the opening section of the almaine of one of his fantasia-suites for 
one violin, bass viol and organ (see VDGS 118). Although it is not considered 
here to be a newly discovered work, the Lawes piece at no. 96 is a new 
arrangement (in four parts and in a different key) of this composer’s fivepart 
pavan VDGS 79. 

All of the twenty-six previously unknown works (with the possible exception 
of Birchensha’s piece) are scored for two trebles, two basses and basso 



continuo. While it is regrettable that the Bass I part does not survive, this part 
is quite capable of reconstruction. 

One group of works in these part-books requires special comment. The 
works concerned are John Jenkins’s fantasia-suites for three trebles, bass and 
basso continuo, nos 133-153. The appearance of these works in this set of 
part-books is significant, since this is the first time they have been 
accompanied by a contemporary attribution. This curious situation needs some 
explanation. 

These works, together with another three fantasia-suites not found in the 
present part-books, are located only in one other source, where all of them are 
unattributed, GB-Lbl Add. MS 31423. On the basis of their style, these works 
have been assigned by various scholars to the composer John Jenkins. The first 
person to suggest that these works might be by Jenkins was Augustus Hughes-
Hughes in 1909.18 Since then, these works have been closely studied and 
assigned to Jenkins by the following scholars: Christopher D. S. Field (in 
1970), Jane T. Johnson (in 1971), and Peter Holman (in 1978).19 

With the discovery of the present set of part-books we now have an early 
authority for the attribution of Jenkins’s fantasia-suites for three trebles, bass 
and basso continuo, VDGS numbers 1-4, 6-7 and 9. These works are 
attributed in the music copyist’s list of contents at the beginning of each part-
book, and at the commencement of the music in the volumes themselves. 

The hand responsible for copying the inscriptions and music in ND VI 
3193 has yet to be identified. However, I have discovered the same hand in 
another set of part-books: Lbl Add. MS 31431. These part-books are the ones 
referred to earlier in this article where it is revealed that they are dated 1680 
and, like ND VI 3193, were copied for Sir Gabriel Roberts. In the case of Add. 
MS 31431, the hand concerned has copied all of the music and almost all of 
the inscriptions. 

Besides the common hand in both sets of part-books (compare Plates 4 and 
7), there are some remarkable similarities in the presentation of inscriptions 
and music. The common features include: a front flyleaf in each volume with 
the name of the original owner and a completion date on one side (compare 
Plates 2 and 5), and a list of contents with very similar layout and language on 
the other side [12] 

                                                           
18 Hughes-Hughes, op. tit., iii, 275, comments that the works concerned are `mostly in the 

hand of John Jenkins, who is presumably the composer’. Subsequent research has proved 
his claim about the hand is incorrect, though his suggestion about the composer is well 
founded 

19 At the time when Peter Holman published his piece on this subject he was unaware of the 
earlier work of Field and Johnson; this is highlighted in subsequent correspondence to the 
journal in which he published his article. See: Christopher D. S. Field, `The English 
Consort Suite in the Seventeenth Century’ (D.Phil. Oxford, 1970); Jane T. Johnson, `The 
English Fantasia-Suite, ca. 1620-1660’ (Ph.D., University of California at Berkeley, 1971); 
Peter Holman, `Suites by Jenkins Rediscovered’, Early Music, 6 (1978), 25-35; 
correspondence from Jane T. Johnson, David Pinto and Peter Holman, ibid., 6 (1978), 
481-83 



 
[13] (compare Plates 3 and 6); music in clearly defined sections, with 
attributions usually signifying the beginning and end of each group of works; 
and a scoring label at the top left-hand side of most folios (for example, see 
Plate 4). 



 
There are also other similarities: both sources use high quality paper with 

similar watermarks;20 both are in quarto format, though one is oblong and the 
other is upright; and both (except for some Italian sonatas in Add. MS 31431) 
concentrate on English string music of the early-to-middle part of the 
seventeenth century.21 

The discovery of the four part-books of ND VI 3193 has permitted a better 
view of the taste of one London merchant in the 1680s. However, these part-
books are more than a mere testament to the taste of a successful businessman, 
for they are an important source of new information and music. Besides a rich 
collection of concordances for already known works, there are twenty-six 
previously unknown works to add to the string repertoire of the period, and 
new details about a group of fantasia-suites by John Jenkins that have hitherto 
lacked an attribution in an early source. The discovery of these part-books will 
give heart to all those who have mourned the loss of other sources from this 
period. 

                                                           
20 For comments about the paper and drawings of the watermarks in Lbl Add. MS 31431 see 

Thompson, `English Manuscripts and the Fine Paper Trade’, 135-36, 380 
21 Besides a group of Italian sonatas, some anonymous and others variously by Maurizio 

Cazzati, Lelio Colista, Giovanni Legrenzi and Giovanni Battista Vitali, Add. MS 31431 
includes string compositions by Isaac Blackwell, Charles Coleman (though here the works 
are attributed to John Jenkins), Christopher Gibbons, John Jenkins, William Lawes and 
Matthew Locke. Each of the two part-books of Add. MS 31431 consists of two fascicles, 
the second of which is preceded in one part-book by a folio without staves and of similar 
paper to that of the front flyleaves. In each part-book the works in the second fascicle do 
not have matching parts in the only other extant book. In the Treble I part-book this 
fascicle has `20 lessons of M` Mathew Lockes for 2 parts treble and bass’; whereas in the 
Treble II part-book this same fascicle has the treble part of `M` John Jenkins lira Consort 
of 3 parts, 1 treble 1 Bas: 1 lira’. Further details are found in Thompson, `English 
Manuscripts’, 367-72, 436-43. 
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SEVENTEENTH-CENTURY VIOL PIECES IN 
SETTINGS FOR PLUCKED STRINGS (c 1625-c. 1700) 

FRANÇOIS-PIERRE GOY 

Adaptations of lute pieces survive in a number of seventeenth-century bass and lyra-viol 
sources, in particular the Kassel manuscripts and A-ETgoëss MS `B’; however, lute or 
theorbo settings of solo or consort viol pieces are fairly rare during the same period.1 This 
article examines each of these lute or theorbo transcriptions from a technical point of view, 
that is, relations between tunings and faithfulness to the original version, and includes new 
information about the dissemination of this repertoire. 

To allow easy comparison with viol tunings, lute tunings wits be described both by 
charts, as in the Viola da Gamba Society Index, and pitches.2 It must be remembered, 
however, that most sources do not mention any pitch, or do not agree with each other, at 
least as regards the more or less short-lived transitional tunings that appeared in the 1620s 
and 1630s, whereas pitches of the standard Baroque d minor tuning and of the theorbo 
tuning seem to have been almost generally accepted. Thus, assumed pitches for the 
transitional tunings, as well as the ensuing keys, will be shown in square brackets if the 
source gives no clue about them.3 

Simon Ives’s compositions in lute sources 

Approximately one third of the extant settings for plucked strings - at least six of the 
nineteen pieces discussed below - are arrangements of viol compositions by Simon Ives. 
His works are among the first to be transcribed for the lute, though none of the models is 
ascribed to him in lute sources, the earliest of which are two closely related manuscripts, F-
Pcnrs (unnumbered) and GB-En MS 9452, formerly known as MS Panmure 5. 

MS Pcnrs belonged to Bullen Reymes (1613-1672), and was partly written out in Paris 
where Reymes was taught by two of the foremost lutenists of the time, Rene Mesangeau 
(February to July 1632), who entered some music in the book, and Nicolas de Merville 
(August 1632 to, probably, September 1633).4 The original owner of MS 9452 must have 

                                                           
1 The sources of these plucked-string arrangements are listed in the Sixth instalment of Gordon Dodd’s 

Tbematic Index of Music for Viols (1992). 
2 As usual, the first six courses only will be mentioned, the diapasons being then tuned diatonically 
according to the key. 
3 The modern transcribing pitch usually assumes a sixth course tuned to G, the most usual vieil ton pitch. 

However, A and B are the most frequent pitches for the sixth course found in sources, the latter 
particularly in England. The Saint Petersburgh tablature for lute and baritone (RS-SPan MS O N 124) 
confirms Mersenne’s assertion that only the higher courses underwent retuning: old, several transitional, 
and `Baroque’ tunings are used in the manuscript, all of them with the sixth course tuned to G according 
to the tuning charts at ff. 2v-3v. 

4 I am greatly indebted to Robert Spencer, who found Reymes’s diary for these years, and was kind enough to 
convey information to me about his stay in Paris and his connections with the great Parisian lute 
masters. Robert Spencer also found that the bindings of both books stemmed from the same workshop, 
which he believes to be English. 



been a Scottish aristocrat related to the Earls of Panmure,5 though the manuscript gives no 
clue as to his or her identity. 

For the present no connection can be established between the owners; however, both 
manuscripts share their first and principal scribe (four hands at least can be distinguished in 
MS Pcnrs, and six in MS 9452), as well as a number of pieces. Mesangeau’s tutelage of 
Bullen Reymes and the similarity between the lutenist’s hand and that of MS Pcnrs and MS 
9452 have led scholars to believe that Mesangeau was the principal copyist, but closer 
examination reveals that he had [31] nothing to do with the Panmure manuscript and wrote 
out only a few pieces in Reymes’s lute book (ff. 2:1, 15’, 18’-24), besides adding a different 
ending to a Courante already entered by the first scribe (£ 38).6 This is enough to show that 
our unknown scribe had worked on the manuscript before the lessons with Mesangeau and 
that Reymes brought to Paris a book already containing pieces grouped according to 
tunings, keys and, to some extent, genres. MS 9452 shares the same original plan, likewise 
disturbed by later entries. As for the blank books that were used, although of a different 
format, both present a feature found in many other manuscripts of English provenance, 
but unknown in France: the staves are framed on both sides by vertical lines on the whole 
page height. 

Who was this unknown scribe? As he never titles or ascribed the music he noted down, 
we must rely on the tablature and the music he wrote out to establish his identity. The 
tablature uses some graces and fingering symbols unknown elsewhere, but lacks 
unmistakable English elements such as the use of y for i. However, the vertical dash placed 
after the letter, probably meaning a beat, is found in English viol or lute tablatures, albeit 
placed before the letter.7 The music consists of the latest French pieces, masque dances, 
and English and (in MS 9452 only) Scottish tunes, beautifully arranged in the same new 
French tunings. The fact that several of these pieces are found in both manuscripts shows 
that they belonged to the master’s pedagogic material,8 while the few fashionable French 
tunes he arranged are very widely spread ones, found in many non-French sources.9 I am 
inclined to think that this lute master, perfectly aware of the more recent developments of 
French lute music, was either a Frenchman living at this time in England or, more 
probably, an Englishman taught in France, rather than a Parisian master. If he taught 
Reymes before the latter’s travel to Paris, that would have been about 1630-1631. 

                                                           
5 The book may have come through marriage into the family collection, as in the case of MS 9449 (formerly 

Panmure 8), the virginal and lute book of Lady Jean Campbell, who married George Maule, second Earl 
of Panmure. 

6 Both manuscripts were described by Monique Rollin in Corpus des luthistes francais. (Euvres de Mesangeau 
(Paris, 1971), xvii-xx. The whole of MS Pcnrs and, consequently, part of Panmure 5, were considered as 
a Mesangeau holograph. The mistake was sometimes taken over by later writers. 

7 Grace signs usually are placed before the letter in purely English tablatures and after it in those of French 
origin or showing a strong French influence. This English sign in a French position may be taken as 
possible evidence of the scribe being an Englishman taught in France. 

8 The same setting of `Blew Cap’ (MS 9452, f. 58:1) is found in GB-Ctc MS 0.16.2 (107:1), the wholly English 
origin of which leaves no doubt. 

9 For instance, a Courante (MS 9452, f. 6v with Double on £ 7) was published anonymously in Pierre 
Ballard’s VIL Livre d’Airs de Cour et de dzfferents autheurs (1626), f 27v, but was largely known in England: 
lute versions in GB-Lbl Egerton MS 2046, f 51v: 1, GB-WGspencer (the Board Lute Book), f 34:3, and 
others. Stephen Goodall, VdGS n°1 is a gamba setting of the same tune. 



This scribe entered no less than three versions of Simon Ives’s `The widow’ (VdGS no. 
159), all in [d minor] and for ten-course lute. A first version in ddeff ([A d g b d’ f’]) tuning 
(MS 9452, ff. 17v-8) was later translated and reworked in the `French flat’ tuning (dedff, [A 
d g bb d’ f’]) (MS 9452, f. 56v and MS Pcnrs, f 66) which appeared probably a few years 
later. The `French flat tuning’, superseded (at least in France) during the 1640s by the d 
minor tuning, was regarded as the best by the conservative Thomas Mace (1676), and was 
still known in England in the first years of the eighteenth century (J-Tn MS N.4/42). The 
translation caused some stopping changes on the fourth to second courses, while a number 
of bass notes were brought down an octave, which resulted in a wider use of the open 
diapasons; nevertheless, the piece remained basically the same. Besides set in a later tuning, 
this version belongs to a subsequent layer of MS Pcnrs, and by octaviating the basses 
(mainly in the central strain), the arranger probably intended to make it easier. Comparison 
with the viol version shows that the central strain underwent a lot of harmonic changes, 
arising from a new bass line. 

In MS 9452 the second copy of `The Widow’ is followed by another untitled piece (f 
57), not found in lyra-viol sources but called in keyboard manuscripts [32] `Mock widow’.10 
This piece shares tuning, key, time signature, number of strains and bars, phrase structure 
and even some modulations with `The widow’, of which the first four bars are mirrored by 
those of the companion piece. 

This leads one to question the exact nature of Ives’s authorship. Did he write both 
pieces, for example, as masque dances in consort settings, the first one only being set to the 
lyra-viol by himself or by some anonymous player? Did he just set to the viol the work of 
another composer or did someone else `answer’ him by composing the `Mock widow’? In 
other words, must we credit him with just the tune, or just the viol setting, or with both, 
and with both pieces or only the first? 

All three settings of `The Widow’ are anonymous and untitled, as in the case of Ives’s 
`The Building’ (Pcnrs, f. 67v), in [a minor], for ten-course lute in edeff ([A d g b d’ f#’]) 
tuning, known in England as `sharp’, or ‘Gautier’ tuning. Although set several times to the 
lyra-viol (VdGS no. 119), this celebrated tune was originally a song, and thus falls slightly 
out of the scope of this study. Nevertheless, it is worth noting that, unlike its lyra-viol 
versions, all from English sources, The Building’ set foot on the continent in lute as well as 
in keyboard or recorder versions. I have found two more lute settings of this widely spread 
tune: 

i) GB-Ctc MS 0.16.2, 136:1 (untitled), an English manuscript, perhaps from Cambridge, 
c. 1630-1635, contains a very simple setting in [g minor], for ten-course lute in ffeff (G c f a 
d’ g’) tuning. 

ii) US-RO Vault M140.Vl86.S, 50, Alemande, in [g minor], originally for ten-course lute 
in dedff ([A d g bb d’ f’]) tuning, adapted later for twelve-course lute. Its owner, very 
probably a German, may have travelled in the Low Countries. Indeed the manuscript, 
which was copied in about 1640, is bound with a lute book by Nicolas Vallet, printed in 
Amsterdam, and includes a number of works by Charles de Lespine, who lived some time 

                                                           
10 Private collection, Priscilla Bunbury virginal book, no. 33; US-NYpl MS Drexel 5612, 166 
 



there,11 and some tunes that were also known in the Netherlands including `The 
Building’.12 

Later sources contain three more of Ives’ works. `The Fancy’ (VdGS no. 22; lyra-viol 
setting, no. 125), one of his best-loved airs a4, was transcribed no less than three times: 

i) Richard Mathew, The Lutes Apology [...] (London, 1652), 2 (no. 2), `Halloo my 
Fancy’, in [F major], for twelve-course lute in dedff [B e a c’ e’ g’] (`French flat’) tuning. 
Barred in 3/4 time, with rhythm sometimes altered. As usual with Mathew, a poor setting, 
with many parallel octaves between treble and bass.13 (see Example la) 

ii) US-RO MS Vault 125 FL XVII, ff. 63-62v, (no title), in F major, for eleven-course 
lute in dfedf (A d f a d’ f’) tuning. This manuscript for mandora and lute was written by the 
same hand as DH-B Mus. MS 40600 and F-Pn Rés. Vmf MS 51. The German-speaking 
scribe had connections with Strasbourg and had spent some time in Paris.14 All three 
sources can be dated to c. 1655-1660.15 Although a number of Parisian themes are set in 
the Rochester [33] manuscript, which may have been written out in France, `The 
Fancy’ was more probably collected in Strasbourg than in Paris; its baritone version in 

                                                           
11 Vallet’s works were known in Sweden, where several manuscripts of Lespine’s works also are kept 

(including two having belonged to Louis de Geer, a trademan of Walloon origin who actively 
contributed to the Swedish weapon industry during and after the Thirty Years War), in Prussia, where a 
Gottfried von Wallenrodt appended some manuscript pieces to his copy of them, and in South 
Germany, where Johann Agidius Berner von Rettenwert, from Salzburg, included many of his works in 
his large anthologic manuscripts GB-HAdolmetsch MS II.B.1 and CS-Pnm MS IV.G.18. The Rochester 
scribes use a peculiar French tablature, with numbers noting the bass courses, just as in Italian tablature-
a practice found in manuscripts from Bavaria or Austria (e.g. DH-Ngm MS 33748/271.1, A-KR MS 
L81) as well as from North Germany (GB-Cfm Mus. MS 688, from Hamburg) or Prussia (e.g. GB-Lbl 
MS Sloane 1021, from K6nigsberg). Thus both repertoire and notation leave several possibilities as to 
the origin of this manuscript. As for its date, `Cher amys’ (57) is a lute arrangement of a drinking song 
by Jean Boyer published in 1636, Aussitôt que je la vois’ (`Cher ami ne mets point d’eau’ is the second 
stanza). 

12 The courantes `Pastorelle’ (14:2, 17:2, 36:2), ‘Isabelle’ (35) and `Valette’ (53), and the `Chanson Anglese’ 
(=`London Town’) (37:1) are found in various Dutch sources, but the three courantes were widely 
known at the time. Jan Jacob van Eyck’s recorder arrangement of `The Building’ is called `Ballette 
Bronckhorst’ (Der Fluyten Lust-Hof, 1644, ff. 53v-54), and Dutch keyboard sources with the same or 
different titles are listed by Alan Curtis in his introduction to Nederlanse klaviemusiek uit de 16e en 17e eeurv 
(Amsterdam, 1961), xxxix. I failed to find who was the Bronckhorst alluded to, none of those 
mentioned in the Nieuw Nederlands Biographisch Woordenboek seeming a very likely candidate. 

13 13. For a more detailed account of this collection, see my article `Richard Mathew’s prefatory epistle and 
the contents of The Lute’ Apology’, The Lute, 31 (1991), 2-7. 

14 F-Pn Res. Vmf MS 51, written out on a blank book from the Parisian music printer Robert Ballard, 
includes a number of pieces by Johann Gumprecht, a Strasbourgian lutenist, and has several 
concordances with the lute section of Johann David Keller von Schleittheim’s book (F-Pn Res. Vmf MS 
48), probably compiled around 1665-1668, when Keller was studying at the Strasbourg University. Pn 
Res. Vmf MS 51, ff. 34v-35, and US-RO Vault M125 FL XVII, f [3v], each include a setting of the 
chorale `Lebt jemand so wie ich, so lebt er jammerlich’, ascribed to another Strasbourgian lutenist, 
Valentin Strobel, by DH-DI MS Dresd. App. 1548 (f. 26), compiled in Strasbourg in 1664. Both of his 
lute-only manuscripts show that the scribe also had a good knowledge of, and good taste for selecting 
mainstream Parisian lute music. 

15 The Paris manuscript bears on the inner back cover a latin ex-libris of a `Johanes Viee’, dated 22 June 1653. 
However, its connection with the music remains, to my opinion, unsure, as it was written with the book 
reversed and seemingly in a different hand from the music. 



DH-Kl 2° MS Mus. 61L1 (f. 1) shows indeed that the piece was known in German-
speaking countries. The Rochester lute setting treats the tune with much more 
freedom than any other lute version, though its melodic and harmonic outlines 
remain recognisable. Accompaniment consists of a simple bass line, mostly played on 
the open diapasons. Fuller chords only appear in the first two bars. Right hand 
fingerings, graces and holds are noted with this scribe’s customary care in the matter. 
(see Example 1b) 

iii) GB-Mr, The Balcarres Lute Book, 124, `Hallow my fancie, mr mc laughlans way, 
by mr beck’, in C major, for eleven-course lute in dfedf (A d f a d’ f’) tuning. There 
are many double ascriptions such as this in the manuscript, probably written out at 
the beginning of the eighteenth century and mainly devoted to Scottish and English 
popular tunes in effective settings, often with divisions. I think they mean that the 
arranger translated in tablature and adapted to the lute the tunes and divisions as 
played by fiddle or harp players (here, John McLachland or McLaughlan). Beck, the 
most frequently named composer or arranger, is mainly known for having organised 
public concerts in Edinburgh in 1693, and the scribe - possibly Colin Lindsay, Earl of 
Crawford and Balcarres - was personally acquainted with him, as a division for 
another piece was `sent to me by mr beck’. (see Example 1c) 

This version, as well as the sober division that follows it, takes some liberties with 
the rhythm of Ives’s tune. To add a bass to the fiddle melody line has caused some 
trouble for the arranger (not an isolated case in the manuscript), as bass tones are 
very irregularly spaced, and sometimes not very happily chosen. Moreover, theme and 
division have not the same bass line, nor even the same harmonies. 

Richard Mathew in The Lutes Apology also includes a setting of `The Choice’ (VdGS 
no. 2, 118, 144): 26-27 (no. 22) in [d minor], for twelve-course lute in dedff ([B e a c’ 
e’ g’]) tuning. He octaviates some fragments of the tune (including the first note) 
without even the excuse of avoiding difficult stopping. 

Thus, almost all of the works mentioned above may have been transcribed from 
versions emphasising the melodic side, and clearly retain only the top part. Only one 
of Ives’s original lyra-viol works, `The Countess of Exeter’s Almain’ (VdGS no. 81) 
has survived in a lute arrangement, namely in GB-Ob MS Mus. Sch. E 411, f.75’:2 
(no. 8), in a minor, for twelve-course lute in dedff (B e a c’ e’ g’) tuning. This 
manuscript, from about 1660, belongs to the set of part-books Mus. Sch. E 410-14, 
containing among other works twenty-six, mainly French, lute pieces arranged for 
consort with violin, lyra-viol (with optional second violin part instead of lyra-viol for 
the nine first pieces), bass viol and unfigured continuo for theorbo.16 As the arranger 
left the French pieces unchanged and only provided them with extra string parts, it 
seems likely that the self-sufficient lute setting of the Ives lyra-viol Almain was 
already known as a solo lute piece when the consort [34] parts were added. It remains 
rather close to the viol version, though the bass line is simplified for technical reasons. 

Some evidence against dubious attributions to Ives 

                                                           
16 The set of part-books was studied by Tim Crawford: `An unusual consort revealed in an Oxford 

manuscript’, Chelys, 6 (1975-76), 61-68. 



Only brief mention will be made of four airs listed among Ives’ works in the VdGS 
Index and found in lute sources. All four are anonymous in the lyra-viol sources, suggesting 
that Ives may be only the arranger, if indeed he was connected with any of them. 

A triple-time piece, resembling a jig, and untitled in its unique lyra-viol source (GB-
WGspencer, John Browne bandora and lyra-viol book, f.34v:2), but listed as Coranto, 
VdGS no. 156, is found in MS Pcnrs, f l7v and MS 9452, f. l0v. Both manuscripts have 
exactly the same arrangement in [D major] for ten-course lute in edeff ([A d g b d’ f#’]) 
tuning, very close to the viol version, to which it mainly adds an unobtrusive bass line. I 
think one cannot exclude the possibility that both versions are independent settings of a 
common tune that could have nothing to do with Ives. Even if one of them was arranged 
from the other, the Ives attribution lacks firm ground. 

`La Altes’ (VdGS no. 39) is a French Saraband from the mid-century, often known as 
`La petite Altesse’ or ‘12Altesse’, and of which there are many settings for lute, including 
one by Germain Pinel,17 keyboard, guitar, two violins and bass, and so on. The setting in 
PL-Kj Mus. MS 40152, a guitar manuscript compiled in Paris in 1652 (ff. 30v-31), is called 
`Sarabande de Melles’: thus it was certainly composed in honour of, or dansed by 
`Mademoiselle’, Anne-Marie-Louise d’Orleans (1627-1693), the daughter of Gaston 
d’Orleans and cousin of Louis XIV, who played an important role during the Fronde and is 
better known as `la Grande Mademoiselle’. 

`Franklin is fled away’ and `Phil Porter’s Rant’ (VdGS nos. 41 and 42), two popular 
Scottish tunes, are both found in the Balcarres Lute Book. `Phill Porters rant, by david 
grieve’ (80-81) is followed there by a `Saraaband, to Phill Porters Rant, by David grieue’ (81 
: 1) with a more marked Scottish flavour, called `The Rant’ in the keyboard version of GB-
Lbl Add. MS 63852, f 7, where it follows its companion piece, here titled `Porters Lament’ 
(f. 6v). `Franking is fled away, mr lesslies way’ (136: 2) is a single statement, soberly set in 
the A d f# a d’ f#’ tuning. 

Thus, the dissemination of Simon Ives’s works in the form of lute pieces may be 
compared, to some extent, with that of his music outside England. A few pieces (VdGS 
nos. 22, 31, 50, 119) outlived him for many years in Germany, Holland, Sweden and 
Norway,18 but his name and the original titles were quickly forgotten or remained 
unknown, and only their English origin was sometimes vaguely remembered. Likewise a 
small number of his tunes are found in English and continental lute books, compiled from 
c. 1630 to c. 1710, which never mention his name, leading one to conclude that most of the 
transcribers may have been unaware of his authorship and considered these tunes to be 
from the public domain. 

[35] Works by William Lawes and Charles Coleman set to the lute 

Richard Mathew also included in his collection two works each by William Lawes and 
Charles Coleman in arrangements for 12-course lute in [B e a c’ e’ g’] tuning: 

                                                           
17 Published in Corpus des luthistes Francais, OEuvres de Pinel, edited by Monique Rollin and Jean-Michel Vaccaro, 

(Paris, 1982), n°63 
18 N-Ou MS 294a, a viol tablature from Bergen (1730-1750) contains an anonymous copy of VdGS no. 31 

not listed in the Index (9, no. 9: ‘Engels Moken Spil’). 
 



i) The Lutes Apology, 12 (no. 9): A New Saraband’, in [d minor], is Lawes’s Air in d, 
VdGS no. 264, also known in keyboard versions. 

ii) It is unclear if the Air in g, VdGS no. 346, which appears in The Lutes Apology, 16 (no. 
13) as `An Ayre’, in [a minor], was transcribed from its consort or its vocal version, the 
song `Clorinda when I goe away’. 

iii) Charles Coleman is represented by two favourite `Symphonies’, of which lyraviol, 
keyboard and recorder arrangements are also extant. A Simphony’ (21, no. 18) is the Air in 
C, VdGS no. 15, while the Air in C, VdGS no. 13, bears the same title a little further in the 
book (25, no. 21). Mathew sets both pieces in [C major]. 

Mathew does not show himself any more skilful in setting Lawes or Coleman than Ives. 
He acknowledges that `In some of [the Ayres] I have not followed the proper Basse, nor 
filled them with inward Parts’. `In none of them I have followed the proper Basse, nor 
filled them with appropriate inward Parts, when I attempted to do so’ would account more 
exactly for his musical abilities, but faute arouee est a moitie pardonnee, as the French proverb 
says. 

A bridge between Hotman’s viol and theorbo works 

Let us turn now to one of the founders of the French viol school, Nicolas Hotman, two 
of whose works are known both in viol and lute or theorbo versions. Hotman played the 
viol and the theorbo in the King’s Music,19 and left besides a number of original viol and 
theorbo pieces, most of which remained unknown until the discovery of the A-ETgoess 
tablatures.20 Though personally acquainted with Huygens, their owner seems not to have 
shared the former’s contempt for Hotman’s music nor his unfabourable comparison of the 
Frenchman with Stoeffken. Works by these two masters represent indeed the largest part 
of the viol manuscripts’ contents. 

Only an early `Curante hautman’ (GB-En MS 9451, ff. llv-12) seems to have been 
written directly for the lute. The d minor Courante for an eleven-course instrument in A d f 
a d’ f’ tuning found in DH-DS MS 1655, ff. 17v-18 (anon., no title), proves to be the same 
piece as VdGS no. 9 (also in d minor), and the unusual and ineffective lute writing shows 
enough that it was transcribed from the viol version, to which it remains particularly true. 
Only a few chords are added at cadential points, the piece keeping on the whole the 
monodic viol writing. Some slight rhythmic variants towards the end in comparison to the 
extant viol sources probably stem from the source used by the anonymous transcriber. 
     [36] DS MS-1655 was destroyed during the last war, but photocopies made in 1928 or 
1929 survive. It reportedly bore the date of 1653, but only the owner’s name, Johann Peter 
Roth, appears on the photos. Nothing in the contents contradicts this date. The 
handwriting may also be found in PL-Kj Mus. MS 40593 and S-Ssmf (unnumbered lute 
manuscript), two closely related sources, each of which includes a part of two lute duets. 
The scribe of Roth’s lute manuscript appears to have copied only the last pages, of Mus. 
MS 40593, the first part of this source being in a French hand found in four other lute 

                                                           
19 See Marcelle Benoit, Versailles et les Musiciens du Roi (1661-1730) (Paris, 1971), 199-200 
20 They were found by Douglas Alton Smith in 1979 (see his article “The Ebenthal lute and viol tablatures”, 

Early Music, 10/4 (October 1982), 462-67). 



manuscripts,21 where, as in the present one, it enters mostly pieces by the two Dubut 
(father and son). Some opera transcriptions suggest that the activity of this scribe did not 
begin before 1665 and may have lasted until c. 1690. The German scribe of DS MS 1655 
(Roth or someone else?) might therefore have worked somewhat later than 1653.22 Up to 
now no biographical research seems to have been done on Roth, but the great number of 
pieces by the Strasbourgian lutenists Johann Grumprecht and Valentin Strobel, as well as 
the connections of the repertory with sources from South Germany advocate an Alsation 
or South German origin.23 Interestingly, two pieces are credited to Villiers, possibly the 
same to whom Huygens sent a letter on 20 October 1656, and another piece to Wade, 
whose name appears in the same letter.24 

Hotman’s Allemande, VdGS no. 41, known both in viol and fourteen-course theorbo 
versions, seems also to have been originally a viol piece. However, it was obviously not a 
favourite with viol players as only one viol source survives, PL-Wtm MS R 221, in staff 
notation, while not less than five theorbo sources are extant, the oldest being A-ETgoess, 
unnumbered theorbo manuscript, 78-79 (c. 1675-1680).25 The theorbo version only adds a 
few bass tones to the viol text, but by holding notes it allows one to realise more fully its 
suggested two-part writing (a dialogue between treble and bass). The transcriber skilfully 
exploits the peculiar tuning of the theorbo (a e b g d A), but the ‘monodic’ aspect of the 
tablature, rather unusual for a theorbo piece, suggests that it was originally written for the 
viol, despite the greater favour it enjoyed among theorbo players. The fact that all of the 
theorbo sources contain different copies of the same setting seem to imply that Hotman 
himself, who played both instruments, may have written both versions, which share once 
more the key of d minor. 

The various lute, guitar, and keyboard versions in Germanic and French manuscripts 
witness the great popularity of this Allemande, but are undoubtedly later arrangements:26 

the lute settings are not only different, but all are in different keys. 
 

Robert de Visée and the French viol school 

                                                           
21 The whole of F-Pn Rés. Vmd MS 15 and NL-Atk MS 205-B-32, and part of F-Pn Vm7 6212 and US-CA 

Mus. MS 174. The name of Marguerite Monin and the date of 1664 at the beginning of Vm7 6212 apply 
in my opinion only to the earliest section of the manuscript, consisting of angelique music. The lute 
section includes transcriptions of two excerpts of Jean-Louis and Louis Lully’s Zephirr et Flore, presented 
in 1688. 

22 Similarly, RS-SPan MS ON 124 bears on the binding the date 1614, obviously precluded by the contents. 
23 See Corpus des Luthistes Français, Œmres de Grumprecbt, edited by Christian Meyer and Monique Rollin (Paris, 

1992), xxiii-xxiv 
24 Constantijn Huygens, Correspondance et OEuvres musicales (Leiden, 1882), 28-29 (letter XXXIV). F-Pn Rés. 1110, 

a lute manuscript originally in Scottish possession, but possibly partly compiled in Germany, contains 
another `Sarabande de wade’ (ff. 58v-59). 

25 Other sources are three French manuscripts from the beginning of the eighteenth century: F-AG, Archives 
Communales d’Agen, 11 n° 149, [20-21]: allemande; F-Pn Rés. 1820, 102: Allemande; F-Pn Vm’ 6265, 
46: `allemande de hautement’; and a probably slightly earlier source (c. 1690-1700?), J-Tm, unnumbered 
theorbo manuscript ff. 24v-25: `gigue de Mr otoman’. 

26 Jean-Etienne Vaudry de Saizenay entered only a lute version in the largest of his manuscripts (F-B MS 
279.152, 8:2), with the note `transposée du théorbe’. 

 



We now come to the last days of the French lute school, with two pieces by Antoine 
Forqueray arranged for the lute by Robert de Visée (1650s-after 1720), and preserved in the 
first of jean-Etienne Vaudry de Saizenay’s lute manuscripts (F-B MS 279.152), begun about 
1699, and completed perhaps only about 1716, in any case after 1706. Neither of these 
pieces by `Fourcroy’ was included in the [37] selection of his works published by his son 
jean-Baptiste in 1747, and only one, `La Muzette de Mr fourcroy, mise par Mr de Visée’ 
(156), has survived in a manuscript version for viol and continuo.27 De Visée, who wrote 
more for the theorbo than for the lute, must have chosen the latter for his arrangement in 
order to keep the pieces in their original key, for which the theorbo would have lacked 
some high pitches. He played together with Forqueray at the time when Saizenay was 
compiling his manuscript, and comparison of the settings reveals that de Visée remained 
very faithful to his model, although he retains only the solo part, loosing thus the bourdon 
effect of the tonic pedal in the bass. A few variants may stem from technical constraints or 
from the source used. 

`La Venitienne de M` fourcroy, mise par M` de Visée’ (62), has survived only in this lute 
setting in a minor, which probably also retains the original key. Still more than in the 
`Muzette’, the transcriber must have chosen the lute rather than the theorbo because of the 
wide ambitus (up to c”), but it remains unclear if he kept the original bass line, or added one 
of his own invention. The wide distance between treble and bass at some places excludes in 
any case that he only set the solo part. (see Example 2) 

De Visée lived at a time when the lute as a solo instrument yielded more and more 
ground to the theorbo and guitar. He is remembered principally as a performer on and a 
composer for the theorbo and guitar rather than the lute. Only Vaudry de Saizenay’s 
manuscript contains his lute works, while his pieces and arrangements for theorbo take the 
lion’s share in eighteenth century French theorbo sources. 

This leads us to an Allemande, from Marin Marais’s first book of 1686 (VdGS no. 31), 
found in an attributed theorbo version in F-Pn Vm7 6265, a manuscript probably dating 
from the first years of the eighteenth century. A peculiarity of this source is that the original 
manuscript, already paginated, was rebound with the leaves in a different order. 
Consequently, halves of several pieces written out on a page opening, including Marais’s, 
were scattered in the source, with always one of the halves completed after the rebinding in 
another hand, on extra leaves, and the other one left as it stood, lacking its beginning or 
end. Thus the beginning of this ,allemande de Marais’ can be found at 54, while the original 
end (now at 41) was copied again at 55. 

The anonymous setting retains both solo and bass, in the original D major. The 
transcriber28 adapts chords to his instrument, sometimes octaviates or simplifies the bass 
on technical grounds, but a peculiarity of this setting is the inclusion of some thorough-
bass realization at places where the solo part plays in unison with the bass: the transcriber 
adds there either a treble part or filling tones. 

                                                           
27 F-Pn Vm7 6296, 74-5: `muzette forcroi’ 
28 Maybe De Visée himself, if we consider the skilfulness of the arrangement and De Visée’s activity as a 

transcriber for plucked strings: besides the two Forqueray pieces, he arranged many excerpts from 
Lully’s and Marais’s operas, a harpsichord piece by Couperin, Christmas carols, brunettes and vaudevilles. 
Nevertheless, no firmer connection has been found between him and the Marais allemande. 



Conclusion 

Transcription of viol music thus concerns only individual pieces and remains a marginal 
phenomenon in seventeenth-century lute repertoire, the borrowed material of which stems 
much more from vocal, stage and dance music. Nevertheless, in [38] the case of Ives at 
least, lute sources supply evidence of a still wider geographical dissemination of some tunes 
than the viol sources imply, and lead one to question some attributions. Furthermore 
thanks to a lute manuscript, one more work by Forqueray has been preserved. 

From the technical point of view, transcribers did not treat all of their models on the 
same level: the earliest English arrangers (up to 1650) generally interested themselves in the 
top part only of well-known consort or solo pieces, while later arrangers of solo French 
music remained much closer to their model. Violists who transcribed lute music always 
followed the second course. But this is the subject for another article. 
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COPRARIO’S CADENCE: SOME THOUGHTS ON 
COPRARIO’S FOUR-PART FANTASIA C21 

GORDON SANDFORD 

Simply defined a musical cadence is a point of repose, where music temporarily ebbs 
before continuing its flow, and where music relaxes in anticipation of balancing activity to 
come. A cadence represents the conclusion of a musical phrase, its resolution. Cadences 
allow music to breathe and thus represent a basic level of musical punctuation which is 
essential to the creation of musical shape. 

In traditional theory cadential formulas are neatly (some-times even pedantically) 
described according to their harmonies as authentic (V-1), pla’gal (IV-1), deceptive (V-VI), 
half- (I-V), and according to their voice leadings as perfect or imperfect. Earlier musics 
have special cadences - Burgundian, or Landini, for example - and non-traditional musics 
have unique cadential forms appropriate to their materials. Every composer treats cadences 
uniquely, and his/her cadences can be considered an important personal trademark. 
Recognising and describing cadential features is fundamental to musical analysis. 

Cadences are frequently not simple and easily defined. Rather all musical elements, 
especially melody, harmony and rhythm, can play a role and add qualification. Only after 
carefully considering each of these can musicians truly evaluate the importance, and 
ultimately the way of treating, any particular cadence. 

While looking at cadences in Giovanni Coprario’s four-part fantasias for viol consort I 
was struck by a particular cadence which seemed to appear often, almost to the point of 
cliche. In this paper I propose to examine the cadences in Coprario’s four-part Fantasia 
(Charteris no. 21) to illustrate the clearly defined cadential formula which seems to be his 
special trademark, and to suggest what Coprario’s cadences might mean to performers. 

By far the most frequently encountered cadence in Coprario’s music - the paradigm - is 
one with three voices outlining an authentic cadence, while the fourth voice concurrently 
states completely unrelated motivic material. Usually the new voice enters after a brief rest, 
and this fact serves to point out the contrast even more. Example 1 (bars 33-35) is typical. 

Here the voice leading in the three upper voices is very traditional: leading tone resolves 
to tonic, supertonic resolves to tonic, and the common tone dominant is tied over to the 
cadence point. The only unusual factor in this V-1 resolution is that the chord of resolution 
is not in root position, although the bassus voice does supply an E, thus creating a first 
inversion of the tonic chord at the point of resolution. In opposition to the upper voices 
the bassus voice enters after a rest and introduces a new descending-scale motive which 
spans the cadence. The new voice, here in the bassus, cancels much of the cadential 
relaxation. 

 
 
 
 
 



[45] 

 
 
Since this cadence marks the beginning of the second section of the fantasia, one might 

normally expect a strong cadence to delineate the transition. Coprario’s cadence, while 
certainly not strong, does prove to be both smooth and effective. It allows the new motive 
to be heard immediately and clearly while the other voices close the earlier section. The 
new motive indeed serves as bridge between sections one and two. 

Many similar cadences are to be found in this second section, for instance, Example 2 
(bars 38-39). 

 

Here the cantus, altus, and bassus voices articulate a G major perfect authentic cadence 
at the beginning of bar 39. Overlapping this cadence the tenor voice states the familiar 
descending motive in opposition. In this case the chord of resolution is in root position. 
The altus voice supplies little sense of repose with its quick moving ascending scale which 
begins immediately at the point of resolution, but the cantus voice counters this by 
lingering on its note of resolution. 

[46] Analogous `Coprario cadences’ in this brief second section are found in bars 41, 44-
45, 47, and 50, approximately every two or three bars. With each cadence a pause is implicit 
in three of the voices, while a continuation of musical flow is suggested by an important 
motivic statement in the fourth voice. Melodically, harmonically and rhythmically three 
voices clearly cadence while, simultaneously, a fourth voice overlaps (overrides?) the 
cadence, acting in a completely independent - even contradictory - way. These opposing 
forces thus effectively disguise or cover the cadence. 



Much later, in the fourth section of the fantasia, starting in bar 63, one again finds 
several examples of this same cadential type (the independent motive for the section is new 
at this point), one such being Example 3 (bars 63-66). 

 
In this instance the lowest three voices articulate an authentic cadence at the start of bar 

66, while the cantus states the governing crotchet motive, again after the expected rests. 
With slight variations comparable cadences are found in bars 70, 74, 78, 82, and 86. 

 
 

[47] The last section of the fantasia is once more introduced with this species of 
cadence. The upper three voices cadence in d minor while the bassus states the motive of 
the final section. (Example 4 (bars 89-90). 

In bars 29-30 one encounters what might be labelled an internal plagal cadence (IV-1) in 
a minor as illustrated in Example 5 (bars 29-30). 

 
 



The three lowest voices resolve rather predictably, although admittedly it is unusual for 
the tenor voice to leap up a perfect fifth as it does here. While these three voices articulate 
the plagal cadence the cantus overlaps the cadence with the main fugal theme. It is the 
previously described technique adapted by the composer within the context of a plagal 
cadence. 

In this fantasia other cadential categories are far less important for Coprario, and they 
are far less interesting for us as well. The final cadence (Example 6, bars 123-124) is an 
ordinary imperfect authentic cadence. 

 
 
One would expect a final cadence to be very positive, and indeed this cadence is the 

most conclusive cadence of the fantasia. But by virtue of the fact that it is [48] imperfect 
the cadence is clearly not as dynamic as it might have been were it perfect and authentic. 

Two other authentic cadences (both perfect) stand out, one at bar 20, the other at bar 
118. These are models of conventional internal cadences in that the music clearly ebbs yet 
very quickly again flows. Neither of these cadences is placed at an important structural 
point and thus requires no special treatment. 

Coprario includes one prominent half cadence (bar 63). This cadence has importance 
because it serves to articulate the beginning of section three. 

There is no deceptive (V-VI) cadence in this fantasia, although I see no reason why it 
could not have been used with an overlapping fourth voice. The deceptive cadence simply 
does not seem to have been a part of Coprario’s musical vocabulary. 

In looking through Coprario’s other fantasias one finds fewer `Coprario cadences’. They 
seem, in fact, to be completely absent in the two-part pieces but are found to some degree 
in the three-, four-, and five-part consorts. In the six-part consorts one sees a new 
dimension: the six voices are divided into two choirs. While one choir cadences the whole 
other choir overlaps the cadence with new material, a neat addition and expansion to what 
I have been describing. 

In light of these findings several preliminary thoughts for dealing with Coprario’s music 
occur to me: 

1. In performing a voice which cadences one needs to acknowledge the cadence by 
carefully stating the important chords and by pausing to breathe between phrases. 
Different pauses are appropriate for each voice, the sizes to be determined by the lengths 
of the note values. 

2. In performing a voice which does not cadence (but rather supplies an important 
motive which spans the cadence) one must be clearly contrasted to the cadencing voices. In 



addition the performer of the non-cadencing voice must be sympathetic to the others by 
allowing them time to phrase comfortably. 

3. Only after cadences have been duly considered should performers decide which 
historical ornaments might be appropriately and effectively added. 

4. Structurally more important cadences (those introducing new sections of the fantasia) 
should be more clearly stated than the less important. 

I consider this paper to be only a beginning of what I see as a very important study: the 
description of cadences in a variety of consort music for viol. A careful and systematic 
consideration of cadences - representing a broad spectrum of composers and covering a 
broad time span - could provide a great deal of practical and helpful information for both 
scholar and performer. 

 



[49] 
REVIEWS 

 
Margaret Campbell, Henry Purcell, Glory of his Age (Hutchinson, 

London, 1993), £20. 

Several important contributions to Purcell scholarship have appeared since 
the second edition of Zimmerman’s fine biography in 1983,1 and academic and 
general readers alike would welcome a new survey incorporating current 
research with the substantial achievements of the past. Margaret Campbell’s 
new book goes some way towards meeting this need, but fails to strike the 
balance between popular biography and rigorous academic study achieved by 
Zimmerman and, before him, by Sir Jack Westrup.2 Her primary objective is 
not to discuss Purcell’s music but `to discover something about the man and 
the times in which he lived’ and like all Purcell’s biographers she has to 
contend with an extreme shortage of authoritative genealogical material and 
contemporary comment: we do not even have a parish register entry to identify 
Purcell’s father. Nevertheless, some of the mystery surrounding the composer 
seems to have been generated in recent times through a failure to describe and 
evaluate the few sources that are available, a tendency that the new biography 
does nothing to correct. 

Thomas Ford’s manuscript ‘account of musicians and their works’, now 
GB-Ob MS Mus.e.17, was evidently copied c. 1710 because his note of Blow’s 
death in 1708 is part of the original text but a reference to Aldrich’s death in 
1711 is clearly a later addition.3 As a chaplain, an ordained choirman, at Christ 
Church, Oxford, Ford must have been in daily contact with musicians of 
Purcell’s generation whose provincial ignorance should not be exaggerated,4 
and his statement that Henry Purcell was the son of an older Henry who died 
in 1664 (rather than the alternative candidate Thomas Purcell) deserves to be 
taken seriously.5 Westrup, committed to arguing the case for Thomas, casts 
unwarranted doubt on Ford’s reliability;6 Zimmerman, who argues for Henry, 
quotes Ford’s ‘account’ without critical comment, and Campbell, though also 
in Henry’s camp, does not mention it at all. Nor does she mention the records 
of Magdalen College and an entry in the Daily Courant of 12 December 1717, 
both discussed by Zimmerman,7 that between them effectively prove that 
Daniel Purcell was the great Henry’s brother and that both were sons of the 
elder Henry; instead, she relies entirely on the least convincing evidence, the 
will of John Hingeston. 

Neither Zimmerman nor Campbell gives a proper reference to this will, 
though both adduce it as an important piece of information, Campbell’s 
interpretation (p. 2) seeming to go a step further than the facts allow. The 

                                                 
1. F.B. Zimmerman, Henry Purcell, 1659-1695: his Life and Times (2nd ed., 

Philadelphia, 1983) 
2. J.A. Westrup, Purcell (5th ed., 1965) 
3 GB-Ob MS Mus.e.17 f. 7 and f. 1 respectively 
4 R. Thompson, “‘Francis Withie of Oxon” and his commonplace book, Christ Church, 

Oxford, MS 337’, Chelys, 20 (1991), 3-27 
5 MS Mus.e.17 f. 40 
6 J.A. Westrup, `Purcell’s Parentage’, Music Review, 25 (1964), 100-103 
7 Zimmerman, op. cit., 345 



crucial item, a small bequest to ‘My Godson Henry Pursall (son of Elizabeth 
Pursall)’, may or may not refer to the composer:8 anyone who lives within 
reach of London can, with minimal formality, see the probate court copy of 
the will on microfilm and form his own opinion. But the reader should not 
be assumed to know that Westminster wills were usually dealt with by the 
Prerogative Court of Canterbury, of which the records are now kept at the 
Public Record Office in Chancery Lane; still less [50] should he be told (as 
on p. 239) that the records are still at Somerset House. Further, the time has 
surely come to abandon the old quire numbers and register names (such as ‘17 
Hare’) in favour of current PROB 11 references, which enable the enquirer to 
go straight to the relevant microfilm. Hingeston’s will is PROB 11/375 fols 
134r-135r. 

The new biography is also marred by a number of minor errors. The 
requirement for musicians performing in London and Westminster to have a 
licence, quoted on p. 36, applied to all musicians and was not a special 
restriction for those in Royal service; note 16 on p. 43 gives the false 
impression that the score of Purcell’s `Stair Case Overture’ in the Tatton Park 
manuscript is a probable autograph, in spite of a correct description of it in the 
text on the previous page, and there is a misreading of ‘Peter Birch Jr’ [i.e. 
junior] in the caption of the plate illustrating Purcell’s signature. More 
generally, there is a striking inconsistency in the provision of footnotes, matters 
such as Purcell’s relationship with the Howard family, for example, being dealt 
with almost entirely without references although the evidence exists and is 
cited by Zimmerman.9 

The effect of such irritations, many of which could easily have been dealt 
with editorially, is to devalue an essentially well-conceived volume. The book 
inevitably draws heavily on its predecessors, and those who have studied the 
standard works, attended the appropriate conferences and kept up with the 
periodical literature do not need to buy it; readers approaching Purcell’s 
biography and background from a less secure foundation will find it a useful 
introduction to his period and to some current issues in Purcell research, 
though it will often be necessary to search the index in Zimmerman to find out 
exactly where our information comes from. An attractive, and the most 
original, feature is the discussion of the ‘Purcell Revival’ and the growth of 
modern scholarship and performance practice. Can it really be true that the 
‘Golden Sonata’ was once performed by two grand pianos and a full orchestra? 

ROBERT THOMPSON 

                                                 
8 See Westrup, ‘Purcell’s Parentage’, for the argument that it does not. 
9 Zimmerman, op. cit., 228 (and n. 30); 229 
 



[51] 
Brian W. Harvey, Violin Fraud, Deception, Forgery, Theft, and the 

Law (Clarendon Press, Oxford, 1992). £19.95. 
 
Violin Fraud is written by a Professor of Law with a long-standing interest 

in the violin. Although the emphasis is on case histories involving violins, 
much of the discussion would apply equally well to viols or any other 
musical instrument. Cases from the seventeenth century to as recently as 
1990 are reported and discussed. They cover a variety of aspects of fraud 
and deception, and it is the subtle differences in the participants’ views of a 
situation that often lead to the nice legal points. The collecting of musical 
instruments is identified as having started in the early eighteenth century 
although the practice of forgery goes back much further, and because the 
attribution of a particular name to an instrument can have dramatic 
commercial consequences, this was an important factor in encouraging 
falsifications of theses particular artifacts. A number of celebrated cases are 
dealt with in detail, some of which directly concern violins, and others which 
are relevant because of the points they raise. For instance, the electrical 
goods retailers Currys were convicted in 1987 for marking goods with 
‘Matsui’ and other suggestions of Japanese origin, when in fact they 
originated elsewhere (this is compared with the use of Italian-sounding 
names for branded violins). 

Numerous interesting points are made concerning trade. For instance it is 
an offence to attach false descriptions to any goods even unintentionally. 
Merely possessing falsely described goods which are for sale is an offence, and 
oral statements are also caught by the Trade Descriptions Act 1968. Common 
practice is no defence, in 1974 Lord Justice Widgery said ‘a defendant cannot 
escape responsibility merely because it is likely the average person would not 
be misled by the false trade description he has applied to goods’. The fact that 
a customer was not taken in might mitigate the penalty, but would not be a 
defence against the charge. This must give serious pause for thought for violin 
dealers as such a large proportion of ‘trade’ instruments are conventionally 
labelled with the name of the model on which they are nominally based. 
Professor Harvey recommends removing the offending label. Viols are not 
usually labelled this way. 

There is discussion of liabilities in deals between private individuals, both as 
buyer and seller, and dealers, and an examination of the fuzzy boundary 
between dealer and collector. It is also pointed out that to disparage an 
instrument and imply that its value is lower than is realistic, then buy it at that 
level, is a criminal offence. With stolen goods, the thief never acquires tide. 

The false identification of viols is important in two contexts. First, when an 
instrument is offered for sale, whether privately, at auction or through a dealer, 
and second when there is a purely scholarly interest such as in a museum 
catalogue description. One potential source of problems — the expression of 
an opinion overlaps both of these. The main differences between the situations 
for violins and viols are the volume of deals and the range of price. While 
many thousands of violins, from recently made to over four hundred years old, 
change hands every [52] year, only a handful. of viols are sold. Whereas six-
figure sums are far from rare for members of the violin family, viols struggle 



to reach an order of magnitude less. There is thus less impetus for 
professional forgers to devote time to viols, although they might target a 
keen but ill-informed collector. On the other hand, expertise specific to viols 
is less readily available and assessments of instruments that would not stand 
up to detailed scrutiny, or even simple reappraisal with modern eyes, can 
easily stand by default. 

For the general reader, this book offers a fascinating glimpse of shadowy 
practices in a trade where, like nuclear power generation, the experts 
sometimes appear to consider they have a monopoly of the truth. Yet — an 
instrument made of bits of three Stradivarius violins was sold as a ‘Stradivarius 
genuine in all its parts’, and there is a fascinating letter from a nineteenth 
century forger explaining his techniques: ‘Fourteenth and lastly. Bad new 
varnish cannot look like good old varnish. You must apply the best varnish 
and then spoil it. It is ridiculous to try to imitate good old varnish deteriorated 
by age, by putting on bad new varnish and then deteriorating that. What an 
idea!’ [sic]. 

MICHAEL FLEMING 
 
 

VIDEO: The Viola da Gamba Society of America presents John Hsu 
in a Course on French Baroque Viol Playing. New York, Indigo 
Productions. VHS Hi-Fi, 50 min. (Available from VdaGS/A, 1308 Jackson 
Ave., Charleston, IL 61920-2242. $35.00 plus $5.00 postage and handling.) 

 
John Hsu, today’s leading virtuoso-expert in French baroque music and 

Old Dominion Foundation Professor of Humanities and Music at Cornell 
University since 1955, presents excerpts from his 1992 Cornell summer viol 
programme in Ithaca, New York; a programme founded by Hsu in 1970 and 
devoted to the study of French Baroque viol playing, as exemplified in the 
music of Mann Marais. The video, which presents all or parts of six 
representative selections from Books I, II, and III of Marais’s Pièces de Viole, 
played by Hsu and his master ‘students’ Martha Bishop, Roland Hutchinson, 
and Rosamund Morley, and accompanied by Ann Marie Morgan (continuo 
viol) and Dooley Kiefer (harpsichord) has been made possible by the Viola da 
Gamba Society of America, the Hull Memorial Publication Fund of Cornell 
University and contributions from individual members of the VdaGS/A. 

In content, this video is an extension of Hsu’s Handbook of French Baroque 
Viol Technique (New York, Broude Brothers Ltd., 1981). Topics discussed 
include bow grip and plucking, bow strokes and sound images, gesture and 
multiple-bow gesture, preparation and unwritten silence, French lyricism and 
melodic scansion, harmonic expressivity and tonal inflection; a vocabulary 
much better understood by those who have already studied Hsu’s Handbook, a 
study highly recommended before viewing the video, though the viewer can 
certainly still enjoy the music and [53] its expert performances, and become 
acquainted with Hsu’s vocabulary, without having studied the Handbook. 

In the wake of the film Tous les Matins du Monde, much interest has been 
raised in the music of Marin Marais, whose name is now well-known to 
musicians and non-musicians alike in many parts of the world, thanks to the 
diffusion of this cinematic effort (see the next review). Some fine recordings 



of Marais’s music have been made by various viol virtuosi, but the fact has 
remained for some years that the virtuoso performer who has actually 
researched, reflected upon and taught the true playing style of Marais’s time 
as reflected in the methods of De Machy (1685), Danoville and Jean 
Rousseau (both 1687), and above all Etienne Loulié (second half of the 
seventeenth century), is of course John Hsu. For those players who are 
inspired to find out how to really play this music, not only authentically, but 
with a full realisation of the musical content, Hsu’s master classes, wherever 
given, continue to be the Mecca for viol 1:layers. This video is therefore a 
record, not only of Hsu’s playing and teaching, but also of his personal 
dedication and charm. 

Such a noble achievement of content and production is beyond criticism. 
Any suggestions may be put in form of propositions for a supplementary 
video, to be hopefully issued in the future. First of all, the angle of 
photography shows the `students’ in full-face, but since the angle is 
unchanging, Hsu himself, his beautiful Cremonese seven-string viol by 
Ruggieri (1697), his bowhold and the actions of the fingers of his right 
hand, so crucial to an understanding of his teaching, are usually seen rather 
from the side, and thus some important features of his bowing are often 
hidden, though the left hand is always in view. Secondly, Hsu’s natural 
speaking-voice, probably unconsciously, forms occasionally a ‘sound image’ 
which diminishes at the end of the sentence, and if the sound-level of the 
video is not tuned rather higher than necessary, some vital words of Hsu’s 
teaching are nearly inaudible. A second microphone system could perhaps 
be set for the speaker. Thirdly, to fully appreciate the musical ‘sound 
images’ as they happen in the performed music, the viewer needs to follow 
the score at least once, as the `students’ are doing, while Hsu plays. At least 
for a second viewing of the video, score-watching is advisable. This fact 
could be stressed in the video text. 

The acid test of great music and great playing, however, is that with or 
without the score in the viewer’s hand, the end result of Hsu’s 
interpretation of Marais is phrasing of exquisite musicality. This video is 
therefore strongly recommended to all players and lovers of French 
Baroque viol music. 

HAZELLE MILORADOVITCH 
 

Marin Marais & Sainte-Colombe, Musique du film. Tons les matins 
du monde, arranged by Jordi Sayan and edited by Jean-Louis Charbonnier 
(Zufluh, 1991). £9.10, score. 

 
If you loved the film, you probably acquired the CD (Audivis V4640) and in 

your Christmas stocking, as I did — the English translation (All the World’s [54] 
Mornings) of the novelette by James Kirkup for Quartet Books. If you are a viol 
player, you probably already own a well-worn copy of the ‘Couplets de Folies’ 
from Marais’s second book of Pièces de viole (1701), though you may not yet 
have had occasion to acquire or to become acquainted with his fourth book 
(1717), which contains three of the items included in this souvenir anthology. 
Very probably you will have seen Paul Hooreman’s 1973 modern edition of the 
Concerts à deux violes esgales du sieur de Sainte-Colombe (Heugel et Cie) only in music 



libraries. Even if you own these, you won’t have Savall’s 26-bar ‘Prelude pour 
Mr. Vauquelin’ or his arrangement of a mysteriously undocumented 
anonymous Tantaisie en mi mineur’. That of ‘Les pleurs’ from the ‘Tombeau 
les regrets’ for solo viol is really more Marais than Sainte-Colombe, more 
vertical than linear in style. 

Many of us have occasion to perform a selection of the ‘Couplet de Folies’, 
though may not have employed Savall’s method of incorporating only half of 
any one couplet (in this case, the first half of nos. 1, 16 and 22,/and the second 
half of 31). His decision to do so would seem to have been dictated by the 
understandably limited technical abilities of the actors and the pace of the film. 
From a musical point of view, it would always be preferable to play entire 
couplets. 

Indeed, the preponderance in this collection of theme-and-variation 
movements (all of the Marais pieces and Sainte-Colombe’s ‘Le retour’, in 
which the theme is cunningly transformed from one dance form to the next) 
is surely no coincidence. Savall’s choices enabled the film editors to chop and 
change according to the scene. Interestingly, the film makes little of the 
programmatic qualities of Sainte-Colombe’s ‘Tombeau les regrets’ (`The 
carillon’, ‘Charon’s call’ or ‘The joy of the Elysian fields’), with the exception 
of ‘The tears’. 

A few warnings need to be sounded: Marais’s tenues have been left out of 
his pieces, as have the occasional rest, fingering and ornamentation sign. In 
‘La reveuse’, a dal segno sign has been omitted from the beginning of the 
second couplet and in bar 27 the wrong strings have been indicated with dots; 
in Sainte-Colombe’s `Le retour’ a dal segno sign was omitted from the lower 
part in bar 23. The open-string indications in the first full bar of Marais’s ‘Le 
Badinage’ are so small that they look like staccato marks; otherwise, however, 
the pseudo-authentic script adopted works well enough. The editor, Jean-
Louis Charbonnier (the largely unsung hero of the film, who trained the actors 
to play at playing), has improved here and there on the Hooreman edition, 
clarifying the return in ‘Le retour’ and notating that ending of ‘Les regrets’ in 
more traditional fashion. 

Realising that viol players all over the world would wish to give concerts of 
music from Tous les matins du monde, Charbonnier has prefaced each piece with 
short quotations from Pascal Quignard’s novelette. Have a lovely evening 
entertaining friends! 

JULIE ANNE SADIE 
 
 

[55] Michel Corrette, METHOD for easily learning to play the 
pardessus de viole.... Translated by Jane-Anne Koch (New Boston 
Editions, 1991). $24. 

 
Michel Corrette is one of those strange people who make a living writing 

tutors for several musical instruments without really being experts in any of 
them. However, this pardessus tutor is unique and thus of historical interest. 
With some exceptions, Corrette’s French is clear. Jane-Anne Koch’s translation 
is very competent, my only real objection to it being her use of the term ‘five-
stringed violin’. Five-stringed violins, tuned in fifths throughout, have been 



made from time to time, but they tend to break up under the strain and are no 
quintons. 

Unfortunately Corrette’s Method does not give much information. It is 
elementary and its usefulness is limited. Studying it will not make the student 
play like a good eighteenth-century player. Corrette probably had no clear idea 
of what is difficult on a pardessus. His bow grip, uses four fingers, cramping 
the hand and making quick tempi difficult. However, a painting by 
Charmontelle does show the bow in use. No experienced player would use 
Corrette’s combinations of poussez and tirez bows. In contrast to this, his 
recommended (diatonic) fingerings are very sensible, mostly using only three 
fingers — actually so much so that he gives a special exercise for the little 
finger. Higher positions (on the top string) are mentioned but not shifting 
problems. Corrette uses ‘compound tablature’, that is he describes — on a line 
— both the fret and the finger to be used. He never takes the next step, 
namely to a full six-line tablature system, but contents himself to using one 
line. This type of tablature is very convenient and completely unambiguous. 
Corrette is aware of the problems of seating and hold but his 
recommendations do not make sense, perhaps because of linguistic problems. 

Corrette’s practice pieces, both for five-string and six-string pardessus, are 
quite nice, without being great music. Most are in G major, a very good 
practice key both for pardessus and treble. To a prospective buyer I would say 
by all means buy the book, but do not expect it to work miracles with your 
playing! 

CARL HUGO ÅGREN 
 
 

J.L. Charbonnier, La Viole de Gambe pour les Commençants. United 
Music Publishers Ltd., £15.15. 

 
Jean-Louis Charbonnier was the man chosen to coach Gerard Depardieu, 

son and friends, in the art of viol playing, and how to look convincing (or not) 
in the film, Tons les matins du monde. 

This new instructive book is published by Zurfluh along with Charbonnier’s 
edition of music from the film (see review on pp. 53-54), and according to the 
foreword (which is in both French and English) can be used to complement 
`Playing and learning the viol’, or as a preparation for ‘The art of playing the 
bass viol’ — Charbonnier’s earlier publications —, or for those who, having 
seen the film, want to learn to play the viol `rapidemene. The book is divided 
into 8 [56] chapters, each covering scale-type exercises, ornamentation and 
continuo, and including eighteenth century pieces, ‘mélodies anciennes’, and a 
duet. 

Charbonnier successfully manages to introduce many important 
concepts of viol playing with a surprisingly small amount of written 
instruction. But despite the subtitle, ‘for beginners’, and the use of a child 
as a model for the photographs, his first exercises are already quite 
demanding, he quickly moves on to examples of continuo (including some 
of the more difficult couplets of Folies’), and, although the introduction of 
higher notes is clearly graded, by the end of the book he is asking one to 
play above the frets on the 6th string — useful for those aiming to play 



Forqueray but rarely needed elsewhere. Truly `rapidement progress! 
Throughout the book bowings are clearly considered and indicated 

where needed. Fingerings are also frequent, but are missing in several 
crucial places in the early chapters, and sometimes would not be my 
choice, such as in the A major scale fingered in ch. 4 with uncomfortable 
forward extensions even though fingered more sensibly in half position in 
the following chapter. The instructions for ornaments (minimal and 
without translation) are helpfully introduced in the pieces that follow; but 
in many other cases the exercises are often irrelevant — for example, in 
ch. 2 the scales in F major are followed by only one piece in that key, but 
by six in G major. Later chapters systematically introduce the use of half 
position, extensions, barring and shifting; but in some cases these new 
concepts are actually needed in pieces which come earlier in the book 
without mention an organizational problem hard to solve when using ‘real’ 
music. 

Having played through all the pieces, I must say I find them pleasant 
but rather uninspiring. The ‘pièces Françaises’ are all very much the same 
(one is repeated in 7 different keys), but the ‘mélodies anciennes’ make a 
good contrast and some of the duets are quite fun. However very little of 
this music compares favourably with the easier pieces of Marais. If you 
want to play lots of short pieces in the French style but you are not ready 
for the more difficult repertoire, then this is an ideal book — despite the 
apparent lack of progress of some film stars! 

ALISON CRUM 
 
 
Johann Adolf Hasse, L’augelletto in lacci stretto, Aria for soprano, 

viola da gamba solo, strings and basso continuo, edited by Mary Cyr 
(Calliope). $20. 

 
Hasse is not a composer whom one normally associates with the viola 

da gamba; indeed, in all his vast output only one other work includes the 
instrument (a ‘duo’ for flute, viola da gamba and basso continuo). 
L’augelletto in lacci stretto which was written for his opera Didone abbandonata 
(Hubertusburg, 1742), originally had a flute as the obbligato instrument. 
But the presence of Carl Friederich Abel as viola da gambist in the 
Dresden orchestra from 1743-1757 possibly explains the present 
arrangement, which may even be by Hasse himself. 

It was originally scored for soprano voice, solo flute, strings and 
continuo, but it exists in at least two other versions: one for two solo 
flutes, and the present [57] arrangement which exists in a single surviving 
manuscript set of part-books (Paris, Bibliothèque Nationale, Vm7 7361) 
labelled violino primo, violino secondo, viola, viola da gamba concertata, soprano, and 
basso. 

Mary Cyr’s clear and straightforward edition presents a full score and 
separate parts, the former containing an unrealised version of the figured 
basso continuo, but with an eminently sensible spare stave line to give the 
continuo player a chance to make his own realisation. Where page turns are 
unavoidable in the parts these are arranged to coincide with rests wherever 



possible. My only suggestion is that a joint part for solo gamba with soprano 
would add to security if not co-ordination! 

The obbligato part works well on the gamba with few changes (apart 
from downward transposition by octave) from the flute part, and the flute’s 
basic two octave range from D to d’ is preserved. Because of the limited 
compass, and notation throughout in the alto clef, the part could as well be 
played on the tenor as on the bass viol. The lower register of the gamba 
(compared with the flute) has also led to a few minor changes of scoring in 
the other parts; but the present version is particularly effective. It could be 
argued that the gamba does not have the conventional association with 
birdsong of the flute; and the part is certainly demanding and even 
virtuosic, including such eighteenth-century features as slurring over long 
melismas, numerous trills, appoggiaturas and semiquaver passage-work. 

But the overall effect is that of a charming miniature — harmonically in 
advance of its time with some delightful interplay between voice and 
gamba. No wonder it appears to have been popular in the eighteenth 
century. 

WENDY HANCOCK 
 
 
Anthony Newcomb (ed.), The Ricercars of the Bourdeney Codex, 

Recent Researches in the Music of the Renaissance, 89 (A-R Editions, 
Madison, 1991). 

 
Richard Charteris (ed.), Giovanni Bassano: The Three-Part Consort 

Music (Fretwork Editions, London, 1991). Score: £11, parts: £10, set: £18. 
 
With so much magnificent English viol music to play, it is easy to 

forget that there are other repertoires to explore. In particular, Italian 
sixteenth-century ensemble music has not received much attention from 
viol players, partly because only a fraction of it has appeared in modern 
editions, partly because there has been a reluctance to recognise that it is 
legitimate viol music. The earliest pieces written specifically for viols, the 
‘songs without words’ written by Josquin and his contemporaries around 
1500, are most commonly played today by wind instruments or mixed 
ensembles, while the canzonas and ricercars of the late sixteenth century, 
usually advertised on title-pages of the time as being suitable for `ogni 
sorte d’istrumenti’, tend to be the preserve of brass groups. 

I have two new editions in front of me that should help change things. 
The first, edited by Anthony Newcomb and published by A-R editions, 
consists of 17 [58] four-part ricercars from a late sixteenth-century manuscript 
now in Paris, the Bourdeney Codex. All but one of them are anonymous there, 
but Newcomb argues, on the basis of a concordance with a Roman 
manuscript, that 14 of them are by Giaches Brumel or Brunel, a French 
organist who worked at the Ferrarese court from 1532 until his death in 1564; 
the Bourdeney manuscript may have been written by his son, also an organist 
and also Giaches. The three remaining pieces, one of which is ascribed to 
Fabritio Dentice, are shorter, slighter works, and do not seem to be connected 
with the main group. 



The Brumel ricercars are works of epic proportions, some of them over 
300 bars in length. They are unlike most English fantasias in that they are 
concerned with exhausting the contrapuntal potential of a simple theme 
through inversion, stretto and rhythmic transformation rather than exploiting 
the contrasts between unrelated themes. A few of them are based on given 
themes; one of the most attractive uses the plainsong hymn ‘Ave mans stella’. 
This is well crated, rewarding music, ideal for viols. Newcomb contributes an 
exhaustive preface, covering the provenance of the manuscript, the 
composers, the style of the music and matters of performance practice. The 
edition presents the music in its original notation, and is exemplary. I only 
received the score, with treble, octave-transposing treble and bass clefs. Parts 
and a keyboard score are available separately; I hope they give the inner parts 
in alto clef, suitable for viol players. 

The other edition consists of the 20 three-part fantasias by Giovanni 
Bassano (c. 1558-1617), member and eventually leader of the wind band at St 
Mark’s in Venice. He belonged to the Venetian branch of the Jewish Bassano 
clan — directly related, we now know, to the English Bassanos. The fantasias, 
published in Venice in 1585, are really ricercars, exploiting permutations of 
one or two subjects. They are shorter, lighter and more modern works than 
those by Brumel; some of them have subjects in the standard long-short-short 
pattern of the Venetian canzona. Bassano’s use of short phrases punctuated 
by frequent rests suggests the use of wind instruments, as does the use of a 
SAT scoring for some of the pieces playable on the convenient smaller sizes 
of recorders and other sets of wind instruments. One can easily imagine them 
being played in processions by Bassano and his colleagues. Nevertheless, 
Bassano merely specified `ogni sorte d’istrumenti’, and they are well written 
and enjoyable to play on viols — the parts in the Fretwork edition use treble, 
alto and bass clefs. Richard Charteris’s edition is well conceived and executed, 
though the accidentals have been modernised; the policy of most recent 
editions of Renaissance music (including the A-R volume just discussed) has 
been to retain the contemporary system whereby accidentals only apply to the 
note that follow them. The edition is nicely printed and well produced, though 
the paper is a little too thin for comfort. I hope Fretwork will go on to explore 
more of the Italian Renaissance repertory in their editions as well as their 
performances. 

PETER HOLMAN 
 

 
[59] Thomas Lupo, Fantasias for Three Equal Viols. Edited by 

George Hunter (Northwood Music TL-3, 1987). Score and Parts $5. 

Thomas Morley, Fantasies to Two Voyces. Edited by George Hunter 
(Northwood Music TM-2, 1990). Two facsimile-style part-books $8. 

Available direct from George Hunter, 1108 West Stoughton, Urbana, 
Illinois 61801. Payment in US dollars or pounds sterling upon receipt of 
invoice. 

 
Three of Thomas Lupo’s fantasies use the unusual combination of equal 

instruments. The fantasy for three trebles is stylistically the earliest and is the 



source for the other two: it is transposed down a fifth for three tenors and 
reworked extensively for three basses. This edition is a computer-set revision 
of an edition previously reviewed in Chelys, 19 (1990), 76. It is excellently 
produced with the tenor transposition now printed in the score as a separate 
piece. 

Thomas Morley’s nine fantasies a2 with Italian titles are scattered 
throughout his First Booke of Canonets to Two Voices (1595). George Hunter’s 
edition of the fantasies alone is beautifully presented. It looks like a true 
facsimile but in fact it is not: the fantasies are re-numbered consecutively, the 
title-pages and tables of contents are altered so as to refer only to the fantasies, 
and the music, which is poorly printed in the original, is cleaned up and 
corrected. Fortunately, variants between this edition and the original print are 
clearly stated in the introduction. However, it is questionable whether a print 
which requires such modification and correction is a suitable source for a 
performance facsimile; a good modern edition of these fantasies might have 
been preferable. 

DERRY BERTENSHAW 
 
William Lawes, Fantasia-Suites, transcribed and edited by David 

Pinto. Musica Britannica, vol. LX (Stainer & Bell, London, 1991). Score 
£58.50. Parts £27.50 

 
`His Royal Consort for two treble viols, two viol da gambas, and a through-

base, which was already mentioned with reverence by his admirers in the last 
century, is one of the most dry, aukward, and unmeaning compositions I ever 
remember to have had the trouble of scoring.... There is, indeed, no felicity 
discoverable throughout the work; no attempt at air, expression, or new 
modulation; all the movements being in one even tenor of mediocrity.10 Here’s 
Charles Burney at his most engagingly complimentary, characterising William 
Lawes as a composer. After forgetting dinner and supper over playing all the 
fantasia suites — which had actually been among Mr Burney’s possessions — 
until the bows almost dropped from our hands we realized how far wrong 
even the most celebrated authorities can be. 

David Pinto disagrees with Roger North, who thought Lawes ‘a more aiery 
and smooth composer than his contemporaries:11 I rather tend to side with 
North. Consider the meaning of ‘air’. What else is the passage: 
 
 

                                                 
10 Charles Burney, A General History of Music (Dover ed., 1957), II, 309, 318 
11 Introduction, xix. The page number is not quite correct: the quotation is on p. 299, n. 37, 
not on p. 294 (J. Wilson, Roger North on Music, 1959). 
 



 
 

if it isn’t air and smoothness, English Empfindsamkeit of the first water, 
intermingled with those imps Master Will always keeps up his sleeve. His 
fantasies are superb, but to my mind his real masterpieces must be the 
ayres, in which he achieves the impossible of shaping the most 
unpromising material into the airiest compositions, as if preparing a 
delicious soufflé from His Majesty’s kid gloves. Lawes is a distinguished 
chef with none of what North says, for instance, about Christopher 
Gibbons: `... desultory and not without a little of the barbaresque.’12 

The volume under review contains a recently discovered portrait (Hull, 
The Ferens Art Gallery), which may be of William Lawes, as well as 
thorough and extensive commentary of the individual sources assessing 
their places in their historical context, a procedure Musica Britannica 
might do well to adopt for other volumes in the series. 

There are just two things I don’t like: 
a) The facsimiles all show sections of the organ part, where at least one of 

the violin and bass parts each would not have been amiss. 
b) The obstinacy with which the edition sticks to the bass clef into the 

night like a multipede nightmare. Was that Pinto’s idea, or Musica Britannica’s? 
Example 2 (p. 90, bass, bars 33-37) 

 
This above all in view of the economy in old sources, changing clef 

wherever convenient, and avoiding ledger lines like the plague. I’m not sure 
whether this is shared by others, but I found myself so much irritated by the 
unsuitable appearance whilst playing this music that I actually began to copy 
out my own revised part-book. 

But on the whole, the pleasure of this volume far outweighs the nuisance, 
and it is excellent to have more of Lawes’s chamber music made available. 

ANNETTE OTTERSTEDT 
 
 
 

Music examples reproduced by permission of Stainer and Bell. 

                                                 
12 Wilson, ibid., 299 
 



John Dornenburg ed., John Hingeston: The Suites for Five and Six 
Viols (PRB Productions, Albany, California, 1991). £20. 

 
John Hingeston (c. 1605-83) is the one prolific composer of consort 

music in seventeenth-century England who has not received much 
attention in modern times. Between the part-autograph set of parts that 
Hingeston gave to the Oxford Music School collection, MSS Mus. Sch. 
D205-11, and the related autograph organ book in the same collection, MS 
Mus. Sch. E382, we have more than sixty fantasia suites or separate 
fantasias by him, very few of which have appeared in modern editions. 
John Dornenburg has begun to make handsome amends with this edition 
of the three fantasia-alman pairs for six viols and organ, and the five works 
for five viols and organ — two three-movement suites and two fantasia-
alman pairs. I gather that a companion edition of Hingeston’s eight 
fantasia-alman pairs for two trebles, two basses and organ is on the way. 

Playing through these pieces, my first reaction was surprise — surprise 
that such a competent composer should have been ignored so long. They 
are far from being merely servile imitations of Lawes, Jenkins or Locke. 
Hingeston made a distinctive contribution by combining two separate 
genres in these pieces: the central viol consort repertory and the fantasia 
suite, usually scored for one or two violins, bass viol and organ. William 
Lawes, it is true, grouped his pieces for five and six viols by key, and 
Locke wrote four-movement fantasia suites. But only Hingeston, it seems, 
wrote fantasia suites of the classic three-movement type for viol consort 
and organ. Hingeston may have modelled his six-part works on the six-
part fantasia-alman pairs of Martin Peerson. His melodic and harmonic 
idiom, simpler and more diatonic than many of his contemporaries, is 
certainly similar to Peerson’s. In 1621 Hingeston came to London from 
Skipton to ‘learn to play’. We know he studied with Orlando Gibbons; 
perhaps he also came into contact with Peerson. 

And yet, it is not difficult to see why Hingeston has been neglected. His 
suites are certainly competently written, and are well laid out for the 
instruments. In particular, the organ parts, the work of a professional 
keyboard player, lie well under the hand, and are much more effective than 
the excessively thick parts provided by William Lawes — who was not a 
keyboard player as far as we know. But his harmonic style is often rather 
bland and directionless. He lacks Jenkins’s ability to plan logical harmonic 
patterns on a large scale, and he hardly ever uses [62] the highly-spiced 
harmonic language of Lawes and Locke Similarly, his part-writing is sometimes 
rather aimless and unmelodious. Nevertheless, these pieces are well worth 
playing, and they are considerably easier than Lawes. 

Dornenburg’s computer set edition is a pleasure to read, and is 
intelligently laid out, with separate scores of the five- and six-part pieces and 
a joint set of parts. It is good to have a separate organ part, though the use of 
an excessively large type means that there are more turns than there need be; 
I can never understand why keyboard players are expected to turn pages 
when their string-playing colleagues are not, even when both hands are fully 
occupied with a written-out organ part. The editing has been done well, by 
and large, though the treatment of accidentals is not always consistent. There 



are some redundant accidentals left in the keyboard part, and there is no 
attempt to distinguish between sharps and flats cancelled explicitly (by the 
use of a symbol) and implicitly (according to the Renaissance system whereby 
accidentals only apply to the note immediately following). Editors of music 
of this period are increasingly aware that by modernising the treatment of 
accidentals they are in danger of obscuring the composer’s exact intentions. 
Incidentally, I felt the need to add a number of extra accidentals. I find it 
hard to believe that the almans of the five-part Suite no. 3 and the six-part 
Suite no. 3 should not end with a tierce de Picardie — their fantasias do. Also, 
in the first six-part fantasia, the g sharp in bar 35 of the organ part needs to 
be cancelled later in the bar, and there surely should be g sharps in bar 4 of 
the following alman. Despite these minor criticisms, this is a valuable 
addition to the repertory; I hope PRB will continue its exploration of 
Hingeston. 

PETER HOLMAN 
 
John Jenkins, The Lyra Viol Consorts. Edited by Frank Traficante 

(A-R Editions, Inc., Madison), Recent Researches in the Music of the 
Baroque Era, Volumes 67-68, 1992. 

 
Frank Traficante’s long-awaited edition of Jenkins’s lyra viol consorts duly 

appeared as the most sumptuous musical offering commemorating the 400th 
anniversary of the composer’s birth. It deserves the warmest of welcomes. 
Here are gathered together fifty-nine pieces — all that can currently be 
reconstructed from GB-Ob Mus. Sch. MSS C.84, C.85 and C.88 and Durham 
Cathedral Library, Bamburgh MS M179-80. Of a further thirteen 
concordances, seven include only that perennial favourite usually called ‘Lady 
Katherine Audley’s Bells’. 

It appears that solo lyra viol music, and music with a part or parts played 
lyraway’, has suffered more than most at the hands of time — and fashion. 
No doubt (as may also have occurred with seventeenth-century lute music), 
its specialised notation became a ‘barrier’ which limited its continuity and it 
was simply discarded in the late 1600s (along with antiquated instruments) 
to be replaced by new models and new musical styles. Whatever the reason, 
if sale catalogues such as that of [63] Thomas Britton are to be believed, great 
numbers of lyra consorts by Baltzar, Cutts, Hudson, Loosemore, Reading, 
Simpson, Wilson, and Jenkins himself (among others) are lost. 

Chronology of lyra viol music is somewhat puzzling. Given that the 
instrument was born early in James I’s reign and was promoted enthusiastically 
and effectively by Hume, Ferrabosco II, Coprario, Ford and others, for many 
years it seems to have kept itself very much to itself, mixing only with other 
lyra viols in duos and trios. Hume wrote a few pieces for violin with lyra 
viol(s), but these are the exception rather than the rule. Jenkins and William 
Lawes added their own contributions to this repertory, but lyra consorts of the 
kind collected here by Dr Traficante do not appear to have surfaced until the 
mid-seventeenth century. (Those lost lyra consorts from Thomas Britton’s 
library clearly support this dating). 

But maybe the delay is not so strange after all if one considers the role 
the lyra viol was asked to play in consorts As an independent instrument 



capable of playing chords and harmonies (like the lute), it had initially 
established itself both in solos and in the rich textures of lyra duets and 
trios. With the decline in polyphonic consorts during Charles I’s reign and 
the emergence of more thinly-scored pieces, particularly dances, it now 
served both as a melodic partner to the treble and as a harmonic filler 
above the bass. Crucial to the equation is the change-over from organ to 
‘harpsichord’ — the sustaining power of the first is lost with the latter. (In 
passing it is worth noting that John Harley’s current research indicates that 
the terms `harpsecon’, `harpsecord’, `harpsicall’ only came into general use 
at the Restoration, so these lyra consort manuscripts by Jenkins must be 
among the earliest to include the label.) The chordal aspect of playing Lyra-
way’ thus functions as a support to the plucked, short-lived sounds of the 
keyboard, which characteristically, as Dr Traficante points out, here 
maintain a skeleton two-part form, hugging the highest and lowest parts. 

And so to the edition itself. One could not ask for a more comprehensive 
introduction: a generous forty pages of comment, critical notes and facsimiles 
and I can do no more than summarize their content here. A brief biography 
of the composer is followed by a resume of Jenkins’s lyra consorts, including 
a list of lost music, with particular notice given to the two ‘Bell’ pieces; their 
relationship with change-ringing practice is pursued again later. The sources 
are listed and described, after which Dr Traficante comments on the 
instrumentation and the role of individual instruments within the ensemble. 
He also incorporates an explanation of the tablature employed by the lyra 
viol. ‘Performance suggestions’ begins with sound advice (gleaned from Mace 
and others, but also reflecting the editor’s own skills) on ‘playing the lyra 
viol’, with its technique of ‘holds’ and a texture reminiscent of French style 
brisé. Further sections here are devoted to the character of the dances, the 
improvisation of divisions (using Jenkins’s notated examples as guides) and 
more on change ringing. A comprehensive survey of editorial procedures, 
critical notes, footnotes, bibliography and facsimiles concludes the 
introduction. All is presented with fastidious care. 

[64] The music is separated into four sections: (a) 14 pieces from GB-Ob 
Mus. Sch. MS C84; (b) 12 pieces from MS C85; (c) 15 pieces from MS C88; 
(d) 18 pieces from DRc, Bamburgh MSS 179-80. These appear, as in the 
originals, ordered into suites of around six movements each. The score 
includes both tablature and staff transcription of the lyra viol parts and of 
the tuning required (but the part-book has tablature only). In the pieces 
from Mus. Sch. MS C88 with written-out divisions, both plain and divided 
versions are set one above the other in the score (but not in the part-books 
where they alternate as in the original). I question the necessity to retain the 
original spellings throughout (they are already given in the commentary and 
title page for each section). An ideal printed tablature has yet to be invented, 
but this one is generally clear (if lacking boldness in the score — the part-
book is better); a vertical row of h’s remains a mess. Barring, as seems right 
for most later seventeenth-century instrumental music, is in 
semibreve/dotted-semibreve units. 

Part-books are available for treble, lyra, harpsichord and bass. Here is a 
wealth of attractive music and an ideal means to hone one’s tablature-
reading skills in consort. (The lyra parts are not over-demanding). Unless 



and until more consorts of the kind are found, we have here the bulk of 
the surviving repertory for what was clearly a popular form of music-
making in mid-seventeenth century England. Dr Traficante is to be 
thanked and congratulated in providing such a fine edition of a significant 
aspect of Jenkins’s work. 

ANDREW ASHBEE 
 
Christopher Simpson & John Jenkins: Divisions for Two Bass Viols, 

edited Piet Stryckers (Alamire, facsimile series, no. 20, 1993). $17. 
 
Alamire Editions produce a fine selection of facsimiles of all kinds, 

including cards, posters and music. The present volume is one of three 
facsimiles devoted to the viola da gamba which have appeared to date (no. 
1, the Corelli sonatas in transcription, was reviewed in Chelys, 20; no. 21 is 
27 solos by Abel). GB-Ob MS Mus. Sch. C77a–b is the source for these 
five sets of divisions by Christopher Simpson and three by Jenkins in a 
clearly-written late-seventeenth-century copy. It comes as two separate 
part-books within a folder containing an introduction and list of original 
errors. The staves in no. 7 need further definition, but generally the text is 
admirably clear. So far as I am aware, only no. 8 has previously appeared in 
print (Jenkins, VdGS no. 13, by Dovehouse), so this is a most welcome 
addition of a fine series of pieces by two of the best composers of 
divisions. 

Those wishing to play the pieces will need to prepare their copies 
beforehand by correcting the errors — around fifty in all. These are 
mostly wrong notes, wrong rhythms, or missing clef changes, but one 
sequence of 13 omitted notes has to be squeezed into no. 7. Just to keep 
us on our toes, there are a few further hazards to negotiate in transferring 
the information from the editor’s list to the music. He consistently writes 
‘crotchet’ where he means ‘quaver’ (five examples), [65] and in Division 5, 
viol II, the second entry should read ‘page 1, line 9 . . Since the two part-
books are not labelled ‘I’ and ‘II’, there is also some confusion as to 
which part is which: I deduce that the editor calls I the part which begins 
on top and ‘II’ the part which begins with the bass, although actual 
distribution of the roles varies from piece to piece and consequently from 
book to book. 

ANDREW ASHBEE 
 
LETTERS TO THE EDITOR 
 
Dear Editor, 

ANYBODY’S VIOLETTA: A CONFUTATION 
Where the evidence is inconclusive, a spirited conjecture can certainly be a 

useful contribution. However, it should hardly give such short shrift to its own 
premise as in the case of Dr Catch’s speculative article (Chelys, 21 (1992), 79). 

The quotation from Walther’s Lexikon 1732 contains two small errors. It 
should read: 

Violetta... ist eine Geige zur Mittel =Partie, sie werde (instead of: werden) gleich 
auf Braccien, oder kleinen Viole di (instead of: da) Gamben gemacht. 



The second error is of no particular importance, although the majority of 
seventeenth- and eighteenth-century authors apparently preferred ‘viola di 
gamba’. Unfortunately, the first mistake is another matter altogether. The rules 
of the Teutonic vernacular allow but one meaning: 

a fiddle for the middle part, no matter whether this (i.e. the middle part) be 
rendered on a ‘braccie’, or ‘small viol’. Otherwise it would have to read: ... sie 
werde gleich auf Braccien &c. Arth gemacht. 

There can be no question of Walther’s description fitting any kind of 
hybrids, especially as he goes on as follows: 

... Die Discant-Viola di Gamba gehet vom c bis ins g”, a”, and die Alt=Viola di 
Gamba, (so Violetta heifiet), vom G bis ins d”, e”. (The treble viol ranges from 
c to g”, a”; and the tenor viol (which is called Violetta) from G to d”, e”.) 

Apart from innumerable Italian sources with `Violetta’ parts instead of 
‘violas’, there are a great number of eighteenth-century German compositions 
involving violettas, notably by such instrumental experts as Telemann, Graun, 
and Keiser, which invariably make full use of the entire range of a viola. To 
confuse the issue even further, Telemann’s Quatrième Livre de Quatuors 
(Paris) contains an ‘Alto Viola’ part which exceeds the viola range more than 
once by a minor third, i.e. to the A below the bottom C-string. In an autograph 
manuscript by the Prussian court composer Janitsch, who uses both violas and 
violettas, there is one instance of three alto instruments forming a concert, the 
parts being specified as ‘viola pomposa’, `violetta’, and ‘viola’. 

All that can be fairly concluded from these far from comprehensive 
observations seems to be that the case is somewhat similar to that of the ‘viola 
bastarda’, or the lyra viol, a lot of confusion arising from the fact that the term 
was evidently used to describe both an instrument and a function or style of 
playing. 

So before you all rush out to lay on hybrid `violettas’ it might be a good 
thing to remember that ‘a good match for the rest of the wood’ is just what 
one would expect to find where an instrument has undergone changes, but is 
to be offered [67] as ‘unchanged in original condition’ to a rising market. We 
would all be much better off for facts about historical instruments if makers 
and repairers had been so obliging as to leave their names and dates on all 
parts they altered or added. 

HANS REINERS  
Hagelberger Str. 51 D-10965 Berlin 
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