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Chelys vol. 2 (1970), Editorial 

Editorial 
In the present climate of musical opinion minority interests are receiving a much 
better hearing than ever before. Both the avantgarde and the ancien regime are 
heard with remarkable frequency in our concert halls and because of this both are 
gaining greater popularity. 

The harpsichord is, at last, fairly universally accepted and used for continuo 
work, but the viol is still a long way behind, despite the good, work being carried 
out by such groups as the English Consort and the Jaye Consort. 

Two articles which appeared during the year, one in the Guardian on the 
opening of the Haslemere Festival,1 and the other in the Strad on the effect of the 
viol on cello technique,2 serve to remind us as viol players that the viol is still not 
completely accepted as a serious musical instrument and is frequently treated as a 
'pre-violin', or cello with frets to make it easy to play. 

Unhappily the performance of early music on the original instruments is 
beleaguered with petty arguments over ‘authenticity’ which tend to make the 
participants appear ridiculous, when of prime importance is that the music should 
be played well technically and tonally. By all means let us strive for authenticity 
but let us not deride those who are only willing to go part way. We have after all 
lived with Haydn and Mozart on the modern piano for many years without our 
pleasure in the music being marred. 

Unfortunately not all early instruments are acceptable in performance today, 
any more, perhaps, than they were at their time of development. We must learn to 
sift the good and worthwhile from the remainder and not persist in crying up 
instruments which may be regarded only as curiosities and treated like the 
bearded lady at the circus. Much early music is now available, and the best viol 
music should be taking its place in the general repertoire of string music to be 
played and enjoyed both by performers and audience. 
 

 

                                                 
1 17 July 1970. 
2 Vol. LXXXI, no. 963, pp. 105-9. 
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[3] 

Robert Thurston Dart 
3 September 1921-6 March 1971 

Bob Dart's untimely death has robbed us of a passionately dedicated musician. 
He served his apprenticeship as a chorister at Hampton Court and early showed 
exceptional gifts as a keyboard-player, but a slight injury to an arm during the 
war turned him towards musicology, in which he was to find full scope for his 
wide-ranging mind. After studying with Charles van den Borren he came to 
Cambridge in 1947, and his vigorous advocacy helped to bring about a much-
needed broadening of musical studies, which seemed to him too wedded to the 
tradition of the organ-loft and academic composition. He became a stimulating 
director of research; not a few of his pupils have contributed volumes to Musica 
Britannica, with the planning of which he was closely associated from its 
inception. 

Dart's strength lay in the nice balance between the sensitive player and the 
ruthlessly precise mind of a mathematician (he took a degree in mathematics). 
For him the scholar's work was incomplete until the music was brought to life 
in performance with full knowledge of the composer's style and intentions. His 
book, The Interpretation of Music, covered a wide field in the theory and 
practice of earlier music but, as he well knew, one small book could not claim 
to be the exhaustive treatise which he might well have written one day. 

He was never afraid to put forward any conclusion, however unorthodox, 
which the logic of the musical facts appeared to him to warrant. Long years of 
wrestling with the Goldberg Variations led him to the belief that Bach 
conceived them not for the harpsichord (even if Goldberg used it) but for a 
double clavichord. A meticulous re-examination of the Brandenburg Concertos 
in the light of contemporary music-making produced new versions, the 
recording of which he had unfortunately not completed at the time of his death. 
They will certainly sound very different from his own earlier recordings. His 
knowledge of musical palaeography, printing and engraving was probably 
unrivalled. It led him, for example, to recover an earlier form of Gbd Save the 
Queen, which he often played at concerts of the Philomusica Orchestra to the 
delighted incredulity of the audience. Indeed few can have realized his immense 
editorial work for the orchestra's repertoire: there were blindly accepted errors, 
he found, even in Eine kleine Nachtmusik. English music of the seventeenth 
century was particularly dear to him. He considered it an impertinence to edit 
viol music without knowing it from inside as a player. 

Shortly after he came to Cambridge—he was at the time occupying a room in our 
house—we invoked the aid of my uncle, Marco Pallis, and a Cambridge consort 
was formed. Dart acquired a fine Jaye treble. Viol-playing with his friends, 



Chelys vol. 2 (1970), Obituary 

 2

fallible amateurs or beginners though they might be, remained one of his great 
pleasures. 

He did not live to put the finishing touches to a study of John Bull's life and 
works. But though his international reputation, both as scholar and performer, 
rested mainly on music of the seventeenth and eighteenth centuries he was not 
the man to turn his back on more modern times. With the exception perhaps of 
over-ripe Romantic soul-searchings he enjoyed every kind of well-written music. 
When he was appointed in 1964 to the Chair of Music at King's College London, 
with the congenial task at last of designing a much enlarged department of music 
in accordance with his own conception of a healthy musical education, he made 
the music of our own times, not excluding jazz, an integral part of the syllabus. 
Optional studies include the musical systems (if not the practice) of other 
civilizations, such as the Indian and the Chinese. Recently my young son asked 
him what he thought of electronic music; the answer was characteristic: ‘You 
cannot keep a good composer down.’ Which, if any, electronic composers are 
good is another question. 

Of many personal memories over some twenty years I recall especially his 
accomplished continuo playing in Bach's Mass in B minor, a miraculous 
performance of the six-part Ricercar from the Musical Offering by the 
Philomusica Orchestra under his direction and, above all, many evenings of viol-
playing under his exacting yet tolerant leadership. The tolerance was not always 
in evidence. He could be difficult and devious in personal relationships. But those 
who may occasionally have been offended by his uncompromising, not to say 
imperious, ways must surely have realized that they were a manifestation of his 
passion for excellence in performance and precision in scholarship. 

The last months of his all too short life were cheered by the knowledge that 
the University of Cambridge intended to confer on him the honorary degree of 
Doctor of Music. 

A. VLASTO 

 



George Glenn 

1914-1971 

It is with deep regret that we learned of the great loss sustained by the sister Viola 
da Gamba Society in America when her founder and sometime secretary George 
Glenn passed away on 9 May. Those of our members who have met him, either 
when concert-touring in the States or privately, have all testified to the immense 
ardour he poured into his work for the Viol and indeed into all the varied 
activities he undertook, ranging from painting and making musical instruments to 
welfare organization for war veterans and others. 

The journal he edited for several years marked another service in which he 
was personally engaged and his own articles that appeared there contained 
material of much interest both to players and scholars on both sides of the 
Atlantic. 

On behalf of the Committee and members of the Viola da Gamba Society in 
Britain we offer our sincere sympathy to Mrs Glenn and the American Society on 
the passing of one who did so much for our common cause. 
 



 
[6] 

John Jenkins's Fantasia-Suites  
for Treble, two Basses and Organ 

Part II 

ANDREW ASHBEE 

The suites in Bodleian, Mus. Sch. MSS D. 241-4 are grouped according to 
key, a feature common to very many seventeenth-century manuscripts. The 
sequence of nine fantasia-suites for treble, two basses and organ by Jenkins 
there is: (l) G minor, (2) A minor; (3) A minor; (4) Bb major; (5) C major; (6) 
D major; (7) D minor; (8) E minor, (9) F major. In the associated organ book 
(Mus. Sch. MS D.261) the movements are numbered consecutively, but are 
identically ordered. In both sources a second corant appears after the second 
suite, but a note on page 101 of the second bass viol book explains: `The 
Courant to this Suit is the 2d Courant of the 2d Suit in A.' it is also 
interesting to note that the copyist of the organ book entered a missing line 
of music on page 76 of the treble part. This line could not have been derived 
from the organ part since it is completely different, there must therefore 
have been another copy on hand for him to consult, perhaps in some 
companion partbooks to D. 261. 

Seventeenth-century manuscripts provide evidence of the increasing 
concern of both copyists and composers for an ordered presentation of the 
music. Haphazard selection of pieces within a particular key to form suites 
often gave way to more carefully conceived sequences of movements; in 
some cases whole series of suites were laid out to form an overall balanced 
design suitable for playing at one sitting.1 Where the contents of a 
manuscript were planned before copying commenced, one frequently notes a 
similar preoccupation with the overall layout. Whether by accident or 
design, Jenkins has left several series of pieces in keys embracing the whole 
cycle of seven letter names: the thirty-two `ayres' for two trebles, two basses 
and organ, the twenty-one fantasias for two trebles and a bass, the nine 
suites under discussion and their seven companions for two trebles. bass and 
organ, the twenty-seven fantasias and a pavan for treble. two basses and 
organ, together with the fifteen fantasia-air sets in  

[7] British Museum, Add. MSS 27550-4—all substantial collections 
apparently dating from the middle and later part of his career. This 
organization of manuscripts, of course, disguises any clues as to the order in 
which a series of pieces may have been composed unless, as in the case of 

                                                 
1 Christopher D. S. Field, `Matthew Locke and the Consort Suite', Music and Letters, LI 
(1970), 15-25. 



Jenkins's three-part airs from Christ Church, MS 1005, and Newberry 
Library, Case MS VM. I. A .18. J. 52. c, there are annotations from which 
one can deduce information of this kind. So far as one can see from Jenkins's 
own fair copies, he laid out his pieces according to the following sequence 
of keys: g; G; d; D; a; e; c; C; F; Bb.2 

The overall choice of keys for consort pieces rarely went beyond the ten 
given here (with A major as an occasional alternative) until the late 
seventeenth century, by which time true consort music was on the decline. 
These limitations presumably derived from the change-over from modal to 
diatonic thinking and from restrictions imposed by unequal temperament. 
However, whilst Jenkins kept step with this quite conservative choice of 
home keys, within the individual movements he exploits adventurous 
modulation to a marked degree and with consummate skill. One is tempted 
to assume from this that the keyboard instruments which he knew and used 
may, at least in some cases, have been tuned to equal temperament, the 
fretted instruments such as viols and lutes, of course, were naturally 
adaptable to any kind of tuning required. Before leaving the subject, it is 
interesting to note that Jenkins's four-, five-, and six-part fantasias and 
associated pieces, together with the four-part airs, generally thought to be 
among the earliest works of his maturity, are even more limited in the 
number of keys used.3 Does this limitation then add weight to the view that 
these are relatively early works? It may at least be worth some consideration 
when studying the chronology of consort music, even making due allowance 
for loss or destruction since. 

Comparison of the two A minor suites reveals something of the variety 
Jenkins achieves in this series as a whole. The canzona-like opening phrase 
of No. 2, with the other voices entering immediately, differs considerably 
from the expressive and elongated Subject which begins the third suite (Fig. 
11). Whereas too the canzona subject is integrated with elaborate `divisions' 
in its later manifestations, the  
[8] slightly shorter exposition of the third suite (30 bars as against 40) 
maintains its smoothly wrought counterpoint throughout. Both expositions 
lead to triple-time passages, but these again differ: the altogether brisker 
quality evident from the first in Suite No. 2 spills over into a corant-type 
section with typical 3/2

 and 6/4 cross-rhythms. The third suite, however, has 
instead a stately galliard-type passage. Both suites then launch into large 
`division' sections containing close-knit imitative writing typical of that 
                                                 
2 Christ Church, MS 1005; British Museum, Add. MS 31428; Add. MS 23779 (index). 
These are fair copies in score. The individual part-books, often the work of several scribes, 
are less meticulously ordered, though they sometimes bear traces of this grouping: 
Newberry Library, Case MS VM.I.A.18.J.52.c; Royal College of Music, MS 921; British 
Museum, Add. MS 29290. 
3 See Chelys, 1 (1969), 48-52 for checklists of these pieces (except the airs). A summary of 
the keys used in all four series of works yields: C: 5; c: 19; D: 9; d: 18; e: 3; F: 9; G: 11; g: 
22; a: 9. 



throughout the series. One interesting harmonic touch surprisingly occurs 
in both fantasias-a sudden change from a firmly established E major chord 
to C major harmony. Both `division' sections end abruptly; that in the 
second suite sweeps into a brief triple-time metre again (the only suite 
apart from the first to do this) before embarking upon the lengthy close in 
which the typically smooth interweaving of parts incorporating wonderful 
suspensions also includes close imitative writing in all three parts towards 
the end. The conclusion of the fantasia from the third suite is a superb 
example of Jenkins's ability to create great music from the simplest of 
ideas. The spacing of the parts, the placing of suspensions and modulation 
all contribute to the beauty of the passage, which is mostly built from 
ascending and descending scale segments. What could be more simple or 
effective than this (Fig. 12)? 
 

 
FIG. 11. Opening motifs front Suites Nos. 2 and 3 

 

 
FIG. 12. Excerpt from Suite No. 3 (Fantasia, bars 76-80) 

With the exception of the first suite, all the almains and corants are 
formed in the same way: first strain, repeat of first strain with 

[10] elaborate `divisions', second strain, and second strain repeated 
with `divisions'. Although the harmonic basis for each strain and its 
repetition remains the same (the organ part for each strain is only 
written out once in the simple form), the string parts freely depart 
from the melodic patterns of the first playing in their `divisions', 
thus preventing the repetitions from becoming merely the stereo-
typed breaking of `Notes into more diminute Notes'. Figure 13 gives 
examples of the procedure drawn from the opening of both the 
almain and corant of the third suite. 

 

 

 



[9] 

 
FIG. 13. The opening and corresponding ‘divisions’ of the 

almain and corant from Suite No. 3. 

 



 

 
 

FIG. 14. Excerpt. from Suite No. 4 (Fantasia, bars 61-6) 

It will be seen from even just these examples that Jenkins's fondness for 
close imitation permeates much of the `division' writing here too. Not all 
the `divisions' are of equal interest or merit, however, and particularly in 
some of the dance movements there is a good deal of rather mechanical 
pattern-making through broken triads and similar motifs being used too 
persistently. 

The lengthy solos for bass viol with organ which form the centrepiece 
of the first movement are the dominating feature of the fourth suite. I know 
of no other consort work by Jenkins with such extended solo writing; 
usually he is content to let the other voices enter as soon as the `point' has 
been made. Here, however, the first bass cavorts for a dozen bars before 
allowing the second his equally lengthy turn. `Descant' and `mixt division' 
are used to great effect and contrast with the simplicity of the written organ 
part (Fig. 14). 

[11] Elaborate `divisions' in the treble, however, are always shared with at 
least one of the basses—no individual glory here. Elsewhere in the 
movement, too, are many intricate imitative passages with entries closely 
spaced and involving all three voices. Figure 15, for instance, is an early 
English example of a rising sequence-a feature which was to dominate the 
Italian trio sonata during the second half of the seventeenth century-
incorporating a canon in the outside parts closely imitated by the third voice. 
The characteristic cycle of rising fifths in the bass and harmony is also 
present. There is no triple-time passage in this movement, which opens and 
closes with the usual fugato and imitative sections. 

The organ parts to these suites are sketchy yet, though there are no solo 
preludes or interludes, are essential in performance both from a tonal point 
of view and also as a support for the volatile string writing. In the fugato 
passages the treble of the keyboard part mostly fluctuates between the upper 
two voices doubling important entries, often an octave higher or lower than 



in the strings, and occasionally achieving independence for a note or two. 
The  bass  always  doubles  the  lowest  part in the customary manner.  Some 

 
FIG. 15. Excerpt from Suite No. 4 (Fantasia, bars 90-2) 

simplification of the string figurations is a regular feature. In the `division' 
passages the organ plays sustained chords which hold the ensemble together 
whilst also providing a tonal setting against which the `divisions' can speak 
most clearly. The part has usually just two voices, though an inner third 
melody is occasionally added for a bar or so. Undoubtedly some filling out 
of the part is desirable-indeed one's fingers itch to do this anyway-and there 
seems no special reason why these particular passages were singled out for 
the fuller treatment, at least in most cases, since the harmonic progressions 
are usually straightforward. They do clarify one or two suspensions, 
strengthen a few fugal entries, and sometimes support a bass viol engaged in 
double-stopping, functions which I am sure Mace would 

[12] include in his trying `the certainty of All Things'.4 In the almains and 
corants, where the strings are given written `division' variations for the 
repeats, the organ part is only written out once: variations here would have 
to be improvised if one felt they were needed, which is doubtful. The 
nearest the keyboard part comes to independence in these suites are the 
accompaniments to the extended bass viol solos in the fourth suite. 

What sort of instrument did Jenkins have in mind for suites such as 
these? Recently a description has been published of an organ from 
Hunstanton Hall, the home of Jenkins's patrons the Le Strange family, 
quite possibly an instrument which the composer himself may have known 
and used: 

In 1949, at a sale of effects from Hunstanton Hall, Norfolk, Capt. J. Lane of 
Snaresbrook, Essex, purchased a positive organ and stand. The organ, 
apparently anonymous, was in a panelled oak case with two painted wings, one 
showing David and Saul, the other Jeptha's daughter. The display-pipes were 
placed in an architectural setting very similar to the Smith organ just 
described5  although this second organ would appear to have been an even 
earlier instrument. Its compass was from CC to c3, CC# sounding AA. The 
specification was as follows: 
Fifteenth Bass  Fifteenth Treble [middle c]  

                                                 
4 T. Mace, Musick's Monument (London, 1676), p. 242. 
5 [An organ by Christian Smith dated 1643.] 



Principal Bass  Principal Treble [middle c]  
Open Diapason 
Flute [tenor c]  
Flute Bass 
All the pipes were of wood. It would be most interesting to learn the present 
whereabouts of this instrument.6 

It seems to me that this organ may well be the one mentioned by Lady 
Alice Le Strange in her account book as being part of the effects her son 
Sir Nicholas Le Strange acquired when he set up house after having been 
created a baronet:7 

1630 for a payer of Organs £11.0.0. 

One can only hope that the instrument will again come to light. 
The fifth suite, though attractive, has few special features worthy of 

comment. The `division' section is exciting, with pairs of instruments 
rushing frantically up and down scales in thirds and tenths over sustained 
chords on the organ. The triple-time passage which follows is again 
notated in the obsolescent minim beats. The whole work ends curiously 
with a cadence in A-hence the copying of the 

[13] final corant in the manuscripts after the other pieces in A. One can only 
think this conclusion `in the wrong key' was an oversight on the part of the 
composer and that the music just evolved that way; these are early days for 
`progressive tonality'!8 

In the sixth suite the opening fugato section is progressively infiltrated by 
`divisions' and these are most effectively combined with the initial subject. 
Then follow two short passages lacking any elaborate decoration, the second 
of which is another of Jenkins's chromatic excursions (Fig. 16): 

 

 
FIG. 16. Except from Suite No. 6 (Fantasia, bars 49-54). 

                                                 
6 M. Wilson, The English Chamber Organ (London, 1968), p. 100. 
7 Le Strange Family Papers (Norfolk and Norwich Record Office), vol. P. 7, p. 226. An `N' at 
the top of this page apparently indicates, as elsewhere in the volume, that the articles listed 
were for Nicholas. 
8 Nevertheless, one can point to other pieces which similarly end in the wrong key-
notably the five-part fantasia (VdGS No. 6 in g,Bb) and one or two airs. However, in 
these pieces the keys are closely related-unlike the present example which is much more 
remote. 



 
 

 
FIG. 17. Excerpt from Suite No. 7 (Fantasia, bars 1-44) 



A further series of `divisions', somewhat less hectic than is usual elsewhere 
in the series, plays mostly on rushing scales and the double relish motif, the 
movement concluding, as always, with slower imitative writing. All the 
sections in this fantasia end with very definite D major cadences, 
emphasizing once again the trend away from the continuous and overlapping 
texture characteristic of the viol fantasias towards the more strongly 
contrasted sections typical of the late fantasia-suites and Italian sonatas. 

The fantasia in the D minor suite is undoubtedly one of Jenkins's finest 
works. Its magnificent opening is a marvellous example of sustained growth 
and expansion from a single idea, having that breadth and dignity so 
characteristic of Jenkins's music, and blends a subtle use of chromaticism—
present even in the opening motif which employs both the major and minor 
sixth above the tonic—imaginative treatment of suspensions, and the 
continual interplay of long chains of melodies. To heighten the continuity 
and tension of this opening section, no cadence is consummated, unlike the 
fantasia in the previous suite where several clearly defined cadences occur in 
quick succession. Modifications to the initial motif take place from 

[14] bar 25 onwards, including its presentation in the major snood, and other 
free entries seem to take the ascending scale included in the subject as their 
starting point. The whole passage is worth quoting at length (Fig. 17). 
Unlike any of the other suites, Jenkins does not discard his initial motif at 
the end of the opening section; instead he uses it almost as a cantos */I ills, 
pitting against it a series of increasingly elaborate `divisions'. Seven such 
statements of the subject, in the original long note-values and shared 
between the three stringed instruments, contrast strikingly with the rapid 
figurations of the `divisions', the last few of which are `triplas' best 
transcribed in 12/8 time. I believe this is a unique example of such treatment 
in Jenkins's surviving work. The movement is prevented from being 
completely monothematic by a simple ten-bar coda in which the brake is 
applied and the home key re-established. 

[15] The last two suites break no new ground in either form or treatment of 
ideas. The E minor fantasia neatly dovetails the fugato opening with the 
ensuing 'divisions' (bars 1-54) leaving the remainder of the movement in 
simple style (bars 56-108)-an unusually lengthy passage for such simplicity 
in these suites, but one which is given plenty of variety by the insertion of a 
chromatic idea and a triple-time section together with an imaginative use of 
modulation. Much the same procedure is adopted for the F major fantasia, 
though the simple style ending is reduced to a mere 21 bars and there is no 
music in triple time. 

In view of the importance of the elaborate 'divisions' in these suites a 
separate account of their scope seems desirable. One has only to compare 
the examples of `division' techniques and 'points'  

 



[16] expounded by Christopher Simpson in The Division-Viol9 with those by 
Jenkins in the present suites to notice how similar they are in shape and in 
application. Figure 18, for instance, shows characteristic figurations taken 
from just one example in Simpson's book (page 54) and from the ninth suite 
by Jenkins, selected simply because they happen to be in the same key. Most 
`divisions' consist of broken triads (Fig. 18 a, d and e), scales (Fig. 18f), or 
decorations around one note (Fig. 18b and c). One abbreviation signifying 
an ornament from this last group is apparently unique to Bodleian, Mus. 
Sch. MSS D. 241-4.   Professor Robert Warner discovered the significance of 
 

 
 

FIG. 18. Comparison of `division' techniques in  
Simpson's The Division-Viol and in Suite No. 9. 

 
what appears to be `3 2' above quavers in the parts when editing the suites 
for two trebles, bass and organ which occur in the same sources and in 
Bodleian, Mus. Sch. c. 86. He writes: 
 

C. 86 has served a particularly important function... in defining an embellishment 
indicated in d. 241-44 only by the figures 3 2 written over two notes in stepwise 
descent .... The figures are interpreted in c. 86 in every case as a measured trill 

starting on the higher note and finishing with a turn; that is  in d. 
 

241-14 equals  in c. 86. The shaked elevation  which is also 
frequently used, is always written out in both manuscripts.10 
 
Unlike the music of William Lawes, Jenkins's `division' sections, as here, 
use rests sparingly. Most of the time at least two of the string 
                                                 
9 Second edition (London, 1667) Facsimile reprint (London, Curwen, 1955). 
10 R. A. Warner, John Jenkins: Three-part Fancy and Ayre Divisions (Wellesley College, 
1966), p. x. 
 



[17] parts are engaged in elaborate `divisions' whilst the third, rather than 
resting, plays a slow-moving line in contrast—very often the bass of the 
ensemble or else the principal motif in a fugato section. If one adopts 
Simpson's headings, `Descant division' is undoubtedly more widespread in 
Jenkins's suites as a whole than either `Breaking the Ground' or `Mixt 
Division' in its varied forms. Jenkins apparently prefers to double one or 
other of the bass parts with the organ bass virtually note for note rather 
than make a point of `Breaking the Ground', though admittedly one often 
finds a more hybrid technique blending the `Ground' part with `Descant 
Division'. Normally such blending of the two techniques is classified by 
Simpson under `Mixt Division' but the relatively smooth motion of the 
melodic line in Jenkins's works is not a characteristic of this particular 
technique as described by Simpson. Jenkins's use of `Mixt Division' is not 
widespread: the double-stopping in these works is more frequent outside 
the `division' sections whilst he reserves `Skipping Division' almost 
entirely for bass viol solos and duets. `Tripla Division' is unique to the 
fantasia in the seventh suite. On the other hand the high point of 
improvised `Divisions on a Ground', the `driving or carrying on of a Point' 
features prominently throughout the series: there are several examples of 
close canonic writing for two or even three voices, sometimes several bars 
in length. However, by building the melodic figures round notes of 
common triads and by keeping the underlying harmonic progressions slow, 
manipulation of this complex technique is eased. 

It must be admitted that it is highly unlikely that many present-day viol 
players will rush to transcribe these pieces for themselves. Whilst there 
may be a very few with the necessary skill to master these fine works, most 
will have every sympathy with that 'Gentleman' mentioned by Sir Nicholas 
Le Strange who, 

... being profferd his part upon the viole of an Aire which had many ≈      and 

some ® rests, and full of a stirring Division; excused Himselfe thus, vipers 

tongues are Dangerous, I dare not come neere them; Besides, I see the Aire 
grows so Blacke, as I know there is a storme and Tempest coming, and no 
shelter or Refuge left for me, but your Indulgence and Dispensation from so 
Perillous a Taske.11 

 

 

                                                 
11 Harley 6395, story no. 589 by an anonymous contributor. 
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[18]  
Some Notes on English Graces for the Viol 

 
CAROLYN COXON 

 
In the course of my studies of the music of John Jenkins, a composer who 
was an acknowledged master of the bass viol, I have examined two 
manuscripts which will be of special interest to present-day performers. In 
each use is made of signs for graces, most of which are familiar from such 
sources as Mace's Musick's Monument1 and Simpson's Division- Viol,2 but 
which are not frequently seen applied in the printed or manuscript copies of 
English seventeenth-century music. 

The first of these manuscripts is the large anthology of airs for the viol 
played lyra-way to be found in the Henry Watson Library in Manchester.3 
This book was probably compiled in the middle years of the century, 
perhaps during the interregnum. It contains music by a number of Jacobean 
composers, such as John Jenkins, as well as by a few younger men such as 
Simon Ives jun. and William Young. A few of the pieces are attributed to 
two different composers and forty of the airs are anonymous. The pieces are 
in no less than twenty-two different tunings and the music is preceded by a 
table of graces, all of which are used occasionally in the airs. The table of 
graces may be familiar to those viol players interested in playing lyra-way, 
and the similarity between these instructions and those set out for gracing on 
the lute by Mace will be immediately apparent. All students of the viol 
should find the lyra-viol music of such renowned players as Jenkins, by 
whom there are thirty-six airs in this manuscript, a fruitful field of study, for 
the tablature shows clearly what string and often, by implication, what 
fingering is to be employed. The graces in this manuscript include some 
bowing marks, a hold for the finger and even indicate the fingering to be 
used in the thumps. Much guidance on the playing technique of the early 
part of the century is to be found in this rich source.4 
The second manuscript is a single part for divisions for 2 bass viols 

[19] in the Royal College of Music, MS 921, which is possibly partly in 
Jenkins's hand.5 Some of the signs from Coleman's table in Simpson's 
Division-Viol appear in this part and occasionally the fingering is marked. 
As both fingering and graces are almost certainly those selected by the 
composer, this document deserves close attention. Players who are daunted 
by the implications of graces added to this already very difficult music may 
perhaps take some small comfort in Roger North's remark about his master's 
music: 
                                                 
1 London, 1676: see pp. 102-10. 
2 London, 1659: see p. 12. This table, here attributed to Charles Coleman, appears without 
attribution in Playford's Brief Introduction to the skill of Music (London, 1654). 
3 MS 832, Vu 51. 
4 A second volume contains transcriptions of the airs begun by Henry Watson and 
completed by H. Lee Southgate. 
5 See P. Willetts, `Sir Nicholas Le Strange and John Jenkins', Music and Letters, XLII 
(1961), 30-43. 
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... but this is further to be said of him, that being an accomplisht master of 
the viol, all his movements lay fair for the hand and were not as hard as 
seemed. 

In order to avoid spreading confusion in an area already fraught with 
contradictions I have given in the table not only those graces found in the 
above MSS but also their nearest equivalents as seen in Mace's and 
Simpson's text-books and in British Museum, Egerton MS 2971.6 The 
graces are given in the order in which they appear in the Manchester lyra-
viol book, where their realization in tablature is quite unambiguous. It will 
be seen that all sources do not agree as to the sign or name or both given to 
a particular grace. The confusion between the elevation and the forefall 
might best be resolved by taking the forefall to, and the elevation from, the 
melody note. In the interpretation of the signs in R.C.M. MS 921 I have 
relied on the evidence of the musical context in which they appear and must 
stress that the solutions proposed are conjectural. The graces from Musick's 
Monument are placed according to Mace's descriptions of them which 
follow his list. Two signs appear in the R.C.M. MS which I have not seen 
elsewhere. These are ( ) and ( ). By the contexts in which they appear I 
take them to be, respectively, some sort of fall, possibly the double backfall, 
and some sort of turn or relish. The shaked graces in Coleman's table are 
not all included nor is the spinger which appears in Mace's and in Simpson's 
text-books, nor Mace's lutenist trick the futt, as none of these has any 
equivalent in the MSS under consideration. The signs (SO:) for soft and 
(LO:) for loud shown by Mace appear in several MSS of music by Jenkins, 
including the score of two- and three-part airs, Oxford, Christ Church, MS 
1005. The dots on the first and third of the graces in the Manchester book 
may mean that a close shake (beaten vibrato) is to be employed on the notes 
so marked. The hold for the finger, equivalent to the French tenue, is 
employed both as a grace to the harmony and in some places as a clear and 
helpful indication of the 

[22] fingering to be used. Its meaning is sometimes obscure in transcriptions 
of the lyra-viol airs, unless one has the tuning clearly in mind. The last grace 
in the table (No. 16) seems to be that described by A. W. Marshall in his 
article on Finger:7 A slur with jabbing or intervals at every letter so enclosed 
[i.e. all in one bow, but detached]. 
 
 
 
 
 
 
 
 
 

                                                 
6 See T. Dart, `Ornament Signs in Jacobean Music for Lute and Viol', Galpin Society 
Journal, xiv (1961), 30-3. 
7 Chelys, 1 (1969), 26. 
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[23] 

Music for Viol in Tablature: 
manuscript sources in the British Museum 

 
ANTHONY WOODFORD 

 
Although by the early part of the seventeenth century the basic tunings for 
instruments of both the viol and violin families had become standardized, 
the use of variable tunings was still retained in two slightly different forms. 
Some works made use of scordatura, in which the instrumental tuning varies 
but the music is represented in staff notation and is read as though the 
instrument is tuned normally. This was most common in the sonata or trio-
sonata compositions and was used for both violin and viola da gamba. The 
technique persisted into the eighteenth century and can be seen in works by 
Biagio Marini (c. 1629), Heinrich Biber (c. 1674), Gottfried Finger (c. 
1690), and Jean Lemaire (c. 1739) among others. 

Of more importance to the subject of this article is the music for viol, 
either unaccompanied or in consort, which is notated in tablature and calls 
for a wide range of tunings. This is frequently described as playing lyra-
way—there are several spellings of this—and there are at least two tutors 
for the viol which use tablature. The existence of these works at a time when 
the bulk of music for the instrument was in staff notation is very interesting, 
more particularly since it seems to be mainly associated with England. 

In the British Museum there is a large collection of music for viols in 
tablature, of which the printed sources have been listed,1 but there does not 
yet appear to have been any listing of the manuscript sources. Although only 
a limited number of works are catalogued as for viols,2 an examination of 
the items held in the Department of Manuscripts shows that several works 
classified as for lute are, from internal evidence, probably for viol. A 
complete list of the manuscripts examined in this survey, together with their 
contents, is given in the Appendix. 

Before proceeding further it may be useful to indicate some of the 
reasons for this study. One of the more difficult tasks which faces the 
instrumentalist is the adoption of a historically and musically sound 
interpretation and technique. In order to do this a very close 

[24] study of available music in its original form and literature is the only 
method open to performers of music written before the days of the 
gramophone or player-piano. In the case of English music for viols of the 
sixteenth and seventeenth centuries there is practically no indication on the 
staff notation other than the notes, and the performer has no direct guide to 
bowing, slurring or other ornamentation or fingering. He is therefore thrown 
                                                 
1 F. Traficante, `Music for Lyra Viol: The printed sources', Lute Society Journal, viii 
(1966), 7-24. 
2 A. Hughes-Hughes, Catalogue of Manuscript Music in the British Museum, III (London, 
1909). 
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back on to the available text-books and has to make his own interpretation 
without the help of even one piece fully written out. The music in tablature 
is unique in this respect because it always indicates which string to use and 
which fret to use, and frequently gives complete indications of orna-
mentation and slurring and occasionally even the particular finger to use. 
Here then is adequate justification for an examination of this music. The 
major criticism which can be put forward against this approach is that many 
of the works are short simple dance movements which make the most use of 
the chords and open strings available in the tuning used, and this means that 
much of the music is of a trivial nature and restricted in harmonic resources. 
However there are some larger and more serious works and Add. 39555 in 
particular is very worthy of study. 

Three features stand out most clearly from the examination of the 
manuscripts in the British Museum. Firstly, the very extensive use of 
ornaments; secondly, the frequency with which changes of position up and 
down a single string occur; thirdly, all the leading composers of the period 
are represented. To take the last point first, there are works by William 
Lawes (Add. 39556 and 31432), John Jenkins (Add. 39556, 36993, 39555), 
Giovanni Coperario (Harl. 7578, and Eg. 2971), Christopher Simpson (Add. 
39555, 39556), Alfonso Ferrabosco (Harl. 7578, Add. 36993, 39556), and 
Add. 39556 includes many others such as William Young, Simon Ives, and 
Charles Coleman. Just what this apparent authorship really means is rather 
difficult to assess because so far only a few works have been traced in 
autograph sources. Nevertheless this is a formidable array of composers, 
and one which suggests that we should not ignore this music even if it does 
appear rather trivial. It is interesting to compare the works in Add. 39556 
with those in the Fitzwilliam Virginal Book3 where many pieces in dance 
form also occur, and Dr Southgate has suggested that Add. 39556 (which is 
a copy of the Manchester Corporation Book) may have been collected 
together by an amateur in a similar manner to the Fitzwilliam Book (see 
Add. 50781). 

To return to a consideration of the music: in discussing viol music in 
tablature it must be remembered that there are two basic ways of 

[25] showing ornamentation as there are in lute tablature: (a) ornament signs 
placed against the letters, and (b) ornaments fully written out in the 
tablature. A number of ornament signs are used in the music and two tables 
of them are in the manuscripts examined; a partly legible one in Eg. 2971 
which has been discussed by Dart4 and a more complete one in Add. 39556 
presumably taken from the original. It is particularly important to note that 
both sources refer to some ornaments with the bow. The signs and their 
performance, as given in Add. 39556 are very clear except for the shake and 
shake with the bow, neither of which is illustrated. The only sign common to 
both sources is the fall or falle which does not differ from the same 

                                                 
3 See The Fitzwilliam Virginal Book, introd. J. A. Fuller Maitland and W. Barclay Squire. 2 
vols. (New York, Dover, 1963). 
4 T. Dart, `Ornament Signs in Jacobean Music for Lute and Viol', Galpin Society Journal, 
xiv (1961), 30-3. 
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ornament as described in several other places. Perhaps the most curious 
feature of these ornaments is the presence of the thump amongst the 
ornaments with the bow in Eg. 2971. It seems most likely that this is an 
error because from other sources, e.g. Playford's Musick's Recreation on 
The Viol, Lyra-way, the thump is obviously performed with the hand, and in 
particular with the left hand, although the sign in Playford is different. It 
could be thought conceivably that the sign implies the use of the bow hand 
as in the modern pizzicato, but anybody who has tried this knows that it is a 
most unwieldy, if not impossible way of playing this ornament. 

The written-out ornaments are almost always cadential and in only a few 
cases do ornament signs appear in the final cadence. When they do occur 
they are either a beate or a falle on the upper note or its unison played on a 
lower string. Thus all the final ornamental cadence figures are measured 
where they occur although for the vast majority of the lighter works the 
endings are left plain. The written out ornaments most frequently take the 
form of measured shakes with turn. We thus have clear evidence that for 
this type of music there was a free use of ornaments throughout the work, 
but no evidence of the unmeasured trill which has become the favourite con-
clusion of much music of this era when performed today. To what extent 
these facts can be extended to normal viol technique remains open to 
speculation, but in the absence of decisive evidence to the contrary this 
music provides a very useful guide. 

The position on the instrument where any particular passage is to be 
played is as clearly defined as it is in music for the lute, and it is sometimes 
difficult to tell for which instrument the music is intended. Thus there is 
frequent use of the barre to stop several strings at any fret up to the seventh. 
Passages are often played across the strings and frequent leaps to and from 
the upper frets occur, but without more detailed study it is not possible to 
say whether the choice of 

[26] position for any given passage was for musical considerations or 
personal preference on the part of the composer or transcriber. Considerable 
manual dexterity is necessary in the performance of many of the works 
examined because of that other special feature of the lyra viol known as the 
hold. This is explained by Mace5 and is the means of providing additional 
harmonic solidity to the music. The technique is an adaptation from the lute 
to a bowed instrument, where it is impossible to play chords with one 
intervening string not sounding. It does present some problems to the 
gambist since careful choice of finger for the held note is essential in order 
to get the best persistence of sound from the string. On this last point, it is 
notable how frequently notes are doubled at the unison. 

Two of the manuscripts are worthy of special mention. The first is the 
Hengrave Hall manuscript, Add. 39555. This is of particular interest 
because it contains a number of sets of Divisions some of which are almost 
certainly by Christopher Simpson. These works are technically very difficult 
and their performance is made more difficult by the untidy hand in which 
they are written. Nevertheless, they do provide evidence of serious works 
                                                 
5 T. Mace, Musick's Monument (London, 1676). 
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being written by a leading composer, and also we have a direct comparison 
of similar types of composition in both notations so that some valid 
conclusions can be reached concerning fingering and bowing of the works 
in staff notation. 

The second manuscript is the copy of the Manchester Corporation book, 
Add. 39556. This book contains some 250 pieces by all the most important 
composers of the period in 22 different tunings. This book is too large to 
consider here but it was first examined in modern times by Dr Southgate, 
who during a lecture in Manchester in 1914 introduced some of the works 
played by Miss Helene Dolmetsch. Dr Southgate carried out a great deal of 
research on this book and transcribed all the works into modern notation 
(Add. 38783 and 50781) and adapted some of the melodies for other in-
struments (Add. 50781). 

In any consideration of the music of this period, the most important 
feature to be remembered is that it was one in which the performer had a 
freedom which is almost unknown in classical western music today. Thus 
the actual ornaments used may have been different from those set down in 
the manuscripts; it is difficult to consider lyra music being played without 
free use being made of the available chords to enhance the overall effect of 
the music. Unfortunately we have no way of knowing what was actually 
done and the study of English music for viol in tablature by no means 
provides all the answers, but it does give some facts on which to assess the 
validity of present-day interpretations. 

 
[27] 

Appendix: Manuscript Music for Viol in Tablature in the British Museum 
 

This list does not include works for viol with voice or other instruments. 
Titles and composers' names are spelled as in the original. Anonymous and 
unnamed works have been included in the numbering but their location in 
the manuscript is not given. In all cases the numbering refers to a single 
part. Where the instrument is not specified in the source this is noted by an 
asterisk (*) after the shelf mark. 
 
ADD. 15118, ff. 31 r-34v. 10 pieces for one and two viols. All anonymous. 
 
1. A toy. f. 31 r 5. Walsingam. f. 32v 
2. A Thumpe. f. 31r 6. a hornpipe. f. 33v 
3. Mounseirs Alman. f. 31 v 10. for 2 voyolls. f. 34v  
4. A fancye. f. 32r 
 
ADD. 17795, ff. 37v-38v and ff. 39v-48r. 13 pieces for one, two, or three 
viols. All but one anonymous. 
 
3. Mr. [F]rascaris. f. 40v 10. for 3 Bass violls leero. f. 47r 
4. Mall Simms for 2 Bass violls. 11. for 3 bass violls leero. f. 47v 
 f. 41v 12. Leero 6. for 3 bass violls Leero 
5. Galliard 2 violls. f. 42v  sett. f. 48v 8. for 3 bass violls. f.  
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9. for 3 Bass violls leero sett. f. 46v  f. 45v 
 
HARL. 7578, * ff. 118r-123v. 11 pieces for one viol; all but two anonymous  
 
3. Pavan. f. 118v 8. A Galliarde made by allfonsus. 
5. Galliardo. f. 119v  f. 121r  
7. Galliarde of Coprario. f. 120v 
 
ADD. 31432, * f. 2r, 2v. 3 pieces for one viol by W. Lawes. Autograph 
 
1. Saraband 3. Sarab. f. 2v 
2. Corant. f. 2r 
 
EG. 2971, ff. 33v-34v. 3 pieces for one viol. A partly obliterated table of 
ornaments is glued on f. 36v of this manuscript. 
 
1. Alman. Coperario. f. 33r 3. Alman. f. 34v  
2. A Toy by D. Farrant. f. 34r 
 
ADD. 39555, ff. 1v-37v. 72 pieces for one viol. Nos. 28-34 appear to be 
divisions with the theme written in staff notation upside-down at the end of 
each piece. No. 1 is incomplete. Many of the pieces appear to have initials at 
their conclusion but as these are not clear most of them have been omitted 
from the following list. Works on f. 4v and f. 6r are inverted. 
 
3. Coranto by Mr. jenkins for 16. Set to the Bass viol By Simon 
 2 violes. The new tuning to  Clarke. f. 6v 
 play alone. f. 1 v 18. C.S. f. 9v 
5. Pavin. f. 2r 20. This Devision Made by Simon  
6. Alman. f. 2r  Clarke Batchelor of Musick. f. l0v 

 
[28] 

 
21. The Division Made by Simon 47. Prelude. f. 29v 
 Clarke the musicall Bachelor. 48. Prelude. f. 30r 
 f. 11v 49. Prelude. f. 30v 
22. Mr. C.S. f. 12v 50. Prelude. f. 31 r 
23. Mr. C.S. f. 13v 51. Prelude. f. 31 v 
27. C. S. f. l7 v 52. Prelude. f. 32r 
30. ( - folium). f. 20v 54. A Saraband. Ch. Simpson. 
35. Prelude. f. 25v  f. 32v 
39. Mr. Jenkins. f. 26v 64. Coranto. £ 35r 
43. Coranto. J.J. f. 28v 65. Alman. f. 35v 
44. J. Jenkins. f. 28v 69. Coranto. f. 36v  
46. Prelude. f. 29v 
 
ADD. 36993. ff. 2r-21r. 25 pieces for four and five viols. Fos. 5v, 15r, and  
19Y are blank. 
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2. Alman in C faut. Mr. Richard 15. Pavin a 5 in Gam ut. Mr. Al. 
 Goering. f. 2v  Ferrabosco. f. 10v 
3. Alman in C faut of 4 Mr. Jo. 16. Almaine a 4. Jo. Jenkins. f. 
 Jenkins. f. 3 r  11v 
4. An Alman [of] 4. Mr. Morris 17. The wittie wanton [of] 4. Mr. 
 webster. f. 3v Ro. Johnson. f. 12v 
5. Almaine [of] 4. Ch. Coleman. 18. Almaine a 4. [New years gift] 
 f. 4v  to F. C. Jo. Jenkins. f. 13v. 
6. Almaine a 4. Char. Coleman. 19. Almaine a 4. Jo. Jenkins. f. 
 f. 5r  14v 
7. A Pavin a 5. Alfonso Ferra- 20. Pavin [of] 5 in ffaut. The 
 bosco. f. 6r  [continued] base. f. 15v 
8. Almaine a 4. Mr Jo. Jenkins. 21. Almain [of] 5 in ffaut. Mr. Al. 
 f. 6v  Ferrabosco. f. 16v 
9. Almaine a 4. Ch. Coleman. 22. Almain [of] 4. Jo. Jenkins. 
 f. 7r  f. 17v 
10. Almaine a 4. Jo. Jenkins. f. 7v 23. An Almaine in ffaut of 4. Jo. 
11. Almaine a 4. Jo. Jenkins. f. 8 r  Jenkins. f. l8 v 
12. Almaine a 4. Jo. Jenkins. f. 8v 24. Almaine [of] 4. Mr. Jo. Jen- 
13. Almaine a 4. Jo. Jenkins. f. 9r  kins. f. 20r 
14. The Temporiser a 4. Mr. Ro. 25. Almaine [of] 4. Jo. Jenkins. 
 Johnson. £ 9v  f. 20v 
 
ADD. 39556. 247 pieces for one viol. This is a copy of the Manchester 
Corporation Book6 in the Henry Watson Library, Manchester made by Miss 
E. C. M. Higgins in 1912. The pieces which go to make up this manuscript 
are divided under 22 different tunings with the tuning given at the beginning 
of each section. There is also a table of ornaments on f. 1r and all the 
tunings on f. 2r. All pieces are on a recto. 
 
1st tuning, ff. 11-31 4. Roben is to the greense=woode 
1. Queen Maries Dumpe R.S. f.11  gon. R.S. f. 14 
2. What if a daye. f. 12. 5. Whoope doe me no harme. R.S. 
3. Fortune. R. S. f. 12  f. 14 
 

[29] 
 
6. Daphne. R.S. f. 15  18. Mr. Younge. f. 26 (1603, 1673) 
7. Monusiers Allman by Mr. R. 19. Stephen Goodall. f. 26 
 Sumarte. f. 16  20. Stephen Goodall. f. 27 
8. Salte Pitts. R.S. f. 17  21. Mr. Elliot Oxon. f. 27 
9. Lachryme. R.S. f. 18. 22. Stephen Goodall. f. 28 
10. The Buildings. f. 19 23. Mr. Stephen Goodall. f. 28 
11. Solus cum Sola. R.S. f. 20 24. A Saraband. Mr. Willm 
12. The Nightingale R.S. f. 21  Younge. f. 29  

                                                 
6 MS 832 Vu 51. 
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13. Preludim. R.S. f. 22 25. Preludim. Mr. Rich. Sumarte. 
14. Preludium. R.S. f. 23  f. 30 
15. Preludim. R.S. f. 24 26. Mr. Willm Younge. f. 31 
16. Stephen Goodall. f. 25 27. Saraband. Mr. Thomas Wood- 
17. Mr. Elliot Oxon. f. 25 son. f. 31 
 
2nd tuning, ff. 33-35 
1. Malte Man by Mr. R. Sum- 3. Coranto. R. Sumarte. f. 34 
arte. f. 33 4. The Kings Maske. R. Sum- 
2. A Coranta. G. Gerrarde. f. 34  arte. f. 35 
 
3rd tuning, ff. 37-45 
1. Preludium. Mr Anthonye. f. 37 9. Joseph Shirlie. f. 41 
2. Bowe Bells. f. 37 10. Coranto. Alfonso Ferrabosco. 
3. Coranto. Alphonso Ferra-  f. 42 
 bosco. f. 38 11. A Paven. Mr. Sherlie. f. 42 
4. Gerv. Gerrarde. f. 38 12. A Thumpe. Mr. Tho. Maxtime. 
5. Coranto. Alfonso Ferrabosco.  f. 43 
 f. 39 13. A Sarabande. Willm Kinge- 
6. Gervise Gerrarde. f. 39  lake. f. 43 
7. An Almaine. Mr. Joseph Sher- 14. Coranto. Mr. G. Willis. f. 44 
 lie. f. 40 15. Paven. Mr. Gervise Gerrarde. 
8. Coranto. Alfonso ferrabosco.  f. 44 f. 40 
 
4th tuning, ff. 47-69 
3. Alman. f. 48 16. Alman. f. 60 
4. Coranto. f. 48. 17. Coranto. f. 61 
5. The Princes Coranto. f. 49 18. Coranto. f. 61 
7. Jemmye. f. 50 20. Coranto. f. 62 
8. Coranto. f. 54 22. A Galliard. Mr. Joseph Sher- 
9. Coranto. f. 55  lye. f. 64 
10. Alman. f. 56 23. Coranto. f. 65 
11. Alman. f. 57 24. Coranto. f. 65 
12. Coranto. f. 57 26. Mr. Joseph Sheirlye. f. 66 
13. Alman. f. 58 27. Willm Kingelake. f. 67 
14. Coranto. f. 59 29. Almaine. f. 69  
15. Coranto. f. 60 
 
5th tuning, ff. 71-74 
1. A Thumpe. f. 71 3. Coranto. f. 72  
2. A Thumpe. f. 71 
 

[30] 
 
6th tuning, ff. 75-89 
1. A maske. f. 75 12. Coranto. Mr. Richard Sum- 
2. Gervise Gerrarde. f. 75  arte. f. 81 
3. Galliarde. Mr. Sherlie. f. 76 13. Alman. Mr. Thomas Gregorie. 
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4. Alman. Mr. Sherlie. f. 76  f. 82 
5. Coranto. Sheirlie. 14. Paven. Mr. Joseph Sheirlye. 
6. Alman. Mr. Sumarte. f. 77  f. 82. 
7. Alman. Mr. Thomas Gregorie. 15. Galliarde. Mr. Joseph Sheirlye. 
 f. 78  f. 84 
8. Alman. Mr. Crosbey. f. 78 16. Preludim. f. 85 
9. Alman. Mr. Joseph Sherlye. 17. Almaine. Mr. John Jenkins. f. 86 
 f. 79 18. Prelud. Mr. Thomas Gregorie. 
10. A maske. f. 80  f. 88 
11. Coranto. Mr. Lawes. f. 80 19. Pavine. Mr. John Laurence. f. 89 
 
7th tuning, ff. 91-93 
1. A Pointe or preludim to be 3. Kate of Bardie. f. 92 
playde before the Lanca=shire 4. Pigges of Rumsey. f. 92 
pipes. f. 91 5. A toye. f. 93  
2. Lanca=shire pipes. f. 91 
 
8th tuning, f. 95 
1. Bag pipes. f. 95 

 
9th tuning, f. 97 
1. Horne=pipe; or beggers=bush. f. 97 

 
10th tuning, ff. 99-107 6. Modicu bonum. Richarde 
1. Mr. John Jenkins. f. 99  Sumarte. f. 104 
2. Mr. John Jenkins. f. 100 7. Mr. John Jenkins. f. 104 
3. Mr. John Jenkins. f. 101 8. Mr. John Jenkins. f. 105 
4. None=Such. Richard Sumarte. 
 f. 102 
5. Mr. John Jenkins. f. 103 9. Saraband. J. Jenkins. f. 106 
10. Almayne. R.S. f. 106 
11. Saraband. R.S. f. 107 
11th tuning, ff. 109-125  
2. Coranto. Mr. John Jenkins.  14. Allmaine. Mr. Willf Younge. 
 f. 109   f. 118 
4. Coranto. f. 110  15. Allmain. Mr. Lillie 1660. 
5. Preludim. f. 111   f. 118 
6. Alman. f. 112  16. Saraband. Mr. R. Sumarte. 
7. Coranto. Mr. John Jenkins.   f. 119 
 f. 113  17. Almaine. Mr. John Esto. 
10. Almaine. Mr. John Esto.   f. 119 
 f. 116  18. Saraband. Mr. John Esto. 
11. Coranto. Mr. John Esto. f. 116  f. 120 
12. Coranto. Dr. Charles Colman. 19. Allmaine. Mr. Willrn Gregorie. 
 f. 117  f. 120 
13. Saraband. Mr. Willm Younge. 20. Almaine. Mr. John Esto. 
 f. 117  f. 121 
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[31] 
 

21. Saraband. Mr. Willm Gregorie.  25. Ayre. Mr. John Jenkins. 
 f. 121   f. 124 
22. Countess of Exeters Almaine.  26. Saraband. Mr. Simon Ives. 
 Mr. Simon Ives. f. 122   f. 124 
23. Corante. Mr. Simon Ives.  27. Allmaine. Mr. John Jenkins. 
 f. 122   f. 125 
24. Almaine. Mr. John Jenkins.  28. Saraband. Mr. Jo. Jenkins. 
 f. 123   f. 125 
 
12th tuning, ff. 127-137 
1. Saraband. Mr. Simon Ives 11. La Cloche. Mr. Simon Ives. 
 Junior. f. 127  f. 133 
2. Allmaine. Mr. George Hud- 12. Chicona. Mr. Simon Ives. 
 son. 1641. f. 127  f. 133 
3. Coranto. Mr. Simon Ives. f. 13. Almaine. Dr. Charles Colman. 
 128  1625. f. 134 
4. Saraband. Mr. John Jenkins. 14. Coranto. Dr. Charles Colman. 
 f. 129  f. 134 
5. Coranto. Mr. Simon Ives. 15. Sa=rab. S.[I]. f. 135 
 f. 129 16. Almaine. Mr. John Jenkins. 
6. Coranto. Mr. John Jenkins.  f. 135. 
 f. 130 17. Coranto. Mr. simon Ives. 
7. Saraband. Dr. Charles Col-  f. 136 
 man. 1661. f. 131 18. Saraband. Mr. Simon Ives. 
8. Saraband. Mr. Thomas Bates.  f. 136 
 1660. f. 131 19. Allmaine. Mr. John Jenkins. 
9. Saraband. Mr. George Hud-  f. 137 
 son. f. 132 20. Gillie flower. Mr. Simon Ives. 
10. Allmain. Mr. Simon Ives.  f. 137  
 f. 132 
 
13th tuning, ff. 139-151 
1. Coranto. Mr. John Withie. 13. Coranto. Mr. John Withie. 
 f. 139  f. 146 
2. Mr. John Bates. f. 139 14. Allmain. Mr. John Jenkins. 
3. Mr. Thomas Read. f. 140  f. 147 
4. Mr. John Jenkins. f. 140 15. The Wagge. Mr. John Jenkins. 
5. Mr. Willm Younge. f. 141  f. 148 
6. Coranto. Mr John Jenkins. 16. Saraband. Mr. John Jenkins. 
 f. 142  f. 149 
7. Mr. Willm Younge. f. 142 17. Saraband. Mr. Tho. Birche. 
8. Allmaine. Mr. John Jenkins.  f. 149 
 f. 142 18. Coranto. J.W. f. 150 
9. Mr. John Jenkins. f. 144 19. Saraband. Mr. John Read 
10. Saraband. Mr. John Jenkins.  f. 150 
 f. 145 20. Almaine. Mr. Christopher 
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11. Sarab. Mr. John Withie. f. 145  Simpson. f. 151 
12. Coranto. Mr. John Jenkins. 21. Coranto. Ch. Colma. f. 151  
 f. 146 
 

[32] 
 

14th tuning, ff. 153-167 
1. Allmayn. Mr. John Esto. 13. Coranto. Mr. Peter Warner. 
 f. 153  f. 160 
2. Coranto. Mr. John Esto. 14. Mr. George Hudson. f. 161 
 f. 153 15. Saraband. Mr. John Esto. 
3. Mr. John Jenkins. f. 154  f. 162 
4. Saraband. Mr. John Jenkins. 16. Coranto. Mr. John Jenkins. 
 f. 154  f. 162 
5. Almaine. Mr. Peter Warner. 17. Coranto. Mr. John Withie. 
 f. 155  f. 163 
6. Mr. Peter Warner. f. 156 18. Coranto. Mr. John Jenkins. 
7. Saraband. Mr. Peter Warner.  f. 164 
 f. 156 19. Almaine. Mr. Willrn Lawes. 
8. Saraband. Mr. John Esto.  f. 165 
 f. 157 20. Saraband. Mr. Christopher 
9. Preludim. Mr. John Jenkins.  Simpson. f. 165 
 f. 158 21. Almaine. Mr. John Jenkins. 
10. Mr. Willm Younge. f. 158  f. 166 
11. Mr. Willm Younge. f. 159 22. Coranto. Mr. J. Withie. 
12. Saraband. Mr. Willm Younge.  f. 166 f. 160 
 
15th tuning, ff. 168-169 
1. Mr. Willm Younge. f. 168 2. Mr. Willm Younge. f. 168 
 
16th tuning, f. 170 
 
17th tuning, ff. 171-174 
1. Mr. Willm Younge. f. 171 5. Mr. Willm Younge. f. 173 
2. Mr. Willm Younge. f. 171 6. Mr. John Jenkins. f. 174 
3. Mr. Willm Younge. f. 172 7. Mr. John Jenkins. f. 174  
4. Mr. Willm Younge. f. 173 
 
18th tuning, ff. 176-178 
1. Mr. John Jenkins. f. 176 3. Mr. Willm Younge. f. 178  
2. Mr. Willm Younge. f. 178 
 
19th tuning, ff. 180-181 
1. Mr. John Esto. f. 180 3. Mr. Roger Read. f. 181  
2. Mr. Willm Younge. f. 180 
 
20th tuning, ff. 183-186 
1. Mr. Willm Younge, f. 183 4. Thomas Tayler or trulye Mr. 



Chelys vol. 2 (1970), article 3 

 11

2. Mr. John Withie. f. 183  Willm Lawes. f. 185 
3. Mr. Roger Read or trulye 5. Mr. Thomas Goodge or trulye 
Mr. Willm Lawes. f. 184 Mr. Willm Lawes. f. 185 
 
21st tuning, ff. 187-193 
1. Paven. Mr. Stephen Goodall. 3. Saraband. Mr. Richard Sum- 
 f. 187  arte. f. 188 
2. Coranto. Mr. Thomas Wood- 4. Almaine by Mr. Henrie Read. 
 ington. f. 188  f. 189 
 

[33] 
 
5. Coranto. Mr. Henrie Read. 8. Coranto. Mr. Christoph. 
 f. 190 Simpson. f. 192 
6. Saraband. Mr. Henrie Read. 9. Coranto. Mr. Simon Ives 
 f. 190 Junior. f. 192  
7. Mr. George Hudson. f. 191 
 
22nd tuning, ff. 194-196 
1. Mr. Willm Younge. f. 194 3. Mr. Willm Younge. f. 195 
2. Mr. Willm Young. f. 194 4. Mr. Willm Lawes. f. 196 
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[37] 

Fantasias for the Great Dooble Base 
FRANCIS BAINES 

 
Some of the strangest fantasias ever to be written are those by Orlando 
Gibbons known in the library of Christ Church, Oxford as `Musique for the 
dooble base'. Two of them are in four parts (cantus, altus, bassus and 
contrabassus) and have been published a fourth higher than the original.1 
One of these is justifiably famous and incorporates a folk dance called Rufty 
Tufty. The remainder are in three parts (cantus, bassus and contrabassus), 
and these form a new experiment in texture, providing also a new dimension 
in sound. Sometimes the top and the bottom parts are separated by four oc-
taves, so that the middle part stands out with startling clarity; the parts never 
cross. These pieces are variously scattered in the Bibliotheque Nationale, 
Paris, Christ Church, Oxford, the Marsh Library in Dublin, and the private 
collection of the late Professor Dart. Four have appeared in print, including 

the pair which begin   and .2 
     But it is in Archbishop Narcissus Marsh's very beautiful library that the 
only complete set of nine is to be found. They are called `Fancyes in 3 pts. 
to the organ. Treble, basse & double basse', and there is a score which must 
have been used by the organist, for at the beginning of many of these works 
is a fugal entry for the organ alone. The example shows the first of all the 
sets with the organ making its own entry in the second bar-this is omitted in 
all the other sets. 

 
Consider another example; it is from the fantasia quoted in Meyer's book. 
Here it is the organ and not the cantus part which makes the 

[38] first entry; the cantus comes in at the 6th bar. In all the other copies this 
opening is given to the cantus, which has then to make an ungainly leap to 
make its rightful entry a 12th higher. 
 

 
 
Quite possibly the violin played the top part, and certainly the bass viol 
played the middle part. The bottom part frequently descends to A', but never 
                                                 
1 Fantasias for String Quartet or Small String Orchestra by Orlando Gibbons, ed. E. H. 
Fellowes (Stainer & Bell, 1925). 
2 Jacobean Consort Music, eds. T. Dart and W. Coates (Stainer & Bell, 1966) and E. H. 
Meyer's English Chamber Music (London, 1946) both contain one; the pair quoted are 
included in English Fantasias, ed. E. H. Meyer, Hortus Musicus, 14 (Bärenreiter). 
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lower, and this was often the lowest note of the organ. But there is a part-
book for a third string instrument. The 7-string bass is supposed to have 
been devised much later and certainly the ordinary double-bass would be 
most unsuited to the part. Now, according to so many authorities—Ganassi, 
Gerle, Zacconi, Cerone, Banchieri, and Talbot—the violone had at that time, 
and even much later, G' as its lowest note, and was not pitched an octave 
below the bass viol as is often supposed, but only a 5th below. And such an 
instrument would suit admirably the large compass which Gibbons employs. 
Yet it is quite likely that the Gibbons violone had an A instead of a G 
tuning. Tenor viol players, particularly on the continent, used evidently to 
prefer the A tuning, because it could then be played by treble players `one 
string down' as it were, retaining the 3rd where they were accustomed to 
find it-in exactly the same way that G tenor players take to the C alto `one 
string up'. And so it is not inconceivable that the bass viol player, desiring to 
play the violone, might well adopt this same principle and tune his 
instrument as he is accustomed to tuning his bass, but one string lower—but 
this is conjecture. 
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[40] 

A Compendium of Practical Music in Five Parts. 
CHRISTOPHER SIMPSON 

 
Edited by Phillip J. Lord. 119 pp. £3.25. Blackwell, Oxford 1970 
 
Christopher Simpson's manual for `scholars', A Compendium of Practical 
Musick, has been carefully edited by Phillip Lord and attractively printed by 
Basil Blackwell. If £3.25 seems a high price for so slim a volume it is worth 
recollecting that such works were relatively more expensive to produce in 
the seventeenth century. Simpson himself complains of the cost of 
engraving music in his Division-Viol. The present reprint appears to be 
made by a photographic process which, some imperfectly concealed 
corrections apart, is successful and attractive to the eye. 

Simpson's great interest in teaching had been evident in his notes on 
Campion's Art of Descant in Playford's Brief Introduction to the Skill of 
Musick in which he confined himself to amplifying or clarifying points 
made in Campion's text, frequently referring to `the young beginner' or `the 
scholar'. Campion's Art of Descant thus revised by Simpson continued to 
appear in Playford's Introduction until the twelfth edition of 1694 when it 
was finally replaced by Purcell's Art of Descant. It was not until 1665, four 
years before his death, that Simpson produced his own text-book The 
Principles of Practical Musick which two years later appeared as the first 
part of the Compendium. This reprint is of the first edition of the Com-
pendium except for part I (which is a slightly revised second edition of the 
Principles) and not as stated on the title page a reprint of the second edition. 

With this remarkably interesting text-book Simpson achieved a severely 
practical musical grammar, and a reprint, long overdue, is particularly 
welcome to students of seventeenth-century music. Certainly it is not as 
exhaustive a treatise as Morley's text-book, but it dispenses with the 
cumbersome structure of question and answer which makes that great work 
so tedious to use. Simpson does not moralize like Butler nor does he adopt 
the peevishly antiquarian attitude which so often obscures the real value of 
what Mace has to say. He simply sets down the results of his many years' 
teaching experience, as any teacher of beginners will recognize in such 
passages as paragraphs 7-11 of part I, `Of Keeping Time'. His method of 
calculating intervals from the bass is for the time modern, and, as  

[41] Phillip Lord points out in his admirable introduction, represents a real 
advance on the theoretical treatises which preceded it. 

It is not clear in whose interests the punctuation, spelling, and vocabulary 
of the Compendium have been modernized. A glossary and occasional 
further footnote would have sufficed. Simpson's language is straightforward 
and his spelling though often perverse is often amusing and elegant. To 
eradicate these features of the original text is to do a disservice to students 
who either are or should become familiar with seventeenth-century 
orthography and style. 
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The editor does not claim his list of manuscripts to be complete. The 
following items which I have come across while searching for other things 
could be added, and more will certainly turn up. 

 
1. Airs for Lyra-viol in a large anthology in the Henry Watson Library, Man-

chester. 

2. More Divisions are bound into the back of a copy of the second edition of the 
Division-Violin the New York Public Library, Drexel MS 3551. (TheDivisions by 
Jenkins in Bodleian, Mus. Sch. MS c. 71 are one part only of pieces for two viols 
and those by Simpson are probably similarly incomplete.) 

3. Further copies of parts of the Months and Seasons are found in Bodleian, 
Mus. Sch. MSS c. 54-8, and York Minster MS M-56. 

4. Some airs a 3 are in a manuscript purchased by the Royal College of Music, 
London in 1963. (Contains airs attributed to Jenkins and Simpson and still 
uncatalogued.) 

5. The `pieces for two bass viols' in Bodleian, Mus. Sch. MS c. 77 are 
Divisions. 6. `Praeludium' by `C.S.' in Bodleian, Mus. Sch. MS F. 574. 

7. British Museum, Add. MS 4910 contains an extract of the Compendium. 
CAROLYN COXON 
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[41] 

A Handlist of Music Manuscripts  
acquired 1908-67. 
PAMELA J. WILLETTS 

 
112 pp. £1.75. The Trustees of the British Museum, London 1970 

 
Augustus Hughes-Hughes' Catalogue of Manuscript Music in the British 
Museum, 3 vols. (1906-9, reprinted 1964-6), lists most of the British 
Museum MSS in which the Society is interested. Unfortunately the reprint 
did not include details of subsequent additions so that, for the remainder of 
MSS acquired since Add. 37772 and Egerton 2858, workers have had either 
to go into the Students' Room knowing already what they wanted, or to 
plough diligently through the numerous volumes of the Catalogue of 
Additions. 

This deficiency is now remedied by Miss Willetts' handlist, which is 
intended as a stopgap until a detailed catalogue can be produced. It lists the 
MSS in each collection in numerical order, and gives a brief summary of the 
contents. Notes are included of collections on 

[42] loan, such as the Madrigal Society MSS (on loan to the Music Room) 
which include an important set of viol consort part-books. A summary list of 
music MSS preserved with printed music in the Music Room has been 
prepared by Mr O. W. Neighbour of the Department of Printed Books; this 
is newly published information which hitherto existed only imperfectly on 
cards. 

There is a composer index, in which particularly full treatment has been 
given to sources before 1700. For example, although the brief description of 
the contents of the Tregian score-book, Egerton MS 3665, includes mention 
of only the principal composers, every one of the composers mentioned in 
the scorebook is listed in the index. A few random items catch the eye 

Add. 485901. Thomas Lupo: letter to Mr. Cunningham requesting payment of 
his quarter's wages to George Hutcher: 2 Sept 1618. 

Add. 52540x. Dr. Burney: letter to Thomas Pennant mentioning the crwth, 
pibgorn, bagpipes etc., 4 Jan 1774 

K.7.c.2(1) (a Music Room item) `Mr Jenkens his 3 parts for 2 trebels and one 
Bass' (c. 1680). 

Miss Willetts has now made it easy for us to verify whether or not the 
British Museum contains any recently acquired source which we have 
overlooked, and to check that our interest in particular composers has been 
fully covered. For this reason the appearance of the handlist is to be warmly 
welcomed. 

GORDON DODD 
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[42] 
Norfolk in the Civil War.  

A Portrait of a Society in Conflict. 
R. W. KETTON-CREMER. 382 pp. £3.00. Faber, London, 1969 

 
Far be it from me, a non-historian, to attempt to review a historical book. 

Norfolk in the Civil War has, in fact, been well received in historical and 
archivist circles. Rather let me draw attention to the interest it has for 
violists, not as a book which in any way talks about music (though Jenkins 
is mentioned twice in passing), but as one which deals with many patrons of 
our art caught up in the events of their time. Indeed, this is predominantly a 
book about people, though naturally the chronology of the Civil War in 
Norfolk provides the setting round which the material is gathered. The index 
reveals many names familiar to researchers in consort music: Drury, Hatton, 
Holland, L'Estrange, North, Paston, Pettus, Wodehouse are all present with 
their conflicting views and actions vividly recorded. 

It is particularly fascinating to read of the affairs of the L'Estrange 
family, whose pronounced Royalist sympathies placed them at odds with the 
Parliamentarians. Their part in the siege of Lynn, the penalties imposed 
upon them after the town's surrender, the  

[43] abortive attempt by Roger L'Estrange to recapture the town, all are 
recorded in detail. The privations which this family suffered in the early 
1640s lead one to suspect that other matters than music were their principal 
concern in those days. 

One can commend Mr Ketton-Cremer's narrative as doing justice to this 
remarkable story.  

ANDREW ASHBEE 
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[34] 

Jenkins and Musica Britannica XXVI 
RICHARD NICHOLSON 

 
Here is a publication that all admirers of seventeenth-century chamber 
music must welcome with enthusiasm. Admittedly no simple or single 
solution exists for the many problems that bristle around the task of making 
this music available for the increasing number of musicians desirous of 
playing it again today. A selection from a particular category in a 
composer's work will always arouse its crop of malcontents. Moreover, in 
the years ahead the question is going to be asked: why do we find so many 
part-books and so few pieces in score in the seventeenth century, and why is 
this position practically reversed in the twentieth century? One factor 
however remains tiresomely constant in this situation: Christopher 
Simpson's complaint that `the charge of printing doth make this kind of 
music less communicable' is, alas, still very much with us; in fact, 
increasingly so it would seem, given the trend of the times. 

The present volume in the Musica Britannica series1 gives thoroughly 
reliable and most welcome access, in score form, to an abundance of 
hitherto unavailable music. Its editor, Dr Ashbee, is to be congratulated on 
such a substantial follow-up to his doctoral thesis. 

Given that we are offered a selection only, albeit a liberal one, of Jenkins 
in four parts, it is the violinists rather than the violists who have been 
favoured in the actual choice of material. In a different context Dr Ashbee 
has wished a plague on the ubiquitous word `Treble'. Most of us who have 
taken a hand in transcribing music from this period will recognize only too 
well the uncomfortable sensation that lies behind this candid utterance. The 
writer of these notes however inclines to the view that the better we get to 
know our Jenkins as players the less we shall be troubled by ambiguities in 
this respect; certain questions inevitably left open in a volume such as this 
will solve themselves with time. Of the two collections of fourpart 
compositions found here complete the Suites can be seen at a glance to 
require violins in the treble parts. In the collection of Airs for two trebles 
and two basses the treble parts are less immediately violinistic in 
appearance. It is indeed possible to give a convincing account of some of 
these pieces using treble and bass viols. Nevertheless 

[35] one has only to put out Newark Siege on the music stand in front of 
two treble-viol players, who happen also to be violinists, for the moment of 
truth to declare itself in unmistakable terms. Not so much from the 
instrumental lay-out of the parts as, even more, from the nature of the 
composing itself, the music of these Airs already breathes the spirit of the 
fiddle. 

In parenthesis let it be said that we need, generally speaking, to beware 
of a too facile assumption that English chamber music composers at this 
                                                 
1 John Jenkins: Consort Music of Four Parts, ed. A. Ashbee. £7 (London, Stainer & Bell, 
1969). 



Chelys vol. 2 (1970), music review [a] 

 2

time were indifferent as regards the instruments used in the performance of 
their music. Where a characteristic style of composition at least favours, if it 
does not go so far as actually to impose a particular type of instrument, the 
composer will surely have expected that instrument to be used. In attributing 
an over-tolerant attitude to seventeenth-century musicians in this respect we 
may really be simply indulging our own private inclinations. There are no 
grounds for supposing that typical continental Renaissance and early 
Baroque formulae like `Ogni sorti di Stromenti' apply to the music in 
question here. 

Jenkins' only work of stature written unquestionably for the classical 
consort of viols in four parts is the collection of seventeen Fantasies. No 
composer ever wrote in a more thoroughly instrumental manner for viols in 
consort, yet the fact always remains that the distant roots of Jenkins' viol 
consort music proper are to be found in vocal polyphony. It is true that the 
element of division enters in slightly, but for the most part the writing here 
retains a characteristic singing quality; even at their most florid the viol 
parts preserve a very close-knit interdependence, and when less animated 
and more literally singable, their melodic progress is conditioned by a 
contrapuntal system that owes almost everything to the suspension. In music 
of this kind there is nothing the viols cannot do to perfection; indeed, one 
may say that it is the viols alone that can do it so. The music of the four-part 
Airs already rests upon a different foundation from that of the Fantasies, and 
by the time we reach the Suites we have travelled yet further along this 
different road. When fiddles come in, the music does not merely become 
more florid: it is above all its texture that changes in response to the 
different characteristics of the different instruments. 

Whereas the collections of Suites and two treble-two bass Airs have been 
given here in their entirety, less than a third of the viol fantasies has been 
included. Clearly, within the narrow limits set, it has not been possible for 
the editor to convey the full variety and richness of this set of pieces. The 
choice misses one or two superb compositions, the like of which Jenkins 
certainly equalled, but never surpassed elsewhere. In referring to these 
fantasies in his introductory 

[36] remarks, Dr Ashbee expresses the opinion that they differ little from 
the work of the previous generation. But surely, each in his own way, 
Jenkins and Lawes (alluded to as a pair in the introduction) were both 
profoundly original as viol fantasy composers. Take their work away and a 
whole chapter (one could call it the high summer of the fantasy) would be 
missing from the story of the English consort for viols. Jenkins' fresh 
lyricism and powers of extended development spring from the subtle 
flexibility of his harmony coupled with a full awareness of the dramatic 
possibilities of a balanced scheme of key relationships that was as new as 
Lawes' enthusiastic welcome of the passing discord in the interest of the 
untrammelled course of his bold and freely ranging tunes. This was new 
wine in the old bottle of the form which had already served English chamber 
music so well, and both Locke and Purcell were to do it again in yet another 
different way. 
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The use of the treble clef in the Fantasies for the Alto or Tenor I parts, as 
the case may be, is regrettable. This leads frequently to a superfluity of leger 
lines and lacks logical justification, particularly upsetting to the eye in score, 
in music where the two inner parts cross continuously and lie within the 
same range of notes for many bars at a stretch. This nettle was grasped more 
firmly in Musica Britannica XXI and XXII.2 

Dr Ashbee, in his opening remarks, has given us the fullest and most 
precise account of Jenkins' life that has appeared in print so far. We can look 
forward with keen interest to some amplification of this summary at a later 
date in book form. The task could not be in safer or more devoted hands, but 
even so the story must remain little more than a shadowy outline. However, 
the scanty facts, so painstakingly pieced together, and the personal allusions 
in Roger North do suffice to give a picture of the man that is not altogether 
indefinite. For us he begins to live again in his music, and this is what 
counts most today. 

                                                 
2 William Lawes: Select Consort Music, ed. Murray Lefkowitz (1963); Consort Songs, ed. 
Phillip Brett (1967). 
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[43] 
Twenty Songs from Printed Sources- 

The English Lute-Songs, 2nd series, vol. 21. 
Transcribed and edited by DAVID GREER. £1.25. 

Stainer & Bell, London, 1969 
 
This volume forms a most interesting addition to the series The English 
Lute-Songs, partly because it contains songs with unusual settings but 
mainly because it contains songs by composers not represented in the 
previous volumes of the series. Tobias Hume is a good example, better 
known for his eccentricity than for his music, represented here by five songs 
to the lyra viol. Viol players will also be interested to see two songs by 
Thomas Lupo who is best known for his consort works, and it is most 
instructive to compare the shape of phrases used in these songs with those of 
the themes of his consort pieces. Among the other composers represented, 
the works by Richard Alison are of particular interest, being settings of 
sacred texts to the early `orchestral' accompaniment of cittern, bass viol, and 
lute or orpharion. An `augmented' form of this accompaniment is, of course, 
better known in the Morley Consort Lessons where it is used for settings of 
secular words. The other composers not previously included in the series but 
represented here are Thomas Giles, Nicholas Lanier and Thomas Robinson. 
As usual, the presentation of this volume is excellent, with the music 
completely legible both in the solo and accompaniment. The editorial 
arrangements, for those who wish to refer to the original, are perfectly lucid 
and reasonable, but the annotations seem slightly obscure until the principle 
is understood, and the words to the songs are somewhat difficult to read. In 
some respects it is unfortunate that the original tablature has not been 
included as was the case in the First Series, but the method of presentation 
adopted is perfectly adequate for the type of publication and those interested 
can always refer to the original for the tablature. However, despite these 
minor criticisms, this is a welcome addition to the series. 

ANTHONY WOODFORD 
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