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Editorial

This edition of Chelys, dated 1981, fulfils the promise made by Peter
Holman and me (the then co-editors) in 1977, to bring the Journal up to
date as soon as possible. Although it reaches members early in 1982, it
was produced and published in its own year.

It is hoped that readers will find that the three major articles cover a
sufficiently broad spectrum. The article by Jennifer and David Baker on
the ‘Browning’ draws our welcome attention to the sixteenth-century
English consort repertoire; that by Michael Goater presents a maker’s
view; and David Pinto’s article offers a philosophical background to the
sphere which has always been the central concern of the Society -early
seventeenth-century music for viol consort. More will appear on foreign
music in the next issue.

The ‘list of forthcoming publications’, compiled by the Publications
Sub-Committee and distributed to members in 1981, is evidence of an
astonishing upsurge of publishing activity in our field. Without the list,
it would have been difficult to keep up with this extensive output. To
help members obtain the best value for money, it is intended to review
as many as possible of the editions as they appear, particularly the
major collections of Musica Britannica and the series published by
Faber Music, Dovehouse Editions, and Mapa Mundi. As an earnest
indication of this intention, the remainder of this issue of Chelys is
devoted to reviews of music.

Finally, a word of thanks to my father, who, by taking over the major
part of the editorial work throughout the summer, has enabled this
edition of Chelys to be produced in 1981.

WENDY HANCOCK
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[4]

The Browning (1)

DAVID AND JENNIFER BAKER

The Browning first received scholarly attention in England some 40
years ago. In his pioneering but now inevitably outdated study, English
Chamber Music, Ernst H. Meyer wrote:

Between 1580 and 1600 there was one particular vogue which illustrates
very well the birth of the new style of secular music out of the unification
of popular elements and aristocratic art. This was the sudden popularity
of the "Browning", an instrumental form containing sets of variations on
a certain folk tune ... Composers produced complicated and artistic
variations on this tune, weaving contrapuntal nets in all instrumental
parts, including very lively passages and all kinds of polyphonic tricks.
Among the composers of Brownings were John Baldwyne, Elway Bevin,
William Byrd, Robert Parsons, Henry Stoninge and Clement Woodcocke.
Those by Byrd and Woodcocke are particularly fine and elaborate
specimens of early chamber music.1

For some time following this short summary, it seems to have been
generally accepted that the Browning held a position in sixteenth-century
instrumental music similar to that of the In nomine, being a species of
variations upon pre-existing material which, for some reason, caught the
imagination of a fair number of the better-known Elizabethan composers,
firing their invention and perhaps leading them to compete in friendly
rivalry to display their technical skill. Meyer maintained his view of the
Browning in the chapter on instrumental music which he contributed to
volume IV of The New Oxford History of Music: ‘numerous sets of
variations on a popular song called “Browning” were composed by some
of the best masters.’2 Yet as early as 1954 Robert Donington (in Grove 5)
had dismissed the genre as ‘unimportant’,3 and Dart and Coates stated
categorically the following year, ‘Meyer considerably over-emphasizes
the importance of this genre in the history of English consort music’,4

Dart reiterating this opinion in a paper to the Royal Musical Association:
‘[Brownings] are neither so numerous nor so important as some com-
mentators have sought to make them.’5

1 Ernst H Meyer: English Chamber Music (London, 1946), p. 112.
2 Gerald Abraham (ed.): The New Oxford History of Music IV. The Age of Humanism
1540-1630 (London, 1968),p.582.
3 Eric Blom (ed.): Grove’s Dictionary of Music and Musicians, 5th Edition (London.
1954). vol. i, p,966.
4 Thurston Dart and William Coates (eds.): Musica Britannica IX: Jacobean Consort
Music (London, 1955),p 220.
5 Thurston Dart: ‘Jacobean Consort Music’, Proceedings of the Royal Musical
Association, lxxxi (1954-5), p.63.
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No doubt Meyer was partly led to ‘make ... important’ the Browning’s
role in the development of English music by his political and social
outlook. In the preface to his book he made his ‘bias’ quite plain:

[5]

It was first the reading of the works of some English historians,
especially those of Trelawney and Trevelyan, which made the facts of
the history of music appear to me in a new light, and it was my study of
the works of F. Engels and K. Marx which finally led me to represent a
period of musical history as a natural part of a general social
development.6

The first sentence of the passage quoted above may now be seen in
sharper focus: Meyer was clearly concerned to stress the growing
importance of a .secular, popular element in an art form which had
hitherto, despite its secular intent, been indissolubly linked with a
sacred musical tradition. In his fourth chapter, Meyer set out to
demonstrate the ‘vigorous progress’ of the music of the ‘rising
merchant class’, as composers gradually threw off the strait-jacket of
their early training in religious music, cutting their ties to ‘the feudal
age that formerly ruled supreme’, and sought to supply a demand for
domestic music by turning to purely secular dance forms and ‘the tunes
of the people’ as the starting point for their art music.7 In Chapter III,
entitled ‘Emancipation from the Church’, he had devoted considerable
space to the undoubtedly numerous In nomines, which he dubbed ‘a
cantus firmus motet written for instruments’.8 (He was, of course,
ignorant of the true origin of the In nomine, but he was not far wrong in
mapping its apparent progress from an intimate relationship with church
music to a sturdily secular existence in the second half of the 16th
century.) In his crucial fourth chapter, he was able to point to a form
with a completely secular basis which in its ‘complicated and artistic
variations’ and ‘all kinds of polyphonic tricks’ could hold its own
against the ‘hybrid’ In nomine-the Browning.

However, presumably Meyer also believed that his inevitably in-
complete research (much of it undertaken in wartime) had uncovered
only the tip of the iceberg, and that in 1946 he was able to list only a
proportion of the total number of composers who had turned their hand
to the Browning; indeed, he actually wrote ‘Among the composers of
Brownings . . .’ Nevertheless, he must have realized that the final tally
for the Browning could not approach that of approximately 150 which
he could cite himself for the In nomine; but he must have anticipated
that ‘numerous sets of variations’ on the ‘Browning’ tune would some
day be traced. Whether Donington and Dart were aware in the mid-
1950s of the probable total number of extant Brownings cannot easily
be ascertained, but by then they would have had ready access to
sufficient information to make them quite sure that, numerically at

6 Op. cit., pp. xiii-xiv.
7 Op. cit., p. 97.
8 Op. cit., p. 83.
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least, the Browning posed no threat to the supremacy of the In nomine.
In fact, the likely total of about a dozen extant Brownings compares
quite favourably with the number of extant variation settings of two
other often-used themes, the Miserere (whose total is rather artificially
inflated by the Byrd-Ferrabosco contest) and ‘Ut re mi fa sol’ and its
derivatives.

[6] Uncertainty as to the number of extant Brownings and confusion
over the composers associated with the genre have persisted for a
considerable time since Meyer’s original assertions. The supposed
identification of a Browning with Robert Parsons, for example, made by
Meyer in 1946 has never actually been refuted. Meyer’s footnote places
Parsons’s Browning a4 in British Library Add. MS. 31390. None of the
three Brownings in this source is there attributed to Parsons, but it is
possible that Meyer took the ascription ‘Parsons’ on that composer’s
Song, which occurs on the same folio as Stonings’s Browning, to refer
to the Browning also. (Meyer similarly seems to have attributed to
Parsons the Galliard which is found on the same folio as his Hexachord
piece in Add. MS. 30480-4.) Presumably Denis Stevens was simply
following Meyer when he listed Parsons as a composer of a Browning
in his article on the sources of the In nomine in 1955.9 Oddly enough, a
piece entitled ‘Hey down’ is attributed to Parsons in the index of
Tenbury MS. 389, but the piece does not appear on f. 10, and cannot be
found elsewhere. 10 Even the Harvard Dictionary of Music, in an
otherwise useful if brief entry, gives only a partial list of composers,
but adds a further almost certainly incorrect name-that of John Jenkins
(admittedly qualifying this with a question mark).11 And the even more
recent New Grove article on the Browning, which opens with the
judicious statement ‘The title of an English sixteenth-century popular
tune which was sometimes used as the basis of instrumental
variations’ 12 makes no attempt to draw up a definitive list of extant
Brownings so that we may gauge its numerical strength and thence
begin to assess its real significance at last.

However, with the aid of a variety of reference material and recent
scholarly studies (notably Warwick Edwards’s invaluable dissertation
on the sources of Elizabethan consort music13) such a list may be
produced with reasonable confidence; we offer below the fruits of a
five-year search for the Browning-a provisional checklist of composers,
sources and editions, with a discography and selective bibliography. We
should be grateful for emendations, additions or deletions, and any
other information. It is hoped that John Baldwin’s setting, a scholarly

9 Denis Stevens: ‘Les Sources de l‘“In nomine”’, La Musique Instrumentale de la
Renaissance, ed. Jean Jacquot (Paris, 1955), p. 90.
10 The James MS., a Cantus parthook (from the same set as Tenbury MS. 189, which is in

private hands, has still to be checked (microfilm in the Pendlebury Library. Cambridge).
11 Willi Apel (ed.): Harvard Dictionary of Music, 2nd. Edition (London, 1970), p. 112.
12 The New Grove’s Dictionary of Music and Musicians, (London, 1980), vol. iii, p. 348.
13 Warwick Edwards: The Sources of Elizabethan Consort Music (unpublished dissertation,
Cambridge, 1974).
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curiosity incorporating a number of solmisation ‘tricks’, will be made
available shortly by the Society in a performing edition. All five
consort settings will then be available to modern performers. In a future
issue of Chelys, we hope to conclude our own involvement with the
Browning by considering its [7] purely musical aspects, extending to the
other settings the detailed examination afforded by Oliver Neighbour to
Byrd’s masterpiece.14 We hope thus to suggest the value of the Browning
as a ‘case-study’ in the development of variation technique in England
between 1570 and 1610. Such treatment may also help us to appreciate
some of the reasons for a musical ‘vogue’ (albeit small-scale), and throw
further light on the connections between a corpus of late sixteenth-century
sources. Donington, Coates and Dart perhaps provided a necessary
warning against accepting too readily Meyer’s evaluation of the
Browning’s significance, but our researches to date lead us to believe that
its role in the history of English instrumental music can scarcely be
dismissed as ‘unimportant’.

The Browning by John Baldwin is in preparation as
Supplementary Publication no. 143, edited by the authors of

this article. (Ed.)

CHECKLIST

Instrumental consort versions
1. John Baldwin (before 1560-1615), ‘A Browning’, 3 parts

Source: British Library MS. Royal 24. d. 2 f. 121 v
Bibliography: Roger Bray: ‘British Museum MS Royal 24. d. 2

(John Baldwin’s Commonplace Book): an Index and
Commentary’, Royal Musical Association Research
Chronicle, xii (1974), p. 137
Roger Bray: ‘John Baldwin’, Music and Letters, lvi
(1975), p. 55
E. Brennecke: ‘A Singing Man of Windsor’, Music and
Letters, xxiii (1952), p. 33

2. Elway Bevin (c. 1554-1638), ‘Browning’, 3 parts.
Sources: Oxford, Christ Church MSS. 979-83. no. 165 British

Library MS Royal 24 d. 2 f. 120v
Edition: Musica Britannica IX, p. 19
Discography: Decca SOL 328

SAWT 951 1
Bibliography: Roger Bray: ‘The Part-Books Oxford, Christ Church

MSS. 979-83: an Index and Commentary’, Musica
Disciplina, xxv (1971),p. 170
Roger Bray: ‘British Museum MS Royal 24 d. 2. . .’
G. Hooper: Elway Bevin (Bristol, 1971)

14 Oliver Neighbour: The Consort and Keyboard Music of William Byrd (London,
1978), p. 69.
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[8]
3. William Byrd ( 1543-1623), ‘Browning’, ‘Browning my dear’, or
‘The leaves be green’, 5 parts

Sources: British Library Add. MS. 31390 f. 125 Add. MS. 29996
f. 153v
Add. MS. 32377 f. 2 (Cantus part only)
Add. MSS. 17792-6 ff. 64v, 68, 70v, 34, 63
Oxford, Bodleian Library MS. Mus. Sch. e. 423, p. 149
(Contratenor part only)
Oxford, Christ Church MSS. 984-8 no. 72
Tenbury, St. Michael’s College MS. 389 f. 86 (Altus
part); Cantus part presumably in the James MS
Cambridge, University Library MS. Dd. 9. 33 f. 63 (lute
part)
Washington, Folger Shakespeare Library MS. V. a. 408
(copy of the lute part)

Editions: E. H. Fellowes (ed.): The Collected Works of William
Byrd , xvii, Chamber Music for Strings (London, 1948),
p. 30
The Byrd Edition, xvii, Consort Music (ed. K. Elliot)
(London, 1971), p. 39
R. R. Terry (ed.) (London, 1923)

Discography: SAWT 9511
Bibliography: Oliver Neighbour: The Consort and Keyboard Music

of William Byrd contains a comprehensive bibliography
on pages 13-17; for a discussion of the Browning see
pages 69-74 and passim.

4. Henry Stonings (fl.c. 1600), ‘Browning my dear’, 5 parts
Source: British Library Add. MS. 31390 f. 60
Editions: David and Jennifer Baker (eds.): Two Pieces for Viol

Consort a5 by Henry Stonings, Early Music Series 30,
Oxford University Press, (London, 1977)
Paul Doe (ed.): Musica Britannica XLIV: Elizabethan
Consort Music: I, (London, 1979), p. 70

Bibliography: Warwick Edwards: The Sources Of Elizabethan
Consort Music (Unpublished dissertation, University of
Cambridge, 1974)
D. R. Key: Two Instrumental MSS from the Elizabethan
Period (unpublished dissertation, University of
Rochester, 1960)
Jeremy Noble: ‘Le Repertoire Instrumental Anglais:
15501585’, La Musique Instrumentale de la
Renaissance, p. 91

5. Clement Woodcock (fl.c. 1575),’Browning my dear’, 5 parts
Sources: British Library Add. MS. 31390 f. 102

Oxford, Christ Church MSS. 984-8 no. 73
T. Tallis & W. Byrd: Cantiones ... sacrae (London,
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1575): MS additions to the copy in the library of Dublin,
Trinity College, Press B. 1. 32, pages 20 to 23 (Superius
part only)

[9]
Editions: as ‘Browning’ Fantasy, London Pro Musica

Edition (London, 1972)
Musica Britannica XLIV, p. 72

Bibliography: Thurston Dart: ‘Music and Musicians at Chichester
Cathedral, 1545-1642’, Music and Letters, xlii (1961),
p. 221
Warwick Edwards: The Sources of Elizabethan Consort
Music ... as above.
D. R. Key: Two Instrumental MSS from the Elizabethan
Period
Oliver Neighbour: The Consort and Keyboard Music of
William Byrd, pp. 20n, 30, 40n, 66, 69ff
Jeremy Noble: ‘Le Repertoire Instrumental Anglais:
15501585’, La Musique Instrumentale de la
Renaissance.

Lute Versions

1 . Anonymous, 15 variations for solo lute
Source: Cambridge University Library MS. Add. 3056 (‘The

Cozens Lute Book’) f. 60v
Bibliography: I. Harwood: ‘The Origins of the Cambridge Lute

Manuscripts’, The Lute Society Journal, v (1963), p. 32
D. Lumsden: The Sources of English Lute Music (un
published dissertation, Cambridge, 1955)

2. ?John Johnson (/I. 1579-94), ‘The nuts be brown’, lute duet
Sources: Cambridge University Library MS. Dd. 3. 18 f. 27

Dd. 9. 33 f 63v (ground missing)
British Library Egerton MS. 2046 (‘The Jane Pickering
Lute Book’) f. 14v

Discography: Decca SOL 328
Bibliography: Jeffrey Alexander: The English Lute Duet: 1570-

1610 (unpublished MA dissertation, Nottingham, 1977)
I. Harwood: ‘The Origins of the Cambridge Lute
Manuscripts’
D. Lumsden: The Sources of English Lute Music

3. John Danyel (1564-c. 1626), ‘Mrs Anne Grene her leaves be green’,
lute solo
Source: Songs for Lute, Viol and Voice (London, 1606/R 1970)
Edition: As it is not a song but a lute piece, ‘Mrs Anne Grene her

leaves be green’ is excluded from the E. H. Fellowes’
edition of the 1606 publication (English Lutenist
Songwriters, 2nd series, viii)
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Bibliography: D. Lumsden: The Sources of English Lute Music
A. Rooley: ‘The Lute Solos and Duets of John
Danyel’ and D. Scott: ‘John Danyel, his Life and
Songs’, The Lute Society Journal, xiii (1971), pp.
18 and 7

[10]
Keyboard versions

1. William Inglott ( 1554-1621), ‘The leaves be green’
Source: Cambridge, Fitzwilliam Museum MS. 32. g. 29

(Mu. MS. 168) (‘The Fitzwilliam Virginal Book’)
no. 251

Edition: J. A. Fuller Maitland and W. B. Barclay Squire
(eds.): The Fitzwilliam Virginal Book (London,
1894-9/R 1963), vol. ii, p. 381

Versions for voices

1. William Cobbold (1560-1639), ‘New Fashions’ (a quodlibet of
popular tunes interspersed with statements of the ‘Browning’
theme), 5 voices and instruments
Sources: British Library Add. MSS. 18936-9 ff. 58,

57, 39, 57 (lacks Quintus)
Royal College of Music MS. 684 ff. 94v, 95v, 81
v, 92v (also lacks Voice 11. here Medius)

Edition: Philip Brett (ed.): Musica Britannica XXll:
Consort Songs, (London,1967)158

2. Thomas Ravenscroft (c. 1582-1635), ‘Browning Madame’, canon
for 3 voices
Source: Deuteromelia ... [14] Freemens Songs and ...

[17] Catches (London, 1609/R 1961)
The canon is reprinted on page 55 of W. Chappell: Popular
Music of the Olden Time (London, 1859, rev. 2/1892 by H. E.
Wooldridge as Old English Popular Music)

Words

Two sets of words are associated with the tune (apart from those in
Cobbold’s quodlibet):

(i) The leaves be green
The nuts be brown
They hang so high
They will not come down

(from the Byrd Browning in Add. MSS. 17792-6)

(ii) Browning Madame
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Browning Madame
So merrily we sing
Browning Madame

(from Ravenscroft’s canon)



Chelys, vol. 10 (1981), article 2

[11]

The Maker’s Viol
A personal consideration of questions and conversation during

tea-time at No. 6 Queen Square

MICHAEL GOATER

Why do I make viols? Well, ‘there is nothing like a dame’, the song goes.
This may be a regrettable quotation to include in the pages of Chelys but,
with a slight amendment, it reflects my sentiments precisely: that is, ‘there
is nothing like a viol’. Whether it be in hearing one well played, or seeing
that alluring shape on some old engraving, I feel a compulsive curiosity to
become involved. With my first viol, talents and interests, which were
diversely practical and artistic, at last became complementary; up to that
point, they had often produced a mild schizophrenia. Some eleven years and
one hundred and twenty viols later, I am lucky that the curiosity and
fulfilment remain, which, with the pleasure of the work, have steadily
improved the quality of the viols.

There are still several makers whose work I would like to equal.
However, I try very hard, and my instruments do, I think, sound quite good.
The sound of our instruments is something about which, compared with, for
example, violin-makers, viol-makers often seem peculiarly reticent. If you
had to make the unfortunate choice between a good-sounding, or a good-
looking viol, which would you choose? (I am not referring to an artificial
situation-many ‘factory’ viols look pretty fair from a few yards!) My efforts
are directed toward eliminating this ‘either, or’ choice.

Every part of a viol affects the quality of the sound it makes. All the time
that I am at my bench, this rule guides my work. Structure and sound are
related. Making viols is rather like playing them, a kind of continuous per-
formance which must never be allowed to fall below a certain level of
quality and concentration. Also, when working with wood, you can never
relax; you could well be expecting too much if you think one piece will
behave like another. I feel sure that this kind of building-performance is
what can produce a good viol.

What is a good viol? I take refuge in saying, ‘more than words can ex-
press’. Merely holding a good viol gives you a good feeling. The instrument
is alive, light and balanced; you feel it respond to the voices of those around
you, and resonate in sympathy to music outside it. Pluck a string, and the
sound will linger on and on, lasting far longer than the same string at the
same pitch put between two clamps on a bench. The resonance of the belly
seems to enhance and prolong the energy in the string. When one takes the
bow, and places a finger on any fret or string, the viol should speak clearly,
and without hesitation. However, I am not at all sure that a viol [12] can
speak with the same quality over its whole compass. Although I am very
much open to contradiction here, I feel that the better the quality and
response of a viol, the less likely it is to have this characteristic.
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I am often presented with viols whose owners state that they have a good,
even tone over all the strings. On inspection and playing, I frequently find
that this has been achieved by the maker leaving the front fairly thick; the
evenness is really a dampening of the potential. Consider a bass with the
front thickened from 5-6 m.m. in the middle to 2.5-3 m.m. near the edges.
This thickening depends upon the nature of the pine, and the experience and
sensitivity of the maker. On such an instrument, I would hope to produce
bass notes of clear pitch, good edge, and a resonance which carries through
a large consort without excessive effort from the bow. The middle strings
should be quick, bright and a little reedy. Sometimes in a fantasy by
Jenkins, the basses have to be as quick, or quicker, than the other viols
through this region. The upper strings must sing clearly, and the higher
stops ring like a bell. It is unlikely that an instrument with this range of
response will be easy to play. The instrument mentioned above with the
even tone will be far safer, and probably better for consort playing, in
average hands. However, when it comes to a performance, the latter could
produce something worth the listening.

The pine for the front has to be carefully selected. The grain should be
straight and even and, as you look at it on the front of your viol, you will see
a diagram of fluctuation in the weather over the last hundred or two hundred
years. It is cut on the quarter, as is practically all the wood on a viol. A
wedge is cut with the pointed end in the middle of the tree, the thick end
being the outside. The wedge is further sawn in half, making two thinner
wedges, and the parts of these which are the outside of the tree are planed
flat and glued together, giving that practically invisible seam which runs
down the front of your viol. But using this method, any differences in the
structure or weight of the front are distributed equally on each side.

The outside of the front is shaped or arched first and, in removing the
quite substantial amount of timber, the maker becomes acquainted with the
particular character of this piece of pine and, from his experience, begins to
consider what pattern and thickening he may use in arching and hollowing
out the front. There is no magic in this, although there may seem to be, since
it cannot really be taught beyond the fundamentals. It takes years of work,
thought, and the occasional luck of perception, plus the ability to admit
errors in one’s current most precious theory.

The same kind of judgement holds for arriving at the position and
proportion of the bass bar. This is a bar which is glued inside the belly,
passing under the bass-side foot of the bridge. Its functions are to support
the belly, which is under considerable pressure from the bridge, and perhaps
to some degree transmit the vibration from the bridge up and down the
belly. The bar, therefore, has to be quite strong but, if too heavy, [13] will
deaden the qualities of the front. If it is made too light, it may well
produce a quick responsive sound, but the front will be in danger of a
slow collapse, and the sound may well dull with time.

The cutting of the sound holes is a very special art. The knife has to be
razor sharp, and the hand strong and steady. The function of the ‘C’
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holes is particularly interesting. With every vibration, the belly changes
its capacity minutely. In doing so, it pumps small amounts of air in and
out through the holes. You can see this for yourself by placing a viol on
a table and laying strips of newspaper on each sound hole, just large
enough to cover them. Take a bow, and draw it across a string: you will
notice a quite marked agitation of the paper. I believe that, to a certain
extent, the sound holes also enable the part of the front supporting the
bridge greater movement than the remainder, thus enhancing the
resulting movement and sound from the strings.

f relate the thickening of the back of a viol to the front in the
following manner. Should the front be fairly hard pine, having a close
grain, I make the back fairly thin; and, if the front is soft and open, a
little more strength is added to the belly as a whole by leaving the back
a little heavier. This matching works well both for the strength of the
belly and the sound of the viol. Of course, the hardness of the maple or
sycamore used has also to be taken into account.

As with the front, the sycamore used for the back, ribs and neck has
to be cut on the quarter, that is, in a straight line from the centre to the
outside of the tree. Not every piece of wood is going to be 100% on the
quarter, but there is a strong possibility that anything over 15 degrees
‘out’ may warp. While on the unpleasant topic of warping, I should
point out that care should be taken that the grain of the sycamore is
reasonably even. If it is bunched tightly in one area and very open in
another, it should be avoided even if the flame is really attractive.
Should this quality of wood be used for ribs, it is very likely to buckle
on the bending iron, and there is nothing that can be done to rectify
this.

The figure, or flame, of the wood is, of course, one of its most
attractive qualities. I thoroughly enjoy sorting through wood at the
timber yard, and 1 am an absolute Scrooge concerning my own stock in
the workshop. It is great fun selecting the timber for my next viol, and I
am as fussy as any woman choosing dress material! In most cases, the
more highly flamed the wood, the more difficult it is to work. If you
look at the edge of such a sheet of timber, you will see that tae structure
does not go straight along, but waves from side to side. Any straight
surface of the viol cuts through this, and what we actually see are dark
areas where end-grain is exposed and light absorbed, and light areas
where there is reflection from the crossgrain. However, while there is
undoubtedly beauty in this wood, there is often also a beast present
when one comes to work with it. Owing to the wavy structure, if you
try to use a plane, you will be going against and with [14] the grain
alternately, and it is often impossible to achieve a smooth surface.
Therefore, a series of scrapers has to be used-first, a heavy device
where the scraper blade is locked in to an iron casting which has a sole
like a plane, operated by using large handles; then smaller cabinet
makers’ scrapers, which will give a finer finish. The ribs have to be
thinned to between I m.m. and 1.5 m.m., from stock which might be 3
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or 4 m.m. thick, and that means two or more days of really hard work. I
like to make ribs as light as possible, having due regard to their
strength. I feel that a lighter rib gives an instrument more life, but
perhaps the thickness does not affect it as much as the rib depth. I have
experimented in recent years by varying this, and find that, on a treble,
a shallower rib gives a more responsive singing tone, and a deeper bass
rib improves the resonance. I have not really found any logical
explanation for this yet.

Sound-post platforms, bars and linings I like to keep light in weight,
and I often make them from the same timber as the front. A tricky
thing, which one learns from experience, is that the bar which supports
the break in the back for the two months or so when the viol is in the
workshop, may not do so in a year’s time. A delicate inward curve
develops, and the owner makes polite enquiries. Of course, one can say
that it is a fairly traditional fault, looking at the number of seventeenth-
century viols extant which have the same feature. Fault it still is,
though.

I always offer my customers the choice of a pierced scroll or carved
head, and I carve the heads myself. My first efforts were pretty dismal,
and I am sure you will be relieved to know that they were never
attached to any viol. However, after wasting a few necks over the years,
I managed to produce something which reflected the rather mannered
work which one sees in old viols. Since I went to an art school, I could
certainly carve a head well enough, but they did not suit the
instruments. However, by making many drawings, taking many
photographs, and actually matching my gouges to the work on original
heads (a horrifying spectacle this, preferably carried out when museum
curators or owners were well out of sight) I have succeeded in catching
something of the style. I now value this part of the construction as
being one of those diversities which make violmaking such a rewarding
skill. It is interesting to note that, on many original viols, the wood for
the peg-box and head was quite plain, with no figure where these were
to be carved. There was a graft at the lower end of the peg-box where
the highly flamed timber of the neck was joined. It is, of course, far
easier to carve plain sycamore than figured, for the reasons already
mentioned, and the flame showing through any smooth part of the head
tends to interfere with the design.

Carving the pierced scroll is almost as much of a challenge as the
head. It has to be smooth inside and out, and taper regularly to its
centre. Generally, as much of the work is done held in the hand as it is
clamped to the bench. This has the advantage that one is always able to
hold the wood [15] at the best angle for the gouge. l remember with
horror when such a piece of work was clamped, and I was urgently
called to answer an overseas telephone call. I rose from my stool
quickly, the blade of the gouge still being inside the pierced scroll; the
handle caught in my apron, half a scroll flicked off and landed ten feet
away on the varnish shelf. My Dutch customer must have heard the
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expletive quite clearly without the use of his telephone! There is no
effective repair for this kind of break. The glue or varnish will always
find the line, although the scroll may be quite sound.

The bridge presents some fascinating problems. It has to be stiff and
light, must fit the belly perfectly at its feet, and lay the strings as near
as possible to the fingerboard without the open or stopped notes
buzzing. The curve which matches the fingerboard must allow the
clear bowing of each string, and yet must permit the playing of chords
with the minimum angling of the bow. Although the curved edge may
be some 3.5 inches on a bass instrument, owing to the traditional
design, the actual bearing surface may only be about 1.75 inches
across the centre. I assume that evolution has produced this shape, and
I can only reason that there must be some movement due to this small
dimension, which may have the effect of transmitting the movement
from treble and bass sides more evenly to both feet.

As you have probably guessed, I am dealing with the Baroque type of
viol in this article, which is the kind of instrument which I most like
and most enjoy making. As viols were in use for some three hundred
years, it is taking on quite enough to study the instrument during its last
eighty years or so.

This brings me to a consideration of authenticity, which is a thorny
question. The idea, which is often put forward about a builder making a
‘slavish copy’ of some original viol, exists more in debate than in
reality. I do not believe that any maker would find an outlet for his
ingenuity in making such an instrument. However, it is most important
to start somewhere, and the way I work is to base my viols carefully on
a chosen original which I select to be a good example of that particular
size, and to which I have ready access. When making a particular
model, I alter many of the thicknesses of front, back and ribs to suit the
nature of the timber I am using, and my own experience as a builder.
Lately, as I have already stated, I have begun to experiment a little with
rib depths.

Many people ask why I do not design viols myself. It is frequently in
my mind to do so, and I may be getting near the stage when I feel that I
have accumulated enough information and experience to start. I have an
uncomfortable feeling that, if I do the job properly, the result will be in-
distinguishable from the shape of any other Baroque viol (any other
good Baroque viol, I hope). It is strange that I feel that one of my
designs could in any way be original-this is a purely twentieth-century
view, I imagine. Any new viol has to undergo a period of several
months during which [16] it is ‘played in’ and, after this, it generally
sounds better than it did before. It is interesting to speculate upon what
‘playing in’ means to the structure. To begin with, there are many points of
tension when it is first strung up. The bridge feet on the belly, strings on the
bridge, nut and tailpiece, the tailpiece on the pillar, and the sound-post
against the inside of the belly. At all these points, the maker ensures a fit or
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contact which is as perfect as possible. However, wood is soft and will yield
under pressure, which must give an even better contact. Similarly, gut is
pliant and will adapt to the surfaces over which it is bound. All this must
produce a better amplification and transmission of sound. Further, the
structure of the viol, with its bent and carved forms is in a different state
from that of the wood which was on the shelves. 1 believe that it has
somehow to readjust to this new form under the tension of six strings. This
must now become its natural state.

I think the energy the belly receives from being played-in helps to relieve
any tension. Many people, considering the bends and curves of a viol,
imagine that it is clamped together under some kind of stress. Nothing could
be further from the truth; the steepest curve, that of the centre bout rib, is
already that shape when it is clamped to the corner blocks. Any tension left
in the ribs or break of the back would distort the viol before the front could
be glued on. The tension introduced through the bridge has a built-in
resistance from the sound-post, bass bar, front and back. It is interesting
that, after having been played in, viols often benefit from a readjustment of
sound-post and bridge positions to produce their optimum sound.

One major asset to me as a viol maker is my membership of the Viola
da Gamba Societv. To make the viols which play the music, I must learn
as much as possible from the original instruments, must know and
appreciate the music of my period, and must listen to those who play, to see
how well my work, and that of other builders, fulfills the role. This special
relationship is most important when considering the possibility of re-
creating the sound and music of some three hundred years ago. To
experience the vitality of that is to make it one’s master.

16
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[17]

The Fantasy Manner:
the seventeenth-century

context

DAVID PINTO

The lack of all-inclusive terms of reference has hitherto been an obstacle in
discussing composers of chamber music in Stuart England, in relation to
each other and to their age. This applies particularly to William Lawes,
reflection on whose music gave rise to suggestions mooted here. His works
for five and six viols to the organ, in particular, have potential as a focus
near the end of a well-definable period of such composition; yet his inter-
vention as apparent disrupter of common practice, raises acutely the
question of normative style, in an age when instrumental writing was newly
emancipated from the subservience to vocal idiom typical of the unified
style of the Renaissance. However fundamental the question of style, there
remain just as radical but seldom-asked questions concerning the context of
the repertory. An answer to be sketched below, suggests that the fantasies
and dances of this type fulfilled a definite if unstated social function: as re-
enactment and affirmation of the validity of Arcadian pastoralism in a
special extended version.

The absence of visible context and readily analysable content is the more
remarkable for the long persistence in England of what Roger North in the
Musicall Gramarian termed the Ffantazia manner’. Free contrapuntal
process with little restriction, or innovation in form, held the field as an
exclusive medium for the most creative thought until the generation rising at
the time of Lawes’s death or even longer. Innovations in form that had
arisen, in the new Italian music, were seldom emulated in this period; the
lack of enthusiasm in ‘art-music’ for regulated forms involving variation,
repetition or refrain, and chaconne bass is highlighted by the polish of the
few that are extant-Nicholas Lanier’s song ‘No more shall meads’, for
example, for which the title ‘Ciacona’ survives only in a non-musical
source, or the Saraband from Set 3 of Lawes’s Royall Consort (Air no. 2
I).1 Even traditional dances were elongated by the contrapuntal ideal into
baroque shapes, in the chamber works of Alfonso Ferrabosco II and his
successors.

In the new phase of chamber music that begins just before 1600 with
Ferrabosco II, one can find some affinities with the products of the exactly
contemporaneous ‘metaphysical’ set of attitudes in poetry, from early
Donne to Cowley at the height of his popularity (in Purcell’s youth). Like

1 Lanier MB, xxxiii, no. 4. Numeration is taken where possible from Gordon Dodd
(ed.): Thematic Index of Music for Viols I (London. 1980), which also contains full
reference to sources.
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the fantasy music, the paradoxical wit and ‘conceits’ of early Stuart poetry
eluded exact definition when neo-classical canons were drawn up in the [18]
following age. Avoidance of fixed form and search for novel diction
baffled encapsulation by Samuel Johnson, except through metaphor, as
a ‘kind of discordia concors; a combination of dissimilar images, or
discovery of occult resemblances in things apparently unlike.’2 The
failure of explicit criteria to develop or survive, is due partly to a
curious deficiency in the critical tradition. In the absence of musical
academies in the continental manner, there was a corresponding dearth
of expertise to develop the classification of form or process, as far as
the discovery of general structural or procedural principles. This would
be a lot to ask for at the best of times; and literary criticism, though a
league or two in advance of music, was becalmed in similar doldrums
through the metaphysical age, between the times of Sidney’s Apology
and Dryden’s Essay of Dramatic Poetry, when finally the explication of
art for an audience not deemed to he composed of practitioners, could
proceed apace. Admirable though such practical treatises as Morley’s
are, they offer little beyond a broad grammar and syntax of music, just
as rhetorical handbooks of the Renaissance rarely stepped beyond the
schemes and tropes of the language of eloquence. Critical remarks on
music like those of Henry Peacham junior in The Compleat Gentleman
(1622) stay content with the jejune ‘roll-call’ of admired composers and
their salient characteristics; Thomas Mace, over fifty years later,
attempts even less in the way of ‘censure’. In the words of Ernst Meyer:

Any attempt to discover norms or standard types of form amongst the
variety of this century is bound to fail. All [one] can search for is some
definition of the principles along which the development proceeded.3

The semi-private origins of chamber music offer an initial obstacle
to this approach. Verse was actually handicapped by publication in
gaining its rightful appreciation, as Drayton complained in the preface
to PoliOlbion (1605), at a time when it was ‘wholy deduct to Chambers,
and nothing esteem’d in this lunatique Age, but what is kept in Cabinets
and must only passe by Transcription.’ In fact, the verse-writers were
better suited to reaching a limited audience through small-scale, often
unacknowledged publication; but few composers of instrumental music
attained print, even at the peak of demand for their work. They left no
reasoned statements of their tactics as the literati did (usually gentlemen
practitioners, writing for their peers) in the commendatory verses that
prefaced publication. These were often equivalent to the modern
publishers’ ‘blurb’, but sometimes amounted to revealing and subtle
appreciations that go some way to refuting Augustan condescension

2 Quoting Manilius Astronomica I. 141, itself adapted from Horace’s Epistles I. xii.
19. The application of the metaphor was primarily cosmological (referring to the war
of the elements) and then by the seventeenth century much used with reference to
political diversity. Johnson’s downgrading of its application to poetic elements no
longer considered consciously reconcilable, is an indication that the figure, though
suggestive, is too broad in application for use as a specific investigative device.
3 PMA, lxv (1938-9), p. 45.
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towards the craftsmanship of the metaphysicals, or bafflement at the
style of their ‘strong lines’. Carew’s appraisal of Donne’s significance
at [19] his death in 1631, is a case in point; a view of Donne as reformer of
language (purger of pedantic weeds and planter of fresh invention) and
refiner of content (in banishing the appurtenances of classical mythology)
throws light on Donne and Carew too. Even though we may not see the
wordless reforms of Ferrabosco II through the eyes of, say, John Jenkins,
there is open one clear if indirect avenue to understanding how composers
went about their work, by tracking the self-consciousness implicit in their
habits of musical quotation.

All but one of the dances chosen by Lawes for inclusion in his five-part
sets are now known in smaller-scale versions that, in some such form,
provided the basis for his elaboration. To begin with one concordance
(discovered too late for mention in Faber Music’s edition), that entails a
minor conundrum, Ex. I shows the two ‘simphonias’, of which only a shell
seems to survive, in a five-part verse anthem apparently by Henry Lawes.
Of four anthems in the sole musical source (GB-Lbl Add. MS 31434), the
first alone bears an attribution to the composer: a ‘dull song’, setting most of
Thomas Carew’s paraphrase of Psalm 137, ‘Sitting by the streames that
glyde’. The second is a selection from Joseph Hall’s paraphrase of Psalm 9,
"nee and thy wondrous deedes O Lord’; and the fourth, ‘Harke shepherd
swaynes’, a nativity text (also set for five voices and continuo by George
Jeffreys in Add. 10338, f.234v) of a type resembling those carols by

[20] Herrick set by Henry Lawes and sung in the chapel at Whitehall before
the Civil War (Noble Numbers, nos. 96, 97; (cf. nos. 98, 102). The natural
context for these pieces is the Caroline Court of the 1630s or a social setting
that imitated its music.
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Bishop Hall’s paraphrases had been in print since 1607, and other
occasional verse of his that received musical attentions can be shown to
belong to his prime, even before Charles came to the throne. Of note are his
‘Cearten Veerses .. . upon the Kings coming into Scotland’, of 1617: ‘Doe
not repyine fayre sun’ (GB-Lbl Harleian ME 1423, f. 102), the first two
verses of which survive in a setting by Orlando Gibbons (US-NYp Drexel
MSS 4180-5); also a meditation ‘Leave O my soul this baser World below’,
the third of the ‘Anthemes for the Cathedral of Exceter’ published in The
Shaking of the Olive-Tree (London, 1660). This drew a well-merited
setting from Thomas Tomkins in Musica Deo Sacra (1668), which cannot
derive from the published text of 1660; despite the rubric therein, it is
therefore probable that the setting dates from some time after Hall’s
appointment to the office of Dean at Worcester in 1617, a decade before his
preferment to the see of Exeter. The two men were connected by more than
official duties at this time—on 26 November 1617 Tomkins became co-
lessee of a house and garden in the parish of St. Michael Bedwardine
belonging to the new Dean.4

The third piece, under consideration here, is Carew’s paraphrase of
Psalm 104. This is known to date from a convalescence of the late 1620s;
Henry Lawes’s setting of another of Carew’s paraphrases, ‘Make the great
God thy fort’ (Psalm 46), was in the Chapel Royal’s Anthem Book by 1635.

It is puzzling then, to find Carew’s paraphrases of Psalms 104 and 137
included in a unique text, ‘Select Psalmes of a New Translation, To be
Sung in VERSE and CHORUS of five Parts, with Symphonies of Violins,
Organ, and other Instruments, Novemb. 22. 1655. [Composed by Henry
Lawes, servant to his late Majesty.]’ This single quarto sheet, apparently
intended for a Cecilian festival, was found inserted in one of Henry Lawes’s
publications belonging to the library of the Dukes of Bridgewater; it
contained an additional metrical paraphrase of Psalm 20 with parts of
Psalms 66 and 111.5 The description ‘new translation’ is hard to [21]
understand since Carew’s paraphrases had long been in circulation, and
were even in preparation for publication shortly after his death in 1640.6

4 Ivor Atkins: The Early Occupants of the Office of Organist … of the Cathedral Church of
Worcester (London, 1918), p.47. A. Davenport, The Collected Poems of Joseph Hall
(Liverpool, 1949) does not collate musical settings.

5 H J Todd: The Poetical Works of John Milton V (London, 1801). pp. 204-20. describes the
libretto and rotes from it Psalm 137 in Carew’s version. Willa McClung Evans:
Henry Lawes (New York, 1941), p.211n, adds the portion of the title bracketed here and
quotes the opening words of Psalm 104 in what is undeniably Carew’s version (though
ascribed by her to George Sandys). The sheet was, at the time she wrote, extant in the
Huntington Library, San Marino. but now seems to be unavailable—I am grateful to the
Curator of Rare Books, Carey S. Bliss, for his assistance. there is little reason to follow
Evans in believing that the music associated with the sheet was in preparation for
publication but suppressed by Oliver Cromwell’s censors. Lawes’s setting of the paraphrase
is listed in James Clifford: The Divine services … (2nd ed., London. 1664) as is his setting
of Psalm 20, The Lord in thy adversity’. In the absence of Chapel Royal lists 1635-42, the
settings cannot be more precisely dated.
6 An edition of Carew’s paraphrases was registered in that year. though Rhodes Dunlap
(The Poems of Thomas Carew (Oxford, 1949)) thinks its appearance improbable. The
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Puzzling in another way is the devotional context, since the ‘simphonias’ of
Psalm 104 correspond to the two strains of an almaine by William Lawes,
the second ‘Aire’ from his five-part set in C minor (Air no. 77). This is
especially so since the composer grouped the full version with a rendering
of a definitely secular theme, Lachrimae (no. 76), which can be found
underlying the opening point of the fantasy in the same set (no. 74), if one
cares to untwine its double helix (Ex. II). Whether or not William Lawes’s
treatment of the ‘Air’ preceded its sacred use, the binding of the disparate
contexts together, is not untypical of Lawes in particular (his sixpart fantasy
in C minor (no. 97) quotes one of his own psalm-settings). Nor is it
untypical of his contemporary fantasy composers: Jenkins’s monothematic
five-part fantasy no. 4 is built rigorously upon the opening point of Orlando
Gibbons’s sacred hymn ‘O Lord in thee is all my trust’, though elsewhere he
acknowledges the pastoral madrigalian tradition in similar fashion.7

In contrast is the use to which Lawes’s five-part ‘Aire’ in A minor was
turned. The final version of this piece (Air no. 73) is itself most probably an
adaptation for two-treble duet of a popular original with a solo melodic line,
as preserved in US-NH Filmer MS 3. Almost identical to this last version, is
a solo song-setting in Banister and Low’s New Avres and Dialogues
(1678), pp. 68-74, there attributed to Henry Lawes: ‘Corinna false! it
cannot be;/ let me not hear it again, ‘tis Blasphemy. . . ‘. The verse, by one
H. Brandreth (otherwise unknown to Fame), is similar in technique, and
complementary in sentiment, to anonymous stanzas fitted to William
Lawes’s ‘Elizium’ tune (Air no. 346) in John Gamble’s midcentury
Commonplace Book (Drexel MS 4257, no. 286): ‘Clorinda when I goe
away/ w[ha]t will thy voteries and lovers say. . . ‘. Two other inferior copies
of Brandreth’s poem survive, in Westminster Drollery The Second Part
(London, 1672), pp. I I-13, and GB-Ob Ashmole MS 47, ff. 71v-73r (source
no. 127), both unattributed, but with a fourth verse absent from the text of
1678. Its presence in the Bodleian manuscript suggests that as a song-setting
it may already have been current in the late 1630s.

[22] Mention should be made of another strong thread implicating the
strands, one deriving from state entertainments. Ex.I11 gives a keyboard
arrangement of a well-known ‘Almaine’ by Robert Johnson. In its earliest
known form, for lute, in John Sturt’s Book (Add. 38539), it was in circu-
lation by 1615 or so; from, a coupling in manuscript with ‘The Princes
Almaine’, also by Johnson, it has been surmised that the two formed part of
the incidental music for Ben Jonson s masque of ‘Oberon’, performed on 1

dating of Psalm 104 in manuscript is Dunlap’s. There is of course no certainty that
settings in Add. 31434 were those referred to in 1655.
7 Joan Wess has pointed out his use of the head-motif of Palestrina’s ‘Vestiva i colli’:
Andrew Ashbee: ‘The Six-Part Consort Music of John Jenkins: An Editor’s View’.
Chelys, vii (1977), p. 58.
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January 1611, in honour of Henry, Prince of Wales.8 The first strain of
Lawes’s five-part almaine-‘Aire’ in F major (Air no. 80; quoted here,

[23] Ex. IV, in a smaller-scale version in G major), parades an
allegiance to the Court tradition by reworking, for two trebles,
Johnson’s theme and its derivative second strain; an allegiance
proclaimed elsewhere in his divisions upon pavans and almaines by
Ferrabosco II, Coprario and Cormacke MacDermott (nos. 104-5, 189,
190).

Ferrabosco II may well have been a pioneer in establishing the
almaine as partner of the pavan, to judge from his extant five-part
works; a step not taken by writers of the older pavan-galliard pair like
Byrd and Gibbons (the long-lived Tomkins is somewhere in mid-
stream, represented by a six-part pavan-galliard couple and one rather
later, perhaps, pavan-almaine pair in four parts). The pavan-almaine
pair, as used in Lawes’s sets for the viols, at any rate seems to be a
staider, slightly senior relation of the nascent almaine-courante-

8 J. P Cutts ‘Robert Johnson and the Court Masque’, M&L, xli (1960). pp. 111ff : Ex III
is taken from GB-Och MS 113 p 199, and Ex. IV from GB-Ob Mus Sch. MSS
E431-436. p 178. Other versions of Johnson’s original are printed and discussed in
Albert Sunderman (ed,) Robert Johnson, Complete Works for Solo Lute (London.
197?), and Mary Chan Music in the Theatre of Ben Jonson (Oxford. 1980).
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saraband suite in England, where its appearance by the earlier 1630s in
Lawes’s Royall Consort is among the first in Europe. The complete P-
A-C-S sequence is a more elusive creature. Contained in Sets 2, 4, 7-10
of the Royall Consort, it has its origins in the hierarchy of dances for
masque and entertainment, as mentioned by John Selden:

‘Att a Solemne dancing, first you have the grave measures, then the
Corantoes & the Galliards, & all this is kept upp w th ceremony, att
length they fall to Trenchmore, & so to the Cushion Dance. . .’9

Its comparative rarity suggests that the segments hinging on the
almaine were too different in character to maintain a formal union far
away from the Court that gave sanction to the full sequence. After
Lawes, development of suite-form, in the larger-scale music for viols,
came to a close with John Hingeston, composer to the Court of the Lord
Protector, and the inclusion of corants or sarabands in his five-part sets.
The infiltration of lighter elements into the full sequence continued
with the addition of the jig in Locke’s smaller-scale string works, but
not it seems thereafter.

Understanding of the contextual unity in such diverse elements is
bound up in the origins of the Jacobean instrumental style. From its
beginnings in England, the Tudor fantasy bore the marks of its
parentage in the contrapuntal motet: the earliest piece surviving with
this title, Master Newman’s ‘Fansye’ from the Mulliner Book, has been
shown to draw upon Marco Antonio Cavazzoni’s ‘Salve Virgo’.10 A
symbiotic relationship continued well into Stuart times, as for example,
in a vocal adaptation of John Bull’s most widely-known Dorick fantasy:
‘Fraile man despise the treasures of this life’.11 No incongruity was felt
in the conjunction of [24] Ferrabosco II’s ostinato ‘Four Notes Pavan with
Ben Jonson’s ‘Hymn to God the Father’ in the same musical source (among
others)12 As we have seen above, something of the devotional character
lingered on as far as the end of the reign of Charles I in the composers’
purpose and even later in the attitudes of enthusiasts like Thomas Mace; but
the growth into a more complex whole took place through an alien graft, the
madrigal-fantasy.

Encroachment of the transalpine madrigal had produced a stock of native
imitations and adaptations that was almost spent at the mid-point of the
reign of James I and the death of his elder son. This death, possibly, and the

9 Sir Frederick Pollock (ed.) Table Talk of John Selden (Selden Society, London, 1927), p
64, as remarked upon by Andrew J. Sabol. Mention of the ‘grave measures’ is an
obvious verbal link with Mace’s description of Grave Musick, restricted in his
application to fantasies. pavans and almaines.

10 E. E. Lowinsky:’English Organ Music of the Renaissance 1’, MQ, xxxix (1953),
p. 389. Two settings for lute survive in EIR-DM 7.3.2.13.
11 H. Orsmond Anderton ed. (J. Curwen and Sons ed. no. 61048. London, 1914)
from Tristitiae Remedium dated (at completion’) 1616, GB-Lbl Add- MSS 29372-5
(and 29427). Other correspondences with vocal pieces are noted at large in MB,
xliv, and O. W Neighbour The Keyboard and Consort Music of William Byrd
(London, 1979).
12 MB, ix, no. 63.
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rising demand for instrumental music may have cut short a hybrid offshoot
among composers in the employ of Prince Henry and his courtiers. The
extent of their activities has partially escaped historians of the England
madrigal school and is now hard to assess; the lessons of vocal music had in
any case been fairly well absorbed into instrumental writing by 1619, when
Francis Tregian’s labour in compiling his great collection of keyboard
music, madrigals and motets and instrumental large-scale polyphony came
to an end. Of the English Italianate madrigals current beforehand, only one
had retained its underlay for him to transcribe: John Ward’s five-part setting
(fantasy no. 12) of Guarini’s ‘Cor mio, deh! non languire’ (Madrigal 58).13

The piece figures in the chief manuscript consort collections (those of
Myriell, Browne, L’Estrange, Marsh, Lilly), always untexted, though
1’Estrange noted that even in the 1630s a version ‘Sett for voices’ was
extant in one of his own six sources for the piece-named by him as
Fanshawe, the family name of Ward’s patron and former servant to Prince
Henry; also of another member, Sir Richard Fanshawe, later to translate
Guarini’s famous play. L’Estrange obviously considered that the titles of
madrigal fantasies possessed some programmatic meaning. Commenting in
the same books (Add. 39550-4) on a defective bass part to Ward’s five-part
fantasy ‘Non fu senza’ (no. 14; perhaps related to Guarini’s ‘Non fu senza
vendetta’, Madrigal 71), he hazarded the guess that ‘it may be to humour the
conceite of the Motte [viz. title].’

Ward was not alone in supplying a demand for Italian madrigals: fan-
tasies by Lupo preserved in Tregian’s collection have clear correlation with
Italian texts. For the now textless madrigals’Alte parole’ and’Che fia lasso
di me’ (five-part fantasies nos. 9 and 29), Lupo must have culled his poetry
from Orazio Vecchi’s Libro Primo a6 (Venice, 1583; reprinted 1588, 1591),
where ‘Alte parole e leggiadrett’ accenti’ functions as a seconda parte to
‘Occhi soave’. His five-part fantasy ‘Ardo’ (no. 19) is nothing other than a
double setting of a celebrated proposta and risposta: Guarini’s ‘Ardo si, ma
non t’amo’ (Madrigal 101) and Tasso’s ‘Ardi et gela a tua voglia’. Vocal
settings like these are among the most spirited of Lupo’s output.[25] A
small number of Coprario’s fantasies survive in texted condition: his six-
part madrigal ‘Udite lagrimosi spirti’ (with a head-motif imitated by
Tomkins in his six-part fantasy no. 1) is a setting of Mirtillo’s soliloquy at
the beginning of Act III Scene 6 in Guarini’s drama Il Pastor Fido. It may
be more than coincidence that the title of his six-part fantasy no. 2, ‘Al
folgorante sguardo’, echoes Act II Scene I at the point where Mirtillo
describes an encounter with Amarilli in the words ‘E quando io fu vicino/al
folgorante sguardo . . . ‘. The speech begins ‘Su queste labbra, Ergasto,/tutta
sen venue allor 1’anima mia. . . ‘. Could the key-related fantasy ‘Su quelle
Labra’ (no. 6) have once provided a prima parte of a primarily madrigalian
setting? Italian preference for lines of seven or twelve syllables in
madrigalian verse is mirrored in the length of the often-recurring phrases of
declamatory homophony in Coprario’s fantasies.

13 Rime (Venice, 1598) as contained in Marzio Guglielminetti (ed.), Opere di
Battista Guarini (Torino, 1971).
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A relationship with verbal sources may not always be straightforward.
Coprario’s text for the madrigal ‘Deh cara anima mia’ (also surviving un-
texted as fantasy no. 24) is an adaptation of that employed by Giovanni
Bassano in his Canzonette a4 (Venice, 1587), nos. 8-10, ‘O dolce vita mia’,
with second and third parts ‘Baciami vita mia’ and ‘Deh dolce vita mia’.
From the total of nine lines in Bassano’s verse, Coprario took lines 7-8, 6, 2-
3, following the Italian fashion for free rearrangement of such com-
monplaces. In pieces that seem primarily instrumental, Coprario was not
averse to the reminiscent incipit: the old theme ‘lo son ferito ahi lasso’
(which could have been familiar in a reworking by Ferrabosco I) begins his
four-part fantasy no. 2; and he boldly lifts the complete incipit of
Marenzio’s ‘O voi the sospirate’ to open his five-part fantasy no. 2.14 Mace’s
self-avowed ability to read whole stories into such pieces in their later life
may indeed have been a flight of fancy, but such opening phrases do lend
weight to this notion.

Even if a new route from Italy is signposted in Jacobean fantasy, does the
new style in story-telling amount to more than ‘an amalgam of incongruous
elements? Some affirmative answer should be sought, unless the
justification for seeing a coherent expressionism in the music is to fall by
the wayside. After all, sacred and secular contexts were preserved with
some care in the period in question, even if it may be easier to define the
liturgical contribution to the language by negatives; a decorous, ever. bland
eschewal of the drifting tonality or emotional chromaticism that fantasy had
come to share happily with the less devout side of vocal music. Despite a
welter of moral adaptations to devotional ends of airs and madrigals that
survive in manuscript, it is hard to conclude that these at any time [26]
represented the composers’ intentions, or signify anything other than a
musical aberration, as do their modern counterparts.15

The all-important context for the music can be found in literary
developments at the very end of the Elizabethan era. It is far from
fortuitous that the name of Guarini is prominent among salvageable
settings discussed here, since the educated circle around the Sidney and
Herbert families, that took the initiative in directing the cultural activities
of the new Stuart Court, had for some while kept a keen eye on Italy. It is
apt that translations or adaptations of Guarini appear in musical
publication for the first time in John Danyel’s Songs ( 1606): ‘Thou prety
Bird’ (later set in differing translations by Gibbons, Vautor and Henry
Lawes) adapting ‘O come se’ gentile’ (Madrigal 52) and ‘I Dye whenas I

14 Joseph Kerman: The Elizabethan Madrigal, (American Musicological society, 1962),
p. 44n. points out the loan. Despite this opening, there is not the continual reference to
the original to deserve a description of outright parody; for example. the famous
enharmonic episode is not imitated.
15 One interesting exception is Tomkins’s ‘Holy, holy, holy, Lord God of Sabaoth’.
Musica Deo Sacra (1668); an adaptation of his own ballet ‘See, see, see, the
Shepherd’s Queen’, Songs (1622), no. 17. Perhaps Tomkins’s parentage cannot be
guaranteed for this posthumous issue. Another possible exception. perhaps indicating
puritan inclinations in the composer, is the inclusion of some madrigalian devices in
the anthems and pious canzonets of John Amner, Sacred Himnes (1615).
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doe not see’ based on ‘Io mi sento morir’ and ‘Parlo, misero, o taccio?’
(Madrigals 55, 54).16 John’s brother Samuel had cultivated the
acquaintance of Guarini, translated from the Aminta of Guarini’s
precursor Tasso, and was foremost in bringing Italianate pastoral drama
before the eyes and ears of the Court, most notably in The Queenes
Arcadia (performed for Queen Anne in 1605). The wholesale importation
of borrowed novelties did not pass without comment: Daniel’s arch-critic
Ben Jonson in 1607 put into the mouth of the music-loving Lady Politick
Would-Be the pointed remark on Guarini:

All our English writers,
I meane such, as are happy in th’ Italian,

Will deigne to steale out of this author, mainely ...
Hee has so moderne, and facile a veine, Fitting the
time, and catching the court-eare.17

The hint of exclusiveness here was justifiable. Though a translation of
the Pastor Fido had become available in 1602 and had been preceded by a
London edition in Italian, conjointly with Aminta, in 1591 (the first outside
Italy),18 an attempt by Fletcher to transplant the genre to the popular stage in
The Faithful Shepherdess ( 1607), proved a failure. The vogue obviously
held allure for longer at the highest levels of society, which could afford to
dispense with hostility to Italianate leanings. Even Ferrabosco II, whose
whole patronage was found in these levels, but whose instrumental style
was probably crystallised before the upsurge in interest for madrigalderived
composition, attempted monodic excerpts in Italian from the [27] Pastor
Fido.19 Queen Anne herself, it was reported in 1611, was more familiar
with the Pastor Fido than with any other Italian literature presented to
her.20 It is just possible that a surviving printed advertisement of 1612
could give us a solitary glimpse of her courtiers sampling a musical
fashion such as this at its height, as a cover to some discreet gaming (one
wonders whether Thomas Mace and Narcissus Marsh would have found
the company congenial):

16 Edward Doughtie. Lyrics from English Airs 1596-1622 (Cambridge Massachusetts,
1970).
17 Volpone, Act III Scene 1, lines 87-9, 91-2.
18 Published at the instigation of Castelvetro, Queen Anne’s Italian tutor until
superseded by John Florio (Danyel’s brother-in-law: K.T. Butler: ‘Giacomo
Castelvetro 1546-1616’, Italian Studies, v (1950), pp. 1-42).
19 Published in Ian Spink (ed.): Alfonso Ferrabosco II Manuscript Songs Stainer and
Bell, London 1966). Apart from some connection with the Earl of Hertford,
Ferrabosco’s only known post outside his duties to the Private Music of the king,
was as a lutenist at the Herbert’s London household according to a circumstantial
account in John Britton (ed.) The Natural History of Wiltshire: but John Aubrey
(London. 1847; reprinted Newton Abbot, 1969, pp.81, 88 Aubrey may be incorrect
though in calling Ferrabosco (d.1628) ‘Lord Philip (the first’s lutenist’, since Philip
Herbert succeeded to the Earldom of Pembroke in 1630 and, as Aubrey tactfully
remarks ‘did not delight in books or poetry’. A more likely patron is William 2nd

Earl, himself a versifier.
20 K. T. Butler: op. cit.
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An Entertainment for Noblemen, Knights, and Gentlemen of worth.
Prepared of an Italian, consort of strange musique, consisting of nine
instruments with other several] instruments, musically concorded with
Italian voyces, very delectable loyall such persons of honor, worship,
and worth. as will vouchsafe their persons to here the same. Where also
is provided costly furniture and divers things for necessary use. and
ornaments of household, fit for a Prince, Nobleman or any other of
dignity. which are to be Rifled, giving forty shillings a peece for three
thrower with three dice . At Maister Taylors house, one of the Kings
Majesties servants. at Lincolnes Inne-fields, neere Maister Garters new
house in high Holborne is the place appointed for the effecting hereof,
upon the eighteene day of June next. and so untill the ninth of July next
ensuing, at severall daies when any shall please to meete.21

Guarini’s pervasive significance for the Baroque period cannot be
touched on here, except to outline some of the reasons for the possible
catalytic effect of his contribution to the matrix of attitudes that were
accepted among the patrons of the Jacobean composers. The literary
novelty at the time was considerable: Guarini’s stance, similar in many
respects to that of Monteverdi in music, was iconoclastic and anti-
academic—he sought in his polemical writings, but also achieving great
practical success, to establish pastoral tragicomedy as a respectable genre
in the teeth of received opinion, which held that it violated the laws of
dramatic art. Part of his distinct manner in drama and lyric was achieved
by crossing the heroic and lyric moods to create a tone at once noble and
intimate, refined but emotional; an objective correlative. if one should be
sought, to the effects aimed at in the fantasies of Ward and his con-
temporaries. Even more to the purposes of this investigation, his famous
play was a considered attempt to wrest control of literary values
(especially those concerning the place of the passions in society) from
hands that Guarini considered libertarian (in chief, those of his model.
Tasso).

[28] Guarini’s style, though sensuous, was employed in the service of a
moralising outlook on life that embodied in pastoral allegory of an archaic
society a depiction of stoical Christian reliance on Providence-even out-
side the wake of the Counter-Reformation this, perhaps, explains the pull
of his influence on thoughtful or sober-minded (but artistically cautious)
patrons in England.22 For composers on the verge of a purely instrumental
style the vogue could not have been more opportune, since it gave them
license to merge usually incompatible dialects into an absolute language of
greater potential resource.

21 HMC, lviii, Bath MSS ii, pp.61-2; quoted by Walter J. Woodfill. The advertisement has
been endorsed with the year; it contains a detailed description of all items to be raffled.
22 Fanshawe’s translation of 1647 is available with introductory essay and select
bibliography J. H. Whitfield (ed.): Battista Guarini Il Pastor Fido (Edinburgh Bilingual
Library 11, Edinburgh. 1976). See also the articles of Nicolas J. Perella in Peter
Bondanella. Julia Conoway Bondanella (eds.): The Macmillan Dictionary of Italian
Literature (London, 1979).
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This is a revised version of part of a talk given to the Viola da Gamba and
Lute Societies on 24 November 1979. The writer is much indebted to the
Jaye Consort (June and Francis Baines, Rosemary Thorndycraft, Peter Vel
and Joan Wess) for performing illustrations from Lawes’s music; also to
Robin Jeffery (theorbo) for performing music by Robert Johnson and John
Wilson, and accompanying Mary Nichols (soprano) and John Milne (bass)
in a group of songs drawn principally from Earl Ferrers’ song-book
(Drexel 4041).
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Reviews

LUPO, BYRD, TOMKINS:

English Consort Series no. 11: Six 3-part consorts

DEERING and WEELKES:

English Consort Series no. 12: Five 5-part consorts

The three-part consorts in volume no. 11 are all for treble/tenor/bass, and a
very welcome addition they are too to the available repertoire. Pavans nos.
1-4 by Lupo are fine examples of long sweeping phrases and surprising
sonority for three parts with intricate imitations which are thoroughly,

rewarding to play. Pavans nos. 1 and 2 are particularly good (both in B
flat); Pavan no. 4 may not be quite so telling as the others because the
syncopations become almost too much of a good thing-they are not quite
handled with the mastery of a William Lawes. A simple organ continuo
could easily be elaborated from the bassus part and would have much to
recommend it. The set is completed with Tomkins’s Fantasy no. 10, which
has a monothematic and introspective first half followed by cascading
quaver scales in the second half; and finally the superb Fantasia no. 2 by
William Byrd, a gentle, musing masterpiece. The whole volume is much to
be recommended.

The single piece by Weelkes in volume no. 12 (for five viols) is the
Pavan ‘Lachrimae’ (no connection with Dowland) which, like most pre--
Jacobean five-part music, has a second-treble part which does not cross the
first treble, implying five graded sizes of viol (call them what you will).
The remaining pieces are all by Deering. Fantasy no. 5 for two trebles,
tenor and two basses is not perhaps his finest though there is a
characteristically sonorous and slow-moving quartet section for treble,
tenor and both basses; in addition there are Pavan and Almain no. 4 plus
Pavan no. 7 (not no. I as listed on the inside cover). These are for two
trebles, two tenors and bass; Pavan no. 7 in D minor is accounted a fine
piece by many, though I prefer the less ‘artificyall’ Pavan no. 4 in C major
with its vigorous Almain to follow. The volume is not as homogeneous as
some others in the series-consort enthusiasts who like to play through a
full set at one sitting will have to change instruments, and the Weelkes is
already available as a Supplementary Publication-but there is plenty of
pleasing music.

IAN GAMMIE
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WILLIAM LAWES: Consort Sets in Five and Six Parts

Edited by David Pinto. Faber Music

Score £20, string parts and organ book £20.

Members of this Society know and greatly admire the Consort Sets of
William Lawes, one of the two outstanding musical geniuses of the
mid-seventeenth century; a glance at pages LAWES-6, 7 and 8 of our
Thematic Index will remind them of the spread of existing
publications, including four Supplementary Publications, two edited
by Layton Ring (SP 10, SP 52) and two more edited by David Pinto
(SP 97, SP 100). For many years we have turned also to Lefkowitz’s
selection in Musica Britannica, 21. But we have long desired a
complete and consistently edited set, with score, parts and organ book,
reflecting conclusions drawn from all sources, and now we have it,
greatly to the credit of editor and publisher, in this handsome new
publication.

The publication is significant in another way. Although it resembles
the VdGS/Faber Jenkins sets in format and style, Faber Music
produced it under their own steam, with no financial help from the
Society. Such enterprise, in these difficult days, is to be warmly
applauded.

I do not wish to overlap with Michael Tilmouth, whose full review
of this publication may be consulted in The Musical Times of July
1980; 1 take as my point of departure Professor Tilmouth’s final
remark which was that he had not seen the set of parts.

Part-books

Herein lies my only note of adverse criticism. The engraving of the
string parts, though not quite up to the standard set by Faber in the
six-part Jenkins edition, is generally clear. However the string part-
books are not well planned (eight or so page-turns), and the notes on
the staff are occasionally distributed in an irrational way with
undercrowding here, overcrowding there; see Alto p. 30 line 12, Bass
1 p. 14 lines 5-6, and Bass 2 p. 27 bars 44-6 and 63. Nevertheless the
music is legible and playable, the score and organ book are well
produced, and the news from now on is good.

[31]

The music

A few lines extracted from Pinto’s editorial introduction aptly sum up
the differences between Lawes and his leading contemporary:

‘In spirit Lawes is invigorating and masculine. lacking Jenkins smooth and
accommodating quality. He keeps the sensuous qualities of sound
subordinate to his dramatic purpose and is least happy when allowing them
full rein. More specifically, he bypasses the classical synthesis of the



means of expression found in Jenkins. Lawes’ approach cannot be called
wholly contrapuntal; from its beginnings it diverges from the close texture,
fluid cross-rhythms and panty of lines. the augmentation and diminution of
themes developed by Ferrabosco that Jenkins made his own, and Purcell
brought to a magnificent colophon’.

Enough has been written in this journal and elsewhere of the various
influences which contributed to the nature and language of Lawes’s
music: Ferrabosco II, Coprario, Orlando Gibbons and others. I merely
touch on a sidelight of character. ‘ . . . And three merry boyes are we’-
ends one of Lawes’s rounds. And the names of three very ‘merry boyes’
are congregated on a single line of print in the editorial introduction,
and by their musical deeds do we know them: Peerson the practical
joker, Cranford the psychiatric ‘nut-case’, and Lawes, the
extraordinary, incomparable genius. They all meet in the second A
minor fantasy a5 (Fantasy 72: this and other piece-numbers are from
our Index), particularly in the lower half of page 17 of the score. But
the genius permeates all corners of the consort sets, chiefly the six-part
works. Meyer and Lefkowitz identified many of the big moments: we
may additionally recall two individual and expansive fantasy openings:
the first fantasy in C a6 (Fantasy 87), and the first fantasy in F a6
(Fantasy 90) which for years we have affectionately known, and with
reason, as The Sunrise.

The edition

The summary of Lawes’s life and work, the notes on performance, and
the source data and textual commentary are, like those of the Jenkins
sets, full and helpful. Pinto’s edition is sound, and is thorough in its
assessment of the autograph and non-autograph sources.

On readings, I concur generally with Tilmouth; in the second F
major fantasy a6 (Fantasy 93), I agree that Treble I’s e" in bar 51 is
more likely to be flat, on the assumption that a single accidental, placed
by the sixth and seventh degrees of a scale, commonly governed both
notes. In the same fantasy, I once again submit my suggestion (from our
SP 52) for the avoiding of the ‘Vaughan Williams effect’ in bar 46:

[32]

In bars 8-10 of the C minor Pavan a5 (Pavan 76), the rising soprano
sequence, though intact in the organ part, is broken in Treble I; when no
organ is available, the fifth note in bar 9 of Tr I may well be played as
e" flat rather than c".

Approach and performance



These are not easy pieces; which is the best path to the summit? My
family’s first step, all those years ago, was the first A minor fantasy
(Fantasy 71), one of the few viol consort pieces in which everyone, and
especially the bass player, can let himself go, and for which the
Lefkowitz version, which preserves Lawes’s crossed-out passage from
the 97th to the 126th semibreve, is worth keeping. Then we turned to
the Pavan of Pavans (Pavan 76, already mentioned). making it easier for
ourselves by writing it out in D minor, as in the four-part version. Next
came the six-part airs, as serious in character as Bach’s Allemandes,
and equally undeserving of fast tempi. The G minor Air a6 (Air 86) is a
visual as well as a musical experience, especially in the bass
department, much to the taste, no doubt, of that ‘merry boye’ Martin
Peerson. And now that we have, for the first time, the B flat Fantasy a6
(Fantasy 94) we may enjoy Lawes’s Bells; Jenkins may not claim a
monopoly!

After all that, climb every mountain ....

The organ part, as Pinto has pointed out here and elsewhere, is at all
times desirable and in some places indispensable. Sense cannot be made
of the first G minor Fantasy (Fantasy 85) without it, and, in the second
F major Fantasy a6 (Fantasy 93) the elephantine grumbling that is heard
in the organ’s absence from bars 28-33 is scarcely to be endured.
Organists need to know that the autograph organ book did not identify
those occasional solo passages; doubtless its original performer needed
no telling. But a present-day player will find it instructive to compare
organ part with score and to make his own annotations; owners of our
SP 97 will recall that this, once, was all part of the service.

If six viols and an organ cannot be recruited, it is much more
important to find other ways of rendering this great music than to hang
about in a purity of sullenness until a consort heaves in sight. The
demanding treble parts go well on violins, and there is no reason why a
modern string should
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not be set to any part. The C major Set a6 would be very effective on a
wind sextet, and I once wondered (why not?) how the C minor Set a6
might be arranged for two pianos. It is the music that matters, as Lawes,
Jenkins, Bach and Mozart testified by their own adaptations, and our
duty and pleasure is to get it into the air however and whenever we can.

Conclusion

The appearance of such a fine edition of a first-class standard work is
very much in accordance with this Society’s declared aims. I hope that
members and others will buy it, if they have not already done so, and
encourage the publisher to take further steps along the same road,
perhaps with the sets for violins, bass viol and organ by Lawes and
Jenkins, perhaps with a new and revised Dowland Lachrimae?

GORDON DODD
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Musica Britannica, 44: Elizabethan Consort Music I

Transcribed and edited by Paul Doe. Stainer & Bell, 1979.

The pre-Jacobean consort repertoire is to be covered in two volumes of
Musica Britannica. The first contains pieces of the early Elizabethan
period, up to about 1575, though Tye is left for the following volume
(for reasons of space rather than chronology). Although little of this
music is available in performing editions with parts (Denis Stevens’s
Hortus Musicus selection of seven In nomines and a handful of our
Society SPs are the best-known), some of it has been published in
score. It is not the intention of the editors of Musica Britannica to
duplicate the existing editions of Byrd and the Music of Scotland
volume (MB, 15): but it seems somewhat nationalistic to ignore the fact
that Tye has been competently published, and that David Baker’s
edition of Parsons is promised from the same publisher (A-R Editions,
Madison, Wisconsin), even though the A-R edition of Robert White is
unsatisfactory. But nevertheless it is a great pleasure to see this
substantial volume of 75 polyphonic pieces for three to seven parts,
plus a group of four- or five-part dances.

Over half of the polyphonic pieces are In nomines. The original
Taverner setting looks rather odd with a later and incongruous fifth
part; it might have confused the eye less if it had been printed below the
four-part score. A significant source is the retrospective, seventeenth-
century collection of In nomines, Ob Mus.Sch. MSS D. 212-216. (It is a
pity that the list of sources contains no indication of date, provenance
or catalogue publication of each source.) But the chief source-the only
source for many pieces-is the table-book format Lbl Add. MS 31390,
dating from c. 1575-80. The title of this manuscript raises the question
of performing medium: ‘A booke of In nomines & other solfainge
songes of v: vj: vij: & viiij: parts for voyces or Instruments’. Apart
from the thorny problem of choice of instruments, the possibility of
vocal performance of textless music (presumably to solmization
syllables rather than just Fa-la-la or doo-bee-doo) must always be
considered. But some pieces survive in a variety of sources; if this is a
guide to popularity, the taste of the time is best revealed by the
Taverner In nomine, Parsons De la court and In nomine a5, Ferrabosco
In nomine a5 no. l, and White In nomine a5.

These are certainly fine pieces, except that the popularity of De la
Court has always puzzled me (though I remember it sounding more
convincing performed vocally than performed instrumentally). The
Ferrabosco seems to have become part of the Jacobean repertoire; like
his other settings, it is in a more modern style, and may be seen as a
link between the earlier Elizabethan composers and the Jacobean.

[35]



The volume includes all the complete dances from Lbl Roy. App.
MSS 74-6, together with an appendix cataloguing the fragments and
printing some ornamented parts. This is music of a very different sort,
with a different function; Peter Holman has suggested that it is part of
the repertoire of the royal band. The added fifth part provides
innumerable difficulties, particularly with musica ficta, since whoever
added it did not allow for cadential sharpening of leading notes in other
parts (or else was extraordinarily fond of sharp/natural clashes). It is
odd that the editor gives separate numbers to paired dances, not even
drawing attention to the pairing in the notes (though once rightly
discounting a pairing). In the case of nos. 90 & 91, he mentions the link
in passing, but does not deduce that the dances should both have flat
signatures.

Players’ main grouse at the edition will be the halving of note-
values. There is no reason why the volume should have been presented
with the habits of viol players specifically in mind. But the clef layout
suits viols (or modern strings) rather than any other performing
medium, so I do not see what is gained by reducing values if one is not
interested in performing convenience. One might as well follow the
Germano-American musicological convention of treble and bass clefs
only (in the way that infuriates all viol-playing users of MB, 9). That
would, in fact, probably have been better for the dances anyway, since
all performing editions of Renaissance dances stick to those clefs. But I
am sure that most Chelys readers will welcome the choice of clefs, and
regret the note-values.

Congratulations to Professor Doe for this collection with so many
worthwhile pieces for us to play; even if they are not all of the con-
sistent quality which the Jacobean viol composers attained, there are
some works as good as any in the repertoire, while many of the others
are interesting for people like myself who enjoy seeing the struggles of
composers seeking a style, more than merely competent works written
when a style has become established. I look forward to his concluding
volume.
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Musica Britannica, 46: John Coprario: Fantasia-Suites

Transcribed and edited by Richard Charteris.
Stainer & Bell, 1980 [i.e. 1981].

Richard Charteris is a name well known to members of our Society, so
there is no need to extol the virtues of this edition. Most readers will
know these suites less well than Coprario’s fantasies, so they are even
more welcome. There are fifteen for violin, bass viol and organ and
eight for two violins, bass viol and organ. Unfortunately, organs are
still not common in the home, and the baroque violin is more a
professional than an amateur instrument at present. Not that one has to
use a baroque instrument, but I do not think that the organ parts would
work well on the piano!

Coprario seems to have invented this particular form. The instru-
mentation is possibly related to the Italian sonatas of the first decades
of the century; but the musical content is more restrained, more
traditional and obviously still written to please the player rather than
impress an audience. It seems that the original performer of the bass
viol part was King Charles I, with the composer playing the organ.
Writing this on the evening of Prince Charles’s wedding, I wonder
whether he might be tempted to imitate his admired predecessor (either
by learning the viol, or by following the precedent more generally, and
employing chamber musicians in his household).

After the fine, engraved MB44, it is a pity that this volume is
‘processed’. It seems to me that Musica Britannica should be the
showplace for the best in British printing; and, though the notes are
perfectly legible, the appearance is unpleasing. The traditional
engraver’s skill of laying out pages to avoid unnecessary turns for
repeats has been ignored-one can surely space out the material better. It
is essential (at least until computerised music-typesetting has solved all
problems) that the art of music engraving be preserved. Even if it is
more expensive than processing, the actual cost of engraving is a fairly
small proportion of the sale price. In the past, Stainer & Bell let it be
known that they were happy for people to copy out parts for at least
private performance. Since parts are not likely ever to be published to
accompany this volume, I should have thought that the statement of
rights on the reverse of the title-page should include a specific
permission for the production of manuscript instrumental parts.

Previously, only four of these suites were available (in MB,9), so it
is most gratifying to see them complete. Congratulations to Richard
Charteris for editing them and Musica Britannica for making them
available to us.

CLIFFORD BARTLETT
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WILLIAM DAMAN: Fantasia di sei soprani

Edited by Peter Holman

(Mapa Mundi, London, Series H: Instrumental music, no. I )

All viol players will welcome Mapa Mundi’s move into instrumental
ensemble music. In recent years Mapa Mundi has produced excellent
editions of choral music, carefully prepared for performance and priced so
that choirs can afford to buy copies. The new instrumental series shows
evidence of equally careful preparation: the present volume includes a
score, neatly edited without any fuss, and a set of well-reproduced parts.
Readers of Chelys will not need to be told that Peter Holman is a wise
choice for series editor.

It looks very much as though this first volume is to some extent a pilot
issue, put out with a view to eliminating the gremlins before embarking on
larger ventures. Certainly the next volumes will be bigger and will fill
serious gaps in the available repertory of early seventeenth-century
English ensemble music-substantial collections of Ives, Philips and
Thomas Simpson are announced.

If the first volume really is a pilot issue in that sense, this is perhaps the
moment to suggest two small points that might be worth considering for
the future. First, the music-copying rather follows the style of the VdGS
Supplementary Publications, with massive breves, medium-sized
semibreves and minuscule minims. There may well be logical reasons for
this style, but it is confusing for those more accustomed to the current
fashion of notating all note-heads the same size and-perhaps more im-
portant-it adds unnecessarily to the image of viol-playing and early music
as arcane pursuits. Nothing is to be gained from that image. Normal note-
heads should be used.

Second, although the original clefs and the part-ranges are given on the
score, they do not appear on the parts. For a conductor or director planning
a concert and its scoring, ranges on the score are sufficient; but for the
humble recreational musician at home it would be a great advantage for
the ranges to be indicated. Then the individual player can decide im-
mediately whether a part is for him or not.

Otherwise the planning seems excellent. Peter Holman’s Introduction
economically outlines the known facts about the composer and the work,
suggesting that it was probably conceived not for six treble viols but for
wind instruments. In the edition, original note-values are retained,
ligatures are indicated (though not the single case of minor color in the
piece), editorial emendations are clearly noted, barring is sensibly regular,
‘and bar-numbers are added where they are needed.

Comparison with Paul Doe’s edition of the same piece (Musica Britan-
nica, xliv, no. 67) reveals a few differences of opinion. In bar 46, Doe



adds a cautionary natural in the second voice to make it clear that the
‘English
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dissonance’ is intended; in bar 26 Doe adds a ficta natural to the B so that
the cadence is on a major triad, which I think is an improvement; and at the
single editorial crux in the piece (bar 15) Doe introduces an ingenious
emendation which is admittedly more complex than Holman’s, but seems
slightly better in that it eliminates the direct fifths and the covered fifths in
Holman’s version—Holman’s is certainly acceptable but Doe’s is con-
trapuntally stronger.

Finally, if two consecutive notes are on the same pitch but not
motivically significant, Holman tends to tie them together. This is always
clearly indicated in the score and parts, so that it cannot cause any con-
fusion; but perhaps it would have been in order to add a note in the preface
justifying the procedure.

I look forward very much to future issues in this series.

DAVID FALLOWS

JOHN WITHY: Twenty trio Airs for two bass viols and keyboard
Edited by Donald Beecher and Bryan Gillingham

(Dove House Editions, Canada, Viola da gamba .series, no. 13)

English bass-viol music has always been somewhat under-represented in the
catalogues of commercial music publishers, so it is good to see the Canadian
enterprise Dove House Editions complementing the Viola da Gamba
Society’s publishing activities with reliable and accessible editions of bass-
viol music. Their series already includes French and German music, which
is far less neglected in facsimile and complete editions; so it is their
publications of Simpson, Jenkins, Gorton, Coleman etc., which are a
particularly welcome addition to the available bass-viol repertoire.

Number 13 in the series is ‘22 Airs for two bass viols and keyboard’, but
the pieces work well without a keyboard. It is unpretentious music with a
melodious post-Restoration turn of phrase and just enough left-overs of
earlier contrapuntal finesse. Although Charles II could not have tapped his
foot to it, it is worth an occasional outing, and that perhaps better at home
than in the concert hall.

The edition is a sensible size for a music stand, but quite clear, although
there is a tendency to squash things together at clef changes just when quick
orientation is vital, and there are two annoying page-turns in midpiece. But
two points are strongly in its favour: the preface makes it quite clear what
decisions have had to be made—there are very real problems for the editor
of this music—and the continuo realisation is just the right size-small
enough to ignore if you want to, and big enough to read if you need it.

CHARLES MEDLAM
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A Dictionary of Early Music

By Jerome and Elizabeth Roche

(Faber Music Ltd.) price £6.95 hardback, £2.95 paperback

This little book—’little’ in the physical sense—demonstrates that a need has
arisen in the field of early music, and that it has been opportunely filled.
Here is a pocket-sized reference book which gathers together information
otherwise only to be acquired by consulting a large number of weighty
tomes: it pays homage to the New Grove but does not compete with it. It
also manages, in a most economical way, to tackle the more difficult
problems of definition. Such entries as ‘isorhythm’ and ‘mensural notation’
are models of clarity and conciseness.

On the debit side, it might be argued that too much attention is devoted to
composers (700 out of the 1000 entries by the authors’ own admission),
some of which are very obscure, at the expense of genres and techniques. It
is a shame that definitive composer-studies are not listed at the foot of each
entry, instead of including only complete editions of composers’ works.
This sometimes gives an unbalanced view. And one looks in vain for precise
references to further information (although admittedly there is a useful
paragraph on ‘recommended further reading’ in the Introduction); and
occasionally for illustrative examples. After a fine definition of ‘masque’ it
seems a pity not to mention one; and under ‘fantasia’ why not show the
association of the string version with the In nomine (which has a separate
entry) or its partial derivation from the madrigal? But these are minor
quibbles which are the inevitable result of conciseness—and this is, after all,
one of the chief virtues of the book.

Rarely may the writers be accused of falsification, although inevitably
they must be accused of omission, and sometimes of over-simplification:
this follows from the nature of the exercise. However, this is a small price to
pay for such excellently compact, clear and readable entries. Here is a book
which is accessible to the non-specialist (in particular, the explanatory line
drawings of instruments enhance its appeal), but which is still useful, within
its own terms, for the specialist. In short, it is a work which is easy to pick
up, but difficult to put down.

WENDY HANCOCK
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