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EDITORIAL

The content of this issue of Chelys demonstrates that significant source
material can still come to light, not only in private or newly accessible
collections but also, as in the catalogue described in Michael Fleming's
letter, right under our noses. There is much we have yet to find out about
the circulation of sixteenth and seventeenth century music in manuscript or
print, the daily lives of professional musicians and contemporary
perceptions of music, so every fresh insight or extra piece of evidence is
helpful.

A prime function of Chelys is to encourage research and discussion,
as well as critical re-examination of issues perhaps considered closed. The
'Letters to the Editor' section now restored at the end of the journal is
intended to enable readers to contribute to these activities without the need
to submit a full-length article, and correspondence about scholarly matters
is warmly invited.

ROBERT THOMPSON

ABBREVIATIONS

DNB Dictionary of National Biography
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NEW CONNECTIONS BETWEEN
EASTERN EUROPE AND WORKS BY
PHILIPS, DOWLAND, MARAIS AND

OTHERS
Richard Charteris

For more than fifty years, the Biblioteka Jagiellonska in Kraków has been
the custodian of a large quantity of pre-1700 music prints and manuscripts
that prior to the Second World War were owned by the Preussische
Staatsbibliothek in Berlin (or, as it is known today, the Staatsbibliothek zu
Berlin, Preussischer Kulturbesitz). In 1941, while the war was in progress,
the Berlin library placed most of its rare materials in safe keeping in
various parts of Germany, including Schloss Fürstenstein in lower Silesia
where the early music prints and manuscripts now in Kraków were stored.
In 1944 these materials were transferred to the Benedictine monastery at
Grüssau (now Krzeszów in Poland). After the war, in 1946, Polish troops
transported these materials from Grüssau to Kraków, and eventually the
items were deposited, together with valuable Berlin prints and manuscripts
concerning other subjects, in the Biblioteka Jagiellonska, where they have
remained ever since.1 The survival and whereabouts of these materials did
not become known in the West until the 1980s,2 and because of their
omission from the RISM catalogues of early music prints and manuscripts
(in part because of the decision by RISM to ignore lost sources) scholars
have been unable to ascertain the extent of the collection.3 Although a
number of studies have been published about specific sources,4 a detailed

1 1 should like to thank the staff of the Biblioteka Jagiellonska, Kraków (in
particular Mrs Angieszka Mietelska-Ciepierska, Mrs Krystyna Pytel and Mrs
Malgorzata Krzos) and of the Staatsbibliothek zu Berlin (in particular Drs
Helmut Hell and Hans-Günther Klein) for their generous assistance during my
work in their libraries and for providing photographic material. I am also
grateful to the Australian Research Council for financial assistance.
2 See N. Lewis, Paperchase: Mozart, Beethoven, Bach...The Search for their Lost
Music (1981); D. Sackmann, ‘From Berlin, Grüssau, Cracovie...la liste est longue:
Controverse autour d’autographes musicaux déplacés pendant la deuxième guerre
mondiale’, Dissonance 57 (1998), 14-19.
3 The abbreviation RISM used in this article refers to one of the following: RISM series A
I: I-IX: Einzeldrucke vor 1800, ed. K. Sehlager et al. (Kassel, 1971-81) and XI-XIV:
Addenda et corrigenda, ed. I. and J. Kindermann (XI-XIII) and G. Haberkamp (XIV)
(1986-1999); RISM series B I: Recueils imprimés, XVIe-XVIIc siecles, ed. F. Lesure
(Munich-Duisburg, 1960); RISM series B VIII: I-II: Das deutsche Kirchenlied:
Verzeichnis der Drucke von den Anfängen bis 1800, ed. K. Ameln, M. Jenny and W.
Lipphardt (Kassel, 1975, 1980).
4 See A. Tyson, ‘Le nozze di Figaro: Lessons from the Autograph Score’, MT 122
(1981), 456-61; R. Charteris, ‘New Sources of the Works of Giovanni Gabrieli’, AID 40
(1986), 135-76; C. Wolff, ‘Johann Valentin Eckelts Tabulaturbuch von 1692’,
Festschrift Martin Ruhnke zum 65. Geburtstag, edited by colleagues from the Institut
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catalogue of all the Kraków library’s musical materials formerly in Berlin
is long overdue. In particular, it is not well known that the Biblioteka
Jagiellonska possesses libretti of operas and oratorios and rare books on
the theory of music, all of which were once in Berlin.5 The same could
also be said of some of its music manuscripts, ones that cover a wide
period and include many fine composer autographs.

Over several decades, with the assistance of the library staff, I have
studied all the printed music from Berlin preserved in Kraków with the
aim of identifying volumes with manuscript additions. This undertaking,
involving a survey of more than 2,500 early music prints, has yielded
some fascinating discoveries, a handful of which, such as two lute
manuscripts appended to early prints, have been known for many years.6

The large majority, however, are little known, and a short description of
all the pre-1700 music prints with manuscript additions concludes this
article (see Appendix II). In view of their relevance to early English and
French instrumental consort music, I have singled out three of the new
manuscript sources for special investigation.
1. Kraków, Biblioteka Jagiellonska, Mus. ant. pract. F 611

This print, devoted to music by Melchior Franck, consists of the
‘Suprema’ and ‘Infima’ partbooks (lacking the Media partbook) of: [3]

for Musikwissenschaft der Universität Erlangen-Nürnberg (Neuhausen-Stuttgart, 1986),
374-86; J. Griffiths, ‘Berlin Mus. MS 40032 y otros nuevos hallazgos en el repertorio
para vihuela’, Espana en la música de occidente, ed. E. C. Rodicio, I. Fernandez de 1a
Cuesta and J. Lopez-Calo (Madrid, 1987), 323-4; A. Tyson, ‘Mozart’s Horn Concertos:
New Datings and the Identification of Handwriting’, Mozart-Jahrbuch (1987-8), 121-37;
Klaus-Peter Koch, ‘Das Claviertabulaturbuch von Caspar and Johannes Plotz:
Bemerkungen zu Samuel Scheidt anhand der wieder aufgefundenen Handschrift Mus.
MS 40056 der ehemaligen Preussischen Staatsbibliothek Berlin’, Beitrage zur
rnusikalisclrerz Quellenforsclumg, ed. I. Stein, E. Roch and W. Schulze (Bad Kostritz,
1991), 229-43; D. Kirsch and L. Meierott, Berliner Lautentabulaturen in Krakau:
Beschreibender Katalog der handschriftlichen Tabulaturen für, Laute und verwandte
Instrurnente in der Biblioteka Jagiellonska Kraków aus dem Besitz der ehemaligen
Preussischen Staatsbibliotliek Berlin (Mainz, 1992); B. Mann, ‘From Berlin to Cracow:
Sixteenth- and Seventeenth-Century Prints of Italian Secular Vocal Music in the
Jagiellonian Library’, Notes 49 (1992), 11-27; M. Staehelin, ‘Fine wiedergefundene
Messen-Hand schrift des fruhen 16. Jahrhunderts’, Studiert zur Musikgeschichte: Eine
Festschrift fur Ludwig Finsclher, ed. A. Laubenthal and K. Kusan-Windweh (Kassel,
1995), 133-44; R. Charteris, Adam Gumpelzhaimer’s Little-Known Score-Books in
Berlin and Krakow (Neuhausen-Stuttgart, 1996).
5 A. Patalas, Katalog starodruków muzycznych ze zbiorów bylej Pruskiej Biblioteka
Panstwowej w Berlinie, przechowywanych w Bibliotece Jagiellonskiej w Krakozuie
(Kraków, 1999), which became available in mid-2000 after the completion of the work
for this article, catalogues the Berlin early music prints now in Krakow but does not
include other printed materials from Berlin, such as the libretti and books on music
theory. Manuscript additions attract brief comment, but there is no index of the relevant
prints. As a result, the information in Appendix II of the present article will be useful.
6 In Mus. ant. pract. J 150 and W 510. For W 510 see J. Wolf, Handbuch der
Notationskunde (Leipzig, 1913; repr. Hildesheim, 1963), II, 49; both manuscripts are
mentioned in W. Boetticher, ‘Studien zur solistischen Lautenpraxis des 16. and 17.
Jahrhunderts’ (Doctoral dissertation, University of Berlin, 1943), passim. See also W.
Boetticher, Handschriftlich überlieferte Lauten- and Gitarrerrtabulaturen des 15. bis
18. jahhiundert: beschreibender Katalog, RISM series B VII (Munich, 1978), 39-40.
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TRICINA NOVA / Lieblicher Amorosischer ge= / singe, mit schbnen
Poetischen texten gezieret, / and ettlicher massen nach ltalianischer art / mit
fleiss componirt, / Durch / Melchior Francken, Furst: Sachsischen Ca= /
pellmeister zu Coburg. / [part name] / Gedruckt zu Nurmberg, durch
Abraham / Wagenmann, inn verlegung David / Kauffmanns. / M D C XI. /
(= RISM series A I: F 1663)

The covers of the extant partbooks date from the late eighteenth or early
nineteenth century. Each partbook is half-bound in green leather with green
cardboard covers constituting the remainder. Impressed in gilt on the outside
front covers are details of the print’s part name and the composer of its
music as well as its title and date. There are no indications in the two
partbooks about previous owners, except for a nineteenth-century stamp
added by the Staatsbibliothek zu Berlin when it was known as the
Königliche Bibliothek; the stamp appears on the otherwise blank verso of
the leaf with the title-page in each partbook.

The Suprema partbook is the only one that has an addition of
manuscript music, which appears on the recto of a leaf (the verso is blank)
bound between the volume’s final printed folio and its rear, unused flyleaf.
The manuscript leaf, which has been irregularly cropped, is larger than the
printed volume and its front and lower edges have been folded inwards: the
covers of the partbook measure 19.9 x 15.6 cm and the folded dimensions of
the added leaf are virtually the same. Its paper, thinner than that of the
ensuing flyleaf, has six vertical chain lines about 3 centimetres apart and a
watermark with a snake twisted round an upright staff and the cross of St
Andrew in a shield at the base (see Plate 1). Features of this watermark
resemble a group (eight with the Greek cross and one with the cross of St
Andrew) recorded by Briquet, the paper of which originated from Germany
(Strasbourg, Alsace, Lorraine, Reutlingen, 1553-1601).7 None of the other
paper in the source is of the same type, so it is impossible to determine if the
watermark, like some of Briquet’s examples, was accompanied by a
countermark. The manuscript hand is consistent with copying during the late
sixteenth or early seventeenth century. The recto of the leaf has six
individually-ruled staves varying in width from 1.1 to 1.9 cm (the distance
between the staves is similar in range). The stave system measures overall
19.2 x 16 cm.

The anonymous manuscript work is entitled ‘Pavana dolorosa, a 4.’ (see
Plate 2) and proves to be by the outstanding English composer Peter Philips
(1560/61-1628).8 Adding a four-part composition to a set of partbooks
otherwise devoted to three-part works is curious: perhaps the missing
printed partbook included the other three parts of the manuscript work, or
perhaps the extant part was loose and the only one available when these
partbooks were bound in the late eighteenth or early nineteenth century.

7 See C. M. Briquet, Les filigranes. Dictionnaire historique des marques du papier dès
leur apparition vers 1282 jusqu’en 1600, ed. A. Stevenson, (Amsterdam, 1968), I,
supplementary material *68, facsimile pages 324, 335-6; 111, watermark nos. 5512-19 and
5742.
8 See J. Steele, ‘Philips [Phillipps, Phillips], Peter [etcj’, Grove, XIX, 589-94; and Peter
Philips: Complete Keyboard Music, ed. D. J. Smith, Musica Britannica 75 (1999), xxii-
xxiii.
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Philips spent much of his adult life abroad, especially in the Low
Countries: his Catholic faith and the limited opportunities for preferment for
[5] Catholics in Protestant England undoubtedly accounted for his decision
not to return to his native land after he left there in 1582. However it came
to be bound with Tricina Nova, this new source of the Dolorosa Pavan is
of special significance because the composition has hitherto been unknown
as a consort work for four instruments. Until now, the only known consort
version was one for five unnamed instruments (almost certainly viols) in
British Library, Egerton MS 3665 (ff. 517v-518r), where the work is
attributed to ‘Philippi.’, and where its title is now almost completely
cropped-only the last two letters of its title, ‘sa’, are visible.9 In addition, it
has long been known as a work for keyboard and lute, surviving in sources
that date from the late sixteenth to the mid-seventeenth century.10

Plate 1. Krak6w, Biblioteka Jagiellonska, Mus. ant. pract. F 611. Suprema
partbook: watermark of rear manuscript leaf. Reproduced by kind
permission.

In Francis Tregian’s famous Fitzwilliam Virginal Book (Fitzwilliam
Museum, Cambridge, MU MS 168) the work is entitled ‘Pauana /
Doloroso / [6] Treg’ with the date and attribution at the end, ‘Peter Philips.
1593.’ The appearance of Tregian’s surname below the title seems to be no
more than a gentle reminder that the work was copied from another

9 For a facsimile edition, see London, British Library MS Egerton 3665 (‘The Tregian
Manuscript’), with an introduction by F. A. D’Accone (New York, 1988), II, ff. 517v-
518r.
10 . For a list of keyboard sources and facsimiles see Peter Philips: Complete Keyboard
Music, ed. Smith. The three lute sources are: RISM series B 1: 161524, 181-2 (‘Pavana
dolorosa’; unattributed); Cambridge, University Library, Dd. 5.78.3, ft. 65v-66r (untitled
and unattributed); Dd. 9.33, ff. 14v-15r (‘Cromatica pavana’; unattributed).



Chelys vol. 29 (2001), article 1

manuscript of his. Speculation that this work may be Philips’s setting or
reworking of a piece by Tregian should probably be discounted,11 not least
because Tregian’s name appears with other works in this source.12 Another
keyboard source of Philips’s pavan found in the Biblioteka Jagiellonska
(and formerly located in Berlin), Mus. MS 40316, indicates that this work
was ‘co[m]posta in prigione’. Together these two keyboard manuscripts
indicate that the pavan was composed while Philips was imprisoned in
1593, when he must also have composed the galliard paired with the pavan
in most early sources.

Plate 2. Kraków, Biblioteka Jagiellonska, Mus. ant. pract. F 611. Suprema
partbook: rear manuscript leaf with Peter Philips’s ‘Pavana dolorosa, a 4.’
Reproduced by kind permission.

[7] The circumstances surrounding Philips’s imprisonment in 1593
reveal how dangerous life could be when travelling abroad. Another
Englishman, Roger Walton, reported Peter Philips and two others to the

11 See W. Apel, The History of Keyboard Music to 1700, translated and revised by Hans
Tischler (Bloomington, Indiana, 1972; first published as Geschichte der Orgel- and
Klaviermusik bis 1700 (Kassel, 1967)), 298 and 795; and I. Fenlon, Cambridge Music
Manuscripts 900-1700 (Cambridge, 1982), 163. Both authors are incorrect in their claim
that the Fitzwilliam Virginal Book describes the Dolorosa Pavan as ‘set by’ Peter Philips;
these words are not found with the music and nor do they appear in its index added by
Henry Smith of Richmond in 1816.
12 See J. A. Fuller-Maitland and A. H. Mann, Catalogue of the Music in the Fitzwilliam
Museum, Cambridge (1893), 105 and the relevant entries in the index on pp. 108-19; the
position of Tregian s name in relation to the titles can only be determined by studying the
original manuscript.
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Dutch authorities as complicit in a plot to kill Elizabeth I, the queen of
England. The suspects were arrested and transported to the Hague where
they were questioned and further information was sought from London. In
due course, all the suspects were exonerated. Philips must have composed
his Dolorosa Pavan and Galliard in despair at his imprisonment, which
occurred between 27 September and 1 November 1593;13 regrettably, only
the pavan survives in the new manuscript in Mus. ant. pract. F 611.

While we can be certain that Philips composed the work for both
keyboard and instrumental consort, it is unlikely that he was responsible
for the lute versions (none of which bears an attribution to Philips).
Certainly, this is the case with the lute arrangement of Philips’s pavan in
RISM series B 1, 161524 , where the person responsible for the lute
arrangement, Georg Leopold Fuhrmann (fl. 1606-16), is named on the
title-page;14 it is unclear who arranged the work in the two late sixteenth-
century lute manuscripts in Cambridge University Library (Dd. 5.78.3, ff.
65v-66r, and Dd. 9.33, ff. 14v-15r). As far as the consort version is
concerned, contemporaries must have welcomed the opportunity to play
this work with four instruments when it was not possible to assemble five.
Assuming that the keyboard version was already available, the
composition of the four-part consort version would have been
straightforward, since the keyboard version has a prevailing four-part
texture (though it sometimes has extra notes that double ones elsewhere).
As if to emphasise this point, the top part in the new source in Kraków
mostly follows the uppermost sounding part of the keyboard version in the
Fitzwilliam Virginal Book (though ignoring the latter’s varied written-out
repeats). Although a recent scholar has claimed that the version for
keyboard is an adaptation of the one for five-part consort,15 we cannot be
certain how Philips first conceived the work, not least because the
keyboard and consort versions are well suited to their particular forces and
provide no definite evidence about their sequence of composition.
Interestingly, the versions for keyboard, lute and four-part consort are all
in C, whereas the five-part consort version is the only one in F. Perhaps
this might be a reason to suppose that the versions for keyboard, lute and
four-part consort preceded the five-part version.16 Whatever the case, we
are fortunate that this four-part version has survived.

2. Kraków, Biblioteka Jagiellonska, Mus. ant. pract. H 540

13 See A. G. Petti, ‘New Light on Peter Philips’, The Monthly Musical Record, 87 (1957),
58-63 and A. Curtis, Sweelinck’s Keyboard Music: A Study of English Elements in
Seventeenth-Century Dutch Composition (3rd edn, Leiden, 1987), 28-31.
14 For a facsimile edition of Fuhrmann s print, see Testudo gallo-germanica, 1615:
Faksimile-Nachdruck mit freundlicher Genehmigung der Bibliothèque Royale,
Bruxelles (Neuss, 1975).
15 See Peter Philips: The Complete Keyboard Music, ed. Smith, xxv and 196.
16 My edition of the four-part version of this work and its matching galliard (involving a
reconstruction of the missing three parts of the pavan and an editorial version of the gal-
liard) appears in Peter Philips: Pavan and Galliard Sets for Four- and Five-Part Viol
Consort (PRB Productions, Albany, California, forthcoming).
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Like F 611 (cited above), this print is devoted to German vocal works,
though its composer, Valentin Haussmann, signifies that its pieces may
also be performed on instruments. The title-page of the surviving ‘Altus’,
‘Tenor’ and ‘Quinta vox’ partbooks reads: [8]

Neue Teutsche Weltliche Lieder / mit funff stimmen, welchen am ende zwey
mit sechsen / hinzu gesetzt, lieblich zu singen, and auff Instrumenten / wol
zu gebrauchen, componirt and inn / Truck gegeben, / Durch / Valentinum
Haussmann, / Gerbipol: Saxonem. / [part name] / Gedruckt zu Nurmberg,
durch Catharine Gerlachin / Erben, in verlegung Andree Wolcken, Buch= /
handlers zu Breslaw / M. D. XCII. / (= RISM series A 1: H 2379)

The covers of the three partbooks of Mus. ant. pract. H 540 are similar to
those of Mus. ant. pract. F 611. Once again, there are no indications about
previous owners, except for a nineteenth-century stamp added by the
Staatsbibliothek zu Berlin when it was known as the Königliche Bibliothek:
the stamp appears on the otherwise blank verso of the leaf with the title-
page in each partbook. Unlike Mus. ant. pract. F 611, however, Mus. ant.
pract. H 540 includes manuscript works in all three of its partbooks.
Regrettably, the pieces are incomplete, and other parts must have appeared
in manuscript additions bound with the no longer extant partbooks.

Unfoliated manuscript leaves appear at the rear of all partbooks. The
number of folios involved varies: the Altus partbook has seven, of which ff.
[5v] and [6r-7v] are unused except for some markings in red ink on f. [5v];
the Tenor partbook has eight, of which ff. [5r-8v] are unused, though
markings in red ink appear on f. [5r]; and the Quinta vox partbook has eight,
of which ff. 15v] and [6r-7v] are unused except for some markings in red
ink on f. 15v]. The manuscript leaves measure 14.9 x 20 cm; in comparison,
the covers of the partbooks measure 15.7 x 20.6 cm. Individually hand ruled
staves, with red marginal rulings, appear on most folios in each manuscript
section, and the number of staves varies from four to six per page. The
measurements of the overall stave systems (for those folios that have them)
varies, though an average measurement is 10.8 x 17 cm. The average stave
height is 1.2 cm; the average distance between the staves is the same. Most
pieces are numbered in red ink in each partbook.

Fragments of two watermarks appear in the manuscript leaves of all
three partbooks, though in the ‘Quinta vox’ the paper of f. 8-which has an
unidentifiable watermark fragment-corresponds to that of the flyleaves
elsewhere in the partbooks. The flyleaves were probably added when the
partbooks were bound many years later. The fragments of the two
watermarks in the manuscript sections are located in the upper centre of
some of the folios, as one would expect of oblong quarto volumes. The first
watermark fragment has the letters ‘D’ and ‘S S’ inside curved lines (in the
complete mark, these curved lines belong to two circles). This fragment
appears on ff. 1, 2, 5 and 6 of the Altus partbook, on ff. 2, 5, 7 and 8 of the
Tenor partbook, and on ff. 5, 6 and 7 of the Quinta Vox partbook. The
second fragment, from a different watermark, consists of a crown-like fig-
ure, and appears only on f. 1 of the Tenor partbook. All leaves have six
vertical [9] chain lines three centimetres apart, the only exception is the
folio that corresponds to the flyleaves mentioned earlier, where there are
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nine vertical chain lines two centimetres apart. The first fragment has
many features in common with Briquet 2034 (Posen and Görlitz, 1586;
Ruppin, 1590; Frankfurt am Oder, 1593; and Brandenburg, 1595).17

Despite minor differences between the watermark fragment in the
manuscript sections and Briquet’s example, it would be reasonable to
assign the manufacture of the Krak6w source’s manuscript paper to the
1590s at the latest.

The manuscript music in all three partbooks is copied by a single
hand, and its style suggests that the copying was completed in the 1590s.
Most probably the music was copied around the time of publication of the
1592 print with which the manuscript material is bound. The contents of
the manuscript sections vary, though some works are shared. The
variations and the occasional discrepancies in the piece numbers indicate
that the copyist had second thoughts about the compositions he wanted. In
some cases, only one part of a ensemble work has been copied, and the
space for this in other books has been filled with music for a different
piece. Interestingly, the initial pieces are found in all three partbooks, and
the variations occur thereafter. The apparent confusion in their contents
can only be explained by a change of heart on the part of the copyist.

Overall, there are eighteen unattributed compositions in the
manuscript sections, though it is possible that attributions might have
appeared in the no longer extant Cantus and Bassus partbooks (where the
missing manuscript parts for these works must have once resided). The
absence of the outer parts makes it difficult to determine the authorship of
these works, though I have identified four pieces.

The first composition, no. 1 in all three partbooks, is labelled
‘Paduana Anglica’. An extensive search has failed to identify the work or
its composer or even its total number of parts, though it is likely to have
been a five-part piece (for details of this source’s manuscript works, see
Appendix I). Works bearing this or a similar title appear in quite a few
sources of the period, and it is not unusual for them to be unidentified. For
example, Michael Eijsertt’s lute-book, dating from the early years of the
seventeenth century and found in Linz (Oberösterreichisches
Landesarchiv, MS 475), includes a large number of dance movements, and
quite a few of these, together with some entitled ‘Pauana Englessa’, have
yet to be identified.

The second work in these partbooks is a new concordance for the
Lachrimae Pavan by John Dowland (1563-1626).18 This work appears in
numerous sources of the period, ranging from versions associated with
Dowland to arrangements by other composers.19 Although the composition
is best known today, as it was during the composer’s lifetime, as a lute
piece, Dowland also composed two other versions. One of these is scored

17 Briquet, Les filigranes, 1, 149-50.
18 See D. Poulton, John Dowland (2nd edn, 1982), and J. M. Ward, ‘A Dowland
Miscellany’, Journal of the Lute Society of America, 10 (1977), 5-153.
19 See Poulton, John Dowland, 487-8, 500-1, 505; Ward, ‘A Dowland Miscellany’, 60-1,
75-6, 80; G. Dodd, Index, Dowland, 2-3; P. Dirksen, The Keyboard Music of Jan
Pieterszoon Sweelinck: Its Style, Significance and Influence (Utrecht, 1997), 308.
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for two voices and lute, [10] ‘Flow my teares’, which was first published
in his The Second Booke of Songs or Ayres (London, 1600). The other
version, ‘Lachrimae Antiquae’ for instrumental consort, was published as
no. 1 of his Lachrimae, or Seaven Teares Figured in Seaven Passionate
Pavans, with Divers other Pavans, Galiards, and Almonds, set Forth for
the Lute, Viols, or Violins, in Five Parts (London, [1604]).

The three parts of ‘Lachrumae’ in Mus. ant. pract. H. 540 correspond
to the Altus, Tenor and Quintus of Dowland’s 1604 print and, like the
copy in Kassel mentioned in the next paragraph, are in the same key, A
minor. Most of the remaining consort sources, including the one for mixed
consort in Thomas Morley’s The First Booke of Consort Lessons
(London, 1599; reprinted 1611), are in D minor.20 Despite general
similarities, the music of ‘Lachrimae’ in Mus. ant. pract. H. 540 is not
always identical to that in the 1604 print: the differences range from minor
rhythmic alterations and missing accidentals to minor melodic variants in
the Tenor part (for example, the interpolation on f. lr, reproduced in Plate
3, differs from the corresponding section in the 1604 print).

Plate 3. Kraków, Biblioteka Jagiellonska, Mus. ant. pract. H 540. Altus
partbook, manuscript section, f. lr with the’Paduana Anglica’ and the
beginning of the’Tenor’ part of John Dowland’s ‘Lachrumae pavan.
Reproduced by kind permission.

[11] Although the Kraków source does not specify the compositions
number of parts, let alone its instrumentation, it is almost certain that the
copyist’s exemplar was scored for five instruments without the extra part
for lute found in the 1604 print. The suggested scoring, based largely on
similarity to the 1604 print, is partly consistent with the evidence
elsewhere in the Kraków source, for some of its other works are specified
‘a5’ (though a number of others are indicated ‘a4’). Since the manuscript

20 Poulton, John Dowland, 505; Dodd, Index, Dowland, 2-3.
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sections in Mus. ant. pract. H 540 most probably date from the 1590s, we
can be reasonably certain that Dowland circulated the consort version of
the pavan well before he published it in 1604. In fact, the Kraków version,
less elegant in places than its printed counterpart, is probably the earliest
version of the consort work. Another early consort source,
Landesbibliothek and Murhardsche Bibliothek der Stadt Kassel, MS mus.
125, 1-5, was copied c1600 and also contains a less sophisticated copy
than the one Dowland published in 1604. The Kassel manuscript partbooks
were produced for the court of Moritz, Landgrave of Hesse, and were
apparently copied by an Englishman.21 The new source in Kraków
provides the strongest evidence to date that other musicians knew
Dowland’s consort version of his Lachrimae Pavan in the 1590s.22 Like
Philips’s Dolorosa Pavan, the order in which Dowland composed the
versions of his Lachrimae Pavan is open to speculation, though it is widely
believed that the lute version was first.23

Of the remaining sixteen works in the manuscript sections of Mus.
ant. pract. H 540, only three German vocal works have been identified (the
format of the titles that follow adheres to those in the manuscript): ‘Ich
weiss mir ein festesgebawet hauss’ (a5) and ‘So wit ich frisch and fr6lich
sein (a5) are by Antonio Scandello (1517-80), who first published them in
1570; and ‘Last preisen gott den Herren’ (a5) by Girolamo Conversi (fl.
1571-5), which was first published in the anthology RISM series B I,
158714 . Until now, it has not been realised that Conversi’s piece is a
contrafactum of his Italian madrigal ‘Sta nott’io mi sognava’ (a 5), which
was first published in the composer’s II primo libro de canzoni alla
napolitana a cinque voci (Venezia, 1572). Unlike Scandello, who spent
much of his career in Germany and published many weltliche and
geistliche Liedlein, Conversi only published Italian madrigals, and there
is no evidence that he worked in Germany. Today, Conversi is probably
best known for three Italian madrigals with English text distributed among
Nicholas Yonge’s Musica Transalpina (London, 1588) and Thomas

21 See C. Wool, ‘A Critical Edition and Historical Commentary of Kassel 40 MS mus. 125’
(M.Mus. thesis, University of London, 1983). Suggestive evidence about the circulation of
the consort version of the pavan on the Continent appears in Johann Rude’s Florem musi-
cae...liber secundus (Heidelberg, 1600), in which no. 91 is a lute setting described as
‘Pavana a 5 voc. Dulandi Angli’: presumably the five-part consort version was known to
Rude.
22 Dowland may have taken a pre-publication copy of the pavan to Kassel in the 1590s;
see P. Holman, Four and Twenty Fiddlers: The Violin at the English Court 1540-
1690 (2nd edn, Oxford, 1995), 160, and idem, Dowland: ‘Lachrimae’ (1604)
(Cambridge, 1999), 37.
23 The earliest printed source of Dowland’s lute version is William Barley’s anthology A
New Booke of Tabliture (1596); some of the manuscript sources, such as Matthew
Holmes’s copy in Cambridge, University Library, Dd. 2.11 (f. 81r), almost certainly pre-
date the 1596 print. The earliest source of the two-voice version with lute accompaniment
is John Dowland’s The Second Booke of Songs (1600). Mus. ant. pract. H 540 is
probably the earliest source of the consort version, which was first published in
Dowland’s Lachrimae, or Seaven Teares Figured in Seavan Passionate Pavans
(London, [1604]). For further details about Dowland’s Lachrimae Pavan, see the books
by Poulton and Holman, cited above, and D. Pinto, ‘Dowland’s Tears: Aspects of
Lachrimae’, The Lute 37 (1997), 44-75.
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Watson’s The First Sett of Italian Madrigals Englished (London,
1590).24 The proposed dating of the manuscript material in Mus. ant. pract.
H 540 to the 1590s is consistent with the fact that the vast majority of the
manuscript sources of Scandello’s music date from the sixteenth century.25

Besides a few additional German vocal works, the other pieces in the
Kraków source are pavans and galliards, and one of these has a German
text. Indeed, there are plenty of examples of dances with German text from
this period, [12] a number of which appear in Johannes Christoph
Demantius’s Sieben and siebentzig newe ausserlesene, Liebliche,
Zierliche, Polnischer vnd Teutscher Art Tantze, mit vnd ohne Texten,
zu 4. vnd 5. Stimmen (Nürnberg, 1601), and in Valentin Haussmann’s
Rest von Polnischen and andern Tantzen, nach art, wie im
Venusgarten zu finden, colligirt, and zum Theil gemacht, auch mit
weltlichen Amorosischen Texten unterlegt (Nurnberg, 1603). The
Kraków source must have originated in a German speaking area of Europe,
though we must await the discovery of further evidence to ascertain details
about exactly where and for whom it was copied.26

3. Kraków, Biblioteka Jagiellonska, Mus. ant. pract. M 110

The third and last print with which I am concerned dates from the second
to last decade of the seventeenth century. 1t consists of a single volume
entitled:

PIECES / a une et a deux / VIOLES / Composées par / M. Marais
ordin.re / de In musique de La / Chambre du Roy / [in the
‘EXTRAIT DU PRIVILEGE DU ROY’ on p. 6:] Achevé
d’Imprimer le 20e Aoust 1686 / Les exemplaires ont esté fournis /
A PARIS / Chez L’Autheur Ruë Quinquempoix an Chef St. Jean
du costé de la rue aux Ours / ET / [Chez] Jean Hurel faiseur
d’Instruments pour la musique du Roy, ruë des / Arcis a 1’Irnage
St. Pierre[.] / (= RISM series A I: M 383 )

Marin Marais (1656-1728) is the most famous member of the French
school of Baroque viol performers and composers, and his music, with its
striking originality and grace, is held in high esteem by all who cherish the
instrument and its music. For most of his life Marais was a musician in the
French royal household, and he composed several operas and a large group

24 See W. R. Spindle and R. 1. DeFord, ‘Conversi, Girolamo’, Grove, VI, 378-9.

25 See R. Charteris, Newly Discovered Music Maimscripts from the Private
Collection of Ernil Bohn (Holzgerlingen, 1999), passim; and Census-Catalogue of
Manuscript Sources of Polyphonic Music 1400-1550, compiled by the University of
Illinois Musicological Archives for Renaissance Manuscript Studies (Neuhausen-
Stuttgart, 1979-1988), passim. Details about Scandello’s life and works appear in D. O.
Heuchemer, ‘Scandello, Antonio’, Grove, XXII, 369-70.
26 The hand responsible for the manuscript works in Mus. ant. pract. H 540 is not found
in manuscript additions to other prints of music by Valentin Haussmann listed in
Appendix II. At a later date, these Haussmann prints must have had a common owner, for
they were covered with similar materials in the late eighteenth or early nineteenth
century.
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of instrumental works, a handful of which only survives in manuscripts.
His most important works are 598 pieces for viols, mostly arranged in
suites, published in five collections between 1686 and 1725.27

The present volume is his first book and consists of 83 pieces grouped
into six suites: four for solo viol and two for two viols (though the last
work, ‘Tombeau de Mr. Meliton’, might have been intended to stand
alone). There is no printed indication that this volume is the first of a
series, since Marais did not add numbers to his books until the second one,
first published in 1701, though a later hand, probably a librarian, has
added ‘1’ in pencil near the top of the title-page (see Plate 4). The
continuo partbook, published in 1689 three years after the viol partbook
contains the continuo part for the six suites as well as a score with viol and
continuo parts - of ten extra pieces. The Biblioteka Jagiellonska does not
possess a copy of the continuo book, though copies exist in the
Bibliothèque Nationale, Paris, and elsewhere.

Marais acted as the publisher for all his books, employing an
engraver to make the plates. He marketed the books himself and sold them
from a number of private houses (one of them being his own), and from
selected commercial establishments, such as that of the instrument maker
Jean Hurel. He produced [13] fresh copies of his books throughout his life,
revising their contents as well as the addresses from which they could be
obtained, though retaining the original date of publication. The changes in
his residential addresses in Paris allow the impressions of his books to be
arranged in approximate chronological groups. As seen above, the copy in
the Biblioteka Jagiellonska gives Marais’ address as Rue Quinquempoix,
so placing this impression between its first release on 20 August 1686 and
1689. In the latter year Marais moved to Rue du Jour, an address that
appears in a number of later impressions, such as that in the Sibley Music
Library in Rochester (New York State); later addresses are seen in other
copies. As the Marais scholar and performer John Hsu has shown, a
detailed examination of the variations in the plates of the music allows one
to make further refinements in the chronology of the extant copies, though
such an exercise falls outside the boundaries of this article.

Mus. ant. pract. M 110 has badly deteriorated brown leather covers
measuring 21.1 x 30.1 cm, with gilt decoration on the spine. Many pages
are partly discoloured, and the edges are sprinkled in red. The volume
consists of the titlepage (the verso of which is blank, except for an
ownership stamp added in the nineteenth century by the Berlin Königliche
Bibliothek); a dedication on pp. 2-3; an ‘AVERTISSEMENT’ covering
matters of performance practice on pp. 4-5; details of the King’s
‘PRIVILEGE’ on p. 6; and music on pp. 7-120 (the verso of p. 120 is
unused).

27 For details about the life and works of this composer, see J. de la Gorce and S. Milliot,
‘Marais, Marin’, Grove, XV, 795-7, and Marin Marais: The Instrumental Works, ed.
J. Hsu (5 vols, New York, 1980-2000). 1 am indebted to the work of John Hsu for
information about the history and printing of Marais’ first book of viol pieces. Facsimiles
are published in M. Marais, Pièces de violes 1er-5 ième (Basel, [1979]-1982) and Pièces
de viole 2 ième -5 ième (Courlay, 1994-8).
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Plate 4. Krak6", Biblioteka Jagiellonska, Mus. ant. pract. M 110. Marin
Marais, Pieces a uue of a ,Ici4x violes...lie, livrej (Paris, 1686): title
page with the signature of Pierre-Louis Moreau de Maupertuis.
Reproduced by kind permission.

[14] In the first instance, the volume must have belonged to the person
whose signature appears in brown ink at the top of the title-page: ‘Moreau
de Maupertuis’ (see Plate 4). Further investigation reveals that this is the
famous French physicist, mathematician and biologist, Pierre-Louis Moreau
de Maupertuis (1698-1759), whose numerous autograph documents confirm
beyond any doubt that the signature belongs to him.28 Maupertuis achieved
considerable renown as a writer on scientific matters, and at different
periods was Director of the Paris Academy of Sciences and President of the
Berlin Academy of Sciences.29 According to one of his biographers,
Maupertuis played several unspecified instruments, and he studied
composition with Nicolas Bernier (1665-1734), the French composer,
organist, theorist and teacher, who spent much of his life in Paris and
composed motets, cantatas and chamber music.30 In 1724, in the year
following his appointment as adjoint géomêtre in the Paris Academy of

28 See D. Beeson, ‘Maupertuis: An Intellectual Biography’ (Ph.D. thesis, University of
London, 1990), 215-16. A large quantity of his autograph documents are in the archives
of Bernoulli Edition, Basel, and in the archives of Ille-et-Villaine, St Malo (the place of
his birth). In the United Kingdom, some of his correspondence may be consulted in
British Library, Add. MSS 4049, 4052, 4285, 4434, 21514 and 23899, and in Bodleian
Library, MS Bradley 44, f. 20.
29 See Beeson, ‘Maupertuis, as well as the following select publications: B. Glass,
‘Maupertuis, Pierre-Louis Moreau de’, Dictionary of Scientific Biography, ed. C. C.
Gillispie (New York, 1970-80), IX, 186-9; P. L. Maillot, Pierre-Louis Moreau de
Maupertuis (1689-1759) pour le bicententaire de sa mort (Paris, 1960); P Brunet,
Maupertuis: L’oeuvre et sa place dans la pensée scientifique et philosophique du X
V111e siecle (Paris, 1929); and L’Angliviel de la Beaumelle, Vie de Maupertuis (Paris,
1856).
30 See L’Angliviel de la Beaumelle, Vie de Maupertuis, 9; J.-P Montagnier, ‘Bernier,
Nicolas’, Grove, II, 440-1; M. J. Voloshin, ‘The Secular Cantatas of Nicolas Bernier’
(Ph.D. thesis, University of Kentucky, 1984), and D. Tunley, The Eighteenth-Century
French Cantata (2nd edn., Oxford, 1997), passim, esp. chap. 5.
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Sciences, Maupertuis delivered his first paper to this body, and this was
entitled ‘Sur la forme des instruments de musique’.31 Maupertuis’s paper
concerns the acoustical properties of strings used on instruments such as the
theorbo, lute, violin, bass violin, guitar, harpsichord, spinet, and,
interestingly, the dessus de viole and bass viol. One wonders how many of
these instruments he played himself.

There are two manuscript works in Mus. ant. pract. M 110, one of
which appears on a leaf pasted to the rear pastedown. This leaf, which has
no watermark, measures 19 x 24.4 cm and has six individually-drawn
staves. The stave system measures overall 14.5 x 21.9 cm; its staves have an
average height of 1.2 cm and the average distance between the staves is 1.4
cm. A single work, scored for bass viol and continuo, appears on this leaf,
and it has two barlines at the end of the first system (signifying a repeat) as
well as the inscription ‘petitte reprise’ at the beginning of the third system;
there are no other rubrics with this piece. Although this work is unattributed,
further investigation reveals that it is concordant with the first sarabande of
the fourth suite in Marais’ Pièces à une et à deux violes [ler livre] (no. 61;
viol partbook (Paris, 1686), pp. 67-8; continuo partbook (Paris, 1689), p.
47). Indeed, this is the very print found in the Krak6w source.

The only other manuscript piece in Mus. ant. pract. M 110 is spread
over pages 81-82, where it has the direction ‘guayement’ (i.e., gaily; no
other rubrics accompany this piece). Presumably the copyist placed the
work here because there are two otherwise unused printed staves at the foot
of both pages. The work consists of a single bass viol part without continuo,
though a continuo part must have once existed for this piece. Although it
lacks a title, closer study reveals that it is a rondeau with the refrain written
out once only and two couplets each ending on the dominant. A search of
Marais’ viol works, both printed and manuscript, has failed to reveal the
identity of this new manuscript work, [15] and a search of the output of
some of his contemporaries, such as that of his teacher Sainte Colombe (d.
1691-1701) and his contemporary Antoine Forqueray (1671/2-1745), has
proved equally unprofitable. Unlike the other manuscript work discussed
above, this one has no relationship to any of the works in the first book. As
Plates 5 and 6 indicate, the two printed works on pp. 81-82 (both courantes)
lack accidentals in their key signature and are in D minor, whereas the
manuscript work has a key signature of three flats and is in C minor (not
that a different key signature places it beyond use with this suite, for
individual suites by Marais, especially the later ones, often have movements
in unrelated keys). The only bass viol work in Marais’ output with three
flats in its key signature is the ‘Suite d’un gout Stranger’ in his Pices à une
et à trois violes...quatrieme livre (Paris, 1717), though the key signature
only applies to its initial movements. Whether or not the new manuscript
work was once connected to this or any other suite is impossible to say.

31 This paper, delivered on 15 November 1724, is published in Histoire de 1’Académie
Royale des Sciences année M. DCCXXIV Avec les mémoires de mathematique & de
phisique, pour la même année (Paris, 1726). See the Histoire, 90-2 for the abstract,
and the Mernoires, 215-26, for the paper itself.
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Although the authorship of the manuscript composition is unknown, I
have discovered a relationship with one of the pieces in Marais’ Pièces de
viole...troisieme livre (Paris, 1711): much of the opening strain of the
rondeau no. 37 has a striking similarity to some of the bars in the first
strain of the manuscript work (see Examples 1 and 2). However, the two
pieces are in different keys, respectively F major and C minor, and the
remaining strains in both works are unrelated. If Marais composed the new
manuscript piece, then it is possible that its composition preceded the more
sophisticated work that he published in 1711. It is equally possible that
someone else, perhaps Maupertuis himself, composed the new piece in
homage to Marais. Until further evidence is uncovered, the origin of the
manuscript composition must remain open to speculation.

I have discovered that the two manuscript works in Mus. ant. pract. M
110 are copied by the volume’s original owner, Pierre-Louis Moreau de
Maupertuis, who is probably also responsible for the handwritten
corrections on p. 118, where two flats are added. The only handwriting that
accompanies the manuscript works (details of which appear above) belongs
to Maupertuis; and the Kraków source’s manuscript material is copied with
the same coloured ink that appears in other autograph documents of his that
I have consulted. As a person of considerable wealth (he received a
substantial inheritance from his parents), he could easily have afforded a
copyist, and his copying of these two pieces suggests that his interest was
personal. With the further evidence of his ownership of the printed volume,
also devoted to bass viol music, and the knowledge that he played several
instruments, there is every reason to believe that Maupertuis was a bass viol
player and that he copied these pieces for his own use. Since Maupertuis
was born in 1698, a decade or so after the Kraków copy of Marais’ first
book was printed, the volume must have been in stock for many years
before Maupertuis purchased it. It is tempting to wonder if [16]
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Plate 5 and 6. Kraków, Biblioteka Jagiellonska, Mus. ant. pract. M 110.
Marin Marais, Pèeces à une et à deux violes...[ler, livre] (Paris, 1686), pp
81-82: printed Courante and a manuscript work. Reproduced by kind
permission.

[17] Maupertuis bought the volume from the composer himself, though
he could just as easily have obtained it from one of the other places from
which Marais sold his music.32

32 An inventory of Marais’ property, prepared after his death, reveals that he had fifteen
copies of the first book of viol pieces, though the date of their impression is unknown;
see F. Lesure, ‘Marin Marais: sa carrière—sa famille’, Revue belge de musicologie 7
(1953), 129-36, esp. p. 135. It seems unlikely that any of these belonged to the initial
impression, since Marais would most likely have sold them before printing the later
ones (see above, n. 27).
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The Kraków materials serve as a reminder that much work needs to be
undertaken on early music prints that have not been surveyed for their
manuscript additions.33 While these additions can sometimes be of minor
significance, such as replacing missing music or correcting misprints,
there are times, as in the examples discussed here, when they present us
with fresh material and insights.

APPENDIX I Table of Contents of the Manuscript Music in
Krakow, Biblioteka Jagiellonska, Mus. ant. pract. H 540

Since some works are not shared by all partbooks, their exact whereabouts are
indicated here using editorial folio numbers. Piece numbers appear in each partbook,
though they are not always accurate or continuous; these numbers are shown following
the information about the location of each work. Consequently, the piece numbers on
the far left should be treated as editorial. Some of the piece numbers and rubrics are in
red ink, and others are in black ink (such variations are not mentioned here). Except for
titles, all works lack text underlay unless otherwise indicated; the original orthography
is retained in the titles below. The Tenor partbook indicates its part name at the top of
most folios; the Altus partbook only does so towards the end of the partbook, and the
Quinta Vox partbook has no such indications. Early prints are indicated here according
to their designation in the RISAI catalogues; for further details, see n. 3 in the main
article.

1. Paduana Anglica [unattributed]

33 See, for example, three articles by David Greer: ‘Manuscript Additions in
"Parthenia" and Other Early English Printed Music in America’, M&L 77 (1996), 169-
82; ‘Manuscript Additions in Early Printed Music’ M&L 72 (1991), 523-35; ‘Two
Songs by William Corkine’, EAJ 11 (1983), 346-9; and R. Charteris; ‘Some
Manuscript Discoveries of Henry Purcell and His Contemporaries in the Newberry
Library, Chicago’, Notes 37 (1980), 7-13.
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Altus: f. lr, no. 1 (titled as above); Tenor: f. lr (titled as above), Quinta Vox:
f. lr, no.l (titled as above)

2. Lachrymae [John Dowland]
Altus: ff. 1r-1v, no. 2 (‘Tenor.’; ‘Lachrymae.’); Tenor: ff. lr-lv (‘Altus.’;

‘Lachrymae. Tenorem q[uaere]re in Alto.’); Quinta Vex: ff. lr -1v, no. 2
(‘Lachrymae.’)

Comments: For information about printed and manuscript concordances, see
the main text and n. 18 of this article.

3. Das Megdlein Padua [unattributed]
Altus: ff. 1v-2r, no. 3 (titled as above); Tenor: ff. lv-2r (titled as above) 4.

Pavane Frans [unattributed]
[21]

Altus: ff. 2r-2v (titled as above); Tenor: ff. 2r-2v, no. 4 (‘Pavane Frantz’);
Quinta Vox: f. 1v (‘Pavana frantz’)

5. Herzlich lieb ich die mich doch nicht also meint [unattributed] Quinta Vox: f.
2r (titled as above; underlaid)

6. Ich weiss mir ein testes gebawet hauss / a 5 [Antonio Scandello]
Altus: ff. 2v-3r (titled as above; underlaid; though the music and text are

crossed-out); Quinta Vex: ff. 2v-3r, no. 5 (titled as above; underlaid)
Comments: This work was first published in RISM series A 1: S 1151 (1570).

7. Galliard. Die mir mein hertz mit frewd erfult / a 4 [unattributed]
Altus: ff. 3r-3v (‘Die mir mein hertz mit frewd erfult’; underlaid); Tenor: ff.

2v-3r, no. 5 (titled as shown above; underlaid)
8. Kein grosser frewd kan sein auf dieser erden / a 5 [unattributed] Quinta Vox: f.

3r, no. 6 (titled as shown above; underlaid)
9. Galliard / a 4 [unattributed]

Altus: f. 3v, no. 6 (untitled; empty staves, though the piece number and ‘a 4’
appear here); Tenor: f. 3r, no. 6 (titled as shown above; empty staves, though
the piece number and ‘a 4’ appear here)

10. Galliard. / a 5 [unattributed]
Altus: f. 3v, no. 7 (titled as shown above;’Tenor’ and ‘Altum q[uaere]re in
Tenore. ); Tenor: f. 3r, no. 7 (titled as shown above; ‘Altus’ and ‘Tenorem
q[uaere]re in Alto’)

11. Last preisen gott den herren, zu erden / a 5 [Girolamo Conversi]
Quinta Vox: f. 3v, no. 7 (titled as shown above; underlaid)
Comments: The work was first published in RISM series B 1: 158714, where

it has the German text given here and is attributed to Girolamo Conversi; I
have established that this is a contrafactum of Conversi’s Italian madrigal ‘Sta
nott’io mi sognava’ (a 5), which was first published in RISM series A I: C
3545 (1572).

12. Paduan. / a 4 [unattributed]
Altus: f. 4r, no. 8 (titled as shown above); Tenor: f. 3v, no. 8 (‘Paduan a. 4.’)

13. So wil ich frisch vnd frolich sein [a 5] [Antonio Scandello]
Quinta Vox: ff. 4r-4v, no. 8 (titled as shown above; underlaid with two verses)
Comments: This work was first published in RISM series A 1: S 1151 (1570).

14. Paduan. / a 4 [unattributed]
Altus: ff. 4r-4v, no. 9 (titled as shown above); Tenor: ff. 3v-4r, no. 9

(‘Paduan a. 4.’)
15. Nein mer ich kan definer vergessen / a 5. [unattributed]

Quinta Vox: ff. 5r-5v, no. 9 (titled as shown above; underlaid; followed on f.
5v with the ‘Proportio. , which lacks underlay)

16. Paduan a. 4. [unattributed]
Altus: f. 4v, no. 10 (titled as shown above); Tenor: f. 4r, no. 10 (titled as

shown above)
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17. Jungfrewlein Ihr seid geziehret / a 5 [unattributed] Quinta Vox: f. 6r, no. 10
(titled as shown above; underlaid)

18. Galliard. / a. 4. [unattributed]
Altus: ff. 4v-5r, no. 11 (titled as shown above); Tenor: f. 4v, no. 11 (titled as

shown above)

APPENDIX II Summary Catalogue of Early Music Prints with Additions of
Manuscript Music in the Biblioteka Jagiellonska, Krakw

This appendix gives summary details of all the pre-1700 music prints with manuscript
additions of two staves of music or more located in the Biblioteka Jagiellonska’s Mus.
ant. pract. series:l all shelfmarks should be preceded by the designation ‘Mus. ant. pract.’.
Composers represented in printed anthologies are not named here (most are cited in the
RISM catalogues). A brief title is provided when a print does not appear in RISM; see n.
3 of the main article for details about the RISAQ publications. Identified composers of
manuscript works are recorded towards the end of each entry. The following
abbreviations are used: * = manuscript additions cover one folio or more; ** = extensive
manuscript additions; t = print not in RISM; § = the manuscript additions are much later
than the date of the print; A = Altus etc.; B = Bassus etc.; BC = Basso Continuo etc. C =
Cantus etc.; TV/ RV = manuscript additions appear at or near the front/rear of the volume
(applies to prints other than partbooks); SUP = supplies music missing from the print;
TGO = transcription in German organ tablature of select music located in the print; T =
Tenor etc.; I = Primus Chorus etc.; 11 = Secundus Chorus etc.; 5 = Quintus etc. I should
like to thank Mrs Krystyna Pytel of the Biblioteka Jagiellonska for kindly assisting me in
the search for these materials and for providing select information; all the library staff
deserve special thanks for making it possible for me to study their early music materials
over several decades.

Manuscript additions of German organ tablature

E 243 S. Erthel: 1613; RISM ser. A I: E 783; BC* TGO
O 60 S. Ochsenkuhn: 1558; RISM ser. A 1: O 12 and ser. B 1: 155821); RV*; O. de
Lassus2 P 1175 H. Praetorius: 1602; RISM ser. A I: P 5333; B* TGO, 7* TGO, 8* TGO
S 1305 J. Stadlmayr: 1614; RISM ser. A 1: S 4286; BC Duplex* TGO

Manuscript additions of lute music

1150 2 prints: RISM ser. B 1: 157212, 157324; RV*3

N 175a H. Neusidler: 1536; RISM ser. A 1: N 521 and ser. B 1: 153612; **§ W
510 RISM 15502’; FV**6, RV**; C. Neusidler4

Manuscript additions of plainchant

A 81 Agenda Ecclesiastica, Secundum Usum Ecclesiae Wyrzerburgensis
(Wurzburg, 1564)† A 85 Agenda sive benedictionale commune
agendorum, cuilibet pastori ecclesie necessarium (Leipzig, 1513)t*

B 536 S. Besler: 1613; RISM A I: B 2429; RV
C 155 Cantus Ecclesiasticus Sacrae Historiae Passionis Domini Nostri

(Wien, 1660)t; RV** G 975 Cantus Ecclesiasticus Oficii Maioris
Hebdornadae (Roma, 1587)t*

H 877 J. Holthusius: 1579; RISM ser. A 1: H 6356; RV**
P 1386 Processionale Sacri Ordinis Cisterciensis (Paris, 1616)t*
P 1387 Processionale Ritibus Romanae Ecclesiae, Editio tertia

(Antwerpen, 1620)t* P 1410 Psalmi et Hymni Ecclesiastici, cum
Officio Defunctorum (Antwerpen, 1596)t*

[24]

Manuscript additions of works in mensural notation (mostly vocal pieces)
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A 120 C. J. Agricola: 1601; RISM ser. A I: A 432; 5*; ‘J H’
A 210 G. Aichinger: Officium Pro Defunctis Quinque Vocibus

(Augsburg, 1615)t; 5* SUP A 258 H. Albert: 8 prints: 1652, 1643 (x
2) 1651 (x 2), 1652, 1654, 1650; RISM ser. A I: A 620, A 622, A
625, A 629, A 633, A 635, A 638, A 639; RV*

A 264 H. Albert: 3 prints: 1648, 1645, 1645; RISM ser. A 1: A 640, A 643, A 636;
RV A 385 F. Anerio: 1596; RISM ser. A I: A 1080; C I** SUP, T

I*
B 110 J. Banwart: Pars Prima Missarum Brevium Cantuque Facilium a Quatuor

et Quinque Vocibus (Konstanz, 1649)t; A II* SUP
B 540 S. Besler: 2 prints: 1618 (x 2); RISM ser. A I: B 2434 (x 2); A B

670 RISM ser. B I: 16031; 6*, 7*, 8*
B 675 2 prints: RISM ser. B I: 16181 , 16212; 8
C 145 S. Cantone: 1599; RISM ser. A 1: C 884; 5* SUP
C 157 2 prints: Cantus Gregoriano Moguntius, Breviaro Romano (Moguntia,

1666) and -, Pars Aestiva (Moguntia, 1667)t; print 1 only
C 200 S. Capricornus: 1655; RISM ser. A I: C 928; BC
C 480 P. Certon: 1559; RISM ser. A I: C 1714; RV*
C 970 N. Corradini: 1624; RISM ser. A I: C 3953; C* SUP
C 1220 J. Crüger: 1626; RISM ser. A I: C 4569; BC
D 50 L. Daser: 1578; RISM ser. A 1: D 1080; RV* SUP
D 132 2 prints: R. Dering, RISM ser. A I: D 1322 and RISM ser. B I: 16621; RISM

ser. B I: 16742; B
D 155 J. C. Demantius: 1601; RISM ser. A 1: D 1532; B*§ SUP
E 220 C. Erbach: 1611; RISM ser. A I: E 731; A*§ SUP
F 90 A. Fabritius: 1595; RISM ser. A I: F 40; A** SUP, ‘I’** SUP, B**

SUP
F 360 J. Fischer: 1686; RISM ser. A 1: F 973; C*
F 611 M. Franck: 1611; RISM ser. A I: F 1663; S*, P. Philips 5

F 622 M. Franck: 1613; RISM ser. A I: F 1671; 5*, M. Franck
F 702 M. Franck: 1631; RISM ser. A I: F 1751 and RISM ser. B 1: 16312; C**, A*;

J. Vogt, B. Gesius
G 120 M. da Gagliano: 1606; RISM ser. A I: G 109 and ser. B I: 160610 ; B G 208
RISM ser. B 1: 16018; T
G 420 S. Gatto: 1579; RISM ser. A I: G 574; 6**§ SUP
G 451 B. Gesius: 1595; RISM ser. A I: G 1684; T§, B§
G 772 2 prints: H. Gradenthaler (Kradenthaler): 1675; RISM ser. A I: K 1871; J.

Gerhards: 1675; RISM ser. B VIII: 167506; FV§
G 775 H. Gradenthaler (Kradenthaler): 1677; RISM ser. A I: K 1874; RV*

SUP
G 815 A. Grandi (I): 1620; RISM ser. A I: G 3429 and RISM ser.

B I: 1620 6; 5 G 890 H. Grimm: 1628; RISM ser. A I: G 4624 and RISM
ser. B 1: 16281; C I*

G 1054 A. Gumpelzhaimer: 1619; RISM ser. A I: G 5131; C
G 1060 C. Gussago: 1604; RISM ser. A I: G 5164; T I*
H 225 A. Hammerschmidt: 1658; RISM ser. A I: H 1951; Violin
H 265 J. Handl: 4 prints: 1580 (x 4); RISM ser. A I: H 1976, H 1977, H 1978, H

1979; print 2: 6 SUP
H 275 J. Hand]: 4 prints: 1586, 1587 (x 2), 1590; RISM ser. A I: H 1980,

H 1981, H 1982, H
[25]

1985; print 4: A*§ SUP, T*§ SUP
H 342 H. Hartmann: 1617; RISM ser. A I: H 2199; 8§ SUP
H 345 H. Hartmann: 1618; RISM ser. A I: H 2198; B SUP
H 415 G. Hasz: 1610; RISM ser. A I: H 2348 and RISM ser. B 1: 161021; A
H 465 H. L. Hassler: 1604; RISM ser. A I: H 2337; B**; A. Agazzari, F. Bianciardi, G.

Engelman, J. Ghro, L. Marenzio, A. Marini, T. Massaino, A. Parnin, M. Praetorius, A.
Rendac, M. Vulpius, N. Zangius
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H 540 V Haussmann: 1592; RISM ser. A 1: H 2379; A*, T*, 5*; G. Conversi, J. Dowland,
A. Scandello6

H 545 V Haussmann: 1594, RISM ser. A I: H 2381; A, T
H 555 V. Haussmann: 3 prints: 1597 (x 3): RISM ser. A 1: H 2382: Epitlialarniuin Vl.

Vocian (Magdeburg, 1597)t: Ode Sapphica 171. hoc (Magdeburg, 1597)t; A**,
T**, 5**

H 565 V. Haussmann: Neue liebliche Melodien (Nurnberg, 1598)t; A**,
T**; V Haussmann7

H 568 V. Haussmann: New artige and liebliche Täntze (Nurnberg, 1598)(1;
A**, T**; V. Haussmann8

H 606 V. Haussmann: 1604; RISM ser. A I: H 2397; C*
H 760 J. A. Herbst: 1620; R1Stb1 ser. A 1: H 5111; BC** SUP
K 165 J. K. Kerll: 1689; RISA -1 ser. A I: K 458; T I Ripieni** § SUP, T II Ripieni**6

SUP, Viola 1**§ SUP, Basso Viola o Fagotto"§ SUP
K 200 RISM ser. B VIII: 1694(12; "$
K 260 M. Kraf: 1623; RISA •1 ;cr. A l: K 1887; A*, 5*
L 660 O. di Lasso: 2 prints: 1604, 1625, RISA1 L 1019, L 1033; BC* SUP
L 752 L. Lochner: undated; RISM ser. A 1: L 1296; B
L 937 RISM ser. B 1: 158821, 15898, 159020; 5*
L 1001 M. Lohr: 1637; RISM ser. A I: L 2761; A I*§, B I*§
L 1012 L. Lossius: 1580; RISM ser. A 1: L 2878; FV*)
M 44 (lacking title-page); unattributed Magnificat settings (a 4-8); C I*, T*
M 110 M. Marais: 1686; RISM ser. A 1: M 383; *; M. Marais’9

M 185 L. Marenzio: 1588; RISA1 ser. A I: M 526; C*
M 720 RISM ser. A 1: AN 1813 (1662); C I, C II, T Concert
M 875 N. Monferrato: 1653; RISM ser. A 1: M 3035; C 11
M 1065 J. Baptiste Moreau: 1689; RISM ser. A 1: M 3622; RV*
N 255 J. Nucius: 1609 (x 2); RISM ser. A I: N 807, N 808; print 1: B*, print 2:

5* SUP
O100 D. Ortiz: 1565; RISM ser. A 1: O 135, FV* SUP
O170 S. Otto: 1648; RISM ser. A I: O 282; all partbooks*
P 720 A. Pevernage: 1602; RISA•1 ser. A I: P 1675; A* SUP, T* SUP
P 900 G. B. Pinello: Alufetn Quhnque hocum (Praha, 1588)t, C*
P 967 L. von Plawenn: 1672; RISM ser. A I: P 2605; C II*, C II ad Libitum*; J. T.
Pauselius P 970 3 prints: RISM ser. B I: 1659’; H. Lawes: 1655, 1658, RISM

ser. A I: L 1168 nos 2 and 3; print 1; E. Coleman and S. Ives; RV**, V
Albrici, T. Brewer, G. Carissimi, A. Cesti, H. Lawes, D. Luchese,
C.Monteverdi, P Reggio, L. Rossi, G. F. Sances, M. Savioni, S.
Taylor, L. Vittori10

P 1180 H. Praetorius: 1607; RISM ser. A I: P 5337 and 1607’; 8* SUP
P 1320 M. Praetorius: 1619; RISM ser. A 1: P 5371; C II* SUP
P 1325 M. Praetorius: 1619; RISM ser. A I: P 5370; 10*, 11*, 12*

[26]
P 1330 M. Praetorius: 1621; RISM ser. A 1: P 5372; 10*, 11*, 12*; A.

Hammerschmidt and D. Selig
Q 100 B. Quinos: Pia Precatio, Quain Solitus (Wittenberg, 1561)t; C R 140

RISM ser. B VIII: 16908; RV*
R 280 G. Reiehe: Vier wid zwantzig Neue Quatracinia, Mit Einein Cornett

unit drey Trombonen (Leipzig, 1696)t; Cornetto*, Alto Trombono*,
Tenore Trombono*, `Basso Trombono*; J. G. C. Storl

R 315 J. Reiner: 1600; RISM ser. A I: R 1086; 5* SUP
S 97 F. Sales: Salutiones ad Beatissimam Dei Genitricem ac Virginem

Mariam_quatuor, sex & octo vocum (Praha, 1598)t; C*; H. Vecchi, G.
Aichinger

S 208 A. Savetta: 1608; RISM ser. A I: S 1105; Partitio*§
S 355 S. Scheidt: 1622; RISM ser. A I: S 1350; VII Vox Instrumentalis*
S 445 J. H. Schein: 1623; RISM ser. A I: S 1385; C I*, B*, BC*
S 576 J. H. Schein: 1645; RISM ser. A 1: S 1398; RV**; T. Michael
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S 665 RISM ser. B 1: [1536]8; C**, A**, B**
S 980 S. Seidel: 1658; RISM ser. A I: S 2717; 6*
S 1065 C. de Sermisy: 1558; RISM ser. A I: S 2824
S 1075 J. B. Serranus: Das Christlich Kinderlied In Sechs Stimmen (Wittenberg,

1565)t; T** SUP; A. Schwartz
S 1295 J. Stadlmayr: 1603; RISM ser. A 1: S 4282; B*§, 5*§, 7*§; A. Hammerschmidt, M.

Praetorius and M. Franck
S 1320 J. Stadlmayr: 1638; RISM ser. A I: S 4296; BC*; J. Stadlmayr S 1400 J.

Staden: 1621; RISM ser. A I: S 4232; BC*
S 1441 J. Staden: 1628; RISM ser. A I: S 4244; Secunda Vox* S 1767 F.

Soriano: 1610; RISM ser. A I: S 3983
S 1865 J. P Sweelinck: 1619; RISM ser. A I: S 7252; 5**§ SUP, BC**§ SUP
T 140 4 prints: F. Tresti: 1610, RISM ser. A 1: T 1176; P Bonhomme: 1603,

RISM ser. A 1: B 3469; J. Le Febure: 1607, RISM ser. A I: L 1437; A.
Agazzari: 1607; RISM ser. A I: A 356; print 3: C** SUP, 5** SUP

V 630 G. Vintz: 1630; RISM ser. A I: V 1690; BC* §;’J. H. S.’
V 725 G. Voigtlander: 1650; RISM ser. A I: V 2549 and RISM ser. B 1: 16509; RV**; J.

Crüger
V 768a M. Vulpius: 1609; RISM V 2574; *§ SUP
V 775 M. Vulpius: 2 prints: 1610, 1610/11; RISM V 2570, V 2572; all

partbooks*§ W 195 G. C. Wecker: X17111 Geistliche Concerten Mit 2.
bis 4. Vocal Stimrnen wid 5. Instrumentis ad Libitum (Nürnberg,
1695)t; 9

Z 90 2 prints: N. Zangius: 1604, RISM Z 38; K. Luython: 1611, RISM L 3121;
print 1: SUP

NOTES

1. Prints with additions from one note to one stave (often these are corrections), are exclud-
ed from this list. Their shelfmarks (all preceded by ‘Mus. ant. pract.’) are as follows: A
155, A 308, A 319, A 387, A 525, A 580, A 618, B 150, B 500, C 142, C 223, C 365, C
540, C 710, C 785, C 861, C 1260, D 60, D 90, D 95, D 465, D 530, D 600, E 42, E 200, E
230, F 160, F 170, G 90, G 95, G 440, H 238, H 445, H 450, H 604, H 680, H 720, H 780,
H 940, K 269, L 20, L

[27]
760, L 999, M 464, M 780, P 435, P 915, P 920, P 1035, P 1230, P 1260, P 1300, R 350, R
515a, R 725, R 890, S 110, S 170, 5 320, 5 1335, 5 1490, S 1670, T 75, V 486, V 495, V
552, V 600, V 784, W 84, W 215 and Z 155.
2. W. Boetticher, Handschriftlich uberlieferte Lauten- and Gitarrentabulaturen des 15.
bis 18. jahrhundert: beschreibender Katalog, RISM series B VII (Munich, 1978), 39.
3. See D. Kirsch and L. Meierott, Berliner Lautendabulaturen in Krakau:
Beschreiberider Katalog der handschriftlichen Tabulaturen fur Laude and verwandte
Instruments in der Biblioteka Jagiellonska Kraków aus dem Besitz der ehemaligen
Preussischen Staatsbibliothek Berlin, (Mainz, 1992), 412-13.
4. Ibid. 385-411.

5. See the main text of the present article, section 1. 6. See the main text of the present
article, section 11.
7. See R. B. Lynn, Valentin Haussmann (1565/70-ca. 1614): A Thematic Documentary
Catalogue of his Works with a Docunentary Biography by Klaus-Peter Koch
(Stuyvesant, New York, 1997), 211.
8. See Lynn, ibid., 211-12.
9. See the main text of the present article, section 111.
10. See R. Charteris, ‘A Newly Discovered Songbook with Works by Henry Lawes and his
Contemporaries in Poland’, English Manuscript Studies 1100-1700, 8 (2000), 225-79.
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THE DUKE OF NEWCASTLE
AND THE ENGLISH VIOL

Lynn Hulse

In 1667 at the ripe old age of seventy-three William Cavendish, Duke
of Newcastle (1593-1676) became the dedicatee of the second edition
of Christopher Simpson’s A Compendium of Practical Musick.1

Newcastle’s passion for music was addressed fulsomely in the opening
paragraph of the dedicatory epistle:

THe Benign aspect which Your Grace doth cast upon this Science, by
cherishing and maintaining such as are excellent in it; as also, your
particular favours to my self, and your being pleased with some things
which I formerly composed for your Grace’s recreation, have given me
the confidence of presenting to your Grace this little Treatise. It is but a
Compendium (my Lord) yet contains all that is requisite to the
Knowledge of Practical Musick. And I must needs think it very
fortunate in its Nativity, that it comes into the World in such a Time, as
to find in one individual person, so Illustrious a Patron to protect it, and
so able a Judge to understand it; your Grace (in younger years) having
been so eminent in the same Art. Which (I hope) does in no way
derogate from your honour, since Kings, as well as Subjects, have
thought it no disparagement to be counted Skilful in the Art of Musick.
(sig. A2-v)

Music historians have known for some time of Newcastle’s close
association with Christopher Simpson, but his particular enthusiasm for
the English viol and its repertoire has only recently come to light
through the discovery of an inventory compiled by the duke’s secretary,
John Rolleston. This four-page document, which is currently in private
hands, contains a substantial list of instruments and music and
identifies for the first time the musicians who served in Newcastle’s
household prior to the Civil War.

The title of Rolleston’s inventory, ‘A note of Seuerall Instruments
and Setts of bookes Remaining in diuers roomes of the house, taken the
9th of Nouember. 1636’ (see Appendix), suggests that the document is
not a comprehensive list of the duke’s musical possessions. The
manuscript pertains to Welbeck, Newcastle’s Nottinghamshire estate.2

The duke had been in the capital during the early part of the year

1 A copy of the 1667 edition of Simpsons Compendium was offered for sale in the 1719
catalogue Bibliotheca Nobilissimi Principis Johannis Ducis de Novo-Castro, &c
Being a large Collection of Books Contain’d in the Libraries of the most Noble
William and Henry Cavendish, and John Hollis, Late Dukes of Newcastle, 45, no.
314.
2 Newcastle also owned the castle at Bolsover in Derbyshire and a London property on
the east side of Clerkenwell Close (W. J. Pinks, The History of Clerkenwell, ed. E. J.
Wood (London, 1865), 95-8). Among the list of keyboard instruments on f. 2 of the
inventory is the reference ‘Att bolsouer -1: Harpsicall’.
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pursuing the governorship of Prince Charles,3 but he had returned to the
Midlands by the summer in preparation for the visit of the Palatinate
princes, Charles Louis and his brother Rupert, and their uncle, Charles
I, who were entertained by the duke in the park at Welbeck near
Sherwood Forest.4 Newcastle remained in the Midlands throughout the
autumn, and was probably resident at his Nottinghamshire estate when
the inventory was compiled. On 26 October 1636, for example, the
philosopher Thomas Hobbes who had accompanied the Countess of
Devonshire to Byfleet in Surrey, addressed a letter to the duke at
Welbeck.5 The motive which prompted Rolleston to draw up his
detailed musical list a couple of weeks later is not [29] immediately
apparent, though the transfer of keys and manuscripts to Ned Watson
mentioned in the inventory implies that he had recently assumed
responsibility for Newcastle’s musical possessions. A change of personnel
might therefore have occasioned taking stock of the household’s remaining
instruments and music books.

Musicians
Apart from Watson, Newcastle employed at least two violists, Roger
Fretwell and Robert Atkins, of whom very little is known, a keyboard
player named Mr Tomkin or Tomkins and one Mr Webster.6 The duke’s
musicians seem to have been well treated in that each was accorded his
own chamber at Welbeck. The honorific title of ‘Mr’ conferred upon
Tomkins and Webster implies that they enjoyed a special place in
Newcastle’s household. Mr Webster can be identified as the royal
musician Maurice Webster, son of the expatriate Buckenberg lutenist
George Webster. Prior to his appointment to ‘the three lutes’ in 1623,
Maurice had worked at the Schaumburg-Lippe court of Count Ernst III (d.
1622) near Hanover. Webster’s death at Nottingham in December 1635
would account for the delivery of his ‘bookes, and papers’ to Watson by
November of the following year.7 Newcastle’s keyboard player may have
been related to or was one of the famous Tomkins brothers who were also
employed at court during the early Stuart period. John (d. 1638), vicar
choral and sometime organist of St Paul’s Cathedral, and Giles (d. 1668),
musician for the virginals and organist and master of the choristers at

3 British Library, Add. MS 70499, ff. 196, 198-200.
4 Margaret, Duchess of Newcastle, The Life of the Thrice Noble High and Puissant
Prince William Cavendishe (London, 1667), 140; M. Butler, ‘Entertaining the Palatine
Prince: Plays on Foreign Affairs 1635-37’, English Literary Renaissance 13 (1983),
319-44.
5 British Library, Add. MS 70499, f. 214.
6 Fretwell was in the duke’s service from at least August 1619 (Nottingham University
Library, Pwl / 218). During Newcastle’s exile abroad (1644-1660), Robert Atkins, ‘gent’,
was involved in the sale of Welbeck and Bolsover (Nottinghamshire Archives, DD6P
1/18/2, dated 1650). I am grateful to Lucy Worsley, Inspector of Historic Buildings,
English Heritage, for these references. It is not clear if Will Freeze who delivered to
Rolleston two cornets, a sackbut and a set of part-books (Appendix [i]) was a member of
the duke’s household.
7 St Peter’s Church, Nottingham, burial register, entry dated 22 December 1635. I am
grateful to Andrew Ashbee for this reference.
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Salisbury Cathedral, both accompanied Charles I on the Scottish royal
progress in 1633, stopping at Welbeck on 20 May where the court was
entertained by Newcastle.8 It is possible that either John or Giles Tomkins
was employed by the duke. The ecclesiastical and royal appointments
which they held would not have precluded temporary service in a private
household.9 Furthermore, there is good reason to believe that Newcastle’s
organist was attached to the court. On 26 October 1636 Hobbes confirmed
that Mr Tomkins, who had departed from Welbeck shortly before
Rolleston drew up the inventory, had delivered a letter to Byfleet, not far
from Henrietta Maria’s residence at Oatlands where the royal couple were
residing.10

Instruments

Five harpsichords, a virginal, an organ and a claviorganum (‘1: Organ and
harpsicall, to geather’), eleven wind and twenty-t-,vo plucked and bowed
stringed instruments in various states of disrepair are mentioned in the
inventory. Rolleston’s list includes twelve viols, ‘wanting. yett :3: to bee
inquired of’, and ten bows which were stored in the wardrobe, the library
and in two of the musicians’ chambers. The poor condition in which he
found many of the viols - ‘crack’t along the bellye’, ‘the Neck-vn-glewed
from the bodye’, ‘wanting 4. [30] pins the string-bord Bridge, and Nutt’ -
suggests that these particular instruments had not been used for some time.
Only seven bows and two viols seem to have been in a playable state, a
‘Lira Violl Intire, with all its parts’ and an instrument in Atkins’s chamber
described as ‘all sound’. Rolleston’s initial entry to the ‘Organ Violl’ is
somewhat curious. It is difficult to imagine how this description could
relate in any way to the instrument’s decoration as in the subsequent
entries to ‘The Lyon and ‘The Foole’, which presumably refer to a carved
head finial in the place of a scroll. The most reasonable explanation is that
Newcastle possessed a high-pitched viol for playing to the organ.

Stringed instrument makers are seldom identified in Elizabethan and
early Stuart household records. The fact that John Rose the younger (d.
1611) should have been named in Rollestons inventory is a measure of the
high esteem in which the English craftsman was held, in spite of the
dilapidated state in which his instruments were found at Welbeck.11 The
Cavendishes owned ‘3: Countertenners’ by the maker, ‘haueing only some
Few pins left the other parts all wanting’, and a fourth instrument located
in Fretwell’s chamber, the size of which is unspecified. Rolleston
supposed that the former ‘belonged to the Chist’. Could this mean that at

8 H. Watkins Shaw, The Succession of Organists of the Chapel Royal and the
Cathedrals of England and Wales from c. 1538 (Oxford, 1991), 7-8, 172, 261, 356; D.
W. Stevens, Thomas Tomkins 1572-1656 (London, 1957), 8-14; London, Public Record
Office, LC5/132, f. 358.
9 For example, in 1634 Salisbury Cathedral complained about Giles Tomkins’s lengthy
absences to the court (Stevens, ibid., 19).
10 British Library, Add. MS 70499, f. 214. See also The Correspondence of Thomas
Hobbes, ed. N. Malcolm (Oxford, 1994), I, 39.
11 J. Pringle, ‘John Rose, the founder of English viol-making’, EM 6 (1978), 501-11.
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one time the family owned a complete set of Rose viols like the one
offered for sale in Tripla Concordia (London, 1677) which contained ‘Two
Trebles, Three Tenors, One Basse’?

Rollestons inventory mentions several musical items which came from
Rufford, the Talbots’ Nottinghamshire estate located to the south-west of
Welbeck: ‘1 Sett of 7 6: bookes, with reed cowers of Iohn maies
Composeing’ (Appendix [ii], see below), a bandora, a bass violin, three
tenor violins, four violin bows, a viol, three hautboys, an old treble cornet,
a piece of a sackbut, a flute and a recorder, stored in a chest in the
wardrobe and in Atkins’s and Watson’s chambers. Rufford was the home
of Newcastle’s maternal aunt, Lady Jane Ogle, who was the wife of
Edward Talbot, 8th Earl of Shrewsbury (1561-1618). At her death in or
shortly before January 1626 the estate passed to Sir George Savile of
Thornhill in Yorkshire (1611-1626), grandson of Mary Talbot, the
Countess’s sister-in-law,12 Jane bequeathed all her goods and chattels to
her sister, Lady Katherine Cavendish,13 Newcastle’s widowed mother,
who had retired to the Ogle estates in Northumberland after her husband’s
death.14 Some of the Countess of Shrewsbury’s belongings, including the
set of part-books and the instrument chest, may therefore have descended
directly to her nephew at Welbeck.

Musical iconography was a fairly common source of domestic interior
decoration during the period 1558-1625. The Little Castle at Bolsover,
Newcastle’s Derbyshire seat, is a typical example and contains the most
extensive and important surviving wall paintings from Jacobean
England.15 In the Pillar Chamber on the ground floor the reclining figure of
‘Auditus’ (one of five lunettes portraying [31] the senses, copied from
engravings by Cornelius Cort after Franz Floris) tunes her lute while at her
feet lie a violin and a four-stringed bass instrument with frets and f-holes
(see Plate 1).16 On the ceiling of the Heaven room, adjacent to the duke’s
first floor bedchamber, the ascending Christ is surrounded by a band of
angels and cherubs, many of whom are playing on musical instruments
(see Plate 2). In the corners three cherubs each point to a sheet of music
inscribed ‘canon’, and scored for cantus, medius and tenor, while the
fourth carries in his right hand a bassus part-book. The musical notation of
the cantus, tenor and bassus parts is copied from ‘A Round of three
Country Dances in one’ (no. 74), published in Thomas Ravenscroft’s
Pamnielia. Musicks miscellanie. Or, mixed varietie of pleasant

12 Sir George Savile was succeeded within a year by his younger brother, Sir William
(1612-1644).
13 Nottinghamshire Archives, DD4P 46/25.
14 G. Trease, Portrait of a Cavalier: William Cavendish, First Duke of Newcastle
(London, 1979), 44.
15 E. Croft-Murray, Decorative Painting in England 1537-1837, 1: ‘Early Tudor to Sir
James Thornhill’ (London, 1962), 33.
16 A. Wells-Cole, Art and Decoration in Elizabethan and Jacobean England: The
Influence of Continental Prints, 1558-1625 (New Haven and London, 1997), 212-14;
T. Raylor, "‘Pleasure Reconciled to Virtue": William Cavendish, Ben Jonson, and the
Decorative Scheme of Bolsover Castle’, Renaissance Quarterly 52 (1999), 402-39, at
pp. 412-13. The fireplace in the south-east room on the second floor is carved with
musical instruments.
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roundelayes, and delightful catches of 3. 4. 5. 6. 7. 8. 9. 10 parts in
one (London, 1609; 2nd edn, 1618), one of the first major collections of
popular or traditional airs to be printed in England. The medius part of
Ravenscroft’s song, which complains of the ‘crampe’, is replaced at
Bolsover with a jovial drinking song from the 1609 edition of Pammelia,
‘Follow me quickly’ (no. 9), a canon at the unison for three voices.17

Painted immediately above the cherub carrying a bassus part-book is a
striped-back viol (see Plate 3), the construction of which can be found on
extant English viols,18 while to the right of the virginal a cherub plays on
the violin (see Plate 4).

Plate 1. ‘Auditus’, The Pillar Chamber, Little Castle, Bolsover.
Reproduced by permission of Paine & Stewart.

[32]
Manuscripts

Newcastle’s collection of instrumental manuscripts reflects his enthusiasm
for viol music. Included in Rolleston s inventory are four books of
divisions belonging to Maurice Webster. The English tradition of playing
divisions upon the bass viol was fundamentally an improvisatory art,
though Webster was one of the earliest composers to write down such
pieces. In The Division Violist (London,

17 For a discussion of the ceiling’s iconography see Raylor, ibid., 424-5 and Hulse,
‘Apollo’s Whirligig’, 231-2.
18 M. Fleming, ‘Paintings of Viols in England c1580-1660’, Chelys 25 (1996/7), 3-21, at
p. 18. The musical iconography of the Heaven Room ceiling is also discussed in
Fleming’s forthcoming doctoral thesis, ‘Viol-Making in England c1580-1660’ (Open
university), chapter 3.
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Plate 2. The Heaven Room ceiling, Little Castle, Bolsover. Reproduced by
permission of English Heritage.
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[33]

Plates 3 and 4. The Heaven Room ceiling, Little Castle, Bolsover (details).
Reproduced by permission of Paine & Stewart

[34] 1659) Simpson described playing extempore upon a ground as the
‘Highest Degree of Excellency that can be aimed at upon the Viol’, and
considered written-out divisions to be inferior.19 Three of the manuscripts
received by Watson in 1636 contained pieces by Webster himself
(Appendix [iv-vi]), but only one set of divisions by the composer has
survived.20

The first of Webster’s books listed by Rolleston, ‘containeing
Pauans, fantasies, Grownds, &c with Deuisions vpon them, by Mr
Webbster, Mr Nurcom, Alfonso ferabasco:, [sic] and others’ (Appendix

19 Simpson, The Division Violist, preface (sig. av) and p. 21 (sig. H).
20 Dodd, Index, Webster-1; Durham Cathedral Library, MS Mus. D.10, p. 98 and New
York Public Library, MS 3551, p. 40.
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[iv], included music by Daniel Norcombe, who worked in the Spanish
Netherlands at the court of Archduke Albert of Brussels from around 1602
to 1647. Despite spending most of his career abroad, Norcombe’s
divisions for bass viol circulated in contemporary English manuscripts and
survive in a number of sources.21 it is therefore of no surprise to find that
Webster owned copies of his works. However, what is extraordinary is the
reference to divisions by Alfonso Ferrabosco. The VdGS Thematic Index
of Music for Viols does not list any divisions by him, though Peter
Holman has suggested that he may be the composer of four sets in
bastarda style, dating probably from the early years of James’s reign -
Tallis’s motet fantasy ‘O sacrum convivium’, Alfonso Ferrabosco I’s ‘Vidi
pianger madonna’, and two settings of ‘Sound out my voice’ (the English
version of Palestrina’s ‘Vestiva i colli’ from the 1588 edition of Musica
Transalpina), both of which are attributed to ‘Alfonso’, in all probability
Ferrabosco II. These sets of divisions are preserved in Bodleian Library,
Oxford MSS Mus. Sch. D.245-7, copied by the Gloucester musician John
Merro (d. 1636).22

Nothing is known about George Pearson, the composer of a fourth book of
divisions owned by Webster and containing’some pauans...and [wayes?]
vpon them: by him’ (Appendix [vii]). None of Pearson’s works is listed in
the Thematic Index. He was not a member of the early Stuart court nor is
he mentioned in the extant sources pertaining to the Cavendish household.

Newcastle’s interest in playing divisions on the viol places in context
his relationship with Christopher Simpson.23 The latter’s career prior to the
early 1640s is shrouded in mystery. Margaret Urquhart has argued that the
musician and Christopher Sampson or Simpson, a Jesuit priest educated
abroad who returned to England in about 1639 to join the English mission
at Durham, are one and the same person.24 Simpson S. J. taught the sons of
several Protestant noblemen and therefore he could have been employed as
a tutor to Newcastle’s sons, Charles Viscount Mansfield and Henry Lord
Cavendish. Moreover, the duke’s relations with English and continental
Roman Catholics were ‘cordial and relaxed’.25 His intellectual circle
numbered several priests and lay papists, including among others Richard
Flecknoe, Endymion Porter, Sir Kenelm Digby Marin Mersenne, René
Descartes, François Derand and Beatrix de Cusance (Duchess of Lorraine).
During the Civil War Newcastle was criticised by his enemies for
accepting so many northern recusants that his force was dubbed by hostile

21 Dodd, Index, Norcombe 1-2.
22 P. Holman, Four and Twenty Fiddlers. The Violin at the English Court 1540-1690
(Oxford, 1993), 205-9.
23 The 1719 sale catalogue of the Newcastle library includes a copy of the 1667 edition of
The Division Viol, Simpson’s revised edition of The Division Violist, which could
have belonged to the duke (Bibliotheca Nobilissimi, 44, no. 297).
24 M. Urquhart, ‘Was Christopher Simpson a Jesuit?, Chelys 21 (1992), 3-26; ‘A Possible
Trace of Christopher Simpson (S.J.)’, Chelys 27 (1999), 59-61.
25 E. Chaney, The Grand Tour and the Great Rebellion, Biblioteca del Viaggio in
Italia 19 (Geneva, 1985), 309.
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[35] propagandists the ‘Popish army’.26 The duke answered his critics in
A Declaration ... For his Resolution of Marching into Yorkeshire (York
and London, 1642), claiming, ‘I have received them not for their Religion,
but for their Allegiance which they professe’ (p. 13). Whatever the truth of
his identity, Simpson the musician served as quartermaster in the troop of
horse commanded by Newcastle’s younger son and was part of what
Clarendon described in The History of the Rebellion as the duke’s
‘delightful Company’.27

Amongst the Welbeck miniatures is a portrait inscribed in the hand
of Edward Harley, 2nd Earl of Oxford (1689-1741), ‘Mr Symson, master
of musick, by Mr Flatman’ (see Plate 5). The miniature is the work of
Thomas Flatman (1637-1688), who was ‘Equaly ingenious in the two
noble Faculties of Poetry and Painting or Limning’.28 The early
provenance of this piece is unknown. It is first listed in George Vertue’s
catalogue of 1743 compiled at the behest of Newcastle’s great-
granddaughter and Oxford’s wife, Lady Henrietta Cavendish Holles,
whose inheritance formed the nucleus of the collection. The Simpson
miniature may have belonged originally to the duke. A second portrait by
Flatman, identified as Newcastle’s grandson Sir John Egerton, can be
found in the collection, and three of the artist’s poems are preserved
among the family papers at Nottingham University Library (Portland
MSS PwV 228-30). If Oxford’s identification is correct, Flatman’s
miniature would appear to depict a younger Simpson than the portrait by
John Carwarden (c1640) hanging in the Music Faculty at Oxford, and
may therefore be a copy of an earlier work.29

In the dedicatory epistle to A Compendium of Practical Musick
Simpson refers to ‘some things which I formerly composed for your
Grace’s recreation’. The treble opening of his three-part pavan in D, which
survives in Francis Withey’s manuscript collection Bodleian Library, MSS
Mus. Sch. C.59-60 (p. 59), is inscribed ‘at Welbeck’. Withey was
meticulous in his approach to recording information about the music
which he copied. It would appear then that at least one of Simpson’s three-

26 . See, for example, The Answer of Ferdinando Lord Fairfax to a Declaration of
William Earle of Newcastle (London, 3 March 1643); A Declaration Of the Lords
and Commons Assembled in Parliament, for the vindication of Ferdinando Lord
Fairfax and divers other Knights and Gentlemen (London, [?2 February 1643]); A
New-come Guest to the Towne (London, 5 June 1644).
27 Urquhart, ‘Was Christopher Simpson a Jesuit?’, 13; Simpson, Compendium, Sig. A3;
Edward, Earl of Clarendon, The History of the Rebellion and Civil Wars in England,
II (Oxford, 1703), 392-3.
28 R. W. Goulding, ‘The Welbeck Abbey Miniatures’, Walpole Society 4 (1916), 1-3,
27; [A. H. Sullen], ‘Flatman, Thomas’, DNB, VII, 251-2.
29 Carwarden s portrait was engraved by William Faithorne for the 1665 and 1667
editions of The Division Viol. A second Faithorne engraving appears in different
versions in the 1667 and 1678 editions of the Compendiurn. In 1662 Flatman
contributed commendatory verses to Faithorne’s The Art of Graveing. Vertue lists a
second miniature of Simpson by Samuel Cooper in the collection of the miniaturist
Lawrence Crosse (d. 1724) which was sold at auction on 5 December 1722, present
whereabouts unknown (British Library, Add. MS 23069, p. 16; D. Foskett, A Dictionary
of British Miniature Painters (London, 1972), I, 227).
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part airs was composed while residing at Newcastle’s estate some time
before the royalist defeat at Marston Moor in July 1644 which precipitated
the duke’s exile abroad.30 This particular pavan must have been written
during the period December 1643 to mid-January 1644 when Newcastle
marched ‘to his own House and Garison [at Welbeck], in which parts he
staid some time, both to refresh his Army, and to settle and reform some
disorders he found there’.31

Webster may also have owned or acquired on behalf of Newcastle ‘1.
Sett of Bookes, with reed Couers guilded containeing Fantasies, Almaigns
Corantoes, &c. of Mr Websters, Monseiur Nou’s Edsons, &c.’ (Appendix
[i]), a collection of works by court-based composers compiled wholly or in
part some time between 1626 and 1636. The name ‘Edson probably refers
to John Adson, one of the London waits, who joined the royal household
on 4 November 1633 as a musician [36]

Plate 5. Thomas Flatman (1637-1688), ‘Mr Symson, master of musick’.
Private collection.

30 R. Thompson, "‘Francis Withie of Oxon" and his commonplace book, Christ Church,
Oxford MS 337", Chelys 20 (1991), 3-27, at p. 6.
31 Margaret, Duchess of Newcastle, The Life of.. William Cavendishe, 39-40. The duke
had returned to York before 28 January (see A Sermon preached in York Minster,
Before his Excellence the Marques of Newcastle Being then ready to meet the Scotch
Array January 28, 1643 By the Bishop of Derry . Published by Speciall Command.
Printed at York by Stephen Bulkley 1643). Newcastle spent most of his military career
on campaign in the northern counties when he was not residing at York, though he must
have returned briefly to Welbeck at the time of his first wife’s death on 17 April 1643
(Margaret, Duchess of Newcastle, ibid., 1253).
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for the flute and cornets.32 Adson had published in 1621 Courtly masquing
ayres, composed to 5. And 6. Parts, for violins, consorts, and cornets,
comprising 21 five-part and ten six-part airs. Newcastle’s set may have
contained some of the pieces from Adson s print,33 though Rolleston’s
citation does not specify the number of parts or the instrumentation of the
collection. The fact that the set was returned to Welbeck in 1636 along
with two cornets and a sackbut might suggest that it was intended for wind
ensemble; however, pieces for wind instruments were commonly played
on strings and vice versa.
Webster was one of the first English composers to write dances for strings
[37] scored for two equal trebles and bass, or with an additional tenor part.
Several of his three and four-part airs can be found in English sources and
in the German print Taffel-Consort (Hamburg, 1621) published by
Thomas Simpson, Webster’s colleague at the Schaumburg-Lippe court34

‘Monseiur Nou’ must be the French violinist and composer Stephen or
Etienne Nau (c1600-1647), who joined the King’s Musick in Michaelmas
1626.35 With the exception of an incomplete ‘Lavalta’ (Bodleian Library,
MS Mus. Sch. D.220 p. 117, no. 66, bass), none of his music written for
the Caroline court in four and five parts has survived in this country,
though some of his airs can be found in the Filmer manuscripts (1 and 3)
copied in the seventeenth century for the Filmer family of East Sutton in
Kent, now at Yale University.36

Rolleston does not specify the instrumentation of ‘1 sett of bookes. 6:
parts. not prented. pauins, and Fansies’ (Appendix [iii]); however, the
contents imply that the pieces were scored for a consort of viols. The entry
is too general to date the collection, though given its grouping with several
Elizabethan and earl, Jacobean vocal prints, this set of part-books could
have been compiled during the lifetime of Newcastle’s father, Sir Charles
Cavendish (1553-1617). John May’s ‘Sett of 7 6: bookes, with reed
couers...wch came from Rufford’ (Appendix [ii]), formerly in the
possession of the keyboard player Mr Tomkins, may also have contained
works for a six-part stringed consort, but with a written-out organ part,
hence Rolleston’s correction from ‘6’ to ‘7’ books. None of May’s
compositions is listed in the Thematic Index. Moreover, nothing is known

32 A. Ashbee, D. Lasocki et al, A Biographical Dictionary of English Court Musicians
1485-1714 (Aldershot, 1998),1,8-10.
33 In Act IV of Newcastle’s play The Country Captaine, staged c1640, Captain Underwit
requests of the tavern fiddlers, ‘Som of your-new Tunes my Masters, doe you heare?’, to
which one of their number replies, ‘Doe you meane Mr Adson’s new ayre’s Sir?’ (British
Library, MS Harleian 7650, f. 78+r; A. Johnson, The Country Captain by William
Cavendish Earl of Newcastle (Malone Society Reprints, 162, Oxford, 1999); William
Cavendish, The Country Captaine And the Varietie, Two Comedies, Written by a Person
of Honor (London, 1649), 59-60. Courtly masquing ayres could hardly have been
considered ‘new’ in 1640. The fiddlers may have performed pieces composed by Adson
later than the 1621 print which are no longer extant (J. K. Wood, ‘Music in Caroline
Plays’ (Ph.D., University of Edinburgh, 1991), II, 486-7).
34 Dodd, Index, Webster-1.
35 Ashbee, A Biographical Dictionary, II, 822-3.
36 R. Ford, ‘The Filmer Manuscripts: A Handlist’, Notes 34 (1978), 814-25, Holman,
Four and Twenty Fiddlers, 244-50.
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about the composer’s career, though in view of the set’s connection with
Rufford, he may have been employed by the Talbots.

British Library, Sloane MS 3992, seventeen unattributed pieces in
staff notation probably intended for two viols, may also have formed part
of the collection of instrumental manuscripts at Welbeck prior to the Civil
War.37 The signature of ‘Charles Cavendysshe’ on f. 1v of this source
corresponds with the handwriting of Newcastle’s father38 and therefore
provides a terminus post quem for the manuscript of April 1617.

*****

Simpson recognised in the dedicatory epistle to his Compendium
Newcastle’s knowledge of and skill in the science of music, and praised
him for ‘cherishing and maintaining such as are excellent in it’. Simpson,
Webster, William and Henry Lawes, Nicholas Lanier, John Wilson, John
Gamble and Matthew Locke among others belonged to the duke’s musical
coterie, and his patronage of composers associated in particular with the
viol continued after the Restoration. Numbered among his servants in a
single extant chequer roll dated 2 November 1661 is the payment’ To Mr
Young the Violist for his wages ...£15’. Could this be a reference to the
composer William Young (d. 1671) who returned briefly to [38] England
in the early 1660s?39 Newcastle’s taste in instrumental music ranged from
the viol fantasias of the late Elizabethan and Jacobean periods to the inno-
vative airs in three to five parts by Webster and Nau written for the King’s
Musick during the reign of Charles I to the virtuoso divisions for bass viol
composed by Webster, Simpson and others.

Acknowledgements

I am grateful to the owner of Newcastle’s inventory, who wishes to remain
anonymous, for permitting me to consult the document and to reproduce
an edition of the relevant sections of the text. The discussion on
Newcastle’s viol manuscripts first appeared in L. Hulse, ‘Apollo’s
Whirligig: William Cavendish, Duke of Newcastle and his Music
Collection’, The Seventeenth Century, 9/2 (1994), 213-46. Reprinted by
permission of the editor, Dr Richard Maber.

37 Sloane MS 3992 is an oblong octavo score-book comprising thirty-four leaves of
French paper with a bunch of grapes watermark, flanked by the initials MP, which
resembles Heawood no. 2176 (E. Heawood, Watermarks mainly of the 17th and 1801
centuries (Hilversum, 1950)). The manuscript contains two systems of five and six-lined
staves per page, possibly intended for voice and lute (Dodd, Index, A-2-4).
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[44]

LA MORT DE LA VIOLE EN
FRANCE PENDANT LE DIX-

HUITIEME SIECLE: AN
ENQUIRY INTO THE VIOL’S

FALL FROM GRACE
Mark Summers

The elderly viol, after having shone at court and in town at the end of
the seventeenth century and the beginning of this one, saw the cello
preferred to it,; in spite of the defence mounted by M. L’Abbe Le
Blanc, Doctor of Law...she perished from pride before his very eyes
and was only too glad to retire to a little lane on the Champs Elysées,
where she celebrated her fiftieth birthday in perpetual silence, and
without being missed by a single amateur.

Michel Corrette, 1773.1

The later history of the viol in France can be divided into three distinct
periods.2 Until 1715 the instrument flourished under the influence and
protection of Louis XIV; between 1715 and c1750 it went into decline;
between c1750 and the Revolution in 1789, it effectively disappeared.
Apart from increasingly isolated references to the unpopularity of the viol,
the main evidence for its decline is the progressive reduction and eventual
cessation of composition and publication of viol music: the process of
publishing took time and money and would only be undertaken if a market
was perceived, so the presence or absence of publications is an important
indicator of taste. The last major publication for the viol, by Jean-Baptiste
Forqueray in 1747, took the form of a collection of Pièces de viole by his
father, Antoine, with new bass lines added.3 Other instruments were
increasingly used in situations formerly reserved for the viol, and even
music published for the viol gradually changed in character: the use of the
viol in ensemble, rather than as a solo instrument, became more common,

1 M. Corrette, Méthode pour apprendre a jouer de la contre-basse a 3, a 4 et a 5
cordes, de la quinte ou alto et de la viole d’Orphée (Paris, 1773; 2nd edn 1781, repr.
Geneva 1977), 2.
2 This article is a revision of my honours dissertation, which I also presented as a paper at
the Bowed Strings Symposium at Edinburgh in June 2000. I chose the subject after finding
that the question ‘if the viol was so popular in France, why did it die out?’ could not be
adequately answered from existing sources. For a full discussion of the viol repertoire see
J.-A. Sadie, The Bass Viol in French Baroque Chamber Music (Ann Arbor, Michigan,
1980); for the social aspects of musical life of the period see W. Weber, ‘Learned and
General Musical Taste in Eighteenth Century France’, Past and Present 89 (November
1980), 58-85.
3 A. Forqueray, Pièces de Viole avec la Bass Continue (Paris, 1747; facs. Geneva,
1976).
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and works such as Leclair’s Op. 2 trio sonatas (1728), Rameau’s Pieces
de clavecin en concerts (1741) and Guillemain’s Sonates en quatours
(1743), which all contain obbligato parts for the viol, have suggestions for
alternative instrumentation. Further important evidence for the viol’s
decline includes an eccentric treatise by Hubert le Blanc,4 mentioned by
Corrette above, which attempts to argue for its return to favour.

Until 1715 musical taste in France was dictated to a large extent by
Louis XIV, who engineered a situation of Absolutism whereby the French
state centred on him, the ‘Sun King’. Not only did he preside over court
but, unusually, took an active (at times over-active) role in politics,
especially foreign affairs. Although the country was virtually bankrupted
by war, there was always music in lavish quantities, and even when
cutbacks eventually came at the end of his life, Louis maintained a keen
interest in chamber music. His use of music, both ceremonial and private,
was politically calculated to add to the pomp and splendour of his
majesty.5 In this atmosphere the viol flourished, finding favour with the
nobility and, more importantly, the King. The death of Louis XIV resulted
in [45] the partial break-up of the systems of government he had instituted:
the following regency discouraged centralised grand patronage and,
although courtly musical life continued much as before, the Versailles court
was no longer the only focus of informed taste. The city of Paris started to
become the place where musical preference was formed, and an interest in
new Italian forms, which had been gathering momentum since the death of
Lully in 1687, now started to come to the fore.

Throughout the life of Louis XIV, however, his own views and
preferences predominated. Le Cerf shows him as being appreciative of the
Italians but ultimately supporting his native traditions:

he was attached to the opera of Lully, to the music and musicians of France,
and since the death of Lully he has not changed his taste; he has stoutly
adhered to it, though there have been some attempts to make him change it.6

One typically French aspect of the King’s taste was his love of the viol: it
was Louis XIV who instructed the five-year-old Antoine Forqueray, then an
infant prodigy upon the base de violon, to learn the viol instead.7 The Sun
King’s influence is summed up by Henry Raynor thus:

The extent to which all these forms of music, in the theatre, the church and
the concert room or the home, depended on the taste of Louis XIV and on
his ability to tell good composers from their inferiors is obvious. His place in
the history of music is not simply that of a patron who was lucky enough to

4 H. le Blanc, Défense de la Basse de Viole contre les entreprises do violon et les
pretentions du violoncel (Amsterdam, 1740); English trans. in B. G. Jackson, ‘Hubert
Le Blanc’s Défense de la viole’ JVdGSA 10 (1973), 11-28, 69-80; 11 (1974), 17-58; 12
(1975) 14-36.
5 A thorough discussion of the use of music at the French court can be found in R.
Isherwood, Music in the Service of the King, (Ithaca, New York and London, 1973).
6 J. L. le Cerf de la Vieville, Comparaison de la musique italienne et de la musique
française (2nd edn, 1705), in O. Strunk, Source Readings in Music History (New
York, 1950), 489-507 at p. 506; repr. in 5 vols (New York, 1965), 111, 129-47 at p. 146.
7 Mercure Galant, April 1682, 331-2; Sadie, The Bass Viol, 2.
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find firstrate composers and reasonable enough to pay them well, for his
influence was more direct. Because he found the first-rate composers who
provided the music which appealed to his own educated taste, he laid down
the lines along which French music has travelled ever since.8

After the death of Louis XIV the dissent lying quietly under the surface
at all levels of society had a chance to make itself known. The three
principal heirs to the throne died within a few months of each other in 1711-
12, and Louis XIV’s heir became his sickly great-grandson, a boy of five.
The regent, the Duc d’Orleans, was a nephew of Louis XIV but did not
subscribe to the same political beliefs: Louis had tried to control the
situation which would arise after his death by producing a will setting out
how the country was to be governed, with a system of councils made up of
his supporters, but Orleans, seeing how the principles of Absolutism could
be used against such posthumous control, declared the will null and void in
the name of Louis XV the new king being sovereign in his own right and
not bound by the wishes of the previous monarch. Orleans had the support
of the nobles, the parlements (regional law courts) and all those who were
against the inflated power of the Jesuits who were a sign of the sometimes
oppressive influence of the Catholic church. Having formally nullified the
will in the parlements, Alfred Cobban suggests, [46] ‘the regent emerged
with full powers of royal absolutism but with the intention of using them to
bring that absolutism to an end.’9

This new administration was a breath of fresh air through French society:

society followed the model set by the regent. The sanctimoniousness and
dullness of the later years of Louis XIV were thrown off ... Gay colours,
light fabrics and swinging hoops and paniers...brought lighter modes and
manners along with a franker indifference to morals into high society.10

The court’s symbolic move, abandoning Versailles in favour of Paris,
followed the trend amongst the younger nobles of moving to the capital to
escape the rigid routines, discomfort and boredom that typified Versailles
life towards the end of Louis XIV’s reign. Most aspects of courtly life
followed and Paris became the centre of cultural attention. There being as
yet no king to court, the nobility once more had time to cultivate their own
tastes to the full. Musically speaking, this allowed more freedom of choice:

the King’s ideas [had become] a standard because noblemen spending most
of their time in ceremonial attendance on the King neglected their own
musical organisations in which other, perhaps more personal, styles ... might
have been cultivated.11

In a world where Enlightenment theories were beginning to find a place, the
intellectual climate was becoming more questioning. The parlements, too,
were seeking increased influence, as Cobban says: ‘by the middle of the
century the parlements had succeeded in reinstating themselves as a power

8 H. Raynor, A Social History of Music (London, 1972), 233.
9 A. Cobban, A History of Modern France (Harmondsworth, 1963), I, 18.
10 Ibid., 19.
11 Raynor, A Social History, 232.
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in the land’12 Thus the country became very much less centralised, with
more room for differing branches of opinion. In this atmosphere public
concerts thrived, though they were still regulated by the holders of the
monopolies of public performance granted by Louis XIV and by continuing
strict church control on the calendar of public events: ‘monopolistic
practices of the ancien regime limited the proliferation or specialisation of
musical institutions, for authorities permitted few concerts to rival the
Concert Spirituel.’13

The long-established tradition of aristocrats giving concerts in their
homes for selected audiences enabled tastes contrary to those prevailing to
be indulged. In this way, the new Italian style found its way at first to a
small group of enthusiasts; conversely, when the viol was in decline, the
instrument could still be enjoyed by those whom it excited. Music also
found its way into the lives of the nobility as participants, and it was for this
purpose that much, if not most, of the solo viol repertoire was published,
providing music to while away the hours. This was a feature of aristocratic
life that continued through the changes of the eighteenth century, absorbing
the new musical fashions. Private interest played an important part in the
emancipation of the Italian style but it was at the public concerts that it
gained ultimate acceptance: here, the taste of the general public [47] was
the key to success and these concerts became the most important showcase
for new music.

It is interesting to note the way in which tastes were formed from the
beginning of the regency onwards. No one individual had the influence of
Louis XIV or Lully (who was ruthless in his dislike of Italian music), and
much of the success of new Italian styles was due to their growing
popularity with the French concert-going public. Away from the court, and
without a single figure to dictate taste, performers and their music were
subject to the machinations of fancy and quickly changing tastes. One
consequence, a noticeable move towards accepting the Italian style, had
severe implications for the viol.

The measure of the worth of a piece of music was largely based on its
entertainment value, the lack of a classical tradition making recourse to
antique models impossible. Whereas a literary connoisseur might compare a
poem of Racine to one by Virgil, no such comparison was available to the
musical establishment, there being, save for a few fragments, no music
surviving from ancient Greece or Rome and as a result no canon by which
to judge new works. The music of immediately preceding centuries was
deemed out of date (with the possible exception of Palestrina, regarded as a
standard for church polyphony though his music was termed stile antico),
and there was no sense of an academic musical tradition. Weber points out
that ‘music could not be learned because ultimately it had no history’.14

Connoisseurs of music could draw only on the contemporary authority of
taste, an authority ‘by definition intellectually weak’.15 Without the capacity

12 Cobban, A History of Modern France, 1 , 85.
13 Weber, ‘Learned and General Musical Taste’, 69.
14 Ibid., 60.
15 Ibid., 63.
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to claim superior learning in matters of taste, but rather a knowledge and
appreciation of a wider repertoire, the relationship between the musical
connoisseur and the public was different from that in any other field of
learning.

‘Public’ here means not the twenty million inhabitants of France but the
infinitely smaller band of ‘people of quality, a distinguished multitude, who
frequent the theatre, but who do not carry there any knowledge of the
rules’.16 This lack of ‘knowledge’ was not seen as a hindrance (‘for
members of the privileged classes, ignorance did not rule out musical
bliss’).17 Entertainment was the key to the musical experience and, in some
ways, knowledge could be seen as a double-edged sword. The very word
‘connoisseur’ could, depending on the context, be used as much with
negative connotations as positive ones. But however they were regarded,
connoisseurs did provide a link between the public and the ‘special
knowledge’ held by the performers.

Whilst informing the public in matters of specialised taste, a
connoisseur had ultimately to bow to its preferences. This hierarchy is
highlighted in the anonymous Lettres d’un amateur:

no judge other than the public should decide the merit of a piece designed
to amuse and captivate it. This truth is indeed crucial, since failure has so
often [48] come to works thought excellent by pretended connoisseurs,
men of taste, or theatre directors, and brought down failure and
humiliation upon these same authors, pretended men of letters, and
connoisseurs.18

To quote Weber, ‘master musicians and connoisseurs had an authority
born of their special knowledge, but they served only to inform and
educate the general public, with whom the ultimate authority over taste
resided’.19

Then as now, however, connoisseurs were generally able to steer
public tastes in a particular direction. The connoisseurs, the first people in
France to hear and appreciate Italian music, ‘flaunted their knowledge as a
kind of radical chic’,20 but the Italian style took little time to catch hold of
the public’s imagination. The very fact that few people were technically
and aesthetically knowledgeable perhaps resulted in a public that expected
to be delighted by new music and did not carry preconceptions that might
affect their opinions. This public was eager for new music, latterly Italian
or Italian inspired, and was bound less to the French tradition than those
who sought to suppress foreign styles. They were more able to judge
simply on what they heard than on any matters of nationality, though this
is not to say that the nationality of the music or performers did not have
any effect.

16 Le Cerf quoted in Weber, ‘Learned and General Musical Taste’, 67.
17 Weber, ‘Learned and General Musical Taste’, 66.
18 Anon., Lettres d’un amateur (Paris, 1776), 21, quoted in Weber, ‘Learned and
General Musical Taste’, 67.
19 Weber, ‘Learned and General Musical Taste’, 67-8.
20 Ibid., 68.
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Along with the Concerts Français and Concerts Italiens, the
Concert Spirituel represented the first attempt at regular subscription
concerts in France. Of the three series, the Concert Spirituel was the
longest running and broadest ranging (the Concerts Français played
mainly French divertissements and cantatas while the Concerts Italiens
‘only performed Italian music; they were almost entirely Italian musicians,
with some Frenchmen who had been in Italy’).21 Admission to the Concert
Spirituel, a series started in 1725 to provide music on holy days when the
opera was closed, was by purchase of tickets for sizeable sums of money.
By the 1730s the net income of a year’s season sometimes exceeded 8700
livres: the profit for 1736-7 was 8717.8 livres for a total of 22 concerts,22

although this was a small return in relation to the massive outlay for
musicians and for permission to perform from the holders of Lully’s
monopoly. The repertoire included larger-scale works as well as chamber
music.23 To begin with, the performers were taken from the Opera, the
Royal Chapel and various Paris churches but later, as more and more
instrumental music was put on, Italian and Italian-trained instrumentalists
were featured. The Concert Spirituel quickly became ‘an important forum
for new music: vocal and instrumental, religious and secular’24 and Italian
music increased in popularity. Corelli’s Opus 6 no. 8 (the ‘Christmas
Concerto’) was featured in the first concert in 1725; 1738 saw the first
cello sonata; and in 1745 a concerto for pardessus was played by one Mlle
Levi. Apart from the pardessus, a viol player is only mentioned in one
season (1745) when Jean-Baptiste Forqueray played in a quartet by
Telemann. This was a result of two factors to be explored: the unsuitability
of the viol to performing in a concert [49] hall and the lack of a place for it
in Italianate music.

Latterly, the sonata had made headway in the larger halls of Paris (such
as the Tuileries where the Concert Spirituel was held), but was not seen
as wholly appropriate for the intimate chamber music at court. The viol,
however, was not suited to the concert hall environment: although with its
resonant capabilities it can be heard in large spaces, it is only effective when
there is very little other sound competing at the same time. French concert-
going was more relaxed than today’s formality, and was more of a collective
social experience than an individual one: Weber points out that ‘etiquette
allowed talk, moving about, even card-playing and occasional fisticuffs, and
while that may mean anarchy to us, to people of the time it comprised a
controlled social interplay which was integral to musical experience’.25

The viol had no way of competing with this background noise, the very
nature of its sound being delicate with nuance and restrained expression
paramount. Beside the robust and louder violin, the viol would never fare
well in terms of audibility, its lightweight construction having much less

21 Titon du Tillet quoted in in J. R. Anthony, French Baroque Music from Beaujoyeulx
to Ramean (rev. edn, Portland, 1997), 38.
22 C. Pierre, Histoire du Concert Spirituel, 1725-1790 (Paris, 1975), 23.
23 Ibid., 227-344.
24 Anthony, French Baroque Music, 37.
25 Weber, ‘Learned and General Musical Taste’, 71.



Chelys vol. 29 (2001), article 3

capacity for volume. In June 1738, the Mercure de France, the main
journal for Paris, reported the effects of these differences, presenting an
obituary for La Viole explaining that ‘it does not make enough sound and
can hardly be heard in concerts. The basse de violon is preferred’.26 Julie-
Anne Sadie suggests that this was the main reason for the decline in the use
of the viol: ‘Ultimately, it was the viol’s lack of sonority-so necessary when
playing in large halls-which brought about its demise. The viol’s inherent
versatility in the alto, tenor and bass ranges could not offer sufficient
compensation’.27 Other contemporary accounts support this view. Le Blanc,
in describing what he saw as the battle between violin and viol, points out
the viol’s particular strengths but admits that a large hall does nothing for
them:

The Violin, to be sure could not contest with the Viol in the delicacy of its
moving sound or its harmony, so refined in its resonance when it was heard
in the proper place for examining its attributes at close range. So to allow
them to make an impression, he advised moving the setting to an immense
hall, where there would be many effects which were prejudicial to the Viol
as they would be favourable to the Violin.28

The solo repertoire of the viol was literally chamber music. Once the viol
left that environment its role was principally one of accompaniment, and it
was not strong enough to compete with other sounds to be heard
simultaneously.

This lack of power was not the only reason for the viol’s demise. To
quote Valerie Walden: ‘Need for precision of pitch, volume of sound, and
matching sonority with other members of the violin family rendered the
viola da gamba inevitably unsuitable for much eighteenth century
repertoire’.29 ‘Precision of pitch’ was compromised by the viol’s lack of
flexibility: once the fret was set so was the pitch, and the player was less
able to accommodate the shifting pitch of [50] others than on an instrument
of the violin family. Sadie suggests, ‘While the preferences of patrons and
the exigencies of specific occasions often determined the instrumentation
of an ensemble, the use of Italian instruments to perform increasingly
Italianate music was inevitable ... the viol parts became less idiomatic and
hence more readily adapted to instruments with smaller ranges and less
facility in playing chords’.30 The unsuitability of the viol for the new
repertoire is a key to its fall from grace.

In his Dictionaire, the first edition of which appeared in 1701,
Sebastien de Brossard defined ‘sonata’ thus:

Sonatas are ordinarily extended pieces, Fantasias, or Preludes, etc., varied
by all sorts of emotions and styles, by rare or unusual chords, by simple or
double Fugues, etc., etc., all purely according to the fantasy of the
Composer, who, being restricted by none but the general rules of
Counterpoint, nor by any fixed metre or particular rhythmic pattern,

26 Sadie, The Bass Viol, 4.
27 Ibid., 21.
28 Jackson, ‘Hubert Le Blanc’s Défense de In viole’ (1973), 27.
29 V. Walden, One Hundred Years of Violoncello (Cambridge, 1998), 3.
30 Sadie, The Bass Viol, 20.
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devotes his efforts to the inspiration of his talent, changes the rhythm and
the scale as he sees fit, etc. One finds [sonatas] in 1, 2, 3, 4, 5, 6, 7, and 8
parts, but ordinarily they are for Violin alone or for two different Violins
with a Basso continuo for the Clavecin, and often a more figurated bass for
the Viola da gamba, the Bassoon, etc.31

Le Blanc provides a partial definition of Italian music through a
comparison with the French style. This displays the common French trait
of using the standards of French music as a benchmark:

in music, just as in discourse, there is a distinction to be made between
poetry and prose... [and there is a] notable difference between harmony
and melody. The Italians seek one above all; the French sacrifice
everything for the other. The Character of musical poetry is Melody. It is
found in all French pieces for the viol and for the harpsichord... The
property of musical prose is harmony, without which the Sonata would
merely be on a par with the low level of music of a children’s choir.32

Sonatas have been adopted in place of pieces because their style is
more humanising:33

… the Italian style, in which the bow, by down-bows and up-bows,
uniform and connected, without their succession being perceptible,
produces cascades of notes, multiplied infinitely, which only appear as a
continuity, like those formed by the throats of Cossini and Faustina.34

James Anthony provides a list of the words used to describe music by
contemporaries:35

French: beauté, calme, charme, delicate, douceur, élégant, grâce,
intelligent, naturel, netteté, noble, régularité, (la belle) simplicité,
tendresse, touchant

Italian: (a selection) bizarre, brillant, chargé, défiguré, diversité,
extravagance, licence, rage, varieté, violence, vivacité

[51] The main distinctions between French and Italian music were of
elegance and brilliance, of melody and harmony. The increasing harmonic
vocabulary of the Italians contrasted with the comparatively more limited
range of the more melodically inclined French.

The sonata at this time was an evolving form, readily malleable to suit a
composer’s every need, with none of the rigidity of the native French
pieces. Maybe this explains the appeal of the form to French composers and
the increased public appetite for such works. According to the preface of
Couperin’s Les goûts réünis (1724), the first sonatas appeared in France in
about the last decade of the seventeenth century, although a sonata
attributed to Charpentier has been dated to the latter half of the 1680s.36

From then on, the number of native French sonatas increased steadily, the

31 C. Hogwood, The Trio Sonata (London, 1979), 16.
32 Jackson, ‘Hubert Le Blanc s Défense de la viole’ (1973), 17.
33 Ibid., 19.
34 Ibid., 22.
35 Anthony, French Baroque Music, 145.
36 Sadie, The Bass Viol, 143.
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form being adapted to suit French needs, tastes and existing forms. With
some exceptions, however, the instruments that fail to find their place in the
pantheon of the solo sonata are the viol and the harpsichord (although the
latter retained its place as accompanist). The cello and flute find their place
alongside the violin but the viol is left to be content with its pièces, a
situation that Le Blanc found unsatisfactory. Although an ardent defender of
the viol, Le Blanc was also an enthusiastic supporter of the sonata,
suggesting that it was only through this form that the true worth of the viol
could be displayed: ‘Did not the inventor of the sonata fulfil at one stroke all
the best in instrumental music?’37

In comparison with contemporary sonatas, pièces de viole were much
more formal and Le Blanc was perhaps yearning for this formality to be
removed. The custom of grouping dance movements into suites had grown
with the rise of the viol and became unfashionable at much the same time.
This was probably because of the ‘greed of the French for foreign novelties
above all else’38 into which group neither the viol or pièces fell. The sonata
and the Italian style provided the French with much more freedom of
expression and a new structure, unbound by formal conventions, with which
to frame it.

The clearest example of the merging of the French and Italian styles
came in the music and writings of François Couperin, whose first attempts
at writing Italianate sonatas were put forward to the public under an Italian
pseudonym. He explained a number of years later in the preface to Les
Nations:

Charmed by those [sonatas] of Signor Corelli, whose works I shall love as
long as I live, much as I do the French works of Monsieur de Lulli, I
attempted to compose one, which I had performed in the hall where I had
heard those of Corelli. Knowing the greediness of the French for foreign
novelties above all else... I pretended that a relative of mine ... had sent me a
sonata by a new Italian composer. I rearranged the letters of my name so that
it became an Italian one, which I used instead. The sonata was devoured
eagerly, and I felt vindicated by it.39

[52] By using a name like Pernucio or Coperuni (André Tessier’s two
suggestions for the anagram)40 Couperin showed that although Italian
sonatas were popular in the early 1690s (the date 1692 being given for a
manuscript copy of La Steinquerque, named after a battle of the same
year) it was unwise for him as a Frenchman to admit to writing them
himself. Later in his career, Couperin was explicit in his aims as regards
sonatas. No longer was he trying to write sonatas in the Italian style, but
setting out to write music in which the French and the Italian were drawn
together to make les goûts réünis, a fusion of tastes whereby French wit
could be drawn together with Italian brilliance to make a new style that
was more than the sum of its parts. In this way, the Italian style was
absorbed and changed rather than adopted wholesale, perhaps in an

37 Jackson, ‘Hubert Le Blancs Défense de la viole’ (1973), 17.
38 F. Couperin quoted in Anthony, French Baroque Music, 379.
39 Ibid., 104.
40 D. Tunley, Couperin (London, 1982), 18.
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attempt to take over a style that was threatening native French traditions.
The invaders were defeated by being assimilated into French culture.

One might think that there was no room for the viol in les goûts
réünis, but of all the French composers who were not themselves viol
players, Couperin is the one most associated with the instrument. His
writing, though stylish, often lies badly under the hand, a problem avoided
by Marais, the master of idiomatic viol-writing. Couperin wrote a number
of works specifically for the viol, not least the Pièces de viole published
only five years before his death in 1733. While the first suite owes little to
the Italians, the second, with its slow-fast-slow-fast movement structure, is
more reminiscent of the sonata, especially considering the fugal second
movement. In Les goûts réünis (1724) there are two concerts (nos. 12 and
13) specifically written for two viols, but, as they were written for the age-
ing Louis XIV, it is perhaps unsurprising that the viol should take such a
prominent role. In other publications the viol is called upon to add an extra
part to a predominating texture: the first ordre of Les Nations (at the end
of La Françoise) and the third concert from Concerts Royaux (the
Prelude has a ‘Contre partie pour la viole si l’on veut’).

The most important quality French music gained from its absorption
of Italian style in les goûts réünis is freedom. The extended formal ideas
meant a composer of instrumental music could write much longer, less
rigidly structured pieces that moved away from binary dance forms.
Similarly, the extended harmonic models that came with these new forms
meant a new sense of drive could be injected into the music, a stronger
basis for longer movements. Dance suites retained some importance in the
new, popular style: Couperin’s Les Nations consist of extended sonata
movements followed by dance movements, Couperin stating in his preface
that the sonatas were now introductions for those suites.

Couperin was a watershed figure. Although he continued to favour the
viol more than other composers, his progressive style pushed the
instrument further from the vanguard of musical taste. Far from including
the viol in the new style, his later publications heighten the sense that the
viol was no longer as necessary [53] to French music as it once had been.

Jean-Baptiste Forqueray’s publication of music supposedly by his
father, Antoine, shows a different approach to the pièce. The writing is
technically far removed from the pièces of Marais, using all the frets on all
seven strings most of the time. One can see aspects of Italian influence in
the sophisticated harmonic writing and, more importantly, a shift of
emphasis in the nature of its virtuosity. As shown above, French music
prized elegance as a chief virtue whilst Italian music favoured extrovert
brilliance. The virtuosity of French viol music is very restrained compared
to the Italian violin school. Consequently, when that Italianate nature is
grafted onto a French viol, tension and physical difficulty result. Anyone
attempting the Forqueray pièces for the first time will find the natural
technique of Marais almost totally absent: instead, the left hand has to
work much harder, for example to achieve clean stopping on the high frets
on the bottom string, necessitated by the chordal configurations that often
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appear (ex.1). That no other composer chose to follow Forqueray’s lead is
perhaps indicative of a creative cul-de-sac.

Example 1. Antoine Forqueray, La Rameau, bars 14-16.

As the viol slowly lost its popularity it became common for French
viol players to travel to Italy to learn the new violoncello. One such
example is Jean Barrière (1707-1747), whose cello sonatas are said to the
first idiomatic works for the instrument by a Frenchman.41 Whereas
Forqueray tried in his Italian influenced pieces to arrest the viol’s decline
by bending its forms to include Italian flair, Barrière’s work seems to
solve the problem by starting again from scratch.

Example 2. Forqueray: La Rameau, bars 1-3 53

La Rameau from Forqueray’s fifth suite and a movement each from
Barrière’s Books I and II show how the former ends a tradition and the
latter starts to build new foundations.

Example 3. Jean Barrière: Adagio from Book I, Sonata I, bars 1-3.

Here one can see similar grand French openings, although there is
already a greater leaning towards a process of modulation in the Barrière.
Further on in both these movements, typical French viol figurations are
used:

Example 4. Forqueray: La Rameau, bar 18.

41 Walden, One Hundred Years of Violoncello , 13.
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Example 5. Barrière: Adagio from Book I, Sonata I, bars 6-7.

These both exhibit the attachment to the bass line that characterises so
much French viol music. However, Barriere was writing for the newer
instrument and there is a marked change between the first book, still
stylistically connected to

Example 6. Barrière, Adagio from Book II, Sonata I, bars 1-3.

[55] the viol school and not fully idiomatic as either viol or cello writing,
and the later works from Book II onwards where Barrière makes use of the
cello’s own vocabulary.

Immediately one can see the difference, this opening resembling an
Italian violin sonata. Where there was once detailed ornamental writing,
here there is space for the performer to add his own, and with it the greater
sense of freedom so typical of Italian music. This was the new direction the
viol needed to follow to survive, but the instrument was so deeply
associated with the piece that attempts to modernise from within the
tradition failed.

Forqueray’s avertissement promises further volumes if the public
receives it favourably.42 The absence of any other compositions indicates
that there was no such favourable reception. The market at which it was
aimed, the private aristocrats (the avertissement states that it is intended for
the enjoyment of three persons, two viols and a harpsichord), did not
respond. Perhaps it was simply too difficult. However it may be, Le Blanc
points to Forqueray (senior) as being an influence in a different manner.
Having conquered the sonata, Le Blanc writes,

Forqueray’s prodigious conquest ... resulted in the inclusion of the viol in the
works of other composers, restoring it as a participant in the newly created
works being written every day.43

This supports Sadie’s statement:

42 A. Forqueray, Pièces de Viole, avertissement.
43 Jackson, ‘Hubert Le Blanc’s Défense de la Viole’ (1973), 23.
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That the viol was dissociated from the continuo as a recitante instrument in
certain movements of trios ... reflects the esteem in which certain players-
principally Marais, Forqueray and Alarius-were held by their violin- and
keyboard-playing colleagues.44

In time, certainly by the death of Antoine Forqueray, there were very few
widely-known viol players left, something that

reflects the declining status of viol playing in the course of the eighteenth
century. Although its two greatest exponents’ sons, Roland Marais and Jean-
Baptiste Forqueray, continued to play the viol in Paris ... they could neither
inspire nor compose music which was to assure the instrument a place in the
vanguard of French musical taste.45

Not only were viol players defecting to the camp of the violoncello,
apparently in droves, but the traditionally secretive manner of teaching and
passing on knowledge of the art of playing the viol led to a decline in
players. Amongst the aristocracy interest was maintained, with the
continued publication of volumes of pieces until around 1750: the
aristocrats still took lessons, but teachers would have been unafraid of
rivalry from these pupils as it would have been unseemly for aristocratic
pupils to become too accomplished. Le Blanc mentions the unwillingness of
teachers to impart information:

[56] These Masters foment the total renunciation of our proper
intelligence and the blind obedience to theirs, since they cause the Viol to
be like an inheritance descended in their family, exclusive of all the others
who only have that knowledge which they have condescended to let fall to
them.46

The importance of the individual player had an effect on decisions of
instrumentation made by composers. Most works that have obbligato viol
parts were written by non-players. Julie-Anne Sadie suggests that this was
not only because the viol players were held in high regard but also because
‘by associating the viol in characteristic roles with Italianate genres,
composers were able to hasten the assimilation of the sonata and the
cantata into the mainstream of French music’.47 However, composers
wrote for the viol as a part of a greater whole rather than as a solo
instrument. The viol’s versatility as both a bass and alto instrument
ensured its continued association with the continuo, but even when the viol
had a melodic role it was always combined with providing the bass.

Works such as Rameau’s Pièces de clavecin en concerts (1741), a
continuation of the tradition of accompanied keyboard works, show the
viol at its most versatile, moving from the lowest register to the highest, at
times within the same bar, its part an equal to that of the violin and to the
clavecin as far as it could be in what was essentially a florid
accompaniment. Here one can see the viol’s dual role as bass and
melodist, although this case is unusual as the clavecin could itself provide

44 Sadie, The Bass Viol, 15.
45 Ibid., 3.
46 Jackson, ‘Hubert Le Blane’s Défense de la Viole’ (1974), 36.
47 Sadie, The Bass Viol, 69.
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a suitable bass line. Also, one must remember the alternative
instrumentation for the second part: a second violin part was engraved in
full before the start of the main score. Did Rameau sense too small a
market had he left it simply as a viol part? He seems to have wanted a
viable alternative and the cello (nowadays the next obvious instrument to
choose) was not developed enough in terms of technique to cope with
what on the viol is already a highly virtuosic part.

Other instances that show the dual capacity of the viol to play both
bass and melody can be found in cantatas, an Italian form that was far
more successful initially than the sonata. The viol was first used in vocal
chamber music as a member of the continuo of royal chapel orchestras.
The earliest published examples of the use of the viol as a semi-
independent instrument appeared in 1708 in cantatas by Bourgeois and
Stuck. In Stuck’s Diane (1714) the viol is used in one of the airs to flesh
out and enrich the voice and bass texture with divisions on the bass line;
where there was no separate part the viol was to join the continuo. In some
cases, the viol played both a bass and melodic role simultaneously. In the
second air of Le Jugement de Paris by Nicolas Renier the voice is
accompanied by a ‘viole seule’, the previous air having been
accompanied by viol and continuo. In the first half the viol follows the
contours of the voice while in the second half it has a more typical bass
line, although in a very much higher register.48 One has [57] to remember
that ‘frequently, the instances of divided bass are brief and sporadic,
momentarily enriching the texture of only one movement in one or two
sonatas or suites in a collection of 12, or in an air of a cantata’.49 The
viol had proved itself as a dual melodic and bass instrument but had not
established a place for such a role as a standard part of a form-it was
used more for textural variety than as a matter of course.

An instrument that played pièces rather than solo sonatas would not
have been considered desirable or necessary and therefore, as it was
inextricably linked to the pièce genre, the viol slowly lost an important
solo role. This meant that it had to compete solely for accompaniment
and in this area it was already fighting a losing battle. The viol
encompassed a wide range, but the Italian style, and subsequently les
goûts réünis, had moved away from fully scored textures, away from
alto and tenor parts, to a dessus and bass format. This was an area that
provoked comment by Frenchmen, Le Cerf complaining in a discussion
of the trio sonata that

the first trebles of the Italians squeak because they are too high. Their
second trebles have the fault of being too close to the first, and too far
from the bass... I find it advantageous and profitable to make the second
treble into a tenor, as we do ... because the tenor occupies the distance
between the bass and the treble and thus binds the chords of the trio ...

48 Ibid., 63 and 59.
49 Ibid., 30.
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It is not our fault that the second parts of our trios are only tenors. On
the contrary, I maintain that the body of the trio is better off for it.50

This points back to a preference for the orchestral texture of Lully
that involved a violin part, a bass and three violas. The Italophile
Raguenet gives an altogether different opinion as he considered the trio
sonata:

we there shall find the mighty Advantages the Italians have over the
French ... Among us the first upper Part is generally beautiful enough;
but then the second usually descends too low to deserve our Attention.
In Italy the upper Parts are generally three or four Notes higher than in
France; so that their Seconds are high enough to have as much Beauty
as the very First with us . 51

This clear delineation of registers was one into which the viol
would never happily fit, one of its notable features being its roving
nature. The continued use of the viol in its higher registers might have
provided it with a new role, but there was no place or need for a
middle-range instrument in the Italianate sonata repertoire, and in the
orchestral environment there already existed a suitable exponent in the
form of the viola.

Corrette’s Méthode théorique and practique pour apprendre en pen
de temps le violoncelle dans sa perfection of 1741 is written, in part, for
those who ‘know how to play the Viol and who wish to learn the
Violoncello ... as the majority of those who play the Viol presently have
a taste for playing the Violoncello’.52 Two years [58] earlier the first
sonatas for the violoncello were played with great success at the Concert
Spirituel. Corrette’s treatise, this first performance and the publication of
the solo sonatas of Jean-Baptiste Barrière did, in the words of James
Anthony, ‘more than anything else to popularise the cello in France and
doom the bass viol as a solo instrument.’53

As technique for the violoncello was refined, so the instrument gained
for itself an identity that pulled it from the shadows. In France, at least, it
gave rise to an entirely new tradition of music: Elizabeth Cowling found
that in response to the question ‘Were the early violoncello sonatas
transcriptions of sonatas originally written for the bass viola da gamba?’
the answer is ‘no’.54 The acoustic design of the violoncello gave it an
instant advantage in volume over the viol, and as the instrument evolved
into something smaller and more versatile, it gained on the viol’s
dexterity. A violoncellist had to have two instruments, but so did the

50 Le Cerf, ‘Second Dialogue’, published in J. Bonnet, Histoire de la musique
(Amsterdam, 1725), 11, 65; quoted in Hogwood, The Trio Sonata, 102.
51 F. Raguenet, Parallèle des Italiens et des Français en ce qui regarde la musique
et les operas (Paris, 1702); anon. English translation attr. J. E. Galliard (1709) in Strunk,
Source Readings 473-8, at pp. 479-80 (1965), III, 113-28, at pp. 119-20.
52 Anthony, French Baroque Music, 398.

53 Ibid.
54 E. Cowling, ‘Were the Early Violoncello Sonatas Transcriptions of Sonatas Originally
Written for the Bass Viola da Gamba?’, JVdGSA 5 (1968), 56.
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violist, so there was no advantage lost there: J.-B. Forqueray mentions in
his letter to Prince Friedrich Wilhelm of Prussia that he had two viols
‘which my father played for twenty-five years of his life. One for solo
work, the other for accompaniment’.55 15 Sonatas for bass instruments
became common, an example being Les délices de solitude by Corrette,
written for violoncello, viol or bassoon, but in general these sonatas have
nothing in them that sets them apart as being better suited to the viol.

Walden writes that ‘musicians ... gradually replaced the use of the
viola da gamba with that of the violoncello, acceptance of the latter by the
Parisians being the death knell for the viol family’. This is possible, but
seems unlikely as the acceptance of the violoncello appears to be merely
symptomatic of a wider stylistic problem. The violin, previously thought
of as an instrument fit for dancing, has more blame in the matter. Le Cerf
writes, ‘[the violin] is not noble in France ... one sees few gentlemen of
means who play it and many lowly Musicians who make their living by
it’.56 By the middle of the century, more nobles were playing this
instrument for their amusement by means of the new sonatas.

These nobles, however, were male: it was only just acceptable for men
to play the violin but certainly not for women. This prohibition led many
gentlewomen to the pardessus, an upward evolution of the treble viol
popular from around 1730. Its five-string version was tuned in fifths and
fourths, the bottom string replicating the G, D, A of the violin, and gave
women a socially sanctioned means of access to the new repertoire without
the problems of learning an on-the-shoulder playing technique. This
extension of the viol family prolonged its life until around 1760, when
etiquette started to relax and the pardessus went into decline.57 The
pardessus was mostly taken up instead of, rather than as well as, the bass
viol, and the response of composers to the new trend was two-fold: some
wrote entirely new music, while others simply arranged earlier viol works.
[59] Louis de Caix d’Hervelois published two books for the pardessus in the
1750s, most of which were arrangements of earlier publications for the bass
viol. The music is simplified for the smaller instrument, with the notation
made clearer and much of the chordal writing removed.58 The last works to
be published for the pardessus, by Nicolas Lendormy, appeared c1780,
reflecting a belated interest in the instrument among the aristocracy.59

Growing interest in other instruments ultimately lessened the appeal of
the viol within aristocratic circles, the most important group for its survival.
As people found new alternatives that gave them access to the expanding

55 J. Rutledge, ‘A Letter of J.-B.-A. Forqueray, Translated and with Commentary’,
JVdGSA 13 (1976), 12.
56 Le Cerf quoted in Anthony, French Baroque Music , 349.
57 T. Chancey, ‘Gender, Class and Eighteenth-Century French Music: Barthélemy de
Caix’s Six Sonatas for Two Unaccompanied Pardessus de Viole’, JVdGSA 33 (1996),
47-78, at p. 51.
58 R. Green, ‘The Pardessus de Viole and its Literature’, EM 10 (1982), 300-7 at pp.
302-3.
59 A. Rose, ‘The Pardessus de Viole: Notes for a Master’s Thesis’, Chelys 24 (1995), 34-
46, at p. 43.
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Italianate repertoire so the viol’s popularity dwindled, due to its associations
with the old styles.

I have attempted to show a chain of interlinked reasons for the viol’s
decline in popularity, beginning with the death of Louis XIV when the viol
lost a powerful supporter. The move of the centre of cultural society from
the court in the second decade of the century, and the development of public
concerts, increased the influence of fashionable taste; the viol, moreover,
did not have the capacity to produce the sound necessary for performance in
front of an animated audience. The gradual adoption of a more Italianate
style eventually left the viol without a secure role in French music. The start
of a more rapid stage of decline comes somewhere around the publication of
the Pièces de viole by Antoine Forqueray, the fact that another volume of
Pièces did not appear (as had been offered) suggesting a turning point in the
fortunes of the instrument. By the Revolution there was little activity as
regards the viol in public circles, although this does not rule out private
activities continuing as happened in England; continued playing of the viol
in private, however, could not compete with the everchanging nature of
public concerts and could not exert as much influence one way or the other.

Thus neither the new concert-led environment nor the Italian style sup-
ported the venerable viol. Although the instrument cannot be said to have
totally died out in the eighteenth century, the loss of its place in society and
the lack of new repertoire had the same effect. The viol became a ghost to
haunt the chateaux of stubborn viol partisans.
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[61]

A BOOKSELLER'S
CATALOGUE OF 1657

Dear Editor,
In the course of other research 1 recently came across a catalogue issued in
1657 by the bookseller William London, of Bridge Foot, Newcastle:1

A Catalogue of the most vendible Books in England, Orderly
and Alphabetically Digested, Under the Heads of Divini ty,
History, Physick and Chyrurgery, Law, Arithmetic, Geometry,
Astrology, Dialling, Measuring Land and Timber, Gageing,
Navigation, Architecture, Horsmanship, Faulconry,
Merchandize, Limning, Military Discipline, Heraldry,
Fortification and Fire-works, Husbandry, Gardening,
Ronances, Poems, Playes &c.... to be sold by the Author at his
Shop in New-Castle.

[62] London's catalogue is, in fact, well known to bibliographers, and a
facsimile was published in 1965 including two supplements issued in 1658
and 1660. Readers of Chelys might, however, be interested to know that
although the comprehensive main title makes no mention of music, music is
included in the section internally headed 'Books of the Mathematics' and the
following brief list of publications appears on f. Dd 4 (the volume has no
continuous pagination):

[1] M. Descartes. An excellent compendium of musick, with necessary
and judicious animadversions thereupon, by a person of honour
illustrated with figures. 4°

[2] A musicall banquet, set forth in three choice varieties of musick. 4°
[3] A brief introduction to skil of Musick by song or voyall. 8°
[4] Mr Dock [i.e. Locke]. His little consort of three parts, containing,

Pavans, Ayres, Corants, and Sarabrands for Voyalls or Voyalins, in
two varieties, the first 20. for too Trebles and a Base, the last 20. for
Treble, Tenour, and Base, to be performed alone, or with Theorbo's
and Harpsicon. 4°

[5] Mr Child. Choice Musick to the Psalms of David, for three voices
with a continuall Basse, either for Organ or Theorbo. 8°

[6] A Book of Dancing, in plain rules for country dances, with tunes to
each dance, with tunes for French corants, with pleasant tunes for
Treble Violin, for beginners. 8°

[7] Musick Recreation, or choice tunes for the lyra voyall. 4°

[8] Ayres and Dialogues for one two or three voices, by Mr Lawes,
servant to his late Majesty in his pub. and private Musick. folio

[9] New and choice tunes for the Cittern, with lessons for Gittern, &c.
4°

1 H. R. Plomer, A Dictionary of the Printers and Booksellers who were at work in
England, Scotland and Ireland from 1668 to 1725 (Oxford, 1922), 119-20.
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[10] Court aires; Or Pavins, Almains, Corants and Sarabrands of two
parts; Treble and Base, for Voials or Vyolins in consort, to the
Theorbo, Lute or Virginals. 4°

Despite London's sometimes eccentric spelling and syntax, most of these
items are easily recognisable as publications issued by John Playford
between 1651 and 1656. No. 3 may have been the 1654 first edition of
Playford's Brief Introduction rather than that of 1655, which did not have
'brief' in the title. The wording of the title of no. 5 in the list identifies
Playford's 1656 reprint of William Child's psalm settings, not the first
edition of 1639; no. 6 is The English Dancing Master. It is unclear
whether no. 8 represents the 1653 Ayres and Dialogues by Henry Lawes,
the 1656 Second Book or both together. The most striking variation of title
occurs in no. 9, which was presumably Playford's A Booke of New Lessons
for the Cithren and Gittern of 1652. Only no. 1 does not come from the
Playford stable: it is William Brouncker's 1653 English translation of René
Descartes' Compendium of Music, with comments by the translator.

London's title page implies that these books were available over his
counter. In any case, his advertisement of them is valuable evidence both of
musical culture [63] in the English regions and of the extent to which
Playford's publishing empire reached beyond the capital. A careful
analysis of London's selection of available works, and of those excluded
by the absence of music from the 1658 and 1660 supplements, might well
be revealing. Visitors to these shores might also find reassurance in
another book advertised by London, A Treatise on the Virtues of Warm
Beer'.

Michael Fleming

NOTES
1. H. R. Plomer, A Dictionary of the Printers and Booksellers zolio zaere at work in
England, Scotland and Ireland from 1668 to 1725 (Oxford, 1922), 119-20.
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THE MYTH OF BYRD’S LOST
CONSORT DANCES

Dear Editor,
In a recent article Ian Payne sought to prove that some of
Byrd’s pavans and, more significantly, galliards were keyboard
intabulations of lost originals for consort.1 His method was to
take the First Pavan, the only keyboard pavan for which a
presumably original version for consort survives; analyse
Byrd’s method of intabulation for keyboard; use this analysis
as a basis for a reconstruction for consort of a hypothetical
‘First Galliard’ based on the surviving piece for keyboard; and
apply the same procedure for other surviving keyboard pavans
and galliards which are thought to show signs of consort
origins.

There is a danger in reading too much into Byrd’s music.
Bibliographically there is no evidence to support such
reconstructions. Only one pavan, the first, survives in consort
form. Two others offer the most tenuous hints that they may
have consort origins: the fifth survives in a version for the
English consort which may have been derived from an earlier
version for viols,2 and the B6 pavan (BK 23) survives in an
arrangement for lute and bass viol, not noted by Dr Payne.3 In
none of these cases does a galliard survive, nor do any isolated
consort galliards ascribed to Byrd. Passages redolent of
keyboard galliards having originated as consort pieces could
easily result from Byrd’s desire for stylistic consistency when
he came to compose a galliard (or galliards) to be paired with
the existing pavan which was, and two which may have been,
originally composed for viols. David J. Smith makes the point
that as late as 1580, when Philips composed his own first
pavan, a paired galliard was not de rigeur.4 Some of Byrd’s
‘Nevell’ pavans do not have galliards attached.

Byrd effectively created the virginalist style single-
handedly, but he was trained to compose polyphony and it is

1 I. Payne, ‘The first that ever he made’: Byrd’s First Pavan and Galliard and Techniques of
Transcription and Reconstruction in the ‘Lost’ Consort Dances’, Chelys 28 (2000), 28-
58.
2 W. Byrd, The Fifth Pavan by William Byrd for Broken Consort, ed. R. Turbet
(Lincoln, 1993).
3 John Welde’s lute book (in private hands), f. 7.
4 D. Smith, ‘Byrd reconstructed: in search of consort models for keyboard dances by Byrd’,
Annual Byrd Newsletter 5 (1999), 6-8.
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natural that greater or smaller vestiges of a polyphonic consort
style should permeate his original keyboard music. The desire to
expand the viol repertory by arranging Byrd’s keyboard music
is
[64] understandable, but there is a danger of mistaking wishful
thinking for musicological insight in imposing mythical consort
dances upon Byrd. Nevertheless, nobody would be happier than I
would if such pieces came to light.

Richard Turbet

Dear Editor,
It is good to read Richard Turbet’s letter, and to see in print in
this journal some of the perfectly reasonable objections which I
know, from our previous correspondence, he has to the alleged
consort origins of some of Byrd’s keyboard dances. While I do
not claim to have proved a consort origin for any of the works
discussed in my article (such an origin will remain incapable of
proof until further bibliographic evidence is discovered, though
this is itself far from conclusive, since the chance survival of
sources may give a distorted picture of Byrd’s original output), I
do believe that the musical evidence for it is compelling. The gist
of this is that the polyphonic content of some keyboard dances
(as Oliver Neighbour observed in his 1978 study), and certain
features of their notation (for example, the apparent omission of a
strand from the middle of the texture), may be interpreted as
pointing to lost consort originals; and it is worth repeating here
that Byrd was much closer to the world of pure keyboard-
intabulation, as seen in the Mulliner Book and the Dublin
Virginal MS, than is often realised. Finally I can assure readers
that my study - and I am quite sure Mr Neighbour’s original
comments which inspired it - were prompted purely by the
music, not by any desire to expand the consort repertoire, though
some viol-players might find this an interesting by-product. We
shall probably never know for certain; but this is one ‘myth’
which I hope may turn out to have at least some basis in fact!
Ian Payne
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