Blessed Wings
JOSE VAZQUEZ

We are very grateful to José \/azquez for offering us his account of the discovery of the frescoes
in Valencia Cathedral (also available in  English and in German at
<http://web.me.com/vazquezjose/Orpheon/Vdg-Valencia-E.html>)." For the
benefit of readers who, like myself, had missed the event, here is a brief résumé of what
happened (and some explanation of José’s imagery in his first paragraph).

On 21 May 1462, around two hundred years after the cathedral was begun, what was
described as ‘a “burning” pigeon, representing the Holy Spirit’, descended from the dome,
setting light to the cloth around the wooden and silver altarpiece and destroying the decoration
of the apse and the frescoes in the vault. Attempts at restoration failed, so, as José records,
some ten years later two artists were commissioned to paint new frescoes. The contract survives
and shows that in each space between the ribs of the vault they were to paint

two angels, dressed as directed by the honourable Chapter, with golden
wings in exquisite colours;  to decorate the ribs with branches, leaves
and fruits, painted with gold of ducats and to paint the windows in
azure and gold of ducats too.

All this was hidden when a new baroque ceiling was built between 1674 and 1682 under
the direction of the architect Juan Pérez Castiel. Work began on restoring this in May 2004.
Pigeons had been heard behind the fagade and a hole was made in the course of establishing
the scaffolding. On 22 June a digital camera was poked through to investigate if anything
could be seen. Part of the fifteenth-century painting was revealed, which unusually had not
been destroyed but merely covered up by a false ceiling. The decision had to be made as to
whether the renaissance or baroque work should be retained. It was subsequently decided that
the frescoes should be preserved in situ and that the baroque replacements should be removed.?

During the restoration of the Baroque frescoes of the vaulted ceiling of the
Valencia Cathedral, the workers perceived a fluttering of winged beings
through the wall. ‘Pigeons’, they thought. I, however, judging by the
astounding revelation that ensued and was made manifest unto us, suspect in
this incident a further manifestation of the Holy Spirit.

Their curiosity having been thus evoked, the craftsmen bored a hole through
the wall, threw light into the hollow cavity and were overcome with great
astonishment: what their ray of light encountered is recognized today to be the
most outstanding example of Italian Renaissance fresco painting in the entire
Iberian Peninsula. A series of winged beings are portrayed: angels in precious

1 Documentation and some photos were kindly made available by Vicent Ferrus Mascarell,
who witnessed the discovery and subsequent study of the frescoes. The introductory note is by
Dr  Andrew  Ashbee, drawing upon the  Cathedral's own  web-site
(<http://www.catedraldevalencia.es/en/index.php>) and other contemporary reports.

2 Altogether there are ten angels playing instruments.

3 Details of what has been done can be seen at <http://www.catedraldevalencia.es/en/los-
frescos-obrasrealizadas.php> (accessed 20 December 2010) where there is also a slide-show of
some of the frescoes and of restoration in progress.



garments, each with a musical instrument, finely wrought in meticulous detail.
Praise be to God, for behold, these frescoes, in their utter perfection, represent
an iconographic monument of unspeakable worth.

Owing to the erection of a second ceiling in 1674, decorated with Baroque
paintings, these Renaissance frescoes—now harboured in that cavity affording
total darkness—have been miraculously conserved during the last 330 years in
practically immaculate condition. The execution of this cycle of frescoes was
entrusted to Francesco Pagano (Naples) and Paolo di San Leocadio (Reggio,
Lombardy), two outstanding Italian artists. This was through the intervention
of Rodrigo Borja (Italianized as Borgia), who later became Pope Alexander VI
(1431-1503). Rodrigo, a native of Xativa, near Valencia, was responsible for the
introduction of the viola da gamba in Italy: the newly-elected pope included his
complete musical chapel in his entourage when he took up residence in the
Vatican in 1492. The rest is history.

Of critical importance is the representation of two historically closely related
instruments: the vihuela de mano and the vihuela de arco. The first shows a
remarkable similarity with the depiction of a viola da gamba in Sebastian
Virdung’s Musica getutsch und auBgezogen (Basel, 1511) that reappeared almost
unchanged in Martin Agricola’s Musica instrumentalis deudsch (Wittenberg, 1529:
see Figures 1-3.

Fo= - ¥

Figure 1. Angel musician with vihuela de mano: Valencia Cathedral
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Figure 2. ‘GroRR Geigen’: Sebastian Figure 3. Viola da gamba: Martin

Virdung, Musica  getutsch  und Agricola, Musica instrumentalis deudsch
aufgezogen (Basel, 1511) (Wittenberg, 1529)

Particularly interesting for us is the portrayal of the viola da gamba (Figure 4),
which in view of the very early date of the painting (1472) must be seen as the
very first iconographical evidence of a viola da gamba. Until this discovery—in
2004—the earliest known representation was the magnificent altar painting by
Valentin Montoliu (1475-1485) in the Heremitage of St Feliu (St Félix) in
Xativa (Figure 5).*

Figure 4. Angel musician with Figure 5. Angel musician

vihuela de arco: Valencia Cathedral with viola da gamba:

Valentin Montoliu (1475-
1485), Hermitage of St
Feliu (St Félix), Xativa

4 A (black and white) image of this picture in its un-restored state is printed in I.
Woodfield, The Early History of the Viol (Cambridge, 1984), 62.



The viola da gamba of the Valencia Cathedral derives its form from the guitar;
viols of this form are also found in other pictorial representations in the region
of Valencia ¢.1500. Viols in guitar-form were built in Italy from the sixteenth
century until—astonishing as this may seem—the middle of the eighteenth
century. Famous violin makers such as Gasparo da Salo, Grancino, Testore
and Guarneri used this form in building their viols, though not to the exclusion
of others. A tenor viola da gamba by da Salo (c.1570) and a bass by Paolo
Antonio Testore (1717) are shown in Figures 6-7.

Figure 6. Viola da gamba (tenor) by Figure 7. Viola da gamba (bass) by
Gasparo da Salo, Brescia, ¢.1570 Paolo Testore, Milan, 1717

The viola da gamba in Valencia

A sophisticated musical culture was established in the Caliphat of Cordoba
since the tenth century: its creations were appreciated not only throughout
Spain, but across the entire Arabian World. Contemporary Christian chronicles
report that the Spanish courts regularly employed Arabian musicians for their
feasts and ceremonies, often making them travel long distances in order to
supply the necessary musical entertainment at particularly important events.
During the fourteenth and fifteenth centuries the chronicles singled out the
Arabian musical families of Xativa and Valencia for praise; they were entrusted
with all musical activities for the feasts in, among others, Barcelona, Zaragoza,
and even as far away as Perpignan in southern France. Indeed, these musicians
were handsomely paid by the Spanish monarchs (alas, those wonderful times
of old!). It should therefore be no surprise that the developments in the
construction of musical instruments in the Valencian region would be
particularly prominent. It is generally known that the vihuela de mano and vihuela
de arco were invented in this region.’ But did you know that, quite probably, one
of these families—through the overzealous religious persecutions of 1492 now

5 See Woodfield, Early History of the Viol, esp. 61-79.



transformed into ‘winged beings’ and forced to seek refuge on foreign soil—
founded the violin-making tradition in Cremona? According to the French
researcher Christian Rault, Andrea Amati (who signed his first violins with
‘Amadi'—a name not found in Italy, but encountered in Valencia: Amadi,
Hamad) quite probably came from the same region as the inventor of the viola
da gamba. But this should be the subject of another story.

A closing remark

It could well be that these people are not allowed to erect minarets on
Christian soil, neither in the past nor the present, but, please, let them
nevertheless at least build our instruments.

Figure 8. Vicent Ferrus Mascarell, at the moment of the
discovery of the frescoes on the ceiling of the Cathedral in
2004; the photo demonstrates the colossal proportions of the
figures: the angels are roughly four meters tall!

Figure 9. Vicent Ferrus Mascarell in his atelier, working on the
reconstruction of the viola da gamba



Charles Dieupart’s Six suittes (1701-1702)
and the en concert Performance Tradition”

MATTHEW HALL

Introduction

Charles Dieupart (c.1667-c.1740) was a French-born harpsichordist, violinist,
and composer, active mainly in London from about 1700.! By 1701 he was
employed by Elizabeth, Countess of Sandwich (¢.1674-1757); in that year he
dedicated to her his famous set of harpsichord suites. The suites are of
exceptionally high quality, and it is for this work that Dieupart is best
remembered as a composer. Through Estienne Roger’s publishing firm the
suites enjoyed a broad distribution in print and subsequently they appear in
several manuscripts.® Dieupart was the first composer to compose uniform
suites, each consisting of an ouverture, allemande, courante, sarabande,

* This paper began as an M.Mus. thesis at the University of Leeds under the supervision of
Prof. Peter Holman, to whom I am indebted for his thoughtful guidance. 1 should also like to
thank Prof. Christopher Hogwood who granted me access to and allowed me to photograph
GB-CAMhogwood, M1902, and Dr Andrew Woolley who provided access to his Ph.D. thesis
and generously made related source materials available to me. The following kindly assisted in
procuring source materials at the following institutions: Julia Cavallaro and Dr Kevin Leong
(Harvard); Dr Arne Spohr and Christian Hogrefe (Herzog August Bibliothek, Wolfenbuttel);
Paul Kolb (Oxford); and Dr Helena Backman (Stifts- och landbibliteket, Skara).

1 Brunhold and Dart have both argued reasonably that Dieupart’s forename was probably
‘Frangois’; however, Holman and Fuller have pointed out, equally reasonably, that Dieupart
was known in England—and in particular to the music historian John Hawkins (1719-1789)—
as ‘Charles’. It seems most likely to this author that his name was ‘Francois Charles Dieupart’
after his father, using ‘Charles’ everyday and reserving ‘Frangois’ for legal purposes. This is
consistent with all the documentary evidence and with French patronymic naming practices. It
seems unlikely that his name would have been reduplicative (‘Charles-Frangois’ or, even less
likely, ‘Frangois-Charles’) as these are considered single names in French and not usually
separable. Whatever the case, in this article we shall know him simply as ‘Charles Dieupart’.
See C. Dieupart, Collection, ed. P. Brunold (Paris, 1934); T. Dart, ‘Bressan and Schickhardt’,
Galpin Society Journal, 10 (1957), 85-86; P. Hardouin, ‘Une adresse de Dieupart & Londres’, Revue
de musicologie, 41 (1958), 99; D. Fuller and P. Holman, ‘Dieupart, Charles [Francois], GMO
(accessed 17 December 2010).

2 Copies survive in Britain, France, and Germany; see RISM, A/1/2, D 3042 and D 3044.
See also Table 1, below.

3 D-F, Mus. Hs. 1538 (copied 1709-1714 by Johann Sebastian Bach); D-Bsb, Mus. MS Bach
P 801 (copied ¢. 1712 by Johann Gottfried Walther); D-Bsb, Mus. MS 8551 (copied by Aloys
Fuchs, probably from D-Bsb, Mus. MS Bach P 801 and therefore after 1714); A-Wm, Mus. MS
X1V 743 (copied after 1708 by a Viennese scribe). It seems that Bach’s interest in the Dieupart
suites was the impetus for their transmission in manuscript in German-speaking lands. For a
catalogue of the manuscript sources, see D. Fuller and B. Gustafson, A Catalogue of French
Harpsichord Music, 1699-1780 (Oxford, 1990), 121, 253-255. For further description and
contextual discussions, see G. B. Stauffer, ‘Boyvin, Grigny, D’Anglebert, and Bach’s
Assimilation of French Classical Organ Music’, Early Music, 21/1 (1993), 83-96 and A. Silbiger,
‘“Tracing the contents of Froberger’s lost autographs’, Current Musicology, 54 (1993), 5-23.
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gavotte, menuet or passepied, and gigue. In particular, the inclusion of an
ouverture is an innovation which underscores the tendency of the suites to
combine an idiomatic keyboard style with the French orchestral idiom.

The Dieupart suites were published in 1701 by Roger in Amsterdam as a
keyboard book with accompanying instrumental parts under the title Six suittes
de clavessin ... composées et mises en concert ... pour un violon & fllte avec une basse de
viole & un archilut (Figure 1).
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Figure L. Charles Dieupart, Six suittes (Amsterdam, 1701), title-page. D-W, 21.2
Musica 2°. By permission of Herzog August Bibliothek, Wolfenbuttel.

The 1702 edition, published as Six suittes ... propres a jouer sur la Flute ou le Violon
avec une Basse continue (Figure 2), is a reprint of the instrumental parts only. In
the past it has been assumed that these represent two distinct performing
options sanctioned by Dieupart; the 1701 edition seemingly corresponds to a
solo-harpsichord version, and the 1702 edition to an ensemble version.
Modern performing editions have been influenced by this historiography;’

4 Fuller and Holman, ‘Dieupart’, GMO (accessed 17 December 2010).

5 The first was Paul Brunhold’s in 1934; this was an edition of the 1701 keyboard book to
the exclusion of the instrumental parts. Kenneth Gilbert’s 1979 revision of Brunhold’s edition
included facsimiles of the original instrumental parts but still presented the main musical text
as a distinctive ‘keyboard version’. Hugo Ruf prepared an edition of the ‘instrumental version’
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likewise, Dieupart’s works list in GMO maintains a distinction between
supposed instrumental and keyboard versions of the suites’

\
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Figure 2. Dieupart, Six suittes (Amsterdam, 1702), title-page. By permission of
Durham Cathedral.

This paper re-evaluates this interpretation of the published performing parts,
arguing that the two separate impressions do not correlate to two distinct
performing ensembles sanctioned by the composer. This argument proceeds
from an examination of the meaning behind the phrase mises en concert, which
appears in the title of the 1701 print, and of the evidence in Roger’s catalogue
and newspaper advertisements. In addition, the Dieupart suites are situated in
the larger context of music en concert from ¢.1650-¢.1750.

in 1966. In 1999 Mieroprint Musikverlag issued facsimile reprints of both the keyboard book
and the instrumental partbooks; again, the music was presented as two distinct versions. See
Dieupart, Collection, ed. Brunold; Dieupart, Six suites pour le clavecin, ed. K. Gilbert (Monaco,
1979); Suite[n] fur Querfléte oder Sopranblockfléte und Basso continuo, ed. H. Ruf (Celle, 1966); and 6
Suiten fir Cembalo, ed. W. Michel (Minster, 1999); 6 Suiten fir Blockflote und Basso continuo
(Munster, 1999).

6 This may merely reflect the state of affairs as far as published editions are concerned, but
it does serve to reinforce the consensus that there is a real distinction to be made between the
supposed instrumental and keyboard ‘versions’.
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Music en concert, pre-1702

The phrase mises en concert is revealing. It either suggests the possibility of an
ensemble performance of the putatively solo version from 1701, or it
anticipates the 1702 edition. No comprehensive overview of the early uses of
en concert has been undertaken; what follows, while preliminary, attempts to
amend the situation.

The term concert and its English cognate consort are used today to refer to a
small group of instrumentalists playing together, typically one on a part, or to
the group of instruments they play. This, however, is a modern usage which
obscures the terms’ original sense. It is clear that consort and concert originally
implied a mixed ensemble.” It has been suggested that this English usage is a
‘false representation’ of the Italian concerto? but in fact it rather seems a
felicitous rendering which preserves the original meaning of concerto, namely, a
mixed ensemble of voices with instruments, as for example Gabrieli’s Concerti
ecclesiastici (Venice, 1587). A description of a royal entertainment in 1591
describes ‘the musicke of an exquisite consort, wherein was the Lute, Bandora,
Base-Violl, Citterne, Treble-violl, and Flute’, the usual Elizabethan mixed
consort.’ Praetorius’s description of the ‘Englisch Consort’ in the third part of
the Syntagma musicum suggests that other combinations of instruments were
possible, but assumes the mixed nature of these ensembles.® By the middle of
the century, consort seems to have extended to include ensembles of like
instruments. For example, the use of the specifier ‘broken’ in Matthew Locke’s
The Broken Consort—written for a mixed consort including violins, a bass viol,
organ and theorbo—suggests that by around 1660 ‘consort’ alone could no
longer capture the meaning of a mixed ensemble."* Thus consort meant a mixed
ensemble from the Elizabethan period until the Restoration.*

Cotgrave’s Dictionarie of the French and English Tongues (London, 1611) equates
the French ‘concert de musique’ with a ‘consort of musicke’.”* Mersenne’s
Harmonie universelle (Paris, 1637) speaks of ‘Violes dans les Concerts’, which

7 P. Holman, Four and Twenty Fiddlers (Oxford, 2/1995), 131-132.

8 W, Edwards, ‘Consort’, GMO (accessed 17 December 2010).

9 The Honourable Entertainment ... at Elvetham (London, 1591); reprinted in R. H. St Maur,
Annals of the Seymours (London, 1902), 474.

10 Praetorius, Syntagma musicum, iii (Wolfenbiittel, 1619), 168.

11 Edwards argues that The Broken Consort is actually for an unbroken (in the modern sense)
ensemble of viols or violins. In Edward’s view, the use of ‘broken’ in this context denotes
incompleteness, in contradistinction to a ‘whole consort’. Thus Locke’s pieces of three, four,
and five parts are ‘broken’ in the sense that they do not consistently employ the whole consort.
Setting aside the question of mixing the violin and viol families, this view is highly problematic
given the evidence for the use of organ and theorbo in the accompaniment of consort music:
see footnote 89, below. The date of ¢.1660 for The Broken Consort is not uncontroversial: dates
as early as 1650 and as late as 1672 have been proposed. For an extensive discussion of The
Broken Consort and Locke’s other consort music contained in Lbl, Add. MS 17,801, see M.
Tilmouth, ‘Revisions in the Chamber Music of Matthew Locke’, Proceedings of the Royal Musical
Association, 98 (1971), 89-100.

12 W, Edwards, “The Sources of Elizabethan Consort Music’, Ph.D. thesis (Cambridge,
1974), 40.

13 Edwards, ‘Consort’, GMO (accessed 17 December 2010).
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suggests that other instruments were included in such ensembles as well. A
rubric in Lully’s Ballet Royal d’Alcidiane (1658) describes ‘un Concert Rustique’
comprised of ‘a group of flutes and several other instruments’** Michel de La
Barre, writing in ¢.1740 about improvements made to the hautboy which
allowed it to be included in string ensembles, uses concert to mean the mixed
ensemble of strings and hautboys:

[The hautboy was saved from disuse] thanks to the Philidors and
Hotteterres, who spoiled so much wood and persevered with so

much music that they finally succeeded in making [the hautboy]
suitable for concerts.15

Thus, as James Anthony has observed, the meaning of concert as a mixed
ensemble persisted longer in France than in England, from about 1570 to the
mid-eighteenth century® The survey given below of French en concert
collections of lute and harpsichord music will bear this out. Henceforth we
shall be concerned principally with this specific tradition of domestic music
making, ostensibly of early seventeenth-century French origin, of playing lute
and harpsichord music en concert.

The earliest use of the term en concert in print seems to be Perrine’s Livre de
musique pour le Lut (Paris, 1679). (Before Perrine, Henri Dumont’s Meslanges
(Paris, 1657) contains several allemandes ‘for the organ or the harpsichord and
for three viols ad libitum’, so it is clear the en concert tradition has earlier
antecedents”) Perrine’s Livre advocates the writing of lute music in staff
notation over the traditional tablature (see Example 1). Given the difficulty in
reconciling tablature with staff notation, he encourages the use of his
transcriptions for those who wish to play the lute en concert with other
instruments:*®

14 ‘un Choeur de Flustes & de plusieurs autres instruments A. Rowland-Jones, ‘The
Iconographic Background to the Seventeenth-Century Recorder’, in From Renaissance to Baroque:
Change in Instruments and Instrumental Music in the Seventeenth Century, ed. J Wainwright and P.
Holman (Aldershot, 2005), 87-112, at 98; my translation.

151, . mais son elevation [“le celebre Luly”] fit la chute totalle de tous les entiens istrumens,
a I'exception du haubois, grace aux Filidor et Hautteterre, lesquels ont tant gaté de bois et
soutenus de la musique, qu’ils sont enfin parvenus a le rendre propre pour les concerts’; my
translation. See also M. Ecochard, ‘A Commentary on the Letter by Michel de La Barre
Concerning the History of Musettes and Hautboys’, in From Renaissance to Baroque, ed.
Wainwright and Holman, 47-62, the letter is given in full (with translation) at 47-48.

16 J R. Anthony, French Baroque Music: From Beaujoyeulx to Rameau, rev. edn (Portland, 1997),
345-347; 366-369. For further references to seventeenth-century uses of concert, see From
Renaissance to Baroque, ed. Wainwright and Holman, esp. B. Haynes, ‘Baptiste’s Hauthois: The
Metamorphosis from Shawm to Hautboy in France, 1620-1670", 23-46, at 26; M. Spring, ‘Early
Air de Cour, the Theorbo, and the Continuo Principle in France’, 173-190, at 205; and P.
Holman, ‘From Violin Band to Orchestra’, 241-258, at 250-252.

17 ‘pour I'Orgue ou le Clavecin & pour trois violes si I'on veut’; my translation. RISM,
A/1/72, D 3701. A modern edition of the keyboard versions is available in H. Dumont,
L'Oeuvre pour Clavier (Paris, 1956).

18 See also D. Ledbetter, ‘What the Lute Sources Tell us about the Performance of French
Harpsichord Music’, in The Harpsichord and its Repertoire ed. P. Dirksen (Utrecht, 1992), 59-85;
and Ledbetter, Harpsichord and Lute Music in 17th-century France (London, 1987), 60-61.
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Those who will play the lute using [staff notation] will be able to
play en concert with all sorts of other instruments, which is done only
rarely [irregulierm(en)t] now due to the difficulty which one has always
found in relating [faire un juste rapport] lute tablature with staff
notation.19
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Example 1. ‘L’jmmortelle du vieux Gaultier. Courante’: Perrine, Livre de musique
pour le Lut (Paris, 1679), p. 1

The function of the lute, whether solo or accompanimental, is of interest.
Although the ease with which the lute might play continuo in an ensemble is
part of Perrine’s concern, en concert is unlikely to imply only an ensemble in
which the lute fulfils an accompanimental function. To describe such
performances as en concert would be tautologous, for they are concerted by
definition. Crucially, the Livre contains 31 staff-notation transcriptions of
pieces by Ennemond (1575-1651) and Denis Gaultier (1603-1672), all
previously published for solo lute in their Livre de tablature (Paris, ¢.1672).2° The
trouble taken to transcribe these pieces in staff notation and the cost to print
them would be baffling if Perrine did not have the same concerns regarding
tablature’s impediments to performances of solo lute music en concert as with
the use of the lute as an accompanimental instrument? Rather, it seems that
Perrine’s usage of en concert is best understood as a description of ensemble
performances of lute music in contradistinction to solo performances of the
same or similar pieces.

Perrine’s observation that en concert performances of lute music are undertaken
only ‘rarely’ (irregulierm(en)t) is telling. Far from demonstrating that the practice
was unknown, it reveals that the practice, presumably common among
professional lutenists, was adopted by amateurs only with difficulty. Amateurs,
without the professional advantage of having a memorized repertory, could
nevertheless have readily adapted keyboard music, which in France had always

19 ‘toutes les personnes qui toucheront ce noble jnstrument de cette maniere ... pourront
concerter avec toutes sortes d'autres jnstruments, ce qui ne s'est fait jusques a present
gu'irregulierm(en)t a cause de la difficulté qu’on a de tout temps trouvé a faire un juste rapport
de la tablature du Lut & la musique, et de la musique & lad[i]te tablature’: Perrine, Livre de musique
pour le Lut (Paris, 1679), 15; my translation.

20 M. Rallin, ‘Gaultier, Denis’, GMO (accessed 17 December 2010).

21 D, Ledbetter, ‘Perrine’, GMO (accessed 17 December 2010).
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been notated in staff notation. The most obvious source of difficulty in
applying this practice to lute tablature is that tablature does not encode the
durations of notes, nor can it easily distinguish distinct contrapuntal parts.
Perrine was probably reacting to this deficiency in lute notation which did not
serve a common (for keyboard) or desired (for lute) performance practice,
rather than advocating a novel notation in the interest of promoting an equally
novel practice.

The genesis of en concert performance as a professional improvisatory practice
is evidenced further by Le Gallois’s account of Louis XIV’s weekly chamber
concerts in the 1670s. Le Gallois reports that Jacques Hardel (c.1640-1678)
would play the pieces of Chambonnieres on the harpsichord ‘de concert avec
le Lut’ with the lutenist Porion? There is no mention of difficulties of the
kind anticipated by Perrine arising between intabulated lute parts and scored
harpsichord parts. It is easy to imagine why: harpsichord and lute performance
of this period was to a significant degree improvisatory, even with respect to
‘composed’ pieces.”® Therefore it seems unlikely that written musical texts were
an essential part of an improvisatory performing tradition whose repertoire
had been transmitted aurally.** In this context en concert must imply an ensemble
where the delineation between solo and accompanimental roles is ambiguous.?
One can well imagine a fluid division of labour emerging as harpsichordist and
lutenist play a standard of their repertoire without a visual aide-mémoire: one
might lead while the other accompanies for a strain; then they might swap roles
for a strain; now they might play fully together. This improvisatory practice
must have been similar to the contrepartie practice for which there is notated
evidence in the music for two lyra viols of William Lawes (1602-1645), the
Lautenkonzert of Jacques Saint-Luc (1616-¢.1710) and others, and in the pieces
for two harpsichords of Gaspard Le Roux (d. 1707).%°

Rehabilitating Dieupart’s Six suittes

In light of the above sketch of the history of the terms, the meaning of the
phrase mises en concert as applied to the Dieupart suites cannot so readily be
assumed to mean that the 1702 instrumental parts are a transcription of the
harpsichord ‘version’ and represent a distinct performance scenario. In
principle, the published performance materials allow for three performance

22 ], le Gallois, Lettre ... a Madamoiselle Regnault de Solier touchant la musique (Paris, 1680), 73.

23 B. Gustafson, ‘France’, Keyboard Music before 1700, 2nd edn, ed. A. Silbiger (London,
2004), 119. Le Gallois reminds us elsewhere that Chambonniéres never played his
compositions the same way twice: ‘...toutes les fois qu'il jolioit une piece il y méloit de
nouvelles beautés par des ports de voix, des passages, & des agémens differens, avec des
doubles cadences. Enfin il les diversifoit tellement part toutes ces beautez differentes qu'il y
fasoit toujours trouver de nouvelles graces’: Le Gallois, Lettre, 70.

24 Hardel took down a great many of Chambonnieres’s pieces by dictation as the master
himself played, thus becoming, in Le Gallois’s words, the ‘sole proprietor’ of much of the
Chambonnieres repertoire. D. Fuller and B. Gustafson, ‘Hardel’, GMO (accessed 17 December
2010).

25 Gustafson, ‘France’, Keyboard Music, 122-123.

% For further discussion, see the section on ‘Music en concert in a broader context, ¢.1624-
1756’, below.
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scenarios. David Fuller has enumerated these as: a ‘solo’ scenario, where
harpsichord alone performs the suites reading from the 1701 harpsichord
book; a ‘treble and continuo’ scenario, where only the partbooks are used; and
an ‘accompanied’ scenario, where all the performing materials are used
simultaneously.”” The distinction between the latter two scenarios is important.
In the ‘treble and continuo’ arrangement, the keyboard would not play the solo
keyboard part, but would improvise an accompaniment, presumably from a
bass part. In the ‘accompanied’ performance the keyboard plays the same solo
part as in a solo performance, but this composed part is accompanied by
additional treble and continuo instruments doubling, more or less exactly, the
outer voices of the harpsichord texture.

Fuller does not consider this latter ‘accompanied’ scenario viable for the
Dieupart suites, arguing that ‘it is doubtful that [they] were ever intended as
accompanied keyboard music’® This amounts to the claim that literal
doublings of the kind that would be present in an accompanied keyboard
performance of the Dieupart suites are stylistically implausible. This assumes
that the interpretation and performance of the notation in the keyboard part
are not conditioned by the context of the performance—in other words, that
the keyboard book would be performed literally in both a ‘solo’ and an
‘accompanied’ performance. These two claims will be addressed in turn.

Publication plan

Whilst the workability of the Dieupart suites as ensemble music raises valid
stylistic questions, such questions should be preceded by an examination of the
documentary evidence®® Fuller claims incorrectly that the keyboard and
instrumental parts were published and sold separately, which would weigh
against the notion of these parts being intended for joint use.® A mistaken
notion that the 1701 edition comprised only a keyboard book permeates the
literature;* it seems to have arisen from an examination of only the sources in
Britain. The 1701 harpsichord book surviving in the Fitzwilliam Museum (GB-
Cfm, MU. 435) and the 1702 treble and bass partbooks in Durham Cathedral
Library (GB-DRc, Pr. Mus. C. 31) give the impression that the 1701 and 1702
editions correlate with distinct keyboard and instrumental versions of the
suites. The change in title from 1701 to 1702 would seem consistent with this:
in 1701 they are billed as harpsichord suites (‘suittes de clavessin’), but in 1702
as suites suitable to be played on various instruments (‘suittes ... propres a
jouer sur la flite ou le Violon avec une Basse continug’).*

27 D, Fuller, ‘Accompanied Keyboard Music’, Musical Quarterly, 60/2 (1974), 222-245, at 233.

28 1bid.

29 |n this author’s view, Fuller’s preference towards stylistic judgement over documentary
evidence is a gross methodological oversight.

30 Fuller, ‘Accompanied Keyboard Music’, 234.

31 Ibid. 233ff; A. Woolley, ‘English Keyboard Sources and their Contexts’, Ph.D. thesis
(University of Leeds, 2008), 209ff, Fuller and Holman, ‘Dieupart’, GMO (accessed 17
December 2010). Fuller is aware of the existence of the Wolfenbdittel exemplars of the
instrumental version, but fails to realize that they belong to the 1701 printing.

% The prints themselves are undated. The dates are taken from Frangois Lesure,
Bibliographie des éditions musicales publiées par Estienne Roger et Michel-Charles Le Céne (Paris, 1969).
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In fact, all three books were available from 1701 in the first edition. Roger’s
catalogue of 1716 lists a three-book set of parts consisting of a ‘Partition’
(keyboard part), a ‘Dessus separe’ (violin or flute part), and a ‘basse de Viole
ou de Theorbe’ (continuo part). The keyboard ‘Partition’ is also listed and sold
separately:®

226  Six Suittes de Piéces de Clavecin, com- | posées
d’Allemandes, Gavottes, Rondeaux. | Menuets & Gigues avec un
Dessus separé & | une basse de Viole ou de Theorbe ad libitum |
mises en Concert par Mr. Dieupart. f 9.0

229 Le meme livre quand on ne veut que la | Partition seule
sans le dessus & la basse. | f 6.0

Importantly, these two entries show that the relationship between the keyboard
and instrumental parts is asymmetrical. Being listed in the harpsichord section
of the catalogue and only available for purchase with the ostensibly essential
keyboard book, it is clear that in the first instance the instrumental parts were
dependent on the keyboard book. This is inconsistent with the notion that
these instrumental parts represent a distinct ‘instrumental version’. By contrast,
the 1702 edition is listed with a different title and in a different section of the
catalogue, with other ‘Pieces a la Frangoise”*

227 Six suites & un dessus & Basse composes | par Mr.
Dieupart. f 3.0

Crucially, aside from the newly engraved title plate, the 1702 partbooks are
printed from the 1701 plates.® Thus the instrumental parts subsequently
became independent of the keyboard book® It would seem that Roger and
Dieupart quickly realized that they had been unnecessarily narrowing the
market for the pieces.

A similar strategy was adopted by Francis Vaillant, Roger’s London agent.*” In
1701-1702 he placed a series of advertisesments in The Post Man and The Post Boy
for both Dieupart’s Six suittes de clavessin (1701) and Six suittes (1702).® These
are directed ‘To all Lovers of Symphony’, a formula Vaillant uses elsewhere
only to advertise instrumental ensemble music*® The use in English of
‘Symphony’ is probably a translation of the French symphonie, meaning an

33 E. Roger, Catalogue (Amsterdam, 1737), 226, 229; cf. F. Lesure, Bibliographie (Paris, 1969),
[83]ff.

34 Roger, Catalogue, 227.

3 The structure of the books reinforces this: 16 numbered pages of both partbooks are
comprised of four bifolio gatherings, with the title-page overlaid as a single folio.

36 Lesure, Bibliographie, 65.

37 Most of the Roger prints surviving in British libraries bear Vaillant’s resale label, which
styles him as the ‘french bookseller in the Strand where you may be furnished with all sorts of
musick’. See for instance GB-DRc, Pr. Mus. C. 99.

38 The Post Man, 4 November 1701; The Post Boy, 6 March 1702; The Post Man, 11 April 1702;
The Post Boy, 16 April 1702.

39 See in particular Vaillant’s other advertisements, viz. The Post Man, 14 November 1700
and 18 August 1702.
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ensemble of instruments. This specific usage is consistent with that of the
other London music sellers of the period.*® By the application of this term to
the 1701 Six suittes, we may understand that ensemble (viz. en concert)
performance was considered viable, at least by Vaillant. Moreover, inasmuch as
both the 1701 and 1702 editions were advertised using the same formula, it is
clear that Vaillant did not see them as marketed to different audiences.

The inclusive marketing principle is illustrated par excellence by an advertisement
in The Post Boy of 5 March 1702, which lists ‘Mr. Dieupart’s Book of Lessons
for the Harpsichord, made in Consorts, as it was Perform’d last Friday at the
Consort at the Theatre in Little Lincolns Inn Fields’.* This is almost certainly a
translation of the work’s title as given in the 1701 edition, Suittes de clavessin ...
mises en concert. While it is impossible to determine the nature of the réle played
by the harpsichord in the performance mentioned in the advertisement, the
fact that it appears in 1702 and references a ‘Consort’ performance of the
pieces while invoking the language of the 1701 title illustrates the degree to
which both the 1701 and 1702 editions were conflated or viewed as equivalent.
This is incompatible with the view that the 1701 and 1702 editions represent
two distinct versions of the pieces.

Examples survive which show each of the various ways of purchasing the
performing materials: the keyboard book alone, the 1701 partbooks with the
keyboard book, or the 1702 partbooks alone.”” Note especially the absence of
any survival of the 1701 partbooks alone: Table 1. GB-Cfm, MU. 435 is the
1701 keyboard book, inscribed ‘R. Fitzwilliam 1766’. Richard, 7th Viscount
Fitzwilliam (1745-1816), was in Paris from 1765 studying harpsichord with
Jacques Duphly (1715-1789).* The Le Céne firm (formerly that of Roger) was
disbanded in 1743; the remaining stock and plates changed hands several times
and were finally dispersed in 1748.* Fitzwilliam would have acquired the
volume second-hand in Paris, or perhaps was given it by Duphly. Another copy
of the 1701 keyboard book survives complete with its accompanying pair of
partbooks in Wolfenbuttel, bearing continuous shelfmarks D-W, 21.1 and 21.2
Mus. div. 2°. These were almost certainly purchased together as item no. 226 of
Roger’s Catalogue.”

The later printing of the partbooks survives as GB-DRc, Pr. Mus. C. 31. These
are part of the bequest of Philip Falle, chaplain to William I11 from 1694 and

40 See M. Tilmouth, ‘A Calendar of References to Music in Newspapers Published in
London and the Provinces (1660-1719)’, Royal Musical Association Research Chronicle, 1 (1969). See
also Bruce Wood’s discussion of the particular meaning of the term ‘symphony’ in English
musical nomenclature of this period in the preface to his edition of Purcell’s Symphony Songs,
Purcell Society Edition, 27 (London, 2008), and S. G. Cusick, ‘Sinfonia (1), 1. To 1700', GMO
(accessed 17 December 2010) for a more general account of its various meanings.

41 Tilmouth, ‘References to Music in Newspapers’, 40.

42 RISM, A/1/2, D 3042 and D 3044.

43 B. H. Blacker, ‘Fitzwilliam, Richard, seventh Viscount Fitzwilliam of Merrion (1745-
1816)’, rev. J. D. Pickles, ODNB (accessed 17 December 2010).

44 S, Pogue and R. Rasch, ‘Roger, Estienne’, GMO (accessed 17 December 2010).

45 The provenance of items with this series of shelfmarks is unknown. See H. Haase, Alte
Musik in; Herzog August Bibliothek Wolfenblttel (Brunswick, 1989), 74-81.
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prebendary of Durham Cathedral from 1699, who left his music library to the
Durham Chapter in 1722.° Unlike many other Roger prints in the Cathedral
library, GB-DRc, Pr. Mus. C. 31 does not bear Francis Vaillant’s ‘French
bookseller in the Strand’ resale label. Falle probably purchased them in

Amsterdam when he was there in 1702 with William 111.%

Sigla Date | Parts Title Provenance
D-W, 21.1 Musica div. 2° |1701 |D, B |Six suittes de clavessin ... |Roger, Catalogue, 226;
mises en concert ... provenance unknown
D-W, 21.2 Musica div. 2° {1701 |kbd |Six suittes de clavessin ...
mises en concert ...
GB-DRc, Pr. Mus. C. 31 {1702 |D, B |Six suittes ... propresa |Roger, Catalogue, 227;
jouer sur ... probably purchased by
Falle in Amsterdam in
1702
GB-Cfm, MU. 435 1701 |kbd | Six suittes de clavessin ... |Roger, Catalogue, 229;
mises en concert ... inscribed ‘R.
Fitzwilliam 1766’;
acquired in Paris
possibly through
Duphly
F-Pn, RES VMA-6 1701 |kbd |Six suittes de clavessin ... |Roger, Catalogue, 229;

mises en concert ...

unexamined

kbd = keyboard book; D = dessus partbook; B = bass partbook

Table 1: Surviving exemplars of Dieupart’s Six suittes (1701-1702)

Variants between the harpsichord and instrumental parts
Fuller points to the many discrepancies between the instrumental parts and the
keyboard book, which to him seem ‘carefully calculated to improve [the
keyboard] bass for a [bowed] continuo accompaniment intended to substitute

for the keyboard original”:

1.48

see Example 2. This falls short of demonstrating

that the instrumental and keyboard versions are mutually exclusive; changes
which translate a chordal bass designed for keyboard into a contrapuntal bass
better suited to a bowed instrument are not necessarily inconsistent with both
versions being played together.

4% R. A. Harman, A Catalogue of Printed Music and Books on Music in Durham Cathedral Library

(London, 1968), pp. ix-X.

47 M. Urquhart, ‘Prebendary Philip Falle (1656-1742) and the Durham Bass Viol

Manuscript A27’, Chelys, 5 (1973-1974), 7-20.

“8 Fuller, ‘Accompanied Keyboard Music’, 234.
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Example 2. Dieupart, ‘Ouverture’, Six suittes (1701-1702), no. 8, bb. 1-16

Following Fuller, Andrew Woolley claims that ‘in one instance [the gigue to
fifth suite], the partbooks contain a completely different piece’, which would
suggest that they were not intended for use with the keyboard book:* see
Example 3. This claim is mistaken, and seems to have arisen from a
comparison of the incipits only of the dessus partbook and the upper staff of
the keyboard part for the gigue in question. In fact, the same gigue appears in
this suite in both the keyboard book and the partbooks.

The example of the F-major gigue is particularly interesting, for while most of
the differences between the keyboard and the instrumental dessus amount to
changes in an arpeggiated, chordal part to suit a monophonic melodic
instrument—the same ‘carefully calculated’ improvements which Fuller notices
in the basses of other pieces—other variants do not fit this description.
Idiomatic voice-leading at cadences—both octave displacements (bb. 4, 18),
and the so-called ‘Corelli clash’ (bb. 14, 28)—and extended passages of

49 Woolley, ‘English Keyboard Sources’, 209.
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contrary motion (bb. 20-22) offer rather more direct evidence that the two

parts were designed to fit together.
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Example 3. Dieupart, ‘Gigue’, Six suittes (1701-1702), no. 35

The kind of variation observed by Fuller in the basses is confined principally
to the slow sections of ouvertures and, to a lesser extent, to allemandes; in
general, arpeggiated keyboard figures in gigues are sometimes recast as
stepwise melodies in the dessus partbook. It bears mentioning that the
examples cited by Fuller and Woolley are among the most problematic of their
kinds. In most cases—as in the menuets, passepieds, and sarabandes—the
instrumental parts generally reproduce without modification the outer parts of
the keyboard texture: see Example 4.

Where these variants do exist, they are of a kind which is observable in
contemporaneous collections of en concert music. For example, Suittes faciles
(1701) contains parts that are fairly unidiomatic to the lute, and while no
corresponding lute part survives, one can reasonably assume that these are
adaptations of a style bris¢ lute part®® In this case, the Suittes faciles would
corroborate the kind of textural variation present in the gigue from Dieupart’s
fifth suite which caused Woolley to claim that it was in fact two different
gigues. As for the claim that literal doubling is stylistically dubious, this is
contradicted by the instrumental parts which accompany an anthology of
Corelli arrangements, Suittes pour le clavecin composées a un clavecin, un violon & basse
de viole, ou de violon ad libitum (c.1715). These parts double the outer voices of the
keyboard texture even more slavishly than the Dieupart suites. Finally, this kind
of doubling is similar to the doubling produced by seventeenth-century

%0 See the discussion of Suittes faciles (1701) and Suites pour le Lut (1703), above.
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continuo practice. Although doubling by instruments en concert and continuo
doubling have opposite structural conceptions, the aural effect of these
practices is identical: the keyboard doubles—or, equivalently, is doubled by—
the instruments® Far from being stylistically questionable, it seems rather that
the en concert practice is a late exponent of earlier continuo style.
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Example 4. Dieupart, ‘Menuet’, Six suittes (1701-1702), no. 27

Similar textural discrepancies are also observable in later collections such as the
Pieces de clavecin en concerts (Paris, 1741) of Rameau,* pieces for which en concert
performance is uncontroversial. The differences between the dessus and the
keyboard in the opening of ‘La Marais’ from Rameau’s fifth concert are of the
type found in Dieupart’s F-major gigue cited above: see Figure 3a. Unison
doubling of the keyboard by the accompanying instrument is in evidence

51 For further discussion of the early practice of continuo doubling, see J Kurtzman,
‘Continuo Realization’, The Monteverdi \espers of 1610: Music, Context, Performance (London, 2000),
367-375 and F. T. Arnold, The Art of Accompaniment from a Thorough-Bass (London, 1931), esp.
236.

52 RISM, A/1/7, R 190; other editions, R 191-193.
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throughout Rameau’s concerts, as for example at the beginning of ‘L’Agacante’,
from the second concert: see Figure 3b.
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Figure 3b. Rameau, ‘L’Agacante’, Pieces de clavecin en concerts (Paris, 1741), 14, bb.
1-3. Public domain.

Tracing the mistaken consensus: some further evidence from London advertisements

If the circumstances of the survival of the sources in Britain reinforce the
notion that the Dieupart suites exist in distinct keyboard and instrumental
versions, the manner in which the volumes were advertised in the London
papers may also have been misleading. An advertisement in The Post Man from
11 April 1702 describes the 1702 partbooks as ‘Mr Dieuparts Book of Lessons
purposely composed for a Violin and a Bass’, which might easily be
misconstrued to mean ‘purposely composed for a Violin and a Bass’ only
(despite the fact that the musical texts of the 1701 and 1702 partbooks are
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identical).®® However, ‘purposely composed for’ would seem to be a near-literal
translation (probably Vaillant's own) of the phrase ‘propres a jouer sur’ which
appeared on the new title-page of the 1702 partbooks.

This exclusive reading of ‘purposely composed for’ or ‘propres a jouer sur’
cannot be correct. The uses of the phrase ‘propres a jouer sur’ in other
publications by Roger indicates that it means something more like ‘suitable to
be played on’ rather than ‘expressly and exclusively for’>* An instance of this
phrase which demonstrates par excellence its correct interpretation occurs in
Louis Heudelinne’s Trois Suittes de pieces a deux violes propres a joder sur le violon & I
clavessin (¢.1702).> The designation ‘a deux violes’ would be nonsensical if
‘propres a jouer sur’ meant ‘suitable only to be played on’. Markings in the
musical text confirm this: the dessus part is marked with viol bowings and
fingerings, the reader being advised that ‘these markings are only for those who
play these pieces on the dessus de viole'.>® Clearly, then, the single source was
intended for use either by two viols or by violin and harpsichord, not one or
the other combination exclusively.”’

Implications for performance

Whether or not the instrumental and keyboard parts could accommodate
simultaneous performance is less a question of fact, as Fuller and Woolley
might have it, and more a subjective judgement of style to be made on the
basis of comparison with other similar musical works and with respect to the
larger historical context. An account from 1647 which describes ‘a concert for
keyboard with two lutes, a theorbo, a [bass?] viol, and Sr Constantin playing his
violin, the melody of which was second to none of the preceding concerts’
demonstrates that ensemble performance of the kind proposed here for the
Dieupart suites was not without precedent® the well-documented
seventeenth-century practice of continuo doubling of the part-writing is
another possible stylistic influence.

Moreover, the internal evidence indicates that the possibility of performing the
suites ‘in Consort’ or ‘en concert’ was intended from their first publication.

5 One even senses intimations of the phrase ‘purposely composed for' in Fuller’s
characterization of ‘carefully calculated’ variants.

5 ‘Propre’, Trésor de la langue francaise informatisé, ed. W. Delmancino
<http://atilf atilf.fr/tif. htm> (accessed 17 December 2010).

55 L esure gives the date of ¢.1700 for Heudelinne’s Trois suittes; ¢.1702 is a better estimate as
the Amsterdam edition was ‘corigée par I'’Autheur de quantité de fautes qui sont glissées dans
I'édition de Paris’ of 1701.

5 ‘Ces margues ne sont faittes que pour ceux qui jouent ces Pieces sur le Dessus de viole’;
my translation.

57 Likewise, a 1708 book of suites by Jacques de Saint-Luc (1616-c.1710) bears the fitle
Suites & un dessus et une basse propres a jouer sur le violon, la fliite et le hautbois. It is perverse to
interpret ‘propres a jouer sur’ as meaning the pieces were to be played only on the violin, flute,
and oboe, making the only sanctioned disposition for the dessus part a rather unwieldy tripling.
This exclusive reading may even be nonsensical here, as no bass instrument is listed explicitly.

58 ‘un concert de clavesin avec deux lhutz, un theorbe, une viole et le Sr Constantin qui
jouoit de son violon dont la melodie ne ceddoit en rien aux autres concertz qui I'avoient
précédé’”: C. Massip, La vie des musiciens de Paris au temps de Mazarin, 1643-1661: Essai d’étude sociale
(Paris, 1976), 29; my translation.
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The 1701 and 1702 publications contain exactly the same pieces in the same
order (contra Woolley) and the instrumental parts were available from 1701
(contra Fuller) only as a supplement to the harpsichord book. This contradicts
the notion of the two impressions of the suites having independent status as
distinct ‘versions’.

This cannot, of course, demonstrate that the simultaneous performance of the
solo keyboard part with the instrumental parts—an ‘accompanied keyboard’
performance in Fuller’s language—was considered valid. It merely shows that
the simultaneous use of the performing materials was not invalid. In other
words, given that the keyboard player could have used the keyboard book when
performing the suites ‘en concert’, does it necessarily follow that the player
would have played the composed, soloistic keyboard part when doing so?
Performance ‘en concert’ seems always to have been valid; the problem now
becomes one of determining the nature of such performances with respect to
the relationship among the participating instruments.

In this vein, Woolley has suggested that the term ‘concert’ implies that these
pieces ‘were thought of as consort pieces only’.>® The precise meaning of
‘mises en concert’, and what it might mean in contradistinction to ‘composées’
is of paramount importance here. In Woolley’s reading, ‘composé’ refers to the
composition of the pieces for solo keyboard performance, and ‘mis en
concert’ refers to the adaptation of the compositions for consort performance
in lieu of the solo keyboard context.

The intended implication, that the keyboard book would play no role in a
performance ‘en concert’, is negated by the preceding discussion of the
performing materials’ publication and sale. Nevertheless this line of reasoning
suggests a more nuanced alternative to Fuller's assumption that the
performance context would not influence the interpretation of the notation.
The keyboard book might not represent the inflexible record of a composed
part which was reproduced by the player every time the book was employed in
performance; rather, the notation might more accurately be understood as an
aide-mémoire which the player, depending on his skill, would adapt to the
circumstances of the performance® The ‘realization’, so to speak, of the
keyboard part becomes contingent on the idiosyncrasies of individual
performances; and whether, for instance, it was a solo or consort performance,
might easily have been a relevant concern. This once again suggests the
connection, mentioned above, with seventeenth-century continuo practice.
Evidence in favour of this hypothesis regarding the function of the notation is
laid out below through a survey of contemporaneous en concert collections
published by Roger.

59 Woolley, ‘English Keyboard Sources’, 209.

60 ), Butt, ‘Negotiating between Work, Composer, and Performer: Rewriting the Story of
Notational Progress’, in Playing with History: The Historical Approach to Musical Performance
(Cambridge, 2002), 96-122.
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The Dieupart Suittes in the context of
Roger’s publishing scheme

Dieupart’s Suittes belong to a sizeable group of collections of music en concert
published by Roger. These collections are advertised as music for lute or
harpsichord ‘with [instruments] ad libitum’. The keyboard or lute books are
published before or concurrently with accompanying instrumental books, a
fact which seems to indicate that in essence these are adaptations of keyboard
and lute music for ensemble performance. This in turn reveals a pattern of
fluidity between ‘solo’ and ‘ensemble’ music of this period.

The one collection which is the exception to this characterization is Suittes
faciles a un dessus & basse continue ... (1701), which later appeared as lute suites in
Suittes pour le Luth avec un Violon ou Flite & une Basse continue ad libitum ...
(1703).** These volumes contain dances by Lully, Brinings, Dufault, and
others, almost certainly collected and arranged by Roger?? It might seem that
the en concert version of 1703 is derived from the treble and continuo version of
1701, which would undermine a characterization of this repertoire as derived
from keyboard and lute traditions. No copies of the 1703 Suittes pour le luth
survive, but evidence from advertisements suggests that it is the collection
from which Suittes faciles was derived despite the fact it was only published two
years later. The catalogue of 1700 advertises ‘we will soon offer a book of lute
pieces’ (‘on donnera dans peu un livre de Pieces de Luth’; my translation); the
catalogue of 1702 advertises a forthcoming (‘qui paroistra dans peu’) Suittes
pour le Luth.®®* Therefore it seems that the lute and instrumental parts were
under preparation from 1700, but that the publication of the lute book was
held up for some reason. In the meantime, the instrumental parts were released
as Suittes faciles in 1701. If the relationship between the two editions of the
Dieupart suites can be taken as any indication, the dessus and continuo books
for the Suittes pour le luth were printed from the same plates as Suittes faciles.

Presumably on the success of this collection, Roger published a single-
authored collection by Jacques de Saint-Luc in 1707-1708 while Saint-Luc was
in the service of Prince Eugene of Savoy in Vienna.** These were Suittes pour le
luth avec un dessus & une basse ad libitum (1707) and Suittes a un dessus et une basse
propres & jouer sur le violon, la flate et le hauthois (1708), of which only the dessus
part of the 1707 edition survives (5-SK, MS 477).® However, Pierre Mortier
issued his own impression of the 1708 edition as Preludii, allemande, correnti,
gighe, sarabande, gavotte etc. pour un dessus et une basse in 1709.% In 1708, it was the
entrepreneurial Mortier’s plan to build a clientele for discount music books by
plagiarising Roger’s books, producing his own plates and prints, and selling
them cheaper than Roger sold his own versions.*” It is reasonable therefore to

61 RISM, B/II, 377.

62 Fuller, ‘Accompanied Keyboard Music’, 233.

83 Lesure, Bibliographie, 42.

64 P, Vendrix, ‘Saint-Luc, Jacques’, MGG2 (accessed 17 December 2010).
8 RISM, A/1/7, S 370.

86 \endrix, ‘Saint-Luc’, MGG2 (accessed 17 December 2010).

67 Pogue and Rasch, ‘Roger’, GMO (accessed 17 December 2010).
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assume that the musical text of the Mortier edition reflects that of the 1708
Roger edition. Conveniently, a copy of Mortier’s dessus part survives as S-SK,
MS 479, and so a comparison of the musical texts of the 1707 and 1708 Roger
dessus books is possible, if indirect: the musical texts of these sources are
identical.®®

Saint-Luc’s oeuvre—amounting to some two hundred other pieces for lute,
dessus, and continuo—underscores the important connection between Roger’s
en concert publications and the Viennese Lautenkonzert®® Favoured ¢.1700-1720
by a small group of composers including Saint-Luc, Wenzel Ludwig von
Radolt, Johann Georg Weichenberger, and Hinterleithner, the Lautenkonzert
genre comprised lute suites accompanied by violin doubling the melody mostly
at the octave, and bowed bass doubling the lute bass at pitch.”® Saint-Luc’s
connections to Paris— he played the lute at the court of Louis XIV from 1643
until 1647, and whilst living in Brussels he maintained musical connections to
Paris through Constantijn Huygens and others”—and the flourishing of the
Lautenkonzert around the time Saint-Luc moved to Vienna in 1700 may indicate
the influence of the French en concert tradition on the Viennese Lautenkonzert.
Indeed, Radolt’s only publication, Die aller treieste, verschwigneste und nach so wohl
fréhlichen als traurigen Humor sich richtende Freindin (1701), begins with an
explication of French lute tablature, French techniques of fingering and
ornamentation, and instructions for ensemble performance.”” The influence of
Saint-Luc should not be underestimated, for ‘whether or not the Viennese

% H. Backman (research librarian, Stifts- och landsbiblioteket), ‘SV: RISM A/1/7, S370 and
S371’ personal communication (25 May 2010). See RISM, A/1/7, S 371.

69 Saint-Luc’s Lautenkonzert survive principally as CS-Pu, Mspt.1l.Kk.49, CS-Pu,
Mspt.11.Kk.54 and A-Wn, S.m.1820. A connection between accompanied keyboard music and
the Lautenkonzert is also noted by Fuller.

70 Recent secondary literature discussing the Lautenkonzert is sparse: the principal study
remains A. Koczirz, ‘Lauten-Musik und Osterreiche Lauten-Spieler bis 1750°, Zeitschrift der
Internationalen Musikgesellschaft, 6 (1905), 489. For references to the genre or relevant composers
in the context of other discussions, see A. Cohen, ‘A Study of Instrumental Ensemble Practise
in Seventeenth-Century France’, Galpin Society Journal, 15 (1962), 3-15; M. Collins, ‘The
Performance of Triplets in the 17th and 18th Centuries’, Journal of the American Musicological
Society, 19/3 (1966), 281-328; D. Fuller, ‘Accompanied Keyboard Music’, Musical Quarterly, 60/2
(1974), 222-245; [JP.N. Land], ‘Het Luitboek van Thysius beschreven en toegelicht’, Tijdschrift
der Wereeniging voor Noord-Nederlands Muziekgeschiedenis, 2 (1886), 109-174; F. Noske, ‘Two
Problems of Seventeenth-Century Notation’, Acta Musicologica, 27 (1955), 113-120; H. Radke,
‘Zum Problem der Lautentabulatur-Ubertragung’, Acta Musicologica, 43 (1971), 94-103; R.
Rasch, ‘Constantijn Huygens in Brussel op bezoek bij Leopold Wilhelm van Oostenrijk 1648-
1656, Revue belge de musicologie/Belgisch Tijdschrift voor Musiekwetenschap, 55 (2001), 127-146; and D.
A. Smith, ‘The Ebenthal Lute and Viol Tablatures: Thirteen New Manuscripts of Baroque
Instrumental Music’, Early Music, 10/4 (1982), 462-467. For biographical studies, see E. van der
Straeten, Jacques de Saint Luc, Luthiste Athois du XV1I Siecle (Paris, 1887) and relevant entries in
MGG2 and GMO. For music editions, see Osterreichische Lautenmusik zwischen 1650 und 1720, ed.
A. Koczirz, Denkméler der Tonkunst in Osterreich, 50 (Graz, 1918) with Koczirz’s separately
published ‘Osterreichische Lautenmusik zwischen 1650-1720°, Studien zur Musikwissenschaft, 5
(1918), 1ff; and Weiner Lautenmusik im 18. Jahrhundert, ed. K. Schnurl, Denkméler der Tonkunst
in Osterreich, 84 (Graz, 1966).

71 M. Couvreur and P. Vendrix, ‘Saint-Luc, Jacques de’, GMO (accessed 17 December
2010); R. Rasch, ‘Constantijn Huygens’, 133.

72 \\. Boetticher, ‘Radolt, Baron Wenzel Ludwig von’, GMO (accessed 17 December 2010).
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Lautenkonzert was a French importation, it became known in Western Europe
through Roger’s publication’ of Saint-Luc’s music.”

Another publication that confirms the distinctly French origin of the en concert
practice is Un livre de pieces de Guitarre avec 2 dessus d’instruments & une basse
continue ad libitum (1703) by Nicolas Derosiers (%.1645-after 1702). Derosiers
was a French-born guitarist and composer who emigrated to Amsterdam and
established a music publishing firm in 1667.”* No copies of the 1703 Pieces de
Guitarre survive, but like Roger’s other en concert publications the catalogues
indicate that they were available either as a complete set of parts or as a single
guitar book ‘séparé’.” The Roger impression of the Pieces de Guitarre is likely to
be a reprint of—or even the self-same publication as—Derosiers’s own
Concerts: ou ouvertures, allemandes, sarabandes, etc. (c.1690), which is also lost.”
Derosiers sold the stock of his publishing firm in 1692; later, perhaps in 1698,
the stock was acquired by the Roger firm.”” The Derosiers collection helps to
bridge the gap between the accounts from Le Gallois of lute music en concert in
the 1670s in Paris and the publication of Roger’s collection in 1703 in
Amsterdam.

3 Fuller, ‘Accompanied Keyboard Music’, 233.

™ R. Rasch, ‘Derosiers, Nicolas’, GMO (accessed 17 December 2010).

75 Lesure, Bibliographie, 43; Roger, Catalogue, 318.

76 Thirty-seven of Derosiers’s guitar pieces are preserved in B-Bc, Littera S, 5615, dated
1730. This manuscript, along with B-Br, MS 5551.D with which it shares the title Recueil des
pieces de guitare, was copied by Jean-Baptiste Ludovico de Castillion. These are the only sources
for the music of the Flemish composer Francois Le Cocq (fl. early eighteenth century); they
also contain music by earlier composers including Derosiers, de Visée, and Corbetta, among
others. The pieces by Le Cocq were presumably copied from the composer’s autograph
manuscripts, whilst pieces by Derosiers were probably copied from the Roger print cited
above; Castillion’s sources have yet to be indentified with more certainty. B-Bc, Littera S, 5615
(of which B-Br, MS 5551.D is an abridged copy) also contains an extensive preface which
discusses the tuning, stringing, and fretting of the guitar, explanatory notes on notation and
ornamentation, and a glossary of musical terms; this is available online in translation: see
‘Brussels: Bibliotheque du Conservatoire Royal de Musique Ms.S.5615’, ed. and trans. M. Hall,
The Lute Society: Francois Le Cocq <http://www.lutesoc.co.uk/pages/francois-le-cocq> (accessed
17 December 2010). Castillion seems also to have been the copyist of another guitar
manuscript, B-Lc, MS 245, although this source contains no music by Derosiers or Le Cocq:
see M. Hall, ‘Le Cocq, Francois’, GMO (accessed 17 December 2010); M. Hall, ‘Santiago de
Murcia and Frangois Le Cocq’, Journal of the Lute Society of America, 15 (1982), 40-51; C. Russell,
‘Frangois Le Cocq’s Influence on Santiago de Murcia: Problems with Dates, Sources and
Recomposition’, Journal of the Lute Society of America, 16 (1983), 7-11; C. Russell, ‘Francois Le
Cocqg, Belgian Master of the Baroque Guitar’, Soundhoard, 23 (1988-1989), 283-293; and M.
Hall, “‘I Will Praise God with My Guitar”: Jean-Baptiste de Castillion—Bishop and Amateur
Musician’, Lute Society of America Quarterly, 36/2 (2001), 4-12.

7 Rasch, ‘Derosiers, Nicolas’, GMO (accessed 17 December 2010).
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Composer/ |Date |Title/Catalogue entry (where no copies |Copies/Comment
Editor survive)
Dieupart 1701 |Six suittes de clavessin ... See Table 1, above
1702 |Six suites ... See Table 1, above
Derosiers {1703 |Un livre de pieces de Guitarre avec 2 dessus ~ |NC; not listed in
d’instruments & une basse continue ad 1716, but advertised
libitum. Le méme livre séparé. '1”7502 and listed in
[= Concerts, ou ouvertures, allemandes, sarabandes,
etc. (Derosiers: Amsterdam, ¢.1690)]
1703  |Le méme livre séparé NC
Roger (ed.) |1701 |Suittes faciles GB-DRc, Pr. Mus. C.
99
21703 |Suittes pour le Luth avec un Violon ou Flite &  |NC; advertised in
une Basse continue ad libitum 1700 and 1702.
Saint-Luc 1707 | Piéces de Luth, avec un dessus & une Basse ad S-SK, MS 477
libitum
1708 | Suites a un dessus et une basse propres a jouer sur  |S-SK, MS 479: this

le violon, la fldte et le hautbois exemplar is of

_ . . Mortier’s Preludii,

[= Preludii ... (Mortier: Amsterdam, 1708)] |\ hich is used as a
proxy for the Roger
impression, of which
No copies survive

Corellietal. |c¢.1715 |[Suittes pour le clavecin composées a un clavecin, un |B-Bc 7204 (parts);
(ed. Roger) violon et basse de viole ou de violon ad libitum S-Skma, Alstromer B

2:22: GB-Lbl, f.17.a.
(kbd)7e

NC = no surviving copy; parts = treble and bass partbooks; kbd = keyboard book

Table 2: Music en concert published or distributed by Roger, 1700-¢.1715

8 RISM, A/1/2, C 3886 also cites an exemplar in F-Pn (without a shelfmark); this author
has been unable to verify that such an exemplar is or ever was at the Bibliotheque nationale.
Holdings which may have been confused with this print include: F-Pn, D-11653, the keyboard
book only from A. Corelli, Sonate a violino e violone o cimbalo...Opera quinta (Roger: Amsterdam,
¢.1708-1712); F-Pn, X-591, the keyboard book and partbooks from A. Corelli, Sonate a violino ¢
violone o cimbalo...Opera quinta...Nouvelle edition (Roger: Amsterdam, ¢1715); and F-Pn, VM7-
2513, a manuscript of 43 folios containing music mostly by Corelli, copied out ¢.1740 in a
single hand, inscribed ‘Livre de pieces de clavecin de Mademoiselle Dellon’, and comprising a
keyboard book and a partially figured bass partbook (a treble partbook is clearly missing).
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As a source of en concert keyboard music, Suittes pour le clavecin composées & un
clavecin, un violon & basse de viole, ou de violon ad libitum (c.1715) warrants special
consideration. This volume contains arrangements by Roger or a house
arranger of, among other things, Corelli's Op. 5, and was probably motivated
by the success of the Dieupart collections. Several keyboard books survive
alone,” and there is one extant set of the instrumental parts.® This is the same
situation for the surviving prints of the Dieupart suites, and reflects the fact
that the instrumental parts were at first available only as a supplement to the
keyboard book.® There is no direct evidence from the catalogues confirming
that the instrumental parts subsequently became available, but the survival of
the parts without a keyboard book suggests that this was the case.

Suittes pour le clavecin is perhaps most interesting for the evidence it provides that
the keyboard book was used differently in solo and ensemble contexts: two of
the surviving keyboard books are sparsely figured by eighteenth-century
hands.** This demonstrates, at the least, that the musical text was not
immutable in the view of the users of these copies, and it is consistent with the
hypothesis elaborated above that the performance context may be relevant in
the way a keyboard player ‘realizes’ the printed notes of the keyboard book.

The Corelli collection also demonstrates a continued demand for keyboard
music en concert in the first few decades of the eighteenth century: the survival
rate for exemplars of this collection is similar to that of the Dieupart suites,
each of which greatly outpaces the survival of exemplars of all of Roger’s en
concert lute publications combined. Taken together, this seems to indicate that
the en concert tradition, derived ostensibly from lute performance practice, was
salvaged by its adaptation to keyboard practice at precisely the time when the
lute was beginning to cede pride of place as a solo instrument to the
harpsichord.®

Music en concert in a broader context, ¢.1624-1756

England

The earliest evidence of the en concert practice in England is the ‘lute consorts’
in GB-Ob, MSS Mus. Sch. E.410-414.%* These are a set of partbooks including
a lute tablature, a treble part for viol or violin, a lyra viol tablature, and two
unfigured basses, ostensibly for a bass viol and a theorbo. There are 32 pieces
in all, six of which are almost certainly by John Birchensha (d. 1681).
Concordances with earlier lute sources show that many of these consorts

79 GB-Lbl, f.17.a and S-Skma, Alstrémer B 2:22.

80 B-Bc, 7204; see also RISM, A/1/2, C 3886 and RISM, B/II, 377.

81 Lesure, Bibliographie, 64; Roger, Catalogue, 402-403.

82 See GB-Lbl, Music f.17.a., esp. f. 17; S-Skma, Alstromer B 2:22, passim.

8 M. Spring, ‘The Decline of the Lute in England after 1660, in The Lute in Britain: A
History of the Instrument and its Music (Oxford, 2001), 400-450; J. M. Vaccaro, La musique de luth en
France au XVle siécle (Paris, 1981), 18; S. Beck, ‘The Decline of the Lute’, Guitar Review, 9
(1949), 8-12; and P. Paffgen, ‘Die europdische Laute und Lautenmusik’, MGG2 (accessed 17
December 2010); see also R. de Visée, Pigces de théorbe et de luth (Paris, 1716), 3.

8 For a full description with examples, see T. Crawford, ‘An Unusual Consort Revealed in
an Oxford Manuscript’, Chelys, 6 (1975-1976), 61-68.
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originated as solo lute pieces from as early as the 1630s. Matthew Spring has
argued that these books were assembled in the 1650s or 1660s for an Oxford
lute consort.® The partbooks show a flexibility of approach in adapting the
solo lute versions as consort pieces.® The instruments will often double the
outer voices of the solo lute part, but in many cases contreparties have been
added to the known lute versions®” An even earlier isolated example—though
not strictly en concert because it is not for a mixed ensemble—is the two-lute
version of John Dowland’s (1563-1626) ‘My Lord Willoughby's Welcome

Home’ ®®

As an early source which evidences keyboard music played with other
instruments, Parthenia inviolata (?.1624) warrants mention. This collection
seems to be related to the earlier tradition of Renaissance instrumental music
accompanied, usually by organ, of which Purcell’s consort music is perhaps the
latest exponent,® although it reverses the structural relationship between the
instruments: whereas the keyboard accompanies (i.e. doubles) the parts in
consort music, in Parthenia the keyboard is accompanied (i.e. ‘inviolated’) by the
viol. This reinforces the relationship between the seventeenth-century practice
of continuo doubling and the eighteenth-century en concert practice. Thus,
although Parthenia inviolata makes no use of the term ‘en concert’ (or an
equivalent like ‘in consort’), it serves as a very early example of the en concert
principle.

The two English manuscript sources for the Dieupart suites are the first
documentary evidence of the fully-formed en concert practice in keyboard music
in England. These are GB-Lbl, Add. MS 39,569, a keyboard anthology, and
GB-CAMhogwood, M1902, a pair of instrumental partbooks, one dessus and
one bass.” These volumes were copied around 1702 by Charles Babel (¢.1634-

85 Spring, Lute in Britain, 344.

86 Spring, Lute in Britain, 344.

87 An area which merits further research is the connection between the history of the
contrepartie and the en concert tradition in England through the consort music of William Lawes.
See J. Cunningham, The Consort Music of William Lawes, 1602-1645, Music in Britain, 1600-1900,
5 (Woodbridge, 2010).

8 See J Dowland, The Collected Lute Music of John Dowland, ed. D. Poulton and B. Lam
(London, 1974), 199ff [no. 66a].

89 For discussion of the continuo in early seventeenth-century consort music, see A.
Ashbee, ‘The Four-Part Consort Music of John Jenkins', Proceedings of the Royal Musical
Association, 96 (1970), 29-42; D. Pinto, ‘William Lawes’ Music for Viol Consort’, Early Music,
6/1 (1978), 12-24; P. Holman, ‘Suites by Jenkins Rediscovered’, Early Music, 6/1 (1978), 25-35;
and Holman, ““Evenly, Softly, and Sweetly Acchording to All”: the Organ Accompaniment of
English Consort Music’, in John Jenkins and his Time, ed. A. Ashbee and P. Holman (Oxford,
1996), 353-382.

% For full physical descriptions, see Woolley, ‘English Keyboard Sources’, 202-205 and
Gustafson, French Harpsichord Music, ii. 87-88; facsimile published as London, British Library, MS
Add. 39569, ed. Gustafson, Seventeenth-Century Keyboard Music, 19 (London, 1987). Two
unrelated features of Add. MS 39,569 which heretofore have gone unmentioned in the
literature are noted here. First, the British Library catalogue record indicates that the binding is
original; it is not. The volume has been re-backed with the original spine laid in. The
presumably original leather cover is applied to a much newer leather substrate, dyed and
moroccoed to match the original; the newer substrate is particularly visible where the covers
meet the spine, and on the bands of the spine. The original marbled endpapers have also been
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¢.1716), a French wind player and copyist active in England from about 1698.”*

Dieupart is the most strongly represented French composer in Add. MS
39,569: the suites in A major (no. 1 in the Roger editions), D major (no. 2), E
minor (no. 4), and F major (no. 6) are present, together with an E major suite
not found in the Roger collection.* The Babel transcriptions are unlikely to
derive from the printed collection, not least because the manuscript was
complete by 1702; it is more probable that Babel acquired a manuscript source
from Dieupart in England around 1700 and that his transcriptions (or
arrangements?) derive from this.*

The M1902 partbooks almost certainly derive from the same lost manuscript
source as Add. MS 39,569 because variants not present in the printed
collections are common to both Add. MS 39,569 and M1902. Woolley has
already pointed out that there is no missing second dessus partbook as had
been previously suggested,® and that it is very unlikely that Add. MS 39,569
was intended as an ‘accompaniment’ to M1902.* Nevertheless, the very large
number of concordances among M1902, Add. MS 39,569 and Babel’s other
keyboard manuscripts would be surprising if these collections were construed
to serve ensembles of essentially different instrumentations.® Rather, this fact
seems to suggest that this is the shared repertoire of any domestic ensemble,
whatever the instrumentation.

The first piece in M1902, an allemande in A major by Robert King (d. after
1728), is particularly illustrative of this point. The toccata-like passages which
occur throughout are decidedly idiomatic for keyboard and rather unlike what
is typical of consort music, illustrating these partbooks’ connection to the en
concert tradition: see Example 5. Comparison with the concordant version in
Add. MS 39,569 suggests even further that M1902 might have been intended
to be used with a keyboard book (even if not Add. MS 39,569): see Example 6.
Babel has halved the notation when copying M1902; thus C-stroke in Add. MS
39,569 becomes C in M1902. But because there is an odd number of bars in

salvaged. The pages have been trimmed (noticeable especially on ff. 114ff), and an index
manifestly of early twentieth-century origin has been bound in (ff. iv-ix). This conservation
was probably executed upon accession by the British Museum, thus not earlier than 1917: see
British Museum Catalogue of Additions to the Manuscripts, 1916-1920 (London, 1933), 47. Second,
there are some significant nineteenth-century additions to the volume. A scribe, almost
certainly Laetitia Frances Selwyn (1807-1868) copied out some arias of Handel in black ink (ff.
133v-136v) and attempted some keyboard compositions of her own, in pencil (ff. 105v-106):
see Woolley, ‘English Keyboard Sources’, 205.

91 Woolley, ‘English Keyboard Sources’, 199-200.

9 The courante in this E major suite appears transposed as the courante to the F major
suite in the Roger collection. For a discussion of the relationship between these two suites, see
Woolley, ‘English Keyboard Sources’, 214-215 and Dieupart, Three Suites for Harpsichord, ed.
Woolley (Bicester, 2009).

93 Gustafson, French Harpsichord Music, i. 72; Woolley, ‘English Keyboard Sources’, 216.

% R. Herissone, ‘The Magdalene-College Part-books: Origins and Contents’, Royal Musical
Association Research Chronicle, 29 (1996), 47-95, esp. 48. Woolley, ‘English Keyboard Sources’,
205.

% 1bid. 209.

% 1bid. 208.
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the C-stroke version, there is a half-bar left over at the end of the strain when
it is transcribed in C; whence the change to C-stroke for the last bar of M1902.
However, the musical sense of this extra bar (in C-stroke) or half-bar (in C),
which makes the strain’s phrase structure asymmetrical, is dependent upon the
keyboard figuration which is present in Add. MS 39,569 but absent in M1902.
The presence of this half-bar in M1902, and, moreover, the trouble taken to
preserve it through a somewhat cumbersome notation, indicate that strict
concordance with the keyboard version was a scribal priority. This in turn
suggests that M1902 may have been intended to be used with a keyboard book,
now lost.
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Example 5. GB-Lbl, Add. MS 39,569, f. 5: Robert King, ‘Allemande’.
diplomatic transcription
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Example 6. Comparison of the opening of King's ‘Allemande’ in GB-Lbl,
Add. MS 39,569 and GB-CAMhogwood, M1902

The circumstances of the execution of M1902 support this possibility. The
partbooks contain the bookplates of Charles Cholmondeley (1684/5-1759),
who acceded to his seat at Vale Royal in Cheshire in 1701 Records from a
1946 auction show that there was a substantial collection of early eighteenth-
century music at Vale Royal.®® Woolley has suggested that a keyboard book
intended to be used in conjunction with M1902 may once have existed:” in
fact, the mutilated lower half of a single folio from a ¢1700 keyboard
manuscript survives as part of the Cholmondeley accession in the Cheshire
Record Office.'® Whether or not this fragment is the remains of such a book,
it implies the presence of at least one keyboard player at Vale Royal at that
time, and is suggestive of a growing relationship between the en concert
tradition—originally a professional improvisatory practice—and amateur
domestic music-making in the early eighteenth century.'™

France

Ensemble performance of harpsichord and lute music seems to have been a
robust tradition well into the eighteenth century. Robert de Visée’s Piéces de
Théorbe et de Luth (1716) specifies that ‘this print is [for use by] the harpsichord,
the viol, and the violin, upon which instruments these pieces have always been
played in concert’ 12 By 1716, Perrine’s prediction about the demise of the lute
was slowly coming true; de Visée chose to print his book in staff notation,
writing in the preface that ‘the number of those who understand tablature is so
small that | thought it unnecessary to needlessly enlarge my book [by including
tablatures]'!® Thus de Visée simultaneously cites the seventeenth-century
antecedents of the en concert tradition, while alluding to the related trends by

9 Winsford History Society, Vale Royal: Abbey and House (Winsford, Cheshire, 1977), 24.

98 GB-CRr, DBC 2309/2/7, pp. 34-37.

99 Woolley, ‘English Keyboard Sources’, 209.

100 GB-CRr, DCH/M/32/25.

101 See discussions of the rise musical amateurism in the eighteenth century in Music in the
British Provinces, 1690-1914, ed. R. Cowgill and P. Holman (Aldershot, 2007); M. Riley, Musical
Listening in the German Enlightenment: Attention, Wonder, and Astonishment (Aldershot, 2004); The
Keyboard in Baroque Europe, ed. C. Hogwood (Cambridge, 2003); and in works cited by these.

102 ‘e but de cette impression est le clavecin, la viole, et le violon sur lesquels Instruments
elles ont toujours concerté”: Robert de Visée, Piéces de Théorbe et de Luth (Paris, 1716), 4; my
translation.

103 ‘e nombre de ceux qui entendent la tablature est si petit que j'ay cru ne devoir pas
grosser mon livre inutilement’; my translation: ibid. 5; my translation.
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which the en concert practice increasingly became associated with both keyboard
music and domestic music-making. Indeed, de Visée was the last major French
lute composer; the vast majority of the eighteenth-century French publications
which continue the en concert tradition are for keyboard.

While a detailed account of the relationship between the contrepartie and en
concert traditions exceeds the scope of this article, the connection between these
traditions is evident from the earliest sources. Broadly speaking, the contrepartie
is an added part which enhances a piece, but which is non-essential. It
originates in the late sixteenth- or early seventeenth-century as a device in
instrumental consort music.'® Early examples of the connection between the
contrepartie and the en concert tradition include: the Dumont Meslanges (Paris,
1657), in which certain two-part organ allemandes are augmented by a third
part ‘[de] faire plus grande Harmonie’ when played on viols; the lute consorts
in GB-Ob, MSS Mus. Sch. E.410-414 which often add parts to the earlier solo-
lute versions; or the lyra viol music of Lawes. Eighteenth-century examples
include: Le Roux’s Piéces de clavecin (Paris, 1705); Francois Couperin’s
harpsichord works (1713-1730); and Jean-Philippe Rameau’s Pieces de clavecin en
concerts (Paris, 1741). Another en concert technique is the instrumental doubling
of the harpsichord or lute part. A fairly early example is Elisabeth Jacquet de la
Guerre’s Piéces de clavecin qui peuvent se jouer sur le viollon (Paris, 1707); later
examples include Jean-Joseph de Mondonville’s Piéces de clavecin en sonates (Paris,
1734) and Pigces de clavecin (Paris, 1748), and Jacques Duphly’s Pieces de clavecin
avec I'accompangement de violon (Paris, 1756)."® The parallel use of these two
compositional techniques—doubling and contrepartie writing—illustrates an
important point: music en concert does not ‘progress’ from a simple doublings in
the vein of Dieupart’s suites to complex contreparties as in Rameau’s concerts.
Both techniques were used throughout the late-seventeenth and eighteenth
centuries. In particular, it is important to bear in mind that contreparties such as
Rameau’s, seemingly indispensable to modern ears, are completely optional.
Rameau advises in the preface that ‘these pieces performed on harpsichord

alone leave nothing to be desired’.'®

Francois Couperin’s harpsichord pieces are particularly interesting in this
regard, as the contreparties are peppered only sparsely throughout the four
harpsichord books. These contreparties must surely represent ‘the notational tip
of an ... improvisational iceberg.™ In pieces for which a contrepartie is not
written, a plausible performance scenario is one in which violin and/or bass
viol are reading over the harpsichordist’s shoulder and doubling the melody
and/or bass.

Indeed, Couperin’s Concerts Royaux were published in 1722 as an appendix to
his Troisieme livre de pieces de clavecin with the advice, ‘besides the solo

104 For more detailed discussions of the history of the contrepartie, see Cunningham, The
Consort Music of William Lawes, passim; Spring, Lute in Britain, 351-363.
105 RISM, A/1/2, D 3840-1.
106 ‘Ces pieces éxécutées sur le Clavegin seul ne laissent rien a désirer.”: J. P. Rameau, Pieces de
clavecin en concert (Paris, 1741), [i]; my translation.
107 Butt, Playing with History, 113.
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harpsichord, these pieces might also be performed on [a variety of other
instruments]".*® Interestingly, Couperin also says that ‘the following pieces are
of a different kind than those which | have offered until now' ™ But the
differences between the concerts and the pieces de clavecin (to which he presumably
is referring) are exactly the same kinds of differences—principally textural—
which have been observed elsewhere in the en concert repertoire. Put another
way, they can all be viewed as differences in the mode of physical presentation
of the musical text."*° The notation does not record a single set of instructions
that the performer must follow to realize ‘the work’, but rather suggests
possibilities by way of example. This view more readily accounts for the
various performance possibilities that are nascent in the ‘en concert’ repertoire
than would the prescriptive view of the function of notation. Thus while the
pieces are printed in a way that caters to performance on harpsichord and the
concerts are printed in a way that caters to ensemble performance, the presence
of contreparties and various verbal rubrics evidence ensemble performance of
the pieces, and the preface to Concerts Royaux explicitly sanctions solo
harpsichord performance of the concerts. The gap between the ‘solo’ and en
concert repertoires becomes ever more narrow.

Conclusions

The question of the status of Dieupart’s Suittes as accompanied keyboard
music ‘is an important one, for if they [are] ... they constitute the first true
examples of the genre’!*! The evidence of the surviving prints and catalogues
is clear: Dieupart’s Suittes were originally conceived as accompanied keyboard
music in the en concert tradition and were subsequently re-imagined as music for
any domestic ensemble in an effort to commercialize them. Dieupart’s Suittes
are part of a sizeable body of publications produced by Roger in the first few
decades of the eighteenth century. These publications evidence the adaptation
of a professional improvisatory practice to printed sources designed for
amateurs. This increased amateur interest in domestic music is paralleled by the
gradual demise of lute tablature and the trend by which the harpsichord began
to be favoured over the lute. It would seem, therefore, that Dieupart’s Suittes, as
an early collection adapting the en concert practice to the keyboard for the
benefit of a amateur public, played a significant rdle in ensuring the survival of
the en concert tradition in the eighteenth century.

The Roger publications examined here, typically viewed as solo harpsichord or
lute sources, have been shown to belong to a wider tradition of playing chordal
instruments en concert with other instruments which reaches back to the early
seventeenth century. To the extent that this survey is necessarily preliminary,
further study will show that our modern conception of genre is in many ways

108 ‘Elles conviennent non seulement, au clavecin; mais aussy au violon, a la flute, au
hautbois, a la viole, et au Basson’: F. Couperin, Concerts Royaux (Paris, 1722), [i]; my translation.
See RISM, A/1/2, C4294-7 and A/1/11, CC 4295-6.

109 ‘Les pieces qui suivent sont d’une autre espéce que celles que J'ay donneés jusqu’a
present’: ibid.; my translation.

110 Butt, Playing with History, 106-114.

11 Fuller, ‘Accompanied Keyboard Music’, 233.
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too dependent on an anachronistic view of the Werktreue.*? The view that
pieces exist in distinct versions whose existence implies similarly distinct
performance scenarios sanctioned by a highly intentional composer is in
conflict with what is known about the fluidity of musical texts and composerly
intention for music of this period.® More importantly, this fluidity challenges
the modern performer to envision plausible performances outside the
parameters implied by the musical text. The performance of the solo
harpsichord and lute repertoires en concert is just one example of this.

112 For a vigorous (if polemical) discussion of the concept of the Werktreue ideal as it
relates to the performance of early music, see B. Haynes, ‘How Romantic Are We?’, The End of
Early Music: A Period Performer’s History of Music (Oxford, 2007), 65-115 at 89. See also L. Goehr,
‘Werktreue: Confirmation and Challenge in Contemporary Movements’, The Imaginary Museum of
Musical Works: An Essay in the Philosophy of Music, (Oxford, 2/2002), 243-286.

113 See Butt, Playing with History, 113; Gustafson, ‘France’, Keyboard Music, 119; Le Gallois,
Lettre, 70; and Woolley, ‘English Keyboard Sources’, 98ff.
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of Abel’s chamber music could be considered as suitable for the gamba, since
there is evidence that he played the viola parts of chamber music in concerts at
court,” and his practice of writing gamba music in the treble clef meant that he
(and others accustomed to playing his gamba music now and then) could read any
violin or flute part at the lower octave.

19 Holman, Life after Death, 187-191.
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