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[4]

Music for Lyra Viol: Manuscript Sources

FRANK TRAFICANTE

This checklist of manuscript sources of music for the lyra viol represents the
second portion of a project which was begun with a listing of printed
sources in Vol. 8 (1966) of The Lute Society Journal. By the time that list
appeared, it had become apparent to me that the special elusiveness of
manuscripts with their particular bibliographical problems would cause this
companion list to be some years in the making. More years have passed than
I should have predicted at the time. Even now I offer it with some
misgivings about the unevenness of the information it includes, and with no
intent to suggest that it is definitive.

It was my intention that the two lists taken together should contain all the
sources of music for lyra viol of which I am aware. But the first was limited
to English publications. At the time, this seemed a reasonable distinction to
make, since the term lyra viol never achieved currency in the non-English
speaking countries. I have long since abandoned that categorization as being
of little use or validity.

This checklist is based on a definition of lyra viol music as ‘any music
from the late sixteenth to the early eighteenth centuries notated in tablature
and intended for a bowed viol with a curved bridge’.

During the time which has passed since the appearance of the 1966
article, I have learned of the existence of no other English printed source
which should have been included. I have no doubt, on the other hand, that
additional manuscript sources will continue to turn up. I would be grateful
to be informed of items which have escaped me and which should be
incorporated into later revisions. Indeed, one of the advantages of a list such
as this lies in the motivational impetus it provides to those who know of
information it fails to include. The wealth of music for study and
performance to which it provides access may, in itself, be sufficient
justification for the preparation of this list. Perhaps it may also serve to
provide points of departure and a general context from which other students
of the subject may find it helpful to draw direction.

Over the years my search for sources has been sometimes intensive,
sometimes intermittent. It is only just that I express my gratitude to the
agencies which helped to make the periods of concentrated work possible.
With the aid of a post-doctoral Fulbright-Hays grant I was able to work for a
year (1965-1966) in England, then to Scotland, Ireland, France, and Italy in
search of sources. Research and travel grants from the University of
Kentucky Research Foundation enabled me to spend the summer of

[5] 1969 working in libraries in the United States. Numerous
correspondents, many of whom I am privileged to call friends, have notified
me of items which I might otherwise have missed. Chief among these are:
Gordon Dodd, Nathalie Dolmetsch, Theodore Finney, Ian Harwood, Mary



Joiner, Barbara Mueser, John Sawyer, Bernard Schmidt, and Robert
Spencer. Commander Dodd has been especially helpful, also, in pointing out
concordances, reading the typescript, and not least in bolstering my
sometimes flagging spirits. Lenore Coral has kindly shared her knowledge
of seventeenth century sales catalogues. It is, of course, impossible to name
the countless librarians whose assistance was invaluable.

Among the contents of the manuscripts here listed are pieces for lyra viol
alone, for two or more lyra viols, for lyra viol with one or more other
instruments and some lyra viol songs. Not unexpectedly, the manuscripts
vary greatly with regard to their state of preservation. Some, happily, are, or
seem to be, complete, and others, though fragmentary, preserve some of
their repertory in complete form. These serve as major repositories of
primarily instrumental seventeenth century music.

In other instances, especially with regard to ensemble music, entire part-
books are missing. Thus, the part-books which remain, however perfect they
may be in themselves, preserve their repertory only in incomplete form. In
some of these cases a missing part may be supplied from other sources. It is
also possible, of course, that missing part-books may turn up in the future.
Though imperfect as repositories of music, this second category of
manuscripts is enormously valuable as a source of information concerning
all aspects of lyra viol playing such as performing techniques,
ornamentation, tuning, etc.

A third category is formed by nineteenth and early twentieth century
copies of seventeenth century originals. In the cases where the originals
have not survived, these copies provide our only knowledge of their repert-
ory. When the original manuscripts have survived, these copies serve
mainly to document the continuing or reawakening interest in the lyra viol
tradition after its flowering in the seventeenth century.

Still another category includes seventeenth and early eighteenth century
manuscripts, preserving in another form music which exists or is known to
have existed in tablature for lyra viol. The most interesting of these are the
manuscripts which contain transcriptions out of the tablature of specific lyra
viol pieces. Though not abundant, these provide useful information
concerning the conceptual relationship, during the early Baroque, of music
written down according to the two systems of notation then in use.
Naturally, it was not my intention to include comprehensive concordances
for other instruments of lyra viol music, but only to list items which have a
special relationship to music for lyra viol.

[6] These entries are confined either to transcriptions clearly made from
specific lyra viol pieces, or to collections which preserve the same repertory
as is preserved in another manuscript or set of manuscripts containing lyra
viol tablature.

The above four kinds of entry are intermingled in the primary
bibliography, which is arranged by geographical location. A fifth and final
category is listed separately at the end. It comprises lost manuscripts known
only because some verbal reference to them has been preserved. Though the



contents of these documents are lost, the bare knowledge of their one-time
existence is useful in any attempt to form an estimate of the scope and
significance of lyra viol playing in the seventeenth century.

[7]
Explanation of the Checklist

Information in the checklist concerns only the lyra viol related sections
of those manuscripts which also include other material.

Location. The location sigla are identified in an index which precedes the
checklist. These are patterned after the Bibliothekssigel on pages 9*55* of
RISMEinzeldrucke vor 1800, Band 7 (Plowden-Schreyer). Kassel:
Barenreiter, 1978. Sigla in square brackets were devised by me and do not
appear in RISM.

Designation. When shelf marks or catalogue numbers have been
assigned, these are given. When a manuscript has come to be associated
with a person or family, this name is also given. Such names are often the
only specific means of designation for manuscripts in private uncatalogued
libraries.

Medium. The abbreviations used are identified in an index preceding the
check list. The medium is often not identified in the musical source. It is not
always clear whether a manuscript contains music for lyra viol solo, or if it
preserves the lyra viol part only of music for an ensemble of two or more
performers. When the presence of rests in the tablature suggests the one-
time existence of other parts, the medium is indicated as: lv-? If the identity
of a missing part is known, it is given in italic type as, for instance: lv-lv-lv.
This would indicate that two lyra viol parts from an original set of three are
extant. Even when rests do appear in some of the pieces in a manuscript,
some other part of its repertory, not showing rests, may have been intended
for solo performance. When this seems possible it is indicated as: lv*.

Genres. The abbreviations used in this column are identified in an index
preceding the checklist. One spelling for each genre has been chosen and no
attempt is made to distinguish variants such as: aire, ayre or aria . Only
genres which are named in the manuscripts appear in the checklist, with the
exception of some few (in square brackets) from concordances provided by
other studies which are identified in the commentary following the list.

Ornament Signs. A mark is placed in this column when a manuscript
contains signs of ornamentation in some quantity, making it an important
document for the study of the use of such signs.

[8] Date. Whenever a date appears in a manuscript it is given. The
significance of such seemingly specific evidence can vary considerably; a
date written into a manuscript could have been intended to establish a sale,
purchase, loan or other occasion essentially unrelated to its repertory.
Nonetheless, an actual date, whatever may have been its original function, is
not to be disdained when dealing with this troublesome bibliographical



problem. Dates entered in the checklist in square brackets do not appear in
the manuscripts. The sources for these are identified in the commentary.

Names. The names of personages appear under this heading. With some
exceptions (entered in square brackets) which have come to my attention
from other studies, these are names which appear in the manuscripts.

[9] Indexes of Abbreviations

Belgium
B-
Bc Bruxelles. Conservatoire Royale de Musique, Bibliothèque

West Germany
D-
Kl Kassel, Murhard’sche Bibliothek der Stadt Kassel and
Landesbibliothek,

Handschriftenabteilung

LUh Lübeck, Bibliothek der Hansestadt, Lübeck
(formerly Stadtbibliothek der Freien and Hansestadt Lübeck)

Musikabteilung

Ireland
E-
Dm Dublin, Archbishop Marsh’s Library, Library of St.
Sepulchre

Dtc Dublin, Trinity College Library

France
F-
Pn Paris, Bibliothèque Nationale

Great Britain
G-
Cu Cambridge, University Library

DRc Durham, Cathedral Library

DU Dundee, Public Libraries

En Edinburgh, National Library of Scotland

L Spencer London, Robert Spencer private collection

HAdolmetsch Haslemere, Dolmetsch Library

[Kt] Knutsford, Tabley House Library

Lbl London, The British Library

Lcm London, Royal College of Music



Mp Manchester, Central Public Library (Henry Watson Music
Library)

Ob Oxford, Bodleian Library

Och Oxford, Christ Church Library

[TW m] Tunbridge Wells, Richard MacNutt private collection

Portugal
P-
[COP] Colares, C. Vere Pilkington private collection

[10] Sweden
S-
Uu Uppsala, Universitetsbiblioteket

United States of America
US
Cn Chicago, Newberry Library

Ca Cambridge, Harvard University Music Libraries

LAuc Los Angeles, University of California
(William Andrews Clark Memorial Library)

NH New Haven, Connecticut, Yale University (Library of the
School of Music)

NHb New Haven, Yale University, Beinecke Library

NYp New York, Public Library at Lincoln Center

SM San Marino, Calif.. Henry E. Huntington Library and Art
Gallery

We Washington, D.C., Library of Congress, Music Division

Medium
b bass lv lyra viol
bc basso continuo t treble
bv bass viol th theorbo
hd harpsichord tv treble viol
kd keyboard vn violin
lu lute vo voice

Genres
al almaine la lamento
ay ayre mar march
ba ballet mas maske
ch chaconne mi minuet
co coranto on other named

piece(s)



da dance pa pavan
div divisions pr prelude
du dumpe ra rant
fa fancy ro rondeau
fu funerall sa saraband
gal galliard so sonata
gav gavott sy symphonie
gi gigue th thump
ho hornpipe to toy
hu humour

[11]

Manuscript Sources of Music for Lyra Viol

Location Designation Medium Genres Ornament
Signs

B Bc MS Litt. xy no. 24910 vn-lv-b ay
Date [17th century?]
Name G[eorge] L[oosemore]

D Kl 2° Ms.mus.6IL1 bariton al, ay, ba, co, gav,
gi, mas, on, sa

Date 1653; 21 april, 1669; 29 april, 1670
Names M. B/ Gautier/ [S I?]/ Joh[n] Jen[kins]/ M: Messangior/ Pinelle/

W[alter?] R[owe?]/ D[ietrich?]S[tephkin?]/ Mr Young

2° Ms.mus.61L2 lv*, lv-bc, al, ay, co, ch, gi, †
lv-b, lv-? mi, ro, sa

Date [2nd half 17th century]
Names Carl Hacquart/ A[ugust] K[uhnel]/ G. Thielke

LUh David von Mandelslaw lv co
Date August 4, 1614
Name Walter Rowe

E Dm Z3.4.13 lv*, lv-? al, ay, co, hu, mas,
on

Date [ 17th century]
Names Mrs. Ann Forrist/ Tho[mas?] G[regorie?]/ S[imon?] I[ves?]/

R(obert?] Jo[hnson?]/ W[illiam?] L[awes?]/ Jo[hn?] Ward/ Williams

Z3.5.13 lv al, ay, co, on, pa, pr †
Narcissus Marsh
Date 1666
Names Mr Burrough/ Mr. Esto/ Mr. Goodall/ Mr. Lves/ Mr. Jenkins/

William] Lawes/ Mr Mase/ Tho[mas?] Mere [Meir?]/ Mr Stephkins/
Mr Taylor

Dtc D.1.21(1&11) lv, lv-lv, lv-vo al, co, da, gal, gi †
mas, on, pa, pr, th, to

William Ballet
Date [c.1590-c.1620]
Names chamberlaine/ m[r] [R] dowland/ [Earl of Essex]/ (Alfonso

Ferrabosco]/ (Thomas Ford]/ [Andrew Mark]/ [Thomas Martine]/



Sir John paulet/ Thomas paye/ Ladie richi / M Sherly/ Mr tayler/ (Sir
Richard Tichborne]

[12]

F Pn Conservatoire Res. 1111 lv*, lv-? al, ay, ba, co, da, †
gal, gav, gi, la, pr,
sa

Date 1674
Names Mons. Dubisson/ Monk.] Hotman/ [J?] R/ [F?] R/ Mons.

Verdri[f]en

G Cu Dd.5.20 lv*, lv-? co, [di], gal, on, pa,
pr, to

Date [Early 17th century?]
Names Copraro/ Dan. Farrant/ Alfonso [Ferrabosco]/ [R]obt Johnson/

And[rew] Marke / [S?] Mark/ Mr Sherly

Dd.5.78(I11) lv [gal]
Date [c.1600]

Dd.6.48(F) lv al, ay, co, da, gi, †
mas, on, pr, ra, sa

Date June 19, 1671
Names John Butler/ Dr Colman/ Earle of Essex/ Sym[on] Ives/ Mr Jones/

Sr. Leavis/ Mr Lilly/ John Mace/ Tho[mas] Mace/ Tho[mas] Mace
sen[ior?]/ P[hi]l Porter/ Mr Wil[s]on

Dd.9.33 lv
Date February] 28th 1600

Nn.6.36(B) lv al, on, to
Date [c.1615]
Names [Thomas Ford]/ J[en]k[ins?]/ Ja[me]s Shirly

Hengrave Hall Deposit 77(I) lv*, lv-lv, lv-b, al, co, div, on, pa,
lv-? pr, sa

Date [17th century]
Names Simon Clarke/ J[ohn]Jenkins/ Hen: Neville/ J. N[evile] [N. P.?]/

:CS: Simp[v?]son/ [N.Y.?]

Hengrave Hall Deposit 77(2) lv-? co
Date [17th century]
Name J[ohn]Jenkins

DRc Bamburgh Mus 179-180 t-b-lv, t-[b?]-lv so
Date [17th century]
Name Mr Jenkins

[13]

DRc MS Mus A 27 [Early 18th-century transcriptions of lyra viol music from
Christopher Simpson, The Principles. . ., London, 1665 and Thomas Mace,
Musick’s Monument, London, 1676.]

DU Andrew Bla[i]kie lv ay, gi, mar, on



[Lady Catherine Boyd?]
Date [19th century copy of a MS dated 1692]
Names Lord Aboyn/ Lady Binny/ Drumlenrick/ Hopton

En Advocates’ MS 5.2.19 lv al, ay, co, da, gi ho,
mar, mi, on, sa

Dr. John Leyden
Date [19th century copy of 17th century original]
Names King James/ Duke of Lorain/ Prince of Walles

[Lspencer] John Browne lv al, ay, co, da, gal †
mas, on, pr, sa, to

Date [c.1630]
Names Bird/ [Coperario]/ Alfonso [Ferrabosco?]/T[homas?] G[regorie?]/

[Symon Ives]/ Jo[h]n Jen[kins]/ Will[iam]Lawes/ Stifkin/
Ro[bert]Taylor/ Thomas Turner/ [J[ohn] W[ithy]]

HAd MS II B 3 lv-? al, ay, co, fa, hu, pa,
sa, th

Date [1st half, 17th century]
Names Symon Ive/ John Jenkins/ William Lawes

[Kt] Sir Peter Leycester lv al, ay, co, du, gi, ho, †
pa, pr, sa, th, to

Date 1670
Names Mrs. Babbe/ Robin Bannester/ Rob[er]t Blagreve/ Lord Byron/ Lady

Connesby/ Mrs Daniel/ Mr. Peter Daniel/ AI[fonso?][Ferrabosco?]/
Tho[mas]Gregorye/ Guillim/ John Jenkins/ W[illiam] Lawes/ Peter]
Leicester/ Tho[mas] Mace/ Sr. Rich[ard] Martin/ Rich[ard]
Pickering/ Christofer Simson/ Pet[er] Stanton/ Syr Rich[ard]
Titchbourne/Peter Warner/ Peter Younge

Lbl Add. 15117 lv-vo
Date [After 1614]
Name [Tobias Hume]

[14]

Add. 15118 lv. lv-lv al, fa, ho, th, to
Richard Shinton
Date [1st quarter 17th century]

Add. 17795 lv-lv , lv-lv-lv [a], co], gal, on [pa]
[John Merro]
Date [After 1624]
Names [William Byrd]/ [Alfonso Ferrabosco]

Add. 31431 (Part ii) t-b-lv
Date [Belonged to Sir Gabriel Roberts in 1680]
Name Mr Jenkins

Add. 31432 lv co, sa
Richard Gibbon
[William Lawes Autograph]
Date [1st half 17th century]



Name W.Lawes

Add. 36993 lv-? al, pa
Date [Mid 17th century]
Names Ch[arles]Colman/ Mr Richard Deering/ Mr Alfonso Ferrabosco/

Mr Jo[hn] Jenkins/ Mr Ro[bert] Johnson/ Mr Morris Webs[t]er

Add. 38783 [Transcriptions, completed in 1913 of GMp BRm/832 Vu51.
See entry below for this ms.]

Add. 39555 [Early 20th century tracing of G CU Hengrave Hall Deposit
77(1). See entry above for this ms.]

Add. 39556 [Copy, completed in 1912, G Mp BRm/832 Vu51.
See entry below for this ms.]

Add. 50781 [Miscellaneous notes having reference to G Lbl Add. 38783.
See entry above for this ms.]

Add. 56279 lv [al, co], ho, [to] †
Silvanus Stirrop
Date [1st half 17th century]
Names [Thomas Ford/ Tobias Hume/ Sir John Paulet/ Silvanus Stirrop/ Sir

Richard Tichborne]

[15]

Add. 59869 lv al, ay, co, da, †
di, gal, gi, ho,

[Wm? & J.E?]Cartwright mar, on, pr, ra, sa
Date [2nd half 17th century]
Names Mr Byron/ Coleman/ Mr Drue [Drew?]/ Mr John Esto/ Sir Edw

Golding/ J. Grome/ Sir Richard Haughton/ John Jenkins/ Mr Wm
Lawes/ Jo. Lilly/ Duke of Loraine/ Mr Mace/ Duke of Monmouth/
Stanton/ Mr Steoffkins/ Mr Rob Wadham/ Lady Williams/ Mr Jo.
Wray/ Mr W Young

Egerton 2971 lv, lv-vo al, on, to †
Rob[er]tus Downes
Date [1st quarter 17th century]
Names [Co]perario/ D. Farrant

Harley 7578 lv gal, pa
Date 1655
Names Coprario/ allfons[o]/ [Ferrabosco]

Lcm II.F.10 [17th-century[?] transcriptions of lyra viol music from John Moss,
Lessons-, London, 1671.]

Mp BRm/832 Vu51 lv al, ay, co, ch, du, †
gal, ho, mas, on,

Date [Mid 17th century] pa, pr, sa, th, to
Names Mr Anthonye/ Mr. John Bates/ Mr. Thomas Bates/ Mr. Tho[mas]

Birche/ Dr. Charles Colman/ Mr [Crosbey?]/ Mr Elliot OxonI Mr.
John Esto/ Countesse of Exeter/ Alfonso Ferrabosco/ [Thomas
Ford]/ Gervise Gerrarde / Stephen Goodall / Mr. Thomas Goodge /



Mr Thomas Gregorie/ Mr. Will[ia]m Gregorie/ Mr. George Hudson/
Mr. Simon Ives/ Mr. Simon Ives Junior/ Mr John Jenkins/ Will[ia]m
Kingelake/ Mr John Laurence/ Mr. Will[ia]m Lawes/ Mr. Lillie/
Queen Marie/ Mr Tho[mas] Martine/ Mr. Henrie Read/ Mr. John
Read/ Mr. Roger Read/ Mr. Thomas Read/ Mr. Joseph Sherlie/
[John Sherly]/ Mr. Christopher Simpson/ Mr. Richard Sumarte/
[Robert Taylor]/ Thomas Taylor/ Mr Peter Warner/ Mr. G. Willis/
Mr. John Withie/ Mr. Thomas Woodington/ Mr. Thomas Woodson/
Mr. Will[ia]m Younge

[16]

Ob MS Mus Sch C.61 [Copy of lyra viol music from Thomas Mace,
Musick’s Monument, London, 1676.]

MS Mus Sch C.84 vn-lv-bv-hd ay, co, on, sa
Date [Before 1675]
Name Mr Jenkins

MS Mus Sch C.85 tv-lv-bv-hd al, ay, co, pa, sa
Date [Before 1675]
Name Mr Jenkins

MS Mus Sch C.88 t-lv-b-hd al, ay, co, dlv, on,
Date [By 1667] sa
Name Mr Jenkins

MS Mus Sch D.217 lv-t
F[rancis?] W[ithy?]
Date [2nd half 17th century]

MS Mus Sch D.221 lv-lv al, ay, co, fa, pa,
Date [3rd quarter 17th century] pr, sa
Names Tho[mas]Gregorye/John Jenkins

MS Mus Sch D.233, 236 [lv-lv?] pa
Date Octo[ber] 6, 1636; Octo[ber] 25, 1641
Name Mr Younge

MS Mus Sch D.245-247 lv, lv-lv, lv-lv-lv,al, ay, co, fa, gal, †
lv-b, lv-lv-b gi, hu, mas, on,

[John Merro], Mr. William Iles pa, pr, sa, th, to
Date 1673 [c.1622-c.16391
Names [Lady Arabella]/ [Thomas Bates]/ Jo. Bosley/ [William Byrd]/

[Lady Cave]/ Ed. Colledge/ Coperario/ [William Corkine]/ W.
Cramforth/ Crosbey/ Mr. Crosse/ Mr Cuttinge/ [Rice Davies]/
[King of] Denmark/ [John Dowland]/ Michaell Easte/ [Dan.
Farrant]/ Alfonsoe [Ferrabosco]/ [Thomas Ford]/ [Thomas
Gregory]/ [Sir Christopher Hatton]/ Ladie Hatton/ Ducks [of
Holstone]/ Sr Charles Howard/ [Tobias Hume]/ Simon lves/
Jenkins/ Mr Johnson/ Mr Lawes/ [Mounsieur Lullere]/ [Richard
Martin]/ Jo. Maynarde/ Mr Da[niel] Norco[me]/[Sir John Paulet]/

[17]

http://mr.g.willis/Mr
http://mr.g.willis/Mr


[Earl of] Pembrooke/ [Sir John Philpot]/ Rede/ [Earl of] Salsburie/
Jo[seph] Sherly/ [M. Southcote]/ [Earl of] Southampton/ [Richard
Sumarte]/ [Earl of Sussex]/ R[obert?] T[ailour?]/ [Thomas Tallis]/
[Sir Richard Tichborne]/ [John Ward]/ Westley/ [M. Westover]/
Mr. Whitlock/ [Williams]/ [G. Willis]/ John Withy/ [John?]
Woodington/ [Earl of Worcester]

MS Mus Sch E.410-414 t-lu-lv-b-th
Ri [chard] Rhodes ex Aide Christi Oxon
Date Sep[tember] 7, 1660
Name John Birchingshaw

MS Mus Sch E.430 t-lv-b-bc
Francis Withye
Date Jan[uary] 11, 1672/3
Name Mr Sympson

MS Mus Sch F.572 lv mar †
Date [Last quarter 17th century]
Names [Y? B?]/ King [of] Sweden

MS Mus Sch F.573 [17th-century [?]transcriptions of lyra viol pieces in G
[LSpencer] John Browne and G Mp BRm/ 832 Vu51.
See entries above for these mss.]

MS Mus Sch F.575 lv al, ay, co, div, gi †
Mr William Iles on, pr, ra, sa, th
Date 1673
Names F Collier/ [Coleman]/ W. Drew/ John Esto/ Mr. Will[iam]Gregory

/ George Hudson/ Mr Simon lves/ Mr John Jenkins/ W Law[e]s/
Mr. John Lilly/ Phill. Porter/ Ed. Tanner/ Whittlock

MS Mus Sch F.578 lv, lv-? al, co, pr, sa
Date [End 17th century]
Names [p. p.?]

MS Mus Sch b. 15 lv
Date [17th century]
Names Mark Coleman/ [W]haten[?]

Och Music MS 439 lv gal, pa, pr, to †
[R. Taylor autograph?]
Date 1634
Names [Mr] E/ [Alfonso Ferrabosco]/ Mr [S]herly

[18]

Music MS 531-532 lv-lv-lv, lv-? Hu †
Date [17th century]
Names [Coperario]/ [Alfonso Ferrabosco]

Music MS 725-727 lv-lv-lv, lv-lv-lv al, co, fa, pa, sa
Date [17th century]
Names Mris Mary Browne/ Mris Collier/ Mris Anne Forest/ Sy[mon] I[v]e/

W. Lawes/ Sir Will Owen/ Mr Robert Tayler



Music MS 1005 [17th-century copies in score form of U Cn Case MS
VM.I.A18.J52c but without the lyra viol part.
See entry below for this ms.]

Music MS 1006-1009 t-t-lv-b-hd du, pa
Date [17th century]
Name Mr. J. Jenkins

Music MS 1014 lv
Date [17th century]
Name Mr. Rogier

[TWm] Prissylla Herbert lv
Date 1655

P [Cop] Griffith Boynton lv al, ay, co, da, gal, †
ho, mar, mas, on,

Date [17th century] pr, ra, sa, sy, to
Names Lady Arbellay/ Lady Banberrie/ Lady Beauerleye/ [John?]

Carwarden/ Doc. Colman/ [John Dowland]/ Jo Esto/ Alfonso
[Ferrabosco]/ Galteer [i.e. Gautier?]/ [Orlando Gibbons]/ Mr.
Hutchinson/ [Simon lves]/ [S. lves Jrj/ Mr. Jenkins/ Mr Johnson/
[William Lawes]/ Jo. Lillie/ [Will Palet]/ Mr Young

S Uu Instr. mus.hs 4:3 vn-lv-th-kd al, co, pa, sa
Date [1640s?]
Name George Hudson

Instr. mus.hs 4:3a: 1-2 vn-lv al, co, sa
Date [2nd half 17th century]
Name George Hudson

[19]

U Cn Case MS-VM I .AI8 J52c t-t-b-lv, al, ay, co, on, sa
[t?]-b-lv[?]

Date 1644-1645
Name Joh[n]Jenkins

CA Mus. 70 lv-?, lv-lv-lv al, ay, co, fa, hu on,
pa, sa, th, to

(William Lawes autograph)
Date [c.1620-1645]
Name William] Lawes

LAuc M286 M4L992 lv al, ay, co, fu, mas †
Mansell on, [pa, pr], sa
Date [1st half 17th century]
Names [Mr Thomas Bates]/ (Campion]/ Charles Colman/ Rice Davies/

Alfonso [Ferrabosco]/ Ga[u]Itiere/ Mr Thomas Gregorie/ T[obias?]
H[ume?]/ Prince Henry/ [Mr. Simon lves]/ [John] Jenkins/
Richard Sumarte]/ [Robert Taylor]/ Mr Will[iaml Young

NH Misc. MS 170, Filmer Ms 3 lv, lv-b co, mas, sa



[Filmer]
Date May 9, 1639
Names Sy[mon] Ive/ Mr Whitlock

[NHb] Osborne Collection MS 515 tv-lv-lv-b ay
Date [Late 17th century?]
Name Jo[hn]Jenkins

NYp Drexel 4175 lv-vo
Anne Twice
Date [Before 1630]

SM EL25/A/46(U4A3) lv
Date [c.1610]

We M2. I.T217C Case lv pr
Date Le premier Jour De Septembre 1666
Name D[u] B[uisson]

MS M 140.17675 Case [19th-century copy of G DU Andrew Bla[i]kie.
See entry above for this ms.]

[20]
References to Non-Extant Sources

When numbers appear before an item in the reference source it is
included here. Some of the items in the following list may in fact refer to
manuscripts cited in the main check list above, though it will probably
never be possible to be certain about specific items. Of special interest
here are citations such as II-a & b, V-i, and VI which show that Jenkins
composed for multiple lyra viols and citations such as II-e and IV which
show that Lawes composed for lyra viol with other instruments. We have
examples of the opposite medium for each of these composers. When
prices appear in the references they are retained here.
I. Sir Peter Leicester, ‘Musicke-Bookes in the Musick-Roome,

adioyninge to my Study. in quarto ... the third day of August,
Anno Domini 1667’.

a. Select Ayres to singe to the basse-viole in severall Tuninges: a
manuscript of my owne.

b. Lessons for Two Lyre-Vyoles: manuscript.

See: Elizabeth M. Halcrow (ed.): Charges to the Grand Jury at
Quarter Sessions 1660-1677 by Sir Peter Leicester, (in:
Remains Historical and Literary Connected with the
Palatine Counties of Lancaster and Chester, Volume V,
Third Series), Manchester: Printed for the Chetham Society, 1953,
p.151. See, also, G [Kt] Sir Peter Leicester in the main list
above for a lyra viol manuscript still in this library. According to
Lt. Col. J. L. B. Leicester-Warren of Tabley House-descendant of

http://study.in/
http://lt.col.j.l.b.leicester-warren/


Sir Peter Leicester—it is the only music book remaining in the
library.

II Henry Playford, A Curious COLLECTION OF Musick-Books
Both VOCAL and INSTRUMENTAL, (and several Rare
Copies in Three and Four Parts, Fairly Prick’d by the Best
MASTERS. [London, 1690].

a. 1. Several Lessons for 2 Lyra Viols by Mr. Jenkins, Mr. Lawes,
and others, Fol. 0/5/0

b. 2. Several Lessons for 2 lyra Viols by Mr. Jenkins, and others,
fairly prick’d. 0/5/0

c. 4. M. Jenkins Lyra Cons. also Mr. Svmpsons Lyra Cons. of 3
parts, large oct. prick’d. 0/5/0

d. 32. Two Books of Lyra Lessons prick’d. 0/2/6

e. 60. Mr. Lawes Consort for 2 Lyra’s, a Violin and Theorbo,
prick’d in quarto. 0/4/0

[21]
See: Donald Wing (comp.), Short-Title Catalogue . . ., New York:
Columbia University Press, 1945-51, entry number 2428.

III. Henry Playford, A General Catalogue of all the Choicest Musick-
Books in English, Latin, Italian and French, both Vocal and
Instrumental. Compos’d by the Best MASTERS in Europe, that
have been from these Thirty Years past, to this present Time: With
all the plainest and easiest Instructions for Beginners on each
particular Instrument. [London, 1690].

Instrumental in Quarto.

a. Mr. Robert Wilson’s Consort, Three Parts, and Lyra-Viol 00 10 0

b. A Collection of select Lyra-Lessons, of 2 Parts, for the Violin,
fairly Prick’d 00 08 0

See: British Library, Department of Printed Books, Bagford
Collection, Harley 5936, item numbers 426, 427.

IV Musick Books belonging to the Cathedral of G1oucR, [17th century]

A set of Musick in four Books with black leather Covers in 4°. .
filletted with gold, Containing Six Consorts entituled within (The
Violin part) (The Theorbo part) (The first Lyra part) (The
Harpsichord and 2° Lyra part) the Musick is composed by Mr.
William Lawes, Mr. Jenkins and Mr. Simpson.

See: R. M. Andrews: ‘Hidden Treasure in Gloucester?’ Viola da
Gamba Society Bulletin, No. 28 (January, 1968), pp. 13-14.

V. Thomas Britton, Sale Catalogue of Music from his Library,
December 6, 7, 8, 1714.

a. 5. Two Lyra consorts by Loosemore, Wilson, &c.



b. 12. Two ditto [i.e. sets of books] of Lyra consorts by Jenkins and
Wilson.

c. 13. Three ditto by Jenkins, Simpson, and Cuts.

d. 34. Three sets of Lyra books by Wilson and Simpson.

e. 45. Six sets of books of Redding’s Lyra, 2 violins, &c. and divers
authors.

f. 112. 5 sets ditto [of books] for violins, lyra viols, with basses by
Jenkins.

g. 125. 8 sets ditto [of books] of lyra pieces, most by Jenkins, in 2, 3,
4, and 5 parts.

h. 134. 8 sets for Lyra viols and other instruments by Jenkins, &c.

i. 140. 2 sets for 3 lyra viols, and one set for a lyra viol, violin and
bass, Jenkins.

[22]
j. 142. Cazzati’s Sonatas and pieces for lyra viols, and Sonatas, Ayres,

&c.

See: John Hawkins, A General History of the Science and
Practice of Music, London, 1776, volume V, pp.80-85.

VI T. Osborne, A Catalogue of the Libraries of Richard Graham, Esq;
The Learned Mr. Thomas Day, an Eminent Divine of the
Church of Rome. The Rev. Mr. Cawley, late Rector of
Wandsworth, And several others .... Which will begin to be sold
(for ready Money only) At T. Osborne’s, in Gray’s-Inn. (The
lowest Price printed in the Catalogue of each Book.) On
Monday, the 11th of December, and will continue selling, every
Day, till Lady-Day, 1750. [London, 1749].

2740. Aires composed by Lawes and Jenkins for the 2. and 3. Lyra
Violls of the New Tunings, as also for 3 Lyra Violls, by John Taylor,
in MSS. 2 vol. bound in blue Turkey, gilt leaves, 1111 s 6 d
[Folio]

See: Bodleian Library 2593.e.2, page 93. This late reference to lyra
viol music suggests that some interest in the tradition may have
continued beyond the seventeenth century. Though the demand for
such music must have become nearly non-existent by 1749, at one
pound, eleven shillings, six pence, this is the most expensive musical
item in the Osborne catalogue.

VII. Perth, The Library of the Earl of Mansfield, 1938.
The Scone Palace Lyra Viol Manuscript

See: Groves’s Dictionary of Music and Musicians, 5th edition,
volume VII, p.677 for a reference to the discovery of this manuscript
in 1938 and to its existence at Scone Palace. In a letter to me of



January, 1966 (reconfirmed in a letter of June, 1971), however, the
Earl of Mansfield stated that it was lost during the War.



[23]

Ganassi: Regola Rubertina (1542),

L e t t i o n e S e c o n da aa ( 1 5 4 3 )

A Synopsis of the Text Relating to
the Viol
IAN GAMMIE

While most viol players have a passing acquaintance with the works of
Sylvestro Ganassi, a great majority have found it difficult to read the long
and highly convoluted Italian text. A German translation has been available
for some years, and latterly an English translation of the German version. A
few years ago, I found it helpful to make a synopsis of that part of the text
which referred to the viol-I have omitted the sections which deal with the
lute-since this gave a useful reference to all the main points discussed by
Ganassi. I hope that this synopsis will guide viol players to the most
relevant sections of the original text, armed with a prior knowledge of what
Ganassi has to say. I have included a few comments of my own in square
brackets wherever further elucidation or moot points seem to demand it.

Synopsis of Regola Rubertina (1542)

In the first three paragraphs—a dedication to Signor Ruberto Strozzi, an
address to the Reader, and a foreword—Ganassi introduces himself [and his
fulsome style] to the reader, noting that viol playing is now very popular,
underlining the need for harmony of movement and technique to produce
harmonious sound, and explaining his intentions in writing the treatise.

Chapter 1 Hold the viol between the knees so that the hands do not
have to support it, and so that bow strokes are unhindered by the knees. Do
not hold it upright but slightly tipped to one side. Hold it in a relaxed way so
that the viol’s neck can be moved nearer or further from the body. Do not
make unnecessary movements of the body nor tip the viol too far over, as
this takes up too much space and is ugly, as well as forcing the player to sit
with a crooked back. [It is interesting that Ganassi should admonish players
for holding the viol in the ‘lute fashion’, since pictorial representations from
the sixteenth century do sometimes show players thus; such a posture does
not seem to have any overwhelming advantage and there seems to be little
point in twentieth century players going against the specific advice of
Ganassi.]

[24]

Chapter 2 The movement of playing should serve to illustrate the music;
Ganassi considers music as though it had a verbal text—[which in many
cases it did have, since most consort music was vocal in conception, if not a



vocal piece originally.] The player must be ready to use a light, heavy or
medium bow stroke according to the demands of the music; sad music
should be bowed lightly and evenly, while the left hand can use a tasteful
amount of ‘tremolo’ to bring out the sombre character of the music.
Cheerful music requires the opposite from the bow, in order to animate the
instrument and thereby animate the music; just as an orator does not laugh
as he delivers a sad speech, nor cry as he gives a joyful speech, so a
musician must coordinate his technique to express best the purpose of the
music. [‘Tremolo’ could be translated here either as trill or mordent, or just
possibly as vibrato. In a similar context of varying expression with the mood
of the music, Diego Ortiz: Tratado de Glosas (1553), talks of ‘quiebros
amortiguados’ or deadened trills (close shakes?), as well as ‘passos’ which
would be ‘passaggi’ in Italian. Ganassi defines ‘tremoli’ on the recorder as
trills or mordents, and Diruta explains ‘tremolo’ as a trill on the keyboard.
See H. M. Brown: Embellishing 16th Century Music (London, 1976).]
Chapter 3 Excellence in playing is attained by knowing how to obtain
the right sound, and that can only be learned by diligent application of the
rules and examples given.

Chapter 4 The bow is to be held with thumb, middle and fore-finger.
The thumb and middle finger hold the bow so that it does not fall, the index
finger applies greater or lesser pressure on the strings as is required. [This
would preclude having a finger on the hair of the bow, as was common
practice in the seventeenth century, and the articulation and volume is to be
controlled through the stick instead. There has been some confusion in
modern times over what Ganassi meant precisely with his description of the
fingers. I consider it unlikely that he meant a player to have the index finger
on the hair while the thumb and middle finger hold the stick—an unusual
physical contortion at the very least. Ganassi intends that the index finger
should apply pressure to the strings of the viol, not to the strings or hairs of
the bow.]

The bow should be placed about four finger widths from the bridge—
depending of course on the size of the instrument, the arm relaxed, the hand
firm but not tense, so as to draw a clear and pure sound from the viol.
Playing closer to the bridge will give a rougher tone, playing nearer to the
finger-board will give a softer, sweeter tone. Be aware of this and choose
what suits the mood of the music.

[25]

Chapter 5 The left hand should be spaced so that the first finger is on
the first fret, the second on the second, the third at the third, and the fourth
at the fourth. Also one must be able to use the first finger on first or
second frets, with the second, third and fourth fingers covering the third,
fourth and fifth frets respectively.
Chapter 6 The bow is held by the fingers, but controlled by the arm.
Long notes must be played with the arm, shorter notes articulated more
with the wrist. If you begin a passage of rapid notes with a forward bow
(‘dritto’), then you must continue to alternate forward and back bows



throughout the passage. If you begin with a back bow (‘roverso’), then you
must be prepared also to keep the same consistent alternation of back and
forward bows. Practise both ways, so that you are not caught unawares and
are unable to straighten out the bowing in a fast passage. A fast run that
begins off the beat must start with ‘roverso’ while a similar passage
beginning on the beat would start with dritto’. If you have a sequence of
‘groppetti’ [English seventeenth century theorists would call them
‘relishes’ or ‘double relishes’] then begin the first on a forward bow, take
the next on a back bow etc. [See Book II Chapter 15 for further
consideration on bowing.]

Chapter 7 This chapter is a lengthy diatribe couched in pseudo-Biblical
terms against makers of viols who do not get the proportions of the
instrument right; from having to suffer bad instruments, he (i.e Ganassi)
has learned what a good instrument should be.

Chapter 8 The tuning for solo playing (he refers to the bass viol) is as
follows:

Example I

Chapter 9 In this chapter he gives the tuning for bass, treble and
tenor/alto viols, using the hand symbol of Guido de Arezzo as a reference
for tuning the intervals.

Example II

[26]
Chapter 10 Ganassi names the bass as the most important instrument,
since it is the foundation of all consort music, and all dissonance and
concord is built up from it.

Chapter 11 Tuning in consort. Choose a pitch which suits the bass best
for the music to be played; the tenor is tuned a fourth above the bass, then
the treble a fifth above the tenor, i.e. an octave above the bass. If one of the
upper instruments is uncomfortable at this pitch, tune the bass down as low
as possible, or move the bridge to give a different string length, or use
strings of a different gauge. The main point is to get a consort of viols which
have a string tension which suits the particular instruments so that they
speak readily, and so that the tension of the strings is relatively the same for
the whole consort-at least as near as possible. It is better to tune too low
than too high, as the treble strings will inevitably suffer if the tension is too
high.



Chapter 12 Explanation of tablature, for the examples of scales on the
bass. The first two tunings are D G c e a d', the third tuning C F B flat d g c'.

Chapter 13 Scales for the tenor and alto (same tuning for each). There is
an alternative tuning one tone lower, i.e. F B flat e flat g c' f'.
Chapter 14 Scales for treble, as above.
Chapter 15 The tenor can also be tuned A d g b e' a'.
Chapter 16 The treble can also be tuned: B e flat a flat c' f' b' flat.
Chapter 17 Bass tuning: E A d f sharp b e'.
Chapter 18 Since most players play the viola fourth higher than written,
this chapter deals with transposing up a fourth. [The German edition by
Hildemarie Peter appears to show that the strings are tuned a fourth lower.
This would have the effect of nullifying the transposition, and leave the
notes at their written pitch. In the original (f.XXXVIII) Ganassi writes a
scale of F in the bass clef, which is what the player would see: he then gives
tablature above it which shows that the notes actually sounding on the
instrument will be a scale of B flat, that is to say, a fourth higher.]

Similar transposing exercises follow for tenor and treble.
Chapter 19 Exercises for scales and leaps.
Chapter 20 The exercises given for the bass serve for the other
instruments too; Ganassi uses the bass because he considers it the most
noble of the instruments. There follow four ricercare, in tablature as well as
notation, so that they can be played on any size of instrument if the notated
part is not in the right range.

[27]
Chapter 21 A brief resume of the various methods of tuning; and an
exhortation to practise, have patience and a sense of proportion and dignity.

Book II titled Lettione Seconda (Venezia, 1543)

Dedication to Neri Capon, address to the Reader, and a brief resume of
the first book.

Chapter 1 Recognition of good strings, which have a pure vibration
pattern.

Chapter 2 Recognition of bad strings, which have irregular vibration
patterns.

Chapter 3 Recognition of average strings, which will be usable, though
obviously not as desirable as the very best strings.

Chapter 4 Tying on frets, proportional calculation to find their correct
position.

Chapter 5 Tuning frets, with a check of the tuning, using unisons and
octaves. Do not tune the strings too slack, nor too tight; checking tuning on
the three lower strings.



Chapter 6 Tuning of the treble strings and checking the frets, including
an eighth fret [not an octave fret, but one semitone above the seventh fret].

These three chapters all emphasise the importance of training the ear to
pick out the different intervals of a fourth, a fifth and an octave.

Chapters 7 to 14 inclusive deal with the fingering notation for left and right
hands on the lute; it is emphasised from this that the left hand technique on
the viol is closely modelled on lute technique, both in the holding of
concordant notes and the spacing of fingers.

Chapter 15 If a dot is placed under the tablature number, that signifies a
back bow (roverso), the arm moving away from the viol. If there is no dot
under the tablature number then take a forward bow, (dritto) the arm
approaching the viol. Sometimes one has to take two back bows con-
secutively [to straighten out the bowing] without lifting the bow from the
instrument. Press with the bow to articulate the second note in such an
instance. Similarly with two consecutive forward bows.

Any running passage or groppetti beginning on an accent must have a
forward bow if possible.

[28]

[It is always best to use the term forward or back bow in relation to the
viol. The terms up and down bow should only be applied to da braccio
instruments, including the cello, otherwise confusion reigns. The Hildemarie
Peter edition of Ganassi uses abwärts ( = backwards) for dritto and aufwärts
(= forward or upward) for roverso, thus compounding the disorder of several
modern German editions of viol music which are apparently intended for
cellamba players. Ganassi leaves no doubt that dritto is the accented stroke
where the bow hand approaches the viol, and that roverso is the reverse.]

There follow two ricercare for viol solo, in [Italian] tablature so that any
size of viol can be used.

Chapter 16 One has to make certain compromises when entabulating a
vocal piece for the viol, since the voices may be widely spaced, and can only
be bowed and fingered by filling in with extra notes to complete a chord.

There follows an entabulation of a madrigal a 3 with two parts on the viol,
and the top part for a voice. Juliano Tiburtino and Lodovico Lasagnino are
mentioned as two virtuosi in this style of playing. If you wish to render four
or five parts, then the seven string lyra could serve the purpose; using a very
long bow with slack hair tension and a fairly flat bridge, one can, with careful
pressure of the finger, play four notes or just one note as required, the upper
part being sung. But with skill you can do a good job with the normal viol
without recourse to a special bow or bridge. In the madrigal that follows you
can add some divisions, as long as the composers melody notes are respected.

[This description of lyra playing could be interpreted as requiring a finger
on the bow hair to vary the tension. This would contradict what Ganassi
describes in Regola Rubertina, Chapter 4, and also the frontispiece which
shows viol players with fingers on the stick of the bow, not on the hair. It is
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