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EDITORIAL

As promised in last year's editorial, Chelys 1986 makes a return To the early seventeenth 
century,  and in so doing introduces an Italian flavour.  The cross-fertilization which 
took  place  between  Italian  and  English  music  during  the  sixteenth  and  early 
seventeenth centuries seems to be topical: it formed the theme of this year's York Early 
Music Festival; it is the subject of the October meeting of the Lute Society; and it will 
be the theme of our own meeting in February 1987 when the main contributors to this 
journal,  Joan  Wess  and  Graham  Dixon,  will  be  speaking  on  Italian  influence  in 
England.
On the English side, John Catch contributes some provocative evidence concerning the 
sizes and pitches of viols in England related to Praetorius (comments please!), Richard 
Charteris discusses an important collection of English music in the library of Moritz, 
Landgrave of Hessen-Kassel in 1613, and Stewart McCoy reviews Edgar Hunt's major 
new edition of Dowland's Lachrimae. A number of Dovehouse and Northwood 
publications of English music are also discussed, and Margaret Urquhart gives a 
reproduction of the manuscript hand of Christopher Simpson.

WENDY HANCOCK
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MUSICA TRANSALPINA, PARODY, AND THE 
EMERGING JACOBEAN VIOL FANTASIA 

JOAN WESS 

The English fantasia for viol ensemble presents a number of faces, and its early lines 
of demarcation from vocal music are still subject to debate. But however one considers 
the early Elizabethan textless polyphony,1 the early ‘fantasias’ of Robert Parsons and 
Robert White, and however one sees the fantasias of William Byrd in the development 
of the genre, most will agree on one point: that a new type of fantasia for viols arose, 
generally loosely dated just after 1600, which shared many characteristics with the 
Italian madrigal. We recognize the hall-marks of this ‘new’ fantasia (often referred to as 
‘Jacobean’): sharply contrasting, often rather brief sections (corresponding to the 
contrasts in madrigal texts), canzonetta rhythms (deriving from the more popular 
madrigal forms), slow harmonically-expressive passages (standing for expressions of 
grief or anguish), duet and trio sections, and more frequent use of the brighter 
modalities/tonalities. Once established, this type of fantasia went forward with a single 
impetus through the works of a generation of composers, spurred on by John Coprario, 
Thomas Lupo, Richard Deering, and John Ward, acquiring on the way an intellectual 
injection from the ricercar. Its culmination in the large-scale fantasias of Orlando 
Gibbons, John Jenkins, and William Lawes ensures it a prominent place in our view of 
seventeenth-century English music. 

But the establishment of the new form remains nebulous, and there has been little 
investigation into its beginnings - the confluence of the Italian madrigal (as it was 
appreciated on English soil) and the new Jacobean’ fantasia for viols.2 The 

                                                           
1 The principal source for the early In nomines, Lbl Add. MS 31390, is frequently represented as a source of 

consort music, despite the title-page reference to’In nomines & other solfainge songes’. Ian Woodfield, in 
The Early History of the Viol (Cambridge, 1984), 216-8, puts forward the view that the repertory , to begin, 
with, had a didactic use which was as likely for singing as for viol playing. The next stage was its 
appropriation by the choirboy consorts, and finally, a return to vocal use at the time of the compilation of 
Lbl Add. MS 31390. Ernst Meyer, in Early English Chamber Music, 2nd rev. edn. ed. Diana Poulton 
(London, 1982), 89-98, refers to the pieces as ‘instrumental In nomines’ and devotes a chapter to 
discussing cantus firmus settings in the development of a ‘genuine chamber music style’. See also Warwick 
Edwards: ‘The Performance of Ensemble Music in Elizabethan England’, Proceedings of the Royal Musical 
Association, xcvii (1970-71), 113-23, and David Baker: ‘The Instrumental Consort Music of Robert 
Parsons’, Chelys, vii (1977), 4-23. 

2 Roger North’s oft-quoted remark seems not to have been followed up. After describing consort 
music with Italian titles, which he understood to have been Italian madrigals, he went on’And 
it was from ye Italian model that we framed those setts of musick which were called Fancys, 
and in imitation of them inscribed Fantazia’. J. Wilson ed.: Roger North on Music (London, 
1959), 289. Meyer saw the Jacobean fantasia as an evolution of the Elizabethan ‘fantasia’ 
rather than the Italian madrigal (see Early English Chamber Music... 101-2, 154-6). For a more 
recent and perceptive historical view see David Pinto: ‘William Lawes’ Music for Viol 
Consort’, Early Music, vi (1978), 19-20, and The Fantasy Manner: the Seventeenth-Century 
Context’, Chelys, x (1981), 17-28. 



corresponding dividing line, that between the Italian madrigal and the English madrigal, 
has been perceptively analysed by Joseph Kerman,3 who revealed the influential 
transitional composers, compositional procedures, and patterns of borrowing. 

On the Continent, the emergence of the instrumental canzona from the side of the 
French chanson, in the 1570s, offers a view of another transition from vocal to 
instrumental. The Italian instrumentalists’ practice of appropriating and departing from 
the imitative type of chanson led eventually to an instrumental counterpart that went 
on to flourish as an independent instrumental genre.4 Their manner of adapting the 
vocal material can be seen in the many intabulations for lute and keyboard.5 Of four 
options taken up by intabulators, two would be immediately available to most 
performers, and two only for the highly skilled, or more likely, for the composer:6 

(a) performance from part-books, to the written note 
(b) with the addition of some embellishments (glosas/passaggi/divisions)  
(c) almost totally transformed by embellishments 
[4] (d) transformed by the use of parody techniques7 

It is in this last category, parody, that the transition from chanson to canzona has 
been recognised. Andrea Gabrieli left three ‘ricercars’ on chansons,8 constructed with 
sections of quotation from the model chansons, interspersed with free material of a 
noticeably more instrumental character. The resulting compositions, though 
instrumental, are nevertheless still clearly stamped by their vocal originals. There are, of 
course, different forms that parody can take, from the borrowing of imitative 
complexes to the transformation of borrowed material in paraphrase,9 and its presence 
by no means always indicates a new form in embryo. But parody does invariably reveal 
a composer’s indebtedness to his chosen model, and his wish to comment on it in his 

                                                           
3 Joseph Kerman: The Elizabethan Madrigal, a Comparative Study (New York, 1962) 
4 Leland Earl Bartholomew: Alessandro Raverij’s Collection of Canzoni per sonar, Fort Hays Studies 

(Kansas, 1965). Bartholomew (and John Ward in articles cited below) refer to the work of 
Eunice Crocker: An Introductory Study of the Italian Canzona for Instrumental Ensembles and of its 
Influence upon the Baroque Sonata, (diss. Radcliffe College, 1943), 49-108. See also John Caldwell: 
‘Canzona’, The New Grove (London, 1980), iii, 742-5 

5 See H. M. Brown: Instrumental Music Printed Before 1600: A Bibliography (Cambridge, Mass., 1965) 
6 John Ward: ‘The Use of Borrowed Material in 16th-century Instrumental Music’, Journal of the 

American Musicological Society, v (1952), 88-98. Ward places all embellished versions in one 
category, under the heading ‘glosas’. They are subdivided here to distinguish players’ categories from 
those of composers. 

7 Parody as a concept in sixteenth-century instrumental music is discussed in Ward’s articles: ‘The Use 
of Borrowed Material...’ and in ‘Parody Technique in 16th-century Instrumental Music’, The 
Commonwealth of Music, ed. Gustave Reese and R. Brandel (New York, 1965), 208-28. I have 
adopted Ward’s definition of parody as ‘Free (often random) variation of an autonomous thematic 
complex (‘Parody Technique...’, 208. See also Quentin W. Quereau: ‘Sixteenth-Century Parody: an 
Approach to Analysis, JAMS, xxxi (1978), 409-41. 

8 Modern edition, P. Pidoux ed.: Andrea Gabrieli: Canzonen, Ricercari Ariosi (Kassel: Bdrenreiter, n.d.), 
vol. iv 17-20; 24-6; 29-31 

9 See Ward: ‘The Use of Borrowed Material...’, 93-4; Frank Dobbins: “‘Doulce mémoire”: A Study of the 
Parody Chanson’, PRMA, vol. 96 (1969-70),84-99. Dobbins notes as many as ten parodies on Doulce 
mémoire, of varying types. 



own way.10 Its skill lies in the `manifold transformations that composers could 
wrest*rom previously formed motivic constructions’. 11 

In searching for an English equivalent to the pattern chanson to canzona, an 
obvious hunting ground for models is Nicholas Yonge’s Italian madrigal anthology of 
1588, Musica Transalpina, ‘the earliest, largest, most famous, and most important of 
the five Elizabethan anthologies’.12 It houses a collection of relatively new, though 
conservative, madrigals, with a substantial reliance on two composers, Alfonso 
Ferrabosco I and Luca Marenzio. Despite its ready availability in print, Musica 
Transalpina was widely used as a source of material for commonplace books and part-
books - more frequently than most other English madrigal sets. Kerman alerts us to the 
extraordinary importance of the conservative madrigalist (Italian, though resident in 
England) of practically no importance on the continent, whom English musicians of 
the following generation adopted as their mentor: Alfonso Ferrabosco the elder. 
Acclaimed by Baldwin, Morley and Peacham for his ‘deep skill’, his prestige is reflected 
in the number of his pieces which appear in the anthologies. In Musica Transalpina 
there are fourteen, with a further six in Musica Tranralpina II of 1597. 13 The ensuing 
school of English madrigalists drew on his texts, and also on his music.14 

For present purposes, the most notable of the madrigalian borrowers from Alfonso 
Ferrabosco the elder is John Wilbye, whose Lady if you so spite me relates closely to his 
model, Donna se voi m’odiate. 15 The text is a paraphrase of Ferrabosco’s verse. Wilbye’s 
method of correspondence is interesting, undoubtedly in the category of parody, but 
more by way of paraphrase than by direct quotation: the initial theme is in inverted 
form; similar rhythms are used for similar passages (eg, for ‘kiss and delight’); voices are 
reduced to a trio at line three; and there is a close relationship to Ferrabosco’s 
canzonetta-type section at line six. In Wilbye’s reworking of Ferrabosco, one sees a 
response to the fabric of the original in the elements of form, and an invasion of 
Wilbye’s style by textures, rhythms and canzonetta-like writing from that of the older 
composer. 

There are, however, non-madrigalian borrowers from Musica Transalpina, the 
foremost being John Dowland and John Coprario. And once alerted to their parodying 
procedures, one notes further pieces, not based on Musica Transalpina [5] models, by 
Dowland, Coprario and Richard Mico, which fit into the pattern of movement from 
Italian madrigals into developing English forms. If we accept parody by paraphrase as 

                                                           
10 Dobbins: “‘Doulce mémoire.”‘, 85 
11 Lewis Lockwood: ‘On “Parody” as Term and Concept in 16th-Century Music’, Aspects of Medieval 

and Renaissance Music, ed. Jan La Rue (New York, 1966), 574 
12 Yonge’s Musiqa Transalpina was printed in London in 1588 (facsimile ed., Da Capo Press, New York, 

1972). He followed it with a second collection in 1597 (facsimile ed., Da Capo Press, New York, 1972), 
referred to in this study as Musica Transalpina II. For a description of the contents of both sets and 
their influence on the English madrigalists, see Kerman, 48-57. See also Alfred Einstein: ‘The Elizabethan 
Madrigal and Musica Transalpina’, Music and Letters, xxv (1944), 66-77, and David Scott: ‘Nicholas 
Yonge and his Transalpine Music’, Musical Times, cxiv 1975), 875-6. 

13 See Kerman, 73-98. Ferrabosco’s madrigals from Musica Transalpina are printed in G.E.P. Arkwright 
ed.: Old English Edition, vols. xi and xii (London, 1894). 

14 Kerman, op. cit., 93-98 
15 Kerman, op. cit., 234-5, discusses the relationships of texts and music. 



well as parody by quotation, we shall see that a number of the above appear to stand as 
close to the Italian madrigals on which they are based as Andrea Gabrieli’s ricercars on 
French chansons. 

In view of his avowed interest in Italian music, one would expect Dowland’s name to 
appear in any list of borrowers from such a store. In common with Wilbye, he was 
attracted to the verse that Ferrabosco set in Donna se voi m’odiate/Lady if you so spite me, 
but used it without reference to Ferrabosco’s music, for a through-composed lute 
song.16 Further, Mr. Button’s Galliard is a straightforward compression of Lassus’ Susanne 
un jour into a three-strained dance form.17 But Dowland’s response to Ferrabosco’s Vidi 
pianger madonna/I saw my lady weeping results in a more remarkable transformation. Like 
Wilbye, Dowland uses a paraphrase of the madrigal verse, and as with Wilbye, he turns 
the opening thematic complex in his own way, incorporating Ferrabosco’s material into 
the lute part18 (see Examples la and lb). 

Dowland’s verse paraphrase gives him three stanzas of six lines, as against 
Ferrabosco’s through-composed eight: hence, Dowland’s setting (unusually, for pieces 
employing parody) is considerably shorter than his model (twenty-four as against fifty-
eight bars). Ferrabosco’s final couplet, ‘still and content to quiet calm’, is set 
homophonically to flexible rhythms, and repeated with a different vocal scoring. 
Dowland closes his lute song with a recollection of these same rhythms (see Examples 
lc and ld). 

More completely than Wilbye, Dowland allows the older composer’s style to 
permeate the whole song, resulting in more sinuous and less articulated lines, with 
flexible counter-rhythms for text stresses. Diana Poulton describes the piece as ‘a work 
of extraordinary beauty’, and ‘in the freedom of its construction, different from any 
songs that went before’.19 She also notes that the attention to verbal rhythm goes 
beyond anything that Dowland had previously done. 

This was perhaps not Dowland’s first study in parody. Would my conceit, from his First 
Book of Songs (1597) involves closer direct quotation and less subtle use of his model, 
this time a madrigal by Marenzio. The original, Ahi dispietate morte/Ah what a wretched life, 
was printed in Watson’s Italian Madrigals Englished of 1590, two years after Yonge’s 
anthology.20 There are two quotations from Marenzio, far more obvious to the ear than 
the allusions to his model in I saw my lady weep, but again placed at the beginning and end 
of the song, giving similar structure to the two pieces:21 parodied opening; free middle 
sections; parodied ending. These two lute songs may be important in establishing a 

                                                           
16 In Robert Dowland’s Musical Banquet (1610), modern edition, E. H. Fellowes’ English School of Lutenist 

Song Writers, vol. xiv, 109-12. See Kerman, op. cit., 97n. 
17 Ward (‘Parody Technique...’, 209) describes Dowland’s Galliard as nothing more than an arrangement 

of the Lassus chanson. 
18 John Dowland: Second Book of Songs (London, 1600), modern edition, E. H. Fellowes: The English 

School of Lutenist Song Writers, vol. v, rev. Thurston Dart (London, 1969). See Diana Poulton: John 
Dowland (London, 1972), 252-4. Poulton comments on the parody of the verse, though not of the 
music. 

19 Poulton: op. cit., 252 
20 See A. Rooley: ‘New Light on Dowland’s Songs of Darkness’, Early Music, xi (Jan. 1983), 6-21. 
21 Rooley, ‘New Light...’, 7-8, quotes the parallel passages. 



method of procedure, incorporating two principal quotations or paraphrases, that could 
be adapted in various ways. 

 
Turning to the viol consort repertory, where the seeker is no longer necessarily 

assisted by give-away titles, the task of following threads from a vocal anthology 
becomes more hazardous. The procedures of Dowland, in developing the English [6] 
lute song, and those of Wilbye, in his infusion of an English madrigal with ingredients 
from an Italian, provide pointers. One is hampered by the English parodyists’ obvious 
predilection for inverting their thematic material, and I am aware that much work has 
yet to be done to reveal the extent of the fantasia writers’ debt to the Italian 
madrigalists. 

[7] 



 

[8] 



 

Hitherto unnoticed, I believe, is the relationship between Coprario’s Fantasia a4, 
C22 (Meyer no. 8) 22 and Ferrabosco’s madrigal Come dal ciel/Like as from heaven.23 The 
Fantasia contains two principal quotations from the madrigal, with intervening free 
sections which themselves contain further references to the madrigal. Ferrabosco’s 
five-part madrigal sets the second part of the sonnet Vidi pianger madonna/1 saw my 
lady weeping: 

Like as from heaven the dew, full softly showering,  
Doth fall, and so refresh both fields and closes,  
Filling the parched flowers with sap and savour;  
So while she bathed, the violets and the roses  
Upon her lovely cheeks so freshly flowering, 
The spring renewed his force with her sweet favour24 

                                                           
22 Viola da Gamba Society Supplementary Publication no. 31 
23 Musica Transalpina, no. 24; modern edition, G. E. P. Arkwright: Old English Edition, vol. xi e

 (London, 1894), 25-33 
24 E. H. Fellowes: English Madrigal Verse, 3rd edn. (London, 1967), 324 
 



[9] 

 
 



[10] 

 



[11] The madrigal is in two sections, one for each tercet of the verse, with the 
second section repeated (see Table I). It is a dignified and conservative work. 
Ferrabosco, not by any means renowned as a painter of words, allows an opening 
rise to ‘heaven’, through a minor sixth in the top part, and variously through fifths 
and octaves in the lower voices (see Example 2a). The text setting is compact, with 
only one pause for repetition: the last line ‘the spring renewed...’ is stated three 
times to the same material, giving particular emphasis to Ferrabosco’s musical 
motive at this point (see Example 2c). 

Coprario’s Fantasia falls into two main sections, divided by a strong full close in 
the middle (see Table I). He subdivides each section, giving a pattern of quotation 
passages alternating with free sections. For the opening, Coprario takes up the most 
arresting’,  of Ferrabosco’s rises to heaven - the minor sixth - and expands the brief 
single’ statement of the madrigal into a substantial opening section (see Example 
2b). This section retains an overall vocal character, with [12] little use of shorter note  

 

values. In the following free section, which evolves from within the outline of the 
opening minor sixth, the lines become more agitated and agile. There is a brief return to 
vocal style for the beginning of the second quotation passage, taken from Ferrabosco’s 
‘the spring renewed’ (see Example 2d), but ‘instrumental’ textures reassert themselves 
almost immediately, and are [13]  



 
retained to the end of the fantasia. Any hearing of the work confirms the contrasting 
textures of the quotation passages and the free sections. 

There is another fantasia by Coprario with a parallel relationship to an Italian 
madrigal: the Fantasia a5, C71 (Meyer no. 2), 25 notably one of his few five-part pieces 
without a text incipit, which quotes or paraphrases twice from Marenzio’s O voi the 
sospirate. 26 Again, there is a marked difference in texture between quotation passages 
and free sections. The madrigal, one of Marenzio’s more idiosyncratic settings, contains 
a series of enharmonic changes, in the course of a circle of fifths, inspired by the words 
                                                           
25 Thurston Dart and William Coates eds.: Jacobean Consort Music, Musica Britannica, ix (London, 
1966), no. 35 
26 Kerman (44n) notes the presence of parody, but does not discuss the piece. Marenzio’s madrigal is 

from 11 secondo libro de madrigals (a5) of 1581, and is reprinted in Alfred Einstein: Luca Marenzio: 
Sa’mtliche Werke, Publikationen iilterer Musik, Jg. iv, Ted 1 (Leipzig, 1929, R/Hildesheim, 1967). 

 



‘muti una volta quel suo antico stile’. Perhaps thought to be too extreme for English 
tastes, it was not included in any of the Elizabethan anthologies.27 At the opening of 
the Fantasia Coprario uses Marenzio’s theme as it stands as well as in its inverted 
form, making a ‘double fugue’ (see Examples 3a and 3b).  

 
 

[15] The rests of ‘sospirate’ are dropped, but the semitone motive associated with the 
word provides the starting point for the first free section (see Table II). Following the 
half-way full close, which again divides the form into two parts, the second of the free 
sections is expanded into a series of short trios and tuttis, some referring back to the 
Marenzio madrigal. Finally, Coprario takes up the challenge that must have attracted 
him to this piece in the first place, and creates a sensational final section out of 
Marenzio’s enharmonic passage at ‘muti una volta’. He embarks on a highly individual 
response to the harmonic progression, incorpor= ating the three repeated up-beats of 
Marenzio’s motive, miraculously arriving back at his tonal centre with equilibrium, and 
no doubt causing some amazement to his English public, brought up on William Byrd 
and Alfonso Ferrabosco I (see Examples 3c and 3d). Surely this was Coprario’s first 

                                                           
27 The madrigal O voi che sopirate does exist in a contemporary English MS - it was copied, together with a 

number of other Marenzio madrigals, by John Baldwin c. 1590. See Roger Bray: ‘British Library, RM 
24. d. 2 (John Baldwins Commonplace Book): An Index and Commentary’, Royal Musical Association 
Research Chronicle, xii (1974), 137-151. 



experiment with the extremities of Italian madrigal style, an experiment that was to give 
a high yield in his career as a fantasia writer. 

[14] 

 



 

 

Richard Mico’s well-known riposta to Monteverdi’s madrigal La tra’l sangu’e le morti28 
is another Fantasia which falls into the same category. Had it not been for the rubric 
‘Parte seconda’ which heads the piece this particular parody would probably have 
slipped through the researcher’s net; Monteverdi’s opening motive, contained within 
the interval of a third, is inverted and manipulated in an elusive manner (see Examples 
4a and 46), and the second quotation, or rather paraphrase, inverts the anguished 
chromatic passage at ‘hot qui manco to spirto’. A third reference forms Mico’s coda, 
and the closeness to the madrigal is maintained througout the first free section, which 
continues to explore the opening motive, with shorter note values. 

[19] One would expect there to be further pieces in the viol repertory as a whole 
which stand as close to the madrigal models as these three pieces. Coprario certainly 
invites deeper investigation, since the pattern of ‘vocal’ and ‘instrumental’ sections 
occurs in a number of his four-part fantasias.29 C18 (Meyer no. 2)30 is known to 
commence with a quotation from Palestrina’s Io son ferito, and progresses in slabs of 
contrasting textures. However, there is no apparent further reference to the madrigal, 
even though a section of vocal-type writing appears in the important position just after 
the central cadence (as in the Fantasia on Come dal ciel).31 Returning once more to 
Musica Transalpina, I note two other surprisingly late borrowings, from the hand of 
John Jenkins, which remind us of the Anthology’s long innings, and suggest that’it was 
still musical currency as late as the 1620s. The opening theme of Fantasia a6 no. 10 is 

                                                           
28 Mico: Och MSS 2/403-408/436, modern edition H. Mönkemeyer ed.: Italienische Meister, Consortium 

Edition (Moeck Verlag, Celle); Monteverdi: Il terzo libro de madrigali (Venice, 1592) 
29 In discussion following the talk, Gordon Dodd suggested that Coprario’s Fantasia a4 (C23, Sup. Pub. 

no. 18) offers similar formal outlines, with alternating sections of instrumental and vocal character, and 
might be another instance of this type of parody. 

30 Viola da Gamba Soc., Sup. Pub. no. 23 
31 For further discussion of borrowing within the English school, see Pinto: ‘The Fantasy Manner...’, 21-25. 

http://sup.pub.no/


that of the ever popular Vestiva i colli/Sound out my voice, by Palestrina.32 Fantasia a6 no. 
5 borrows from Ferrabosco I’s Zefiro torna/Zephirus brings the time, a madrigal from 
Musica Transalpina that had already given rise to an English madrigal by Michael 
Cavendish.33 The falling theme has proved a trap for Lachrimae hunters, but the order 
of tones and semitones is not Dowland’s, and a comparison with the Ferrabosco 
madrigal reveals that Jenkins uses the same pattern of entries at a minim distance (see 
Examples 5a and 5b).34 

[16]  

                                                           
32 Vestiva i colli/Sound out my voice, Musica Transalpina no. 30: modern edition, Alec Harman ed.: The 

Oxford Book of Italian Madrigals, Oxford University Press no. 25. Andrew Ashbee has quoted the 
opening of Palestrina’s madrigal in ‘The Six-Part Consort Music of John Jenkins’, Chelys, vii (1977), 58. 
The six-part fantasias are believed to have been composed between 1615 and 1630, see Richard 
Nicholson and Andrew Ashbee eds.: John Jenkins: Consort Music in Six Parts (London, 1976), vi. 

33 . See Kerman, 94-5, for comments on Cavendish’s setting. 
34 Another late borrower from an Italian madrigal is Thomas Tomkins, who uses the opening of Coprario’s 

six-part madrigal Udite lagrimosi for his Fantasia a6 (no. 2); see David Pinto: ‘The Fantasy Manner...’, 
25. 



[17] 

 
 
 
 
 
 



 
 
 
 
 



Did the inspiration for the parodies by Wilbye, Dowland, Coprario and Mico also 
come from the madrigal anthology Musica Transalpina? Kerman notes two parodies 
within its covers, available for perusal by enterprising young Elizabethans or Jacobeans. 
They are both, as we may well expect, from Ferrabosco I, and the models (also in 
Musica Transalpina) are two Lassus chansons: Susanne un jour and Le rossignol.35 
Ferrabosco’s version of Susanne rests on a paraphrase of Lassus’s tenor, but his 
procedure in Le rossignol/The nightingale demonstrates better the scope and skill that 
attracted his followers: for a start, he enters with Lassus’s theme in inversion, but 
presents it in Lassus’s form at the third entry; he proceeds, replying with similar 
rhythms in similar instances, answering four voices by four at the same point in the 
text, and responding to upward-leaping fourths with a mixture of upward and 
downward leaps; at the close of the chanson, Lassus returns to his opening material, 
which Ferrabosco cunningly inverts, giving the same outline as the Lassus opening. 

This method of parody hardly resembles that of Gabrieli in his keyboard parody 
chansons, but concentrates rather on response by paraphrase instead of quotation. 
Wilbye and Dowland obviously lean towards Ferrabosco’s procedures, often retaining 
the textures of the chosen model, employing methods which are eminently suitable 
when working from vocal to vocal. While Coprario certainly makes use of this kind of 
paraphrase, he also introduces a freedom in the interpolated sections which, because he 
is moving away from the vocal idiom, offer contrasting, more instrumental textures, as 
was the case with Gabrieli. One wonders whether Gabrieli’s keyboard ricercare on 
chansons were known in [20] England - they had been in print since 1571,36 and I 
detect a hint of one of his ricercars in the opening of a Fantasia a4 by Ferrabosco II.37 

Before concluding, I should like to mention a number of points which have arisen 
during the preparation of this study. As a result of a general search for madrigalian links 
with the fantasia repertory several previously grey areas now seem more sharply 
defined: 

(a) None of the pieces in the viol consort repertory so far found to incorporate 
borrowed vocal material actually carry titles or text incipits. 

(b) Conversely, there are (so far as I have been able to discover) no parodies 
among the pieces by fantasia writers which carry text incipits.38 

This strengthens the case for describing pieces such as those by Coprario, Lupo and 
others, which carry text incipits as madrigals.39 The term ‘madrigal-fantasia’, frequently 

                                                           
35 Lassus: Musica Transalpina, nos. 19 and 32; Ferrabosco: Musica Transalpina, nos. 20 and 43. The relationships 

are noted in Kerman, 51 n, 91-2. For a comprehensive study of works deriving from Susanne un jour, see 
Kenneth Levy: ‘Susanne un jour: The History of a 16th-century Chanson’, Annales Musicologigues, i 
(1953), 375-408. 

36 See Denis Arnold: ‘Andrea Gabrieli’, The New Grove, vii (London, 1980), 59-60. 
37 Fantazia a4 (Meyer, no. 8, Sup. Pub. no. 55 has a resemblance to Ricercar no. 5, in P. Pidoux ed.: Andrea 

Gabrieli: Ricercari (Kassel: Barenreiter), vol. ii (n.d.), 16-19. 
38 Thus, Coprario’s five- and six-part pieces which bear Italian titles have not as yet yielded similarities with 

madrigals by other composers, which carry the same title: Coprario’s Udite lagrimosi does not relate 
thematically to Marenzio’s madrigal of the same name; Coprario’s to son ferito does not show a 
relationship to Palestrina’s famous setting. 

http://sup.pub.no/


applied to Coprario’s titled five- and six- part pieces, would now seem ripe for deletion. 
The problem of classification has only remained on account of our inadequacy in 
locating Coprario’s text sources.40 There are difficulties. He seems to have been a man 
of singularly little literary awareness, rarely choosing verses by the poets esteemed by 
most madrigalists - Guarini, Tasso, or even Petrarch or Ariosto. Also, on the few 
occasions when Coprario does leave a complete madrigal text to a five- or six-part 
piece, either his sense of how to underlay Italian is limited in the extreme, or his general 
feeling for text is meagre.41  Even when setting texts in English, presumably his mother 
tongue, one often notices a lack of response to the natural text stress. 

But Coprario’s musical legacy was perhaps an important one. To return to the 
implications of the parody fantasias, it may be that here we are witnessing the boundary 
line between the Italian madrigal and the ‘Jacobean’ fantasia - a new departure from the 
madrigal, as the instrumental canzona was from the chanson. Two factors may 
influence an attempt to date these works. First, the information given by Kerman on 
the English madrigalist borrowers from Musica Transalpina - they all belong to the 
decade 1590-1600.42 Secondly, added to the fact that there are some striking similarities 
in the parodies discussed, one of them, Coprario’s Fantasia on Come dal ciel, takes as its 
model the secunda pars of a madrigal which John Dowland had parodied: Vidi pianger 
madonna. Were these two pieces, then, written in friendly contention? It is tempting to 
suggest that this might be so, in which case the date of their composition must take 
into account the publication of Dowland’s Second Book of Songs of 1600. But perhaps a 
better date would be c. 1598, the date of Dowland’s departure for the continent,43 and 
close to his First Book of Songs (1597), which contained his parody on the Marenzio 
madrigal. The young Coprario, aged little more that 20, could have written these parody 
fantasias in apprenticeship to his trade, before he embarked on his Italian trip. Mico’s 

                                                                                                                                                                          
39 The case for a madrigalian classification for Coprario’s five- and six-part pieces has been convincingly put 

by Richard Charteris. Charteris reinforces his argument by noting that compilers placed the ‘madrigals’ 
amongst the vocal repertoire. See Richard Charteris: John Coprario’s Five- and Six-Part Pieces: 
Instrumental or Vocal?’ Music and Letters, Ivii (1976), 370-78. David Pinto has located the lacking texts 
for three of Lupo’s five-part pieces (hitherto referred to as ‘fantasias’): Alte parole; Ardo; Che fia lasso di me. 
See David Pinto: ‘The Fantasy Manner...’, 17-18. 

40 David Pinto has informed me that he has located a possible text source for Cresce in voi (C16), a piece 
without text and without concordances in the madrigal repertory. The poem, Cresce in voi la beltate by 
G. B. Leoni, is published in Ghirlanda dell’ Aurora (Venetia MDCVIIII), 185:  

Risolutione in amore 
Cresce in voi la beltate,  
E in me Cresce 1’amore;  
Ma quanto in v’amo piu, piu mi apprezzate. 
Gratissimo disprezzo, 
Quanto sdegnoso piu, tanto piu taro. Perche mentr’io m’avezzo. 
A le repulse, a sofferir’imparo, E petro se non certo 
Prernio ritrame, almen gioir del merto. 
41 I am indebted to David Pinto for drawing my attention to the difficulties in achieving a satisfactory 

underlay in Coprario’s fully-texted madrigals. 
42 Kerrman: op. cit., 93-4 
43 See Poulton, 52-5 for details of Dowland’s whereabouts in the closing years of the century. It is not 

entirely clear when he took up his appointment to Christian IV of Denmark. 



work may belong to the first decade of the new century, when he, in turn, was learning 
his craft.44 

Nicholas Yonge did more than add fuel to the fashion for the Italian madrigal, [22] 
more than point the way forwards for the English madrigal school. If borrowing in the 
parodying manner is a guide, then his favourite composers, Alfonso Ferrabosco I and 
Luca Marenzio, were also the inspiration for the new generation of instrumental 
composers. Finally, if awards are to be made, then, perhaps surprisingly, John Coprario 
was a front runner in the departure of the instrumental from the vocal. 

The above is a revised and extended version of a talk given to the Viola da Gamba 
Society on June 2nd 1984. The writer is much indebted to the following, who provided 
the examples: viols: Elizabeth Liddle, Angela Voss, John Bryan, Hugh Cherry, Julia 
Hodgson, Alison Crum; voices: Kate Eckersley, Gillian Chedzoy, Nick Clapton, Ian 
Barratt, Bruce Russell, Hubert Matthews, Clifford Bartlett. 

 
 

                                                           
44 For biographical details of Mico, see John Bennett and Pamela Willetts: ‘Richard Mico’, Chelys, vii 

(1977), 24-46. 



[26] 

PRAETORIUS AND ENGLISH VIOL PITCH  
 

JOHN R. CATCH 
 

‘What is clear to us may be far from clear to our readers’ (Sir Ernest Gowers) 

- nor shall conjecture wantonly be indulged in - ‘ 
(Samuel Johnson) 

Most ordinary viol players take it for granted that the consort comprises a bass in D, a 
tenor in G, perhaps an alto, and a treble in d, with a reference pitch of a’= 415 (or 
maybe 440). That is what they are likely to find in books, unless they go to The New 
Grove or to Woodfield’s monograph.1 Even specialist writers (with the important 
exception of the American scholar Nicholas Bessaraboff )2 commonly give that 
account, adding perhaps that ‘the’ contrabass in in DD.3 They give the impression that 
the low-pitched consort in GG or AA, and ‘quint’ basses in GG, were unimportant 
aberrations from a mainstream tradition. That over-simplified view is now changing, 
and the sombre dignity of the ‘big consort’ is once more beginning to be heard.4 That is 
all to the good, but its enthusiasts show signs of making the common mistake of 
injuring a good case by pushing it too far. 

It has for example, been suggested that the GG consort was in common use in 
England in late Tudor and Jacobean times. Most of the evidence adduced for this 
opinion is circumstantial and secondary, and open to alternative explanations, but a 
passage in Praetorius5 has been cited in its support; and it is an important passage 
because it is (I believe) the only contemporary evidence which allows us (or rather, as 
we shall see, ought to allow us) to assign definite pitches for viol consorts of the time. 
Unluckily it is not a text that he who runs may read, and it has in fact been used by 
Bessaraboff to support a directly opposite view; he concluded that the English, about 
1600, ‘rationalised’ their own practice by adopting the modern D/G/d consort, at or 
about the present international a’ = 440.6 Let us therefore re-examine what Praetorius 
wrote, with greater attention to verbal detail than earlier commentators have given, and 
with reference to some other contemporary information. 

Here is what Praetorius wrote, with a translation which avoids any tendentious gloss: 

Die Violen de Gamba haben 6 Saiten, werden durch Quarten, and in der Mitten eine Terz 
gestimmet, gleich wie die sechs-Ch6richte Lautten. Die Engellander, wen sic alleine damit 
etwas musiciren, so machen sic alles bisweilen umb eine Quart, bisweilen auch eine Quint 

                                                           
1 I. Woodfield: The Early History of the Viol (Cambridge 1984) 
2 N. Bessaraboff: Ancient European Musical Instruments (Harvard 1941) 
3 This “orthodox” view is for example taken by A. H. Konig, “Die Viola da Gamba”, (Frankfurt/ M 1985) 
4 E.g. at the Viola da Gamba Society meeting in London in June, 1984 (see VdGS Newsletter No. 46, July 

1984). 
5 M. Praetorius: De Organographia (Wittemberg/Wolfenbiittel 1619), 44 
6 Bessaraboff assumed, as was usual at that time, that Praetorius’s ‘Kammerton’ was a’=476 



tieffer, also, dass sic die untersten Saiten im kleinen Bass vors D, im [27] Tenor and Alt vors 
A, im Cant vors e rechnen and halten: Do sonsten, wie oben in der Tabell zu ersehen, 
ein jedere (nach dem Cammerthon zu rechnen) eine Quint tieffer, als nemlich der Bass 
ins GG; der Tenor and Alt ins D; der Cant ins A gestimmet ist. Und class gibt in diesem 
Stimmerwerck viel eine anmutigere, prachtigere and herrlichere Harmonij, als wenn man 
im rechnen Thon bleibet. - De Organographia, p. 44. 

I translate, dividing into sections for easy reference: 
(i) ‘The viole da gamba have six strings, tuned in fourths, with a third in the middle, like 
the six-choired lutes. 
(ii) The English, when they play together among themselves, set them all sometimes a 
fourth, sometimes indeed a fifth lower, 
(iii) so that they reckon and hold the lowest string of the small bass in D, of the tenor 
and alto in A, and of the distant in E 
(iv) otherwise each one is tuned a fifth lower (reckoning by the Cammerton) as may be 
seen above in the Table, namely the bass in GG; the tenor and alto in D; thediscant in 
A.  
(v) And that tuning gives sweeter, grander and nobler harmony than if they are kept at 
the normal pitch’. 

I have heard this rendered briefly as ‘the English tune down a fourth and it sounds 
good’; and (less colloquially) ‘ - the English - tuned down to five or six semitones below 
modern -’. These are very superficial readings. 

Praetorius confuses the reader at the outset by a puzzling statement about English 
players (ii, iii) which does however, make it clear that their choice of pitch was 
exceptional in some way. We shall do better to start, as he should have done, with (iv) 
and (v), which are quite clear. Everyone except the English used the GG consort, the 
reference pitch being ‘Kammerton’ (a’=430 or possibly 460).7 This GG consort is 
represented by Column III of the Table. Praetorius compares the sound very 
favourably with that at ‘normal’ pitch, and to make that comparison he must have 
heard both. He must then have heard the English, ‘among themselves’, playing at the 
‘normal’ pitch (since no-one else did) and that ‘normal’ pitch could not well have been 
anything other than ‘Kammerton’. 

With this conclusion in mind, let us go back to (ii) and (iii); and first some 
comments on words. ‘Among themselves’ must include ‘in England’. ‘Reckon’ and 
‘hold’; these are what Fowler calls ‘words of the market-place’ pressed into technical 
use, but they are none the less significant. Reckoning is a mental activity, holding is a 
physical action. The first is notional (an account is reckoned up), the second practical (a 
coin is held). Clearly they mean here ‘nominally’ and ‘actually’. The English always (not 
just sometimes) tuned either a fourth or a fifth ‘lower’. 

But lower than what? There are only two reasonable options; Kammerton or the low 
GG pitch. If Praetorius meant ‘lower than Kammerton’ he is in effect saying this: 
‘Everywhere except in England viols are tuned a fifth lower than Kammerton, the bass 
descending to GG -’ (etc). ‘English practice is substantially different; they tune the bass, 
which is nominally and actually in D, down to AA, or even down to GG.’ 
     Even without the flat contradiction betweeen ‘actual D’ and ‘AA/GG’ tunings, [28]  
                                                           
7 See E. Segerman: ‘Observations: Praetorius’s Pitch?’, Early Music, xiii (1985), 261-3 
 



 

[29] one asks ‘why all this emphasis on the English sometimes (not always) tuning just a 
tone higher than he did? and why were they particularly out of line when using exactly 
the pitch used by Praetorius and (he avers) everyone else?’ 



The other choice is ‘lower than the GG pitch’. That would mean a Gargantuan 
consort an octave or a ninth lower than Kammerton, which is hardly credible. 
Bessaraboff concluded that when Praetorius wrote ‘lower’ in (ii) he meant ‘higher in 
actual pitch’. He explained this apparently Looking-Glass logic as follows:8 

947 Per quartam superiorem. Since the G-tunings of viols correspond to the tonality of 
the Dorian mode transposed a fourth higher (per quartam superiorem), it is more logical to 
regard them as being, theoretically, a fourth higher and not a fifth lower with respect 
to the D-tunings. The actual position of the G-tunings is therefore one octave lower 
than the theoretical one.  
949 Contradictory statements. In addition to the statement made in Note 947, D-
runings are a fourth lower than G-tunings when the latter are put in their 
proper theoretical position with respect to the former. 

I leave this to the judgement of those readers more at home among the modes than 
I am. It could alternatively have been a slip of the pen,9 a subconscious anticipation of 
‘lower’ in (iv), which should have been corrected at the proof stage; but any author who 
has read his own proofs will know how easily the eye can miss such a mistake. If so, 
then there are again two possible comparisons. ‘Higher than Kammerton’ would mean 
this time a Lilliputian consort standing one or two tones higher than Harwood’s 
hypothetical ‘high pitch’10 (Table, column VII) and with Praetorius’s e-tuning the treble 
would have a top string up to 990 Hz, b” flat in modern terms. I think we may rule that 
out. 

The only remaining option is ‘higher than my preferred GG tuning’. It is of course 
unmethodical of Praetorius to use different reference standards without making it clear 
which was used when, but he lived in a pre-scientific age and expressed himself with 
comparable obscurity elsewhere.11 When addressing himself to the viole da gamba he 
obviously had two things very much in mind; his preferred low GG pitch and the 
failure of the English to conform. What more natural than relating the non-conformity 
to his own preferred practice? 

It is a strong argument for this construction that it puts all the pieces of the puzzle 
neatly into place. The English, by 1618, had ‘standardised’ on a nominal and actual 
tuning in d, usually at a’= 382 (Table, column IV). This is pretty close to Harwood’s 
hypothetical ‘low pitch’ consort (Table, column VI). They might go up to a’=430, 
(Table, column V) which would be at ‘rechten Thon’. This is rather high for trebles 
tuned up to e”, 645 Hz. The effect of either would certainly be different from that with 
the low GG tuning. The English would call a 70 cm. viol a bass, the Germans would 
call it a tenor. Gibbons’s ‘Great Dooble Base’ would be a violone of ‘quint’ pitch, not a 
full-size 16’ violone in DD. Everyone in England would read his part at the written 

                                                           
8 Bessaraboff; op. cit., notes 947, 949 
9 As Munrow thought: see Instruments of the Middle Ages and Renaissance (Oxford 1976), 87, and note 

222. Marcuse takes the same view: see Musical Instruments; a comprehensive dictionary (Country Life 
Ltd. 1966), 569-70 

10 I. Harwood: ‘A case of double standards? Instrumental pitch in England c.1600’, Early Music, ix 
(1981),470-81 

11 H. W. Myers: ‘Observations: Praetorius’s Pitch’, Early Music xii (1984), 369 
 



pitch. The small viols in the famous Unton picture12 would be right. It does not seem 
fanciful to [30] suppose that Praetorius heard English expatriates playing this ‘high’ D-
consort, and that this led him to the wording of (ii). No other construction of the 
passage as a whole seems so rational; and it may be supported by some further 
arguments. One is the observation of Parrott that Morley did not approve of the 
‘conventional’ downward transpositions which (Parrott argues persuasively) were 
widely practised for vocal music on the Continent;13 in other words, the English did not 
conform with Continental usage in that either. 

Another may be thought more fanciful; it follows from the seventeenth-century 
instructions to tune the top string as high as it will safely stand. Let us suppose that 
they meant just that. The Victorian violinist, using gut e” -strings at reference pitches as 
high as a’=456, was also pretty near the safe limit.14 Suppose further (reasonably, I 
think) that gut was as strong in the seventeenth-century as in the nineteenth. Using the 
same tension for the top d of a bass viol15 we may very simply calculate the string 
length for any particular reference pitch. Examples are: at a’= 382, 88 cm; at a’= 430, 
78.6 cm. In other words, our reading of Praetorius is consistent with seventeenth-
century directions and with the sizes of surviving English bass viols. This much is 
certain; such a string tuned a fourth lower would be far below its safe upper limit. 

Before releasing Praetorius from the witness box we may note that his GG consort 
need not (and I suspect did not) use string tensions as high as would be needed for the 
English viols in D.16 It would be tempting to speculate on some relationship with 
English constructional features, such as the bent-stave bellies described and revived by 
Kessler17 and the neck angles, but this requires much more study of the evidence. 

Of course, our ancestors would not think as we do now of ‘standards’ for sizes and 
pitch. Likely enough there was some degree of consensus in England, reflected in 
Praetorius’s comments, but individual musicians (and their patrons) would, (one would 
think) sometimes have their own ideas for consort and solo playing and would 
commission viols accordingly. All we have today is a pitifully small remnant, which 
have by chance survived; not even one set of Tr/T/B known to have been made as a 
matching set. From this point of view, it is hardly surprising that there are extreme and 
intermediate sizes. Besides, a viol can be strung to play reasonably well over a range of 
pitches, and caution is needed in relating size and pitch too closely. 

In my view, all the evidence for the GG consort in England is open to alternative 
explanations, and there is some circumstantial evidence against it in North and Mace. 

                                                           
12 National Portrait Gallery, London; reproduced in Woodfield. op. cit., 224 
13 A. Parrott: ‘Transposition in Monteverdi’s Vespers of 1610 an “aberration” defended’: Early Music, xii 

(1984), 490 
14 An empirical criterion; but put another way, gut e” strings at this tension were in very wide and full 

professional use over many years. 
15 About 8.2 Kg. for a string of 0.63 mm diameter. This is higher than is usual today, but perhaps we 

should re-examine the basis of this current usage (compare for example P. Barbieri, GSJ xxxviii 
(1985), 20 ff. on 18th century violin e” strings). 

16 This follows from the known dimensions of Praetorius’s consort bass (‘Kleine Bass’). 
17 D. M. Kessler: ‘Viol-construction in 17th-century England, an alternative way of making fronts’ Early 

Music, x (1982), 340 



Roger North (1651-1734) recalling his grandfather’s (1580-1665) enthusiasm for 
consort music, wrote that: 

He play’d upon that antiquated instrument called the treble viol, now abrogated 
wholly by the use of the violin; -’ 18 

Neither here nor elsewhere does Roger show any awareness that bigger viols were used 
in the old man’s younger days, or that the small treble viol was a [31] children’s 
instrument (as has been suggested). His silence is unlikely to be just a lapse of memory, 
since he repeatedly revised and re-wrote his notes and essays. Maybe he did not think it 
worth mentioning, or did not know there had been a change. But maybe there had been 
no significant change. 

On the first; Roger was a lawyer and amateur musician, who played both treble viol 
and violin; intelligent, cultured, interested in sonorities, acoustics and the history of 
music. He recalled with amusement the formal manners of his grandfather, and would 
hardly have missed the point of the old man playing a child’s viol. I prefer to read his 
words in their simple, direct sense, that his grandfather’s treble viol, like his own, was 
similar to the violin in compass and in pitch. 

I think too that he would have known. His grandfather lived until Roger was 
fourteen, and Roger as a boy was often at Kirtling. John Jenkins (1592-1678) lived there 
from 1660-1667 and was Roger’s teacher. Roger knew Jenkins well, and professional 
musicians at Kirtling lived on quite familiar terms with the family. If the GG consort 
had been in common use in the time of James VI and I, and went out of use in the next 
generation, they must have talked about it. 

Mace, (c. 1613-1709), again, gives no hint of such a change.19 I would have expected 
such a discursive and parenthetical writer to drop at least a hint, when writing about the 
famous makers of the ‘Golden Age’; but there is nothing. Negative evidence indeed, 
but it is significant in the light of Praetorius’s comments. Taken together, the evidence 
suggests that the GG consort went out of use in England before the active lifespans of 
Mace, Jenkins and the 3rd Lord North. 

How long before? There is, so far as I know, no specific evidence that the low-
pitched consort was ever used in England; we may think it likely, but do not know. 
Woodfield believes that the teaching of viols to the children of the choirschools was 
‘probably the single most influential factor in the spread of the instrument throughout 
English society’.20 The smaller D-consort would be the more suitable for children. If 
they were brought up to it, its more general use would be favoured, rather than the 
low-pitched consort. That is only a guess, but it serves at least to point a moral; in the 
absence of any better evidence we may well be historically right to use the D/G/d 
consort for English music back to about the middle of the sixteenth century. 

Since this paper was written a new translation of ‘De Organographia’ has been 
published (Daniel Z. Crookes, O.U.P.,1986). Crookes renders the whole of this 
(admittedly obscure) passage as applying to a conjectured brief fashion among the 

                                                           
18 J. Wilson (ed.): Roger North on Music (London 1959), 10 
19 Musick’s Monument (facsimile reprint, Paris 1958), 245 
20 Woodfield: op. cit., 227 



English for the low-pitched consort. He translates freely rather than literally 
(particularly the key phrase “Do sonsten - ein jedere - gestimmet ist”) and I have the 
impression that he set off with an overall conclusion in mind and worded his English 
version in that light. If he is right, Praetorius’s sole observation on the viole da gamba is 
a glowing approval for a short-lived English fashion, showing no awareness that it was, 
and had long been, a common practice in Germany and Italy. 
 



[33] 

ENGLISH MUSIC IN THE LIBRARY OF MORITZ, 
LANDGRAVE OF HESSEN-KASSEL, IN 1613 

RICHARD CHARTERIS 

Moritz, Landgrave of Hessen-Kassel (1572-1632) is probably best known for his 
patronage of John Dowland and Heinrich Schütz. His enthusiasm for the arts allowed a 
rich and varied cultural life to flourish at his court during his reign from 1592 until he 
abdicated in favour of his son, Wilhelm, in 1627. Besides being a generous patron, 
Moritz was a composer (there are more than 100 of his works extant), and seems to 
have enjoyed writing music for performance in religious services in his own chapel. 

We are fortunate to have access to a contemporary catalogue of the music belonging 
to Moritz (that catalogue is found in the Hessischer Staatsarchiv, Marburg, Bestand 4b: 
46a nr. 3). This ‘Inventarium’ bears the following inscription at the beginning of the 
manuscript: ‘aller Musicalischen bücher am 14ten Fabruarij ao. 1613 uf bevelch unsers 
G[nadigen]. F[ursten]. undt Herrn verferttigt’. Any possible doubt that the description 
of ‘gracious sovereign and ruler’ might not refer to Moritz, Landgrave of Hessen-
Kassel, can be dismissed since the same compiler added another catalogue to the same 
manuscript volume (and presumably after the completion of the catalogue of music 
books), in which the recipient of this description is stated clearly. The second catalogue 
(bearing the same shelfmark but found at nr. 4) begins with the unambiguous words : 
‘aller Musikalischen Instrumenten, So uf bevelch unsers unsers G[nadigen]. F[ursten]. 
undt Herrn, Herrn Moritz Landtgraf zu Hessen etc: den 24ten Februarij ao. 1613 ... .1 

The music catalogue is subdivided into six sections and these are entitled 
respectively: 

[I] Ers
Missae

                                                          

tlich allerhandt getruckte lateinische undt deutsche Moteten, jtem Magnificat undt 
. 

 
1 A transcription of both these 1613 catalogues may be consulted in Ernst Zulauf: Beitrdge zur Geschichte 

der Iandgra’flich-Hessischen Hofkapelle zu Cassel his auf die Zeit Moritz des Gelehrten (Kassel, 1902), 
99-115 (for the catalogue of music books), 115-119 (for the catalogue of the instruments), and 119-
136 (for another catalogue of both music and instruments, (most of the material is not included in 
the earlier catalogues) which is dated 22 January 1638). The original manuscript of these three 
catalogues is found in the Hessischer Staatsarchiv, Marburg, in Bestand 4b: nr. 3, 4 and 5 
respectively. A facsimile copy is on deposit in the Murhardsche Bibliothek der Stadt Kassel and 
Landesbibliothek, Kassel, and a copy of Zulauf’s book with transcriptions of the three catalogues 
may be examined in the British Library where it bears the shelfmark Hirsch 1265. The 1638 
catalogue, which is not the subject of my article, includes several references to English composers, 
such as the two to Thomas Morley under Tolget, was ahn büchern befunded in 2 schranken nach 
dem Fenster zu’. in the listings for “fol. 12” and “fol. 13”. I should like to record my thanks to the 
staff of the libraries in Kassel and Marburg for their kind assistance during my work there. In 
addition, this article could not have been written but for the generous financial assistance of the 
Australian Research Grants Scheme. 



[II] H
Motete

[III] Fo

[IV] W
Jtem a

[V] Fo

[VI] U

3. Del 

[unpub

13. Madri 6. voyces, By Thomas Weelkes, 6. bucher in geschrieben pappier 
gen

[first p ] 

21. Melod  8. voci Raccolta da Pietro Philippi Inglese, 6 
wei

[first p ted in 1594 and 1611] 

39. The fi , 6 bucher in 
sch

[first p

61. Canzo as Morlen [sic], 3 bucher in schlecht pappier. 

[fir

85. A Boo

[fir

86. Songs imely death of prince Henry etc: Ein schwartz 
Samm

[By

ierauf folgen lateinische, deutsche undt frantzosische geistliche geschriebene 
n, psalmen undt gesange. 

lgen nun allerhandt Madrigalien Canzonetten, villanellen Jn allerlei Sprachen. 

eitters folgen Intraden, Aufzuge, Jtalienische, franzosiche undt Englische tantze 
ndere fugen ohne text. 

lgen ferner die grossen Cantional bucher. 

nsers Gnadigen Fursten undt Herrn Composition. 

The number of items in each section comprises: ninety in I, eleven in II, ninety-six 
in III, fifteen in IV, nineteen in V and seventeen in VI. An examination of the 
catalogue reveals that Moritz’s court had the opportunity to study and perform music 
by most of the major composers of the period, and that most of [34] the major 
publishing houses of music of the time were well represented among the printed 
material in his collection.  

It is to the third and fourth sections that one must turn in order to discover Moritz’s 
interest in collecting music of English composers. The items referring to English 
composers include: 

Section III: 

Sessa D’Aranda, a.4. voci di Thomas Welkes Jnglese, 4. weisse pergamentbucher. 

lished] 

gals to 3. 4. 5. et 
eht, lit. E E. 

ublished in London, 1597

ia olympica di diversi a 4.5. 6. et
sse pergamentbucher lit. y. 

ublished in Antwerp, 1591; reprin

rst set of English, Madrigals to 3. 4. 5. and 6. voyces, By John Wilbye
lecht pappier lit. e. r. 

ublished in London, 1598] 

nets or little short [songs] By Thom

st published in London, 1593; enlarged and reprinted, 1602 and 1606] 

k of Ayres, by Philip Rosseter lutenist, Fin weiss pergament buch in folio. 

st published in London, 1601] 

 of Mourning: Be Wailing the unt
et buch in folio. 

 John Coprario; first published in London, 16131 



87. Madri  bucher in schlecht pappier 
gen

[first p n, 1601] 

88. The F . 5. et 6 voyces by George Kirbye, 6 bucher in 
sch

[first p

89. Of Th allets, 5 bucher in schlecht pappier genehet. 

[fir

90. Ballets and Madrigals to 6. [recte 5] voyces By Thomas Weelkes, 5 bucher in schlecht 
pappie

[fir

92. Madr oprario composte, fiinf schwartze bucher in folio 
geschr

[un

[35] 
Section IV: 

2. Neue ausserlessene paduanen, Galliard nzonen, allemandt undt couranten, durch 
elm Brade, mit 5. Stimmen, 5. weisse vergulte Pergamentbiicher lit. n.o. 

8. mam [sic] 
biicher. 

The a ic in the 1613 catalogue is not surprising 
considering the popularity of Morley’s music in England and the presence of his music in 
e

gales the Triumphes of oriana to 5 and 6 voyces. 6
ehet. 

ublished in Londo

irst set of English Madrigals to 4
lecht pappier genehet. 

ublished in London, 1597] 

omas Morley The First Booke of B

st published in London, 1595; reprinted 1600] 

r genehet. 

st published in London, 1598; reprinted 1608] 

igali a. 5. di Giovanni C
ieben. 

published] 

en, Ca
Wilh

[first published Hamburg, 1609] 

Opusculum neuer pavanen Galliarden couranten undt volten durch Tho
Simpson mit 5. Stimmen, 5 rode 

[first published in Frankfurt/Main, 1610] 

ppearance of Thomas Morley’s mus

arly continental sources.2 However, it does seem surprising that John Dowland’s name is 
not mentioned in the 1613 catalogue, especially in the light of Mortiz’s contact with 
Dowland and his attempts to obtain the service of Dowland following Dowland’s visits to 
Moritz’s court.3 Perhaps if the items in the 1613 catalogue with general descriptions could 
be identified or found we might discover therein works by Dowland and other English 
composers not cited in the catalogue.4 

                                                           
2 . For example, see Universitets bibliotek, Odense, Denmark, Music MSS 127-130, an incomplete set of early 

seventeenth-century part-books which includes almost all of the works found in Thomas Morley’s ll 

3 S

umber of music manuscript sources found in the Murhardsche Bibliothek, Kassel; the 

primo libro delle ballettea cinque (London, 1595); several of the works in the manuscript part-books are 
copied with simultaneous contrafacta. 

ee Diana Poulton: John Dowland (rev. 2nd ed.; London, 1982), 26, 31-35, 38, 43-45, 47-48, 50, 112, 
125 and 219 

4 Works by Dowland, and in some cases by other English composers and even some by Moritz himself, 
appear in a n
sources presumably belonged to Moritz despite the fact that it is not possible to match them 
definitely with entries in the 1613 catalogue. These sources include 4° Mus. 72 (1-5), a set of part-
books with dance pieces; 4° Mus. 108 (1), a lute-book dating from 1610; and 4° Mus. 125 (1-5), a set 



Of the items referring to English composers listed above, all but item numbers 13 (4° 
Mus. 104),61 (4° Mus. 2),85 (4° Mus. 31a), 86 (4° Mus. 316) in section III, and item 
number 8 (4° Mus. 76c) in section IV are now missing. Most of the extant material from 
the former library of Moritz and his descendants is presently found in the Muhardsche 
Bibliothek der Stadt Kassel and Landesbibliothek, Kassel, which is where the five surviving 
items indicated above are located. 

Until my recent visit to the libraries in Kassel and Marburg, the copy of Coprario’s Songs 
of Mourning (London, 1613) was not known to exist in Kassel; the library in Kassel is not 
given as a location for this print in RISM, nor is the print included in the only published 
catalogue of the library’s music holdings.5 Bearing the vague description of ‘elegies on the 
death of Prince Henry’, and without an identification of the composer or title, it is cited by 
Wilhelm Lange in his handwritten catalogue of the music holdings in the Kassel library, 
compiled about 1920. 

The Coprario print survives in Kassel’s Murhardsche Bibliothek wanting a title-page, 
something it evidently possessed when it was entered into the catalogue of 1613. This copy 
of Coprario’s Songs of Mourning is now assured of a place in the catalogue of the library’s 
music holdings which is currently being prepared for publication. 

The inclusion of Coprario’s 1613 print in the catalogue of 14 February 1613 suggests 
that contact between Mortiz’s court and England was efficient, if not prompt. In view of 
the additional item in Moritz’s library of five black manuscript books in folio with 
‘Madrigali a. 5 di Giovanni Coprario’, and of the appearance of a textual correction in what 
is almost certainly Coprario’s own hand found in Moritz’s copy of Coprario’s Songs of 
Mourning, we have sufficient circumstantial evidence to suggest that Coprario very 
probably visited Moritz’s court in Kassel. 
[36] While Coprario could have visited the court of Moritz when he travelled between 
London and Heidelberg in 1613,6 it is much more likely that Coprario’s first visit to 
Moritz’s court would have occurred earlier. For the Coprario items in the catalogue of 
Moritz’s music library were entered in February of 1613, less than two months before 
Coprario’s departure from London to Heidelberg which occurred in April of the same 
year. 

The fact that the manuscript part-books of Coprario’s five-part madrigals which 
were once owned by Moritz are now missing is particularly regrettable. It is very 
pro
     

bable that these volumes would have revealed much about Coprario’s five-part 
                                                                                                                                                                     
of part-books with pavans. I am indebted to Tim Crawford for details about the contents of the lute-
book, and to Gordon Dodd for details about the contents of both sets of partbooks. Dowland’s 
music appears in the last two sources only, while some of the English composers represented in 4° 
Mus. 125 (1-5) include Byrd, Johnson, Morley and Philips. For further details concerning this last 
source see: Christopher Wool: The Critical Edition and Historical Commentary of Kassel folio MS Mus. 
125 (M. Mus. thesis, Royal Holloway College, University of London, 1983); I am indebted to 
Professor Ian Spink for drawing my attention to this work. At no. 10 in section 4 of the 1613 
catalogue there is a reference to Füllsack and Hildebrand, Ausserlessene Paduanen ... (Hamburg, 
1607); however, no English composers are mentioned with this entry even though the print includes 
English music. 

5 See Carl Israel Uebersichtlicher Katalog der Musikalien der Sta’ndischen Landesbibliothek zu Cassel 
(Kassel, 1881). A copy of this may be consulted in the British Library at Hirsch 234. 

6 See Richard Charteris: John Coprario: A Thematic Catalogue of His Music with a Biographical 
Introduction (New York, 1977), 23-24 
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rks which were circulated in English sources with Italian titles and which proved to 
be so popular in the early seventeenth century with English viol consort players.7 

 
7 For further details of these works see Richard Charteris: John Coprario’s Five- and Six-Part Pieces: 

Instrumental or Vocal? Music & Letters lvii (1976), 370-78. idem ‘A Postscript to John Coprario: A 
Thematic Catalogue of His Music with a Biographical Introduction’ (New York, 1977), Chelys xi 
(1982), 13-19, and idem ed., John Coprario, Five-Part Pieces, no. 92 in the series Corpus Mensurabilis 
Musicae (A.I.M. and Haenssler Verlag, Neuhausen-Stuttgart, 1981). 
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CONTINUO SCORING IN THE EARLY 
BAROQUE: THE ROLE OF BOWED-BASS 

INSTRUMENTS 
GRAHAM DIXON 

This article is intended to cast some light upon and to stimulate some discussion 
about the role of bowed string instruments as part of the continuo body in the first 
half-century of its acknowledged existence.1 The eighteenth-century conception of the 
continuo as a keyboard instrument doubled by a ‘cello or viola da gamba has very often 
been used indiscriminately in music of all periods. Examination of contemporary 
sources shows that this scoring was the exception rather than the rule in seventeenth-
century continuo practice, a fact which should influence not only our conception, but 
also our performances of the music of this century. 

Agazzari: the theoretical basis 

Any study of this area must begin by considering a treatise written by Agostino 
Agazzari, and published in Siena in 1607.2 Agazzari was maestro at the German College 
in Rome shortly after the turn of the century, and after a few years he moved to the 
Seminario Romano in the same city. His exposition of continuo practice, Del.ronare 
sopra’l basio con tutti li stromenti e dell’uso loro nel concerto (Of playing on the bass with all the 
instruments, and of their use in the ensemble) deals with the art of improvisation over 
the bass line. It contains instructions about the role of individual instruments, and 
explains the principles of playing from an unfigured bass. 

At the outset Agazzari makes a distinction between instruments of ‘foundation’ -
those which play chords - and instruments of ‘ornamentation’ - those which play a 
single line. The former he lists as organ, harpsichord, lute, theorbo and harp - no 
surprises here. The ornamentation instruments are given as lute, theorbo, harp, bass 
lira, cetera, spinet, chittarina, violin and pandora. Here the only surprise is the omission 
of a term which refers to bowed-bass instruments such as ‘violone’. Clearly it cannot 
have been the sine qua non of the early continuo group. Having omitted the violone from 
the main list, Agazzari does include it later in the treatise: 

... proceee gravamente, sostenendo con la sua dolce risonanza 1’armonia dell’altre parti, 
trattenendosi pi6 the si pu6 nelle corde grosse, toccando spesso i contrabassi. 

                                                           
1 This is a revised version of a paper given to the Royal Musical Association at Leeds University in February 

1984. I am most grateful to Peter Holman for his helpful suggestions during the preparation of this 
article. 

2 Del sonare sopra’1 basso con tutti li stromenti e dell’uso loro nel conserto (Siena, 1607), also published in Sacrarum 
cantionem, quae binis, ternis, quaternis vocibus concinuntur, Liber II, opus V. motectorum, cum basso ad organum 
(Venice, 1608) 

 



[The violone] should proceed gravely [as befits its position in the lowest register], 
supporting the harmony of the other parts with its mellow sonority, keeping on the thick 
strings as far as possible, and frequently doubling the bass at an octave below. 

He does therefore admit the possibility of the inclusion of a violone in the continuo 
group, but it is regarded as one among a number of possibilities.3 
     [39] Robert Donington takes this part of Agazzari’s treatise as evidence for the 
establishment of ‘the most characteristic of all baroque combinations for accom-
paniment: an instrument (or instruments) of harmony in conjunction with a melodic 
bass instrument (or instruments) to reinforce the bass line itself’.4 He supports this 
claim by quoting from Michael Praetorius: 

It is further specially to be noticed that when two or three voices sing accompanied by the 
General Bass which the Organist or Lutenist has in front of him and from which he plays, 
it is very good, and indeed almost essential, to have this same General Bass played in 
addition by some bass instrument, such as a bassoon, a dolcian, or a trombone, or best of 
all, on a violone.5 

On this evidence there seems to be no disputing the ideal practice at least in 
Germany, yet it is open to question how far Donington should go in applying the same 
conditions to Italy. In any case, the textures of much contemporary German music are 
a good deal fuller than those of almost all Italian music of the period. 

Certainly Agazzari did include the violone in the treatise, but his aim was to consider 
the full range of possible instruments within an ensemble. He could not have regarded 
it as indispensible, otherwise he would have included it in the initial list, and would 
certainly have given it a special place within that list. Moreover, Agazzari emphasizes 
the fact that its role of providing a firm bass could be fulfilled by the foundation (chord 
playing) instruments alone. He states that when voices are few, the keyboard player 
must sustain the voices ‘by sometimes duplicating the bass in the double-bass register, 
and keeping out of the upper register’.6 

Musical Sources 

Contemporary publications, diaries and archives provide support for the theory that 
a bowed-bass instrument did not inevitably double a continuo line. But before looking 
at those, let us turn to the musical sources and consider how this theory applies to 
them. One of the first exponents of the new monodic style was Giulio Caccini, who 
published his Le nuove musiche in 1602. The main aim of the style (expressed in Caccini’s 
preface) was to present the listener with the poetic text in the most direct manner.7 

                                                           
3 It is unlikely that Agazzari is using ‘violino’ in his initial list in a generic manner; he quite clearly 

distinguishes between ‘violino’ and’violone’ later in the treatise. If the ‘violone’ had been of great 
importance to him, Agazzari would have made sure that any ambiguity was avoided at the outset. 

4 The Interpretation of Early Music: New Version (London, 1974), 360-61 
5 Syntagmatis musici tomus tertius (Wolfenbbttel, 2/1619), 145. It is generally agreed that the term ‘violone’ 

applies to the bass violin, rather than to an instrument of 16’ pitch; see S. Bonta, ‘Terminology for 
the Bass Violin in Seventeenth-Century Italy’, Journal of the American Musical Instrument Society, iv (1978), 5 

6 Agazzari: Del sonare, 6 
7 Le nuove musiche (Florence, 1601/2); English translation of preface in G. Caccini: Le nuove musiche edited 

by H. W. Hitchcock (Madison, 1970), 43-56 



Caccini’s idea of subordinating musical features to the demands of the text meant that 
the ideal accompaniment should be governed by the whims of the singer. His preface 
states that the works should be sung to the ‘archlute or another [plucked] stringed 
instrument’. Caccini therefore favours the independence of a singer who is able to 
accompany himself: 

poi the egli deve cantar solo sopra chitarrone, o altro strumento di corde, senza essere 
forzato accomodarsi ad altri the a se stesso, si elegga un mono, nel quale possa cantare in 
voce piena e naturale ... 

... since he sings alone to the archlute or some other stringed instrument without being 
constrained to accommodate himself to others, let him choose a pitch at which he can sing 
with a full, natural voice ... 

[40] Obviously a bowed-bass instrument would have militated against the desired 
flexibility, since the singer would not have been able to play this as well. Caccini also 
questions the desirability of continued sound in his monodies: 

... lasciando nel rimanente in arbitrio di chi piu intende, il ripercuotere con il Basso quelle 
corde, the possono essere il migliore intendimento loro, o the piu accompagneranno la 
parte the canta solo ... 

... I leave to the discretion of the more intelligent the repetition, along with the bass, of 
those notes which may accord with their best judgement and which will best accompany 
the solo voice part ... 

In his article, ‘Continuo Instruments in Italian Monodies’, Nigel Fortune examined 
Italian secular publications issued between 1602 and 1630, and listed the instruments 
mentioned on title pages.8 These he gives as harpsichord, clavichord, spinet, chitarrone, 
theorbo, lute, Spanish guitar, chitariglia, double harp - no bass viol or violone. He 
refers to two composers who say that songs may be accompanied by more than one 
chitarrone, and also mentions Francesco Turini whose madrigals for three voices and 
two violins of 1629 may be sung either to a keyboard instrument or a plucked one:9 

... i presenti Madrigali possino esser concertati con 1’istromento solo da tasto senza 
Chitarrone; overo un Chitarrone, o altro simile istromento senza quello da tasto; 
nulladimeno faranno assai miglior riuscita con 1’uno, & con 1’altro: poiche 1’istromento 
da tasto non da quel spirito a i Violini the da il Chitarrone, & il Chitarrone solo senza 
1’istromento da tasto riesce troppo vuoto ne li accompagnamenti de li parti di mezzo, & 
massime nelle ligature ... 

... the present madrigals may be performed with the keyboard instrument alone, without 
a chitarrone; or with a chitarrone, or other similar instrument without a keyboard; 
nonetheless the result will be far better with both, for the keyboard instrument does not 
give that spirit to the violins that the chitarrone gives and the chitarrone by itself gives 
too empty an accompaniment ... 

                                                           
8 N. Fortune: ‘Continuo Instruments in Italian Monodies’, Galpin Society Journal, vi (1953),10-13 
9 Madrigali a cinque, cioe tre voci, e due violini con un basso continuo duplicato per un chitarrone o simil istromento, libro terzo 

(Venice, 1629) 
 



On the whole, then, a single instrument is considered to be sufficient, and this 
reinforces the position stated by Caccini (who sang in public to his own accompani-
ment) that all attention should be focused on the singer. Fortune wisely expressed the 
view that: 

We are on dangerous ground if we assume that, since nobody ever says that a bass viol 
was used in monodies, this was because it was too established a practice to waste words 
upon.10 

This view is further supported in the writings of Vincenzo Giustiniani, who settled in 
Rome and wrote his discourse on instruments around 1628: 

The usual instruments are organs, the lute, or theorbo-lute, the harp, harpsichord, 
theorbo, guitar and lyre - all instruments to which one or more persons may sing.11 

Giustiniani’s statement implies that keyboard or chord-playing instruments are used 
alone or combined for accompaniment. Note, for instance, his praise of the cornett 
player Cavaliere Luigi del Cornetto who played ‘with such restraint and control’ that he 
did not drown the harpsichord accompaniment- even the strong [41] sound of the 
cornett did not require a fuller bass line to balance it.12 

On the basis of this evidence it seems that it was not customary to use a melodic 
bass instrument in addition to the harmonic continuo in early monody. However, this 
principle should not automatically be applied to larger-scale works or indeed to other 
genres. After all, Agazzari does refer to the violone and to its role in the ornamental 
group of the instrumental ensemble. 

One relevant area is early opera, and this involves immediate difficulties. The main 
problem is a lack of sources in which roles are prescribed for specific instruments. 
Even where detailed descriptions of specific events survive, such as in the case of Luigi 
Rossi’s Orfeo, they provide little documentation of how the instruments were employed. 
For instance, in Cavalieri’s Rappresentatione di anima et di corpo (Rome, 1600), the 
preface states that: 

... una Lira doppia, un Clavicembalo, un Chitarrone,o Tiorba the si dica, insieme fanno 
buonissimo effetto: come ancora un Organo suave con un Chitarrone. 

a double lira, a harpsichord, a chitarrone or theorbo, as they say, make an excellent 
effect together, as does again a soft organ with a chitarrone.13 

Yet he goes on to say that: 

Le Sinfonie, &: Ritornelli si puotranno sonare con gran quantita di stromenti: & un 
Violino, the suoni il soprano per 1’apunto, fara buonissimo effetto. 

The Sinfonie and Ritornelli can be played by a large number of instruments; and a 
Violin, which plays the soprano [part] exactly will make a very good effect ... 

                                                           
10 Fortune: ‘Continuo Instruments’, 13 
11 N. Fortune: ‘Giustiniani on Instruments’, Galpin Society Journal, v (1952), 48-54: 49 
12 Fortune: ‘Giustiniani’, 50 
13 Reprinted in facsimile (Farnborough, 1967) 
 



Specific instructions as to the performance of drammi per musica are found on only a 
few occasions. In Monteverdi’s Orfeo (Mantua, 1607) the chorus of spirits in the third 
act is to be sung to the sound of a regal organ of wood, five trombones, two bass viols, 
and one double bass viol. Similarly in the same act the sinfonia to which Charon falls 
asleep is performed quietly with violins, an organ of wood, and a double bass viol. In 
other sections there are combinations of accompanying instruments such as two 
harpsichords; three chitarroni and harp; chamber organ and chitarrone; regals; two 
chamber organs and two chitarroni. This work derives its diversity from the tradition of 
the intermedio, where instruments were employed because of their appropriateness to a 
particular type of action.14 As early as 1539 the classic late baroque scoring of voice, 
keyboard and gamba emerges in the intermedio; here, however, it is one of many 
groupings employed in the work, rather than the sine qua non of the performance.15 Bass 
melody instruments were no strangers to the intermedio and the subsequent operatic 
tradition, yet their use was confined to particular moments when a certain sonority was 
required to underscore the text. This cannot properly be dubbed `continuo’. 
Domenico Mazzocchi, a Roman contemporary of Monteverdi, set out some specific 
directions regarding scoring in the preface to his five-voiced madrigals, published in 
Rome in 1638. 16 He notes that instruments may be used in the performance of any 
work in the volume, including those with no continuo part. [42] To facilitate this 
practice the volume was issued in score; unfortunately, it is not clear what exactly the 
instruments would have played. In his Musiche nacre e morali of 1640 there is a monody 
which is performed with the accompaniment of five viols, but here only a basso 
continuo part is provided. The title-page adds to the confusion since it depicts on one 
side a harp and lute, and on the other a gamba and harpsichord. Whether this has 
anything to do with the volume, or with instrumental practice in general is not clear. In 
the light of what we have said so far, it shows a continuo group which seems to be 
uncharacteristic - perhaps some artistic licence was being used by the designer of this 
illustration. 

Some pieces with fully notated parts for bass bowed instruments appear in 
Monteverdi’s eighth book of madrigals. An examination of Altri canti d Amor and Vago 
augelletto shows that the entries of the bass instruments almost invariably coincide with 
the passages in which the violins are employed; they are regarded as a string group and 
the string bass is far from continuous. The violins can also play without support from 
the bass instrument, which never aspires to such independence. 

Music in church 

In her article, ‘Agazzari and the Improvising Orchestra’, Gloria Rose applied 
Agazzari’s treatise to early opera.17 It is indeed tempting to fill a considerable lacuna in 
our knowledge by making this assumption, but as I have shown elsewhere, this is not 

                                                           
14 15. See R. L. Weaver: ‘Sixteenth-Century Instrumentation’, Musical Quarterly, xlvii (1960), 363-78 
15 H. M. Brown: Sixteenth-Century Instrumentation: the Music for the Florentine Intermedii, MSD, xxx 

(1973) 
16 Partitura de’madrigali a cinque voci, e d altri varij concerti (Rome, 1638) 
17 G. Rose: ‘Agazzari and the Improvising Orchestra’, Journal of the American Musicological Society, xviii (1965), 
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wholly justified.18 Agazzari published his treatise in his Sacrarum cantionum of 1607, and 
was apparently writing with the performance of church music in mind. His own output 
was biased toward the sacred, and when he wrote the treatise he had just relinquished 
the post of maestro at the Seminario Romano. Certainly instruments were used 
together with voices at the German College in Rome during his time as maestro in the 
very first years of the century. His Sacrae laudes of 1603 is something of a curiosity in 
the Roman context since the titlepage of the continuo book reads ‘cum Basso ad 
organum et musica instrumenta’. Given Agazzari’s association with the German 
College, it is possible that Agazzari was employing the word ‘instrumenta’ in what can 
be broadly regarded as its German sense. Ammerbach, Bernhard Schmidt and 
Praetorius all use it to refer to string keyboard instruments as distinct from the organ. 
It is clear that instruments continued in use after Agazzari’s departure; the rector of the 
college, Castorio, wrote a letter in defence of instruments in 1611, mentioning lutes, 
theorboes, violins, and similar instruments.19 In May 1616 the college received the gift 
of a violone, a fact which perhaps indicates that it was regarded as something quite 
special.20 The college already seems to have possessed one; interest in polychoral music 
at this time may have led to the acquisition of a second one. The account books contain 
further references to slide trumpets (for ceremonial use rather than in the ensemble), 
grancembalo, cembalo and theorbo with violin.21 A particularly skilled lutenist was 
employed in the late 1620s; this is undoubtedly [43] where the priorities lay, if the need 
was felt to augment the organ.22 Likewise, in the Roman Chiesa del Gesù, payments are 
frequently made to a player of the violin on festivals; it is the only instrument 
mentioned, though we can take for granted the use of the organ.23 

Few musical sources of Roman provenance specify particular instruments, and such 
indications are rare also in the North. The earliest with any Roman connections occurs 
in a Compline setting dated 1616 by Romano Micheli, a Roman musician active for a 
while in the North.24 Here the bass bowed instrument is not used to reinforce the bass 
line, but to supplant the keyboard in a polychoral scoring. As he explains in the preface: 

La presence Compieta si dovra concertare nell’Organo, cioe il Basso, Quinto e Canto da una 
parte, Tenore e Sesto e Alto dall’altra, avvertendo, the il Quinto e Sesto cantano piu 
frequente e destinto dell’alitre parti e cosi si potra anche concertare a due Chori divisi, 
sonando nell’altro Choro un Violone sopra il Basso Particolare accompagnato con qualche 
altro instromento. 

One must perform the present compline setting with organ, with the bass, quinto and canto 
voices on one side, and the tenor, sesto and alto on the other; it is to be noted that the 

                                                           
18 G. Dixon: ‘Roman Church Music: the Place of Instruments after 1600’, Galpin Society Journal, xxxiv (1981), 

51 
19 T. D. Culley: A Study of the Musicians connected with the German College in Rome during the 17th Century and of their 

Activities in Northern Europe (Rome, St Louis, 1970), 100 
20 Culley: A Study, 165 
21 Culley: A Study, 165-66 
22 Gioseppe Bagliona who left in 1629 (see Culley, A Study, 166) 
23 G. Dixon: Liturgical Music in Rome (1605-45), 2 vols. (diss., University of Durham, 1982), i, 47 
24 Compieta a sei voci con tre tenori, concertata all’uso moderna, con il basso continuo per Porgano e un’altro basso particolare ... 

opera quarta (Venice, 1616) 



quinto and sesto sing more frequently and distinctly than the others, and thus one can 
perform it with two divided choirs, a violone playing the baaso particolare in the other choir 
accompanied by some other instruments. 

There are only a few Roman sacred works by Agazzari’s contemporaries which contain 
obbligato instrumental parts. Paolo Agostini’s Preparate corda vestra of 1625 is scored for 
soprano, bass, violin, lute and continuo.25 Here both the bass and lute double the 
continuo line, sometimes together and the rest of the time in alternation. It is 
impossible to say precisely what the lutenist would have done with his part, because 
Agazzari noted that lutes belong to both the ornamentation and foundation groups. 

In most published sources which specify particular scorings, combinations without 
bass melody instruments prevail. A popular scoring both in publications and archives is 
violin, cornett, theorbo, lute and ‘bassus ad organum’. In Paolo Tarditi’s volume of 
1620 the eight-part psalms are scored for violin, lute (doubling continuo), cornett, 
theorbo (doubling continuo), and organ continuo itself.26 Agostino Diruta’s collection 
of motets of 1630, Sacrae modulationes, also contains obbligato parts for violins, cornetts 
and theorbo, and in his Gaudeamus omnes setting there are sinfonie where the voices 
alternate with two violins and theorbo.27 

Diaries and archives 

These are a valuable source of information on specific contemporary scorings. 
Andre Maugars, a French viol-player who visited Rome in 1638, wrote of the 
celebration of the feast of St Dominic in the Dominican church of S Maria sopra 
Minerva: 

Dans les Antiennes ils firent encore de tres bonnes symphonies, d’un, de deux ou 
trios [44] Violons avec l’Orgue, et de quelques Archiluths jouans de certains airs de 
mesure de ballet, et se respondans les uns aux autres. 

Again in the antiphons there were very good symphonies for one, two or three 
violins with organ and some archlutes playing certain airs in dance rhythms, one 
answering the others.28 

Of particular importance is Maugars’ reference to each of the ten choirs being 
accompanied by an organ with no reference to another ‘continuo’ instrument: 

A chaque choeur il y avoit un Orgue portatif, comme c’est la coustume ... 

With each choir there was a portable organ, as is the custom ...?29 

Writing on the ‘stile recitatif’ which he heard in the Oratorio del SS Crocifisso, 
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Liturgical Music, ii, 164 
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1865/111965), 28 
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Maugars notes: 

Quant a la Musique Instrumentale, elle estoit composee d’un Orgue, d’un grand Clavessin, 
dune Lyre, de deux ou trois Violons et de deux ou trois Archiluths. 

As for the instrumental music, it consisted of an organ, a large harpsichord, a lyra, two or 
three violins, and two or three archlutes.30 

Again no mention of a bowed instrument playing a single line. 
     Mortoft, an English traveller, visited the SS Crocifisso on two occasions; on the first 
he reported hearing lute, violin, and organs,31 while on the fourth Friday of Lent 1659 
he heard ‘at least twenty voices, organs, lutes, viol and two violins, all of which made 
much melodious and delightful musicke’.32 This must have created a rich sonority, one 
which Agazzari would have liked. The musicians at the SS Crocifisso were following 
Agazzari’s encouragement of full textures, which he expressed in the preface of his 
1609 psalms:33 

detti Salmi si debbono cantare con 1’organo, overo con accompagnatura d’altri 
stromenti come Leuto, Tiorba, & c. perche altrimenti I’armonia sarebbe troppo povera. 

.. these psalms must be sung with organ, or with the accompaniment of other instruments 
such as lute, theorbo etc., because otherwise the harmony will be too thin. 

Clearly Agazzari’s first inclination in dealing with thin harmony was not the doubling of 
the bass line with a bowed instrument. Furthermore, those instruments of Agazzari’s 
foundation group most frequently encountered in church archives are the organ and 
theorbo. 

Weighty evidence for this preference is a decision taken by the chapter of the 
Oratorian Chiesa Nuova in Rome. It appears that in 1625 and 1630 there were 
complaints of uproars caused by the use of instrumental music;34 perhaps too many 
dance rhythms were being introduced. In 1630, the fathers decided to remove from the 
oratory ‘every sort of instrument except organ and cembalo and no longer to permit a 
sinfonia of any kind’.35 This clearly shows a distinction between essential, chord-
producing instruments and melodic ‘ornamental’ ones. It was considered acceptable to 
perform music using the two remaining keyboard instruments with no doubling of the 
bass. 

[45] The picture of continuo practice which we have gained so far has been derived 
from published music and comments from diarists. Lists of who was paid on specific 
occasions are, however, the acid test of performance practice: quite a number of these 
documents survive in church archives. My comments are largely related to Rome since 
few scholars working elsewhere have made similar lists available. 
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In smaller churches, where funds were limited, it seems that priority was given to 
singers and organists. For instance, at S Girolamo della Carita, no more than two 
musicians were on the regular list of salaried posts during the period 1610 to 1620.36 
Logically enough these were a singer and an organist, but no instrumentalist. The same 
applies to the English College in the first half of the seventeenth century where the 
number of singers eventually reached four, but still the only instrument in regular use 
was the organ.37 If the bowed bass instrument had been so important to continuo 
practice one might have expected three singers, gamba and organ, especially since the 
preferred motet scoring in Rome throughout the late 1630s and the 1640s was that of 
three voices. 

Even on festivals the English College records do not include a single payment to the 
player of a bowed bass instrument, though considerable numbers of performers were 
frequently hired. The instruments which performed on these occasions (with the 
addition of the organ of the church) were:38 

Holy Trinity 1607: cornett, trombone, lute, theorbo  
St Thomas 1619: cornett, theorbo, spinet, organ  
St Thomas 1620: violin, cornett, lute, organ 
St Thomas 1621: violin, lute 
St Thomas 1622: cornett, theorbo  
Holy Trinity 1622: violin, theorbo  
Holy Trinity 1623: two violins, lute  
St Thomas 1624: violin, cornert, lute, archlute 
St Thomas 1625: violin, cornett, lute, theorbo, organ  
Holy Trinity 1626: violin, cornert, lute, theorbo, spinet  
Holy Trinity 1627: theorbo, spinet 
St Thomas 1628: theorbo, spinet and one other instrument  
Holy Trinity 1629: theorbo, spinet 
St Thomas 1629: violin, lute, spinet 
Holy Trinity 1630: two violins, theorbo and one other instrument  
St Thomas 1630: violin, theorbo, spinet 
St Thomas 1631: two violins, rheorbo, spinet  
Holy Trinity 1631: violin, lute, spinet 
Holy Trinity 1632: violin, lute, spinet  
Holy Trinity 1633: violin, spinet  
Holy Trinity 1634: violin, lute, spinet 

Occasionally at the church of S Maria della Consolazione the musicians included a 
bowed bass player on the feast of the Nativity of the Virgin. Here are the surviving lists 
for the 1630s:39 
[46]  

1634: two violins, trombone, violone, lute, spinet  
1635: violin, cornett, lute, violone 
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1636: violin, cornett, trombone, lute  
1637: violin, cornett, trombone, lure  
1638: two violins, lute 

There were organs as well, one with each choir. At the Church of the SS Trinity dei 
Pellegrini, however, on the feast of the Trinity, extra forces were employed in which 
bass melody instruments are conspicuously absent:40 

1641: violin, cornett, two theorbos  
1642: two violins, theorbo, archlute  
1643: two violins, lute, theorbo  
1644: four violins, lute, spinet  
1645: two violins, lute, theorbo  
1646: two violins, theorbo, archlute 

At St Peter’s, Rome on St Peter’s Day in 1628, extremely large forces were hired; 
music was performed by twelve choirs in honour of the twelve apostles, and the 
instruments were five cornetts, seven violins, four violas, seven trombones, one 
violone, one bassoon.41 Unfortunately, we have no idea of how the trombones were 
distributed, or whether they played consistently on the bass line, though this seems 
unlikely. Since there were twelve organs, one for each of the twelve choirs, there clearly 
could not have been a bass melody instrument with each choir, even if some or all of 
the trombones did fulfil this role. 

Some further evidence for the presence of bass melody instruments is found in a 
reference to the scoring on St Peter’s Day in St Peter’s in 1637.42 The music was 
provided by six choirs with two violins, two violas, two cornetts, two trombones, two 
theorbos, two spinets, two violoni and organs. The way in which these are listed implies 
that the violoni, if not the trombones, were considered as part of the continuo body, 
but even then in only two out of the six choirs. 

Even at S Luigi dei Francesi, one of the richest and most musically active churches, 
bass melody instruments do not appear regularly until the 1670s, when the emergence 
of the string band is evident:43 

St Louis 1606: violin, cornett, lute, theorbo, organ  
St Louis 1608: violin, cornett, lute, theorbo, organ  
St Louis 1609: violin, cornett, lute, theorbo, organ  
St Louis 1611: two violins, cornett, theorbo, organ  
St Louis 1630: Choir 1: violin, lute, archlute, organ  

      Choir 2: violin, lute, organ 
      Choir 3: violin, lute, pandora, theorbo, cembalo, organ 
      Choir 4: cornert, bassoon, two trombones, lute, violone, organ 
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Particularly interesting is the presence of up to four bass instruments in choir four in 
1630; in the other choirs an organ suffices as the continuo. 

St Louis 1632: cornett, viol, three organs 
St Louis 1633: three violins, cornett, chitarrino, lute, two theorboes, spinet 

[47] In the latter half of the seventeenth century bass melody instruments appear more 
frequently, and a string band is gradually forming. Even the frequent references to 
violoni do not mean that they functioned exclusively as continuo instruments. 

St Louis 1675: three violins, violone, archlute  
St Louis 1680: viola, three contrabassi, organ 
St Louis 1682: ten violins, four violette, five violoni, archlute, four organs 

In S Maria del Popolo the following instruments were used on the feast of the Nativity 
of the Virgin; these lists show similar trends in favour of the string ensemble, though 
the violone is not introduced except in 1657:44 

1657: two violins, two violini, archlute, harp, two harpsichords, organ 1659: 
Choir 1: theorbo, organ 

  Choir 2: organ 
1660: Choir 1: archlute, organ  

    Choir 2: organ 
1663: Choir 1: archlute, organ  

    Choir 2: organ 
1664: Choir 1: two violins, organ 
         Choir 2: lute, organ  
1667: Choir 1: two violins, organ  
         Choir 2: lute, organ 

The archives of the Oratorio del SS Crocifisso survive from 1664 onwards, and also 
provide an interesting, continuing picture of practice in the latter half of the 
seventeenth century. We have noted that as early as 1659 Mortoft heard a violone there. 
The archival records here from the 16605 and 16705 give one of the clearest pictures of 
the growth of the homogeneous string ensemble:45 

1664: 1st oratorio: two violins, two lutes, spinet, four organs 
1666: 1st oratorio: two violins, four viols or violoni, spinet, cembalo  
1667: 2nd oratorio: two violins, five violas, two lutes, spinet, cembalo  

4th oratorio: two violins, cornea, four violas, bassoon, violone, mandola, two        
lutes, spinet, cembalo, three organs 

1668: 4th oratorio: two violins, five violas, two lutes, cembalo, three organs  
1671: 1st oratorio: two violins, three lutes, violone, cembalo 
1672: 1st oratorio: two violins, two lutes, cembalo, organ 
1674: 1st oratorio: two violins, four violette, two lutes, two violini, cembalo 

2nd oratorio: eight violins, four violette, three violini, two lutes, cembalo, three 
organs 
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3rd oratorio: four violins, four violette, three violini, two lutes, cembalo,  three 
organs 

4th oratorio: four violins, two violette, three violoni, two lutes, cembalo, three 
organs 

5th oratorio: four violins, six violette, four violoni, two spinets, two cembali, 
two lutes, two archlutes, two mandole, two trumpets. 

It seems that the concept of the string band was well established here, and it is no 
surprise that Corelli was involved as a violinist at this institution from the mid-1670s. 

[48] The Northern Situation 

So far in the discussion the Northern centres of music such as Bologna and Venice 
have been excluded; they do however make a useful point of comparison with the 
trends noted in Rome. Publications of sacred music issued in the Veneto contain 
obbligato instrumental parts more frequently than their Roman counterparts. 
Alessandro Grandi’s Motetti ... con sinfonie of 1621 is one of the earliest publications to 
include such parts.46 Justusgerminabit from this volume is scored for two violins and 
bassoon, as well as the solo soprano.47 The crucial question concerns the role of the 
bassoon. In the opening instrumental sinfonia it engages in imitation with the other two 
instruments, playing together with the continuo. The most significant aspect for our 
argument is Grandi’s treatment of the vocal sections. In these the three obbligato 
instruments function as a unit in alternation with the voice. When the instruments are 
not playing, only the organ is left to double the soprano. We may assume, then, that 
this was the normal practice. Other contemporary sources add weight to this view. 
Settings of Ecce panic angelorum (1642) by Giovanni Bonachelli48 and Jesu dulcis (1640) 
by Tarquinio Merula are scored to include violone and continuo.49 As in Monteverdi’s 
eighth book, the violone part follows the continuo line only when the violins are 
playing. Rigatti’s Cum invocarem II from his Compline of 1646 relies for its effect on 
the contrast between the solo passages and those where the voice is joined by the four-
part string band, which again functions as a unit;50 the same procedure is found over 
twenty years later in Legrenzi’s Compline setting.51 

Jerome Roche’s work on S Maria Maggiore in Bergamo, a church very much in the 
Venetian sphere of influence, has shown that two violins were employed there in 1627, 
and a violone piccolo and violone basso two years later.52 It is unlikely, however, that the 
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player of the violone basso who became a member of the musical establishment there in 
1634 was hired for continuo work as we now understand it. 

It is commonly stated that instrumentation was a matter of personal choice and 
availability of instruments. The majority of church publications are however quite 
specific in indicating their requirements in the phrases ‘basso per 1’organo’ and ‘bassus 
ad organum’; these indications are employed in preference to the anonymous ‘basso 
continuo’. Even in these early days of continuo practice one never sees the potentially 
helpful designation ‘basso per l’organo e violone’; surely this is because that continuo 
scoring was not yet established. One rare example of a specific instrument being 
requested appears in Viadana’s preface to his psalms of 1612;53 here he states, for 
example, that organ and optional chitarrone were to play with the first choir. 

Clearly composers would not have objected to their works being performed on the 
available instruments, whatever these happened to be. But some questions are raised, 
however, by Grandi’s designation of his Motetti con sinfonie of 1621 and 1625 as ‘per 
sonar co’l Chitarrone’ rather than organ;54 this could mean that [49] spiritual recreation 
rather than the liturgy was the primary intention. For our purposes here, it is sufficient 
to note that the indication ends with the word ‘chitarrone’. In this Grandi is following 
what appears to be the accepted practice for secular and instrumental music. 

In 1607 Salomone Rossi published his first book of Sinfonie e gagliarde ‘per sonar due 
Viole, overo, doi cornetti, & un Chitarrone’ - an instruction repeated in his second 
book of the following year and in his third and fourth books of 1622 and 1623.55 
Monteverdi’s fifth book of madrigals appeared in Venice in 1605 with the designation 
‘col basso continuo per il Clavicembalo Chitarrone od altro simile istromento’;56 this 
instruction was repeated by Radesca di Foggia in his books of canzonette of 1610 and 
1616 with spinetta substituted for clavicembalo.57 Similar indications occur in a number 
of further sources, and whereas those without bowed bass instrument predominate, an 
approximation - but only that of the ‘classic’ continuo group can be seen as early as 
1612. In that year Banchieri published his book of canzonas.58 After explaining that one 
could perform the works on the organ, Banchieri suggests that it would be possible to 
add extra instruments according to taste, ‘high and low, that is to say violin or violone, 
or trombone and cornett’. But the doubling of a bass part here shows a pragmatic 
liberty of scoring, not that the accompaniment is in need of strengthening. Marini’s 
sonatas of 1617 contain pieces with parts for violins, trombones and bassoons,59 and 
Bernardi’s Madrigaletti of 1621 contains sonatas for ‘Doi Violini, o Cornetti, & una 
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Tiorba, o Fagotto, o Trombone’.60 In this publication Bernardi is indicating the use of 
another instrument to replace the theorbo, not to play with it. Thus the trombone or 
bassoon takes the function of the continuo instrument. 

From the late 1620s instrumental publications appeared containing sonatas for a 
variety of combinations. Ottaviomaria Grandi’s sonata volume of 1628, for instance, 
contains two pieces for one soprano instrument; eight pieces for SS (that is, two 
soprano instruments); four for SB; four for SSB; four for SSBB; one specifically for 
violin and four trombones; and one for three trombones and three violins.61 The entire 
contents are provided with ‘basso per l’organo’. Are the SSB sonatas an attempt to 
incorporate the bass melody instrument in the continuo group as opposed to having an 
independent part? Approaching the instrumental music of this period from a 
background of studies in the sacred music, I am struck by the similarity of the scorings 
in this and other volumes, to the vocal groupings used in motet publications of the 
same period. Given this identiy, it seems that the reasoning behind the musical textures 
was also analogous. 

Was the bass voice in a small-scale motet employed in a pseudo-continuo role? The 
part may generally have doubled the continuo, but the two were hardly viewed as 
inseparable; after all, the same composers could quite happily also write for two 
sopranos and organ with no bass voice. Evidently, it is in the motet and sonata with a 
bass voice or instrument that we find the origins of the eighteenth-century continuo 
group. It is logical to regard this scoring as evolving [50] from one facet of earlier 
musical practice. 

Throughout the 1630s publications exhibit the same variety of scoring as that of 
Ottaviomaria Grandi in 1628, and the division between sonatas with a doubled bass 
part and those without still persists. In the 1640s, however, the pieces with doubled 
bass parts come to the fore; and in the next decade this developed into publications 
where doubling for the sake of doubling is implicit in their arrangement.62 Cazzati’s 
sonata collection of 1656 was issued ‘Col suo Basso Continuo per l’Organo, & un’altro 
a beneplacito per Tiorba, o Violone’.63 In his later publication of 1665 there is a 
considerable bias in favour of scorings with violone, for which instrument a separate 
book is provided.64 

It is interesting that these options should first be encountered in the works of 
Cazzati, the maestro at S Petronio in Bologna from 1657.65 Performance practice there 
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has been discussed in great detail.66 Under Cazzati and his successors a string ensemble 
flourished. There were figured parts for organ and up to four theorbos, and unfigured 
parts survive for various combinations of bowed bass instruments, trombones and 
occasionally bassoons. It has long been recognized that the string-based ensemble, 
common in eighteenth-century music, emerged in Bologna in this period, a fact borne 
out by the production of Bolognese printing houses. It is logical to regard the 
introduction of the ‘classic’ continuo group as a parallel development.67 

Conclusion 

Towards the end of the seventeenth century the string band developed in both 
Bologna and Rome, and this led to a different approach to continuo practice. The 
general impression is that in the first half of the seventeenth century, the continuo was 
not a clearly defined body, as it became at the end of the Baroque era, and the presence 
of a bass bowed instrument was not obligatory. If we think in terms of Agazzari’s 
scoring, a theoretical division appears between the instruments of foundation and those 
of ornamentation, but with no essential role being assigned to the bowed bass 
instrument within the treatise. Archives show us that for most of the century organ and 
chitarrone were regarded as the most useful instruments for all ensembles. An extra 
bass instrument would have been an occasional luxury until it became so well 
established that its addition became the rule rather than the exception. It was not 
initially viewed simply as a continuo instrument, but this role for it emerged through its 
frequent doubling in music where it did have a proper part. Despite the archival 
lacunae, there is nothing to suggest that such an instrument was included when funds 
and resources were limited, since it was not a priority. With the steady growth in the 
use of the bowed string instrument in the continuo role it seems clear that the ‘classic’ 
lateBaroque continuo group became the norm in Italy in the 1670s, but not earlier. It is 
surely time that performers discovered the lighter textures of the early Baroque, and 
gamba players sought out parts written for them in the period, rather than merely 
following the keyboard part. 

[In scanning this article I have noted that there are no references to footnotes 13 and 
68 in the original. 13 may be a duplicate and 68 (now 67) has been inserted.] 
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[54] 

MUSIC AND BOOK REVIEWS 

John Dowland: Complete Consort Music. Edited by Edgar Hunt. Schott, 1985. 
Score and part-books in slip case. £18. 
 

John Dowland's Lachrimae, or Seaven Teares [ 1604] was first published in a modern 
edition by Oxford University Press in 1927, edited by Peter Warlock, price 10s 6d. This 
edition included a transcription of the lute part but no tablature, and clefs were chosen 
with modern strings in mind. F. J. Giesbert's edition of just the seven Lachrimae pavans 
was published by Nagel in 1970, and included the lute tablature. In 1974 Boethius Press 
published a facsimile edition, welcomed by scholars and lutenists, but of less practical 
use to other string players who tend to be discouraged by unfamiliar clefs, lack of bar-
lines, and table-book format. 

Edgar Hunt's edition published by Schott is a beautifully presented, modern, 
practical edition, with full score and separate part-books in a sumptuous slipcase. The 
inner parts have two part-books each, offering a choice of octave treble clef or alto clef 
[C3], and the lute tablature is contained in a separate part-book. In outward appearance 
this edition is similar to Bernard Thomas's edition of Anthony Holborne's Pavans, 
Galliards ... (1599) published recently by London Pro Musica. Schott even gives us the 
bonus of some other pieces by Dowland not in the Lachrimae, or Seaven Teares collection. 
The twenty-one Lachrimae pieces sound best with the full complement of five viols (or 
violins) and lute as originally specified, but Edgar Hunt is right to point out that they 
work well on five recorders if some low bass notes are transposed up an octave. 
Dowland's music is characterised by strong melodic lines, striking harmony and well-
written inner parts, features which can make Holborne's music seem bland in 
comparison. 

Sadly though, an opportunity has been lost for producing an edition which Dowland's 
fine music deserves. Beneath the glossy exterior there are a number of wrong notes and 
omissions. For example. "Sir Henry Umpton's Funerall", score, bar 2, not only has a 
semibreve d omitted from the Quintus, but also has three notes (Gdg)omitted from the 
lute transcription. I have one significant quibble with Edgar Hunt and Peter Warlock 
who have similar solutions to a mistake in No. 12, "The Earle of Essex Galiard". The 
first strain of the Tenor lacks a minim beat, and so Hunt adds a rest and Warlock 
lengthens the d', both in bar 7. They may have been influenced by the copy of Lachrimae 
in the British Library which has bar lines clumsily inked into the viol parts. Surely the 
mistake was a dot missing after the semibreve d' of bar 4; adding a dot here allows all 
six instruments to move together in bar 5, and avoids harmonic nonsense in bar 6. 
There is no proper critical commentary in the Schott edition. Editorial intervention is 
indicated by occasional footnotes and an inconsistent use of brackets round accidentals, 
which is distracting to the player and fails to give a satisfactory account to the scholar. 
Neither is the introduction very convincing. One can perhaps forgive the editor for not 
linking "Sir John Souch his Galliard" with "My [55] thoughts are wingde with hopes" 
from Dowland's First Book of Songes orAyres (1597), but to describe Queen Anne as 



"brother of Christian IV of Denmark" .... In spite of my criticism I hope that as many 
players as possible will buy copies of this publication, as Dowland's music is of the 
highest quality. With a bit of luck there will be a second, revised edition in the not too 
distant future. 

Variants in Dowland's Lachrimae, or Seaven Teares 

A surprising aspect of the Schott edition reviewed above is its primary source: a 
transcription made over fifty years ago. On page vi we read that 'The present edition is 
based on a transcription from the British Library copy of Lachrimae which the editor 
made in 1933 and has more recently checked against the facsimile of the Manchester 
copy, pulDlished by Boethius Press.' Unfortunately the editor has overlooked the fact 
that the Manchester and London copies are slightly different. In her book John Dowland, 
(London: Faber and Faber Limited, 2nd edn 1982), 342, Diana Poulton writes: 'David 
Pinto has found discrepancies between the copy in Manchester Public Library and the 
one in the British Library. Whether there were two printings or whether the changes 
were made during one printing it is impossible to say.' 

David Pinto's discovery prompted me to compare the sources of Lachrimae, checking 
for discrepancies between them. There are five extant copies: 

(1 Manchester Public Library (B.R.f410DS408) [MP]
(2 Copy privately owned by Hon. C.J.J. Philipps [P]
(3 London, British Library (K.2.i.16.) [Lbl]
(4 Lincoln Cathedral Library (Aa.2.17(5)) [LI]
(5 Copy privately owned by Robert Spencer of [S]

The two copies in private hands were formerly in the possession of Fürst Alexander zu 
Dohna-Schlobitten, Lörrach-Baden, Germany. 

I have checked every note of Lbl and LI against my facsimile of Mp, and have found a 
total of six discrepancies in two pieces: 

(1) No. 14, "M. Henry Noell his Galiard", Bassus, end of 2nd strain, final tied note: d in 
Lbl and LI; f in Mp. 

(2) No. 14 -M. Henry Noell his Galiard", Quintus, 2nd strain, 1st quaver: c' in Lbl and 
LI; b flat in Mp. 

(3) No. 16, "M. Nicholas Gryffith his Galiard", Bassus, stave lines after 1st note of 2nd 
strain: no blotch in Lbl and LI; blotch in Mp. 

(4) No. 16, "'M. Nicholas Gryffith his Galiard", Quintus, antepenultimate note of 1st 
strain: b in Lbl and LI; a in Mp. 

(5) No 16, "M. Nicholas Gryffith his Galiard", Tenor, 2nd strain, flat sign: correctly 
placed in Lbl and LI; a space too high in Alp. 

(6) No. 16 -M. Nicholas Gryffith his Galiard", Cantus, 2nd strain, quaver immediately 
following dotted minim e": d" in Lbl and LI; c" in Mp. 

 
[56] There are no discrepancies in any of the other pieces. Imperfections such as 
damaged note-heads, crooked stave lines, blots and such like, are the same in all three 
of the sources I examined, suggesting that the changes were probably made in the 
course of one printing. I am most grateful to Robert Spencer and Colwyn Philipps for 

http://hon.c.j.j.philipps/


kindly checking the six variants listed above with their own copies. S is identical to Lbl 
and LL P is as Mp for variants 1-2 (Henry Noell), and as Lbl, LI and S for variants 3-6 
(Nicholas Gryffith). Variant 1 in P has been corrected in ink. In the case of all six 
variants the Lbl/LI/S version is either correct or preferable. From this I conclude that 
Mp was printed first; P came second with corrections for Nicholas Gryffith; Lbl, LI 
and S followed with corrections for Henry Noell and Nicholas Gryffith.  

STEWART McCOY 

Orlando Gibbons: Four-part Consort Music. Edited by George Hunter. 
Northwood Music, OG - 4. £6.50 

The pieces included in this edition are two four-part fantasies and one In Nomine - 
pieces previously only available in supplementary publications (out of print), Musica 
Britannica score or in illegal BBC Library copies transposed up a fourth for violins, or 
in circulation of private copies such as those of Francis Baines. 

The two four-part fantasias are very fine works and are very different from other 
fantasias of this period. They are forward-looking, with great contrast of mood and a 
very clear sectional construction. The In Nomine is also a fine piece rather in the style 
of earlier In Nomines. 

The edition is very clear to read and is printed on good thick paper with no page 
turns. There are no mistakes that I can see, although bar 47 of the Great Bass part in 
the first fantasia sounds very strange. The Introduction contains some helpful 
suggestions with a clear textual commentary. Listed in the index are all the known 
sources which have been consulted in the preparation of what appears to be a very 
scholarly edition (although scholars would probably use the Musica Britannica volume). 
It is also very useful to have a score, which is the policy with George Hunter's editions. 

Although there are only three pieces, £6.50 seems to be reasonable value for such 
excellent pieces in a good clear edition. The fantasies, which are both quite extended 
pieces, are not very difficult (though the treble part of the second goes up to C) and 
very enjoyable to play for all the parts. The main problem is the range of the Great 
Double Bass part. This can (as suggested) be played on a seven-string bass, rather than 
on a six-string bass tuned A-A (or G-G), but anyone who plays on 'English' type viols 
with gut strings will notice the total difference in sound between those and a French 
baroque instrument. Perhaps these pieces will inspire more players to get a Great Bass 
which is also extremely useful for all the earlier viol consort repertory - Byrd, 
Holborne, Dowland, etc., providing a very rich bass to the consort. 

[57] Thomas Weelkes: Five-part Pavans. Edited by George Hunter. Northwood 
Music, 7W-1. £5.60 

Like most of George Hunter's publications, this edition is very clear to read and 
accurately printed on good paper with no page turns. In addition to the five pavans 
(one of which is available as a separate publication), the score also includes three 
existing parts of another pavan (which adventurous viol consorts could perhaps 
reconstruct!). It also includes a keyboard part for the last pavan, from a different 



source. Also included is an extensive and interesting editor's note and clear textual 
commentary. 

The pieces are quite pleasant but they are not as good as most of the pavans by 
Dowland and Holborne. They are, however, a useful set of pieces for less experienced 
players. They are also useful in that the alto part does not go very high or low and 
could well be played by a less-able treble player; though, as the editor suggests, the part 
would probably sound better on a tenor. The second tenor part likewise would perhaps 
sound better on a high bass. 

Considering that these pieces are quite easy, (at least regarding the notes) it is a pity 
that alternative clefs for Alto and Tenor II are not included, as so often the less 
experienced player is unable to read a second clef. 

Although the music is not of an exceptionally high quality the edition is reasonable 
value at £5.60 and is well worth buying for the less experienced viol player. 

John Hingeston: 14 Fantasias and Airs. Edited by Lynn Hulse. Dovehouse 
Editions. Viola da Gamba Series No. 38. £7.75 

There are 185 pieces by John Hingeston listed in the Viola da Gamba Society 
Thematic Index, and of these hardly any are published. For that reason these fourteen 
pieces for three bass viols make a welcome addition to the repertory for that 
combination. All the pieces in the collection are good and some of them are very good, 
perhaps the finest being the first fantasia. 

The edition includes separate parts and a score which could be used for organ 
continuo to good effect. The printing is fairly clear, except that the bar numbers are 
very small and some of the clef changes are very confusing. There are also three 
copying mistakes in the Bass I part, all of which are correct in the score; these are in 
No. 7, bar 19 (rhythm), No. 11, bar 5 (note) and No. 14, bar 14 (clef). These pieces 
survive in only one source which unfortunately contains a number of errors, omissions 
etc. The editorial alterations are listed on separate sheets, whereas it would be more 
convenient if they were to be bound in with the score. 

The three parts are all equally interesting and almost of equal difficulty, and although 
most of the pieces are quite straightforward most of the time, there are several difficult 
passages lasting just a few notes in all three parts. 

For £7.75 bass players can enjoy some very good music, the only requirement [58] 
being the ability to change clef every few bars. These pieces are definitely worth 
purchasing if you ever get a chance to play with two other bass players. 

Michael East: The Twelve Ayerie Fancies from The Seventh Set of Books 
(1638). Edited by Joan Evans. Dovehouse, Viola da Gamba series No. 43. £8.95 
(Previously published by Schott for recorders). 

This is a collection of fairly short and mostly lively pieces with various titles such as 
'Not over Long', 'Play not too fast' etc. In style these pieces are very madrigalian, quite 
different from the 'normal' English fantasia, and are well worth playing for that reason. 
However, all the pieces do seem rather similar and none stand out as being particularly 
stimulating. 



The edition consists of a score and parts which are preceded by a good introduction. 
The parts are transcribed from the copy in the British Library which appears to be very 
accurate and the few alterations in the edition are indicated clearly in the parts. In other 
respects, however, the printing of the parts is rather unclear, being generally rather 
small and difficult to read. Particularly confusing are the strange crotchet rests which 
look rather like small alto clefs. The bar numbers are also very small and hard to see. 

The pieces all have a rather high tessitura requiring two trebles, a tenor and a bass. 
However the bass part never goes below C and could therefore effectively be played by 
a second tenor (very useful when the only bass player in the consort fails to appear), 
though this might not work if the tenor player has difficulty reading from the bass clef. 
It would have been useful if the bass part had been placed in the alto clef since the 
large number of ledger lines needed make it even more difficult to read. 

£8.95 seems quite a lot to pay for twelve pieces which are all 'somewhat short'. 
However, they do provide an unusual contrast to the many English fantasias, and none 
are particularly difficult. 

ALISON CRUM 

Thomas Weelkes: In Nomines of Four and Five Parts. Edited by George 
Hunter. Northwood Music TW-2. £5.60 

Thomas Weelkes: Fantasia of Six Parts/Thomas Leetherland: Pavan of Six 
Parts. Edited by George Hunter. Northwood Music TW-3. £2.50 

Both these small volumes will be welcomed by teachers of the viol and by consorts of 
limited skill. The In Nomines have not apparently appeared in print before and have 
been transcribed from the original manuscripts in the Bodleian Library. The first of the 
two for five parts is particularly beautiful, worthy of the English Palestrina. The second 
for five parts and that for four are also very agreeable. The cantus firmus is provided in 
alternative bass and alto clefs. Volume TW-3 containing the Pavan and the Fantasia is 
equally good, but [59] owners of vol. 20 of the English Consort Series will find both 
works therein. The very short Fantasia is familiar, for players of mature years, from the 
1932 record in the Columbia History of Music played by the Dolmetsch family. For 
many this was a first experience of viol music and the fragment is held in much 
affection. 

The editor has contributed learned commentaries and the exceptionally clear and 
large print deserves superlatives. Scores are included. 

ROBERT G. D. SMALL 

G. F. Handel: The Complete Sonatas for Violin and Basso Continuo. Edited by Terence 
Best with continuo realization by Peter Holman. Faber Music, 1983. £6.95 

The complete sonatas for violin and continuo by Handel are published by Faber in a 
single volume. This volume may appear to be surprisingly thin to violinists whose 
staple Handelian diet has been drawn from the Lea Pocket Score '15 sonatas opus 1' 
(Chrysander edition), the violin sonatas being also published by Schott as 'Sechs 
Sonaten'. 



In the new Faber edition we have what I hope is the last word on the subject, with 
no less than four of the familiar sonatas expunged, and containing a completely new 
sonata not previously published. Terence Best in his excellent preface unravels the 
long-standing mix-up and blames Walsh for the present existence of 'opus 1' which he 
assembled under a faked Roger of Amsterdam title-page, adding two violin sonatas by 
another composer to the ten by Handel which he already had for violin, oboe(?) and 
recorder to make up the numbers to a convenient twelve. Walsh also transposed three 
of the genuine sonatas for the transverse flute as Handel had unfortunately omitted to 
compose any. sonatas specifically for this popular instrument. Walsh in addition to all 
this, mistakenly labelled the G minor sonata (op. 1 no.6) for oboe in spite of the fact 
that the compass extends down to A below middle C. This sonata is now thankfully 
restored to the violinist's repertoire. 

To sum up: 
Faber Chrysander op. 1 Schott 
5 sonatas as in Lea P.S. 6 sonatas
1 G major (new)   
2 A major III do. 6 
3 G minor VI (oboe)  
4 D minor   
5 D major XIII no. 4
 X no. 5
 XII no. 3
 XIV no. 1
 XV no. 2

 
[60] The score with an excellent unfussy realization, and the parts for violin and 

cello are very clearly printed and blessedly free from any imposition of editorial 
bowings and fingerings. I only wish the cello part had the figuring included as any 
intelligent cellist might like to know what is going on 'up there'. This volume should 
become an essential purchase for all violinists, whether or not 'opus 1' is already on the 
shelf. 

JUDY TARLING 

A. H. Konig: Die Viola da Gamba (Verlag Erwin Bochinsky, Frankfurt/M, 1985). 
175 pp. 
 

The preface to this sumptuously illustrated book emphasises that the intention is to 
provide information on historic viols to help amateur or professional makers who 
makers who have already studied violin-building at a serious level. In some respects the 
book is rewarding. Eighteen historic instruments and two scaled-down versions are 
used as standards to illustrate the whole family of viols, each being described very 
briefly with basic external measurements and excellent colour or monochrome 
photographic illustrations. Once the unnecessarily intricate numbering system in this 
chapter has been mastered, the reader can also appreciate other interesting historic 
examples interspersed both here and in the subsequent informative chapter on 



important museum collections. Two very short surveys of tutors and historical studies 
of the instrument lead the reader to a twenty-four-page section on how to make a viol. 
Compared for example with Kessler's practical guide in Making Musical Instruments, ed. 
C. Ford (Faber, 1979), this section is a disappointment. There are useful hints on tools, 
purfling and varnishing, and disproportionate time is spent on equal-temperament frett-
ing. But anyone seeking guidance on the arching and thicknessing of the bellies of 
historic instruments, on the bass bar or on the acoustic variables of surviving bridges 
(examples of which are illustrated without useful comment) will look in vain. Working 
plans are of course available for some of the models, but surely some general guidance 
is needed in these respects. It seems that in this book the visual aspect has completely 
overshadowed the acoustic: while information on the former is welcome, the reader will 
be no nearer an understanding of the musical and acoustic qualities of the originals, or 
how they might authentically be imitated. A final section discusses two rarer 
instruments, the quinton (a fivestringed cross between pardessus and violin) and the 
violoncello piccolo. Throughout the book the illustrations, valuable in themselves and 
nearly all well reproduced, are given not only German but also shorter (usually 
intelligible!) English captions. 

THOMAS MUNCK 



[61] 

 
 
 
 



[62] 

THE HANDWRITING OF CHRISTOPHER SIMPSON 
MARGARET URQUHART 

In the Viola da Gamba Society newsletter no. 52 of January, 1986, it was reported 
that two manuscripts in the hand of Christopher Simpson had been identified. The first 
of these Och Ms 1183, ff. 28 and 29, Division for Treble and Bass is signed in full on f.28 
and with initials on f.29. (See the photograph facing.) The second manuscript, 
presumably the printer's copy, is of A Compendium of Practical Musick, Tenbury 390, 
which may have had a signature after the title on the first page. As it stands, authorship 
has been attributed to 'Henry Purcil' in another hand. Printer's notes as to pagination 
and settling-up are also present throughout the text. Since then, the part books of The 
Seasons in MS Litt.XY 24.910, Bibliothèque du Conservatoire Royal de Musique, 
Brussels have been examined and also found to be in Simpson's hand. The title-pages 
are written in a bold style thus - For two Bass-violls and a Treble with a through Bass for the 
Harpsecord or Organ by Chr. Simpson. The through-bass part is lacking. The seventy-five 
pages of the part-books, which are in very good condition, have been bound in with a 
manuscript collection of trio sonatas by various composers. Examination of the second 
bass part of the Fancy of Summer revealed some fingering of a high passage added by 
Simpson. 
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