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Abstract

Current interest in traditional music is driving a search for new repertoire as scholars
ard enthusiasts seek to uneavtitking musical manuscripts from the eighteenth and
nineteenth centuries. This thdsaks at a selection of such compilations, examining
their origins and cultural contexts andgtamtextualizing them within the current
revivalist milieullt examines # journey of melody from printed sources to
performance, a process in which the manuscripts represent a key stap: dhey
conduit, a means through which music is created. The first chapter sets the scene for
the thesis, exploring the origins and comitaixthe manuscripts that will be considered.
It offers a review of literature and presents a challenge to some of the accepted notions
surrounding folk and traditional music, such as genre (a relatively recent construct),
authenticity and the acquiring mielodies as an end in itself. The second chapter
explores the current drive toward establishing regtyi@s, whichare unstable
construcs andit examines the use of music as a catalyst for nationalrsicishd
agendadt also concerns music agmduct of the critical political economy and
addresses aspects of repertoire, variation and the downward filtration of culture. It
contextualizesventiethcentury interest in traditional music.

Chapter Threapproaches the chronological starting pdithe thesis, John
Pl ay Emgliskd @ascingMastet t consi ders Playfordds i m
publications of counttgance music and the adoption of coudényce melodies into
popular usage. As evidence of the deployment of these mdtodjewith military
music and popular song, the-p890 manuscripts of Henry Atkinson, William Vickers
and Joshua Jackson are scrutindeapter Fouaddressethe main focus of the work,
the anonymou€ampbellrhanuscrip{circa 1810)which demonstras a melange of
dance music, military music, art music and sbimg. chapterhighlights the

interdependence of these musics and the social settings from which they emanate.



Chapter Five which considers the nineteeoéimtury manuscripts of Lawrence
Leadley, Amelia Benwell, Francis Rippon and William Norris, shows how developments
in musical instrument technology and industrialisation combined with a broadening
complexity of technique and expertise to produce greater diversity. The final chapter
argus that genre boundaries, as currently understood, are not borne out by the
evidence presented in the manuscript compilations. The epilogue looks at the
continuing use of score for the creation of music for social interaction thmough a
examination of a rent manuscriptCampbell.llThe thesis as a whole highlights a
mismatch between the currg@etrception of vernacular music and the actuality of that

music in its original context.
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1 ChaterOne Introduction

1.1 Introduction to the Archive: Methodological Concerns

1.1.1 Overview

This thesis focuses on the context and content of a selectibandivritten
manuscripts containing dance, song, military and other music, mainly emanating from
the North of England and Scottish Bord&re study is centred on manuscripts in the
writerds poss e sdatingfromc.1810thatpoatairs ai booad|sabdion o n e
of country dance, martial and song melodiedepth analysis of these collections
raises numerous musicological questigtisimplications for the negotiation of genre
boundaries; the social, political and economic contexts of the manasdritite
function of ephemeral music in popular culture. Considering the significance of the
collections to the compilers and their audiences along with their relevance today is
essenti al to this study. Not i o mghtintof 6f ol
questionusing evidence of the downward filtration of culture through the echelons of
societyby tracing the deployment anetomtextualisation of melody. (Throughout the
thesi s, I use the ter ms 0f odaldydbasedronithedt r a d
I nternational Fol k Music CounGhiftsimshe def i n
roles and deployments of the studied pieces in sociological, political and national terms
illustrate the adaptable significance of melody.

The instigation of the work was the examination of the conteras of
anonymous leathbound book ofhandwrittenmusic | discovered in a secdrahd
bookshop in Micklegate, York,1973.1 refer to the manuscript &mpbel] &s it

bears no title or other means of distincfigre unravelling of the complex bundle of

1 SeeAppendixl.
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evidence presented in the volume has involved investigation into watermarks,
organology, military history, popular dance and song, as well as a broad céalisation
the col |l ect i on dnskeupMy irgerest & ltradidiomal musix, espeaiallyl

that used to accompany social dance, was well established by 1973. (I had studied with
folk-music specialist Gwen Marchant Polwarth at Newcastle upon Tyne.) The
manuscript presented much material that lay outside the social dance music canon, and
the majority ofpieces were not confined to the usual violinposition range of

country dance melodies. The volume lay dormant on a bookshelf for over 30 years. |
wes awar e, prior to the <collectionds ¢ o0mi
manuscripts, having been involved with r
book dated 1798, unearthed in Harrogate in the early 1970s. This thesis deals with the
content, contexts and musicological significance of this and other, similar collections,
considering their relation to the timeframes from which they emanate and their

pertinence today.

1.1.2 Research @estions

This work examines the formation of a popular teawitional music canon using
handwrittenmusic manuscripts as evidence. Attention is drawn to the wide variety of
music in the manuscriptiemonstrating the eclectic tastes of both the compilers and
their audience3he thesis illustrates the selectibhigh-brow, composed melodiyr
vernaculausage, exemplifying the saciability of musicThe placing of melody into
varied contexts is examindde redeploymestof melodyin a range ofoles and

setting over time demonstratés adaptabilit and pliability. The thorny question of

the definition of folk andtraditional music is addressed in the context of current

thinking.An analysis of thaurent reception of traditional music, its role and relevance

14



today, forms the concluding sectiorthef work.In brief, the thesis will address the
following questions:

1 What are the consequences of applying contemporary genre boundaries to the
popular music of the eighteenth and nineteenth centuries? (How does
eighteenthand nineteentbentury popular usic challenge the way we think
about genre today?)

1 How can we approach an understanding of eightegritmineteenthentury
popular music as experienced in its time?

1 To what extent does the canon of traditional British dance music and song
compl yf odikéh plaradigm notions of an o
culture?

1 What factors have contributed to the current fascination with and emphasis on
regionalism in 6traditional & music pel

1 How can we identify regional differemsziving from performance style as
distinct from difference deriving from actarabspecific melodic features?

1 How does popular music of the eighteeattd nineteenthenturies challenge

our understanding of the dltu2inction |

1.1.3 Historical Contexts

The contents of the manuscript collection uncovered in York and also that of Joshua
Jackson include country dance and martial music alongside popular song from the
theatre They also contapublished pieces by composers efiittes ofCharleDibdin
and extracts from larger composed wdike manuscripts thus featargvideranging

variety of pieces and sources. These volumes present evidence of eclectic repertoire that

15



does no readily fall into currenmusical genseor categories. To classify these
collections as early examples of folk dance or traditional music is to oversimplify their
actuality and to brush over the complex nafutemmakeumnd diversity.

Much of the study of IdefBotishksties daririge 6t r a d |
twentieth century by Cecil ShapL. LIloyd and other scholars somewhat insular in
that the folk music tradition is often examined as a separate entity from other popular
and art music. The multifacetedkeupf manuscripcollections like that of Jackson
form part of the wider musical landscape of late eightasritihry and early
nineteentkcentury Britainan Gammie an®erekMcCulloch, in their examination of
the music manuscri pts ocopeadma nagetydfthe masic, r e
contained within the eight volumes, showing just how rich the public (and private)
musi cal l'ife of Britain must have been i
181&@They add t hat i[uirtudlyad gnesapat framothel ect i on ¢
symphony are pres&hThevariednature of the contents of manuscript collections is a
recurring element of this stuBy.tracing the changing form and contents of
manuscript collections over several centuries, it is possitdblishresbommonality of
purpose whilstlsoplacing them withithe context obroader philosophical
movements. Thus the role of manuscript collections may be observed through the
Baroque, Classical and Romantic periods. As one would expect, marked differences are
manifest in such collections over time, but similarities in copteptsse and format
are more striking. Such compilations are
musicians, and judging by the large number that have survived over the centuries, it
must have been standard practice for instrumentalists to gather sogather

collections.

2Gammie, lan anBerekMcCulloch ane Au st Musicad/oritValane Austeborda Blusic
Publications, St. Albans, 1996, p.4
3 1bid, p.4.
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The inclusion of work®y Handel, Mozart and Rossini in these volumes
signifies a broader reflection of the popular than that portrayed by those whose interests
lie within the traditional music field. For example, the 1994 publi¢gtienes from
Lawrence Leadleyds manuscripts contains |
whol e of the olvélrttalried itttherebRnitsAdi aplahadisdge
the true natur e o foroad scapg bf¢hgusisal aptivitteydfthey a n d
late nineteentbentury Bradford bourgeoisie. The many recent publications of melodies
taken from manuscript sources of t he |
market. They do not purport to be rigorous academic virk#iey nonetheless
contribute to a blinkered understanding of the varied music and performance of artists

like Leadley.

1.1.4 Sources and nfluences

The accumulation of empirical evidence has been assisted greatly by the identification of
pieceghrough the se ofthe many library collections and databassitable online

This vast amount of accessible material has enabled informed historical positioning of
t he manuscri pt s dtheprinted sourdes of mdoglies,t thisathesis g
illustrates the eamit of themat er i al 6 s s wel astsipfoeenaace.i Then a
observatiosand conclusions drawn with respect to the contents of the archives are
based on the adoption of pieces into popular circulatiothamdubsequent re
contextualisatior.he deployment of melody in differing rolsem the printed page

to vernacular usadge much in evidenchkly research paindsclear picture of the music

that wasperformed inparticulareconomic, social and political mdiewer the last

three hundred yegrplacinghe manuscript$ analyseSrmly in context. The broader

philosophy of the era from which the manuscripts are derived, notably the Romantic

4 Seattle, Matt anthme#lerryweatherds.The Fiddler of Helperby: Victorian Music from a North
YorkshireVillaggragonfly Music, Newbiggby-the-sea1994.
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Movement, has shed further lighbnthe motivations and aspirations of the compilers

and their audiees.

1.1.5 Provenance

As stated above, tlampbeltbllectionhas no name or indication as to its compiler or
provenance. The paper was traceable by means of watanthadsntermarkg/hich
established its date of production as 1Bi8. date was furtheerified through in
depth analysis of contentSor exampleCharleDibdn 6 s sea songs, wr i
are included in the collectjmo the manuscript must have been produced some time
thereaftej The location of thecompilerand his or her perfornmce venues is the
subject of indfrmed conjectureThe included repertoire certainly suggests military
performance, as well as other social funcfari3avid Murray andRaoulCamus both
point out, the military musician was often a freelance player wdoplayuon the
orchestral platform or at the musical theatre as well as the on the parade ground or in
t he of f PThereisnd conteete proof that the compileZarhpbelWas such
a professional instrumentalist, but the contdritee manusgts andthe evidence of
musical expertiswntained thereijjustifythis assertion.

A sizable minority of melodies@ampbellhave no naméhe provenance of
such tunes has been established agisting databases of incipitsenever possible

Thisis an ongoing process

1.1.6 Case Study Selection Criteria

| have selected manuscript collections for this study that are available in their entirety.

The main focus of the study is on those collections from the nineteenth century which

5 Camus, Raoul Military Music of the American Revidiationiversity of North Carolina Press, Chapel
Hill, 1976 p.31 Murray, DavidJusic of the Scottish ReditemrdsPress, Edinburgh, 2001, p.84.
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are not in the public dmin:Campbelbhdll, Benwelkindll, andNorris The musically

rich environments from which these collections emanate provide evidence of diverse
and complex material and insight into cultural life of the era. Other complete collections
centred on ta North of Englandreadily available either in museums, libraries or
scanned on websitese scrutinised as comparative collections. This is not to establish
a case for regional style but, on the contrary, to demonstrate homogeneity of music
throughout he British Isles. The contents and context of the manuscripts listed above
plus theFrancisRippon collection from Yorareexaminedor the first time by this

study.

Timeline

John Playfordhublication of 1ed. of
The English Dancing Mas6sr1

Henry Atkinson, c166&1700
Ms. dated 1694

William Vickers
Ms. dated 1770

Joshua Jackson, 136339
Ms. dated 1798

Campbd¥is. | c1810

Amelia Benwell

Francis Rippon, Ms c.18€
R. W. Norris Ms. 1886

Lawrence Leadley (182897, Mss.

Campbe¥is 11 1980s

A synchronic study of th@ampbelinhanuscripts the main focus of this work.

Diachronic comparison of the wider sample reveals commonality of purpose and

19



contents, and it gives insight into the work of performing musicians other than virtuosi.

A collection signed LI onidustidtaswbat is excludedt h e
from the studylt contains compositions by the Welsh composer Brinley Richards; it is
ahandwrittercopy of his work. Immaculately axed, this collection fecusedsolely

on Richardsds wor k, @& thé mi@ ®o daterspart & ¢he i on O
nineteenth century, when it was compiled. This, | consider, falls under the remit of a
schol ar of Ri c har ds 0,swhick docukes onacontpilatorestof o f |
work from varioussourcesand for various purposéSompared to, say, themelia

Benwell collectonHu we s 0 s c 0 nRp icl haatordpesitisnsevblume is
concentrated on a more restricted figlts notnecessarilg broad reflection of the

popular or vernacular music.

1.1.7 Availability of Materials

Each collection is a sample of the music of the time from which it emanates. The
variety of material in these collections shows that they are more than compilations of
country dance musidnfortunately, many such collections are inaccessibkther
bound aimily music book is featured on the BBC wehslkistory of the Warlda
Hundred Objeatish the following post from the owner:
The book is a collectionobp ul ar music $rom the | a
onwards. The music was handwritten by my Great
Grandfather, an engraver from Louth. It is believed that he
collected the songs for a Glee Club. The book includes a
handwritten transcript of Les Marseilles [sic] (The French

National Anthemi newly writte aroundhat time'’.

6 B.B.C. A History of the World,
http://www.bbc.co.uk/ahistryoftheworld/objects/KzLRKCNWQTurlCFNowjSyaccessef007.11.
7 bid, accessed 20.07.11.
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This collection remains in private ownership and is not available for examination. The
use of such a manuscript to notate glee songs shows a dimension of popular musical
actvity sparsely representgdthe manuscript sample of thisdst. The Jackson Ms.
does contain songs which one may categorise,dasugkbese are few in number.
The inclusion ofia Marseillai§ewhich is also in the Austen and Benwell

collections, demonstrates the popularity of this piece with the Britighahatiafter
t he Napoleonic wars. Gammi e and McCull o
collection, shed light on this apparent anomaly:

The presence of quite a few French songs in the collection

might be construed as a curiosity since Britain was \aithvar

France for mo st of.é WemsmudAust ends a

remember that French was still the international language of

diplomacypar excellerazel that the wars of the time were seen

more as resistance to Napoleonic military aggression rather

than as conflict with French cultute.
The Marseillaise is found in collections both prior to the Napoleonic wars and after
them, confirminga mmi e and McCull ochds interpreta
with the British| suggest the strength of theelody and the status of the French
language amgst the English midd&assesnay well account for this seemingly

unpatriotic practice

1.1.8 Organisation of the Thesis

In Chapter Threel havegroupedpublisher Johilayford with théHenry Atkinson,
William Vickers and Jackson manuscripts in order to illustrate the formation of and

changes in the canon. The continuing deployment of repertoire manuscript collections

8 Gammie, lan anBerekMcCullochJ ane A u s t Busicad/orltVlaf 3anecAustidha Blusic
Publications, St. Albans, 1996, p.6.
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during the eighteenth century establishes a foundation for the scr@amgpdfell .
ChapterFour concernsCampbelbIs ¢ o n tthe pravenanee rathle piecegherein
Chapter Fiveaddressethe manuscripts of Leadleynfdell, Rippon, and Norris. It
demonstrates thaontinuing use of manuscript collections and the impact of changing
fashion, ¢chnology, education etc. on their contents and on the populacanosic
This section provides insight into the w$evernacularmanuscripts during the
nineteenth centur@€hapteiSix isa concluding discussiencompassire revival and
recontextual i sat i onas wéll ash tconsideration of ncarderd mu s
performance and debate.

Although Johann Herder had established his notion of folk music during the
time the manuscripts were in use, the contents of thesenigis were not dictated by
this idea; rather, they reflect the varied musical fashions of the@hamges ithe
contents of the manuscripts over time demonstrate gradual evolution rather than
seismic shifts in repertoifethe sample is small buteg a clear indication of music in
popular circulation over more than 23@as the manuscripts are evidencehef
performance and adoption of pieces by musicians. Diachronic development in the
contents of the manuscripts reflects the advancementsnniragteument technology

and the evolution of artistic styles over time.

1.1.9 Manuscript as aRecord ofRepertoire

The manuscript purchased in Yo@ampbel] presents a selection of melodic pieces
meticulously written out by hant.is a bespoke score selected by the compiler
demonstrating the wigdlanging musical tastes of a performer and the requirements of
her/his audience. The competence with which the musical notation is executed
demonstrates a level of musical literacyerpelrtise of a very high order.recent

decadesnore and more of these handwritten musical compilaiwasome to light.
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Such collections have attracted the attentions of and been sought out by enthusiastic
rew al i sts of O6traditional d musi c.
The euvilence uncovered by this study demonstrates the wide, eclectic nature of
the repertoires of the compilers of the manuscripts and how many of their melodies lie
outside what is accepted today as the traditional music canon. These pieces are, to use
WilliamCh a p p e | | & dhe poputamnusic pfttheotidentimed They have been
claimed by folk music enthusiasts and perfoaséraditional musi€hecurrent need
to categorise and compartmentalise music into gancederto meet marketing
requirementsftenr esul t s i n the arbitrary cl assifi
folk music.However, mc h o f the contents may be des:s
music is not?MatthewGelbart recognised how folk and art music ar@gially
linked:
To understand fully the persistence and influence of these
categories, we must not only recognize the fact that each is
open to variation bearing lo@éamily resemblanegsve must
also realize something that has not been considerbdmmuc
the existing literature: the specific interdependenaielkd
and dartd as a binary, dialectical paring. These signifiers have
gained their referents through contrast and opposition to each
other: throughout their history, the fact tbfatk musié and
oart musié have functioned in a dialogue with each other has
rendered their force exclusive rather than inclisive.

Gel bartds polemic is vindicated by =evide

melange of popular song, country dance andahradsic intermingled with pieces

9 Chappell, WillianTheBallad Literature &gdular Music of the Older2Noise. London 1855, reprinted
Dover, New York, 1965.

10Gelbart, Matthewf he Inventiordaiik Mus@andirt Musié Emerging Categories from Ossian to Wagner
Cambridge University Press, 2@14,
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writtenby Handel, MozagndRossini His refreshing musicological stance exposes the
true nature of the paojar in its broad inclusivity.

From Herder vigSharpto Lloyd and onward, the true nature of the wide
ranging eclectic tastes of the masses have been pruned to slot within a constructed
0f ol kéd par adi gnoble savighh e mexiotc¢ i cof obhéder 0, h a
for more thanwo centuries, manifestiimgethnomusicological studies centred on the
British proletariat. The identification (and creation) of a British song tradition was an
essential element of eighteerdind early nineteentientury nationalism and an
offshoot of R mant i ci s m. The deconstruction of
ingigated by @veHarker (1985) and partially rebuffed by C. J. Bearman {2802y
to healthy scepticisrRichardMiddleton expresses an awareness of the shaky ground
on whichthe concepaind definitiorof folk songarebased, writingd [ Tsedmengly
most archaic ofolk song6 é generally tur
with the print world of the towds. Pieces for these collectioase selectelly the
compiler, who considethe requirements and tastes of her/his audieheefiltering
process will, of course, exclude the serirdthe banal and music thals butside
the required form.

Selection is a&ignificantfeature of these manuscript collections. It is the
selection process that elevates their significarerens df relevance to their era; the
included pieces are recognised by the compilers as having merit and being worthy of
inclusion in the manuscripdllectionsThey possess tlgelectioielement stated in
the I nternational F onlok a fMikdtraditional €omgfThec i | & s
essential elements a traditional folk songre laid out in the 1954 definitioas
continuity, variation an&electiod by the community It is this selection by the

compilers of the manuscripts that is the most intriguing aspect of their makeup.

11 Middleton, Richard/oicing the Popular: On the Subject of Poptautieldgé; New York, 2006, p.22.
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There are two basic considerations motivating the compiler: a drawing together
of the desired repertoire in a single volume, making the musrealeasily
transportable; and financial expedience, as the compilation exercise would be far
cheapethan purchasing scarce printed music. The bespoke nature of these collections
assists our understanding of their intendesd fidie timeconsuming task @fathering
pieces in one volume and writing them out by hand signifies the importance of the
pieces to the compiler.

There are three possible practical roles and motivations for the creation of these
handwritten compilations of music. Firstly, as stagbpsly, they may be used in
performance as aide memofecondly, they may be used in pedagogy, for instruction
in dance or instrumental tuition. Thirdly, the books may be simply repositories of pieces
favoured by the compilers. These categorigtarsutually exclusive and may all be
considered as simultaneous functions. The manuscripts have their own intrinsic beauty,
and their compilation may be considered as having artistic worth for its own sake. They
also encapsulate a sense of utility, acld eollection conveys not only a display of
di ffering |l evels of distress and O6wear a
scars of use add to each volumeds ambi e
witness to many yeanfspractical ddpyment.

Most musi cal ensembles today have the
but with developments in computer graphics and technology, the paper score is being
replaced by the LED screen. Thelsetroniaevisesre the current equivalentsiod

manuscript collections.

1.1.10 Measure of thePopular

The consensus, the majority, the most-liketi the most commord the word

0 popul aatl éf theseaannotaterss, and it is an elusive concept when applied to
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musi c. Mi ddIl et orc 6plwd d end n6 Pd phudlsesrty anases imu s |
fluid, ever @&hTahnegrien gwearned nboa cétcihveer t s6 at
century to measure the popularity of musical pieces, so it is difficult to quantify.
Musi ci ans 0 c o @rge quaatities ofrgatherpd niehodied that deflect what
was performed and heard. Certain melodies are found in many of these collections,
which is an indication of their populafitynateriais found in several collections over
many yearshenl consideitto have beepopul ar and accepted in
p o p yih thig contextis that used in common musical parlance.
Most musically literate Western performing musicians gather a bank of music
together to serve as a resource, a library faicpraepertoire and instruction. Today
the music listener, too, will house a personal collection of recordings as, for example,
MP3 files for portable playePyeviouslya compact disc, vinyl record or shellac 78s
collectionmight havegiven insight inob an i ndi vidual s perso
Famously, a portable jukebox belonging to John Lennon came to light. It was featured
on The South Bank Sim20042 This machine travelled with Lennon and contained
his personal collection of 45 rpm singles in thelmid O s . Lennonds s
recordings was released on a double compact disc and represents a distillation of the
popular music of his era. The manpsaompilations are similarly a focus of the
popular anénessential partofh e compi | er s didentiesl t hei r aud
The individual compil erds personal t a
populace, but the demands of audiences add anatiemsdin to the selection
process. The publimuse jukeboxes of the 1960s and 1970s housed record collections
selected by the owners attempting to meet the popular music demands of drinkers.

Bel ow is the playlist fr osessien, frBawthesseconthu s i ¢

12 Middleton, Richard&tudying Popular MQsien University Press, Buckinghamshire, 2000, p.7.
13Google videos] o h n L e n phitpiddeo.gdogl&.con/videoplay?dociés
32896021332831792¢cessed3.05.11.
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half of the nineteenth centutiie music box & forerunner of the iPod or juke box

that it is a bespoke collection of mu§lee eight pieces are extracts from larger works
composed by Verdu( ballo in MascheréeberDerFreischiizGrisar Iles Porchejpns

J. Strauss (IIP)6 Sensi t i wowv (Vfthd, aderrDér)Markt Eul Richrhiaihély

(L BclairandLa Magiciefrand Alber (a Muette de Portiey were likely selected by

the constructor of the music bbased on her/his anticipation of the musical tastes of

the market. Such assessment of the tastes and demands of the market is an element of
all business rigkat entails aattempt to predict the market, or the case of music

the demands and expectagiof the recipient

Figure 1Swiss music box playlist
Concert programmes and printed musical anthologies are subject to similar

forces of influence in their makeApplying set theory to the example abov&eieA

represents all the possible melodies placed on the drilma wiusic box by the

supplier. Letet B represents the melodies the purchaser of the music boxtovishe

placed on the machine. Let € represents the actual pieces placed on the music box

by the supplier, i.e. the eight pieces. The intersecjianf the two sets A and B are

those melodies on the drum of the music box that the purchaser wanted. That area of C

which | ies outside B (i.ce. C r B'ed i s th

and what was on the music box, those tunes on the datitheéhpurchaser did not

want.As a Venn diagram:
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In terms of the manuscripts, set A is the repertoire of the
performer/compiler/promoter, and set B is the expectations of the recipienB A
represents a consensus between A and B, with the univérsaisgtall music. C is
the contents of the manuscript, programme, anthology, etcB'Gepresents the
intersection of the contents of the manuscript with that outside the requirements and
expectations of B. This area of mismatch is variable in magthéudgeater its
contents,th  gr eat er B dhere may well betcongproraise batweenBA
For example, A may wish to innovate whilshdy be conservative in expectations.
This area of contention is problematic and may represent the diffeetween
success and failure. | suggest that this inters€ttioB', is virtually the null set when
applied to the handwritten manuscripts under consideration, as the compdee will
attempédto meet the demands of the audience. Each piece masteeawntended
to be performedby the compileat some time tdvavewarrangd inclusion in the
coll ection. The performing musicians® ma
and early eighteenth centuries were subject to the demands, forcestramtscons
imposed by the recipients of the music.

The ol d adage 0hsest hweh ot praegyds mihset pa pelry c
the contents in these collections. This is certainly borne out by the verse taken from

Vickersds manuscript of 1770:

28



ON MUSC

Mu ssia€itchet, the Sober thinks it Vain,

T h e Fsiatvddden &rojection;

Tunes are But Flights of a Whimsical Brain

Which the Bottle Brings Best to Perfection

Musicians are half witted, merry and mad,

And Those are the same that admire Them;

T h eeyFools if they Play unless tieeyVell Paid,

And the Others are Blockheads to Hire tHem.
This verse may imply thdickers performed on a professional or geofessional
basis. There is no doubt that compilers of the manuscripts under cansicetiis
thesis had some nomonetary motivations for gathering the collections together, but it
is my contention that many of the compilers were at leagirs@ssional, if not fully
professional, musicians.

As well as musical concernise tcollatio process involves nonusical
considerations. For instandke public may demand tlilenceassociatedvith a
particular tune rather than the tune itself. Marches may be associated with a notable
individual, a particular regiment or a specific occasibtheamelody thereby acquires
emblematic significance amy popular demandnclusion in the collection. The
formation of these collections is a dynamic process, a multifaceted dialectic between

compiler/performer and audience.

1.1.11 Reflection ofSensibilities andPopular Musical Trends

Fashions in popular social dance change, evolve and develop with time, and each of the

manuscript collections represents a sizable sample of modes in music and dance of their

14 Seattle, Matt, ed:he Great Nbern Tune Book: William Vigkaltection of Dance Tunes ADNIg&l0,
Lynn, Publishing, Witney, 20@3.0.
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eras. The current fascination with celebritiethamdaffairs is nothing new. The liaison
between Nelson and Lady Hamilton was a huge centre of interest amongst polite
society in the early years of the nineteenth century, and it is acknowledged as such in the
music of the time. We haveGampbelld Nes o n 6 8§ NWald stddredv Wal t z 0
OLady HKHa mielwt tieeghonymous titlest onlyrecognising their celebrity
status but also aligning them both with the burgeoning new dance fashion of the period,
the waltz. Scathing attacks were writtethe Hamiltons and Nelson on their return to
London inNovember 180.TomPocock wr i tes: 0 Thlamex ar i c a
Gillray, showed Nelson as a seducer, Sir William as an elderly cuckold, and his wife as
an obese nymphomardadfter his deathiNelson was besmirched by gossip, and not
until the establishment of Trafalgar Day in the run up to the First World War did his
reputation recover fully. The plummeting heroic status of Nelsine minds of
upright Victorians after his death was duBgmsPocock points out,

in part to Victorian reticence; to the scurrilous Memoirs of Lady

Hamilton, published anonymously after her death in 1815, which

went through several editions during the cgntand to her

daught ers redatance tta actept theéentity of her

mother:®
However, the heroic reputation of Nelson wasstablished in the late ninethen
century.NicholasRo g e r describes him as, 6a symb
overarching sea power, and a talisman against@ikheyincls i on of t he 06N

pieces inCampbell Verifies the status of the naval hero at the beginning of the

15 Pocock, Tomdamilton,Emma, Lady Hamiltorné&p1765d.1815) Qxford Dictionary of National
Biographgdited by H. C. G. Matthew and Brian Harrison. Oxford: OUP, 2004. Online ed., edited by
Lawrence Goldman, October 2007. http://www.oxforddnb.com/view/article/1 2@68ss£02.0811.

16 |bid.

17Rodger, N. A. MdNelson, Horat, Viscount Nelson (17883059 Qxford Dictionary of National
Biographgd. H. C. G. Matthew and Brian Harrison (Oxford: OUP, 2004); online ed., ed. Lawrence
Goldman, May 2009, http://www.oxforddntine/view/article/19877accessed Augu3z0811.
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eighteenth century and also the awareness of the public of his liaison with Emma
Hamilton. (It is worth noting that in stark contrast to such examgaleg,individuals
and events named in the collections have sunk into obscurity.)

The musical manuscripts of Jane Austen form a collection of the late eighteenth
and early nineteenth centirgtrickPiggott has shown the integral part that music and
song payed in the lives of the bourgeoisie and upper ¢fasese Aust en f am

collection also demonstrates the continuum of musical taste spanning the social divides

of the ti me. Gammi e and McCull och empha:
music conai ned with the eight vol umes. They
reflection of popular and international |

the bourgeoisie of the day, we can say that her music collection reflects most of the
trends ofthe time, both native and imported, in more or less equal p@ttlons

similar manner, théampbellnhanuscript contains a wide variety and cross section of
the music of its erasChapterour will discuss.

Another influence on the manuscripts was the threat of invasion by the French,
which had fareaching effects on the population of England in the late eighteenth
century and into the nineteenth century. John Clare the Northamptonshire poet, the
embodimentof the noble savagaflects on this fear and the establishment of local
militias:

When the country was chin deep in the fears of invasion and
every mouth was filled with the terrors which Bouneparte [sic]
had spread in other co[u]ntrys [sic] a natichaihse was set

up on foot to raise a raw army of volunteers and to make the

matter plausible a letter was circulated said to be written by the

18 Pjggott, Patrickihe Innocent Diversion: Music in the Life and Writings,d¥ld@ne seuBiess,
Ludlow, 2011.
19bid, p.6.
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prince regent | forget how many was demanded from our

parish but | remember the panic which it created was @aty gr

€ the papers that were circul ated

England that the French were on the eve of invading it
The deployment of huge numbers of men in the British forces during the Napoleonic
wars saw a commensurate rise in the number chlnsartipositions in the form of
marches and songs. The impact of the war was felt on many levels and reached smaller
towns and villages with the creation of local iktsaseen above. The mobility of
armed forces was reliant on the rhythm of the dranthenmusic of the fife to insure
uniformity of step on the march.

In this sense music provided both jingoistic melody to stir the spirit and a

practical rhythmical tool for the logistof the war machineibdin was commissioned
to write patriotic sesongs to stir momland galvanise the British spirit against the
French:

As a renewal of war with Napoleoniarfee loomed in 1803,

Ad di msggowemrdent finallyecognized the value of

Di b dsomg$and commissioned him to publish each month a

patriotc song suitable for ships, camp, and home. Following

the declaration of war against France in May 1803, Dibdin

published monthly eigl@ritish War Sor{@gsJune 1803 to 4

January 1804), with accompaniments for piano, small military

band, and two flutes guitars. These songs then formed the

backbone ofBritons Strike Hom&hich opened on 17

September, addjrgreatly to patriotic fervouts a result of his

efforts, including abandoning his usual summer tour of the

20Clare, John, eHric Robinson, an®avid PowellJohn Clare by HimnGalficanet Press, Manchester,
2002, p.93.
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provinces, Dibdin was awarded a pensio£200 by the

government:
It is no surprise that Dihdid s songs and the common mar ct
way into the manuscript collections of the early nineteenth century.

A comprehensi ve The Sdngsand Masic of thevEgtiBoatsu s i ¢

1902 was written in 1970 hyewisWinstock?? This work illustrates the influence of
popular musical modes on martial music. Winstock emphasises the quality and quantity
of men fighting, along with the impact of\tagoleonic Warsn British society

Being men of a more elevated class than was usual for the

common soldiers they had both the ability Aeddesire to

express themselwes. Musi c €& played its part o

front, and the innumerable volunteer corps which were raised

to counter the threat of invasion inevitably had their own music

and their specially composed and adopted m&tches.
The Campbellmanuscript is written evidence of the vast musical input into the war
effort against the F melaodg for.drill Woule indtilaicsanl mi |
the memory of the young sol diuleraceptarttai s a d

and longevity.

1.1.12 Nature of the Contents

A mixture of song melody, social dance tunes and martial music is found in the majority
of these manuscript collections. Their contentsoai@nly an indication of the popular

but also amnsight into the deployment of the music and musicians. It is plausible that

21 Gillaspie, Jon A®ibdin, Charlesb@p.1745d. 18149 Oxford Dictionary of National Biograliigy

ed. Ed. Lawrence Goldman. Oxford: OUP, http://www.oxforddnb.com/view/article/#g®ssed
26.06.11

22\Winstock, Lewissongs and Music of the Redcoats: A History of té thé&aBhtissicArmy, T84D2
Leo Cooper, London, 1970.

23]bid, pp.88 and 91.
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there was much interchange between musicians of differing musical outétshsuch
ballroom, theatre and parade grouamus makes this assumption with respect to
eighteentitentury orchestras:

It would be logical to assume that the wind players forming

bands had had some experience prior to joining the military

and would mosiKely continue to perform in local orchestras,

if not in fact forming local orchestras of their own, such as the

Royal Artillery and others. Parke wrote that the musicians of

the three British Guard regiments up to 1783 consisted of

excellent players takdnr om t he ki ngods and co

theatres, whose only military responsibility was to play the

changing of the guard dafly.
The military band would play for both dancing and marching, deploying the same
music. Murray writes

[W]e should remember that theusd or tone of the band

remained the same no matter what the occasion or function

might be, and that the tempo at which the more popular

ballroom dances of the periati late eighteenth century]

were performed was very similar to that at which thersoldi

marched in the drill squéie
He goes on to point out that the form of the march was akin to that of the country
dancewith its AABB form:

[T]he pieces played did not have to last for very long, perhaps

only for the time it took the battalion to pass the saluting base

24Camus, Raoul RMiilitary Music of the American Revdiatidniversity of North Carolina Bsg
Chapel Hill, 1976, p.31.
25Murray, DavidMusic of the Scottish RedtasrdsPress, Edinburgh, 2001, p.84.
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at Ordinary Step of seveittyo to the minute. For this reason

most of the marches of the eighteenth century consisted of two

quite simple sections of eight or sixteen bars in common time,

each section repeatéd.
The eas withwhichsimpleeightbar phrases may be committed to menbaty for
march and country dance accompaniment, must also have influenced the proliferation
and laogevity of this format.

In afew cases it is possible to ascertain the volume from which sets of melodies
have been copied. This is demonstratedampbel|] for exampled Swe e t Kat hl &
Ma c r(mse 150 60 The Wan d(mg. #156pa nHla r 6pCalrrs@(hsa ma
#158) wereall taken fromBenjaminCr o s loish Msisical Repos(fmrglished in
London, 1808

Many marches, as we shall see, are adapted from song riéiodies.t o c k 6 s
work gives examples of the music material adopted by the British soldiers over the
centuries. These include pieces fRilils to Purge Melanatbirsby Handebnd the
songs ofRobertBurns, all of which bear a strong correlation with teespf the
manuscriptdos @Tont e a gihoeWigresntreec kof oO6war mi
part of his polemic. He distinguishes between the music used by the(boifitany
and off the battle fielJdand those pieces written concerning war pfgpular
consumpti on, stating t h at abdutwars, batilesk 6di
commanders and soldiers which lie thick in ballad collections masqueradingfs songs
wai”’.Lloyd made a similar distinction between the sea songs used by sailngsand s
about seafaring |ife and events, wr i ting

landsmen and are embellished with fanciful details that would baffle¥a Hadlor

26]bid, p.84.
271bid, p.ii.
28 loyd, A L., Folk Song in Englaraivrence and Wishart, London, 1967, p.275.
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Campbellrhanuscript ont ai ns pi eces thatarddal Ll oyd ®s
categories, that soldiesd a n & ssad n g 6 megihentdl imarchexjaposed
with the tunes of Dibdi The inclusion of a descriptive pj¢aken fromOscar and
Malvinadepictingd Bfcldinto battle followed byBattl€) @sroans of the Wouded)
Retread ®Quick Stepand®ance after the Batfigives a synaesthetic representation of
the horror of the battlefiglghortrayingslaughteamidtriumphalism. For details of the
origins of the piegeeedNotes on ContenisCampbelkil82 (p256)
John Clare the ©0pe-xdume doliectign @fesbng lgriesmp i | e
and dance melodies. His waelcumented life gives an insight into how manuscript
book compilers acquditetheir skills and repertoir&eorgeDecon quote Cl ar e d s
writng O It ousseed ze the | eisure that every we
to read and get new tunes for my fiddlEhis is firsthand evidence of the transfer of
printed music into a manuscript collection by the compdeathanBate, in his
biography of Clare, illustrates how Cidgeacquired melodies from local gypsies:
Clareds continuing interest i n gyps
one of his [plournhhée toheief: 0bi ghl an
from Wisdom Smith a gipsey [sic] and pricked @netieet

tune without name as he fiddl&git

29Deacon, Georgdphn Claredatiné-olk TraditiofFrancis Boutle Publishers, London, 2002, p.305.
30Bate, Jonathadphn Clare: A Biogrdpicgador, Pan Macmillan, London, 1988, p.94.
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HIGHLAND
MARY.

Figure26 Hi ghl and |
Burssodg O6HIi ghl amd792was producediass a broadsite ballad in
the latter part of the eighteenth centiihe melody to the songinsG minor, and
thereexistawithin the blk dance canaalso a, marelike melody, in G majansed for
Coxwold Morris dancinthatbeasthe same name.
This example illustrates some of the difficulties encountered in establishing the

provenance of pieces under examination in this studygld sielody may have
mul tiple titles and vice versa. No mel o
within the Clare manuscripts, but his us
melody on papeGeorggDe acon specul at dityto notatg emeladliesn g Cl
from performance:

As Clare expressed no difficulty in collecting tunes from his

friends we may assume that the instrumental performance of a

repetitive dance tune, or indeed the performance on fiddle of a

song tune with the advagéa of being able to watch the
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fingering, presented fewer problems than taking down a purely

vocal performancé.
This part of Decondés work is informed co
ability to notate melodies from his single mention ddthe i ckedd mel odi e
Maryd and ©o6another sw&ktwbuhddsiuggeoimetwk
view says more about his attetoptategorise Clare as an early collector of traditional
song and music than the actuality of CI al

Clare may have noted some features of the melodies, but there is no evidence to

show he was able to place such melodies intcatmustation. He did play fiddle along
with the Smith famij\noweverClare writes:

As soon as | got here the Smiths gang of gipseys [sic] and as |

began to be able to be a desent [sic] scraper we had a desant

[sic] round of merriment for a fortnightvs® times [sic] going

to dance or drink at the camp and at other times at the public

house”?
Clare goes on to write: o1 usd [ si c] t o
them |l earning to pl ay 3tThese is thed,dlclgaictiren t h e i
of Clareds acquisition of both playing s
of noblesse obligerespect to his poetry, it seems logical to assume that he would have
aspirations with regard to his musical performance albiéesn dismissedd
evidence presented by Octavius Gilchrisbndon Magaz{th820) as publicity, yet he
still points out t hife&andBémainshofiJeshpdblar@hgyr a p h'y

refers to Clareds pur poeseasi nbelienagr,ni anign t

31 Deacon, Georgdphn Clare andAblkTraditiorfrancis Boutle Publishers, London, 2002, p.30.
321bid, p.30.

33Clare, John, eftric RobinsorandDavid Powell John Clare by HimGelfcanet Press, Manchester,
2002, p.82, also cited by Deddaprge,John Clare andrbik TraditiorFrancis Boutle Publishers,
London, 2002, p.306.

341bid, p.38.
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obtaining a trifle at the ann%iletonthusast s
attempts to place Clare within the revivalist folk music par&digmer than being a

rustic folk fiddler, | suggest, Clare may well anmured performance aspirations on

the violin.Clare woulchavebeen acquainted witktately home entertainment having

worked at Burghley House as a gardener.

1.1.13 Ephemerality and Proliferation of Eighteenth-Century Music

Publications

The huge number obantry dance melodies written and printed during the eighteenth
century is debatably one of the first examples of the commodification of music.
Technical advances in music printing, such as the introduction of engraved
copperplates, made music more atcéssi. Col ey writes: OMusic
copper plates was firmly established in England by Thomas Crai&2(188% with
his son é set a standard of ard@iTsetry r a
printing of music by this technigegpanded greatly during the eighteenth century
although it remained costly and time consuming. Nonetheless, many provincial
booksellers were able to print collections of country dance melodies, which supplied the
huge demand for new pieces for social mw@gndihese tunes were composed and
published in their thousands, and many found their way into manuscript collections,
including, for example, Vickers (1¥z)dJackson (1798).

The popularity of the Ballad Opera grew during the eighteenth century with
Gayd She Beg@aOperavhich was first performed in 1728. Such musical and dramatic

collations provided an accessible alternatipet@ serighe popular genre contained

35 Deacon, Georgdphn Clare andAblkTraditiorfrancis Boutle Publishers, London, 2002, p.308.

36 Bate, Jonathadphn Clare: A Biograpicpdor, Pan Macmillan, London, 1988, p.81.

37Coley, NoelMusicPrinting from theSxteenth to th&wentiethCenturyd AA302, From Composition to
Performance: Musicidfarlaich.18, Block 3, Open University, 2002, Milton Key®B&s, p

38 Seattle, Matt, ed:he Great Nbern Tune Book: William Vigkeltsction of Dance Tunes ADNIg&l0,
Lynn, Publishing, Witney, 2008.
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many musical compositions, songs and ballads of an ephemeralntbpieees dm
these productions and wewéten transcribedinto manuscriptcollections such as
Jackson an@ampbell The popularity of compositioby JamedHook, Dibdn and
others may be measured by their inclusion in these collections, yet they were unable to
suvive into the popular canon beydhd early nineteententury These melodies and
pieces are very much of their time; for exai@plapbelincludes Dibdi 6 s e p he mer &
0 Tom T(eee .B02AoNgsideThomasAr neds perenni(see ORul
p.179) 6 Tom Toughd was of pertinence during
into obscurtywh er eas the senti ments of Arneds ¢
even jingoistic appeal today.
Many of the melodies in the manuscript collectiere created as marches by

band leaders. Murray writes, concerning the composition of simple military marches:
0The master of the band, as wel | as pro
marches for the regiment, which could find itself with sevarehe S o me ¢€é had
three or four, all call ed @ THese piddasrhadh o f
to be easyo commit to memoryandthey had to b& the required form to fit within
the technical limitations of instruments, for example, thesggtem fife with its
restricted range of keys. Camus elucidates:

Music racks or lyres were unknown Bateenteentieentury]

for use in marching, so the music would have to be memorized

and quickly. The horn players probably would not have time to

changecrooks while on the field, and even if they did certainly

would not carry a whole bag full of them on pdfade.

39 Murray, DavidMusic of the Scottish ReditassasPress, Edinburgh, 2001, p.84.
40 Camus, Raoul Rilitary Music of the American Revdiatidniversity of North Carolina Press,
Chapel Hill, 1976, p.32.
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The large number of country dance tunes published in the eighteenth century forms the
bass of Irish traditional musidloys Fleischmann antichealO Stilleabhain have
demonstrated this in their exhaustive Barkrces of Irish Traditional MusicdZ835600
It has been possible to trace the provenanceaal/of the airs contained in the
manuscriptsitilising this reference wotk. order to trace theources of melodies in
thisthesis| have included incipits basedbmih C and G for the pieces contained in
Campbelf!
ClaudeSimpson, in his workhe British Broadside Ballad and jtdlitrsites

the proliferation of pried melodies, which formed one of the bases of the British
vernacular sorf§Simpson not only shows the vastness in quantitheaghemeral
nature of such music, b also acknowledges the symbiotic relationship between the
melodies for dance and samgl their shared roots. He states:

Another ¢é invaluable source of ball

country dances with their mudibe Dancing Madtene first

edition only was entitledihe EnglishDancing Mastethis

popul ar wor k ¢é eanediions lhetiveeno 16§1h ei ght e

and c. 1728 and grew from an original hundred tunes to more

than 90@ | t is often a moot poi nt wh e

represents a ballad tune adapted to dance purposes or vice

versa; evidently both processes opefated.
Simpsonacknowledges the exchange of melody between dance and song. This
evolutionary change proves problematic when attempting to establish which came first,
the dancethe marching melody or the song tune. Melodiesxisted fulfilling both

song and dance acqmoanimentroles (and serving as marches). Indeethe

41 See Appendix 2.

42 Simpson, Claude NThe British Broadside Ballts dhdsi®utgers University Press, New Brunswick,
New Jersey, 1966.

43bid, p.xiii.
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publicationssuch a®illiamT h o msQ@rphé Saledon{i$25), hae settings otheir
contents in both formats separately, i.e. song and dandeartfdel] #67, p.220.
Such dual deploymentratlody was acceptable praéfice.

Establishing t he or i gi n Pananf Mastire me |
problematicJeremyBarlow does not address the issue, and litlepthh research
appears to have been carried out on the rfiafterillustrate th redeployment of
melody from song to dance andiénonstrate the difficulty souring of a Playford s
dance melads I wi | | focus on one mel ody. Th e
registered in toh®Ju@tléBf.Rloanyefrdrsd Riergd Isu ceea d
danced tune i n Englsh DancingsMast&680i1651. Ghus wefe t h e
created three distinct ar:toundrydamce, meaodyns o f
and ballad. The (| dosgayo, ds allalore dlaycippmmyeedc e d
the melody and the danbethwith the same titlevere periodically reissued during the
eighteenth centudy.Notwithstanding the licentious implications of the title, the three
forms of the piece have failedstavive in vernacular usageh ar pds OHey boy
we o, publ i shed i n THe®Efmglish Cauntryw @ahce @raded Jeres e

Pl ayfordds 06 Cuc k o bréddor édleiméntary schoolwsage. t he t i t |

1.1.14 Physical Attributes of the Manuscrpts

A striking feature of these manuscript collections is the skill of the compilers. These

were musically literate individuals displaying artistry in their copperplate handwriting of

44Thomson, WilliamQrpheus Caledonius or a Collection of th8dregt SepteiMusik byivillhomson
London, 1725.

45Barlow, Jeremy, edihe Completei@ry Dance Tunes from @Bdyforcing Master (4681.728Faber,
London, 1985.

46 Rollins, Hyder EAn Analytical Index to the Badlzigs (158[7709) in the Registers of the @dmpany
Stationers of Londaaditional Press, Hatboro, Pennsylvania, 1967, p.46.

47 Simpson, Claude NThe BritisBroadside Ballad and its Riugjers University Press, New Brunswick,
New Jersey, 1966, p.147.
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the titles and idiosyncratic styles of notation. Some melodiestedren haste, but
the majority were painstakingly documented.

The effort in producing these ealiions is abundantly clear fréime most
superficial of inspections. Recognition, by their custodiangheiof intrinsic
craftsmanship will have contributedthar chances of survival over the generations.
The high quality of the boards and binding sitlilarly have contributed to their
longevity custodiansireless likely to dispose of an item of apparent artistic merit. The
size of the earlier volumesabled them to be placed easily in the case of a musical
instrument or a large pocket. The books used towards the middle of the nineteenth
century show an increase in size f@ampbell(L810), with six staves per page, to
Benwell (1848/9nd Leadleyll(c.1850)eachwith twelve staves per page.

There is consistency of hand in most of the collections. The notable exception
to this is theLawrence Leadley colleatiof manuscripts. There app&aibe three
distinct styles of notation deployed in themmtations. Certain differences may be
accounted for by changes in the maturing hand of Leadley, as the construction of the
collection runs to seven volumes and spans many years, with the later volumes being
completed whilst he resided in Bradford. Thes dwt account for the pronounced
differences in style, though, especially with the compittktioaks five and six, which
are collections of hymns and psalms. A full examinationLefatiey collection comes

later in this work.

1.1.15 Technical Consideratiorns

The saves of the manuscripts hawartanruled staves. The pen was able to draw five
lines at one stroke. This enabled a blankboate to be purchased from a stationer
and ruled accordingly. All these manuscripts contain errors of transcripsomebut

contain fewer than others. Errors in the placement of bar lines, noten dunctiey
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signatures are the most frequently encountered. One may only speculate as to the
reasons for errors. Haste, lack of concentration or lack of knowledge sprirty to min
but for the most part these errors do not prove to be a great obstacle in the
interpretation of the melodies as they are mostly of a minor natQesmphell the
placement of melodies on a page is done with the bedtspace as a consideration.
Melodies are placed to avoid the need to turn pages during performance.

Pagination and melody numbering are features of the majority of the
collections, and contents lists are often included by the compiler. In all jnstances

spellings and capitalisataimmelody titles in this wof&llow those of the manuscript

1.1.16 Cultural Standing: High- and Low-Brow Contexts

It is only within the last few decades of the twentieth century thatiéphrstudy of

popular culture has gained full academic respectability. The huge quantities of money
generated within the popular music industry have provided motivation for the
egablishment of centres for its study and disseminatierinternational Centre for

Music Studies at the University of Newcastle upon Tyne gained an international
reputation under the leadership of Professor Richard Middleton. Middleton carried the
mantleof musicologist Wilid Melle's, with his considerations of popular music, whilst
integrating the popular cultural methods of analysis tfnikiersity ofBirmingham

and the Open University.

This example of a shift towara broader musicology does natweigh the
emphasis placed on elitist musical forms such as opera in our educational
establ i shment s. Both Ireland and Scotl an
avenue of research whilst the Engéslal to regard it more as afjunct of astudy of

history orsocial studies. Harker states:
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The serious study of 0f ol ksongd h
institutional base in Britain, and this is remarkably
contradictory, gi ven t he conceptd
overwhelmingly bourgeois charatter.
Graded msical examinations in traditional music performance are now available in
Ireland and Scotland, but England lags behiitld the stigma of amateurism still

attached firmly to th&tudy of folkmusic.

1.1.17 Literature Review

As stated, current thought on thenaeular music of the British Isles has challenged
t he whol e c o n c elp the 1980sHabkefd éxpoded the ungtable
foundations of folk music by demonstrating the impact of the print on the oral tradition
and the fabrication of tradition from Kder via Sharpto Lloyd>* Consequently,
academics such ¥& Gammon haveeviated fronthe stance of Sharp and Lloyd to
accommodat e HaThikhas lédsto acdasion stydeuard. interpretation
Gel baheds nventi on oMu sddmaistkatesMunsore @goliticaln d 6
stance toward noti ons *@Gfel dh-ddpth @nalysinaf 06t r a
the music traces the creation of déorhe con
fabricatioof a musi c ®l. &MHfeolwk itreadi ti on

Eccentric claims about the specific origins for the whole of folk

music corpuses have continued to arise occasionally, but these

have generally been neutralized by the consensus path through

48 Harker, Davef-akesong: TManufacture of Briistksoi@d 700 to tH&esemay Open University
Press, Milton Keynes, 1987, p.231

49 bid.

50Sharp, C. J., daudKarpelesEngish Folk Song: Some Condilesionsy Books, Kingswood, 1965.
511 loyd, A L., Folk Song in Engldradvrence and Wishart, London, 1967.

52 Gammon, VicDesire, Drink and Death in Englistinéollernacular Song,d1800 Ashgate
Publishing Ltd., Aldershot, 2008.

53 Gelbart, Matthewf he Inventiodaik Mus@andirt Musié Emerging Categaiaddssian to Wagner
Cambridge University Press, New York, 2011.
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the centre, which rejects any such blanket @aiimgprovable,

and steers attemrmtion back to otradit
Despite attemptdy the likes of Harketo undermine majority opinion, the
Sharpian/Darwinian, evolutionary view of folk music still prevails. For example,
instrumentalists in the context of theHrand Scottish Celtic music tradition and also
within current revivalist practice in England seemingly continue to espoiese tf
folk music as O6organicbo.

Barry Callaghan, another example stemming from a Darimfiisamced

school of thought, is awpelled to propel thelardcore Englisiisic into the social
milieu in order to establish ©6folkd cre
acknowledging the composed sources of the music.

[T]his is the music that has arisen from the eighteenthry

and early nineteentlentury Assemblies, the London and

provincial theatres, the Victorian ballrooms, the itinerant

dancingnast er s, the farm festival s, t h

the urban street corners, the drawboams, the public houses,

the village hops the countless weddings; and which now

survives in rude health in pub and festival sessions, social dance

and ceilidh parties, village hops,

weddings>
The Romanticism of Grimm and Herder still prevails in Caliagh&madmpassing
scenario. This idealised construction is based on bourgeois revivals and antiquarianism.

What was originally part of multifaceted mainstream culture now forms the repertoire

541bid, p.190.

55 Callaghan, Barmardcore English: G@kindunes frawanuscrigkecorded axuralSourceés For the
Internétge The English Folk Dance and Song Society, NigeRubiishing, Chipping Norton, 2007,
p.10.
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of a musical sufgroup regurgitating melody. Callaghan, irstatement, places the

music into an imaginary, organic meltingapdthereby reirtdfroesthe folk paradigm.

1.1.17.1Key Scholars, Revival and theLimitations of Existing Scholarship

Interest in folk music spans the two hundred years since the term waodisted
into the |l anguage. Herder first wused the
the German debate has hinged on the question of whether Herder created the concept
itself, or just the nat@Her der s noti on of ytheoBAndishmusi c
and enthusiasm for folk song has seen,
interest in the last two hundred or so y¥ars

The first 0 s u, rpgre @@ the Romantic Movement, was centred on text.
Gammon <cites ORi tMaoind meSitr, WaletnerBuS st tan
notable figures in this initial blossoming of interest in folk songs and ballads. The
second O6surged® came toward the end of Vi
twentieth century. The protagonistshints o6r evi val 0, a sLucga mmo n
Broadwood, SharRalphVaughanWVilliams andrrankKidson. Sharp, with hisnglish
Folk Song: Some Conc(dSi0onpaved the way for folk song scholarship in England.
The third surge of interest came wiite work of LloydAlan Lomax,EwanMcColl
and Hamish HendersomAs Gammon points outthiswas Ot he most cCor

revival of all, encompassing a wide range of motivations for invoi?ement

1.1.17.2Revivalist/ Traditionalist Sance

Much has been written concerning vernacularddabglleckithertraditional or foll®

over the last 150 years. This study focuses mainly on melody rather than song. The

56 Gelbart, Matthewlhe Inventiodailk Mus@and®rt Musié Emerging Categories from Ossian to Wagner
Cambridge University Press, New York, 2011, p.5.

57Gammon, Vic@®neHundredYears of the Folk Song Saigh from lan Russell anBavid Atkinson

eds.Folk Song: Tradition, Revival-@ndafemhe Elphinstone Institute, Aberdeen, 2003, p.24.

581bid, p.25.
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analysis of folk dance melody is often regarded as an adjunct to the studyloé song.
conclusions reached in the analysis of folk song are conveniently transferred to the
contents of manuscript collections. The accompanying myths and constructions follow
accordingly. | maintain that the contents of these collections should be spared
caegori sation as O6fol kd song (with al/ i
broader context of musical history.

The categorisation of manuscript contents as folk song has led to an implied
assumption that the original compilers of these collestiens e 6f ol kd or 06
musiciansWhat is it that defines a traditional/folk musician or singer? As with other
aspects of 6fol kd encountered in this s
traditional performer lend themselves to a wide ramgermpiretations. Although there
are many instances of 6song <carriersodo al
dance music, the idea of repertoires being handed down from one generation to another
exclusively by oral/aural means is somewhat anatiréon the period from which
the manuscripts emerge; the printed music itself is evidence of printed transmission,
which | will argue throughout this thesis was and is a widely used method for learning
repertoire. Many players of traditional music wasstly) musically literate and were
able to access printed sources. These printed sources were the means by which melodies
were acquired and learnt.

The Village Music Praojecitred at the University of Salford, recognises the
diversity of the contentsf (nandwritten manuscripts, and the many roles of the
compilers of these collections, yet it imposes, by implication, the pastoral myth of Merry
England:

Often, musically literate musicians wrote down their tunes,
songs, hymns, psalms and band parts imgke $iook which

was easily carried along with their portable instrument. Some of
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these surviving handwritten books date back to the eighteenth

century. Some are devoted entirely to church music, some to

secular music like the dance tunes of the day, raedase a

rich mixture of all musics of their tifie.
The placing of such musicians within o6th
idyll and a constructed folk paradighe Village Music Prajetsimilar endeavours, by
means of retrospectiggnthesis, attempt to create an organic cultural utopia, one that
never was. This attempted fabrication says more about the constructors than the

actualityof vernaculamusic practice of the eighteenth century.

1.1.17.3Interdisciplinary/ I deological M ethodologies

Middlebon defi nes t FRolkkl“aealysspidraditienal musit: 0
1. Those owho Ssubscribe t o Seeger 0s
Oprimitived or otribal é6;80elited or
2. Those who define the music @the cultural procesli.e.
continuity and oral transmission] rather than abstract musical
types.*?
3. Those whaieject all rigid boundaries, preferring a conception
simply of varying practice witlindield, that ofinusi® .3
I consider the thi tode hedtfit i thecappeoachb talkersin c at e

this thesis. Objectivity in assessing t

Overnacul ardé or 6traditional 8 music i s a

59Adams, John ar@hrisPartingtonThe Village Music Prbijget/www.villagemusieproject.org.uk/,
accessed 24.07.11.

60 Middleton, Richard&tudying Popular MOgien University Press, Buckinghamshire, 2000, p.127.
611bid, p.127.

621bid, p.128.

631bid, p.128.
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The study of 0 f ol k dologicalsgeagraphit, ecormmit s p C
and historical attention. The mudisciplimry approach of current musicological
analysis incorporates a vast range of analytic tools acquired from cultural ethnology,
semiotics, psychology, etc. These enable intemtsgigliscourse. There has been a
shift from the examination of empirical evidence to the epistemological validation of
context and meaning. It is no longer sufficient simply to acquire data (in the case of this
study, melodies); it is necessary to esalogdact, relevance, context, etc. This is
exemplified by David Hillery, who writes:

Since World War 2 scholarship hasngited to develop the

study of franfaopbskion sviberegh@& intent was to

collect and preserve selected cultural item#&ghiftough to

a more contextualised paradigm and finally to a position where

the concern is an understanding of music as culture through

personal embedment in the society under sctutiny.
As Hillery points out, the cultural value of music, tiathto l@ale, warras@attention
from a sociological stance. It is important to question the existence of discernible and
distinct musical characteristics associated with place. To this end, | attempt to
differentiate between musical accent and musical dialect in my examination

regionalism.

1.1.17.4Taxonomy

The cataloguing of the many works of J. S. Bach and Mozart has been carried out by
Wolfgang Schmieder and Ludwig von Kochel, respectively. It would be useful for
scholars and enthusiasts in the area of traditional music ifusent® of melodies

that are considered to fall into this category wendarlycatalogad and ordered

64Hillery, DavidVernacul&ong fromNorthYorkshirédill Farm CultureContexts a@bmparisoihD
thesis2005, p.320, : http://hdl.handle.net/10443/158.
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There are drives towards this,essl indicated belpwut any full and comprehensive
cataloguing is an enormous task fraught withieggns of copyrigrand finance.

A huge number of number collections of song and melody that may be placed
under the umbrella dfaditional or folk music have been publishest the last two
hundred year§&ome fascinating publications of social dance music emanaititinge fro
British Isleshave been printed. These revivalist collections date from the mid
nineteenth century and include the collectio@eofgePetrie FrancisO 6 N eFrahkl
Roche,James Kerand many otherslhe list is long and still growingimilarly
collections of folk songs and ballads have been published in their hundreds from the
first half of the nineteenth century to the present day. The Child Ballads and their
variants were the first to be identified by number, and the music to them was gathered
together and published BertrandBronson in the second half of the twentieth
century’’ In the recently constructedoud IndexSteve Roudists and numbers
folksong from the British Isleghe indexs available via the English Folk Dance and
Song Society websitil listing the melodies collectdny George Petrien mid
eighteentitenturylreland, David Cooper utilises Bré@ Breathaoh sumbemg of
melodie$?

In 2000,ColletteMaloney catalogued the manuscripts of Edward Bunting, the
Irish music publisher, producing a useful volume of in@ipitsthe first few bars of
the piecéswith contextual analysBeischmann and Slleabhainin their Sources of
Irish Traditionalusic C. 1600855 and Barlow imThe Completen@ry Dance Tunes from
Pl ayg Dancind Magte65Bca.1728)have likewise produced lists of inciphitst

have been utilised for tracing melodies in this. study

65Child, Frances Jam&he English and Scottish PopularlB&EH®EO8.
66 Cooper, DavidThePetrie Collection of the Ancient Music Gbttelamigersity Press, Cork, 2002,
Appendix B.
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The Roudlatabase contains the wordsheffirst line of the song only, with no
music. Pointers to published or recorded sources plus other dpv@rpo®pyright
and ownership create problems with regardaiing the full songs available via the
database. There are ou&10,000e nt r i e s, and the index is
existence. The expansion of the World Wide Web has enabled Andrew Kuntz in
America to gather together a collection of over 55,000 fiddle tunes. Kuntz deploys the
ABC technique for the notation of the medsdihus avoiding issues of copyright. This
wordprocessed means of notation is easily posted on websites, as opposed to
traditional notation, which is more time consuntmtzb slatabaseT he Fi ddl er
Companiors currently being expanded to includsical notation as thEaditional
Tune Archi¥e

Extracts from the musical manuscripts of Jane Austen have been published by
Gammie and McCulloch as incipits, with the first few bars of each piece printed in
traditional notatioff Their index demonstratetearly the impact of composed music
on the formation of t he mostaohthesnwsid i Jarse; t he
Austends historic collecti dMusdamadbr onmsp
manuscripts have attracted considerable interesbutside the field of musicology
because dfer standing as an authoress.

Charles Gore producedhe Scottish Fiddle Music Indé®94 and a
comprehensive list of collections, composers and publishers of Scottish musit in 2008.
Gore recognizes the impact of technology on the printing of collections and hence their
availability* It is computettechnology that has facilitated the creation and interrogation

of traditional music dat abas eaenlinsviath as G

67Kuntz, Andrew T raditional Tune Architip://www.tunearch.org/wiki/TTA accessed 27.12.12.

68 Gammie, lan anDerekMcCullochIncijts fromthéa nus cr i pt So u rCordasMusicJ ane AU s
Publications and Jane Austen Memorial Trust, St. Albans, 1996.

691bid, 1996, p.3.

70Gore, Charlegchoes of a GoldenHigisland Music Trust, Inverness, 2008.

711bid, preface.
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Highland Music Trust websiteThe Scottish and Irish Celti@ationalisticgestalt
perpetuates musical traditiassan intrinsic aspect of idenflistinct national musical
characteristics and traits have been moulded from commod mraise many asong
melodies, military and dance tuaesmnating from England. Such regionalisen is
feature of ethnomusicological study, and much has been written concerning the issue.
Music may or may not have regional dialects, but the politicatdtiand sociological
obiterdictdo ul d maj ority opinion persuasively.
o f a nat iavheeas mugiclist sounc Wiithout any political and nationalist
affiliations.The imposition of nationalism, patriotismd @ther symbolic significations

onto music transforms sounds into cultural artefacts.

1.1.17.5Authenticity

Our search for the authentic is seenChwrlesTaylor as narcissistic, smhtred
striving for a prelapsarian utopia:
We have lost contact with tearth and its rhythms that our
ancestors had. We have lost contact with ourselves, and our
own natural being, and are driven by an imperative of
domination that condemns us to ceaseless battle against nature
within and around & It is present in ouculture today in a
number of forms. It goes along, for instance, with an
admiration for the life of piedustrial peoples, and often with
a political position of defence of aboriginal societies against the

encroachment of industrial civilisatibn.

72Highland Music TrAstas, Drumossie, InverneSeotlandhttp://www.heallan.com/index.html

accessed 19.03.12.

731bid, p.1.

74Taylor, Charlegthics of Authenti¢itgrvard University Press, Cambridge Massachusetts, 1995, p.94.
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Gelbartconcur s wi t h Tayl or ds identificatior
autochthonous and pastoral, and he goes further in recognising this as a motivation for
representations of the simjpie in expressive art. He states:

At the root of both poetic andusical pastoral lay the desire to

treat humani tyds gener al pl ace in n
in their O6simplestd state. ©6Simplebod
Opri Mmi tRiatehGe r e [it] I ndi cates what

encumbered by corollariesndathus most heuristically

elegant®
This aesthetic goal is distinct from political motivations, which were a feature of much
of t he I nterest in O0fol kd&é during the t
contained elements of the attraction of natutetansimple life, but its main concern
was the establishment of an idedl proletarian cultur8harp was a Fabi&ocialist
andLloyd a committed Marxist. This is not to say there was no interest in the revival of
folk music and dance from the politicght. GeorginaBoyes draws attention to the
rightwing sympathies of Rolf Gardiner, the moving force behind the establishment of
the Morris Ring in the 193@&hestates:

Gardiner was an activist whose call to youth to challenge and

revolutionise morimd institutionswas characteristic of the

1930sEqually typical was his associatitth politicsd firstly

with Guild Socialism and then rapidly, through his interests as a

Germanist, with Fascist.
There was a polarisation of political ideologid®igdars preceding World War Two.

During this period the two protagonists

75 Gelbart, Matthewlhe Inventiodaflk Musiand®Art Musié Emerging Categories from Ossian to Wagner
Cambridge University Press, New York, 2011, p.43.

6 Boyes, Georgin@he Imagined Village: Culture, Ideology and the EnglisMBothBsteivalniversity
Press, Manchester, 1993, p.15
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McColl, crystallised their socialist political philosophies. Gammon calls for more work
to be carried out with regard to interesteceptionof and performance of both folk
song and dance durd’ng this o6fascinating |
We have then the badkr op f or the &6inventiondé of

justifications of authenticity acnadd val i d
military music is an essential element in the construction of a distinct genre. This thesis
draws attention to the unstable boundaries of genre construction and the
interdependencef genreduring the late eighteenth and early nineteenth centuries.
Traditional dance music and folk g often analysed as a single aspect of culture.
Although they are very similar, however, they are separate entities in that traditional
singers are not generally as reliant on written music as instrumentatistsadrert
social dance music often appears to be on a continuum with classical music; there seems
to be a symbiotic edependence, a tweay interplay, between music of the two
categories. The fact that folk song is orally transmitted sometimes leads to its
disparagement by musical elitists, so treatment of folk song as distinct from social dance
is at times required. Nostalgic antiquarianism often motivates interest in traditional
music, and its deceptive simplicity of form has attracted derisory comaretingm
from highbrow musical circles. Gammon cites Constant Lambert (1933) and Adrian
Mourby (1997) as exemplifying negative attitudes towards folk song. He states:

It is interesting to ask why these attitudes, which amount to

nothing more than a form ofultural selhatred, are so

prevalent, why the English so particularly revel in such

patronising and sneering views? They become important when

77Gammon, Vic@neHundredYears of the Folk Song Soci#ftpm: lan Russell anBavid Atkinson
eds.Folk Song: Tidion, Revival andCReatiohe Elphinstone Institute, Aberdeen, 2003, p.19.
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we enter the highly political field of the allocation of

resource§.
The allocation of funding hits a nervath pr ovokes Gammonds 20
earlier draws attention to the low status of traditional music amongst academic staff at
universities and the vast sums of money allocated to maintain operatic performance in
this country. As with jazz, traditional mus beginning to gain a foothold and a degree
of respectability in the academy, but it appears that traditional music remains largely a

musical backwater.

2 ChaptefTwo: Musical Identy, Key Themes and Present Day

Contexts

2.1 Musical Identity: Regionalism, N ationalism andRacism

Currentdebate on these politically charged issues is comprised of a multitude of
opinions and views, with much ageaien conjecture. In the constituent parts of the

British Isles, distinct musical characteristics and regitashatye become increasingly

I mportant aspects of the folk music enth
to be a need in the human psyche to identify manifestations of regional, national and
racial identity in music. Issues concerning regiothaational musical identity form an

integral element of the contents of the manuscripts under consideration. Rather than
emphasising differenceélse manuscriptglisplay the drives towards the unity of the

constituent parts of tHénited Kingdom and conwnality of musical sources.

78 |bid, p.23.



2.1.1 Regionalism

The French commercial practice of associating food and drink produderwath
corresponds significantly to the ways in which regionalism is often applied to traditional
folk musicds st yd Tegdis the basrs dor thesrestiative traideo r ma t
practice, a p p e dlée ahich grew updird Fsande guring ehe wventiethr
century. This rigid classification system maintainbdinaifi.e, the earth, climate, the
whole environment fromvhich a product emanatesposes unique qualities and
features omm g i v e n makeup Bon exandpke, wine character and quality is
determined by the chemical structure of the soil in which the vine grows, along with the
climate, etc. The extent toialinthe concept of appellation cdige is a fabrication, a
marketing ploy devised to stifle competition, is debatable. Whatever the case, in France
the accumulated community gestalt is so powerful that dissent challenging the validity
of the impact oteroiron the appellation product is regarded as highly objectionable.
Indeed, the law is often used to uphold the legitimagriair(In Europe, sparkling
wine can only be called champagne if it is actually from the Champagne region.) The
Académie Fragaise likewise exercises rigid control over the French language in an
attempt to maintain the Oopurityd of t he
American/English usage. Essentiallg, pinotectionism exercised by theadémie
Francaisés one of the several means by which madtidentity and individuality are
maintainedThe construction of musical identity likewise reinforces national patriotic
identity.

Academics, enthusiasts and exponents of traditional music in the Republic of
Ireland are similarly committed to creating an association of music with regional
identity. The popular, regionalist view of music in Ireland is exemplifieaulby

Dr omey: 60The evolution of traditional (.
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interconneci stylistic lineages, traceable to differenetoaatl master players within
t hose “lThecradtien ofta.distinct national musical identity has be@istre
d &re ofComhaltaeoltoiktireannthe Irish cultural and musical associasiogg its
inception in 195IThe emphasis on the identificatdmlistinct regional musical styles
in Irelandincreased towards the end of the twentieth century. Similar associations of
music with locale are prevalent among current traditional music revivalists throughout
the British Isles.
The theory of cultural are&ufturkreislehreas applied to folk musin
Germany byVernerDanckert andAlbrechtSc hnei der |, l' i nking sty
et hndlIEahynd®.musi col ogi sts often regard t he
associated with folk music as an aspect of musical nati¥nBlimmassociationf o
music withterroithas become tenuous, however, with the changes brought about by
modernity, especially in Western Europ&higpBohiman puts it:
Fol k music has not € diminished in
distilling and r eqrialdasis;mtherntg a C¢commu
has responded to a changing social basis by changing itself,
absorbing different repertories, and reflecting a stylistic
congerie¥.
During the twentieth centurBritish communities became increasingly subject to the
onslaught ofcommoditised music delivered by cinema, television, and recordings.
Historically, the influence of stylistic fashions from art music on vernacular music is
marked in the British Isles. There exists, in the manuscripts examined in this study, a

reflection & changing fashions and styles between art music and popular music. This

79 Dromey, Paufstyle and\uthenticity Vallely, Finton, edThe Companion to Irish TraditionaCitlsic
University Press, Cork, 1999, p.387.

80 Bohlman, Philip VThe Study of Folk Music in the Moderim#fitoridUniversity Press, Bloomington
and Indianapolis, 1988, p.55.

81|bid, p.56.

82|bid, p.57.
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exchange of material and interpretation iswaw. The manuscript collections form an
interface between the high and low brow, containing elements of each. Bhey are
reflection of sciety rather than place. Music is a human creation not a product of the
soil. It has social bases and is also a mobile entity. In considering Western European
music, what is striking is the commonality of form, technical makeup and rendition
among musia®m different countries
Such uniformity of form is contrary to popular and ethnomusicological

expectations. The folk music of the British Isles and Ireland demonstrates homogeneity
and sameness with a few striking exceptions (e.g., Northumberland)whdsgd
writing in 1966 is still pertinent today, pointed out the consistency of style and form in
English music, with highly developed transport and communication accounting for the
uniformity.

In some countries, the folk music is in clearly markedakegion

styles so that passing from one district to another is almost like

crossing the frontier into a foreign land, so different are the

musi cs. That 0s usual ly a sign of

communication between one area and another. Not so with

England. For enturies our roads have been too good, our

population too mobile for the best folk songs to stay atfiome.
The mobility of the population and the cultural interdependence that Lloyd highlights
hold true for much of the manuscript evidence considered indik. The influence
of large urban centres on the provincial and rural music is demonstrated in published
works, especially with the dissemination of dance and military music. Nonetheless, a
historical association exists whereby songs are linked fic speas. This may be

traced back to the systematic attempt by collectors such as Sharp to retrieve folk song

83| loyd, A L., A Yorkshire Garlafithe Watersons, Topic: 12T167, sleeve notes, 1966.
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from extinction, which was a major motivation for those involved in the Edwardian
revival.

The revivalistsd as savarietadf formaroondthé ol k
turn of the century. The counties from which folk songs were collected during the late
Victorian and Edwardian revival of folk song are noted, along with their tunes and
lyrics, in thelournals of the Folk Song 8wietiectors worked within their chosen
localesfor exampleSharp in Somerset, Kidson in Yorkshire, Grainger in Lincolnshire
and Baringsould in the West Countrfhe association of folk song with place is also
exemgpgfied by the publication &roadwod andJohnFu | | er BhglishtCoumnty d 0 s
Songef 1893. At this early stage of the folk song revival, Broadwood and Maitland
recognised the homogeneity and consisten
is it asserted that a particular song isxitiaséve property of a particular county, nor is
it possible from internal evidence to assign any tune to any oné’tdMhiigt
recognising the o6peculiarities of cadenc:
sidestep any attemptatrigoraus al ysi s by stating: O0Thi s
scienti fic tr &3dnilardselainersre sfterc emplgyediinfdlksdng
commentary. For example, at the outset dfdlisSong in Engldrdyd employs the
optout <cl ause: 6This i s ad®Kooallanalysts of folke gi nn
music have expertise in music, with many coming from a background in history,
literature, sociology, etc.

Others, though, have a background spaltyf in music. Percy Grainger, a
pianist, composer and musicologist, applied a rigorous approach in the notating of folk
song wi t h t he ai d -BelfPhoaographS Hia rfintiags datd E d i

observations were publ i ssrhaepd 6i,n wthC aclhl eacatsi

84 Broadwood, Lucy E. and J. A. Fuller Maitlendlish County Sahda Cramer, London, n.d., first
published Leadenhall Press, Lond883, p.iii.

85 1bid, p.iii.

86 loyd, A L., Folk Song in Engldradyrence and Wishart, London, 1967, p.5.
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in theJournal of the Folk Song, Stayetp08’ (Béla Vikar had demonstrated the use of

the phonograph in song collection at @engrdsternational Bieisiquén Parisin

1900.%2 By means of Phonograph recordings, Graiwgsrable to detect the subtle
nuances used by the performer in the rendition of the song, i.e., use of decorations,
changes in pitch or the deploymentutiatoFrank Kidson, a Leebtsased antiquarian,

was the first amongst the folk collectors to rezeghie influence of print on the
formation of the folk song can®n.

In my approach to the manuscripts examined in this thesis, | build on the
strengths of these existing methodologies, using a scientific approach informed by a
rigorous examination of pi@a sources. The case studies in this work demonstrate the
value of investing the time and resources into the objective analysis of this aspect of
ethnomusicology.

When one looks at the association of folk music with place using rigorous
analysis, one fisdhat actually the music of the British Isles is more homogenous than
different. A specific example of homogeneity across regions is to be fAaliredlin
Wil liamsds es s ag¢fthe pea Thdmes gvhich deemonsrates ghe
changeable makeupsongs and their adaptability to specific locations. Williams, in his
essay of 1924, recognises that the songs from the Upper Thames were mostly brought
into the area from urban centres:

[H]ardly any of any of them are local. Songs are often claimed

for this or that locality, but if you should make careful inquires

87 Grainger, Percildridge &ollecting with the Phonogréaplpurnal of the Fating Socidtyiii No. 12,

May 1908, reprinted Balough, Teresmpiled with commentaiercildridg&rainger, A Musical Genius
from Australia: Sel&¥gt@ohgs by and about Percy Gdmivgesity of Western Australia, Nedlands, 6907,
1997.

8Mar i a Do mok o &rove Misic Orfidvdord NBugnliagd ,
http://www.oxfordmusiconline.com.ezproxy.york.ac.uk/subscriber/article/grove/music/48721,
accessed 28.11.11.

89 Francmanis, Joh@ he Roving Artist: Frank Kidson, Pioneer Song Coligettk Muisc Journal, Vol.

8, No. | (20011pp.4166, EnglistiFolk Dance and Song Society, http://jstor.org/stable/4522648,
accessed Ar.11.
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you would find that the evidence upon which the claim is based

is invalid. The mention of a plaw@ane in a song or ballad is by

some taken as a certain sign that it is a local piece. But very

often the evidence is absolutely untrustworthy. The song will

usually admit of almost any name being used. The professional

balladsinger, passing from town to town, substituted a fresh

nameo¢ f it the | ocality. 't hel ped t hi

served to sell their she®ts.
He goes on to speculate that the broadside ballad hawkers were part of a distribution
chain emanating from urban centres rather than the songs being generated in a rura
setting: 0There appear s-wittas, Verg wed trameddon a s
their work, and admirably informed as to the best means of captivating the ear of the
public. No doubt the work was remunerétivEhis implied professionalism ofth
song and ballad composers is in line with the main tenets of this thesis, which argues
that many of the manuscripts under consideration here were created by trained, paid
musicians.

Despite the homogeneity of music from across the British Isles, prusied

collections are often based on plaoeexample of a collection based on regiay be
found in the composed, printed sources foundratk Songs of the Upper Thames.
Williams includes in his <coll eGpsyindgn a s
stating that it was s um@gThemelodyistodesfeund i n g
in Vol. I (#23) of Lawrence L(e 28d(Qfreny ldetperbma nu s cr

North Yorkshire.

0Williams, Alfredi-olk Songs of the Upper Thames: With an EssalygoAdtiwiky in the Upper Thames
Neighbourhobdckworth, 1923, p.11.

911bid, p.12.

921bid, p.69.
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o AR
Figure 3In the days we went Gipsying

Contrary to Wil i a ms 08 s, thes piegegie a@rawingraom ballad. The
music to this piece was composed by Nathan James SpodE3@B12 he lyrics were
written by H. Edward Ransford, and it was published by J. Keegan, London. Its
inclusion in the Leadley manystccollection illustrates the adoption and adaptation of
song melody into the military and dance music canons, exemplifying both a shift in the
role of the piece and its wide geographical dissemination. Other sources also illustrate
t he s on g 0 swith aasparticalar glace, oite wenldle distribution and its
popularity. Romantic notions of Romany life must have captivated the imaginations of
those experiencing change and turmoil in the second half of the eighteenth century in
both industrial and ral settings. A copy of thdsawingroom ballad $ housed in the
Library of Congress sheet music collection, an arrangerdesépiknight published
in New York (18395. The Library of Congress descriptor for the collection that
contains the piece usc for &ation: Americ8heeMusic, 18832860 which claims

the song as part of American national musical heritage.

93The Library of Congreddusic forMdation: Americameetusic182@186Q Digital ID
sm1839 370030 http://hdl.loc.gov/loc.music/sm1839.370030, accedfdd 28
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The songds Vver na cdrawiagroonapheepande.cAncouptet §okns 1 t s
the smg is quoted by Charlotte Broiméthe first chapter afane Eyrand the music
was adopted by the Norght af f or d s hi r e Regient, as dregiméntalWa | e
march. Such deployments demonstrate the proliferation and popularity thfeboth
words andthe music. The genesis of tipgece is known and its performance
widespread; the song has no particular association with the Upper Thames Valley. It is
one of many pieces emanating from composed sources within the vernacular canon.
Another feature often associated with regional finasic times

problematicalliy is dialectWilliams, considering the use of dialect in song lyrics, points
out that the written use of dialect is an urban, ritidie pursuit:

The villagers speak in dialect, but they do not care to read it.

They are shockedhd offended to see their own language

written. The townspeople do not speak dialect, but like to read

it There iIis a difference. Clearly

was written by outsiders, not be those who spoke it. And that is
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why so very few of theegular folksongs survive in dialect

form®
The contentsof the collectionFolk Songs of the Upper Tapi@g clearly a canon of
musi c shared with other districts of Engl
r e a ¢ t* panderingyté bourgio standards and tastes in his writing, but he
nonethelessecognise®Vi | | icentitsuios to the understanding of folk culffire.
The essay by Williams is based on participatory observation and practical experience,
and it forms a valid commentary oraliculture and song performance in the Upper
Thames Valley.

Regional approaches have been particularly embraced in studies of Scotland and
Ireland because of the role of music in the formation of national identity there. Celtic
music exemplifies natioisal striving for identity and distinctiveness. With the
establishment of the Irish Free State and the ever increasing independence of both
Scotland and Wales, the twentieth century saw the creation of a distinct Celtic musical
identity. Bohlman commentpocatively on its revival and construction:

Those who inhabit Celtic | ands €& ha:
or at the very least, attempts to remember the culture through

the language have largely féledTo st em t he ineluctab
of forgetting, prometrs of Celtic identity have mustered a wide

variety of musical practiges A tradition of i nstrt

music has been moulded into an instrumentarium with harps

%4Williams, Alfredi-olk Songs of the Upper Thames: With an EssaygoAdtigikn the Upper Thames
Neighbourhobdckworth, 1923, p.13.

95 Harker, Davek-akesong: THanufacture afigd-olksodd 700 to tHeresemay Open University
Press, Milton Keynes, 1987, p.214.

% bid, p.211.
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and bagpipes, both of which had been almost entirely forgotten
by the beginning of the ninetenentury’

| have pointed out elsewhere the common sources of the music of the British Isles, yet
musicians and audiences continue to desire regional musical dialects; this is an essential
aspect of nationalism. Distinct national musical tdrsticdo exist: the Scotamap,
for example. The Scottish snap is essentially the Lombard rhythm employed by Bach
and Vivaldi in the Baroque; it was introduced during the seventeenth century. In
Scotland this period is calléed he Sc ot tclaimihg aBlesaretegganeedand
separate musicality for the natioessentially it is a melange of dance and mainstream
concertmusi@ The Bar oque i n Shbeammdregpredse destripjpoht t h e

GeorgeEmmerson attempts to pinpoint musicalrati@ristics particular to
Scottish music in his historytheScottiShc ot t i s
idiom3™ His observations are based on those of Alexander Malcolm (1721) and Finlay
Dun (c.1860). The features of Scottish music Dun dransSaat to appear vague and
nebulous. For examplee notega]terations of the major with its relative minor; the
melody moving to and from these keys to the exclusion of every other, and not at
r egul ar .”The samattribatesanight be exhilidtby popular songfrom the
second half of the twentieth century. The characteristics highlighted by Emmerson
form a convoluted, wordy case containing little concrete evidence with the exception of
the citation of melody titles.

Contrary to &mmarisom®Hs amds i n keepin

comments above, bagpipes were revived as part of a nationalist Rapbaritzk

97Bohlman, Philip VéMusic, Race, artlde End of History in Modern Eurafpeh.20, p.665, from,
Radano, Ronald and Bohlman, Philip V., Bdsic and the Racial Imagibatiersity of Chicago Press,
2000.

%8 Emmerson, George RantifPipe and TrendSining: A History of Scottish Dan¢&®bMBii&

Queei University Press, Montreal, 1971, p20PR

991bid, p.202.
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Cannon highlights the revivalist influence of the Highland Society of London on the
encouragement of highland pipe playing.

By the 1778 there was concern that bagpipe playing was in

danger of extinction, and it was this belief that led to the

formation, in 1778, of the Highland Society of London, a body

of gentlemen who incorporated themselves with various

objects connected with the Heyhd way of life but especially

with preserving the Gaelic language, customs, and®music.
The mythology surrounding the highland bagpipe and its music is a complex
fabrication, a mesh of falsehood and truth in which the actuality is difficult to establish
or validate. What is relevant to this study is the impact of thgeson the music of
Scotland. As with the Northumbrian srpgles (see below) and the uilleann in Ireland,
the technical peculiarities of sypgres engender distinct features intontkigic they
play. With no means by which to silence the chanter throughout the duration of a
melody, fingering techniques are deployed to compensate for repeated notes, phrasing,
etc. It is this feature of the instrument that has nurtured and perpetediedtttsh
snap. Many musical characteristics often thought of as regional are actually technically
determined by the peculiarities of instruments.

The determination on the part of the performers and analysts of traditional

music to create regional styleespecially evident time casef Ireland, where the
styles of Sligo, Kerry, Donegal, etc. are seen as distinct traditions. littheferrs
evidence to support this construction. For example, the playing style of the doyen of
Sligo fiddling, Micleh Coleman (1861945), owes as much to the music of the New

York swing era and the dancing of the foxtrot as it does the music of Ireland.

100Cannon, Roderick Drhe Highland BagpipgaMusjcdJohn Donald Publishing Ltd., Edinburgh,
2002, p.74.
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Colemands recordings and techniqgue were
Ireland aspired with their rapigbtets and syncopated rhythms.
Gammon concurs with the fixing of style to place, or as he térRbguut

he also recognizes the importance of performer competehebitQhe writes:

A style is a set of elements which cohere into a way of doing

things musically (we could call it a musatasityso borrow an

idea from Bourdieu.) It exists as a set of -sulgjective

notions and a related set of musical practices belonging to a

social or cultural group. (Style has elements in common with

such things as craft methods or accent and dialect in

language?
I maintain that dialect and accent when applied to music are distinct features. Musical
accent is interpretation and idiosyncratic rendition whereas musical dialect involves
distinctive technita f eat ures of the musicds struc
acknowledges that some individual performances may well be attributed to the
competence of the player or singer to interpret the music.

All kinds of music have practitioners of different levkels

competence. Competence can be defined as the ability to

manage voice or instrument to execute the particular stylistic

norms of a particular kind of mu¥fc.
I ndi vidual performers can have a profounit
of a regdn as a result of their outstanding ability.

The whole area of @dnjectute, maidh yofl vénidh is s r i

founded on scant or neatademic evidence. Debates concerning the styles of fiddle

101Gammon, Vigdroblemsn the Performance and Historiography of English Popular Churcid Music
Radical Musicolp@906 parl6, http://www.radicaimusicology.org.ukaccesse2B1108
102]pid, para.14.
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playing during the eighteenth and nineteenth centare only be based on the
evidence of printed music and manuscript collections, which point towards the playing
standards of the concert platform as an aspirational goal. During the twentieth century,
with the development in recording technology, itéas imade possible to subject folk
performances to analysis of stylistic interpretation. There were many more field
recordings made of singers than of instrumentalists during the first half of the twentieth
century. However, the commercial recordings of Clmagh,JamesScot Skinner,

Michael Coleman and others give us some idea of the stylistic norms of the time.

The only county in Englanidathas definable, distinct, traits in it fousic is
NorthumberlandTom Gilfellon and Lloyd comment that tbeN o-eastérn musical
tradition € i s un®%itkpeculianfgaturestate dearived from thér e w
unique technical features of the Northumbrian smallpipes. The stglecafitaying
on the Northumbrian piper§,p o p p i agpipgr Blia €aisley described the notes,
is made possible by the end of the chanter being closed, enabling it to be silenced. This
feature of the instrument has been much demanded and emphasised by judges of
competition playingdoweverexponents of the instrumte like Billy Pigg (1962968)
would also incorporate open fingering in their playing technique; therefore, other
techniques and modes of playing were acceptablestddwmtéeature of the
Nort humbri an smal | pi pes has beneaotheradopt e
instruments, most noticeably the fiddle and concertina. | suggest that adoption of this
stylistic trait this is a recent fabrication. One only has to listen to the violin of Jack
Thompson of the Cheviot Ranters to realise thatathemeraodvibratéeatures in his
playing owe much to the playing style of Fritz Kreisler, not to the petsiickto
playing capabilities of the Northumbrian smallpipe chalitsrMathews, writing in

1971, says the Cheviot Ranters are:

103Gijlfellon, Tom and Lloyd,.A ., Northumberland For Ever: Dance and Song frefash@ iNoHIgh
Level Ranters, Topic: 127186, 19@8@ve notes.
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[A]Jrguably the most dismgui shed and O6authenticd

folk dance bands [ F] ol k musi ci ans of enor me

experience in the handling of traditional tunes for dancing, the

group offers a reliable presentation of the style, form and

tempo proper to the English commyrdancé?
This extract claims the Cheviot Ranters as exponents of English community dance.
However, the format and style of both Irish and Scottish bands of the time was the
same as that the Ranters. Their repertoire was based on the ceili banchganie of t
twentieth century, but Jack Thompsonods pl
the O6classical & orchestral tradition.

Another feature of the Northumbrian smallpipes that has led to melodic

characteristics of tieNorthumbriaa duse s theresirictegin c e
range of the chanter. Recently extenalege chanters have become more readily
available. The restricted compass of the chanter has resulted in features of both song
and dance tunes that seek to circumvent theraiohdby compensatory melodic
adjustments. Lloyd writes:

Odd, difficult and delectable such tunes are, with their

seesawing sixths and octaves and what has been called their

odongdongingé bet ween toni c and s u

present in scores of melodadsthe Northeast | n many a

pipetune a forgotten song is hidden, its original shape masked

by odd leaps and curious chehifts due to questions of

fingering or peculiarities of bagpipe construtfion.

04Matthews, Nibsound of the Chevi ot s: ,Topie1l2Tl4 WOylot Rant er
deeve notes.

105] Joyd, A L., foreword, J. Collingwood Bruce and John StokoeNBdhiumbrian Minstrelsy: A

Collection of the Melodies, apip&maties of Northunfdcgimile, Folklore Associates, Hatboro, 1965,

originally published 1882, pixv
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There exist, as a result of the influence of tkalige technical features of the

Northumbrian smallpipe chanter, songs that display these odd leaps in their melodies.

n OFi ||

t h &% tiea opkning dar #emonstrates a characteristic

Northumbrian smallpipe chanter leap of a major seventiy thstivocal expertise of

the singer.
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augmented fourtbsas striking exampgl®’ He ges on to relate the experience

encountered by Newcadtlern William Whittaker (189844), who was principal of

the Scottish National Academy of Music and Professor of Music at the University of

Glasgow:

Whittaker tells of a German musician when comfdonith

the | atter song

i ncredul ousl y:

[ 6Shewds

t

oDo you real

di strict sing these songs?

it . The Ger man

answer ed:

0

0

he way t
ly tell

Whitt ake
| f your

106 polwarth, Gwen Marchamolk Songs of NorthumhetlsedPress, Newcastle upon Tyne, 1967, p.22.
107] loyd, A L., foreword, J. Collingwood Bruce and John StokoeNBdhiumbrian Minstrelsy: A
Collection of the Melodies, apip&mateNarthumbrigacsimile, Folklore Associates, Hatboro, 1965,
originally published 1882, p.xvi.
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song they must be the most musi cal

Whittakerds reply was® O0Who told you
Such anecdotal evidence is fodder for -mygking and besides being a somewhat
amusingecollectionit has a disturbing racial base. The Germanarapgdeave had a
particular interest in the music of Northumberland; in 1929, Frank Howes led a group
of 6fol kd singers to perform in The Hagu
singers was Northumbrian piperspoinsout,Cl oug
dwas specified by nd&EMee Weimar Rdpulitanr whighi na |l i
the Third Reich emerged, purpdrito maintain German superiority in all aspects of
human endeavour, including music. (Perhaps the music Clough performed and that of
Northumberland challenged this delusion.)

As this section of the chapter has explo@thlars and enthusiasts of folk

music often place great emphasis on regionalism. They use regionalismoas a grid
whichto place the music, to map music, and it becomes an end in itself. As | have
shown, however, for the British Isles, regionalism iheohost useful framework; a
strictly regional approach to folk music overlooks important common features across

regions.

2.1.2 Nationalism and Racism

Nationalism, ethnicity and racism are important aspects of musical identity, and an
examination of their impditions for traditional music is relevant to this study. Bohlman
extends national and regional musical considerations to include aspects of ethnicity and
race in his essay dtusic, Race, and the End of History in Modeder&omsprating

that they arénextricably linked to musical identity. He points out that in Germany a

108|hid, p.xvi.
109Howes, Frankritish Folk Song Abroadournal of the Folk Song, Blacidg; Vol. VIII, 192%.161.
Reprinted fronThe Musical Timgsi, 1929).
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series of song collections, ttendschaftliche Volkslwdez published with a view to
demonstrating the geographical extent of German culture.

Each volume would represent a singlp |l ace e a single

landscape, with its distinct musical map. Though initiated in the

wake of World War 1, the volumesLaindschaftliche Volkslieder

continued to appear until 1971, reaching a total of 43 volumes.

The history of this mapping of Germanguly € i nter sected

with the most dramatic and devastating periods of twentieth

century European history, indeed musically representing that

history¢e. The i ndividual vol umes of t he

mobilized German history through complex representational

practices. The songs appear on the pages as if taken from the

past, but the illustrations and arrangements deliberately

recontextualize them for the futtife.
These songs, as part of German identity, were thus utilised to bolster the ideology of the
ThirdRei ch. 6Guitar Playing Hansd (bedow) w
speaking lands of Europe. The heroic, swallling, conqueror image presents a stark

cortrast to guitar carrying Hans.

110Bohlman, Philip V@usic, Race, and the End of History in Modern Edrop20, p%l, from
Radano, Ronald and Bohlman, Philip V., dsic and the Racial Imagibatiersity of Chicago Press,
2000.
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Above is the front cover and a depiction of a Germariorom the publication of

Der Zupfgeigenhahs copy printed by Friedrich Hofmeister, Leipzig, 1916. The
volume formed part of the esprit de corps of German youth organisations. Such
deploymenbf song is reminiscent of Dindb s pat r i othe Mapokanicmgs f r
Wars contained @ampbell I.

The Zupfgeigenhaadlection of German folk songs is associated particularly
with the Wandervogel youth movement. It was originally published in 1908.-The flag
waving, jingoistic deployment of music is ediliso intoxicate the mind into
nationalistic fervour; a sense of identity and place are regarded as essential elements of
the collectionds makeup. These vol umes
Fatherland, evoking patriotism.

The folk song revivadf the late nineteenth and early twentieth century in
Britain may be considered as an adjunct or an offshoot of musically based nationalism.
In the British Isles national song collections towards the latter part of the nineteenth
century became increagynigicused on the constituent parts of the Kingdom. A series
published by Boosey and @andon and New Yojkrom the 1870s onward includes
separate volumes fohe Songs of Endandlumes)$cotlanivalesndlirelandplus a

volume ofManx Nation&ongd he unity of the constituent parts of the British Isles is
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illustrated byHarold Boulton andArthur S 0 me r Sangs lofdtte ,Four Natidrs
i mpressive volume of O6national &8 songs c
displays late Victan moves towards the folk song revieahllded by Frank Kidson,

BaringGould and Lucy Broadwood.

SONGS OF THE FOUR NATIONS. CONTBYTS—Contimuic

CONTENTS.

English.

XXXV Mvin CHARAINE  wie oo oo oo |

26" Bowtion | Myle Charaine

) THO DA Lagacy e o woihon

Boulton also edited the two volume compilation of Scottish songs with arrangements

by MalcolmLawson,Songs of the Nontlth songs available separately. Referring to
Scotl and as the North emphasised the wun
dedication to OHer Maj esty, The Queenod
culture. A similar compilation wBstish Mistrelsie: A Representative Collection of the Songs
of the Four Natjowkich comprised four volumes with arrangemenisdaptParry,

John Greig,F. W.BussellH. Fleetwood Sheppard awl H. Hopkinson. All of these

collections of national songs aretsgiano accompaniment, as were the majority of

the compilations of folk songs that w&wen to follow. Notabl\BaringG o u | Sdngjss

and Ballads of the \I88®91) established the format for subsequent collectors to

111Boulton, Harold, andrthur SomervellSongs of the Four Nations: A Collection of Old Songs of the People of
England, Scotland, Ireland and Waldglds®atie eveBeforBublished withmplete Words and
Accompanimeht8. Cramer, London, 1893.
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follow. Two significant exceptoareJohnCollingwood Bruce antbhnSt o kThe 6 s
Northumbrian Minstrelsyd K i TdaditmmaldTsinegich were both published with
words and melody only.

The English folk song movement &bk prot
national songsush as Dibdi 6Tem Bowlingaking the case in Idsglish Folk Song:
Some Conclugtdéhsi r st published 1907, that only 0
in schools. His bowdlerisétlk Songs for Schpoldished with the assistance of
BaringGould, were to be inflicted on English school children for th&bgsars.

In the second half of the twentieth century, as part of the revival of the traditional
music of the British Isles, McColl pronounced $shgers should perform the songs
from their own locate This was a reaction against American hegemony in folk music,
its commercial encroachment into popular music and commaodification.

[McColl] became concerned that British traditional music was

being wamped by American styles. He therefore introduced

his cont r ov ed sngesslhadd@opperfoimcsgngsr ul e o

from their own tradition, depending on whether they were

British or Americah?
Ironically the British National Party, at the outset of trentyfirst century, claimed
British traditional music as paftits political agenda, proviag the establishment of
the Folk Against Fasasovement amongst performing revivalist folk musicfars
adoption by the extreme Right of the musical tnasliibthe British Isles would have

been an anathema to McColl, whngviead&dever d

112Sharp, C. J., edaudKarpeleskEngish Folk Song: Some Condlsionsy Books, Kingswood, 1965.
113Dpenselow, Rohj MacColl, Ewan (19859899 H. C. G. Matthew i@xford Dictionary of National
Biographgdited by H. C. G. Matthew and Brian Harrison. Oxford: OUP, 20(#e €xh, edited by
Lawrence Goldman, May, 2010. http://www.oxforddnb.com/view/article/40664 ac22skHd .

14Folk Against Fascisttp://www.folkagainstfascism.comdccessed 12.08.12.

15penselow, Rohj MaéColl, Ewan (19859899 H. C. G. MatthewOxford Dictionary of National
Biographgdited by H. C. G. Matthew and Brian Harrison. Oxford: OUP, 2004. Online ed., edited by
Lawrence Goldman, May, 2010. http://www.oxforddnb.com/view/article/40664 accessed 22.11.11.
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The rightful inclusion of the music from immigrant communities as an integral element
of the traditions of the United Kingdom by perfasnguch a3he Imagined Viffdge
has highlighted the diverse and-elianging natuief themusic of these isles.
The incident with the British National Party was by no means the first case of

folk music being used to racist ends. Racism rears tsagyly the original context of
the ball ad, coll ected by SE@hid: psh Simildr ot her
stories were used to incite pogroms against the Jews as early}’detjid.Nettel
relates the story surrounding Hugh of Lincoln:

His death was made a reason for a pogrom. Many Jews were

arrested, some executed, many tortured, and the whole Jewish

community forced to pay an enormous sum to obtain the

release of their compatriots from pri&én.
We have here an example of song beirlgyéepto reinforce racial victimisation. What
is striking is that such a ballad should survive to be commented on in the twentieth
centuryAnex ampl e of t he pi ec eTraditogal Turees df theuChild 1 n
BalladsA pertinent extract is &dlows:

The first that came out was a Jew0s

Was dresséd all in green;

oCome in, come in my little Sir Hugh

To have your ball again

ol cannot come there, | will not come there,
Without my playmates all,

For | know full well my mother dear

116The Imagined Villédp://imaginedvillage.com/, accessed 221.

117Nettel, Regind] Sing a Song of England: A Social History of TradRicoah&driguse Ltd., London,
1954, p.68.

118|bid, p.68.
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awill cause my blood to fall

The first she offered him was a fig,
The next a finer thing;
The third a cherry as red as blood,

Which tolled the young thing in.

She sat him on a gilty chair;

She gave him sugar sweet;

She laid him on a dresser board,

And stabbed him like a shéép.
The whole incident is thought now to be a malicious fabrication and the song a
remnant of racist persecution. Folk song and music give us a perspective on historical
events, movements, personalities, etc. that do not always wdthc current
understanding. They are of their time, and they give, as in this case, a disturbing
reminder of the possiity for unsavoury implementatsof music and song.

I n contrast, Mc Co |l kb acri tSetsr itkheed sapsn ga né Ta
opinion away from racism. The song was Ww
fireman on a steam locomotive at Kings Cross, Ldffdanl957 the workers in the
locomotive shed went on strike in order to bar coloured workers. The National Union
of Rail waymen refused tbabadackathedstri ke,

The shunters broke the grip one day,
The Kings Cross googiard when on strike;

Not in a fight for better pay,

119]bid, p.69.
120Seeger, Peggy d@danMcColl The Singing Island: A colleEtigtisif and Scots folkbtitkgd$lusic,
London, 1960, p.36.
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But a coloured man they did not like.

They didnot | i ke that coloured man,
They woul dndét work with him they sai
In truth it touched their overtime
And so to a colour bar it led.
é
Jim Figgins [N.U.R.] said: 0Get back
This is a strike weodol|l not support
This is the kind of prejudice,
The unions have al ways fought . 6
é
Man, dondt | et smoke get in your eye
Kindle that flame and keep it bright;
To proud traditions still be true
And make those joined hands black and véhite.
| sense the pen of McColl in these verses. It emanates from the era of the protest song
and civil ghts campaigning in the United States. The piece is in line with the social
commentary songs of Woody Guthrie and early Bob Dylan, i.e., written with the intent
of changing public anegernment opinions and poli®&ot h o6 THear C®&ltaurk e
and 0&hroH Lincolnd demonst dadomegsdsioels act i

of political and social leverage, redolent of their eras and offering insight into both

conflict and emotion.

121|bid, p.40.
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2.1.3 Musical ldentity: Conclusion

Evidence of ownership and identityrinsic and the emblematic deployment of music
abound in the manuscripts considered in this thesis. Unlike printed sources, the
manuscripts considered here demonstrate the practical deployment and selection of
repertoire. They reflect or reject the poljtgmzial, religious and economic influence of

the times from which they emanate.

There are regional musical differences among the component parts of the
British Isles; however, there are also common features that align British music with the
European tradon. | have shown in this chapter that there exists an innate human need
to identify with and possess music; music forms a focus of group cohesion. The social
and political adoption of music is inextricably linked to 8peszee the concatenation
of music anderroiwith the pitfalls of an owsimplistic mapping of styles to specific
areas. The actuality of the interplay between music and identity is complex, a
mul tifaceted | inkage of i nterpretive sty
The relationship between these factors is by its very nature in a constant state of flux.
Historically, the homogeneity of the music within the British Isles is seldom
emphasised. A large proportion of folksong and music collections are based on specific
locales, leading to assumptions concerning verifiable localised musical traits.

Music and song are often deployed to reinforce national identity. They have
been associated with the emblematic representation of patriotism, especially in martial
contexts, forcenturies. (One has only to consider the fiftee®@m t ury GO0 AQgi n (
Carol 6 to realise the Il ongevity of t his
examined in this study exemplify the exploitative use of music in the promotion of
militaristic eqjt de corps, along with incitement to battle purveyed in the guise of

bravery, courage and gallantry.
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The deployment of music for both racist subjugation and the promotion of
equality are evident within the field of traditional music. Early twestiéitly
collectors operated withia societythat upheld a much less enlightened attitude
towards race than exists today. Examples of racial stereotyping and underlying prejudice
form the basis, as Bohlman has shown us, for much of the ethnomusicological work
done in Europe, especially during the first half of the last century. ThHsokcab
climate is much changed, but prejudice and discrimination still abide within traditional
and folk music.

Class is a more useful tool of analysis than regionattsenconsideration of
traditional and folk music. This study uses alidassl model of society, including
Marxist distinctions between the proletariat; the bourgeois, middle classes; and an
upperc | ass ed idarethr dWawguinl t ur e Bubjective descfiptos.n v a g
The permeability of class barriers is exposed in this chapter, as is the ability of some
music to gain acceptability across social divides. Pieces ThelOub Arcatffaand
the idyll portrayed ifihe Hidden Irefdhare escagigabrications, nothing more than
constructegbucolic myth. The desire for a pastoral idyll is near universal.

Song and melody bool® c o f f MighaePickeringsrefers to théthd can
only convey a taste of the full diversity and extent of tla Isas®from which they
emanate. Handwritten musical manuscripts offer the opportunity to investigate the
music of particular individuals and to focus on the pieces selected by them for their
audiences, thereby giving a participatory credence to ahladyseconstruction of

past actuality is a nachievable goal, but the manuscripts provide a more realistic

122Sidney, Philip, Sifhe Countess of Pemikotadi@lhe Old Arcadiall. Katherine Duncajones,

Oxford University Press, Oxford, 1994.

123Corkery, DanielThe Hidden Imeda A Study of Gaelic Munster in the EighteerdillGewtury

Macmillan, Dublin, 1975.

124pjckering, Michaeélijllage Song and Culture: A Study Based on the Blunt Collection of Songs from Adderbur;
North Oxfordshi@oom Helm, London and Canbefr@82, p.3.
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sense of music in its time than printed collections or other historical records, a tangible

link to music as a lived experience.

2.2 KeyThemes

2.2.1 Slyle aid the Redeployment ofMelody andlts Consequences

There has been a shift away from epistemological, retrospective analysis of vernacular
music to a focus on style, performance technique and the use of space. These are now
major concerns of the analyststrafitional music today. Gammon, in his critical
analysis of current performance of English church music, emphasises the import of
O0styled and O6historically informedd inte
competenc®®> Such informedconjeture pervades present ddiscourse and
performance of vernacular music. The diverse usage of melody, contained in the
manuscripts under scrutiny, suggests a multitude of performance spaces and varied
styles. However, itp@ssible to call on currgmtformance of, for instance, the Ulster
marching band tradition or the American War of Independence and Civil- War re
enactment fife bands performances for some indication ofsaspestyle and
interpretation.

It is important to examirtbe contexts and dégyments othe pieces from the
manuscripts, and one of the most fascinating aspects of their contents is how melodies
roles shift when taken out othear original contextMelodies are most frequently

redeployed betwesong, dance and martial music.

125Gammon, Vic@Problems in the Performance and Historiography of English Popular Churéh Music
Radical Musicolp@906 parl6, http://www.radicaimusicology.org.ukaccesse2B1108
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222 The Selection Process

Any piece performed outside its original space or role, physioal souib| is re
contextualisedThis study investigates the significations that result from such re
contextualisationd the elements that are carried, and whg.vibrks of Grainger or
Vaugharwi | | i a ms, for exampl e, which contain
material from the parlour (cottage) to the concert platform and immerse the melody in
orchestration. Such shifts in performance context are multioma¢ckanges of time,
space and social context. The impact of melody, which has been subjected to a filtration
process of selection andcantextualisation that refines andulte, is evident in the
wor ks of these composer s: these are 06goo
popularity and common acceptance. These melodies have undergone tests of
acceptability demonstrated tiweir inclusion in the popular cancend they have
endeared themselves to many, often for several centuries. This process is not restricted
to 6fol kd mel ody. Mel odi es written by Ha
contexts faremoved from those intended by their creators. One carspedulate
what Handel would have thought @Dead March in Sauld (1
accompany masonic raising ceremonies, military funerals and executions for cowardice.
The piece is used for funerals to this day, both military andncivibr bothroyalty
and commoners.

The selection of melody for inclusion in the manuscripts, and therefore in
repertoire, is an underlying and recurring concern of this study. Below is the notation
from Francis Ripponds manuscr iTpetRoyalous ed

DragoponGuar ds and T h eOwnARegimeneof YorfkshisanlYerls 0
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This example demonstrates the elements of simplicity and memorability coupled with a
hook that captures emoti on. Thi shaveabr i dg
formed part of an arrangemeiut it may well have been used as a solo cornet piece

for military internments. A more detailed analysffei®din the section of this work

on the Rippon manuscripts.

It is the human need for the security of the familiar réiatorces and
constructs the popular canon of such o6tr
both the performer and recipient, assists familiarity and acceptability. The process of
selection is by its very nature coupled with rejection; tberefdremeral pieces
abound in these collections, but their melodic merit is validated by way of inclusion in
the manuscripts. The compilers of the manuscripts considered them of sufficient merit
to warrant inclusion. This sets them apart from the thoushne$ected pieces
published over the last four hundred years that did not meet with the approval of the
manuscript compilers, let alone those pieces publishers did not print. The manuscripts
are evidence afselection processsifting and distillingf the melodic content, which
adds to their worth in terms die memorabilityof the included songsnd their

significance to the recipient.
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2.2.3 Continuity/ Changeover Time

The manifestation of changing tastes and the evolution of a canon is a fascinating
aspect of the contents of these collections. The popular mustagfdisplays atavistic

traits that are traceable to racidroll, jazz and the blues, but artists continue to strive

for innovation and originalitfhe evidence presented by the manuscwpish are

indicative of musical trends of the early nineteenth century, suggests a more sedate rate
of change than that witnessed in later perio@&i r Roger de Coverl e\
the ninth edition oThe Dancing Master695, remains to this day part of the country

dance canon as a dance and as a nfélEstgmples of such longevity abound, yet
ephemeral dance pieces displaying fads and fancieeh&omhirligid651) toThe

Mashed Potand The Monke§d960s) in #ir thousands have sunk into relative

obscurity.

2.2.4 Downward Filtration of Culture

The traditionalist stance regarding the origins of folk music is founded in notions of the
organic growth of culture. Bohlman describes the genesis of these notions:
The earbst theories to concern themselves with folk music
itself & those of Johann Gottfried Herder [18803] and
Jacob Grimm [178%863], for exampkefused nature and folk
soci ety. When Herder did specify ¢t
fol kd he prtenfeawr raesd 6w | sIddbe and 61 ack
or g ani wpolizit that s, close to nature so that they
could be more respoNawmrpoesie t o O6natur €

Denying that a folk song could have a composer, Grimm

126Barlow, Jeremy, edhe Completei@ry Dance Tunes from Bdyéorcing Master (2681728)
Faber, London, 1985, #341, p.95.
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announced that 0 aselffamd tkkansmitsng compos

itself'*’
Empirical evidence relating to the provenance of pieces found by tracing origins of the
contents of these collections demonstrates a flow of material from printed sources to
the popular milieu and vernacular deployment. THenee to be examined in the
body of this thesis suggests that the melodies in these manuscripts are composed pieces,
which means that they fall outside Her del

Fleischmann and Quilleabhain, in their exacting scrutinythaf sources of
l rish traditional musi c, demonstrate how
and composed piecddlt is their work that gave impetus to this study and highlighted
the composed and printed works from which the Irish musidalonwas formed.
This thesis demonstrates the similar printed roots of the contents of the handwritten
manuscripts under consideration by applying Fleischmann a&d Ol eabh §i n
methodology.
This thesis examigithe provenance of the material cor@d in the manuscript

collections to demonstrate a downward filtration of cudtunethis case, musit
through the social echelons of society. The fact that the contents of the manuscripts
stem from printed sources, as this thesis reveals, formsachgle t o noti ons
culture and is inimical to much mainstream consensus on the matter. Lloyd considered
that the downward filtration of culture model asserted by the German political
philosopher and politician Friedrich Naumann @B®) to be amdarr ogant
hypothesi@He goes on to state:

The proposition of Naumann and his fellows is that song, like

all other kinds of art, filters downward through the layers of

127Bohlman, Philip VThe Sdy of Folk Music in the Westédnlidaana University Press, Bloomington
and Indianap,1988, p.7.

128Fleischmann, Aloys aMicheal SlilleabhainSources of Irish Traditional MusicX856002

vols., Galland, New York and London, 1998.
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society until it comes to rest among the lowest classes, where it

lingers on as folkoag which is merely the vague and

sometimes distorted echo of of@shionable musical and

poetic culturé?®
My intention is not to refute the creat.
to demonstrate the intrinsic link between folk song andgromelody as cultural
entities and secondly to illustrate the fact that, as hedstatesa f f i ¢ bet ween
differing social classes proceeds in both direitfons

There has been agev al uati on of notions of o6fol

t wentieth century. As Gammon states, 61 n
nineteenth centud’' 6 Tr adi t i ,oas al terpmhass dramdier and broader
connotations t htaspnasFinfaroviaki | €drygdp,utand t , 6 m
Opopar é mu$The corfsensum 6f thought pertaining to folk song and
traditional music establishedHrgncis Childe, ShaapdLloyd which had grown out
of nineteentltentury Romanticism and the socialist drive towards a validation of
proletaran culure, were attacked Wbyarket*® and Boyes® Ben Harker, in his
bi ography of Ewan McColl, writes: 0o0Dave |
to apply sustained critical pressure to the workerist romanticism and shaky scholarship
sometimes undaérpn ni ng the political revival ds c

class musit® Gammon acknowledges this shift in the view of the academy when he

129] loyd, A L., Folk Song in Engldrivrence and Wishart, London, 19633.p

130]bid, p.54.

131Gammon, VicBob ShatwelandPaulSartineds. Hampshire Dance Tunes: Qaunt@#unes from the
Pyld&-amilyManuscript 1822o0bgolin Books, Henfield, 2006,.p.v

132Valley, Fintarhe Apollos of Shamrockery: Traditional Musics in the ModefiSfaes, Martin,
andPhilipBohlman eds.Celtic Modern: Music at the GlobabEaregeow Press, Inc., Lanham and
Oxford, 2003, p.204.

133Harker, Davelrakesong: THenufacture of Brdiistksodd 700 to tHeresemay Open University
Press, Mibn Keynes, 1987.

134Boyes, Georgin@he Imagined Village: Culture, Ideology and the English&oth&seivalniversity
Press, Manchester, 1993.

135Harker, BenClass Act: The Culture and Political Life of EwaRliMad@els, London, 2007, p.245.
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states: 0By the 1980s the assumptions of
and new views weesnerging* However, much of present mainstream thought falls
i nto two schools, that which adheres to
deconstruct this established stance, thereby recognising a move towards a broader view
of popular musicalulture. | consider more completevaluation of this aspect of the
recent recontextualisation of the contents of eighteeatid nineteenthentury
handwritten manuscript collections as essential to this study. The insight gained from
the disseminatioaf the contents and context of these manuscripts demonstrates the
foundation and underpinning structure of
The compl ex natur e o f-fadetegandany simpplisticar 6 o
application of sociatobility models to musical items must be consideredaorttext
of time and place. Such musicological considerations as reception, performance
interpretation and space must lie in the realms of conjecture or informed assumption
when dealing with manuscript artefacts that are the lingering evidence of sound that
di ssipated |l ong ago. Any revivalists®d mi
manuscripts has both the o®mwhthibdrawmmd 6f ol ki
What is evident in these collections is a commonality of purpose and use. They
are a partial reflection of the fashions and sensibilities of their time. Certain forms of
music, such as the symphony or the opera, are not included. Gammon recognises the
diverse aspects of traditional culture when he,sialetk er e was no myst
peoples and traditions in the past, any more than there @’today
The hierarchical, pyramidal structure of society at the turn of the eighteenth
century and into the nineteenth century was headed by the royalty and an aristocracy

with a taste for the asical and operatic music of the continent, which was less

1B8Gammon, VicBob Shatwell anBaulSartin, edsHampshire Dance Tunes: Country dance tunes from the Pyle
family manuscript 1B2ibgolin Books, Henfield, 2006,.p.v

137Gammon, VicDesire, Drink and Death in Engkshnigovernacular Sb66@1900 Ashgate

Publishing Ltd., Aldershot, 200&,%
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accessible to the general popufddéoblesse oblige was exercised with composers
Handel and J. C. Bach receiving patronage from the Hanoverian monarchy. The
creation of the ballad opera genrendutine eighteenth century was an indicator of a
lower, compensatory culturdohnGa yBesg g a r (A728) i@qorparated popular
street ballads in English, satirised the Italian operas of the upper classes and heralded in
a spate of ballad operas acbkssp many. Middleton recognises the juxtaposition of
Gayds oOcriminal -lwdreldd waft hL cdrcdoont elmpwr ar y
anticipates | ater 0daé®FTfheirse nd a mftaroms itho sN
postmodern critical theory polemihich situates musicsiocial and political contexts,
as does this work concerning song, country dance and military music. The fascination
that the higher levels of society had for the simple life was manifested in the interest in
country dancing, rustsong and the rural idyll. Middleton points out that the music of
Gayods opera was taken

from preexisting sources, the majority from popular songs

current at the time found on song sheets, broadside ballads,

and, in many cases, two famous publishedctlieetions of

the seventeerdnd earkeighteenth centes, The Dancing

Masterand Wit and Mirth Or Pills to Purge Melanhthely

popularity of which already reflected a lmmigg aristocratic

and bourgeois interest in vernacular misic.
Middleton reogniseshe potential for the movement of music between social classes in
the fascination of the aristocracy and bourgeois with vernacular music. The intrigue and
attraction of the simple life was to become the driving force behind the invention of

0 f aonusic.d

138Cole, George Douglas Howard &aymondPostgateThe Common Peopl&194% Methuen,
London, 1992p.71.

139Middleton, Richard/oicing the Popular: On the SubpetaoiMegiRoutledge, New York, 2006, p.16.
140]bid, p.17.
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There has been |ittle work carried ou
Dancing MastBarlow in hisThe Complete Country Dancé' floresnot address the
iIssueMargareDeanSmith howeversheds some light on the matter:

[1]t is very rare to find the tunes Diie Dancing Magtamt
before 1651. Probably not more than a score of them are so

found and that only in the Netherlands collections of #te fir

(@]}

third of t h & Paradisus Musicus, 1R | | et

(@]}

Val e Gedergkl€ bk anck, 1s6FBeSche L8dtola r t e r
1621, PeidBd | er ophon, 1 6 22Stichtalytkd Camp huy s e
Rymen, 1647. With only one or two exceptions, the previous

appearance of these tunes in Britain is in manudcitigt

Fitzwilliam and Lady Nevls Yir@inal Books, very occasionally

in Cosynds Virginal Book, Ball et ds,
and Jane PickeriiglLute Books, and a few in the lute

collections at Cambridge. A very few have been discovered in

madrigals, rounds and catches. Afi@51, in which year

Playford brought out his Cittern Lessons, his Lessons for the

Viol, Musica Harmonia, Musick and Mirth (the parts of A

Musicall Banquet later issued as separate books)hand

Dancing Mastiee same tunes recur again and again antbtend

crystallize into a more or less permanent phrase an@form.

141Barlow, Jeremy, edihe Completeii@@y Dance Tunes from Bdyéorcing Master (@681728)
Faber, London, 1985.

142DeanSmith, MargareBroceedings of the Royal Musical Agtbckaim (185253)English Tunes
Common to Plagf@dncing Masétdmaylor & Francis, http://www.jstor.org/stable/766288cessed
191210.
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It would appear that melodies selectedtierDancing Mastene part of an established
canon prior to its publicatipatemming from a variedf sourcesas cited by Dean
Smith. An analissof the significance of the publications of John Playford is to follow.
We have seen that in tlseventeentttentury,the targeted audiersdor
P a vy fDancingdViasteere the nobility and the gentlemen of the Inns of Court.
Country dance was adopted into popular usage durgigliteentitentury. A parallel
to this dissemination of culture is to be seen in the development of English change
ringing. David Potter descrilibe origins of the art form having
developed as a sporting hobby by the English gentry during the
seventeenttcentury. They formed themselves into private
gentl emends c | utb practeentleir nesvtart r egul ar | vy
form**?
Once the pastime of the ejitthangenging was opened up to other classes as the
number of bell peels increased. Country dance was disseminated similarly, from the elite
to the lower classes.
The dissemination of culture from printed sources into vernacular usage is
evident withineach of the manuscrip@ddrssedin this work. The complex,

multifaceted makeup of the popular music categorised as folk music derives its nature

from all possible sources; it is an anmaupltoncept, in constant flux.

2.2.5 Interdependent Forms.Song,Martial and DanceMusic

The interdependent relationship between song, martial and dance music is also a
recurring feature of the manuscript collections. Song melodies are adapted for marching
and nationalist jingoism as well as to accompany dances of the dtage an

assembly/ballroom. Such recycling and redeployment of melody is much in evidence

143potter, DavidThe Bells of York Min§eacks the Printers, York, n.d., p.5.
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today, wi t h pi eces taken from O6knowno
programmes and advertisemehte.e peri od march o6Over the
instance, is dployed in recernélevisionproductions such &hargo signify validity
and authenticity in the mind of the recipi&theau t e wse df saditional music for
scene and mood setting, especially in historical film, has become rather a cliché, but it

nonet hel ess evokes the required 6authent.

2.2.6 Theatrical Influences

The theatrical stage provided a rich source of popular songnaedittoughout the
eighteenth and nineteenth centuries. Evidence of the influence of theatre on popular
culture is contained within the manuscript collections, which suggests that some of the
compilers of these volumes may have performed in th€amesiding the
classification of t hese musi ci ans wi t hi
performer enabl es the consiTheBabad Literatureof s
andPopular Music of the Oldenoritams a substantial body of emk relating to the

music of the eighteentientury stagé®

2.2.7 Development ofMusical | nstruments

The compilers of these collections were mainly instrumentalists. The instruments on
which they performed were those of their eras. One of the earliest exziapian

the British Isles of instrumental collections isTtie Skers. (c.1620), which is in
tablature form written for the mandour or mandore, a form of lute. The manuscript is

housed in the National Library of Scotland and pelmthe Faculty dtdvocates.

14Cornwell Bernard series of novels, first pub. 1981, with a following series of television films entitled
Sharp

145Camus, Raoul RMilitary Music of the American Revidiationiversity of North Carolina Press,

Chapel Hill, 1976.

146 Chappell, WillianThe Ballad Lig¢ure arfélopular Music of the Older? Tiole, London 1855,

reprinted Dover, New York, 1965.
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The contents ofhe Skeiaee a reflection of popular musical taste in the first half of the
seventeenth century, and | woul d <cl assi
repertoire as those manuscripts considered in this study. Thesmmtstourwhich this
collection was intended is of its time. Similarly, the Atkinson Ms. (1694) was written for
violin or treble viol, the fashionable instrument of its day.

The violin evolved during the eighteenth and nineteenth centuries to become
the ordestral instrument we know today. As the eighteenth century proghessed
instrument was used increasingly for the instruction and accompaniment of social
dance. There was a commensurate increase in the number of country dance collections
suitable for the instrument published. The German or transverse flute shows a parallel
technological development, becoming a popular instrument for gentlemen to play
towards the end of the eighteenth century. The use of the fife and drum in martial
music added to the proliferatiohpieces suited to the instrument in the public milieu.
This led to an increase in the availability of instrumenéscanmimensurate increase in
the number of performers. The addition of keys to the fife is considered during the
examination of melodies@ampbell |

The development of the piano after 1800 gamgate, and increased
production of instruments brought them into the parlours of the bourgeoisie. Derek
Scott has documented the proliferation of Victorian sentimental songs and ballads
throughout the nineteenth centtffyThese songs, along with danceienfs the
pianq were integrated into the popular repertoire of the VictBaangeoiskhis
development in domestic musiaking, with its operatic and Viennese chamber music
influences, is demonstrated in this work by the examination of the cohthets

manuscript collection of the Bristol governess Amelia Benwell.

147Scott, DerekThe Singing Bourgeois: Songs of the Victorian Drawing RdopeatthRerity Press,
Milton Keynes, 1989.
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2.2.8 Developments inN otation and Technology

The contrast between the musical notation of the Atkinson Manuscript (1694) and that

of Leadl eyods | ater (c.1850) manuscripts
notation was taken from the printend musi
virtually the same format as is used today. Inevitable lapses in concentration are evident
in all such handwritten collectipwhat is surprising is how accurate the majority of the
transcriptions areCampbell ¢ontains music of transposing instrusienith the
arrangement of 0 T h ¢seelpagb)foodarinéteand © fe. Ma r c |
There is evidence that some pieces are parts of larger arrangements without

corresponding melody and/or harmony.

229 Genderl/ssues

Much of the history of music igecord of the achievements of male composers and
performersAlthough there have been moves toward equality in the second half of
twentieth century, gender bias is found throughout recordeg. histisr is certainly
the case within the field of traditfolk song and music. Major female figures in the
field of the likes of Lucy Broadwood, Mary Neal and Maud Karpeles established
themselves towards the later part of the nineteenth century and into the twentieth
century. These female protagonists weraumittered howeverby male figuresuch
as FrancisChild, Baringsould Sharpand VaughaWilliams The musicians who
created the manuscript collections on which this thesis is foetesaitimalewith the
exception ofBenwell The following section is concerned with an examination of
gender issues teyapply to these collections.

Published country dance material displays a gender bids totset. John
Pl ayfor dds TheEnglishddarcing Mestes T@ t bes | Rgader 0,

addressed to gentlemen:
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The art of Dancing called by the Ancient Gré€rkbestiend
Orchestiss a commendable and rare Quality fit for young
Gentlemee | have ventured to put forth
to the view, and gentle censoir@ll Gentlemen lovers of this
Quality**®
A preface to the 1651 publication contains no reference to lady dancers, yet this is a
collection of social dance for men and women. The first mention of women is in the

legend at the outset of the bdBk.

These Characters expresse the Figure of the Dance.
) This stands for the Men
© | This for the women.

Playfad utilises the symbols thus:

The Wherligig Longwayes for six Z i (2
The fact that Playford maldtle mention of half of the participants in the dances is
symptomatic ofiis problematic attitude toward female participants in social dance.
In the eighteenth century, knowledge of musicseers as an integral part of
the education of a ladys a resulrawing, embroidegnddancingalong with music
making wereseen as beneficial occupations for wontenhad timéo pursuesuch
virtuous diversions’J a me s P ar a k accomplishmenis of empelass dvdrd e
designed to demonstrate tothewbrldat t he men of their f ami

be gai nf ul® Nurtueng @bility yire theSe creative areas was seen as

148pPlayford, John, ellughMellor and_eslieBridgewateThe English Dancing Master or Plaine and easie
Rules for the Dancing of Country Dances with the TunenaleéiyeDaapent with modern notation,
Dance Books Ltd., 1984, preface.

149]bid, p.vi.

150Broughton, Trev and Ruth Symes, dth®,Groverness: An Anti®litkgy, Stroud, 1997, p.67.
151Parakilas, James dnetschen AWheelockPiano Roles: Three Hundred Years of Life wijthiale Piano
University Press, New Haven and London, 1999, p.
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investment that enhanced matrimoniglbglity. Richard Leppert shows how musical

expertise was equated with social capital:

[T]he cultue demanded music as an appropriate mark of
femininity itself and female class status. As such music was
routinely viewed by parents

future matrimonial stock. It was an investment aimed at

preserving family honotif.

as an

The desirability of musical education for young ladies continued into the nineteenth

century. A governess able to instruct the daughters of the families of the emerging

Victorian bourgeoisie and nouveau riche would be a valued asset to the household.

Amelia Benwelbf Bristolwas one such governestio wrote out meticulously two

volumes of music for pianB.e n w e | 18@anpildidhgioffers a fascinating insight

into domesticdrawingroom culture during an age of revolution, famine, industrial

expansion and increased moralistic consciousness. The music manuscript collection of

Jane Austen is a significant representation of bourgeois taste at the turn of the

eighteenth century. Aar ge amount of work has;lbeen

consider it fortuitous that the Benwell collection came tdokghtuse ienabés the

scrutiny ofa female perspective on popular masid a comparison witlother

collectionsfrom the same perigds u ¢ h as Lawrence

manuscript compilation of AnBeonté(1843.

Lead]l

That men dominatethe field of manuscript compilation is-seifient. Both

Austen and Benwell were pianists, which was an accepted instrutheiuoialguhes

to follow at the turn of the eighteenth/nineteenth centuries and later into the twentieth

century. The gender divide with respeaigtument choice is staskolin and flute

152] eppert, RichardJlusic and Ima@ambridge University Press, Cambridge. 1993, p.29.
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players tended to be mads, wered accordinghyd the compilersof the majority of

manuscript collections.
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Figure 4T h e G esMusica Guanpadithe page.
Above is the title g of the gendespecificT h e G esrMudical @ampafisn3),
illustratingn its title and cover imatee masculinepracticeand performancef violin
and flute>®>This volume contains (€®p20@vhichfis Yor k 3
included in th&CampbellnhanuscriptNone of theofficial members of the army and
navy were womenwhich accounts for the disproport@ prevalence of male
authored pieces and performers in the fieldastial musicAlthough theCampbell |
manuscript is anonymotise martl nature of its contenésiggestit was compiled by
a bandsman.

The instruments played by the compilers ef tlandwritten manuscript
compilationsmay reflect gendered attitudes toward instrumentation. (Jackson and
Leadley were violinists, and Austen and Benwell were pi@@stieyed attitudes
influenced a shift from male to female dominance in the fieldtiof @ep playing.

Moloney, in her contextualisation of the manuscripts of Bunting, draws attention to the

153Hodsoll, W. and GouldingiheGentlem@&husicaCompanioBeing &ollectionkdvoritdirsRondos
MarcheSongssleeDances &uetsW. Hodsoll and Gouldirg Co., London, 1803.
http://www.archive.org/details/gentlemanscompanO0rageesseti20911.
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demise of the hayp!| ayi ng oO6traditiond of Ire*and at
Held in 1790, on the first anniversary of the storming of the Bastille, the Belfast harp
festival employed Bunting to note down the playing of the few surviving sean nos (old
style) harpists. With the backdrop of the rise in the nationalist fervourUniitete
Irishmen and the need to establish an Irish musical identity, Bunting went on to publish
many of the pieces played at the festival. Out of the ten harpists in attendance, there
was only one woman, Rose Mooney from County Meath. Charles Fanhurg, Art
Od Nei | | and Rose Mooney were considered
awarded accordingly. The hplgying tradition of Ireland was ostensibly a male
domain. This is in stark contrast to the current orchestral tragitich isbasedn
my observationgharacterized predominantlyféyale harpists.
The old itinerant, often blind harp playetgreotypically associated with the

harp, such as Turlough O Carolbaag lost their market with the decline in the
patronage by the Irish aoisracy. The ancient Gaelic system was ousted by Cromwell
inthe mds eventeenth century. OdSullivan wri i
the final end of the bardic order in any part of Irélém@ihe harpists had been
reduced to begging, no longetdhin high esteem in the great country houses. Th
downward mobility of these often virtuoso players is highlighted in Malcolm
C h a p nstarkjoxgposition of two exponents of the instrument:

If you are an aesthetically minded ninetemmttury

Edinbugh lady, you can play your Celtic harp in your Georgian

drawing room, and expect to elicit admiration and nostalgia for

the misty and fugitive beauties of this forgotten tradition, and

for your own sensitivity in recapturing it. The trick does not

154Moloney, Colett& he Irish Music Manuscripts of Edward Burdtlhi®#8)7Z&8 Introduction and
Cataloguesh Traditional Music Archive, Dublin, 2000.

155006 Su |l | i vCarolan, TheoLifeallmes and Music of an Iri€bskiarpPublications, Cork, 2001,
p.15.
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work, havever, if outside on the street every peddler and
roughneck has a 6Celticd harp, whi
accompany the latest bawdy sétigs.
Chapmantés fabricated sHisaepiation obthencanfastimp ny i
contexts in which the hawnmas played refleqisiusical) ebourgeoisment; that which
was initially the music of the landed gentry wadogged, via lowlass itinerant
musicians, by the bourgeoisie. This illustrates the mobility of musical instruments
between social classes. &hierthen a dual redeployment of both instruments and
mel odi es between differing |l evels of soci
Boyes has made much of tptoreotiom efmalest i mp
exclusivity in the revivaf Morris dancing ithe early art of the twentieth centuty.
Sharp collected the ritual dances from
Morris, like the Sword Dance, of which it is an offshoot, is a ceremonial, spectacular,
and professional d a nc e’® Sharp maintaineg that the r me d
ceremonial dance of revivalists should, in turn, be performed by male dancers with strict
adherence to (his) prescribed form. This brought him into conflict with Mary Neal
(186@1944) and herfotancer s of t h@ub. BHiepif®betwees MealGi r | s
and Sharp has gained much recent attention as a result @viddaaton of the role
of female protagonists in theentiethcentury folk revivaln evaluating the material
and considering the context of the manuscript colledti@sthesianakes every effort

to giveappropriate ecogni t i on t @ntivionmeecopds i nfl uence

156Chapman, Malcoln;houghts on Celtic MugiMartin Stoke, ed, Ethnicity, Identity and Music: The
Musical Construction of BéageOxbrd, 1997, p.41.

157Boyes, Georgin@he Imagined Village: Culture, Ideology and the EnglisMBothBsteivalniversity
Press, Manchester, 1993.

158Sharp, Cecilbhe Musical Timéd. 56, No. 873 (Nov. 1, 1915), pp-668,
http://www.jstor.org/stable/908327, accessed 08.07.11.
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2.2.10 Audiencelssues Musical Qubculture

Today there is a specialiaadience for traditional music, as for many genres of music.
This is an educatedchiddleclass groughat encourages participation, has its own
hierarchical structure, rejects much of mainstream commercial music and forms a
musical subcultut€.An ideologysurrounding traditional music exists that scorns the
exploitation and commaodification of music and is retrospective in outlook. With their
mission statements and competition standandsicademic and performing elite
establisesnorms and boundaries asthe acceptability of material, standards, conduct
and style, with bodies such as the English Folk Dance and Song Society, the Morris
Ring and the Northumbrian Pipers Society maintaining core standards. A 2009
publication by the Northumbrian Pipers Sgcifer instance, included an article by
Pauline Cato entitled, 0 Wh a't do | |l ook
gui dance regarding style was given: 0 As
and polished with some evidence of persorabgtylst within the realms of traditional

Nor t humbr i*®aSuch pmatexigl suggpsis. a drive toward an ideal concept of

traditional music and playing.

2.3 Contemporary ContextsTraditional Music in the Twentieth

and Twenty-First Centuries

To understandhe relevance of the manuscripts totttentiethcentury, we need to
look at them in relation to the history of traditional music iwtrgiethcentury. The

revival of interest in traditional music consisted of three parts, two of which occurred in

159Subculture as defined by Hebdige, Hall, et alphefStoreyCultural Theory and Popular Culture: A

Readgsecond edition, Longman, Harlow, 1998.

160Cato, PaulinéVhat Do | Look For When Judging Competitidd® r t h u mb r i n Pip
p. 3

a rés
Volume3®Wort humbri an Pipersd Society, 2009,

e
3.
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the twentieth century: the Edwardian revival and the revival in the latter half of the
twentieth century.

The philosophical climate in which the Edwardian folk song revival was
nurtured encompassed the Arts and Crafts Movement of the late nineteenth and early
twentieth century. This movement championed a revival of traditional methods and
design. Philip Webb (183915) based his work on vernacular architecture, and
William Morris (183#.896) based his art on nature. An emphasis on handcrafted
goods helped tostablish an atavistic perspective and philosophy. John (R8%8n
1900) whil st at Oxford Owrote a series
John]C . L osérdhitectiral Magazater republished @e Poetry of Archit@éture
It is the political and aesthetic values of Ruskin and the work of Webb and Morris on
which much of the philosophy of the Arts and Crafts Movement is based and from
which the Edwardian revival of folk music emerged. Impelled also by nationalistic
motivatons, a coterie of composers formed to incorporate folk song into their work.
Theseincluded Percy Graingé&faughan Williams, and George Butterworth, all of
whom were much involved with the folk song movement. Alain Frogley, writing on
Vaughan Wiollemenawnistidesevival, states:

[H]is direct encounter with what seemed to him an expression of the
deepest as pi rsadomnoon people fstrudk mwighl tlken d 6
force almost of a religious conversion. Although its actual stylistic
impact on his owmusic has been exaggerated, as a philosophical

and emotional touchstone of artistic authenticity;stwlg was

161Hewison, Rober§ Ru s ki n, 81 ® ® ®xfofd(Dict®riad of National Bipgdifstyby H. C. G.
Matthew and BriaHarrison, Oxford: OUP, 2004)lmeed., edited by Lawrence Goldman, January
2010 http://www.oxforddnb.com/view/article/2429laccessed 07.04.12.
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cruci al t o ¢ davalobirgrviewd/ iofl national ndsndity,

community, and the social mission of the com@8ser
Itis precisely thisont i vati ng 6forced which | ay behir
the twentieth century. Vaughan Williams was a socialist, and it was increasingly the case
that the o6l eftd was | i nkedolandLldyd)y bfkhe song;

later tventieth century, were committed Marxists.

2.3.1 The Edwardian Revival

Revival is a form of +®ontextualisation. The late Victorian and Edwardian recovery of
0fol kd song and music brought with it <co
the concert ptborm and to reinstate what was regarded as musical heritage back into
the nationds musical consciousness. The |
on hundreds of melodies, arranged them for piané &itd the support of the Board

of Educatiodt r ai ned teachers to i mpose the O6tr

Sharp andhis amanuensis Ma#@rpelesstyled themselves as guardians and
saviours of t he English f oHds continued hist i on .
arguments. Both Harker and Gamnpmint out thatone should consuthe 1907
edi t i ons Sworhe C8ritlasratiesithan later ones as the later editivaese
modified by Kardes®) His conflict with Mary Neal, the founder of the Espérance
Guild of Morris Dancers, epitomises kit r i vi ng f or verisi mi/l

accuffacyo.

162Frogley, AlainWilliams, Ralph Vaughan (1&7258§ In Oxford Dictionary of National Bipgditeldy
by H. C. G. Matthew and Brilarrism. Oxford: OUP, 2004 ntine ed., edited by Lawrence Goldman,
October 200ttp://www.oxforddnb.com/view/article/36636accessed 07.04.12.

163Gammon, Vic@dneHundredYears of the Folk Song Sogigtdik Song: Tradition, Revival-and Re
Creatiored. bylan Russell andavid Atkinson The Elphinstone Institute, Aberde203p.15.

164 Judge, RoyNeal, Mary Clara Sophia (1&82149 Oxford Dictionary of National Bip@rafuingt
University Press, 2004; online ed., May&g@6www.oxforddnb.com/view/article/40485, accessed
2407.11.
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Neal € was more directly concerned

dancer: she believed in the power of the material to transmit itself,

and regretted the necessity for books of instruction. From 1910 to

1914 therewaa bi tt er st r wgnplskeFdbDanceve en Sha

Society (EBdqu®f° and Neal d
Sharpdés view was that the English Morris
choreography should be rigidly adheredhiiet us sl e Mod dfhet e efi ol
movement was exacerbdbgdhe establishment of the Association for the Revival and
Practice of Folk MustAs Roy Judge points out: ©&6Shar
his own roles as an expert and as the original collector wene idesgé&®’ Sh ar p 6 s
mission, to regenerate the oral tradition of folk singing and the precise performance of
country and ritual dance, was an extension of the egotistical promotion of himself as
Ot he expertd on Engl i sh faaHemicitimrendition.e . He
Notions of mimesis and verisimilitude, likeness to the original, were thhigoes
summar i s e dMy lgreat dedira is that atdhe outset these songs and dances
should be introduced to the present generation in testgarm possib#’? In fact
much of Sharpds folk song polemic was del

In the main his theoretical writings on folksong, dance and custom

were based on combinations of proposals put forward by other

scholars, rather than original preswived from his own wolk.

165]pid.

166 Sharp, Cecil, letter quot&hyJudgeMary Neal and the Espérance Maifislk Music Journal 5
(19899), English Folk Song and Dance Society, p.556. Stable URL:
http://www.jstor.org/stable/4522305, accesse®Q32 .

167 Judge, RoyMary Neal and the Espérance MarFislk Music Journal 5 (@98%&nglish Folk Song
and Dance Society, p.556. Stable URL.: http://www.jstor.org/stable/4522305, acced44ed: 03
168Sharp, Cecil, quoted Judge,, Rdgry Neal and the Espérance Maffislk Music Journal 5 (6985
English Folk Song and Dance Society, p.556. Stable URL.: http://www.jstor.org/stable/4522305,
accessed @BL12.

169Boyes, Georgin@he Imagined Vill&ydture, Ideology and the English FolkReshesdter University
Press, Manchester, 1993, p.67.
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Reassessment of the work of Sharp is still underway, but the impact of his contribution
to the revival of folk music is still in evidence to this day.

Sharp (and others, notably Kidson) recognised the significance offohe Play
publications in forming the foundation of the country dance form. Sharp published
many of the melodies from thHeancing Mastarranging them for piano as
accompaniment for his series of instruction books on country dances, for example,

Country Danbenes from the English DancinglBlhsjebelow.
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This series of eDahcin@ Mdsteas mot a eolledddn afyfélko r d 6 s
mel odies from the o6fiel do. Strictly speec
these pieces were simply takem the original publications, harmonised for piano and

republished as part of the 6fol kd music
added rustic, 60fol kd connotations. Sharp
Playford pieces, with46changed to 6/8 and 9/4 changed to 9/8, for example. It is

i nteresting to note that OEnglishd was o

and not the subsequent editions, whereas Sharp refers to all from 1650 tdHer28 as
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Englisitbancing Masten hi s titl es (part of the erad

establishment of an English music identity). The book from which the title page above

was taken cont ai ns Ceunts Daoe Tupeshdutogetler fa f Sh a

convenience. Thiss a decendentof the handwritten comptions of previous
centuries.

Sharp reprinted many of these seventeenth and eighteenth century, melodies
claiming copyright whilst aligning them with the revival of traditional byusic
implication. Theseu bl i cati ons have moul ded the per
exists today. The melodies and their dances are still performed. Below is a programme

of dances for aédidh on 14 April 201,2n York

Time Type | Dance Name | Music [ Tune(s)
6.40 Set upand sound Check
7.30 Introductory tunes
Long set % cples Sir Roger de Coverley 9/8 slip jigs
Long set 5 couple Weavers Galopede 32b jigs/reels
Long set 5 couple Waves of Tory 48b jigs
Long set 3 couple Black Nag Own tune
Demo Three cpleircle Jenny Pluck Pears Own tune
Long set 5 couple Levi Jackson Rag Own tune
Longway$ amaw Geud Man of Ballangigh 32b jigs Hunt The Squirrel
Long seb 8 cples Willow Tree 48b jigs
Big Circle Sellengers Round 32b reel
9.00ish Break
Demo Long set 4cple Nonesuch Own tune
Longwaysamaw Indian Queen 32b
Long set 5 cple St George 40b jigs Scottish if poss.
Demo 2 couples Parsons Farewell Own tune 3 parts
Big circle Gathering Peascods Own tune
2 cple in long line Dorset Four HandReel 2 x 64b +8bars
Demo 4 couple round/squ Newcastle Own tune
Long set &cpls Drops of Brandy 9/8 slip jigs
Big Circle The Flircle 32b reels
or Big Circle prog Barn Dance 16b jigs/reels
10.55 Playout couples Waltz
11.00 PACKED UP

Out of the tventy dances in the schedule, anegtaken from thBancing Mastend of

those, five are from the 1650/1 first edition. It is largely due to the interventions of
Sharp that this material from the seventeenth and early eighteenth gearforynisd

to this day. The melodies taken fromDhacing Masaee in bold.

Similarly to Sharpds printing of hi s

Gr a i rBgtishFotk Music Settiagsl orchestrations of traditional music placed folk
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melodis on the concert platform. One such piece was an amalgamation of two reels,
60Templ e Hill & andchd@GMindgedtgok flmm thaethieecoll&tioa,r e 6 ,

Petrieds C,pubishedin®90®. ri sh Musi c

Y LiCRARIES,
GRAINGER ’

[[BRITISH FOLK-MUSIC SETTINGS | HEREFORD

(Lovingly and reverently dedicated to the memory of Edvard Grieg)

Nf19.“MOLLY_ ON THE SHORE®

IRISH REEL
for

based on two Cork Reel tunes, “Temple hill” and “Molly on
the shore;” respectively Nos. 901 and 902 of THE COMPLETE
PETRIE COLLECTION OF ANCIENT IRISH MUSIC edited by Sir
Charles Villiers Stanford (Boosey & Co., London.)

[By #ind permission of Sir Charles Villiers Stanford. |

by
PERCY ALDRIDGE GRAINGER.
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Copyright, 1911, 1914, by Schott & Co., London
Copyright, 1918, by Percy Grainger
International Copyright Secure: 1.

Schott & C? London. S &CO 3687

Grainger acknowledges the provenanceé bfe r eel s and prints
alongside his arrangement for piano. Unlike Sharp, who draws from a printed source,
Petrie names the manuscripts of piper Patrick Carew of Cork as his source of the
mel odi es. David Coopethguombess®eitptedastr
collection of tunes made within the present century by Patrick Carew, a county of Cork
piperd the use of whicwas ki ndly all owed me by my fr
Alderman of Co#’*Gr ai nger 8ds us erawn fromFarew is ®@ime pi ec
example of melodies being taken from handwritten manuscriptscantexéualized

for contemporary performance.

170Petrie, Georg&harles VillierStanforded.Pet r i eds Compl ete | rish Music:
by George Pdiraver, Mineola, N.Y2003, #901 and #902, p.228.

111 Petrie, Georgé he Ancient Music of Ireland Volum@feom Cooper, Davigd.,The Petrie Collection

of the Ancient Music of |r@aridUniversity Press, Cork, 2002, p.221.
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Temple Hill. A Cork Reel. From P Carew’s MSS.

901 e

Molly on the shore. A Cork Reel. From P Carew’s MSS.
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I suggest that Carew was a O0gentl eman
both were competent exponentks tbe uilleann pipes who gathered manuscript

collections of melodies for performance on their instrufi&isch of the repertoire

of the first part of the nineteenth century for the uilleann pipes is taken@&dma r r el | &
Pocket Companion for the Uhish Bipds four volumes (180& 6 ) ; O0Mol |y o
Shored is a version of 06 My"”Vanatonsknthisi Dear
tune by Clough are referred toGhapter One@f t hi s wor k. Ob0Farr e
were a source of several piecéisaCampbelmanuscript o mpi | ati on. The

on the Shoredd was recorded by the influe

172Shields, Hugh, ed.unes of therigter Pars: Irish Traditional Music from the James Goodman Manuscripts
Dublin, Irish Traditional Music Archive, Dublin, 1998.

OO0 Farr@dHar reedl.1,6s Pocket Coohpl,dondoo,ri80# ot Il,t he |1 ri sh
p.141.
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title 6The Crooked &ma4d Tracimg tieugeriedlogydof r ec
melodies of this nature may bmetconsuming, but it reveals a concatenation of
strands and variations proving, amongst other insights, how similar to one another
many melodies are.

Graingerods setting of OMolly on the S

Fritz Kreisler in his owarrangement for violin and piano.

MOLLY ON THE SHORE
Irish Reel

Based on two folk tunes from “The Complete Petrie

Collection of Ancient Irish Music”

Composed 1907 for String Quartet
by

PERCY ALDRIDGE GRAINGER

Freely arranged for Violin and Piano

Violin by
FRITZ KREISLER

(By permission of G.Schirmer Inc., N.Y.)
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A comparison of the performances in Coleman setting and that of Kreisler displays the
huge differences in interpretation, style and technique. This is just one piece of
thousands that could have been selectethdlusion, indicating the vast array of

melodies from the late eighteenth and early nineteenth century that were available to

revivalists.

174Coleman, Michadé¥ichael Coleman @894 4 5 : Il rel andds most Twemidth uent i al
centuryaellinn, Viva VoceCEFCD,Dublin, 1992.
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Intherelen | es s s e ar ¢ h mdtenial, penf@mers atGhe outsgtiofn a | 6
the twentyfirst century have ineasingly turned to the manuscripts of the eighteenth
and nineteenth century. This@snew thingBaringGould (18341924), along with his
musi cal coll eague Henry Fleetwoodd, mad e
Andrews, a fiddle player of Sheep Devont/° Becoming aware of the significance of
its content, Barin@ould visited Andrews in 1890 with Rev. H. Fleetwood Sheppard
and later in 1892 with Rev. Fredrick W. Bussell. On the second visit, as Martin Graebe
states,

BaringGould recognised &l the old man was a valuable store of old
tunes® In his cottage at Sheepstor the old man had a rack in the
ceiling that was full of music including a number of ancient church
music manuscripts as well as secular'fnes.
BaringGould and Bussell borredd a manuscript book from Andrews and added
melodies from it to their own collection. How many of Andrews melodies were
disregarded by Bar#@puld and Bussell we do not know.

BaringGould is renowned for his modification of the texts of the songs he
acqured from country singers. Referringtmgs and Ballads of the West: A Collection made
from the Mouths of the, Respleublished in four parts (188891) and later as
Garland of Country Sa8§%) JamedReeves statedn these collections thiexts are
drastically emended, abridged, restored, expurgated or wihothen@’’ For a fuller
account of the censorship carried out by B&mgd, see chapter tedhe Old
Singing Me@ in BickfordD i ¢ k is isgoaph§ of the man. Bari@guld rdied on

his colleagues to note down the melodies to the songs he cdhectedrdones

175Bartram, CR.Wilson andV. GraebeThe William Andrews Tunebook: A DartmodiFeedieust,
Okehampton, 1998, p.4

176]bid, p.4.

177Reeves, Jamd@s$e Everlasting Circle: English Traditional Verse from the MSsuid,34.Baring
Hammond and George B. Gatdinemann, London, 1960, p.2.
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notation usually comprised a single stéinz@as not until Grainger used the portable
phonograph to record singers in the field that the true complexity aed/auation
of the performances were recognised. We do not know what the manuscripts examined
in this thesis sounded like because there was no means of mechanical recording before
the latenineteentttentury, so the eatyentiethcentury evidence regaglithe style
and rendition of traditional pieces provided by Grainger and 8leagethough they
mostly recorded singers rather than instrumendeibstsost informative.

Theext ent and di vnusicalitastgs ismbdt regrasehtect in thed
Wren Trus$ publication. As Barisggoul d was pr i ma folkbsopg, hent er e ¢
will have disregarded music with a diffgresigree. Th&ackin Andrevs®dceiling, as
we have seen, !d0@na presimed that thif reprasested ¢h@ wider
repertoire of this fiddléror shouldwesa vi ol i ni st ? The filtrat
0 ar t ,thewsmpaséd, the ecclesiastic, as | have stated, says a great deal about the
motivations of the editor, collector and publisBaringGouldd s ctiore ¢f a large
proportion of Andrews sollection of music resultsarskeved view of the full extent
of the repertoire and musicianship of the performer. Gammon recognises this feature in
the modus operandi of Sharp, i.e. the failure to recognised#rerepertoire of
performers in his collecting of folk sdfidt would appear from the evidence that the
musicality of Williams has certainly not been represented fully byGBatthgr the
subsequent Wren publication.

The lack of acknowledgement of fall extent and diversity of the repertoire

of these musicians misrepresents their role and capabilities. The fact is that the squarson

178Bartram, CR.Wilson andV. Graele, The William Andrews Tunebook: A DartmooWaldienust,
Okehampton, 1998, p.4

179Gammon, VicDesire, Drink and Death in English Folk and VernaculadB3g@gAs60ate
Publishing Ltd., Aldershot, 2008, p.2.
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(a combination of squire and parson used by Baing | dds bi og¥apher
BaringGould expected that the pemftom whom he collected folk song and music

were illiterate, musically uneducated peasants. This was also the case with many of the
ot her folk song collectors. It was not
capabilities, musical or otherwidethe people from whom they collected the songs

and musi c. Their agenda was to root out
aspects othe musicality of their sometimes diversely talented informants. Harker
recognises the musical censorship Shapetpaed®™ One wonders how many
melodieswereadot ed and f i ¢ nodet of alfolk song in hi$ seasch toor p 6
modality in English folk songs. Percy Grainger was also keen to perpetuate the feudal
term Opeasantd. He whorhlercdlectedthe3ongBigihh Tay |l
as Harkergoesontopointaasa O Genui ne Pemfadahaylorwash k si ng
bailiff on a large estdféand had been a churangman for forty year&We have,

then, evidence othe rewriting and bowdtisation of the lyrics, along witte

adaptation and collation thie melodies of the songs, plus the wholesale woftiog

pieces that these collectors considered unwarttHittle value or interesfthose
disregarded were popular music hall sangspngs and one wonders what else. This

may well have been a manifestation of the view of these collectors that such material
was polluting the bottoump evolution of culture. To the contratyis now acceptable

to view afamdgatisted maion @f songs from diverse sources, as does

A

Britta Sweers in her considerations of O |

180 Dickinson, Bickford H. CSabinBaringsould: Squarson, Writer and Folklod$92832avid and

Charles, Newton Abbot, 1970.

181Harker, Dave, FakesorgieManufacture of Brdstksoidd 700 to tHeresemay Open University

Press, Milton Keynes, 1987,96.

182]pid, p.207.

8Gr ei g, Ruairidh. 06Jo fenpldnRusseladnbavidAtkinsomedsLlFolkn c ol ns hi |
Song: Tradition, Revival &@d&®iT,he Elphinstone Institute, Aberdeen, 20B89.
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[ T he use of the term o0folk musicé i

than a description of the music in its own terms. Especially when

researchingdditional music or electric folk, the matter of definition

becomes extremely diffictift.
It is the same difficult mismatch between definition and actuality that confronted Sharp
and the other Edwardian collectors of folk music when they chose to ignore much of
the repertoire of their informants. The imposition of a hypothesis (i.e. folk song
definition) by the manipulation of data (the songs and melodies) was a deception, a
misrepresentation of the true nature of vernacular music. Applying such a hypothesis to
the manuscripts under consideration in this thesis in a similar manner would also be

misrepresentative.

2.3.2 The Second Twentieth-Century Revival andPresentDay

This part of the study accounts for some of the current inierast the recent

popul arity of t he pl ayi nagochtd n ofufsablek m.ac @t a e
dance msig andit examines the origins of this in time and sj@goarrying out this

exerciseit will be possible to establish the significance and context of the many
handwrittermanuscript books that have come to light toward the end tofethigeth

centuy and to reontextualize the music therein fromtveentyfirst-century

perspective.

2.3.2.1 Re-Contextualization and Revival
Traditional and folk music of the British Isles has, as part of its beauty, the intrinsic
element of simplicity. It is melodic, not potypb. As gifts in context, time,

performance spa@nd fashionarise and the critical political economy changes, this

184Sweers, Britt&lectric Folk: The Changing Face obBriMsisjiEDxford University Press, Oxford,
2005, p.64.
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attractive trait of simplicity is exploitddaditional music is easily modified and its
simplicity destroyed. It can be bent, remoulded, fused, connected, electrified and re
contextualised by individuals with vastly varying dedredsent, expertise and taste.

Given this propensity to metamorphpthe music spawns attractive, fegthed

protégeés along with vulgar, disfigured offshoots, sadly. The dichotomy here is that, on
the one hand, tradition demands that things should stay as they always were. On the
other hand, to be realists, we musgpicthat change is inevitable. Acceptance of the
inevitability of change is the postmodern path, questioning genre boundaries; perhaps,
however, we need also be ever mindful whence the music emanated.

Traditional music has developed into and is explaged political and
nationalist artefact. This has been the case over the centuries to a lesser or greater
extent, as all music is a product of its time. As jingoistic sectarianism and nationalism
ebb and flow, the deployment of national and traditiorst nmuaccompaniment to
the flagwaving zealot, for example, in turn waxes and dree§irst melody in the
Campbellmanuscri pami adRulise Btill pt ayed &t ok
and theQuee® Jubilee celebratidrasincorporatd traditional melodiesn band
arrangements, for marching and pageantry

In film, traditional music hdse c o me an e | e msgadite with t h e
layers of signification bound up with emotional, nostalgic, violent, or bucolc scene
settingd RolandBarhes would have had a field day. It is commoditised aradjpdck
so that 0 C emlay be purcRasdd alangside then dggressive expldits of
HighlandendBarry Lindenn DV D; f usi ons Gdltic/@GoMé latgidc / Ch i
available on iTuse It is symptomatic of our time that we need to know about our
roots and forbearers; we are striving to find our identity. TwentiethAwstntgntury

revivalist drives towards the authentic are merely props in the suspension of our
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disbelief in the pisent multimedia age. Atavistic musical elements are becoming
hackneyed triggers as swr@tden paths are revisited with emereasing frequency.

There is a need to draw some parallels here with American Country Music. This
multimilliondollar businedsas an ability to change, grow and develop, yet it persists in
referring back, as previoushtetl, to earlier developmeitsdoing so, it regenerates

i tsel f, | ooping back on itself in order
developng anew. (I discuss this in further detail below in relation to the work by
RichardPeterson on the fabrication of authenticity in country music.)

The deployment of folk melodies by classical composers has taken place over
many centuries. Such deploymefitn signify the bucolic. They are, by their nature,
owell triedd, available in abundance and
century, attempts by composers to establish music with distinct national characterises
turned logically to inddgous traditional music and song to fulfil this aim. The
incorporation of traditional music for this purpose placed it on the concert platform in
the works of VaghanWilliamsand Grainger t hus enhancing the
standing and deployment. Fallkelody has been and remains to date a resource for
composers of art music. The manuscripts examined in this thesis include many melodies
that lie outside the knowledge of art music composers; they are thus useful resources of

welktried melodic material.

2.3.2.2 Twentieth-Century Redeployments ofT raditional Music

One of the significant changes that occurred itwiTtgiethcentury was the shift from
the use of music exclusively for dancing and military purposes to music also being used
for listening and for its own sake. This was a fundamental shiftdrthelaudience

became passive listeners rather than active danoarshers.
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The music performed for dancing and military contexts has a specific purpose.
Its rhythms are utilised to give a pulse to the lifting and falling of feet, be they on the
dance floor or on the tarmacadam of the road to the field of battied€&pyment
of music outside or beyond its intended purpose has many manifestations. Be it in
advertisinggt t he ci nema, i n ttécknoltgy meassiseathismo bi |
shift of performance space, enabling ease of access to the onbiraddasce
suites, minuets, waltzes, mazurkas, etc. have, for many centuries, found their way into
and become the basis of concert platform performance in the West, albeit in adapted
formas. The military bands of the armed forces also perform muisstefoing as well
as to accompamgarchingWith the coming of theailways, army mobility and logistics
weremodernised, and long distance route mdrciwes theiraccompanying mugic
became a thing of the past. The music of marching was retained fostthartrfor
ceremonial spirit de corps, mess and concert performance.

That the deployment of dance/martial music shifted from the practical uses of
dancing and marching to passive listening itwgneiethcentury is showm the
exampl e o fnOlRiadal(193F 1)) e pr&ag@nist in bringing the traditional
music of Ireland to the concert platform and recording and television. Sthéios
i mpact he has hadtraditionaltmusic indreland is-fagchirtgi o n 6
The attitudestowasd 6t r adi ti onal @ music performanc
have been i nfl ueonedudlisabon of BandR imasit.aHe drough
together forces to emulate the sounds and repertoire of traditional Irish music. He
repackaged the musiwaresented it in a forthathas proved eminently palatable to

audiences and musicians alike in the second half of the twentieth century. Harry White
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wr i {Betsveen 61 and 1969 his work with Ceoltdiri Cualann permanently altered

the complexion ansbund of traditional Irish mugi®

igure
O Riada and Ceoltoi€thualann merged ideas from both early music and jazz. The
format was based on a baroque ensemble with solos being taken by individual
instruments in rotath as in the performance of j#Zhe ensemble owed its roots to,

but was a striking departure from, céili band practitd nt r oducti on of
textures, novel instrumentation, and virtuoso figssmison playing of traditional

dance musiavas the conventiprwith chord accompaniment being supplied by
accordion and piano in the céili band tradition. O Riada used his expertise to
orchestrate the airs and dance tunes, which were further enhanced by technical
advances in stereophonic recordifigese proved eminently marketable with the
growing adoption of high fidelity stereo systems of the 1960s, thereby taking the music

of Ireland into the middielass sitting room throughout the British Isles.

185\White, Harry@ Riada, S ,@Dictionary of Irish Biogr@ghyJames McGuire, James Quinn.
Cambridge, United Kingdom: Cambridge University Press, 2009,
http://dib.cambridge.org/viewReadPage.do?articleld=a6429, acced4&d.18

186Glatt, JohnThe Chiains: The Authorized Biog&ityy, London, 1997.

187\White, Harry@® RiadaSead Dictionary of Irish Biogrégehy James McGuire, James Quinn.
Cambridge, United Kingdom: Cambridge University Press, 2009,
http://dib.cambridge.org/viewReadPage.do?articleld=a6429, acce®4&d.18
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2.3.2.3 The CelticRevival

The revival and survival otanon of social dance music is more evident in the Celtic
periphery of the British Is|eScotland and Ireland, than within the dance music
uncovered by collectors such asfgsharaingeand Baringsould in England. This
Celtic peripheral revival/sunivas has been shiwFleischmann and Siilleabhain
stems from common printed sources emanating from the centres of population of
London, Edinburgh and Dublin. The use of melodies as signifiers of national identity is
an essential aspect of thdaployment in Ireland and Scotland. This aspect of
nationalistic musical identity has been commented on previously in this work in
refeence to the work of BohlmaB.1.1.) The fervour of conviction of the zmad
participants in the rece@eltic musicafevival is often an albnsuming passion
generating its own impetus and mythologies.

In England the continuity of a canon of folk dance music is less evident. The
interventions of the likes of Sharp, Lloyd and the English Folk Dance and Song Society

in this field form the basis of current ideological thinking.

2.3.2.4 Emulation and Verisimilitude in Traditional Music Revival

This section will go beyond the manuscripts discussed above to brirfe into t
conversation the preseatdyimplications and relevancktibe research presented in

this thesis. It is the relevance and performance of traditional music today (as part of our
current culture) that prompted this examination. The use of music as presented in
handwritten compilations indicates the essentiél ptags in our lives, then and now.

As mentioned previously, we do not know how the contents of these music

manuscripts sounded. This is a recurring problem with all historical music performance,
and there is no definitive answer to the question of Bdarmance should sound.

Conventions on style and interpretatiomendition are established, and these display

117



shifts in emphasis from performance to performance and also show gradual change
overtime.

LouiseMa r c u s [Tjhe sutcess of hi® Ceolt@hualann experiment in
the group performance of traditional music continues to spawn endless imitations
ranging in style from puristtoré® T hi s a d o p t is model bak takén hRld a d a 6
throughout the British Isles and further afield amongdtisheDiaspora since the
early 1960s. The traditional music of Ireland thereby was given a sedbiad life
reincarnation that projected it into the commercial market controlled by the
international media corporations. This systemiestiffias more thaacculturation; it
is multifaceted, with economic, sociologindlpolitical implications assisted by ever
developing technological innovations. Music from the Jackson manuscript recorded on
Trip to Harrogétehe 1970s, discussed previously, was bagieel © Riada model.

At the outset of the twenfyst centurylive performance of traditional dance
musiccouldbe heard in concedn the streetin the public house @thome, creating,
in some cases, a leap of centuriesaasteployment quitgivoreed fromt he musi ¢ 0 s
original function. The musiciamsh o0 r ecr eat e mssicovdry vastlyrirmd i t i
competence, as does the quality of the melodies they perform.

Waves of revivalist performers hdve | | owe d in the wake
innovative Ceoltd Chualann performances, with atteniptsecreat the styles and
music of EnglistMorris dance music, Northumbriamusi¢ Scottishmusi¢ Welsh
musicand late Polish traditional music. The proliferation offstated peripatetic
instrumental teachinbat began in England in the 1950s may well have, unwittingly,
contributed to the growth of the popularity of amateur performance of such music. The

mel odi es of the mythical 6count whiledf i dd I e

188Marcus, Louise, Ch.@gan O Riada and the Ireland of the Siftims Integrating Tradition: The
Achievement of Sean Q Riaditarris and Freyer, Irish Humanities Centre and Keohanes, Balljna, 1982
p.16.
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instrumentalist thenusic colleges and universities left behind. Often needing no
accompanimenthey are frestanding anddopta satisfying, rounded forthat is

easily performed on violin, concertina, flute, accordion, melodeon, etc. Often political,
nationalistic and #quarian motivations are at the heart ofrtreev i vsealching.t 6 s
The goals of authenticity and verisimilitude drive these revivalist engdeaburs
performance is focused on the recreation of sound, in this case, of an undetermined
date and style.

As Peterson points out when discussing country music, the performer, in order
to establish her/his credentials, will attempt to identify with recognised role models in
the fieldby statingher/hisown pedigree and that of the pjedach is to be performed
in order to e 3$%Thibid dlss the casa with ithe mevivalist iperfgrider
of dance music af asong of a bygone era. The Morris dance concertina player will
attempt to emulate the phrasing and sound of William Kimber, the Northungatan pi
Billy Pigg or Tom Cloughthese, along with many others, are recognised style icons.
They are essential elements in the fabrication of a 8ntish these cases, Engléh
folk tradition. What is fascinating here is that there are so manytylasedthin field
recordingsfor examplethe vastly contrasting styles of the Northumbrian pipers Joe
Hutton, Billy Pigg and Jack Armstrg gi ve no c¢l ear i mrebfi cati o
anyparticular mode of interpretation.

Peterson explains how country music reinforces its authenticity by constantly
looping back aftereachstaga 1t s devel &mgsdyncs writtedénd st at e
decades s i n csadeathkhareagingly I94d uplomn sagnifiers that ambiguously

locate the son@ and by inference the singeisquarely within the country music

189Peterson, Richard Areating Countnysh: Fabricating AutherificgyUniversity of Chicago Press,
1997 p.223.
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traditiord™®® The singera nd per f or me r tsa da ftaie tsimi@rly Eallegi| i s h

upon to validate the style and repertoire content of the revivalist performer.

The wrrent fascination of the traditional music enthusiast wittattaevritten
music manuscripts is a similar exercise in validation and authenticatidn vehibht
Peterson draws attentidRevivalists atteit t o wr i te songs and
trad t |batrgr@ater value and worth is given to those |leinomgle tradition, from
the field recordings of Grainger, Shameomax or from published collectionstbé

vast canon sohgs&ddphcetsnes. 6f ol ko

2.3.2.5 RecentControversies

Many pubications by the likes of Playford were extracted wholesale by Sharp and
publ i shed as @arlyeviddncetotheneceptancevof thé taned by the

communityto demonstra continuity of canon. (Sharp did not collect these pieces

n

from the field.)J'he historical attempts to explain, define andteeors b out 6t r adi

and dsio hakedproved too difficult to pinpoint and compartmentalise the form.
The terms in themselves are vague, emotionally loaded descriptors that carry far
reaching htsrical connotations. For many, nowadays, folk song is still equated with
amateurism and secerade performanc® ¢ o wmuysiaas @ was referred to in the

1920s and 19385This is an outcome of its accessibility and ease of performance plus
misguided notions of poor standards and shifted criteria. As with all music; the well
crafted and executed performance is a skill acquired only with a combination of talent
and persevemae; as previously stated, the examination and dissemination of folk and
traditional musics has only comparatively recently received a positive reception in the

academy.

190]pid, p. 227.
191Gammon, Vic@®ne hundred years of the Folk Song Sdédigy 2 Folk Song: Tradition, Revival-and Re
Creatigred. bylan Russell anBavid Atkinson The Elphinstone Institute, Aberde203p.19.
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The lineage fo bourgeois, serpir o f e s expeotnsadEngliéh/British
folk/traditional musics may be traced back to the first half of the nineteenth century
when the social anthropology of music had its gemesiag names including
Broadwood, Chappell, Child, Kidson, Sharp, Graingeratiedyl BronsonLloyd
endeavoured to collectulpish, redirect, or exploit what many of them saw as a
manifestation of a musical and poetic culture emanating and being perpetuated by the
proletariat. The 1954 International Folk Music Council (now the International Council
for Traditional Music) deftion, mentioned previously and quoted at length by Lloyd
and Howes, is a manifestatio of t he b e | icaltire pivotingaon guaso t t o m
Darwinian selection atige moulding of musal culture through variatit.

DonaldWilgus traces the rootstbe attempts to cast light on attitudes towards
the communal creation of folk song wunde
English Darwiniai@&” S h asiEqglish Folk Song: Some Coneglhgibnaas published
in 19 7 , set s o0 ws thendareatioh bf@ Icdcperate, gompositional gestalt
of the masse$: Sharp was averse to the Board @fuEc ast recommménded list of
National or FolkSongd Wi | gus p Sharp tock viadenttexceéptioa to thié
list of fifty songs, all but seven dhigh he found to be either art songs or artistic
reworking of folksongS? An argument ensued the public press concerned the
distinction betweekolksliecand volkstumlich Lidthis is, essentially, the distinction
bet ween o6fol k6ésege.ngs and O6national 0

The 1 mpacctome Conclusienarbpréted within the Folk Song Society
and latterly the English Folk Dance and Song Society and beyond, throughout the

twentieth century. Wilgus obserdg4is theory remained constant, became the creed

192See Appendik

193Wilgus, D. K.AngleAmerican Folksong Scholarship SiRede888Jniversity Press, New Brunswick,
1959, ppH6364.

94 Sharp, C. J., edaudKarpelesEnglish Folk Song: StmnelusioMercury Books, Kingswood, 1965.
195Wilgus, D. K.AngleAmerican Folksong Scholarship Sired&88University Press, New Brunswick,
1959, 58.
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of the FolkSong Society and is still [in 1959] breathed through the English Folk Dance
and Song Sociéy’ However, as also pointed out above, Wilgus stiafegagingly

t h &harp @ccepts so many arguments advanced by differing theorists that his
commeng on folk poetry can hardly be taken seridUsiis is a reference to the
individualist/communalist dichotomy regagdihe origins of folk balladEhe Rank

Encyclopaedlizcidates:

A school known as oindividualistso
assertedhat all ballads are the work of individual poets and are
opopul ar 6 mer el y i n having been
oCommunalistso (F. B. Gummer e, W.
insisted that the prototypical ballad was concocted in assemblies of
the folk in the exultations of choral darte.
Sharp appears to have been $ome@ohcusioosc o mmu
the theorieshatemanated from within the Fdlbre Society, which had been founded
in1878®*He st ates towar dsvolhet SomaCorxlfigibhdh apt er
individualé invents; the community selects. It is necessary to dwell upon this point
because it is one which is often misapprehended by opponents of commudd? theory
He was well aware of the debate concerning theuadist/communalist discussion
that had been taking place within the Ralke Society. Eventually a compromise,
acknowledging the role of the individual in ballad creation, was,readhedRank
Encyclopaedia recognises
Current opinion concedes thah e tr ai-hes®é wmédwnl |l ad

be explained by the communal theory, but holds that all extant

19|bid, p.63.

197Rank, Jhttp://encyclopedia.jrank.org/articles/pages/4724/Ballad fandessed 32.08.

198Dorson, Richard MThe British Folklorists: A HiRRoytledge and Kegan Paul, London, 1968.
19Sharp, C. J., edaudKarpelesEnglish Folk Song: Some ConMasiomg Books, Kingswood, 1965,
p.40.
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ballads are originally the work of individuals. As the

individualists failed to understand, however, the work of an

individual poet does not become a ballaitlitirg accepted by

the folk and remodelled by ballad conventions in the course of

its tour in oral traditiof?”
The pieces contained in the manuscripts considered in this study are, | suggest,
composed by individuals and subsequently brought into gréyt.afe created by
individuals and adopted for community use.

Thent er nati onal B ¢l.C.K.M. Mdefmition of @ dalkmsang | ©
echoes Shaip Conclusioas his biographer and collaborator, Karp&las the
C o u rs cHorlordry Secretary from489to 1 9 6 3 . Howes acknowl e
contention that 6or al t radisonggraws andiss t he
createdd growth being part of creati@ft L | osypdlitical agendaonverselytilizes
S h asr~gb@n Socialist viefthe prodat (folk song asa manifestation of proletarian
culture. L oy d al s o r e csotliporiesswer® basdd an sorelwlzatr ghaky
foundations by stating that Gienclusioise by no means firmly ba&&d
Prior to Lb ysddhd How& texts of 1967 and 1969, Vaughan Williams

published papers in 1934 under the headtignal Musibat had been delivered at
Bryn Mawr College, Pennsylvania, in 3R.h e s e al so se&oneoed S
Conclusigaslding little of substance to thadoweer, VaugharWilliams does tackle
what Lloyd, from Naumann r ef er s t o e productl oklie mimitivg b e i
Gemeinschaftsk(ltprr i mi t i v e c 4" Heexamiads folk and hationad Sordy .

and its impact on art and ecclesiastical musigoasdon to challenge the scholastic

200Rank, J., Encyclopaeditip://encyclopedia.jrank.org/articles/pages/4724/Ballad.hiwtessed
30/12/08.

201Howes, Frank;olk Music of Britdiand Beygoihdethuen, London, 1969.1f3.

202] |oyd, A L., Folk Song in Engldravrence and Wishart, London, 196122.p
203VVaugharWilliams, Ralpt\ational Musioxford University Press, London, 1934.

204 loyd, A L., Folk Song in Engldradvrence and Wishart, London, 196.p
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musi cal e s t a bunforaurtata éendencyw fo tbdlieva thas thedwritten
words must be authoritative and oral tradition unréff@blaughan Williams
acknowledges,n t hi s wo r klgwedmbseatultungphasekertdd lamaré 0
0 s 0 p h i musitscreludeag plasong.

L1 osy deda r | i eMusic YAssacitierr pandphléhe Singing Englishwas,
an attempt to apply a Marxist analysis to understanding folk song. The songs, Lloyd
saw, were a refition of class struggle. Their thoughts, amusements, and aspirations
contained examples of class conflict. One way of viewing this is in rethéamitical
political economyd Wh er eas mai nstream economics Seeé
specialisedlomain, critical political economy is interested in the interplay between
economic organisation and political, social and cultudl Titeappreciate folk song
and melodies fully, one must understand the contexts from which they emanate and
should understand them as the product of the critical political econorgrkés

points out:

This oreflectioné view of history and culture relatesthe
ovul graornbte c hakarcai 6t conception of \Y
notion of therelationship between economtasé and legal,
political and generdads thaughl t ure O0sup:
cul ture werinea compiex Imerartfrend ¢he
economic element Bocial organization rather than having a
dialectical relationship with economic and other fdfces.
The social context of folk music and the stratification of society in these terms has been

the foundation of the analysis in this work. The manuscoipddered hereare an

205\VaugharWilliams, Ralpiational Musioxford University Press, London, 193438.

206 AA830 ThePostgraduate Foundation Module in PopuzpeSulimieersity MA Humanities, Milton
Keynes, 1999, Appendix 1, Readidguiture, Communication and Political Econopi34
207Harker, Davel-akesong: TWanufacture of Brdiistksoi@d 700 to tHeresemay Open University
Press, Milton Keynes, 198239.
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el ement of the Marxi st construct of a ¢
political and economic milieu. Theiakeupis multifaceted, as are the definitions of
folk song seen above.

Based on the time and effort spent piagahe manuscripts, it is likely that a
prominent motivation was that of monetary gain. Writing on music as a profession in
the period 1751 8 5 0 , Deborah Rohr stat es: 6 Amo n ¢
could be viewed as a means of social advand&h&imt highlights the expansion in
the number of musicians employed in military bands towards the end of the nineteenth
centurf?’and comments on the makeup of dance
work of hacfmy italics] musicians or those who comd fo other employmeist?

This is rather a disparaging, elitist view of musicians playing vernacular music. Williams
Vickers and Joshua Jackson, along with many other manuscript compilers, may well be
regarded by some as 0 haaditk perfoomarscé formedras |, b u
essential part of the social aotural life in their areas.

Patronage of the Arts in the form of
or musician iafeature of many of the items within the manuscripts. Northamptonshire
poet and o0fiddlerd John Clare was regar
Oprimitivismoof@she mamlid esaaadgeoed. He owe
support of sevat benefactors, namely, Tharquisof Exeter, Lord Milton and
Admiral LordRestock Cl| are was able to read and w

probably schoolmasteerissavho taught him the art of musical notaiion

208Rohr, DeborahThe Careers of British Musiciad$85058\ Profession of Arti€ansbridge
University Press, Cambridge, 2025.

2091pbid, p.131.

210]pid, p.132.

211Bate, JoathanJohn Clare: A Biogrdpicpdor, Pan Macmillan, London, 1988, p.95.
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Above is a setbHiThe OB eriteagrédet ptoean soon
acknowledging the patronage of Mtarquisof Exeter” The publication of such
pieces must have fuelled Clareds poetic
the moneyed classes motivated both CIl ar e
playing; it also likely motivated his compilation of a nmgtudthe socioeconomic
background for the compilation of musical manuscripts is an essential consideration, as

has been shown throughout this thesis.

2.3.2.6 Purism andRendition

The performance of material from the vernacular/folk music domain is subject to
nelulous and Htlefined ideals. Individuals construct an image of how such music
should sound and be interpreted. These notions ardejpaeent. What is seen as
acceptable to one generation shifts and transmutes to the next. Grainger and Vaughan
Willianms® settings and orchestrations of folk melodies bear little likeness to the

attempts at verisimilitudeenn the interpretations of songs by Lloyd and McColl, later

212Deacon, Georgdphn Clare andRblk TraditioyFrancis Boutle Publishers, London, 20086
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in thetwentiethcentury. Art music and folk music performance criteria differ vastly. In

folk music, sincerity of performance served up with rawness in interpretation became
synonymous with a Oopurityd of tradstion.
6Lark in the Clear Aird and Berbetween oy dods
artistc (classical Viennese) criteria\@ndkersideological rendition. The juxtaposition

of such contrasting styles is a manifestation of conflictingotagtlow-to-high

cultural interpretations. Lloyd claims the song for the peoplelkthidisorendition is
bauthenticd insomuch that it is a, state
whereas the Pearsdo parlour/drawing room
Viennese Salon and Chamber music tradition. The Celebrated WMaking 6 Band
created by Lloyd for his iconic recording of industrial folk song and Tinesicon

Musggave basic renditions to pieces extracted from Bru&taadkiaestredsyand

the JohnPeacock andame®\ird collections. Melodies from these prirdeltections

from the late eighteenth and nineteenth century were allocated the role of signifying
industrial music by Lloyd.

Aut hentication and verification by LI
pieces is, as wit h tamtiated. Expdrt opinioo and approval o r Kk ,
of the likes of Sharp and Lloyd was sufficient historically to sway the beliefs and
understanding of the majority as to the
Myth-creation and fabrication is not always clgaHalftruths and hearsay contribute
to what we want to be the TedanimIMastely . Thu
LIl oydds industrial dance mel odies become
pieces are revivedliandngi demetbdkey sbamau:
form.

The manuscripts examined in this study testify to the popular usage of pieces.

Their revi val as 6traditional f ol k mu s i
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establish our identity in a world whereane subjected to masedia onslaughts of

processed music packages from multinational controlledgyber

2.3.2.7 The Session

Currentinterest in eighteenth and nineteenth century manuscripts is driven in part by
performance i n musoncaad inteéest ensfelk music 8 nowP ar t
confined to a subculture. What was once mainstream popular music in the eighteenth
century is regurgitated today by thousands of amateur musicians with vastly varying
degrees of instrumental competence. A growth ireangtoirs, ukulele ensembles,

revival rock and dance bands, acoustic sessions, etc. is symptomatic of a rejection of the
music of the mass media. These musical activities act as social events for the musicians,
and participation is often of greater imgoaee than the sound produced.

Participatory performance of folk dance music, usually occurring in public
houses, has its own rules and conventio
security and familiarity to the egkanging commercial demandriew material and
innovation in the multinational popular music business. Niall Mackinnon devotes a
chapter to O0The SessiThe British Rolk Sd€mSincd 993 p
Mackinnonds appraisal of the phenomenon,
developed significantly. A particular session might focus upon a particular aspect of
traditional music, for example, Irish reels, Morris tunes, Northumbriarupipeatt.

These impromptu musical performances vary in standard and status. They are a
development of the folk club scene of the second half of the twentieth century. The
l rish ©O6seisi¥¥nd may include song and h;
hierarchical structure and boundaries; it forms the model for sessions found throughout

the British Isles. Participation carries ideologicdl signpiance. As Macki nn

213Macinnon, NiallThe British Folk Scene: Musical PerformanddentdySpenlUniversity Press,
Buckingham, 1993, p.99.
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performance of music is dependent upon a whole range of musical, paetoisga
from which and t hr ou g R*Althbughcséssidng superéicially v e s
involve straightforward performance, they incorporate complex interactions within their
deceptive informality.

The session musician is part of a musicatuttuioe; the essence of her/his
fulfilment is derived from participation. Pride is taken in being musically illiterate and
|l earning O6by weard, these being essenti al
participants are often wetlucated and midetéass, as were attendees at folk clubs in
the 19908 Session performance is often not intended for audience consumption, and
the musicds initial purpose as dance acc
full consideration of this interestingvelepment in the performance of traditional
music, which warrants fuller analysis. However, it is important to note that the current
demand for the revival of music from eighteenth and nineteenth century manuscripts is

fuelled by session performers

2.4 Conclusion to Chapter Two

| have drawn attention to the shaky ground on which many of the assumptions
pertaining to traditional music are baked.l e n , @ &8 reeeat publicatiofhe
Making of Irish Traditional Migsionstrates a more realistic viewadfitional music

in Ireland than many previous publicatomshe subject® She provides insight into
current 0 s es s i owthits pnaleominated dierarchglongrwéh aa n d
critigue of the growthof regionalism The punning title of her work suggests

fabrication, yet she manages to travergarélcariousightrope betweethe accepted

2141bid, p.1.
2151pid, p.140.
21608 S h e a ,The Makingeof Irish Traditional KasdicUniversity Press, Cork, 2010.
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traditionalist stance and its deconstruatioim skill The fetishisation ahusicaktyle,
personalities and loealre part o commodificationf traditional musjdt becomes a
national emblem, a facet of the tourist industry and a marketing €keecisenic
cultural position of traditional music in Irelandhasv very different from similar
English musidRetrospectivegvivalist curiositgpnaymove on to aspexof traditional

music other than handwritten manuscrigise manuscript collections from the
eighteeth and nineteenth centuries offer a real insight into popular culture and the lives
and experiences of their qmlars.Their recontextualisation in the twetiigt century

is bound to be problematic, but it is febfeat this work goes some way towartisie

representation of their context and contents.

3 Chapter Three Foundations John Playford and Early

Compilaions
3.1 Introduction

The foundations of what may be | oosely d
Isles may be traced back to the many hundreds of publications that saw light between
1650 and 1850. The evidence that follows indicates that phie obrmusic that
constitutes he canon of 0 fupdn&\vastaraymotseurcesuBy farccthed r e w
largest contributions to this canon were the coedatrge publications of the late
seventeenth and eighteenth century. The following is an examination of the genesis and
early development of this canon. The key raletof Playford in the initial promotion

of the country dance and its music, plus the publication of other popular accessible
pieces, is placed in context. The adoption of pieces published by Playford and those
that followed him is reflected in the contesftdshe three manuscrigbmpilations

selected for scrutiny: Henry At kiThesonods,
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scanned copies of theanuscripts of Atkinson and Vickars readilgccesble via the

Folk Archive Resource North East webaiethe writer possesseplatacopy ofthe
Jackson manuscript. These primary sources give a clear indication of what was
actually péormedi rather tharwhat was publishédduring this period. There are
other manuscripts from this period, but those selentecagclear indication of the

diversity of the musical tastes of the times from which they emanate.

3.2 John Phyford (16281686/7)

This section concerns the foundations of traditional music, the eighteenth century
0Gol den Erad of C O uohtitat ayd sdcalrclomate from svinioh it a n d
emanated. Playford pioneered the publication of country dance collections, which were
to form the basis of social dancing in stately homes and public assembly
throughout the countryfhese popular social deactranscended social boundaries
containing elements of both courtly and peasant dance. The notion that the folk and
the elite traded dance and song in a cultural exchange is undisputable; there was
multifaceted interplay between the social classes aspleict of the arts.is all too
easy to compartmentalise music into defined genres associated with particular social
classes, but in fact the social distribution of music is complex. Evaluations of genre
features in relation to class are complicatéldebyassage dime. While time offers
hindsight, the vagariesaifichronic orderinglso hinder interpretation.

It was following the pronounced political and religious changes of the mid
seventeenth century that the creation and proliferation of country dance music and
popular song gre@ance tunes and songere in turn, to form the basis of the canon

of vernacular music thadrvives in large pdd this day. The songs and damdetis

217FARNE, Folk Archive Resource North East
http://www.asaplive.com/archive/brase_by collection.asgccessed 18.08.12.
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perodmay be seen as a reaction to the Puri
first signs of this shift towards more permissive attitudes towards the Arts were
emerging.

The year 1650 has both political and musical significance. TheGvighgar
(16451651) was drawing to a clésbe Battle of Worcester (1651) saw victory for the
Parliamentarians. Cles | had been executedlB¥9 and the first signs of a relenting
of Puritan austerity were beginning to emerge. The period of theo@eealth, the
interregnum, brought with it a ban on public theatrical performance, which was not

lifted until 1660, thg e ar o f s r€shoeatioh te the throné of England. In 1651,

however, Playford publish&étde English Dancing Mé&teKidsonp oi nt s out : 0
really issued in November of the precedingriidihe fact that Cromwell and the
Parliamentarians allowed publicatioftwé English Dancing Maatea sign of a shift
towards greater tolerance and a change in attitudes towaesdss.tf@delico de
Rocheforte writes:

By personal inclination and family, Playford was a Royalist.

One of his political tracts wake Perfect Narrative of the Tryal of

the Kingas well as others relating to the executions of royalist

nobility. In Novembeof 1649 a warrant was issued for his

arrest as well as his associates. Nothing was heard of him for a

year until, on Nee mb e r 7, 1 & BeQister was st ati oner

entered forThe English Dancing Magdparently things had

cooled off enough for him totuen **°

This first edition of th®ancing Masi®the only one to ha@&nglistdin the title. All

218Kjdson, FrankMusic Quarterly: John Playford-@edtliy Music Publishing
http://mq.oxfordjournals.org/cgi/reprint/IV/4/516?FIRSTINDEX=0

Kidson, IV (4): 516, QE09.

219De Rocheforte, Fidelicbhe Lettef Dance, Vol. 3, John Playford, a Brief, Biography
http://www.pbm.com/~lindahl/lod/vol3/playford_bib.htm|28.08.09.
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subsequent editions are simply tifllbd Dancing Mastanay well be that this was an
acknowledgement that the dances and their accompanying melediest welely
English. Playford included in the publication pieces that were anything butf&nglish
exampl e, 0@kebDaimerPddd ®dornt s6 Edipdb)are gh Ca:
inclucedin the collection.
Cromwell himself was not averse to callgnjoyment. Chappell notes that he

employed a musician to teach his daughtetsoncerts were given in his h&he.
In his examination of musical activity during the Commonytadibpell cites several
other examples which waesmdnsat raart ea tf hladv eQr
This is also borne out Hdyvelyn Wells in her exploration of the links between
Pl ayfordds dance mel odies and broadsi de
music € even dancing was countenaf@édrhe Reformationnotwithstanding,
heralded an austere epoch for ttie. ¢Max Weber documents the stifling of worldliness
and creativity:

[Alscepticism descended | i ke a frost

Engl @and.h& theatre was obnoxious to

with the dtict exclusion of the erotic and of nudity from the

realm of toleration, a radical view of either literature or art

could not exist. The conceptions of idle talk, of superfluities,

and vain, ostentation, all designations of an ascetic, and

especially notesving the glory of God, but of man, were

always at hand to serve in deciding in favour of sober utility as

220Chappell, WillianT,he Ballad Literature and Popular Music of the Did#s. Timedon 1855,

reprinted Dover, New York, 1965).Uop.415 .

2211bid, p.415.

222\\fells, Evelyn K&layford Tunes and Broadside Baflddarnal of the English Folk Dance and Song
Societyol.3, No.2, 1937, p.82.
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against any artistic tendenties.
The impact of the imposition of thiarsh regime was 4@achingthe Government
prohibied maypole festivitiend curtailed Christmas indulgence. As Weber points out,
60t he Puritan t own govVver nme rmhAvor Iwbils e d t h
Shakespeare was still alive and residing there in his &t Teatheatre was subject
to the greatest censure amotigstarts. Secular song and social dance were permitted,
as mentioned above, and Fraser emphasises that it was not dance that was
objectionabte6 The Puritan attitude to dancing
lasciviousness induced by it, than danceltfitsP | ayf or dés wi fe r an
during the Interregnunand her influence could account for his radical change from
publishing political tracts to dancing mantfals.

Playford may well have been imprisoned in the year prior to the release of the

1651 edition ofThe English Dancing Mastais publication of Royalist tra@fdde
was arrested at the beginning of Decemberthé4® is no record of hilraving been
imprisonegdbut after that date his publishing efforts were directed towards music rather
than politics. This appears to haase beer
PeterLindenbaum illustrates:

After é political publ icogti ons, whet

in 1651 Playford switched to the publication of music

[Fl[rom 1651 to the end of the Interregnum, twémty of

twentyseven Playford publications were music or music related

223\Weber, Max, tiTalcottParsonsThe Protestant Ethic and the Spirit of ClapitatisNew York, 1958,
pp.168 & 169.

224|pid, p.274.

225Fraser, Antonigromwell: Our Chief of Weidenfield and Nicolson, London, 1977, p.464.

226|pid, p464.

227 indenbaum, PeteBohn Playford: Music and Palitics in the Interregiiumtington Library Quayterly
Vol. 64, No. 1/ 2, 200, pp.1:288, University of California Press,
http://www.jstor.org/stable/381788@ccesset9.12.10.
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items?®
This leads one to the conjecture that the publication of coanrgsdwas a milder
form of protest against Puritanism than political tracts.

The English Dancing Masatetthe first ofP | a y fmany chd@sk publications
and the one that led kisdomination in the muspublishing business in England until
his deathn 1686. His son, Henry, took over his business on his demise, publishing the
eighth to twelfth editions dfhe Dancing Mabtgween 1690 and 1783lohn Young
was responsible for the publication of the subsequent six editions, the last being
published c428. The countrgance and its music were evidently an acceptable form of
recreation during the interregnum and remained popular well into the eighteenth
century and beyond.
The common belief is that John Playford did not compose the music or invent

the dances contained within tBaglish Dancing Maasetle Rocheforte writes:

It is fairly well known that John Playford was a bookseller and

publisher, not a dancing master. It is also fairly well accepted

that he did not writdhe English Dancing M&halars have

determined that six to eight different contributors actually

wrote the book, some covering dances known for years, while

others may have been penned specifically for thé*book.
The publication utilised developments in music printing techmaldiglyy gathering
pieces into an easily accessible format. Thetinenks a collation from many sources
andis of great significance in cultural terms. The collection was inn@raditbe

many later editions give a clear indication of eisarele and popular acceptance.

228|pid, p.130.

229Barlow, Jeremy, edihe Complete Country Dance Tunes from Playford's (a&tdbog. V&3¢
Faber, London, 19854p

230De Rocheforte, Fidelicbhe Letter of Dance, Vol. 3, John Playford, a Brjef Biography
http://www.pbm.com/~lindahl/lod/vol3/playford_bib.html, accessed@®9.
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RobertKeller points out the significance and renidy d the work, pointing

out that country dances remained popular for a further century and a half. He states:

[Tlhese group social dances were to dominate Western

ballboms for the next 150 yearsThe series eventually grew

to eighteen editions of the first volume (86328), four of a

second (1781728), and two of a third (17aP7267?) and long

outlived its originator. The three volumes eventually

encompassed 1,068ique dances and their music. Many were

copied from one edition to the next so that the entire contents,

with duplicates, amounts to 6,217 dances, including 186 tunes

without dances aend K&t esto,8 g& Mr( O Da mend

Magotd and O6THE Quakers Danced).
The mere quantity of material contained in the volumEsedDancing Magtees us
an indication of the demand for such music at the time. Throughout the eighteenth
century the dance melody repertoire was greatly enlarged by the publication of hundreds
of similar collections.

Cromwell died in 1658, and with the Restoration of Charles Il to the throne in

1660, a reaction against Puritanism took place under this hedonistic, merry monarch.
The theatres were opened again in,&Dthe bawdy Restoratioontedy became
redolent of the times and reflected the antics of clmimhGolby andA. W. (Bill)

Purdue emphasise the lasting impact of this shift in moral perceptions:

The Restoration saw a reaction to the attacks on popular
culture of the Puritan periodvhich lasted well into the

eighteentftentury. Not only did the recreations and

231Keller, Robert MThe Dancing Master,d62B: An lllustrated CowipenCountry Dance and Song
Society, Inc., 2000, http://www.izaak.unh.edu/nhltmd/indexes/dancingmastezsse?3.08.09.
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institutions which had been suppresddtieatre, gambling,

maypoles, codighting and brothel® make a considerable

comeback but gentlemen as Justices of the Peace ditibeved

enthusiasm for the role of moral policeffen.
They go on to point out that it was not until the lateeig e nt h cent wary t he
renewed call for moral regenerdffSiThis was to take the form of strict Victorian
standards brought in with the rise of Methodism andcNoformist doctrines. The
ebb and flow in standards of morality is a reflected in corresponding changes in the Arts
and is especially noticeable in popebng.

A great contrast in mores between Puritan rectitude and Restoration
permissiveness is evident. Between 1698 and 13200 Pl ay f oride@iry y o u n ¢
Playford published/Nit and Mirth, or Pills to Purge Melankrgly collection of sa@ng
of which many were bawdy, containing either much double entendre or blatantly
explicit verse. They were gatheredtegeth and many wrUrfeytThia by T
work, which in its final edition had six volumes containing more than 1000 songs, is
very nuch a vocal cousin dfhe Dancing Mastee Contemp&t&hort Biography
Durfey, as hisnameaws or i gi n al IHig cowntry sbrnigeewere coarseaahde s :
popular, dealing with common folk and their relationshipis songs were often
labelledas vulga® not without reasd@®” The melodies had many sets of words
written to them, as is the case with broadside ballads and hymns. Song and hymn
melodies were often enlivened and adapted for the dance floor. It is often difficult to
establish whichame first, the dance melooly t he song t uTwas. For

Within a Furlong of Edi nbrough Tbhewnd wse

232Golby, J. M. and. W.PurdueThe Civilisation of the Crowd: Popular Culture in E5kpan&u6a
Publishing Limited, Trowbridge, 1999, p.44.

233|pid, p.45.

234NelsonBurns, Lesleyhe ContemptatShort Biography of Thddréey§1653723)
http://www.contemplator.com/history/durfey.htndccessea80809.
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Cont empl at oclainsg hSeh oprite cBe owgarsa pwryi t t en DO UTr f
been,but it also note t hhe tune ds[sbmetimes attrilsite Henry Purcell (with
whom DOUr fey o ffTeempiece wds Incduden indhe £686) sGpplement
to the ninth edition of The Dancing Mastaidl forms part of the core repertoire of
British traditionamusic to this day
Many of the melodies contained within the manuscripts this thesis examines
were published ifihe Dancing MaatetWit and Mirth, or Pills to PMedancholyhere
is a symbiotic relationship betwetance and song collectiomgjich shareand
interchange common tunddell® s edayfarg Tunes and Broadside Bajlads
mentioned above, also demonstrate
P | a ysfDancimydviasteas the first of the many publications of country
dance music produced to satisfydbmand for this popular pase . Johms Pl ayf
Division Violi(1684) provided some of the melodies included in the Atkinson
manuscript, a $1@blleddan rofr Qriginll Saoyci1B00edvas the first
publication of Scottish tunes as airdistnational compositiGii. The creation ofa
musical division between English and Scottish music was to become a genre divide
founded on political expedience.
Julia Sutton considers the relationship between courtly dances and country
dances, noting an @nthange of steps, figures and ideas. She states:
We know that throughout Western dance history the cultivated
arts of dance and music have relie
elements (whether real or imaginary) for fresh ideas, renewed

vigour, and special chetex, eventually remaking them in the

235]bid

236\Wells, Evelyn KdPlaybrd Tunes and Broadside Balialtsirnal of the English Folk Dance and Song
Societyol.3, No.2, 1937.

28TH. W, M. ,  0,Hrz Blonmy ed Bilovey Dicdonaty®df Music and Meiii&aktion, in 9

Vols. plus supplement, Macm|llan andL@b, London, 1954, vol. VI,.27.
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fashionable courtly or theatrical image until a need for fresh

inspiration has been felt once more. We are also aware,

however, that the imitation by the lower classes of aristocratic

fadsandtastes has been a strdagce in the history of the

performing arts. In theixteenttcentury the line dividing court

and folk dance appears to have been simply a separation

marked by greater attention to elegance, style and technique on

the part of those of gentle birth. Celtamany of the dance

figures in our manuals buc as hays, csrcl es, tur

partner, or changing places, belong to both courtly and country

worlds, their origin lost in the mists of tfiie.
| have quoted Sutton at length as her specialised insight ligfdon the
interdependence of courtlgdd c e and f ol Englslamaouscripts®htiee ci t e
Innes of Court dating from the sixteenth and earlgset eent h cenheur i es €
chief basesfar he t went i et Incaudlyndancd?® yohnr Péayfardvnaust s 6
have been aware of the existence of these documents as his business was located in the
vicinity, and he appears to have been a willing conduit for the transfer of the courtly
dances ofNobila di Dani@the lower echelons of society.

P 1 ay Dancirdy Masheralded in the publication of hundreds of collections

of countrydance during the eighteenth century. These form the basis of the canon of
folk dance melodies throughout the British Isles. This study demonstrates the further
influence of musical fashions and developnoentee moulding of this canon. The
performers whgrovided the music faancing, aatalysiof social interactioand

courtshipamassed their repertoires in manuscript collections of melodies.

238Sutton, Julia, translator and EdhritioCarosoCourtly Dance of the Renaissance: A New Translation and
Edition of t he,DowoPollidationsdvineld id.v.e1®95(p2®%. 0 0)
2391bid, p.1.
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The scrutiny of publications and ideas on folk music aivémiethcentury
forms a basis for discussinrChapter Siof this studyTherole and relevance of such
music today, its significance and varied deployment, provide an intriguing insight into
musical identity and perceptions. The late nineteenth and twentieth century saw a
resurgence of interest falk music coupled with nationalist fervour. This revival
formed the basis of our ideas of folk and traditional music, claiming musical insight into
nati onal I dentity and character. Pl ayf o

foundation on which thesadtitions were established.

3.3 The Henry Atkinson Manuscript

The cover of Hetry Atkindo®d @ ki s tdlAd6aike: the dther
manuscript compilers in this study, Atkinson makes it abundantly clear to whom the
book belongs. The volume igaeded as the earliesindwritterd f i d mdnwesarit s 6
book of its type extant and is a remarkable historical and musicihai€al this
artefact tchavelad dormant, outside the care of museum and library archives, for over
three hundred years a credit to its many custodians. A scanned copy is available on
the FarngFolk Archive Resource Norjhaeasite run by the Gateshead council; this

has been utilised for the purposes of this €UHye original manuscript is housed at

the Gosforth Records Office, Newcastle upon Tyne.

It is commonly believed that the compilation emanates from the northeast of
Engl and because it includes O0Bokabyl, Shhaft
of whichbas t he website states, Ohaversmonti nu
the region to the presedita. ¥ Bhe Chatto family, who were custodians of the volume

as far back as the 1830s, hail from Northumberland, which further establishes its

240Farne Folk Archive Resource North East,
http://www.asaplive.com/archive/browse_by_collection.aspessetin0310
2411bid.
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not heast provenancfeaceThteo wehbes i thenbtese cptrieo n
accompanying the manuscript, dated eamtydtaineteentltentury, William A. Chatto

al so i nfor ms us téh avas aondtwen ofythe Aoukty ofs o n
Northumberland, and lidle i n t he nei ghbour hood of Har t
whe e he obtained?Attkkismsond®r mamipoha@ti on
selection of popular music from his time. His Braading repertoire encapsulates a
nongenrebound reflection of theusic of the era.

The Farnewebsiteapproaches the manuscript from a traditional folk music
stance, seekingt@d m At ki ns o n, batshe avidéenéesug@gests Atkthsbh e r &
was a capable musician on an instrument that was at a high paavéldmsnent and
popularity during his 1|ife. At kinsonds 1
danced musi c, and hi s c o mp isuchaésd Danl lien clsu
Gr o u nhkidch demonstra the wider violin repertoirdlhe indications aréat
Atkinson may well have been a violin teacher or dancing master, and the pieces included
in the volume suggest he was a fairly accomplished musician.

There are no dance instructions or song lyrics contained in the volume. The
book includes detailed g directions, more than one would expect simply for
performance purposes, suggesting a pedagogical function. As one would expect of a
manuscript of this age, the notation utilises very different styles from our modern
conventions. For example, jigs ardten in6/4 as opposed to 6/8. Other similar
timing conventions of the period are also employed. The clefs are mostly as our
modern G, but some others, possibly written in a different hand, are more elaborate.

At ki siakme@asures 12cm x 20cm anaf ia size that would easily fit
into a pocket or instrument case, which would suit the itinerant musician. Many of the

pieces contained therein are indeed country dances, some of which are traceable to

242|pid.
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edi ti ons s®ancin® Mastget cothetsd dplay considerable instrumental
technique and musicality. | use the label country dance as a generic term rather than
referring to a specific dance or group of dances. Country dances of this time were in
fashion and were very much the entertant of themor e 06 weAtdinson o do o
includes in hik ol | ecti on pi *ehveisn Violnfolnd 8B 1) a yanodr dWa |
Division Flu(@705). Th&arnavebsitestates:
This tune appears @slletts Groundi n P | sgheDivisiond 0
Violin1684 (PDV no.7). Confusingly Atkinson writes his strain
numbers at the end of strains, Playford at the beginning. Part of
Atkinson is not clearly legible, but it seems that he stays very
close to the prietd v er si on. Hse22 dtrairss, al | Pl ayf
andin the same sequence. Where there are discrepancies, it
appears that while sometimes Atkinson has miscopied,
sometimes he has in fact corrected Playford. Note that what
Atkinson calls thé Gr o usim fact sain 22 in Playford,
wh o s e Gownd la 6 sweitten on the bass clef, is clearly
separated from the main tune. It seems very likely that this
tune, given its length, would have circulated in written form,
perhaps via intervening teXfs.
| would assert that this piece provides us with tangiblaavitiat Atkinson was more
a violinist than a rustic fiddler. The inclusion of this work in the manuscript shows that
he was very much #p-date with the current repertoire for his instrument. As briefly
noted previously, the violin was very much theimsnt du jour at this timesaching
a high point in its construction and technical developmerfaiimebsite makes the

assumptiohat Atkinsonsecorded the music from aural circulditigut there is scant

243 Atkinson, p.31-38, http://www.asaplive.com/archive/detail.asp?id=R0103101, acce8868.29
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evidence to justify such conjecttff€he assumption results, | feel, from the compilers
of the websiteimposing their predetermined concefpt ot he o6tr adi ti onal
onto Atkinson. They mightarg t hat v ar i astpublished fmelodiesi Pl ay f
evidence of tahde verdatulad dtyle pnd asages Isvdould maintain,
however, that such adaptation and adjustment is a feature of most musical performance
and in fact an integral part of interprei
dollet® Groundis a work that does not forpart of the countrgdance
canon. It is a piece that would have the
divisions or variations are performed to demonstrate expertise on tldtvislis for
performance rather than dance or song accompan#senith the other manuscripts
under scrutiny in this study, one wonders whether there were similar companion
collections containing parts to be played alongside those that have survived. The treble
violin would take the leading melodic part in arrangeraethis time, so it is not
surprising that the contents of the volume are not supporting parts. Atkinson
undoubtedly played with fellow musicians: we have eopipage 4#hat isin two
parts marked witthed i r ect i ons 06 1st ndtreble Mrs Caddidf, Con d i
for example. As thegebsites t at e s, t hvetereso tha two Hayevs €an eeadd
them from different sides of the book, hence one appears upsi@>down s - 6t ab | €
t o pcoring of instrumental and vocal music had beehfaiséooth secular and
ecclesiastical music in parts for centuries.
MatthewS pr i ng me ng$ Grounds alordgTwitH dthert ptedes, when
examining the content of a Balcarres manuscript of pieces arranged for the lute. He
states: 0Th emebdcandehythmacal gisciepancigshbetween the printed

versions and those in the Balcarres manuscript, but for the most part the violin line is

244|bid, introduction.
2451pid, p47.
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simply transposed down an octavéo suit the tessitura of the @& The appearance

of botmGOoUlobdbewt®d GrFarnmedl lin both the Ba
manuscripts verifiesait t hese pi eces wamomgst perfangngd | n
musicians at the end of the seventeenth century, &artievebsiteclaims. The

scarcity of printed music would have made such copying a practical necefsgity. The

that manuscript compilesglea d pi eces | i kfom @rinted souwcest 6 s G
rather than by e& one of the pivotal and recurradgimsof thisstudy.

The inclusion of the piece O6A New Le
either the treble violin or the dance fléaken thatdetailed bowing included in the
manuscript andance notation &bsety the former is most likely the case. Sdzcity
and high cost of printed music as well as the convenience of gathering desired pieces in
one volume would have instigated the cre
considers similar Scottish manuscripts that relate to the English caset Hesvi 0 T h e ¢
manuscript compilations [from the first half of the eighteenth century] testify to a
demand for printed publications of Scottish migiarticularly dance musiavhich
was not being satisf@t Emmerson does not consider the gatheringsifedepieces
i n a single volume as anre Whatdsisigndidcamt aboub f t h
Atki nsonfés manuscript is not only its rem
this means of gathering together pieces in a single volume.

Military and courtly pieces appear in the collection alongside rustic dance and
song melodies, giving an indication of a wide range of taste and the possibly varied
applications of the music. The diversity of material includes much that is outside the
canonof vernacular or folk music. A large number of Scottish pieces suggests the

volume may originate from North of the border. Conversely, it may demonstrate the

246 Spring, Matthevibhe Lute in Britain: A History of the Instrument an@ioMusarly Music Series,
Oxford University Press, 2006181..

247Emmerson, George RantidPipe and Trenmd8iming: A History of Scottish Dan¢c®&MBiti&
Queer® University Press, Montreal, 1971, p.56.
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popularity of Scottish music at the English court after the restoration. The content of
the colletion is na retrospective. It comprisearrent, recently published material in
vogue at the end of the seventeenth cent
Far Awayad, which is included twice, have
canonuntil the present day. The two versions in the manushopta virtually
identical setting, both in C major, and there is no apparent reason for its duplication.
Publ i shed versions of t he dllectog,,are tode t e mp
found inD 6 U rsPiks yodPurge Melan(dy)GeorgeF a r qsuplay@ medrecruiting
Officefl706)and TGhgego08eg(@”®8).0s Oper a
We are currently locked into an obsessively -gemiriec paradigm, which

constructs boundariesther than respectiagcontinuum, so many regard manuscripts
l i ke At kinssomdbk smmepi y. anbnuscriptaaflécts a Rey K i ns
philosophy of the era from which it emerges: pastoralism. The renaissance brought with
it aspirations towards a rural Utopia, withr ks such as sAdadia Phi | i
illustrating bucolic scenes of dancing shepherds. Sydney writes:

[S]even shepherds joining themselves, four of them making

a square and the other two going a little wide of éitreerd

the seventh man foremestIn like order came out the seven

appassionate shepherds, all keeping the pace of their foot by

their voice and sundry consorted instruntéhts.
Sir Philip Sidney (1554686) did not live to see his work publishedadliavas first
published in 1586Katherine DuncanrJones notes that the book was described by
Horace Walpole in 1768 @pasdoediouomaham

A

William Hazlitit n 1820 as o06one of the greatest m ¢

248Sjdney, Philip, Sithe Countess of Pe@kotadiélhe Old Arcadiall. Katherine Duncajones,
Oxford University Press, Oxford, 199418.
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power u p HG°espitetleserlateddispgra ng comment s,s thoug
popul arity and pastor al theme reflected
centaur whichwasaed f or over t.3The aorkhgives dig am thsigite a r s
into the sensibilities d¢iie ladies nd gent | emen couhtyddateséd t h
the music of Atkinson and his like, distracting themselves from the reality of their
existence. Nymphs and shepherds these dancers were certainly not, but they certainly
fostered pastoral fanyas

At kinsonds manuscr i pt monehtattissasdancingo s el y
master 8ds or s tdna bookewithhaulssge propartiod of the melodies taken
from the Playford Dancing Masdéions published between 1651 and 1728. The
Atkinson manuscript, as | have stated, is dated 1694, by which time the eighth edition
of the Playford work hdskenp u b | i shed, and wasWweleestdbished t r y
amongst fashionable society. The X85t edition of theEnglish Dancing Master
dedi catednd oamdjeappeal s tta niba Geditlemen ofmyt hs
the Innes Of Court, whose sweet and ayry Activity has crowned their Grand
Solemnities with Admiration to all Spectatdr3his was not the music of the
peasantry but the construction of an wgfsss ideal of peasantry, an attempt to

recreate a rural idyll.

The Atkinson collection contains many of the features that are to be found in
the other collections considered in shigly: an eclectic mix of melodies from a wide
variety of sources that provide evidence of personal selection. The music is scored for a
specific instrument, and the scribe demonstrates musical literacy and accuracy. The

volume is utilitarian, in an easalccessible and transportable format. Ownership is

249DuncanJones, Katherired, introductionSir PhilipSidneyThe Coundes® Pembr@k&rcadiérhe Old
Arcadig)Oxford University Press, Oxford, 199&. p

2501 hid, pix.

251Barlow, Jeremy, edihe Completei@ry Dance Tunes from Bdy&orcing Master (d681.723)
Faber, London, 1985, p.15.
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clear, as if there existed a strong possibility of losing the book or it be taken by another
musician, etc. The music contained in the Atkinson manuscript is redolent of its time,
containing fashionablence melodies; it needs to be considered on its own terms

rather than through the eyeswentyfirst-century folk music revivalists.

3.4 The William Vickers Manuscript

This manuscript, dated 1770, is probably the most widely scrutinised and most written
abaut of those under consideration. The work has been twice published under the
editorship of Matt Seattle (188pin three parts and again in a single volume in 2008.
It has proved to be a rich source of coudénnyce music, enhancing the repertoires of
mary musicians, especially from the northeast of England. In his introduction to the
first volume in 1986, Seattle states: 0
among the most important collections of traditional music, published or unpublished,
to have been made in the British &3 here are pages missing from the surviving
volume; Vickers wrote an index that refers to melodies that do not appear amongst the
581 pieces. A digitally scanned copy of the original manuseagalde on Gatesliea
C o u s Earrle drojeeebsité>® The existence of a scanned copy available online
signifies the documentdés i mport and prov
collections.

The significance of this work is summed uphencover of the 200&dition:

0 Wi | | i asiune/boak kseomesobthe largest and most interesting English fiddle

252Settle, Matt, edThe Great Nbern Tune Book: William Vigkaliection of Dance Music, in 3 parts
Dragonfly Music, Blyth, 1986/ 7, part 1, O8Il ntroduc
253FARNE Projectyebsite, http://www.asaplive.com/archive/browse_by collectioaesgssed

1305009.
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manuscript®> The editor may make the distinction that the collection is English
because funding for the second edition was provided by the English Follridance
Song Society. | would maintain, however, that as with all the collections | am
consideringsuch nationalistic boundaries were never foremost in the minds of the
compilers.

The collectio of A as Vickers terms thefn 6 Count r yfornBances 0
comprehensge insight into the repertoire of the dance musician of the second half of
the eighteentltentury. It is one of the earliest of the {fdayford manuscripts to have
come to light. The collection includes a group of sixteen mostly consecutive
cotillions®™® These were introduced into England in 1766 from France and were much
in vogue in the 1770s. This demonstrates that Vickers was in touch with the fashions
and requirements of his audiences.

The work shows the development of a vernacular process obrseladti
rejection of pieces that shaped the canon of the popular milieu. There were a large
number of collections of country danpablished during the eighteenth century, and
this compilation reflects this vogue. Seattle, in his introducttbe 2008 dition,

p oi nt\dckeosuescribesd his collection as Country Dances but it is obvious that his
interest is in the tunes rather than the dances they acdrhiftamguld appear that

Seattle bases this conjecture on thenausion of dance notatiom the manuscript

and the quantity of material therein. He seeks to impose the form of the current
traditional 0sessiond onto Vickers and h
the statementAs the collection contains dance music, | would #rgtidance was

likely what it @wsused for, at least in part. The playing of such music solely for listening

is a recent phenomenon, and very much a revivalist practice growing in popularity from

254 Seattle, Matt, ed:he Great Nbern Tune Book: William V@@lisction of Dance Tunes ADNIG&I0
Lynn, Publishing, Witney, 2008, back cover.

255|bid, pp.124129.

256|bid, p.8.
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the 1960s onward. Seattl edassaomab mbhsi «
i mplication of his use of 6coll ectiond i
collectos such as Shagv Grainger It is more likely, however, that Vickers obtained

the volumeds contents f r drom tipemisictbaks ofs our c
other performers specHity for performance purposes.

The compil at i epersana thhractern asd tagtesc khe musio is
written mainly i n orsebuthamall numhger of selogiesb | y
indicate othecontributors. This is not a retrospective collection, and few pieces from
editions ofThe Dancing Master included in the book. Wonderful insight into
Vi ¢ klumaudand characterdemonstrateth the short vers@dn Musi@ included
in the volumandquoted abovesée sectioh1.10.

Thi s humor ous ver se g i ¥ attgude atowardi nsi gt
performance and his derisory regard for
the phrase o0Wel | rRedifod onetaty gayvard and wolleé nop e r f
doubt choose those pieces that were the most popular with his patrons and most suited
to his own preference. The melodies contained in the many published collections of this
time were of variable quality, so placingthey in one volume the melodies most
suited to his and his audiencesd tastes
of the collection.

The publisheéditions of the music dfickers are revivalist tools. A majority of
the melodies within th@hme had been long forgotten and removed from the popular
canon. It is as a result of revivalist interest that the compilation has been published.
Bohl man points out that oO[r]eviddahe i s an
published editionsf the Vickers volume are, correspondingly, not only an attempt to

rekindle interest in the music but dats@onstruct and authenticaith e my t hi c al

257Bohlman, Philip VThe Study of Folk MusheitModern Wphtidliana University Press, Bloomington
and Indianapolis, 1988, p.130.
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fiddl erd. As so |ittle is known about Vi
attributs t hat say more about revivalistsd pe
houses or accompanying dancing on the village green than about the actuality of
Vickers himsel f. The revival of traditi
authentidi y 8 (t o wuse Pet bdd nan®ganip tutueaksbase fom nd t
music, i.e. a music that is embedded in, and cultivated by, cofihRmite and
St ok e usszdlection asla soursedof material for tNenthumbrian Minstrelsy,
thus establishing the collection as one of the cornerstones of Northumbriafi’music.
More than the musi c somisicwas the rmpusi@aot has,time. Ilso u g h
revivaland publication imposes presdmy signification. Bohlman elucidates:

Revivals, in an ideological sense, the ultimate collapse of time

and space because it fully admits of the efficacy of that collapse

for creating contemporary meaning. Revival relies heavily on

new symbols masquerading as the old. Thus, when borrowing

folk music from the past, the revivalist assumes that the

audience will simultaneously imagine one set of values, strip

those values from the music, and all

themselve¥’
The Great Northern Tune Boohtaining Vickessusic, is a means lshich the
revivalist is able to link with the past, and the online manuscript adds reassuringly to the

validation and authentication process.

258peterson, Richard Areating Country Music: Fabricating Auttrentisityersity of Chicago Press,
Chicago, 1997.

259Collingwood Bruce, J addhnStokoe Eds. Northumbrian Minstrelsy: A Collection of the Melodies, and
Smalpipe Tunes of Northunfilscisimile Folklore Associates, Hatboro, 1965, originally published 1882.
260Bohlman, Philip VThe Study of Folk Music in the Moderimdisord University Pre&loomington

and Indianapolis, 1988, p.131.
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When viewed objectivelyhe collectionis a fascinating survival and an
intriguing record of popul ar merrymaking
three of the first edition dthe Great Northern Tune Book

Their [dance melodies] current revival by leading musicians

such as Alistanderson, John Kirkpatrick, Blowzabella and

ot hers, together with publications s

reawakening of interest in earlier types of English music, which,

potentially, has just as much to offer as any other tradition in

breadth of rep#oire, scope for collective musieking, and

opportunity for individual virtuosft}.
This surmises the motives of current revivalists. The acquisition of repertoire for
60sessiond performance iIis a retrospecti ve
based subcultuteatshurs current popular music in an antiquamastalgic quest for

Omerry .Engl and?d

3.5 The Joshua JacksoManuscript

This section examines the manuscript book of violin player Joshua Jack8on (1763
1839). It remains in the possessionhef Jackson family of Harrogate. Folk song
enthusiast David Howes stumbled on the collection wisilshgs the shop run by

J a c ls slescer@dants in the early 1970s. Howes and his associates brought it to the
notice of the Folk Revival movement by issaingcording on vinyl of a selection of
pieces from the book in 1977. This attempt 4mongextualise the music of Jackson

was a precursor to the flood of interest for such repositories of vernacular music, which

developed apace towards the end of thetigilercentury and into the tweifityst

261Seattle, Matt, ed:he Great Nbern Tune Book: William Vigkalisction of Dance Music, in 3 parts
Dragonfly Music, Blyth, 1986/ 7, part 3, 06Concl usi
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century Geoff and LiZBowen andRobin and Rosalinghepherd published a selection
of pieces from the manuscript, directed at the folk dance music enthusiast®in 1998.
Describing the volume, they write:

The JacksoManuscript is a book of one hundred and fifty

pages containing more than Bad@dwrittertunes, songs and

dancee The <collection is written on

originally foolscap, cut in half and bound with leather into a

book with heavy card covéts.
This provides a succinct description of the physical manuscript. A second volume of
pieces from the collection, published by Robin and Rosalind Shepherd, followed in
2012%* Both volumes include a short biography of Jackson and his environs plus
speculatio about his music making.

Like the compilers of thether manuscripts under consideration in this study,

Jackson clearly labels the inside front of the volume with his name and the date, 1798.

Example 1

As shown, Jackson uses individual type letters to manually inscribe the volume with his
name. He also signs the inside back cover along with the date. As the following page
illustrates, Jackson employs the same printing type for the pagination andalyhe melo

titles; the musical notes are also positioned using type. This practice is abandoned in the

second half of the volume, however, where the melody titles are placed in between the

262Bowen, G. and L. ariRl. and RShepherdTunes, Songs and Dances from 1798 Manuscript of Joshua Jackson
North Yorkshi@ornmiller aMlsicigriyorkshire Dales Workshops, llkley, 1998.

263|pid, p4.

264Shepherd, Robin and Rosalid Joshua Jackson Book 1798: Tunes, Songs@ndHzaMessifcript of

a Yorkshire Corn Miller and Mu¥icialh, R & R Shepherd, West Yorkshire, 2011.
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first andsecond lines of the melodi&gs.most of the manuscript, Jacksmses an
implement to produce blots to indicate thgitm of the notes on the stdi pens in

the stems.
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Example 2

In order to save space, the pieces do not always commence with a fresh stave. We see
above that OWhat fadlowb@au mmegdgatehy wasér
born t o .@apitalisation is mo¢ Wsedtitles and occasionallyjrasxample 2,

dance instructions are written along with the melody. Two jigs are written together, and
two commortime pieces are written onesathe other. This would enable a dance in

one tempo to employ both melodies in performance. The manuscript staves appear to
be hand drawn and utilise the recto leaves, the verso leaves containing notes, dance
instructions, recipes, accounts, plus sonigoadd melodies.

The content of the book is wide ranging and demonstrates the eclectic nature of
Jackson and his audiences. We see enspag34 and 36, sb &lSew, thhcee
c o0 nqguer and gxtraete from dther works are included alongsids fpeoethe
countrydance canon. This is a clear example of composedipiecaather, melodic

extracts from compositiofiis being employed in contexts other than those originally
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intended. This crossover and fusion is a forerunner of sampling and swah mu

plagiarism.
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WATER PARTED FROM THE SEA.

In Artaxerxes By D. Arne, and adorned with Iralian graces By MX Tlllanl J ; '

. =STTririzisome :
o

l t‘:’?j__:i_é.l,l - }_J:J!f :!‘I'I

Example 4
There is much evidence to show that Arne
into popular performance and circulatforin account of singing in the London
streets of 1819 demonstrates the broad natupepoflar song, ranging from the
monotony of the songs of the street vendors to Italian opera.
[1]t was but yesterday a woman invited the publick to purchase
shrimps, to a tune which has invariably been applied to water
cod as to spinage and mufins O n euld \scarcely believe
such absurdities in London, at a ti
boy whistles Italian airs and even the footmen at the doors of

t he Ki n g 0 s@afehRadet froen the S

2%5Ar ne, OWat er PRlhns Hopkind Unigersitygvih SheeSusicdCollBdioh29, Item

041, URIhttp://jhir.library.jhu.edu/handle/1774.2/282@ccessed 25.07.10.

266Urban, Sylvanus,h e Gent | emands Ma,feomlanuaryta Jude 181D, ¥dlume i c a | (
LXXXIX, Nichols and Son, 1819, Londom. See:
http://books.google.co.uk/books2idd4IAAAAIAAI&pg=PA424&Ipg=PA424&dq=water+parted+fr
om+the+sea+handel&source=bl&ots=jHQMBOu&sig=7kwFf
MV3Z5bERQYCV2_YWYNYFI&hl=en&ei=_[IMTJ7MKBOgSN
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Jacksonds coll ecti on inou$idnefcstice giecgs bypAune ar t
and Handel. This is a clear example of the filtration of high culture through all levels of
society and demonstrates the waahging tastes of the time.
Bowen an dswtimgs prhJagksbrd and his music give us an idealised

picture of the man arttie role of the manuscript book. R®bWegman points out,
e pick and choose, select and combine, whatever evidence we need to fill out the
patterns we wish to percéfeéUnder the headin 6 Musi ¢ and Bancing
T i mi@od@en and Shepherd write:

There was considerable friendly interaction between the

different classes andtsdcons of socisdimegy during Je

and some of these events were enjoyed by bothntlesl la

gentry and their servants and tenants. It was common for the

| andowner t o as entertaghment &an hissveni ngo

servants. This was sometimes a dance and sometimes amateur

theatricals, followed by a supper in the h8tse.
Bowen andsviSih ef p huelridylibis questionable. It is an ideal that Bowen
and Shepherd impose on Jackson in order to place hitmeirstiereotypical category
of O6Fol.k Fiddlerad

The 1977 recording by Howases not fall into this trap, with pieces given a

wide rangef interpretatonbeond t he st r @l lgéhre.|The klusion o f  t

of the banjo in the forces employed on this recording, for instance, is out of step with

sGFCw&sa=X&oi=book_result&ct=result&resnum=8&ved=0CDQQ6AEwWBwW#v=0nepage&qg=water
%20parted%20from%20the%28%20handel&f=falsaccesse2b07.10.

267\WWegman, Rob G{istorical Musicology: Is It Still Possi@lEffe Cultural Study of Music, a Critical

Introductiosd. Clayton, HerberMiddletonRoutledge, New York and London, 20083 .

268Bowen, G. and L. ari’l. and RShepherdlunes, Songs and Dances from 1798 Manuscript of Joshua Jackson
North Yorkshi@rnmiller aMlsicigry orkshire Dales Workshops, llkley, 1998, p
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the late twentiethentury drive towards verisimilitude and authenticity. Jim Bainbridge
reviewed the fissue of the album on CBHe writes:

much of the musical rhythm is outside the current dance

tradition, in that there are minuets, quadrilles ardrynitems

her e. Ho wEnglisiwbandswodd benefit from such

variety as thisnd no doubt it will be well used by musicians in

the coming millenniuf?
This review reflects the essence of my discourse, in that it recognisesfitadilti
nature of t he samanudcpnand othér suthacollecsiomsn Bhe Bowen
and Shepérd publication fails to consider that a violinist af ¢ ks ahility @ould be
in demand locally to perform with and supplement visiting theatrical companies and

orchestras. His skills would have a ready market in the popular spa town of Harrogate

andbg ond. I mi ght suggest that the song 0
describe Jacksond6s own experience in Loni
It isnd l ong sin | first comdd fra the

needs think sirs
| 6se a | ad not weasi liydrinkgimmdd wunl ess
And somehow | dondt know which way I
be so droll sirs
That I mu st had been drunk every da
gum one and all sf's.

The songds O6stage Yorkshiremands® anecdo

himself.

269Various ArtistsJrip to Harrogakellside RecordindgsTSR2cd, UK, 1999

270Bainbridge, Jiphttp://www.folkmusic.net/htmfiles/webrevs/ftsr2.htraccessed5.12.09
2711Bowen, G. and L. anR. and RShepherdlunes, Songs and Dance®8dvadidscript of Joshua
Jackson, North Yorkslairemiller adlsicigryorkshire Dales Workshops, llkley, 1998, p.67.
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The Daily Universal Registedanuary 1785 (which was the forerunnéhef
Tim@scarries an advertisement Ttwe Follies of the Day, Or, The Marriageatrigigaro
with aNew Pantonedm T he Magi cs TGumpghléTheadvert3ementigasr t ue o

follows:

NINTH NIGHT. FOR THE AUTHOR.
T the THEATRE-ROYAL, COVENT-
GARDEN, this prefent SATURDAY, {anuary
> 1785, will be performed, 2 New Comedy, called
The FOLLIES of 2 DAY,
Or,. Tha Marriage of Figaro.
‘With new Dreffes, Decorations, &c. .
The pri charadters by Mr. Lewis, Mr. Quick,
Mr. Edwin, Mr. Wilfon, Mr, Wewitzer, Mr. Bonnor,
Mr. Thompfon, and Mrs. Martyr; Mrs Bates, Mos
Webb, Mifs Wewitzer, and Mifs Younge. .
With a new Prologue, to be fpoken by Mr. Davies,
To which will be added, for the the fisth time,
A new Paotomime, called,
The MAGIC CAVERN,
Or, VIRTUE's TRIUMPH,
With new Scenery, Machinery, Mufic, Drefles, and
Decorations.
The Scenes chiefly defigned by Mr. Richards, and ex~
cured by him, Mr. Carver, Mr. Hodgins, and Affiftants.
The Overtare, Scngs, Cboruffes, and the Mufic of the,
new Pantomime, and compofed by Mr. Shield,
Hothing under full Price will be taken.
The Words of the Songs, &c. 1o be had ac the Theatre.

Figure 7The Daily Universal Redigas

The final line of the advertisement is what is pertinent to this study. The sale of song
words, most probably in the form of a broadside ballad, demonstrates how music and
song from theatrical performances were made available to the public. This
dissemination of music and song gives a glimpse of how theatrical pieces were adopted
into the popular culture of the day and intothe manu i pt s of t&ae | i ke
The stage &s a major source of material for broadside balladsh#dolloway and

JoanBl ack point out: 6[ T] he major London I
songs and ballads that originated in the concert hak avezks composed for many

level& " They go on to highlight this avenue of cultural exchange between stage and
street with examples of concert hall performers depicted on broadside ballad sheets

bl ocks. They cite several exampl es. For

272The Times, F2&nniversargdition, 01.01.10.
2713Holloway, John antbarBlackeds.] ater English Broadside BRadkdg&egan Paul, London, in
two vols., vol. 1, 1979, p.5.
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Delight &helpbhws dass, facing front, her ar
gesture, as she stands against a stagily symmetrical baKground
During the Regency period there was a shift in popular cAuBalby and
Pur due pAniotder populat culte & customary, and in which work and
popular amusements dovetailed with each dtlerayed and modern leisure emerged,
commercial and individualistic Within the Jackson collection we see evidence of
country dance pieces theg aasily traceableRol a ysfDancirt Mastee see early
ballad operas alongside contemporary hornpipes, illustrating the constant shift in the
makeupof t he country dance canon. Jacksond
from the 6ol der p orpotigieees from thé theatrical thusic stage, t s |
glee songs and piecesrirpopular writers such as Dindi
Each of the manuscripts under consideration in this work gives similarly

fascinating glimpses into the evolution of the social dance and populesparsice.
Dance instructions are included in Jacks
in the same format as those to be found in the cedentige music publications of
John Walsh senior (16661&36) and John Walsh junior (DA0®6). Their
publications were but a few of the hundreds of such collections published during the
eighteenth century. Al ongside the publi
country dance collections include:

Twenty Four New Country Dances for the Year 1713

Twenty Four New Country Dances for the Year 1714

The Merry Musiciparts IV (171@1733)

The Complete Dancing [Aa4iey

The Complete Dancing ,\Bastled| (1719)

274|bid, vol. 1, 1975, p.5.
2715Golby, J. M. anA. W.PurdueThe Civilisation of the Crowd: Bolputarin England 1BIDQ Sutton
Publishing, Trowbridge, 199%4
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| itemise this incompletist of countrydance collectiafrom the Walsb

Twenty Four New Country Dances for the Year 1726
The New Country Dancing &2y

Twenty Four New Country Dances for the Year 1731
The Third Book of the Most Celebrét&81)iggs
Twenty Four New Country Dances for the Year 1732
Thirty New and Choice Country(Dé3iges

Twenty Four New Country Dances for the Year 1736
Caledoan Country DanBesks H11 (173701740)
Twenty Four New Country Dances for the Year 1742
Twenty Four New Country Dances for the Year 1745
Caledonian Country D&ums|V (1745)

Twenty Four New Country Dances for the Year 1748
Twenty Four New Cypubdinces for the Year 1750
Twenty Four New Country Dances for the Year 1751
The Complete Country DancingUdiaster V (1755)
Caledonian Country Dafaame I, part 1l (1760)

Twenty Four New Country Dances for the Year 1763

publ i shin

house to exemplify the vast number of such collections printed during what must be

regarded as the golden age of the country daBetow the titigpage of a composite

vol ume of cdliards ©ididdas thepNationali Library of Scotland appears the

following

277

276 Fleischmann, Aloys aMicheald SiilleabhainSources of Irish Traditional MusicdT836002
vols., Galland, New York and London, 1998/I@VII.

211 A composite music volume containGauntripanceslectedResforfil atCourt and &lblick

Assemblies Bntkertaments Part 1 & 2, and CaledénuatripanceBeing €ollection of allGeebrated
Scotch and Englmintripancesow in/ ogue, wihopebDirectionsEaciDancel 748. National Library of
Scotlandhttp://www.archive.org/stream/acompositemusicv01lrugg#page/n10/mode/lup, accessed

121211.
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COUNTRY Dj{% CES SELECTED "}3”
Ar Frrpormid atGowrt and adlublih”
A drembtier ano Enlertacnments
Hor t/e Harplicord . Violin, German F'lute. 07 Hoboy-
with peroper- Pivections to eackh Dance.

PART I Price 6% :
London. Pronted for L Walsh. in Catharine Sireet in the S trand

Of whom may be had ;
Minuets for his Maje[\_y’s Birth Day and 24 Country Dances for the Prefent Year g -
II. Caledonian Dances. being all the Celebrated Scotch and English Country Dances now in Vogue, for the
Harpficord and Violin. in  Books, Each 23 6d e

IT1. The Compleat Country Dancing Malter. containing upwards of 1200 01d and New Coun-tx:y Dances

2 Bound in 6 Volumes. Each 3569 E
IV. Sclect Minuets by MT Handel, Halle, Wiedeman, Pafquali, StMartini, for § Harpid &Violin, 3 Vol. each3%¢
| V. Halle's Comic Tunes to all the Opera and Theatre Dances for the Harpficord and Violin, 6 Vol.
| VI. Apollo’s Banquet . a Favourite Collection of Song Funes for a German Flute and Bafs: 2 Vol.

Lt it

Figure 8 Composite country dance volume.

The reference to the o6Courtd i skEnglishmi ni s
Dancing Masaéed adds aristocratic respectability to the pastime of country dancing and
its accompanying music. The other publications mentioned in this title page
demonstrate the range of piepablished by Walsfi.e., minuets by Handel, opera,
theatre and song modly),a broad selection of music reminiscent of fihatd in
Jacksonds manuscriopt

The first volume of pieces from the Jackson manuscript focused on social dance
melodies and natt i o n . Fol | owi rsgrgument above Bow&kieagdma n 0
Shepherdedectd t he ¢ ont esmtarsuscrpt thatJsaitedktsew publication
agenda, i.e., to meet the requirements of revivalist interest in traditional music and
dance. Many of the pieces showing the ¢
omitted from this ifst volume, giving the impression that Jackson had restricted
musical capabilities and tastes. The second volume of the publication of the Jackson
Manuscriptby R. and R Shephembntains many piectsat fall outside the country
dance form. Therearegces from coll ections such as

songs, martial rsic and short classical piedémse recent publications both contain
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lists of the full content of theanuscri pt , whi ch i ntemlsudes b
One can onlyspeculateas tohow many pieces have been lost from folk revivalist
collections because of their | acking o6fol

This significant manuscript of Jackso
tastes. From the evidence presented in both published volumes, Jackson appears to
havebeena o6tar@d® busi nessman, with enough ex|
musicaldiversions. The inclusion of such pieces as, for examjjeto Castle
Howard QVeatherby Granggndd.illing Halld maintains the aristocratic aspirations of
the countrydance idiom. The prosperous spa town of Harrogate must have given
violinist Jackson and similar musicians ample opportunity to engage-makingic
Jacksonds compi | at i oorthe gapwae musiai erfoemedcinl ae ar
provincial spa town at the outset of the nineteenth century.

There are errors in Jacksonds notatio
is writtenin 6/8 time rather than usual 9/8 time. However, this may indicate that
Jackson wrote the melody from memory rather than copying the piece from notation.
Shepherd comments, 'The occasional peculiarities in the notation and spelling suggest
much was written from memory, which might explain the number of untitled tunes
towardshe end of the boédk®Agai n we have the o0fol k musi
the compiler of the collection.

Susan Woll enberg has drawn attenti on
John Baptist Malchair (183812), which is a compilation of melodiekte n f r om 0Ot
fieldo. Mal chair, 6l eader of the Oxford
band in 176®was a skilled musicfahWollenberg describes his mode of working:

O6Mal chair had trained his ear rgtdervée he <co

218Shepherd, Robiknglish Dance and, $ohg’3, no. 2, Summer, 2011, English Folk Dance and Song

Society, London, p.22.

219Wollenberg, Susailohn Baptisialchair of Oxfordanddi Col | ecti on opRachéd Nat i ona
CowgillandPeterHolman edsMusic in the Britiiovinces: 169@14 Ashgate, Aldershot, 2007.
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him as recording agents, and as ®$owon as
many melodiedackson wrote down from memory we will never know. The German

born Wollenberg was an observer/notary of vernacular fmuaic outsider, not a
participant. I suggest that much of Jacks
directly or indirectly. Untitled tunes abound in the manusCaptpbellahdLeadley |

all of which appear to be martial music deployed during the Napoleonibis/éad$

to speculation as to te&istence of a common source for such matdekddies were

published with generic titles or with no tittes examplein works such as Patrick

Mc Do n A Cdlett®on of Highland and Vodal78#< The eighteenntitled pieces

inMc D o n aolledtidrsappear to have been taken from the repertoire of the highland
bagpipes.

Shepherd, in his description of the compilation, acknowledges the diversity of
Jacksonds music, sulchl @valts idf wowd ide tayd e:
varietyof social contexts and vené®3he collection demonstrates the uniformity and
consistency of popular pieces of the tieeturing compositions by DibdWilliam
Felton, Handel , emakesaninteredirggcampasisorg io tangns of a t 1
contents, to the contemporary collection and musical manuscripts of Jan&*Austen.

The most noticeable differese@pear to have bedittatedhot only by class disparity
but by the instrumentsn whichthecol ect i onsd contents, wer e
i.e, violin or piano The sources of Jacksonos musi c

especially pieces of theatrical music from the provinces. It is a significant collection

280|pid, p.153.

281F|eischmann, Aloys aMicheald SiilleabhainSources of Ifishditional Music C. FA®%5in 2

vols., Galland, New York and London, 1998, p.404.

282Shepherd, Robiknglish Dance and, $ohg’3, no. 2, Summer, 2011, English Folk Dance and Song
Society, London, p.23.

283Gammie, lan anBerekMcCullochJane Austed s Musi c: The MEardadasic Wor | d
Publications, St. Albans, 1996.
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illustrating the diverse nature loé tmusical landscape at the outset of the nineteenth

century.

3.6 Conclusionto ChapterThree

The examinatianof the manuscript compilations of Atkinson, Vickers and Jackson
reveal t hat the compilationsd® contents r
from which they emanate. These are not retrospective collections. Some pieces are
carried forward fromlPay f or déds foundation via Atkin
through to Jacksonds. There i s a canon
each manuscript also contains its own unique character, contributing toward a process
that endorsed and recordedh e O popul ar 0.

The technical expertise of the musicians also relates to the popularity of their
instruments in their time. All three compilers were violin players, the instrument itself
having reached a high point in its technical development duringytigaeaof the
eighteenth century. The popularity of the country dance during the eighteenth century is
much in evidence in all three manuscripts, providing continuity with the foundations
laid by Playfordinthemido | at e s event eoelledidninpatiouau r y .
illustrates a ©o6high pointé in the popul
demanedriven compilations.

The three volumes are of the same format and indeed similar to the first edition
of Playford. They are an emineptigctical means of collating music for performance
and/or pedagogy in a compact single volume. Both manuscript book and violin are
both easily portable and lend themselves to use by a travelling musician or dancing

master. Each of the compilers makeswhreeship of his volume clear to avoid loss or
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misappropriation. All three compilers are male; manuscripts compiled by women are in
evidence later with the growth in piano owmgestd popularity after 1800.

The compilers demonstrate varying degreessi€ah literacy. Atkinson shows
a reasonable level of competence whereas both Vickers and Jackson have lesser
capabilities, with errors present in their notation. Nonetheless, all produced legible,
workable scores. Each of the collections contains sanieé dhelodies, but the
influence of popular classical compositions, songs and pieces from the theatrical stage is
much in evidence in the later Jackson compilation, which reflects a diversification and
expansion of popular musical taste towards the et @ighteenth century. This
expansion is borne out by Gammie and McC
of the music included in the musical manuscripts of Jane AliEtentate of change
in the form of the music and the augmentation of its dywe@ains momentum
towards the end of the eighteenth and the beginning of the nineteenth centuries.

Martial music is contained in each of the three collections, as with the other
compilations examined in this study. Similarity of form and tempo mak#e fuessi
dual deployment of melodies as both marches and dance tunes. One can only speculate
as to whether the likes of Jacksmy have beesmployed by officers for dances in
their Mess in the garrison town of Ripon or the assembly balls of citiesrsukh as

One of the main commonalities amongst the three manuscripts is that they all
show that the association of music with
Room of Scarboroughd (i.e., the amdembly
i n bot hsavidc kJearcskds o n 6 s collections. The
collections does not tie the musicians to Scarborough, but it illustrates the overlap of
material between them. Claims byRamearchive that both the Atkinson and the

Vickers manuscript represent a continuing, distinctively neBhgkstd musical

284Gammie, lan anDerekMcCullochJ ane A u s t Musica/oridflaf 3anecAustaidh Blusic
Publications, St. Albans, 1996

165



tradition have no real musicological foundation. What is striking about these
compilations is the inclusion of melodies representing the whole of the British Isles
rather tha any particular enclave. This commonality of vernacular musical repertoire
found in the British Isles must stem from printed colledtiank e . Fari erathfiles
Aird printed 0The Long Room of Scarborou
collectim, which | ikely Il ed to its inclusion
0The Long Room of Scarborougho is onl
upon printed sources. The contents of these volumes are a complex web derived from
diverse sourcesl o categori se t hese musi cians S i
constraints on our currepérception®f their musicianship and audiences. This thesis
contributes to the understanding and the unravelling of the many facets of the

repertoires of eighteerthe nt ury wor king musicians by gc¢

4 ChapteiFour. CampbelManuscript

4.1 Introduction

This section of the study is an examination of the handwritten musical manuscript book
that came into my possession during the early 1970sl Mitemtly asked Peter Miller
(of Ken Spel mandés bookshop in Micklegate
could not recall. The first element of this sectioncampes a descsi pti or
physical properties and a statistical examinatitsncohtent. Throughout this section,
I will explore how the manuscript reflects the needs of its compiler /dued his
performance requirements.

The volume is bound in pigskin, measures 225 x #85amd has 86
unnumbered paged/hen the book was firstcaared, the spine of the binding had

severely deteriorated. A professional bookbinder was employed to restore the damaged
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spine sympathetically, in pigskin similar to that used originally. There are still some
loose leaves within the volume. The genemditmm of the book is good, and there is
little evidence of wear and tear considering its considerable age. The book has obviously
been well looked after, and | would suggest it has lain dormant for many years. The
paper used for the volume is of goodityudVatermark lines are to be found on many
pages and a fledelis on others, this being a sign of good quality paper throughout
Europe. Counter marks with the letters B, U, D, and G (of the name Budgen) are
visible on several pages.

There is evidena# three consecutive leaves having been torn from the book;
they may or may not hatiad melodies written on thedt the point in the book
where the three pages are missing, there is a transition from melodies with titles to those
unnamed, and the numiogy of the melodies ceases four pages before this. One must
speculate that these later melody titles and numbers were omitted by the scribe, who
may well have intended to complete the task but never did. Because a large percentage
of the melodies in the bk lack titlesit is difficult to identify some of the tunés
number of melodies are easily identifiable as they form part of the core repertoire
played at the beginning of the nineteenth century. For example, thiearaduome at
the bottom of pl6 ¢ 9 6 a , my numbering) is recoghni za
the Dmaj or set t i®&n gA pbrTohned Mass 48n@¥k0).tin drderatd | e o
assist with the identification of melodies, this thesis lists the content of the manuscript
as incipitsdistinguishing thoseith a C bas&rom those with & ba®. (Seé\ppendix
1) These incipits will also assisth@future identification of melodies from this and
other compilations.

The volume, | suggest, would have contained 48 leaves, so either avfurth
are missingor they are those pasted to the boards of the book. The number 48 has

many factors, so a book containing 48 pages is easily produced by the folding of large
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sheets of paper. The melodies are written in the treble clef throughordt i fi

pieces being numbered. There are unnumbered pieces written on the inside of the
boards of the book, both back and front. These pages appear to have been glued to the
outer boards after binding. The handwriting is in neat copperplate. The ink is now
sepia, but | would assume it to have been black with a brown base, originally; it has
faded. Most black inks have either a blue or brown base, with the exception of Indian
ink, which is true black; therefore, Indian ink was not used in the produchizn of t
collection. The high quality of the papes har est ri cted the amou
t h r odutlmathis) ink from one page soaking through to the obversé pagsome

may be found. The book has six staves per page, and these have been drawn in similar
ink to the notation; a staff pen was used to draw five lines simultaneously. | base this
assertion on the varying intensity and depth of the lines drawn. Rrsiaeding pen

nibs arestill manufactured in Germany.

For the most part each tune begins with a fresh musical stave, and the melodies
are kept to one page. However, there areexoepts t o t hBa slgegdadyc t i c e .
O0Sweet Kat hl a €as Mlaa fo@erdinplesdndth, do not begin on
separate lines; instead, they have been written subsequent to the original preparation of
the manuscript into empty staves at the bottarorifecutive pages. (Mags 66 and
67.0 Abr am Naged8dmdq§ @O God Sav2e/23)dndd TKien g ot ¢ p
Har vest R6&/69% dmilarly rangaerass thettbn staves of adjacent pages.

Pages 65, 72, 73 and 76 have the last staff left blank.

There are no pieces that require the turning mdge, suggesting that the
volume was intended to be used in performance rather than to make a written record of
the melodies. The music is thoughtfully spaced throughout the volume, which appears
to be the work of an experienced copyist or musician. Thieamuootation is

consistently neat throughout the volume, with the exceptiew aastily written
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melodiesThe handwriting is uniform throughout and appeabe the work of one
scribe.There is evidence of the writer drawing a straight line, in penaihich to

write the title of each pie¢evould suggest that this is evidence of the care taken in the
writing out of the collection. For the most part, the pieces do not have any music
directions although changes in tempo and dysiamei@iven in »efew case®age 83

has a melody that may be the work of a different hand. It appears to have been written
out at considerable speed with a broader pen nib, which may well account for its
differing style; many of its distinguishing features are cdnsititethe rest of the
manuscript.

Grace notes are included in many of the melodies, and for the most part these
are restricted to simple appoggiatura. Some of the pieces employ grace notes that are
eminently suitable for performance on woodwind insttapsrch as the clarinet, fife
or flutedo forexamp, t hose f ounrdy iQunstpdde 48madQ%seeh 0 Ca
page 233 Many of the pieces have been transposed from their published keys and have
been arranged to suit woodwind instruments (as vatlllleey s manuscrip
many pieces set in C and F major in a high register.

The airs in the manuscript are mainly made up of simpleofoeightbar
phrases that are repeated and then followed by a similar ftightbar develpment
(whatthd r i s h c eofthe tuhel); this i6 &lso repeadted. This is the standard form
of the majority of countrgance melodies and many marches. There are, of course,
variations on this form. For example, eiigintA sections are sometimes coupled with
sixeenbar B sections.

The pitch of the melodies indicates that many of them were intended to be
performed on fife or clarinet while others are suited to the trumpet ar €mee

pi ece, 0 The DMakagenzbb)s afrenged tor two clarinersd a fife.
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This piece is scored in C major for the clarinets and D major for the fifenTdjerD
part is marked 6C Fifed, which would havi

As many of the airs are marches and many of the titles are martial in nature, it is
more than likely that the volume was once the property of a military bandsman, as
speculated above. There is no name, date or indication of the provenance of the
volume, unlike the majority of the manuscripts in this study. The volume may have
been at oneirhe been army property rather than belonging one particular individual.
This may well account for the lack of designated ownership.

The titles of the pieces contained within the manuscript give us some indication
as to the dateom which it emanate6.Glo save the Kingd tells
must predate the reign of Victoria, who ascended to the throne in 1837. Other pieces
also give us some approximate indicationtofls dat e, f or exampl e,
OLady HHdew WaltdgNelgon died in 1805, but his heroic fame, along with
gossip surrounding his affair with Lady Hamilton, livedbiomény years after his
deathLady Emma Hamilton died in 1815 in poverty in France. On the basis of this and
other evidence, | suggest tiat volume is from about 1810.

Peter Bower of the British Association of Paper Historians has assisted me in
identifying the watermarks and counter marks of the papdrto construct the
volume.John Budgen of Dartford Mill, Dartford, Kent, made the pbpfore he went
into partnersipi with George Wilmott in 1832 Bower states in his analysis that the
Opaper wa smapdreo bbaebt|we e.ithisTethfdor8es myncdnjediBelttiad
the date of the manuscriptisl810As st at ed, B uwdod qualifysandp a p e r
Bower notes that both Benjamin Franklin and John Constable made use of his paper in
their work. It is possible that the paper used to construct the book may have lain in

stock for considerable time before being bound into book formlsmdhat the

285See Appendix 3.
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writing down of the melodies may have taken some time. However, the date 1810 for
this compilation appears to be a sensible assumption; all the pieces contained in the
volume predate 1810.

The consistency of the handwriting indidhigithe melodies, though carefully
written, were entered into the book over a short timescale. As there are few errors and
corrections, | would further suggest that the scribe was accustomed to writing musical
notation with a considerable degree of accuragymipossible to ascertain whether or
not the melodies have been copied from a separate volume, other works or taken down
directly from performance. As discussed in greater detail below, | suspect that the
former is the casHowever, the settings of the m@ommon melodies included in the
manuscript demonstrate wekd versions and adaptations with elemefts o
sophistication and subtlefyor exampl e, the tune of O6Bri
as opposed to the mousual 2/4 timép.215) This isan unusual adaptation of the
melody, one not to Beund in printed collections.

Other pieces suggest printed sources. Indeed, in some instances consecutive
pieces suggest a common printems.#HP,ur c e .
OTurn ThywgWaenkedps ms.#Fab4) Mad dldbe (Wans.der i ng
#155) , 01 was the béyLubbl ame#foiwerd dln g t he
printed i 8 Tha Irish Gusca Rgpdgitondon, 1808). These four
consecutive pieces, with #155ngean identical setting, were most likédgntdrom
this 1808 collectiolCr o s bp@ bl i cati on al so coms.ai ns ¢
#150) and 06The L arkse#366).0The pkhlidatiora comtangddcurrent,
fashionable pieces that weresuelid by t he compiler of the n
Vi cker sds a rCdmpbebldollecton s @mblematichog its time and up to
date with current publications. It also illustrates the dissemination of pieces from

printed source to manuscript for popular performance, then, latterly, adoption into the
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country dances/martial music candhe process of selawti is what is fascinating

here.One must ask, why were these pieces chosen, in particular? What made them
appeal to the compiler of the manuscript? Do they contain any particular attraction or
O6hooko? This f i Intthiraughoubthe namuscape arsl a bespoke v i d e
collection is the result.

The selection process took into consi
prospective audience. In the eighteenth century army officers paid musicians for
providing the music for eatainment and social functioMurray writes:

The officers of theeighteenthcentury sought more

sophisticated entertainment, and music, in the civilian

circles in which they preferred to move when not on duty,

played a major part in almost every soctasion. It was

€ a logical step for the officers to provide themselves

with music of a similar sdd solace their leisure hours.

The officersé had to finance the project themselves

usually by paying a monthly subscription into a band

fundé [ | n adtt®d@y3Was given for one soldier

from each of the 10 companies in the battalion to be

employed as a musician and for him to play in the band.

One noncommissioned officer was allowed to be

empl oyed as oMaster of the Bandé
Such bandnasters may well\reacompiled th€ampbellnhanuscript and the first of
the Leadley manuscripts.

The first decade of the nineteenth century, with the threat of invasion by the

French, saw the establishment of local troops of reservists and with them small bands

286 Murray, DavidiMusic of the Scottish ReditasrasPress, Edinburgh, 2001, p.79.
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ofmusicas. A broadside ballad of the ti me,
Street, commences:

The local militia are men of high renown,

Give credit to their country, and honour to their crown.

All with their muskets shouldered to meet the daring foe,

To go with Lord - - that valiant hero.

CHORUS

Our fifes and drums shall beat, the band shall sweetly play

While the Local Militia lads, shall boldly march.&vay
This ballad illustrates the use of music as a tool for instilling military discipiivee into
corps of troops. Music was often an essential part of the marching drill for militiamen.

Holloway and Black, who printed the ballad in their colldctitem English

Broadside Balladsthe context for the composition of the ballad:

In 1803, abowt5,000 men were raised for the militia, and

in 1806 an Act as passed to raise 60,000 men.

Difficulties were experienced, and in 180&ottanilitia

was established.L oor-&@ was | eft blank so that

could be filled in with the name of tbhedl commanding

officer (the Lord Lieutenarity.
With this large increase in recruitment to the militia, a commensurate enlargement of
training facilities, including marching band provision, was necessary. This manuscript
contains the requisite pieces, and more besides, for such a purpose. The collection

includes many regimental marches and does not have a regional or specific garrison

287Holloway, John antbarBlack eds.Later English Broadside B&adkdge and Kegan Paul,
London, in two vols., vol. |, vol. Il, 1979, p.192.
288|pid, p.193.
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focus. The inclusion of many social dance melodies suggests that the volume may well
have been used for officersd mess entert:

The manuscript compilation juxtaposes music of violence and combat with
prim social dance melodies, adding a bizarre, ironic incongruity to its contents. One
piece sums up this incongruity. The untitled piece #180 (pages 84/85), written by
William Reeveocnt ai ns [ Mar ch] , 6Battl ed, 6 Groan
Stepd, and oDath@reoans eaf tthree BWdaurddcedd pr
Battl ed, revelry foll owing horror. 6 Dan
triumphalism in coparisontothestae of t he c | isrh&lR Overfure,Tc h a i
for example, yet it is emblematic of this era, with the fear of French invasion and
xenophobia fuelling patriotism and nationalism.

The military content of the manuscript displays evidence of the violence of war
not only in its titles but also in the m
with its six distinct elements, falls outside the AABB form of the majoritypafdbe
in the collection. Piece #180 is very different in form from the other pieces in the
manuscript in its composite nature, but it is emblematic of the contents of the entire
manuscript in depicting the carnage of the battlefield alongside thétysafidbe
dance floor.

Synesthetic, evocative sonic depictions, like those used in piece #180, attempt
to create visual manifestations and physical presence; they may form a powerful, often
amusing or tragic impression in the mind of the recipientacd&an music utilises
sounds to evoke chickens, hounds and héthessounds of everyday life. The canon
oftradi ti onal mu ssi ¢ C hfi ecakt eunnsefs, M addTehhen ytHbe t h e
OMeggy¥ootd and the epic 0Foxamids afsecih , anoc

pieces to be found withthe traditional music canon.
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Later examples may be found witithrer popular musical genilegazz, blues
and popthe sound of transport is often mimicked, with the car taking over from the
train in the seconldalf of the twentieth century as a domigaftamce within all urban
life. There isa wideacceptance of this sonic canvasover the years Wwaveheard
0O0Take the ' A" Trai ndandGatThe NEwabnd Caogd, C
create a musichackirop to our hurried existend& B € Bop Gear presenters screech
around the racetrack to the AlIl man Br ot h
excitement spiked with dangerinaggasz z| er 6 s frenzy. The mar
nineteath century was the motivating force of the army on the move; the quality and
efficiency of logistics and transport were determining factors in the outcome of battle.
The marches from manuscripts of martial music formed the musical accompaniment to
the thatre of war.

The collection contains pieces from the constituent parts of the British Isles.
Two Acts of Union were passed in 1800, and they brought into being the United
Kingdom of Great Britain and Ireland in 1801. This unity is reflected in thescohtent
the volume and the makeup of the British army. Many recruits came from Scotland and
Ireland; the inclusion of familiar marches and songs would have fostered high morale
and esprit de corps.

Martial, social dance and popular song music performelitanyensembles
of this eragncompassingepertoires like tsecontained in this manuscript, laid the
foundations for the development of the brass band movement later in the eighteenth
century.Trevor Herbertacknowledges this impact of the militia and church bands in
the formation of the brass band moverf&nthe first brass band was formed in

Stalybridge in 1809. The interplay between church bands, social dance bands, brass

289Herbert, TrevorThe British Brass Band: A Musical and Sogci@ixfistiogniversity Press, Oxford,
2002, p.15.
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concert and marching bands is @vidto this day, with musicians movinggly
between ensembles.

What follows are detailed notes on each of the melodies within the compilation.
As stated, many pieces are without names; identifying the pieces and establishing their
provenance is an onggitask. It is hoped that these notes will contribute to the body

of knowledge regarding this time of conflict.

4.2 Notes on Contents

All titles, their punctuation and capitalisation are as per manuscript. The unnamed and
untraced items araciuded inAppendk 4 to give the reader a full overview of the
contents of the manuscripinnumbered pieces have been allocated bracketed
numbers thus [#]. Melodiesjuxtaposed in the manuscript sometimes appear to
emanate from common sources. They contain similar tsithand melodic
characteristics to one another, which reinforces this conjecture. Some of the melodies
untitled in the manuscript have been traced by the use of incipits; this thesis provides a
title and details of provenance wherever possible, but slatkesiremain nameless
and anonymous. The writer of the manuscript included fewer titles in the second half of
the compilation. Where titles appear, they seem to have been added after the notation
of the melodies. In pieces #32, #42, #70 and #74, for grarie titles have been
written around highegister notation. The task of titliagpearsiever to have been
completegdsomepiecesperhaps, were nameless

What follows are notes on the provenance of the included pieces, their
composers, their printers, the longevity of their use, details of their social contexts and
other pertinent facts. The full extent of the history and pedigree of some melodies has
beenshortened, and it is hoped that this brevity does not detract from an overview of

the selection of pieces from printed sources into the vernacular canon. Many of the
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melodies in the manuscript are taken from songs, and words from broadside ballads
have bee included in some cases in order to exemplify their popular adoption and the

interconnections between the marches, dance tunes and songs.

Maggie Lawder, inside front cover.

There are many spelling variations of the title of this piece, for exangiks: Wegpy,
Moggy, Lauder, Lauther, Lawder, and Laidir. For the song melody, which was published
in Dublin (17229, see e i s ¢ h Baurces dfslrish Traditionaf Mg, Vol. |.
For the instrumental version, published in London Y¥73&e #783Voal. I. The
melody has appeared in many subsequent publications through to thérdiventy
century. Variations have been adapted for violin, Scottish pipes, Northumbrian pipes,
and Border pipes. Seattle writes:

Li ke otthnesd Malyigg & dokesaot ltheera fixed

form but appears to behave like a living entity, evolving and

taking on different characteristics in different environments. It

290Neale, John and Willia Collection of the Most Celebrated Scotch Tunes for the Violin: Being all dyferent fr
any yet printedondon and carefully corrected by the BastMas&2d4See Feischmann, vol. |, p.84.
291Fleischmann, Aloys aMicheald SiilleabhainSources of Irish Traditional MusicdC835002

vols., Galland, New York and London, 1998.

292Cooke, Benjain, Twenty Four Country Dances for the Year 1738: With Proper Tunes Figures or Directions t
Each Dance. The D&ecksfi at Court and Publick Entertainments, BrepBurfi@sthe Violin, German

Flute or Hoboy, &aderal ®hem within Bempass of the Hlotedon, 1738. See Feischmann, vol. |, p.84.
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changes according to where and when it is played, on which
instrument and by whoffi.

S e ag exdmendtion of €hmelody cites ten settings for bagpipes, violin, etc., along
with capaciousotes andanalysis, much of which is valid. His evidence demonstrates
t hat the mel ody of OMaggie Lawder o | end:s
may account, in pafor its sustained popularity amongst pipers and fiddlers wishing to
demonstrate mastery of their chosen instrument.

A version is contained in the manuscript compilatidaroes Wind€d83D
41)**The i nc Maggié¢ loawddiorf \Wis hodkeisfuither evidence of the
mel odyds popularity during the first hal
the settings of t hisetin@eanajor.dHys,versidin compeised® s Vv e
three sections whereas @ampbédlinanuscript settgpin C majorhas only twoChris
Partington wr pbesi bhe 208 4;ts]ifisfrungn, dtkease s Wi
on some ocasions, was the clariitee same might be observecampbelf¥

The melody, along with variations, has beerispetlas recently as 2000 as
part of the repertoire of the Clough dynasty of Northumbrian pipers, which
demonstrates its well established place in the canon ofnahditedodies (as does
S e ag andlysi of 2009)This melody was added to the cdbecafter the main
body of the book was written; it was adhered to the inside front board of the book
rather than included in its pages. The pen nib used was broader than that used in the

main body of the collection, lending the notation a heavier appearan

293Seattle, Matf he Lowland & Border Pipé&ociety, wesite,
http://lbps.net/MaggieLauder/06ghb.htpdccessed B7.09.
294Http://lwww.qualmograph.org.uk/tunebookstuff/images/scans/Winder_2 HSJJ/0@¢cEssed
250908.

295Pgrtington, Chrig,he Village Music Pr@egt. 2004ttp://www.villagemusie
project.org.uk/info_files/winder_jas_info.htaccessed 31.07.09.

296Ormston, @risandduliaSayThe Clough Family of Newsbidhumbrian PipefiSociety, Newcastle,
2000, p.98.
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Rule Britania [sic], p.1 #1.
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ORul e Britanniad was c 01ni8o Shampell bwitingTilh o ma s

1855, states:

The music of this o0ode in honour o 1
according to Southé&y,0o wi | | be the political h
country as |l ong as she maintains h

composed by Dr Arne for his masqueAdfred,and first

performed at Cliefden House, near Maidenhead, on August 1,

1740°%
Chappell attributes the words of fhiece to the Scottish poet James Thomson, who
co-wrote Alfredwith David Mallet?® Sir RichardS o u tspeediction has certainly
proved true. Both the song and melody have found their way into works by Handel,
Beethoven, Wagner, Strauss, et al., anthaing to this day, one of the most-well
known of British national songs. The title is spelt and punctudedta8ritanniéin
the original composition, but the compilertohi s manuscr inpih uses
6Britani ad and oissptlisg varaton ip enly ornte wfantany dhat. Th
occur in the titles of pieces in this collection.

As a statement of purpose, at the outset of the book, the tune carries with it

political and nationalistic connotations and significance, especiallyointtighfiact
that the volume was more than likely the propersyroilitary bandsman. The lines

@ritons never, neve, never wi | | mu$t shhva Isimimaridec thes | a v ¢

297Robert Southey (17¥B43), an English poet, biographer, essayist.
298Chappell, WilliapThe Ballad Literature and Popular Music of the Didén, Tiorelon 1855,
reprinted Dover, New York, 1965.

179



determination instilled within the members of the militia throughout the coluetry w

the threat of a French invasion seemed imminent at the outset of the nineteenth
century&Rule, Britannéalong withspeed the Plougis today the regimental march

of the Royal Norfolk Regiment, demonstrating its continuing attachment to ding milit

The song continues to befper me d al o n g s i gFantasa on Brikish Baay Wc

Songs the jingoistic culmination to the BBICast Night of the Proms

The Harriott, p.1, #2.
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0 The HiafromiThorp 8 6Condpkeat Collection of 200 FAVOURITE COUNTRY
DANCES, Vol. IV (c.1780)The Company of Fifers and Druelnséesiemonstrates
extensive use of this march bgmactment fife andam bands in the United Stat®s.

For example:

300The Company itdrs & DrummgePRsO. Box 277, Ivoryton, Chttp://companyoffifeanddrum.org/
accessed 12.07.10.
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Figure9 o6 The Harriottd

There is @&ransposedetting of theiece in thenanuscripof JohnRook, p.443*
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Willie was a wanton wag, p.1, #3.
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Early printings of this piece are to be found in Fleischamah® SiilleabhainVol. |
#702, p.127Thes e i nc | ud erphus CalédanangddCollécsion Of Scots
Songs Set to Musick by W. Tleomsbn. J a me sTheJSeditsnmusical laseum, in six

volumes, Consisting of Six Hundred Songs with proper Basses {&dithieuRjano Forte

301Rook, John, MsMultum in Patrvo
http://www.cl.cam.ac.uk/~rjal4/musicfiles/rook/rook_pages/index.htirocessed 05.08.12.
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178®1803. The words of th@iece were written by Robert Burns (@X%96) in his
poemd@onnie Jean: A Balfadhe first stanza reads:

There was a lass, and she was fair,

At kirk and market to be seen;

Wh e nourdaiest maids were met,

The fairest maid was bonnie Jean.

Andayshevr oug ht hsawvark, ma mmi e

And ay she sang sae merrilie;

The blythest bird upon the bush,

Ha d erm éghter heart than sfe.
B u rsnpsedn, to the tun@illy was a Wanton Wagvas arranged by Haydn for

Londonbased Scottish publisher William Napier.

Quite the Thing, p.2, #4.
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This piece is arranged in two parts with the harmony made up of parallel thirds with
some sixths. The key signature appears only on the first line of each part, as with the
majority of pieces in the manuscript. The piece maynrtsch or possibly a lullaby.

The A part of the melody is identical to thathoAm Quite the Thing which is

302National Library of Scotlanthe Glen Collection of Printedhitpugdigital.nls.uk/special
collectionsof-printedmusic/pageturner.cfm?id=9133138&cessed 22.10.12.
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contained in an anonymous early ninetemttury manuscript from Staffordshire,
forming part ofThe Village Music Projgictecollectior® This versiorhas been given

a metronome setting somewhat faster than that of a lullaby, placing the tune into jig
tempo. To impose metronome speeds on pieces two centuries after they were notated
in manuscript form is a somewhat dubious practice, noghotibf a homogenisation

process of adapting melodies to fit current performance practice.

The Blue Bells of Scotland, p.3, #5.

P W7s ox o1 lBirler Of VeVl rid. 3 e
AR T 3 ttg?ft:
/ f_‘___A,,,,‘_,_Y_,,_‘.¥__4~Y—{ = rromn SR
o S S S

- et oty x_t'_:,,___
e e T s UV WA 0 :77“__“:

- V—”I”’fmw_j;;;*'—,j*""j’ﬁ?;, o yomer T2s 2w

This perennially popular piece is arranged in two parts, set in D major and pitched in
high flute/clarinet register. Chappell, quoting f@tm at i o n,eoindssout @ gi st e
600The blue bells of Scotland, asJordomour it
at the Theatre Royal, Drury Lane, 6 was e
1800, and the music pUThe imeotyends alsoknowmat g ma n
the outset of the 19th century easglaydéThe

prominent in the puld canon.

303Anon Ms, 19" Century® am Quite the Thir@jThe Village Music Préedt ST35, University of
Salfordhttp://abcnotation.com/tunePage?a=www.villaggsieproject.org.uk/abc/staffs/0035
accessed Z®.10.

304Chappell, WilliapThe Ballad Literature and Popular Music of the Didés , Tiimedon 1855,
reprinted Dover, New York, 1965, vol. Il, p.739.
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Niel Gow, p.4, #6.

t ¥ SR '
— R g , — . r—
giﬂv_f:w e e e e

- T ry 7 ] A

This piece was undoubtedly named after the Perthshire born fiddle/violin player and
was most likely written by him. Neil Gow (192807) composed and published many
Scottish dance tunes andgdidly claimed the melodies of others asvinisThe Duke

of At hol b patwa,sand @owvwiorked for the Duke professionally, playing
music for dancing. His compositions are now regarded as a foundation of Scottish
violin playing. The same tune, sébimajor, is to be found #ohnP e a cs&avdurite

Collection (of Tunes with Variations) Adapted for the Northumberland Smallpipes, Violin o

Newcastle, circa 18%0.

Lady Ma cReelf pds#7.0

L5 3 G A N g -
3% {u/// Here Srrloa i adiced

InThe Fi ddI ,eKurizsnotes ehatphainsi apipe@aeg s6 i n Robert
1757 collection as O0Knit the Poankthed (who
tunBHe. @l so points out t hat the version

mistakenly set in D major and should be in D mihor

305pPeacock, John, ediolinRossA Favourite Collection (of Tunes with Variations) Adapted for the
Northumberland Smallpipes, Violin @rigateNewcastle, circa 1810, facsimile edition, 1980,
Northumbrian Pipers' Society, Newcastle upon Tyne, 1880, p

306Kuntz, AndrewThe FiddiBrCompani@maditional Tune Arghive
http://www.ibiblio.org/fiddlers/LADYM_LADY S.htm accessed B¥.09.
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Duke of GlToapcpé,s#10er 6
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This is a weltrafted composition in six sections, and it is well suited to the trumpet or
clarinet. Pitched in G major, the first section is a fanfare commencing with held notes
taken from the harmonic seri@P G', followed by a prolonged, eggiate@¢hord of

G major in common time. The next three sections in triple time, 3/8, are based on
chords of | and V7, with arpeggios extending over one and a half octaves. The final two
sections are set in a brisk 2¥#th rapid semiquavers culminating in a return to the
arpeggiated chord of G major . The O6troory
camp or garrison to, B®naldMattson and.ouisWa |l z expl ain, ©6assem
duty, inspection and guard mo’ Tide form of this piece is the same as thathefr ot
O0troops®d i nseteh ed Brodnpuss2clrbippptp ® Bugl e Troopo
of York& T r seep2@), which display similar stylistic featureave, as yet, been

unable to trace éhcomposer or source of these pieces, but they provide good examples

of short, militaristic music.

307Mattson, Donald andouisWalz Old Fort Snellimgtruction Book for Mienesota Historical
Publications, St. Paul, 1974, p.99.
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Hornpipe, p.7, #11.
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The first bar of this hornpipe is ident
printed in Fleischmann and Silleabhain (#5455), which contains other similar
common phrases. The tune is set in G major, and although it contains no C#, in bar
seven a modulation into the dominant is implied in the B section. Such modulations,
especially into the dominant or relativiaor, are a feature found in both song and
dance melodies of the later part of the eighteenth century. The omission of the

dominant leading note may just be an error, or it could be a modal feature.

Sweet Lillies of the Valley, p.7, #12.
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This song melody was writtenthg composer and musictdook (1746 1827), who

was organist at the Marylebone Gardens @LI883) and Vauxhall Gardens (1374
1820)% Hook wrote many ephemeral and popular pieces, inclBdiegt Lass of
Richmond Hin identical setting of the tune is found in the J. Jones manuscript (1801,
North Shropshire¥? The song text was published by Charles Wilson in his collection

of balladsThe Myrtle and {2800}

308 Seehttp://www.hoasm.org/VIIJ/Hook.html for biography, accessedd@®9.

309partington, Chrig,he Village Music Prbijiot//abcnotation.com/tunePage?a=www.villaggsic
project.org.uk/abc/joasj/0073 accessed 09.09.

310Wilson, Charles Heniyyrtle and Vine or Complete Voca) Westrgnd Hughes, London, 1800,
p.189, http://www.archive.org/details/myrtlevineorcomp00wilsrich, acces32#204
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Ne | sdvali@, p.7, unnumbered [12a].
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Unnumbered rad undoubtedly added to the manuscript later than the main body of
material, this pi ecelordNse |nsoorigaAcoadmo @l y Kk n
major, is to be found WilliamMi t ¢ neahubkcdpt (1799, New Romney, K&ht).
The waltz became fashionable in Britain during the Regency period, having first

evolved at thend of the eighteenth centuPgterGammond andndrewLamb point
out:

After invading European music about 1770 the waltz gradually

replaced the stately andifiaral minuet. One of its first

appearances in piano music waslif66 in a sonatina by

Haydn, the nor mal mi nuet being repl

Wal*2ed
The tune was printed @ollection of Dance Music for the Rianofd@te or d Nel s ond
An Auckland City Library display notes thatitavhsp ] r i nt ed -a¥thes ol d
60Gd of the display is George Wal ker . Fr a
the day, George Walker issued a series of cdanirgs for the pianoforte, iolid.

This reached to at least 38 numbers, No. 4 being dated 1804, No. 16, 1808, and No. 38

s11partington, Chrighe Village Music &gthittp://abcnotation.com/tunePage?a=www.villaggsic
project.org.uk/abc/mittell/0133accessed 0209.

312Gammond, PeteandAndrew Lampd Atz TheOxford Companion to Magited byAlison Latham
Oxford Music Online

http://www.oxfordmusiconline.com.ezproxy.york.ac.uk/subscriber/article/opr/t114/e @2668ssed
310112.

313Auckland City Library, display, 20@%mortal Nelson
http://www.aucklandcitylibraries.com/getdoc/f309f22et 64a22a0cf78a01889fb55/20¢ears
small.aspxaccessed 02.09.
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publ i shed af t% Ther@is noaebtry dor Walkér liride. N\&w Grove

Dictionary of Music.

Paddy O Rafardie, p.8, #14.
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Fleischmann and Qiilleabhain (#4345) cite as the source of this jig John Macpherson
Mu | h o Selecion®fsirish and Scots Tunes, Consisting of Airs, Marches, Strathspeys, (

Dances, etc. Adapted for the Piano Forte-&hdeEatimbuargh, 1804).

Calra, p.9, #5.
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This piece was publishedJeme® i r Sefestion of Scotch, English and Irish and Foreign

Airs, vol . | V. Anecdot al evidence <cl aims t
taken from a Parisian stregtger named Ladré (c. 178)ny othemyths and stories

surround the piece, nmmdi ng one at ¢ mgpiatoh tonBgnjamim e s o
Franklin, who at Second Continental Congress in commenting on the American
Revolutionr eput edl y used t Hidediae] frrankis tatdrecame 06 ¢ a
American Commissioner to the Court of Louis XVI and a popular figure with the

French peopl&® The melody was not composed for the song and is believed to have

s14Kidson, FrankBritish Music Publis@érsnters and Engrafemsimile ed., 2009. Sample available at
http://books.google.co.uk/books?id=C_05cLLGQqjgC&pg=PA134&Ipg=PA134&dg=music+publisher+
g+walker&source=bl&ots=m0apkV4zJj&sig=BABmr7hPLsl_ZIMzIBkVGO7Q&hl=en&ei=wuOdS
sWnOseZjAexpb2jAg&sa=X&oi=book_result&ct=result&resnum=1#v=onepage&q=music%20publish
er%20g%20walker&f=falseccessed 0209.

315Room, AdrianBrewér Dictionary of Phrase and@zedslell, London, 1996t Esliion, p.170.
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http://books.google.co.uk/books?id=C_05cLLGqjgC&pg=PA134&lpg=PA134&dq=music+publisher+g+walker&source=bl&ots=m0apkV4zJj&sig=E23DNlmr7hPLsI_ZIMzlBkVGO7Q&hl=en&ei=wuOdSsWnOseZjAexpb2jAg&sa=X&oi=book_result&ct=result&resnum=1#=onepage&q=music%20publisher%20g%20walker&f=false
http://books.google.co.uk/books?id=C_05cLLGqjgC&pg=PA134&lpg=PA134&dq=music+publisher+g+walker&source=bl&ots=m0apkV4zJj&sig=E23DNlmr7hPLsI_ZIMzlBkVGO7Q&hl=en&ei=wuOdSsWnOseZjAexpb2jAg&sa=X&oi=book_result&ct=result&resnum=1#=onepage&q=music%20publisher%20g%20walker&f=false

been composed by Bécour or Bécourt, a drummer at the Opera, but there is no
evideme to sipport this conjecture.

B r e wdictiahary illustrates the aristocratic credentials of the melody, stating:

dt went to the tuneCarillon Nationathich Marie Antoinette liked to strum on her

harpsichord™ The first verse of the song with translaiams follows:

Ah! Caira, Caira, Caira

Le peuple en ce jour sans cesse répete,

Ah! Caira, Caira, Caira

Malgré les mutins tout réussira.

Nos ennemis confus en restent la

Et nous allons chanter Alléluia!

Ah!

t

~

ol |

b ell Hefine e, It 61 | be fine,

The people on this day repeat over and over

Ah! [tdl be fine, I8l be fine, 18 be fine

In spite of the mutineers everything shall succeed

Our enemies, confounded, stay petrified

And we shall sing Allelluia

The song acquired revolutionary significdngag the 1790s with ésloption by the

Sansulotte.Th e

f

r

st

v e r s marody followesl byadts translatomia r y 6

Ah! Caira, Caira, Caira

les aristocrates a la lanterne!

Ah! Caira, Caira, Caira

les aristocrates on pendral

Si

epend pas

316|bid, p.20.
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On les rompt pas

On les brilera.

Ah! be f i ndlbpefihet 61 | be fine, |l t O
The aristocrats to the larppsts
Ah! It ol | b e Il ke fine e , It ol | be fine, | t

Thear st o c Hrmnggshem!we 0

fwedordt handlbreadkthem we 0

I f webredkaherd

Wl burn them...
The adoption of the piece by Seutte provides a stark example of its downward
mobility through the echelons of French society, from the aristocracy to the proletariat,
within a short timspan.The melody was lateseda a mar c h skAgmy.Bon a p &
Theson§s mantr a, 0 T exudeg & positiygildsophy pandkgiven the o |,
t u & ehythmical nature and popularity, its adoption by the military seems almost
inevitable!”’

S. J. AdaiFitz-Gerald, writing ir1901, relates seveaslecdotes surrounding

t h e adrigine although they appear to be merely a reinforcement of myth and

hearsay:
One of the earliest French revolutionary sangsCa ira and
we must set its date down to October 1789, when Rarisia
marched to Versaillés T h e mewas cohmposed by a
317|bid p.20
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player in the orchestra at the opera named Béc®&écourt,

and was QarlloorNat a#&®nal o
Various lyrics are set to then e , wi t h t h es mbsimeotalilel rentditton c e n t
being thaby Edith Piaf, recorded in 1954 i sairfte@ipretation of the song includes a
militaristic accompaniment throughout on snare drum wifgHiké, piccolo
introduction. Her heartfelt rendition culminates in a stirring crescendo with
modulations rising dm Eb first to E then to Fd enough to stir the dbd of any
revolutionary Gaul.

The piece is eminently suitable for marching, wthreécurring rhythmical

feature:

This is a muchtilised figure in siedrum playing and is found in many marches

throughout theCampbellinhanuscriptThe melody has been deployed to accompany a
contedanse known as O6Carill on National &, t
stated, and is popular with Fre/@dmadian f&ldancers to this day

It is a matter of some intrigue that
scrutiny, a collection of mostly British pieces, and adoptled grkshire Ragent
as its regimental mar@®elow is the arrangementMgrkAndre ws of o6¢a i r ad

by the Yorkshire Regiment toddy.

318Fijtz-Gerald, S. J. AdaBtories of Famous Bohdj, J. B. Lippincott, Philadelphia and London, 1901,
p.47. Sedttp://lwww.archive.org/stream/storiesoffamouss001846mbp#page/n59/modeétapssed
300610.

319Pjaf, Edith, c.dThe Little Sparrow: The Immortal EQMEFROCD572, London, 2005.
320AndrewsMarkYor kshire d&egs memlti e dStlvgnidatoroPrincé/of Weles
Own Regiment of Yorkshire Museum, York. YO1 9SB.
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As with most current Regi mental AMdarches,
Powell pointsouth e Yor kshire Regi mentds historic
fife as a military instrient. He writes:

At the Hanoverian accession to the English throne in 1714,

fifes once again appeared with drums, having last held a

prominent place at the coronation of James Il in 1685, but now

in a new form with a key like that of the flute. In 1747 the

Duke of Cumberland, the Commanute€Chief of the British

Army in Flanders and the younger son of George Il, ordered a

fife and drum in camp at Maastricht, and the nineteenth

Yorkshire Regiment, of the Green Howards, became the first

marching regiment t@-adopt the fife. George Il reviewed an

Artillery parade in 1753 that included a fife major and five fifers

as well as a drum major and ten drumifiers.

s21powell, ArdalThe FluteraleUniversity Press, New Haven and London, 2001, p.85.
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| have quoted Powell at length as his account of th&a@uction of the fife into

British martial msic gives a clear indication of how well established the fife was by

1810, the probable date of the manuscri

fife, was widely included in military repertoires of its time.
A detailed account of the aaiuon oft h @a irdregimental march by the
Green Howards is given Hy M. Tillotson:
The 14 Foot were a part of the British expeditionary force
under command of the Duke of York in 1793. During the
approach march into France, the British columrueteed a
heavily fortified French camp at Famars blocking the route to
Valenciennes, just south of what is now the FBelgman
frontier. The 14th and 53rd (Shropshire) Foot were ordered to
clear the heights so as to open the route. The action wgs fierc
with the French revolutionary troops tauntinghgisg the
current p dCpival ca ira, ¢ i@ eg aristoa la
| a n t refernng to the prguillotine practice of stringing up
aristocrats on street lamp posts. When checked by the French
defenders, Lieutena@blonel Welbore Ellis Doylellied the
14t h wi t hComéan ladshi@buetk, the dcoundrels
to their own damnetl u n e . Dr ummer sdandstri ke
so they did, and the French broke.
Byorderot he Duke o dwasYadoptéd,as thetack i r a

march of the 14th Foot, the only march known to be taken in

193

D



battle. Today,0 ¢ a s rthe dirst part of the modern
regment al march, the sec®nd being o0Th

The concept of melody beidgt a k e n gives ridbta inttiguiegdmusicological
implications concerning possession and the spoils of war. It dppears tshe | os
sonic identitywith its attached high French revolutionary significance, becomes in this
instance an emblem of victory for the Britishh whie significance of the piece
transferred and increased by its having been acquired in battle. The repetitive nature of
the rhythmic pattern and melody will have assisted the swift adoption of the piece by
the British troops. One must sptate regarding h e ma s passible iothdr 0
associations with the Green Howards; perhaps it belonged at one time to the regiment.
The fact that the volume was discovered in York, plus the connections of the fife and
60¢a irad with the Ythsegopjdcture.e Regi ment, gi

Roger Waters, bass player and founder member of the progressive rock band
Pink Floyd, composed an opera enti@adirain 1996 The scenarsi o of
opera is the French Revolutidhh e mel ody &6¢a i r ad, pl aye
alongside ominous sounds of thunder and howling wolves in the opening bars of the
overture, 0The Gathering Stor mo. The emp
signifier, evocative of the period with its links to the Guillotine and the Reigiorof Terr

In pondering the visually provoked signification of pictures, Barthes comments
on their impact on the recipientwtingd[ Pi ct
they impose meaning at one stroke, without analysing or dititingniould assrt
that the same applies t o-vecwi anddcellatpnod ¢ a i

historical events evoked by a simple melody with repetitive, rhythmic urgency.

322Tijllotson, H. M.With The Prince of @&sn: The Story of the Yorkshirel@afiheaty Michael
Russell, Norwich, 1998.5

323\Waters, RogeGa iraffhere idop@ c.d., Sony Classical/Columbia S2K 96439, 2005.
324Barthes, Rolandvlyth Toda® JohnStaey, ed. Cultural The@wyd Popular Culture: A Réadgman,
Harlow,1998, p.110.
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Winstock dates this march to about 1IWr6.i t i ng i n 1970, he st at
Napoleonic Wars this march was accepted throughout thé Winstock also notes

that the march is still o6hea&®d in slow t.I

Money Musk, p.10, #19.
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This muchperformed meldy is believed to have been composed by DanielDow (
1776) as @&@%iamt Ard h iMoanly dnto bekf@und inTnfaey majar n e
collections of Scottish music. Fleischmann a®liQ | eabh8in cite Jos
Collection of New Reels anandHi§tathspéyg86) as being the first publication
containing the melod¥.They fail to mention Dow. David Johnsiiserves

Many minuets by Dani el Dow é appear

176985 period with no ascription at all, and one can only

discover Wwo the composers were byereihg to printed

collections.

325\Winstock, Lewissongs and Music of the Redcoats: A History of the War Music of the &@&h Army, 1642
Leo Cooper, London, 1970, p.35.

326Fleischmann, Aloys aMichealD SiilleabhainSources of Irish Traditional MusioXZ83600 2

vols., Galland, New York and London, 1998, vol. |, p.417, #2153.
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He goes on to make further observat
music and the establishment of a folk music canon:
[Fliddle music was pigrclassical and partly fdlkwasfolk in
so far as it was essentially unharmonized and based on monadic
folk-idiom with gappedcale melodies; in so far as it forgot the
names of its composers, was kept going by amateurs, and
developed its repertodyby classical standarigery slowlylt
was classical in so far as it was transmitted on paper, and was
influenced by classical violin technigue.
These observations are of significance to this study in that they highlight the
difficulties of establishirte provenance of pieces whilsthighting cormon

ownership of such melodies.

Number one, p.11, #21.
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Kuntz includes this melody in hisi d d | e r 6, stating otmap then piezen is

Northumbrian in origiff®

Roslin Castle, p.11, #22.
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327 Johnson, Davidvlusic and Society in Lowland Scotland in the Eighté&ritaCeressy Edinburgh,
2003, p.115.

328Kuntz, AndrewThe FiddiBrCompanion (Traditional Tunesprch
http://www.ibiblio.org/fiddlers/NP_NZ.htm accessed 15.08.12.
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This settind#22) of the funeral march Ro s | i,m A@aa,tislvigually identical

to the Dminor setting in #187, the final piece of the manuscript written on the back

inside cover of the book. This slow maoften performeeither in E or A minor, was

used for military intermentst oughout t

he

ar my

Camus

ob

ORoslin Castfewas the most commonly performed funeral march of the [American]

revol®ition

0 .

JamesKendrew, who worked in York from 1803 to 1848, printed blackletter,

broadsi de

bal

ROSLIN CASTLE.

TWAS in the season of the year,

When all things ray and sweet sppear,

That Colin with the morning ray,
Arose and sung his rural lay.

Of Nanny's charms the shepherd sung,

The hills and dales with_Nanny rung:
While Roslin castle heard the swain,
And echoed back the cheerful strain.

Avwake, sweet Muse ! the breathing spring

With rapture warms, awake and sing!
Awake and join the vocal throng,
Who hail the morning with a song:
To Nanny raise the cheerful lay,

O! bid her haste and come away ;

In sweetest smiles herself adorn,

And add new graces to the momn.

O hark, my love, on every spray

Each feathered warbler tunes his lay ;

"Tis beauty fires the ravish'd throng,
And love inspires the melting sung :
Then let my raptured notes arise,
For beauty darts from Nanny’s eyes,
And love my rising bosom warms,
And fills my soul with sweet alarma,

O come, my love! thy Colin's lay
With rapture calls, O come away !

Come, while the Muse this wreath shall twine

Around that modest brow of thine,
O hither laste, and with thee bring

That heauty blooming like the spring,

Those graces that divinely rhine,

And charm this ravish’d Dreast of mine.

| ads 30 f t

THE ANSWER

he

Roslin Castle

el

FROM Roslin Castle's echoing walls,
Resound my shepherd’s ardent calls,
My Colin bids me come away,

And love d:mands I should obey,
His meliing strain and tuneful lay,
So much the charmy of love display,
1 yield—mno longer can refrain,

To own my love and bless my swain,

No longer can my heart conceal,
The painful-pleasing flame I feel;
My soul 1etorts the am'rous strain,
And echoes back in love again,

Where lurks my songster ? from what grove,

Does Colin pour his notes of love ;
O bring me to the happy bower,
‘Where mutual love may bliss secure,

Ye vocal hills that catch the song,
Repeating as it flies along,

To Colins ears my strain convey §
And say, I haste to cowe away ;
Ye zephyrs noft that fun the gale,
Walt to my love the soothing tale,
in whispers all my soul express,
And tell 1 haste his arms to bless,

Figure 10dRoslin Castéebroadsides.

Between 840 and 1866, Preston printer Jbhar k ne s s

Rosl i n*ZLwsh | & aé n sareefairly eommog svith several found in the

twentieth centuryk- o r

nstance,

Kitty

song

We |

6 Ros |

S

329Camus, Raoul Rviilitary Music of the American Revdiatidniversity of North Carolina Press,

Chapel Hill, 1976, p.117.

330Bodleian LibranAllegroCatalogue of Ballads, Harding B 11(3341), Harding B25(1663).
331Bodleian LibranAllegroCatalogue of Ballads, 2806 c¢.14(88).
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The Rakish Highland Man, p.12, #23.
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0 The Ralkamsd Mamgd wAaisrSpléctoh of SchtehdEngligh and Irish and
Foreign Airgol. lIl. It would appear that the compiler of the manuscript acquired

many pieces from the Aird publications.

Hey my Nanny, p.12, #24.
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AndrewKuntz traces this slip jig to the reighteath century:
The melody appears in tBeummond Castle Manuisctips
possession of the Earl of Ancaster; it is inscribed "A Collection
of Country Dances written for the use of his Grace the Duke
of Perth by Dav. Young, 1734". Robert Bremner prints a

version in his 1757°%9Collection of

The mel ody i s al ssmanusoriptineAmaj@und i n Vicker :

Mi Il er, J. D., words and music, ©o6Ilt Wasndot God
Corperation, U.S.A., 1952.

333Carter, Arlie anwilliamWarren@he Wild Side of LiteThompson, Hank, EMI Unart Catalog. Inc.

(BMI), recorded, 1942 and 11/12/1951, L.A.\C3A.

334Kuntz, AndrewThe FiddBrCompani@maditional Tune Arghive

http://www.ibiblio.org/fiddlers/HES HEX.htm accessed 0212.

335Seattle, Matt, ed:he Great Nbern Tune Book: William Vigkalisction of Dance Tunes ALNIG&I0

Lynn, Publishing, Witneg008, #293, p.74.
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Within a mile of Edinbrough [sic], p.12, #25.

Apparently the scribe has added the title of the melodywatiag the musical
notation. T h e Sspace bet ween idthé &Gtle acoothmodatesl i n b r
conveniently the high D on thelger line above the staff.
The dSTomags Wit hin a Mi | wasawiittentbbyl Thonms o u g h

D Brfey.Simpson writes:

This tune The ScotchHaymake® to Thomas Scott's

play The MoeMarriagel696, Act Illé b e g i'Twas 0O

within a Furlong of Egis nbrough Town

sometimes given that nantéenry Purcell wrote the

music for two other songs in the play, and contemporary

reprints ilude his name; this song is so creditezhd

is doubtfully admitted to the canon in the Purcell

Society*®
Simpson recognises the melody as being of English origin but adopted by the Scots.
Referring tarhe Bonny Gre¥eyed Mord he states:

It is worh noting that the Scotch Quality of the piece derives

chiefly from the use of the proper

nor music has any real Scotch accent. But Scotch songs were

becoming fashionable in the theatre [1697], and not unnaturally

336 Simpson, Claude Mhe British Broadside Balldg ddsjdiRutgers University Press, New Brunswick,
New Jersey, 1966, pp.51 & 636.
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the titles begato advertise even such incidental Scotch quality
as is her&!
The song has been adopted as a Scottish traditiondlrsofigst stanzs as follows
dwaswi t hi n Edinburghtoen, o &
In the rosy time of the year;
Sweet f | odvand shegrhads avasmd
down,
And each sdhspgedaeer d wood
Bonnie Jockie, blythe and gay,
Kisgil sweet Jenny making hay;
The | asdandéowhihgwersed, 6
ONa, na, it winna dae; | canna, canna, winna,

winna, mauna buckle &&

My Lady, p.13, #26.
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This 5 a simple arrgement for two instrument®. | pi pi ng parl ance th

is associated with basic harmonies of this nature.

3371bid, p.52.

338 Traditional Scottish Sutg#’www.rampantscotland.com/songs/blsongs_town,l@ocessed
16.09.09
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Careless Salley, p.15, #29.
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A varianto f 0Carebegsg Dal Ifeoyudn d s manusdnfpt,ldateda m Wi

1850**°The melody ialsoin VVol. Il of the Leadley manuscripts

Cupid Recruiting Sergeant, p.16, #30.
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Thispiece was publishedAni r Skléction of Scotch, English and Irish and, Maieign Airs

1. The press gang and the recruiting party feature in many folk songs and ballads. The
George Farguhar pldjne Recruiting Officeét0) and’he Recruiting Serjeant: A Musical
Entertainmelpy Isac Bickerstaff and Charles Dibdi770) are both based this

mode of enlistment.

True Courage, p.17, #34]i].
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This song was written Bybdin (174@1814. The first stanzes as follows

Why & that to ou if mg y ensa wiping?

339Woolfe, Geoff, edWilliam Wint@& Quantocks Tune Book: Country DRomdaindes from the
ManuscriptafNineteenth Century Sanikage&hoemakeédalsway Manor Society, 2007, p.122.
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A tear
d’is nonsense, farfles, | own, to be piping

But t h eng pity, Wwhy kpitids théy.

I sye see, mltseavays a nt |,

do

ol f of

c know, lads,¢he fyue fwotn the sham,

d’is a furious lion in battle, so let it;

But, duty apped dis in mercy a langif°

Note the

the fife, clarinet, etc.

Tom Tough, p.18, #34ii].
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This pece was also written Dibdin3** Both of these consecutive songs of Dibdin are

numbered thirtyour. LesleyNelsorB u r n s

him [Dibdin] to write a seg® f song

InvIr803theeBsitish gdvernment paid

t o 0k aldeglingaabainst¢he t h e

F r e n*¢His songdom Bowling which was written prior to these on the death of

his brother Tom, i s

still much perfor med

also written in memory of his elder brother who was killed*&tTa®a, like Jack, is a

340Hogarth, Georgd,he Songs of Charles,[ihdin Davidson, London, 1848, p.202, available via

http://booksgoogle.comy

http://www.archive.org/stream/songscharlesdibOOhogagoog#page/n178/modatgssed 1D.09.

3411bid, p.173.

342NelsonBurns, Lesleyolk Music of England, Scoltalahd, Wales and America
http://www.contemplator.com/england/tomtough.htratcesset6.09.09. Quoting, Elson, Louis C.,
The National Songs of America and Jtk.SauPege arCompany, Boston, 1900.

343Fiske, R. and Cholij,6 Ch ar | e ed. Blorh, &tephefle New Grove Dictionary gf2vidsic
edition, in8 Vols., Macmillan Publishers Ltd., London. 2001}, ,ym[301.
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generic name for a sailor. Heoalswr ot e 0 Gal | a mtand @oaonmo , 0P
Trued okreél | 6. The first stanza of O6Tom Toc
My name s Tooh dough,d v @ d sslidlee s@rvice,
Where mighty billowsoll, and loud tempests blow:
| 6ve sail 6d wistadiwithdzobld Jarvisy, Ho we , | dve
And i n gal | ardsungoulYohheavesho!f | eet | &
Yet more shall ye be knowing, | was coxen to Boscawen,

And even with brave Hawke have | nobly faced the foe;

Then put r o un dve that en ogr rprog |, so wed
wed | | il m ug tgee Ad sing Yoheave ho!
We 61 | | astiagehAnd sing Yohheaweitio!

P e g gbhove, p.18, #35.
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This is a version of the muphl ay ed 6 L o® @eellpantedio Goav'ks third
collection, of 1792°The tune also forms part of the core repertoire of traditional Irish
music today. Bar©d commence with 'sndpa characteristic trait of many Scottish

melodies. The melodys al so known LaosveddLi ttl e Peggyo

344NelsonBurns, Lesleyolk Music of England a@®dptireland, Wales and America
http://www.contemplator.com/england/tomtough.htrh§.09.09. Quoting, Elson, LouisTte
National Songs of America and Its.SQuieage and CompaBpston, 1900.

345Kuntz, AndrewFiddlés Compani@maditional Tune Arghintg://www.ibiblio.org/fiddlers/,
accessed 1®09.
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Abram Newland, pp.18 and 19, #36.
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This piece is written on bottom staves, recto and verso, thus conserving space. Its title
i's a monet ar ysDictoriag ofePhrase and(Bib8=9vwBe)r st at e s :
Newland: A bankote. So called because, in the early part of the nineteenth century,
none were genuine but those signed by thisdif@mieraham Newland (1730807)
was the chief cashier of the Bank of England §1882). Althouglthe title of the
piece is spelt differently, ther i s a strong possimayHavety t h
beenhe common par [AwmahareNewlad.her t han 0
Newland was a musicidohnKeyworth, the Curator of the Bank of England

Museumwritesina br i ef bi og rAagyoung nnah hetstoeed mgreat 0
fondness for music and it is thought that he acted for a time as organist at a Southwark
Churcl®®! The tune is written across the bottom staves of pages 18 and 19. It is
numbered in sequenese, it was not a later addition to the manuscript. Wilson includes
the song in his 1800 publicatdwrtle and Viff8The song commences:

O0Abraham Newl and?®o

Sung by Mr . sWalls.i s, at Sadl erd

T h e r er was a riame so handed by fame,

Thr od acieran,t hamddd tohr oo

As one that is wrote upon every bank note,

And you all must know Abraham Newland.

346Brewer, E. CobharBictionary of Phrase and Fg8dttp://bartelby.net/81/72.htmlaccessed
160909.

s47Keyworth, J. M. http://www.otway.com/family/1830.htmbccessed 08.09.

348\\ilson, Charles Heniyytle and Vine or Complete Vocal, Migarynd Hughes, London, 1800,
p.69, http://www.archive.org/details/myrtlevineorcompOOwilsrich, accesB2iiD4
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Oh, Abraham Newland!
Notified Abraham Newland!
| have heard people say, sham Abraham you may,

But you must not sham Abraham Newland.

(#37)

There is no melody with this number in the manuscript.

Buffs Troop, p.19, #38.
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OBuffodé in the title refers t o untzweitespr ot ec
O60A buff coat was a di s tseventpenibentary angwama r k o0

very stiff leather jerkin or jacket worn during the English Ciat*War

Robinson Crusoe, p.19, #39.
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This piece is named, undo kRabinsod Crydpst af t er

published in 1719. The work captivated the puméigination instantly and remains

349Kuntz, AndrewFiddlés Companion (Traditional Tune Archive)
http://www.ibiblio.org/fiddlers/BUA_BUI.htm accessed 15.08.12.
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popular to this day. A rhythmically simi

tutor of 1864.

Bugle Quick March, pp.20 and 21, #41.

g/‘/(f/t i /ur-{ //Hr‘ fp 't'gf 'h
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This march is placed on verso and recto of adjacent pages. The Bheapidoe
contains an attempt to obliterate an error of trigiser. This is the only such feature

in the manuscript.

Lass if | come near thee, p.21, #42.

This piece was included in Wiekers Manuscrigts 6 Lass | f (#65C 0 me Ni
Seattle not&S that it iscontained invol. | of Ai r d & publitafio®,® Selection of

Scotcknglish, Irish and ForeignaAirssd  Ni e | GGomphet SolRIs@dosi t
(1799).A differentme |l ody i s ut i | i swhdis thattamytBower Bur n s

DoofTlhe version bel ow®ondgs®f Roberk Birm803YBarns Di c k 0

350Seattle, Matt, ed:he Great Nbern Tune Book: William V@@lisction of Dance Tunes ADNIG&I0
Lynn, Publishing, Witney, 2008.56.

351Dijck, James CTheSongs of Robert BNmsFirstPrinted with thkelodies ¥hichTheyWerahritten, a
Sudy imondoetry wiibliographyjstorical otes, al&lossaryd. Frowde, London, 1903.
http://openlibrary.org/books/OL7136984M/The_songs_of Robert_Burns_now_first_printed fwith_t
e_melodiesfor_which_they were_written, accessed 12.09.11.
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often used prexisting melodies for his songs, which appears to be the case in this

instance.

164 TONE-POETRY OF ROBERT BURNS

No. 184. Wha s that at my bower-door ?
Tune : Lass, an I come near thee. Scots Musical Musewm, 1792, No. 337.

‘Then gae your gate, ye'senae be here:' ‘In-deed, maun I,' quo' Findlay.

#éw:Fﬁ;[A ~ !Eu. ﬁ
P i B i’ ot

& i s a1
| 2

=
*What mak ye sae like a thief?' ‘O, come and see,' quo' Find-lay; ‘Be -
o& & ~
ﬁ ” = S

o/
- fore the morn ye'll work mis<chief?' ‘In-deed will 1’ quo' Find-lay.

“WHna is that at my bower-door?’
<O, wha is it but Findlay?'

¢Then gae your gate, ye'se nae be here:'
¢Indeed, maun I,' quo’ Findlay.

¢What mak ye sae like a thief?’
‘0O, come and see,’ quo’ Findlay;

¢ Before the morn ye’ll work mischief?’
¢Indeed will 1, quo’ Findlay.

¢Gif I rise and let you in'—
“Let me in,’ quo’ Findlay—

¢Ye'll keep me waukin wi’ your din?”’
fIndeed will 1," quo’ Findlay.

¢In my bower if ye should stay'—
¢Let me stay,’ quo’ Findlay ;

¢1 fear ye'll bide till break o’ day?'—
¢Indeed will 1," quo’ Findlay.

¢Here this night if ye remain’—
‘I'll remain,’ quo' Findlay—

¢1 dread ye'll learn the gate again?’—
“Indeed will 1,' quo' Findlay.

¢What may pass within this bower'—
‘Let it pass,’ quo’ Findlay ;

¢Ye maun conceal till your last hour'—
¢Indeed will 1,” quo' Findlay.

The Rout is come, p.21, [#42a].

6 The Rooutte 6i swahsi mpr 0 adriasonaBMeldEsThe following

setting is taken frpdi®®*¥Jlames Rookds manus:
“ %ﬁwfiw L Siannd

0:‘ - Pkl 1 ¥ v \\

-'“'-"‘.L-*‘..‘ MR Ee TSt
ﬂ“‘ﬁ“ PR ".’3355—1;—“ 3

352Bond, Jamedlational Melodies
http://www.flageolets.com/music/nationalmelodies/nationalmelodies.pdf, acce884@ 03
353Rook, John, MsMultum in Parvo
http://www.cl.cam.ac.uk/~rjal4/musicfiles/rook/rook _pages/index.htm, acces<&1@5
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Duke o $§Troom p.223#43.

A simpler version of this piecepigblished irA i r SEl@ction of Scotch, English and Irish

and Foreign Av®l. V.

God Save the King, p.22, [#43a].

The national anthem has been addeke verso and recto pages 22 anteB8much

as anféerthoughtit is unnumbered.

Duke of Y o0 rsRQudick Step, p.23, #44.
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