
  
 
 
  

 
 

Reconsidering and Contextualising the Vernacular Tradition: 
Popular Music and British Manuscript Compilations (1650ð2000) 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Stephen William John Campbell 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Doctor of Philosophy 
 
 

University of York 
Department of Music 

 
 
 

October 2012 

 



   

 2  

Abstract 

Current interest in traditional music is driving a search for new repertoire as scholars 

and enthusiasts seek to unearth working musical manuscripts from the eighteenth and 

nineteenth centuries. This thesis looks at a selection of  such compilations, examining 

their origins and cultural contexts and re-contextualizing them within the current 

revivalist milieu. It examines the journey of  melody from printed sources to 

performance, a process in which the manuscripts represent a key step: they are a 

conduit, a means through which music is created. The first chapter sets the scene for 

the thesis, exploring the origins and contexts of  the 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 of melodies as an end in itself. The second chapter 

explores the current drive toward establishing regional styles, which are unstable 

constructs, and it examines the use of  music as a catalyst for nationalist and racist 

agendas. It also concerns music as a product of  the critical political economy and 

addresses aspects of  repertoire, variation and the downward filtration of  culture. It 

contextualizes twentieth-century interest in traditional music.  

Chapter Three approaches the chronological starting point of the thesis, John 

Playfordõs English Dancing Master. It considers Playfordõs impact on the many subsequent 

publications of country-dance music and the adoption of country-dance melodies into 

popular usage. As evidence of the deployment of these melodies along with military 

music and popular song, the pre-1800 manuscripts of Henry Atkinson, William Vickers 

and Joshua Jackson are scrutinised. Chapter Four addresses the main focus of the work, 

the anonymous Campbell I manuscript (circa 1810), which demonstrates a melange of 

dance music, military music, art music and song. The chapter highlights the 

interdependence of these musics and the social settings from which they emanate. 
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Chapter Five, which considers the nineteenth-century 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 

argues 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 through an 

examination of a recent manuscript, Campbell II. The thesis as a whole highlights a 

mismatch between the current perception of vernacular music and the actuality of that 

music in its original context.  
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1 Chapter One: Introduction  

1.1 Introduction to the Archive: Methodological Concerns  

1.1.1 Overview 

This thesis focuses on the context and content of  a selection of  handwritten 

manuscripts containing dance, song, military and other music, mainly emanating from 

the North of  England and Scottish Borders. The study is centred on manuscripts in the 

writerõs possession, in particular one dating from c. 1810 that contains a broad selection 

of  country dance, martial and song melodies. In-depth analysis of  these collections 

raises numerous musicological questions, with implications for the negotiation of  genre 

boundaries; the social, political and economic contexts of  the manuscripts; and the 

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 

essential to this study. Notions of ôfolkõ, ôartõ and ôtraditionalõ music are brought into 

question, using evidence of  the downward filtration of  culture through the echelons of  

society, by tracing the deployment and re-contextualisation of  melody. (Throughout the 

thesis, I use the terms ôfolkõ and ôtraditionalõ more or less interchangeably based on the 

International Folk Music Councilõs definition of a folk/traditional song.1) Shifts in the 

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 contents of  an 

anonymous leather-bound book of  handwritten music I discovered in a second-hand 

bookshop in Micklegate, York, c. 1973. I refer to the manuscript as Campbell I, as it 

bears no title or other means of distinction. The unravelling of  the complex bundle of  

                                                 
1 See Appendix 1. 
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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 realisation of  

the collectionõs original context and makeup. My interest in traditional music, especially 

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 of pieces were not confined to the usual violin first-position range of  

country dance melodies. The volume lay dormant on a bookshelf  for over 30 years. I 

was aware, prior to the collectionõs coming to light, of the existence of other such 

manuscripts, having been involved with revivals of pieces taken from Joshua Jacksonõs 

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 Questions 

This work examines the formation of a popular and traditional music canon using 

handwritten music manuscripts as evidence. Attention is drawn to the wide variety of 

music in the manuscripts, demonstrating the eclectic tastes of both the compilers and 

their audiences. The thesis illustrates the selection of high-brow, composed melody for 

vernacular usage, exemplifying the social mobility of music. The placing of melody into 

varied contexts is examined; the redeployments of melody in a range of roles and 

settings over time demonstrates its adaptability and pliability. The thorny question of 

the definition of folk and traditional music is addressed in the context of current 

thinking. An analysis of the current reception of traditional music, its role and relevance 
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today, forms the concluding section of the work. In brief, the thesis will address the 

following questions: 

¶ What are the consequences of applying contemporary genre boundaries to the 

popular music of the eighteenth and nineteenth centuries? (How does 

eighteenth- and nineteenth-century popular music challenge the way we think 

about genre today?) 

¶ How can we approach an understanding of eighteenth- and nineteenth-century 

popular music as experienced in its time? 

¶ To what extent does the canon of traditional British dance music and song 

comply with ôfolkõ paradigm notions of an organically evolved vernacular 

culture?  

¶ What factors have contributed to the current fascination with and emphasis on 

regionalism in ôtraditionalõ music performance in the British Isles? 

¶ How can we identify regional difference deriving from performance style as 

distinct from difference deriving from actual area-specific melodic features?   

¶ How does popular music of the eighteenth- and nineteenth-centuries challenge 

our understanding of the distinction between òhighó and òlowó culture? 

 

 

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 contain published pieces by composers of the likes of Charles Dibdin 

and extracts from larger composed works. The manuscripts thus feature a wide-ranging 

variety of pieces and sources. These volumes present evidence of eclectic repertoire that 
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does not readily fall into current musical genres or 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 nature of their makeup and diversity.  

Much of the study of ôfolkõ and ôtraditionalõ music of the British Isles during the 

twentieth century by Cecil Sharp, A. L. Lloyd and other scholars, is somewhat insular in 

that the folk music tradition is often examined as a separate entity from other popular 

and art music. The multifaceted makeup of manuscript collections like that of Jackson 

form part of the wider musical landscape of late eighteenth-century and early 

nineteenth-century Britain. Ian Gammie and Derek McCulloch, in their examination of 

the music manuscripts of Jane Austen, refer to ôthe sheer scope and variety of the music 

contained within the eight volumes, showing just how rich the public (and private) 

musical life of Britain must have been in the period from about 1760 é to about 

1810õ.2 They add that in Austenõs collection ô[v]irtually all genres apart from the 

symphony are presentõ.3 The varied nature of the contents of manuscript collections is a 

recurring element of this study. By tracing the changing form and contents of 

manuscript collections over several centuries, it is possible to establish commonality of 

purpose whilst also placing them within the context of broader 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 contents, purpose and format 

are more striking. Such compilations are the ôtools of the tradeõ of performing 

musicians, and judging by the large number that have survived over the centuries, it 

must have been standard practice for instrumentalists to gather together such 

collections.  

                                                 
2 Gammie, Ian and Derek McCulloch, Jane Austenõs Music: The Musical World of Jane Austen, Corda Music 
Publications, St. Albans, 1996, p.4. 
3 Ibid, p.4. 
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The inclusion of works by 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 publication of pieces from 

Lawrence Leadleyõs manuscripts contains little mention of the violin arrangement of the 

whole of the overture to Rossiniõs LõItaliana in Algeri.4 It thereby fails to acknowledge 

the true nature of Leadleyõs playing and the broad scope of the musical activities of the 

late nineteenth-century Bradford bourgeoisie. The many recent publications of melodies 

taken from manuscript sources of the likes of Leadleyõs are restricted to the ôfolkõ 

market. They do not purport to be rigorous academic works, but they nonetheless 

contribute to a blinkered understanding of the varied music and performance of artists 

like Leadley. 

1.1.4 Sources and Influences 

The accumulation of empirical evidence has been assisted greatly by the identification of 

pieces through the use of the many library collections and databases available online. 

This vast amount of accessible material has enabled informed historical positioning of 

the manuscriptsõ contents. By tracing the printed sources of melodies, this thesis 

illustrates the extent of the materialõs proliferation as well as its provenance. The 

observations and conclusions drawn with respect to the contents of the archives are 

based on the adoption of pieces into popular circulation and their subsequent re-

contextualisation. The deployment of melody in differing roles, from the printed page 

to vernacular usage, is much in evidence. My research paints a clear picture of the music 

that was performed in particular economic, social and political milieus over the last 

three hundred years, placing the manuscripts it analyses firmly in context. The broader 

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

                                                 
4 Seattle, Matt and James Merryweather, eds., The Fiddler of Helperby: Victorian Music from a North 
YorkshireVillage, Dragonfly Music, Newbiggin-by-the-sea, 1994. 
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Movement, has shed further light upon the motivations and aspirations of the compilers 

and their audiences. 

1.1.5 Provenance 

As stated above, the Campbell I collection has no name or indication as to its compiler or 

provenance. The paper was traceable by means of watermarks and countermarks, which 

established its date of production as 1810. This date was further verified through in-

depth analysis of contents. (For example, Charles Dibdinõs sea songs, written in 1803, 

are included in the collection, so the manuscript must have been produced some time 

thereafter.) The location of the compiler and his or her performance venues is the 

subject of informed conjecture. The included repertoire certainly suggests military 

performance, as well as other social functions. As David Murray and Raoul Camus both 

point out, the military musician was often a freelance player who would play on the 

orchestral platform or at the musical theatre as well as the on the parade ground or in 

the officersõ mess.5 There is no concrete proof that the compiler of Campbell I was such 

a professional instrumentalist, but the contents of the manuscripts and the evidence of 

musical expertise contained therein justify this assertion.  

A sizable minority of melodies in Campbell I have no name; the provenance of 

such tunes has been established using existing databases of incipits whenever possible. 

This is an ongoing process.  

1.1.6 Case Study Selection Criteria 

I 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 F., Military Music of the American Revolution, The University of North Carolina Press, Chapel 
Hill, 1976, p.31. Murray, David, Music of the Scottish Regiments, Mercat Press, Edinburgh, 2001, p.84. 
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are not in the public domain: Campbell I and II , Benwell I and II , and Norris. 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 the North of England, readily available either in museums, libraries or 

scanned on websites, are scrutinised as comparative collections. This is not to establish 

a case for regional style but, on the contrary, to demonstrate homogeneity of music 

throughout the British Isles. The contents and context of the manuscripts listed above 

plus the Francis Rippon collection from York are examined for the first time by this 

study. 

                                                             Timeline 

 

 

 

 

 

 

 

  

 

 

 

 

 

 

A synchronic study of the Campbell I manuscript is the main focus of this work. 
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contents, and it gives insight into the work of performing musicians other than virtuosi. 

A collection signed Lloyd Huwes, in the writerõs possession, illustrates what is excluded 

from the study. It  contains compositions by the Welsh composer Brinley Richards; it is 

a handwritten copy of his work. Immaculately executed, this collection is focused solely 

on Richardsõs work, a broad selection of pieces of the mid- to later part of the 

nineteenth century, when it was compiled. This, I consider, falls under the remit of a 

scholar of Richardsõs work, and not of this study, which focuses on compilations of 

work from various sources and for various purposes. Compared to, say, the Amelia 

Benwell collection, Huwesõs compilation of Richardsõs compositions volume is 

concentrated on a more restricted field; it is not necessarily a 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 music. Unfortunately, many such collections are inaccessible. A leather-

bound family music book is featured on the BBC website A History of the World in a 

Hundred Objects6 with the following post from the owner: 

The book is a collection of popular music from the late 1700õs 

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 Anthem) ñ newly written around that time.7 

                                                 
6 B.B.C., A History of the World, 
http://www.bbc.co.uk/ahistoryoftheworld/objects/KzLRKCNWQTur1CFNowjSuw, accessed 20.07.11. 
7 Ibid, 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 

activity sparsely represented in the manuscript sample of this study. The Jackson Ms. 

does contain songs which one may categorise as glee, but these are few in number. 

The inclusion of ôLa Marseillaiseõ, which is also in the Austen and Benwell 

collections, demonstrates the popularity of this piece with the British during and after 

the Napoleonic wars. Gammie and McCulloch, in considering Austenõs manuscript 

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 at war with 

France for most of Jane Austenõs adult life.é We should 

remember that French was still the international language of 

diplomacy par excellence, and that the wars of the time were seen 

more as resistance to Napoleonic military aggression rather 

than as a conflict with French culture.8 

The Marseillaise is found in collections both prior to the Napoleonic wars and after 

them, confirming Gammie and McCullochõs interpretation of its continuing popularity 

with the British. I suggest the strength of the melody and the status of the French 

language amongst the English middle-classes may well account for this seemingly 

unpatriotic practice.  

1.1.8 Organisation of the Thesis 

In Chapter Three, I have grouped publisher John Playford with the Henry 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, Ian and Derek McCulloch, Jane Austenõs Music: The Musical World of Jane Austen, Corda Music 
Publications, St. Albans, 1996, p.6. 
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during the eighteenth century establishes a foundation for the scrutiny of Campbell I. 

Chapter Four concerns Campbell Iõs contents and the provenance of the pieces therein. 

Chapter Five addresses the manuscripts of Leadley, Benwell, Rippon, and Norris. It 

demonstrates the continuing use of manuscript collections and the impact of changing 

fashion, technology, education etc. on their contents and on the popular music canon. 

This section provides insight into the use of vernacular manuscripts during the 

nineteenth century. Chapter Six is a concluding discussion encompassing the revival and 

re-contextualisation of ôtraditionalõ music as well as a consideration of current 

performance and debate.  

Although Johann Herder had established his notion of folk music during the 

time the manuscripts were in use, the contents of the manuscripts were not dictated by 

this idea; rather, they reflect the varied musical fashions of their time. Changes in the 

contents of the manuscripts over time demonstrate gradual evolution rather than 

seismic shifts in repertoire. The sample is small but gives a clear indication of music in 

popular circulation over more than 200 years; the manuscripts are evidence of the 

performance and adoption of pieces by musicians. Diachronic development in the 

contents of the manuscripts reflects the advancements made in instrument technology 

and the evolution of artistic styles over time. 

1.1.9 Manuscript as a Record of Repertoire 

The manuscript purchased in York, Campbell I, presents a selection of melodic pieces 

meticulously written out by hand. It is a bespoke score selected by the compiler, 

demonstrating the wide-ranging 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 literacy and expertise of a very high order. In recent 

decades, more and more of these handwritten musical compilations have come to light. 
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Such collections have attracted the attentions of and been sought out by enthusiastic 

revivalists of ôtraditionalõ music. 

The evidence 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 

William Chappellõs descriptor, ôthe popular music of the olden timeõ.9 They have been 

claimed by folk music enthusiasts and performers as traditional music. The current need 

to categorise and compartmentalise music into genres in order to meet marketing 

requirements often results in the arbitrary classification of the manuscriptsõ contents as 

folk music. However, much of the contents may be described as ôartõ music. (What 

music is not?) Matthew Gelbart recognised how folk and art music are intrinsically 

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 loose òfamily resemblancesó, we must 

also realize something that has not been considered much in 

the existing literature: the specific interdependence of òfolkó 

and òartó as a binary, dialectical paring. These signifiers have 

gained their referents through contrast and opposition to each 

other: throughout their history, the fact that òfolk musicó and 

òart musicó have functioned in a dialogue with each other has 

rendered their force exclusive rather than inclusive.10 

Gelbartõs polemic is vindicated by evidence found within these collections: we have a 

melange of popular song, country dance and martial music intermingled with pieces 

                                                 
9 Chappell, William, The Ballad Literature and Popular Music of the Olden Time, 2 vols. London 1855, reprinted 
Dover, New York, 1965. 
10 Gelbart, Matthew, The Invention of ôFolk Musicõ and ôArt Musicõ: Emerging Categories from Ossian to Wagner, 
Cambridge University Press, 2011, p.7. 
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written by Handel, Mozart and Rossini. His refreshing musicological stance exposes the 

true nature of the popular in its broad inclusivity.  

From Herder via Sharp to Lloyd and onward, the true nature of the wide-

ranging, eclectic tastes of the masses have been pruned to slot within a constructed 

ôfolkõ paradigm. The music of the noble savage, the exotic ôotherõ, has held a fascination 

for more than two centuries, manifesting in ethnomusicological studies centred on the 

British proletariat. The identification (and creation) of a British song tradition was an 

essential element of eighteenth- and early nineteenth-century nationalism and an 

offshoot of Romanticism. The deconstruction of the concept of British ôfolk musicõ, 

instigated by Dave Harker (1985) and partially rebuffed by C. J. Bearman (2002), has led 

to healthy scepticism. Richard Middleton expresses an awareness of the shaky ground 

on which the concept and definition of folk song are based, writing, ô[T]he seemingly 

most archaic òfolk songó é generally turn out to have among its ancestry connections 

with the print world of the townsõ.11 Pieces for these collections are selected by the 

compiler, who considers the requirements and tastes of her/his audience. This filtering 

process will, of course, exclude the second-rate, the banal and music that falls outside 

the required form.  

Selection is a significant feature of these manuscript collections. It is the 

selection process that elevates their significance in terms of relevance to their era; the 

included pieces are recognised by the compilers as having merit and being worthy of 

inclusion in the manuscript collections. They possess the ôselectionõ element stated in 

the International Folk Music Councilõs definition of a folk/traditional song. (The 

essential elements of a traditional folk song are laid out in the 1954 definition as 

continuity, variation and ôselectionõ 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, Voicing the Popular: On the Subject of Popular Music, Routledge, New York, 2006, p.22. 



   

 25  

There are two basic considerations motivating the compiler: a drawing together 

of the desired repertoire in a single volume, making the musical score easily 

transportable; and financial expedience, as the compilation exercise would be far 

cheaper than purchasing scarce printed music. The bespoke nature of these collections 

assists our understanding of their intended roles. The time-consuming task of gathering 

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 stated previously, they may be used in 

performance as an aide memoire. Secondly, 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 categories are not mutually 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, and each collection conveys not only a display of 

differing levels of distress and ôwear and tearõ but also a sense of human contact. The 

scars of use add to each volumeõs ambient aura of utilitarian functionality and bear 

witness to many years of practical deployment.  

Most musical ensembles today have their repertoire collections or ôband padsõ, 

but with developments in computer graphics and technology, the paper score is being 

replaced by the LED screen. These electronic devises are the current equivalents of the 

manuscript collections. 

1.1.10 Measure of the Popular 

The consensus, the majority, the most well-liked, the most common ð the word 

ôpopularõ carries all of these connotations, and it is an elusive concept when applied to 
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music. Middleton places ôpopular musicõ within ôthe whole musical fieldõ, seeing it as 

fluid, ever changing and ôactiveõ.12 There were no ôchartsõ at the end of the eighteenth 

century to measure the popularity of musical pieces, so it is difficult to quantify. 

Musiciansõ compilations provide large quantities of gathered melodies that reflect what 

was performed and heard. Certain melodies are found in many of these collections, 

which is an indication of their popularity. If material is found in several collections over 

many years, then I consider it to have been popular and accepted into the canon. ôThe 

popularõ, in this context, is 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 for practice, repertoire and instruction. Today 

the music listener, too, will house a personal collection of recordings as, for example, 

MP3 files for portable players. Previously, a compact disc, vinyl record or shellac 78s 

collection might have given insight into an individualõs personality and character. 

Famously, a portable jukebox belonging to John Lennon came to light. It was featured 

on The South Bank Show in 2004.13 This machine travelled with Lennon and contained 

his personal collection of 45 rpm singles in the mid-1960s. Lennonõs selection of 

recordings was released on a double compact disc and represents a distillation of the 

popular music of his era. The manuscript compilations are similarly a focus of the 

popular and an essential part of the compilersõ and their audiencesõ identities. 

The individual compilerõs personal tastes may or may not be in line with the 

populace, but the demands of audiences add another dimension to the selection 

process. The public-house jukeboxes of the 1960s and 1970s housed record collections 

selected by the owners attempting to meet the popular music demands of drinkers. 

Below is the playlist from a Swiss music box, in the writerõs possession, from the second 

                                                 
12 Middleton, Richard, Studying Popular Music, Open University Press, Buckinghamshire, 2000, p.7. 
13 Google videos, John Lennonõs Jukebox, http://video.google.com/videoplay?docid=-75 
32896021332831792#, accessed 23.05.11. 
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half of the nineteenth century; the music box is a forerunner of the iPod or juke box in 

that it is a bespoke collection of music. The eight pieces are extracts from larger works 

composed by Verdi (Un ballo in Maschera), Weber (Der Freischütz), Grisar (Les Porcherons), 

J. Strauss (II?) (ôSensitive Walzerõ), Flotow (Martha, oder Der Markt zu Richmond), Halévy 

(LõÉclair and La Magicienne) and Auber (La Muette de Portici). They were likely selected by 

the constructor of the music box based 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 risk that entails an attempt to predict the market or, in the case of music, 

the demands and expectations of the recipient.  

     Figure 1: Swiss music box playlist 

Concert programmes and printed musical anthologies are subject to similar 

forces of influence in their makeup. Applying set theory to the example above, let Set A 

represents all the possible melodies placed on the drum of the music box by the 

supplier. Let set B represents the melodies the purchaser of the music box wished to be 

placed on the machine. Let set C represents the actual pieces placed on the music box 

by the supplier, i.e. the eight pieces. The intersection (ɾ) of 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 lies outside B (i.e. C ɾ B') is the mismatch between what the purchaser wanted 

and what was on the music box, those tunes on the drum that the purchaser 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 recipient. A ɾ B 

represents a consensus between A and B, with the universal set ắ being all music. C is 

the contents of the manuscript, programme, anthology, etc. C ɾ B' represents the 

intersection of the contents of the manuscript with that outside the requirements and 

expectations of B. This area of mismatch is variable in magnitude: the greater its 

contents, the greater Bõs dissatisfaction. There may well be compromise between A ɾ B. 

For example, A may wish to innovate whilst B may be conservative in expectations. 

This area of contention is problematic and may represent the difference between 

success and failure. I suggest that this intersection, C ɾ B', is virtually the null set when 

applied to the handwritten manuscripts under consideration, as the compiler will have 

attempted to meet the demands of the audience. Each piece must have been intended 

to be performed by the compiler at some time to have warranted inclusion in the 

collection. The performing musiciansõ manuscript collections of the late seventeenth 

and early eighteenth centuries were subject to the demands, forces and constraints 

imposed by the recipients of the music. 

The old adage ôhe who pays the piper calls the tuneõ must apply to the selection of 

the contents in these collections. This is certainly borne out by the verse taken from 

Vickersõs manuscript of 1770: 

 

 

ắ A B C 
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ON MUSIC 

Musicõs a Crotchet, the Sober thinks it Vain, 

The Fiddleõs a Wooden Projection; 

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;  

Theyõre Fools if they Play unless theyõre Well Paid, 

And the Others are Blockheads to Hire them.14 

This verse may imply that Vickers performed on a professional or semi-professional 

basis. There is no doubt that compilers of the manuscripts under consideration in this 

thesis had some non-monetary motivations for gathering the collections together, but it 

is my contention that many of the compilers were at least semi-professional, if not fully-

professional, musicians. 

As well as musical concerns, the collation process involves non-musical 

considerations. For instance, the public may demand the dance associated with a 

particular tune rather than the tune itself. Marches may be associated with a notable 

individual, a particular regiment or a specific occasion, and the melody thereby acquires 

emblematic significance and, by popular demand, inclusion in the collection. The 

formation of these collections is a dynamic process, a multifaceted dialectic between 

compiler/performer and audience. 

1.1.11 Reflection of Sensibiliti es and Popular 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., The Great Northern Tune Book: William Vickersõ Collection of Dance Tunes AD 1770, Nigel 
Lynn, Publishing, Witney, 2008, p.10. 
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eras. The current fascination with celebrities and their affairs 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 have in Campbell I ôNelsonõs Waltzõ, ôNelsonõs New Waltzõ and 

ôLady Hamiltonõs New Waltzõ, the eponymous titles not only recognising their celebrity 

status but also aligning them both with the burgeoning new dance fashion of the period, 

the waltz. Scathing attacks were written on the Hamiltons and Nelson on their return to 

London in November 1800. Tom Pocock writes: ôThe caricatures, notably by James 

Gillray, showed Nelson as a seducer, Sir William as an elderly cuckold, and his wife as 

an obese nymphomaniacõ.15 After his death, Nelson 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 Nelson in the minds of 

upright Victorians after his death was due, as Tom Pocock 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 century; and to her 

daughter Horatiaõs reluctance to accept the identity of her 

mother.16  

However, the heroic reputation of Nelson was re-established in the late nineteenth 

century. Nicholas Roger describes him as, ôa symbol of imperial Britain and its 

overarching sea power, and a talisman against anxietyõ.17 The inclusion of the ôNelsonõ 

pieces in Campbell I verifies the status of the naval hero at the beginning of the 

                                                 
15 Pocock, Tom, ôHamilton, Emma, Lady Hamilton (bap. 1765, d. 1815)õ, Oxford Dictionary of National 
Biography, edited 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/12063, accessed 02.08.11. 
16 Ibid. 
17 Rodger, N. A. M., ôNelson, Horatio, Viscount Nelson (1758ð1805)õ, Oxford Dictionary of National 
Biography, ed. H. C. G. Matthew and Brian Harrison (Oxford: OUP, 2004); online ed., ed. Lawrence 
Goldman, May 2009, http://www.oxforddnb.com/view/article/19877, accessed August 02,08.11. 
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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 examples, many 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 century. Patrick Piggott has shown the integral part that music and 

song played in the lives of the bourgeoisie and upper classes.18 The Austen familyõs 

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

of the time. Gammie and McCulloch emphasise the ôsheer scope and varietyõ of the 

music contained with the eight volumes. They also acknowledge the manuscriptsõ 

reflection of popular and international influences: ôInsofar as Jane Austen may represent 

the bourgeoisie of the day, we can say that her music collection reflects most of the 

trends of the time, both native and imported, in more or less equal portionsõ.19 In a 

similar manner, the Campbell I manuscript contains a wide variety and cross section of 

the music of its era, as Chapter Four will discuss.  

 Another influence on the manuscripts was the threat of invasion by the French, 

which had far-reaching effects on the population of England in the late eighteenth 

century and into the nineteenth century. John Clare the Northamptonshire poet, the 

embodiment of the noble savage, reflects 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 national scheme 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 Piggott, Patrick, The Innocent Diversion: Music in the Life and Writings of Jane Austen, Moonrise Press, 
Ludlow, 2011. 
19 Ibid, p.6. 
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prince regent I forget how many was demanded from our 

parish but I remember the panic which it created was very great 

é the papers that were circulated assurd [sic] the people of 

England that the French were on the eve of invading it.20  

The deployment of huge numbers of men in the British forces during the Napoleonic 

wars saw a commensurate rise in the number of martial compositions 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 militias, as seen above. The mobility of 

armed forces was reliant on the rhythm of the drum and the music 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 logistics of the war machine. Dibdin was commissioned 

to write patriotic sea songs to stir morale and galvanise the British spirit against the 

French: 

As a renewal of war with Napoleonic France loomed in 1803, 

Addingtonõs government finally recognized the value of 

Dibdinõs songs and commissioned him to publish each month a 

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

the declaration of war against France in May 1803, Dibdin 

published monthly eight British War Songs (4 June 1803 to 4 

January 1804), with accompaniments for piano, small military 

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

backbone of Britons Strike Home, which opened on 17 

September, adding greatly to patriotic fervour. As a result of his 

efforts, including abandoning his usual summer tour of the 

                                                 
20 Clare, John, ed. Eric Robinson, and David Powell, John Clare by Himself, Carcanet Press, Manchester, 
2002, p.93.  
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provinces, Dibdin was awarded a pension of £200 by the 

government.21 

It is no surprise that Dibdinõs songs and the common marches of the time found their 

way into the manuscript collections of the early nineteenth century. 

A comprehensive history of ôwar musicõ, The Songs and Music of the Redcoats 1642ð

1902, was written in 1970 by Lewis Winstock.22 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 the Napoleonic Wars on British society  

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

common soldiers they had both the ability and the desire to 

express themselves.é Music é played its part on the home 

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 marches.23 

The Campbell I manuscript is written evidence of the vast musical input into the war 

effort against the French. The local militiaõs use of melody for drill would instil airs in 

the memory of the young soldiers thus adding to the martial musicõs popular acceptance 

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 contents are not only an indication of the popular 

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

                                                 
21 Gillaspie, Jon A., ôDibdin, Charles (bap. 1745, d. 1814)õ, Oxford Dictionary of National Biography. Online 
ed. Ed. Lawrence Goldman. Oxford: OUP, http://www.oxforddnb.com/view/article/7585, accessed 
26.06.11. 
22 Winstock, Lewis, Songs and Music of the Redcoats: A History of the War Music of the British Army, 1642ð1902, 
Leo Cooper, London, 1970. 
23 Ibid, pp.88 and 91. 



   

 34  

there was much interchange between musicians of differing musical outlets, such as the 

ballroom, theatre and parade ground. Camus makes this assumption with respect to 

eighteenth-century orchestras:  

It would be logical to assume that the wind players forming 

bands had had some experience prior to joining the military 

and would most likely 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 taken from the kingõs and commercial 

theatres, whose only military responsibility was to play the 

changing of the guard daily.24 

The military band would play for both dancing and marching, deploying the same 

music. Murray writes:  

[W]e should remember that the sound 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 period [the late eighteenth century] 

were performed was very similar to that at which the soldiers 

marched in the drill squareõ.25  

He goes on to point out that the form of the march was akin to that of the country 

dance, with 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 

                                                 
24 Camus, Raoul F., Military Music of the American Revolution, The University of North Carolina Press, 
Chapel Hill, 1976, p.31. 
25 Murray, David, Music of the Scottish Regiments, Mercat Press, Edinburgh, 2001, p.84. 
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at Ordinary Step of seventy-two 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 repeated.26  

The ease with which simple eight-bar phrases may be committed to memory, both for 

march and country dance accompaniment, must also have influenced the proliferation 

and longevity of this format. 

In a few cases it is possible to ascertain the volume from which sets of melodies 

have been copied. This is demonstrated in Campbell I, for example. ôSweet Kathlane 

Macreeõ (ms. #150), ôThe Wandering Harperõ (ms. #156) and ôCushlamachreeõ (ms. 

#158) were all taken from Benjamin Crosbyõs Irish Musical Repository (published in 

London, 1808). 

Many marches, as we shall see, are adapted from song melodies. Winstockõs 

work gives examples of the music material adopted by the British soldiers over the 

centuries. These include pieces from Pills to Purge Melancholy, others by Handel and the 

songs of Robert Burns, all of which bear a strong correlation with the sources of the 

manuscriptõs contents. Winstockõs creation of the genre of ôwar musicõ is an essential 

part of his polemic. He distinguishes between the music used by the military (both on 

and off the battle field) and those pieces written concerning war for popular 

consumption, stating that his work ôdisregards the songs about wars, battles, 

commanders and soldiers which lie thick in ballad collections masquerading as songs of 

warõ.27 Lloyd made a similar distinction between the sea songs used by sailors and songs 

about seafaring life and events, writing, ôSome folk songs of the sea were made by 

landsmen and are embellished with fanciful details that would baffle a sailorõ.28 The 

                                                 
26 Ibid, p.84. 
27 Ibid, p.ii. 
28 Lloyd, A. L., Folk Song in England, Lawrence and Wishart, London, 1967, p.275. 
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Campbell I manuscript contains pieces that fall into both of Winstockõs and Lloydõs 

categories, that is, soldiersõ and sailorsõ song melodies ð regimental marches juxtaposed 

with the tunes of Dibdin. The inclusion of a descriptive piece, taken from Oscar and 

Malvina, depicting ôMarchõ into battle followed by ôBattleõ, ôGroans of the Woundedõ, 

ôRetreatõ, ôQuick Stepõ and ôDance after the Battleõ gives a synaesthetic representation of 

the horror of the battlefield, portraying slaughter amid triumphalism. For details of the 

origins of the piece, see ôNotes on Contentsõ: Campbell I #182 (p.256). 

  John Clare the ôpeasantõ poet compiled a two-volume collection of song lyrics 

and dance melodies. His well-documented life gives an insight into how manuscript-

book compilers acquired their skills and repertoire. George Decon quotes Clareõs 

writing: ôI used to seize the leisure that every wet day brought me to go to Duryõs shop 

to read and get new tunes for my fiddleõ.29 This is first-hand evidence of the transfer of 

printed music into a manuscript collection by the compiler. Jonathan Bate, in his 

biography of Clare, illustrates how Clare also acquired melodies from local gypsies: 

Clareõs continuing interest in gypsy music may be seen from 

one of his journal entries: ô[G]ot the tune of òhighland Maryó 

from Wisdom Smith a gipsey [sic] and pricked another sweet 

tune without name as he fiddled itõ.30 

                                                 
29 Deacon, George, John Clare and the Folk Tradition, Francis Boutle Publishers, London, 2002, p.305. 
30 Bate, Jonathan, John Clare: A Biography, Picador, Pan Macmillan, London, 1988, p.94. 
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Burnsõs song ôHighland Maryõ, written in 1792, was produced as a broadside ballad in 

the latter part of the eighteenth century. The melody to the song is in G minor, and 

there exists within the folk dance canon also a, march-like melody, in G major, used for 

Coxwold Morris dancing, that bears the same name.  

This example illustrates some of the difficulties encountered in establishing the 

provenance of pieces under examination in this study. A single melody may have 

multiple titles and vice versa. No melody notation for ôHighland Maryõ is contained 

within the Clare manuscripts, but his use of the word ôprickedõ implies that he noted the 

melody on paper. George Deacon speculates regarding Clareõs ability to notate melodies 

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 advantage of being able to watch the 

Figure 2: ôHighland Maryõ 

broadside1 
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fingering, presented fewer problems than taking down a purely 

vocal performance.31 

This part of Deconõs work is informed conjecture. The extrapolation regarding Clareõs 

ability to notate melodies from his single mention of the ôprickedõ melodies ôHighland 

Maryõ and ôanother sweet tuneõ is somewhat tenuous.32 I would suggest that Deconõs 

view says more about his attempt to categorise Clare as an early collector of traditional 

song and music than the actuality of Clareõs methods of acquisition.  

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

show he was able to place such melodies into musical notation. He did play fiddle along 

with the Smith family, however. Clare writes:  

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

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

[sic] round of merriment for a fortnight some times [sic] going 

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

house.33 

Clare goes on to write: ôI usd [sic] to spend my Sundays and summer evenings among 

them learning to play the fiddle in their manner by earõ.34 There is, then, a clear picture 

of Clareõs acquisition of both playing skill and repertoire. As he had been the recipient 

of noblesse oblige with respect to his poetry, it seems logical to assume that he would have 

aspirations with regard to his musical performance abilities. Decon dismisses the 

evidence presented by Octavius Gilchrist in London Magazine (1820) as publicity, yet he 

still points out that ôin his biography of Clare (Life and Remains of John Clare) J. L. Cherry 

refers to Clareõs purpose in learning to play the fiddle as being, òin the hope of 

                                                 
31 Deacon, George, John Clare and the Folk Tradition, Francis Boutle Publishers, London, 2002, p.30. 
32 Ibid, p.30. 
33 Clare, John, ed. Eric Robinson and David Powell, John Clare by Himself, Carcanet Press, Manchester, 
2002, p.82, also cited by Decon, George, John Clare and the Folk Tradition, Francis Boutle Publishers, 
London, 2002, p.306. 
34 Ibid, p.38. 
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obtaining a trifle at the annual feasts in the neighbourhood at Christmas.óõ35 Decon thus 

attempts to place Clare within the revivalist folk music paradigm. Rather than being a 

rustic folk fiddler, I suggest, Clare may well have harboured performance aspirations on 

the violin. Clare would have been acquainted with stately home entertainment having 

worked at Burghley House as a gardener.36  

1.1.13 Ephemerality and Proliferation of Eighteenth-Century Music 

Publications 

The huge number of country 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 accessible. Coley writes: ôMusic printing from engraved 

copper plates was firmly established in England by Thomas Cross (1632ð82), who with 

his son é set a standard of artistry rarely equalled by their contemporariesõ.37 The 

printing of music by this technique expanded 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 dancing. These tunes were composed and 

published in their thousands, and many found their way into manuscript collections, 

including, for example, Vickers (1770)38 and Jackson (1798). 

The popularity of the Ballad Opera grew during the eighteenth century with 

Gayõs The Beggarõs Opera, which was first performed in 1728. Such musical and dramatic 

collations provided an accessible alternative to opera seria. The popular genre contained 

                                                 
35 Deacon, George, John Clare and the Folk Tradition, Francis Boutle Publishers, London, 2002, p.308. 
36 Bate, Jonathan, John Clare: A Biography, Picador, Pan Macmillan, London, 1988, p.81. 
37 Coley, Noel, ôMusic Printing from the Sixteenth to the Twentieth Centuryõ, AA302, From Composition to 
Performance: Musicians at Work, ch.18, Block 3, Open University, 2002, Milton Keynes, p.57. 
38 Seattle, Matt, ed., The Great Northern Tune Book: William Vickersõ Collection of Dance Tunes AD 1770, Nigel 
Lynn, Publishing, Witney, 2008. 
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many musical compositions, songs and ballads of an ephemeral nature, and pieces from 

these productions and were often transcribed into manuscript collections, such as 

Jackson and Campbell I. The popularity of compositions by James Hook, Dibdin and 

others may be measured by their inclusion in these collections, yet they were unable to 

survive into the popular canon beyond the early nineteenth century. These melodies and 

pieces are very much of their time; for example, Campbell I includes Dibdinõs ephemeral 

ôTom Toughõ (see p.202) alongside Thomas Arneõs perennial ôRule Britanniaõ (see 

p.179). ôTom Toughõ was of pertinence during the Napoleonic Wars but has now faded 

into obscurity whereas the sentiments of Arneõs composition still hold a nationalistic, 

even jingoistic appeal today. 

 Many of the melodies in the manuscript collections were created as marches by 

band leaders. Murray writes, concerning the composition of simple military marches: 

ôThe master of the band, as well as prominent composers, might produce é short 

marches for the regiment, which could find itself with several marches.é Some é had 

three or four, all called òThe March of the Umpteenth Regimentóõ.39 These pieces had 

to be easy to commit to memory, and they had to be in the required form to fit within 

the technical limitations of instruments, for example, the open-system fife with its 

restricted range of keys. Camus elucidates:  

Music racks or lyres were unknown [late seventeenth century] 

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

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

change crooks while on the field, and even if they did certainly 

would not carry a whole bag full of them on parade.40 

                                                 
39 Murray, David, Music of the Scottish Regiments, Mercat Press, Edinburgh, 2001, p.84. 
40 Camus, Raoul F., Military Music of the American Revolution, The University 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 

basis of Irish traditional music. Aloys Fleischmann and Mícheál Ó Súilleabháin have 

demonstrated this in their exhaustive work Sources of Irish Traditional Music C. 1600ð1855. 

It has been possible to trace the provenance of many of the airs contained in the 

manuscripts utilising this reference work. In order to trace the sources of melodies in 

this thesis, I have included incipits based on both C and G for the pieces contained in 

Campbell I.41 

Claude Simpson, in his work The British Broadside Ballad and its Music, illustrates 

the proliferation of printed melodies, which formed one of the bases of the British 

vernacular song.42 Simpson not only shows the vastness in quantity and the ephemeral 

nature of such music, but he also acknowledges the symbiotic relationship between the 

melodies for dance and song and their shared roots. He states: 

Another é invaluable source of ballad tunes is a collection of 

country dances with their music, The Dancing Master. [The first 

edition only was entitled The English Dancing Master.] This 

popular work é went through eighteen editions between 1651 

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

than 900.é It is often a moot point whether a given air 

represents a ballad tune adapted to dance purposes or vice 

versa; evidently both processes operated.43 

Simpson acknowledges the exchange of melody between dance and song. This 

evolutionary change proves problematic when attempting to establish which came first, 

the dance, the marching melody or the song tune. Melodies co-existed fulfilling both 

song and dance accompaniment roles (and serving as marches). Indeed, some 

                                                 
41 See Appendix 2. 
42 Simpson, Claude M., The British Broadside Ballad and Its Music, Rutgers University Press, New Brunswick, 
New Jersey, 1966. 
43Ibid, p.xiii. 
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publications, such as William Thomsonõs Orpheus Caledonius (1725), have settings of their 

contents in both formats separately, i.e. song and dance. (See Campbell I, #67, p.220.) 

Such dual deployment of melody was acceptable practice.44  

Establishing the origins of the melodies in Playfordõs Dancing Master is 

problematic. Jeremy Barlow does not address the issue, and little in-depth research 

appears to have been carried out on the matter.45 To illustrate the redeployment of 

melody from song to dance and to demonstrate the difficulty in sourcing of a Playfordõs 

dance melodies, I will focus on one melody. The ballad ôCuckolds all a rowõ was 

registered in the Stationerõs Register on 9 June 1637.46 Playford included this ôcountry 

danceõ tune in the first edition of the English Dancing Master of 1650/1651. Thus were 

created three distinct artistic forms of ôCuckolds all [in] a rowõ: country dance, melody 

and ballad. The (lost) ballad commenced, ôNot long ago, as all alone I lay upon my bedõ; 

the melody and the dance, both with the same title, were periodically reissued during the 

eighteenth centuryõ.47 Notwithstanding the licentious implications of the title, the three 

forms of the piece have failed to survive in vernacular usage. Sharpõs ôHey boys up go 

weõ, published in 1911 in volume three of The English Country Dance Graded Series, is 

Playfordõs ôCuckolds all a rowõ, the title censored for elementary school usage. 

1.1.14 Physical Attributes of the Manuscripts 

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 

                                                 
44 Thomson, William, Orpheus Caledonius or a Collection of the best Scotch Songs set to Musik by William Thomson, 
London, 1725. 
45 Barlow, Jeremy, ed., The Complete Country Dance Tunes from Playfordõs Dancing Master (1651ðca.1728), Faber, 
London, 1985. 
46 Rollins, Hyder E., An Analytical Index to the Ballad-entries (1557ð1709) in the Registers of the Company of 
Stationers of London, Traditional Press, Hatboro, Pennsylvania, 1967, p.46. 
47 Simpson, Claude M., The British Broadside Ballad and its Music, Rutgers University Press, New Brunswick, 
New Jersey, 1966, p.147. 
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the titles and idiosyncratic styles of notation. Some melodies were noted in haste, but 

the majority were painstakingly documented. 

The effort in producing these collections is abundantly clear from the most 

superficial of inspections. Recognition, by their custodians, of their intrinsic 

craftsmanship will have contributed to their chances of survival over the generations. 

The high quality of the boards and binding will similarly have contributed to their 

longevity; custodians are less likely to dispose of an item of apparent artistic merit. The 

size of the earlier volumes enabled 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 from Campbell I (1810), with six staves per page, to 

Benwell (1848/9) and Leadley III (c.1850), each with twelve staves per page. 

There is consistency of hand in most of the collections. The notable exception 

to this is the Lawrence Leadley collection of manuscripts. There appear to be three 

distinct styles of notation deployed in the compilations. 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. This does not account for the pronounced 

differences in style, though, especially with the compilation of books five and six, which 

are collections of hymns and psalms. A full examination of the Leadley collection comes 

later in this work. 

1.1.15 Technical Considerations 

The staves of the manuscripts have rastrum-ruled staves. The pen was able to draw five 

lines at one stroke. This enabled a blank note-book to be purchased from a stationer 

and ruled accordingly. All these manuscripts contain errors of transcription, but some 

contain fewer than others. Errors in the placement of bar lines, note duration and key 
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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 spring to mind, 

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 nature. In Campbell I, the 

placement of melodies on a page is done with the best use of space 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 instances, 

spellings and capitalisation of melody titles in this work follow 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 that the in-depth study of 

popular culture has gained full academic respectability. The huge quantities of money 

generated within the popular music industry have provided motivation for the 

establishment of centres for its study and dissemination. The International 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 

mantle of musicologist Wilfrid Mellers, with his considerations of popular music, whilst 

integrating the popular cultural methods of analysis of the University of Birmingham 

and the Open University.  

This example of a shift towards a broader musicology does not outweigh the 

emphasis placed on elitist musical forms such as opera in our educational 

establishments. Both Ireland and Scotland place weight on ôtraditionalõ music as a valid 

avenue of research whilst the English tend to regard it more as an adjunct of a study of 

history or social studies. Harker states:  
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The serious study of ôfolksongõ has never won a firm 

institutional base in Britain, and this is remarkably 

contradictory, given the conceptõs history and its 

overwhelmingly bourgeois character.48  

Graded musical examinations in traditional music performance are now available in 

Ireland and Scotland, but England lags behind, with the stigma of amateurism still 

attached firmly to the study of folk music. 

1.1.17 Literature Review 

As stated, current thought on the vernacular music of the British Isles has challenged 

the whole concept of ôfolkõ song. In the 1980s Harker49 exposed the unstable 

foundations of folk music by demonstrating the impact of the print on the oral tradition 

and the fabrication of tradition from Herder via Sharp50 to Lloyd.51 Consequently, 

academics such as Vic Gammon have deviated from the stance of Sharp and Lloyd to 

accommodate Harkerõs critique.52 This has led to a focus on style and interpretation. 

Gelbartõs The Invention of ôFolk Musicõ and ôArt Musicõ demonstrates a more apolitical 

stance toward notions of ôfolkõ and ôtraditionalõ music.53 Gelbartõs in-depth analysis of 

the music traces the creation of the concept of the ôfolk songõ and the formation ð or 

fabrication ð of a musical ôfolk traditionõ. He writes:  

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, Dave, Fakesong: The Manufacture of British ôFolksongõ 1700 to the Present Day, Open University 
Press, Milton Keynes, 1987, p.231 
49 Ibid. 
50 Sharp, C. J., ed. Maud Karpeles, English Folk Song: Some Conclusions, Mercury Books, Kingswood, 1965. 
51 Lloyd, A. L., Folk Song in England, Lawrence and Wishart, London, 1967. 
52 Gammon, Vic, Desire, Drink and Death in English Folk and Vernacular Song, 1600ð1900, Ashgate 
Publishing Ltd., Aldershot, 2008. 
53 Gelbart, Matthew, The Invention of ôFolk Musicõ and ôArt Musicõ: Emerging Categories from Ossian to Wagner, 
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the centre, which rejects any such blanket claims as improvable, 

and steers attention back to òtraditionó.54 

Despite attempts by the likes of Harker to undermine majority opinion, the 

Sharpian/Darwinian, evolutionary view of folk music still prevails. For example, 

instrumentalists in the context of the Irish and Scottish Celtic music tradition and also 

within current revivalist practice in England seemingly continue to espouse the view of 

folk music as ôorganicõ.  

Barry Callaghan, another example stemming from a Darwinian-influenced 

school of thought, is compelled to propel the Hardcore English music into the social 

milieu in order to establish ôfolkõ credentials, to establish its ôorganicõ roots, despite 

acknowledging the composed sources of the music. 

[T]his is the music that has arisen from the eighteenth century 

and early nineteenth-century Assemblies, the London and 

provincial theatres, the Victorian ballrooms, the itinerant 

dancing-masters, the farm festivals, the travellersõ campfires, 

the urban street corners, the drawing-rooms, 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, family celebrations and é 

weddings.55   

The Romanticism of Grimm and Herder still prevails in Callaghanõs all-encompassing 

scenario. This idealised construction is based on bourgeois revivals and antiquarianism. 

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

                                                 
54 Ibid, p.190. 
55 Callaghan, Barry, Hardcore English: 300 Cracking Tunes from Manuscript, Recorded and Aural Sources.é For the 
Internet Age, The English Folk Dance and Song Society, Nigel Lynn Publishing, Chipping Norton, 2007, 
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of a musical sub-group regurgitating melody. Callaghan, in his statement, places the 

music into an imaginary, organic melting pot and thereby reinforces the folk paradigm.  

1.1.17.1 Key Scholars, Revival and the Limitations of Existing Scholarship 

Interest in folk music spans the two hundred years since the term was first introduced 

into the language. Herder first used the term ôVolksliedõ and, as Gelbart states, ôMuch of 

the German debate has hinged on the question of whether Herder created the concept 

itself, or just the nameõ.56 Herderõs notion of folk music was adopted by the English, 

and enthusiasm for folk song has seen, as Gammon puts it, ôthree great surges of 

interest in the last two hundred or so yearsõ.57  

The first ôsurgeõ, part of the Romantic Movement, was centred on text. 

Gammon cites ôRitson, Sir Walter Scott, Maidment, even Burns and John Clareõ as 

notable figures in this initial blossoming of interest in folk songs and ballads. The 

second ôsurgeõ came toward the end of Victoriaõs reign and ran into the first part of the 

twentieth century. The protagonists in this ôrevivalõ, as Gammon points out, were Lucy 

Broadwood, Sharp, Ralph Vaughan Williams and Frank Kidson. Sharp, with his English 

Folk Song: Some Conclusions (1907), paved the way for folk song scholarship in England. 

The third surge of interest came with the work of Lloyd, Alan Lomax, Ewan McColl 

and Hamish Henderson. As Gammon points out, this was ôthe most complicated 

revival of all, encompassing a wide range of motivations for involvementõ.58  

1.1.17.2 Revivalist/Traditionalist Stance 

Much has been written concerning vernacular song ð labelled either traditional or folk ð 

over the last 150 years. This study focuses mainly on melody rather than song. The 
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analysis of folk dance melody is often regarded as an adjunct to the study of song. The 

conclusions reached in the analysis of folk song are conveniently transferred to the 

contents of manuscript collections. The accompanying myths and constructions follow 

accordingly. I maintain that the contents of these collections should be spared 

categorisation as ôfolkõ song (with all its surrounding mythologies) and seen in the 

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 collections were ôfolkõ or ôtraditionalõ 

musicians. What is it that defines a traditional/folk musician or singer? As with other 

aspects of ôfolkõ encountered in this study, notions surrounding the concept of a 

traditional performer lend themselves to a wide range of interpretations. Although there 

are many instances of ôsong carriersõ and musicians with vast repertoires of country 

dance music, the idea of repertoires being handed down from one generation to another 

exclusively by oral/aural means is somewhat anachronistic for the period from which 

the manuscripts emerge; the printed music itself is evidence of printed transmission, 

which I will argue throughout this thesis was and is a widely used method for learning 

repertoire. Many players of traditional music were (mostly) 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 Project, centred at the University of Salford, recognises the 

diversity of the contents of handwritten 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 in a single book 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, and some are a 

rich mixture of all musics of their time.59 

The placing of such musicians within ôthe villageõ is part of the mythology of the rural 

idyll and a constructed folk paradigm. The Village Music Project and similar endeavours, by 

means of retrospective synthesis, attempt to create an organic cultural utopia, one that 

never was. This attempted fabrication says more about the constructors than the 

actuality of vernacular music practice of the eighteenth century. 

1.1.17.3 Interdisciplinary/ Ideological Methodologies 

Middleton defines three categories of ôFolkloristicõ60 analysts of traditional music:  

1. Those ôwho subscribe to Seegerõs four musical types: 

òprimitiveó or òtribaló; òeliteó or òartó; òfolkó and òpopularóõ.61 

2. Those who define the music in òthe cultural process [i.e. 

continuity and oral transmission] rather than abstract musical 

typesó.62 

3. Those who òreject all rigid boundaries, preferring a conception 

simply of varying practice within one field, that of ômusicõó.63  

I consider the third of Middletonõs categories to be best fit for the approach taken in 

this thesis. Objectivity in assessing the stance of differing interpretations on ôfolkõ, 

ôvernacularõ or ôtraditionalõ music is a necessary part of my deliberations.  

                                                 
59Adams, John and Chris Partington, The Village Music Project, http://www.village-music-project.org.uk/, 
accessed 24.07.11. 
60 Middleton, Richard, Studying Popular Music, Open University Press, Buckinghamshire, 2000, p.127. 
61 Ibid, p.127. 
62 Ibid, p.128. 
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The study of ôfolkõ music attracts political, sociological, geographic, economic 

and historical attention. The multi-disciplinary approach of current musicological 

analysis incorporates a vast range of analytic tools acquired from cultural ethnology, 

semiotics, psychology, etc. These enable interdisciplinary discourse. 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 evaluate impact, relevance, context, etc. This is 

exemplified by David Hillery, who writes: 

Since World War 2 scholarship has attempted to develop the 

study of ôfolk songõ from a position where the intent was to 

collect and preserve selected cultural items, shifting through 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 scrutiny.64 

As Hillery points out, the cultural value of music, with ties to locale, warrants attention 

from a sociological stance. It is important to question the existence of discernible and 

distinct musical characteristics associated with place. To this end, I attempt to 

differentiate between musical accent and musical dialect in my examination of 

regionalism. 

1.1.17.4 Taxonomy 

The cataloguing of the many works of J. S. Bach and Mozart has been carried out by 

Wolfgang Schmieder and Ludwig von Köchel, respectively. It would be useful for 

scholars and enthusiasts in the area of traditional music if the thousands of melodies 

that are considered to fall into this category were similarly catalogued and ordered. 
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There are drives towards this end, as indicated below, but any full and comprehensive 

cataloguing is an enormous task fraught with problems of copyright and finance.  

A huge number of number collections of song and melody that may be placed 

under the umbrella of traditional or folk music have been published over the last two 

hundred years. Some fascinating publications of social dance music emanating from the 

British Isles have been printed. These revivalist collections date from the mid-

nineteenth century and include the collections of George Petrie, Francis OõNeill, Frank 

Roche, James Kerr and many others. The list is long and still growing. Similarly, 

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 by Bertrand Bronson in the second half of the twentieth 

century.65 In the recently constructed Roud Index, Steve Roud lists and numbers 

folksongs from the British Isles; the index is available via the English Folk Dance and 

Song Society website. In listing the melodies collected by George Petrie in mid 

eighteenth-century Ireland, David Cooper utilises Breandán Breathachõs numbering of 

melodies.66 

In 2000, Collette Maloney catalogued the manuscripts of Edward Bunting, the 

Irish music publisher, producing a useful volume of incipits (i.e., the first few bars of 

the pieces) with contextual analysis. Fleischmann and Ó Súilleabháin, in their Sources of 

Irish Traditional Music C. 1600ð1855, and Barlow in The Complete Country Dance Tunes from 

Playfordõs Dancing Master (1651ðca.1728), have likewise produced lists of incipits that 

have been utilised for tracing melodies in this study.  
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The Roud database contains the words of the first line of the song only, with no 

music. Pointers to published or recorded sources plus other data are given; copyright 

and ownership create problems with regard to making the full songs available via the 

database. There are over 170,000 entries, and the index is a record of the songsõ 

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 melodies, thus avoiding issues of copyright. This 

word-processed means of notation is easily posted on websites, as opposed to 

traditional notation, which is more time consuming. Kuntzõs database, The Fiddlerõs 

Companion, is currently being expanded to include musical notation as the Traditional 

Tune Archive.67 

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 notation.68 Their index demonstrates clearly the impact of composed music 

on the formation of the manuscripts; they point out that ômost of the music in Jane 

Austenõs historic collection came from printed sources of the day.õ69 Austenõs musical 

manuscripts have attracted considerable interest from outside the field of musicology 

because of her standing as an authoress.  

 Charles Gore produced The Scottish Fiddle Music Index in 1994 and a 

comprehensive list of collections, composers and publishers of Scottish music in 2008.70 

Gore recognizes the impact of technology on the printing of collections and hence their 

availability.71 It is computer technology that has facilitated the creation and interrogation 

of traditional music databases such as Goreõs. Goreõs database is available online via the 
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Highland Music Trust website.72 The Scottish and Irish Celtic nationalistic gestalt 

perpetuates musical traditions as an intrinsic aspect of identity. Distinct national musical 

characteristics and traits have been moulded from common printed roots, many of song 

melodies, military and dance tunes emanating from England. Such regionalism is a 

feature of ethnomusicological study, and much has been written concerning the issue. 

Music may or may not have regional dialects, but the political, historical and sociological 

obiter dicta mould majority opinion persuasively. Gore writes, ôTraditions are the òDNAó 

of a nationõs cultureõ,73 whereas music is sound without any political and nationalist 

affiliations. The imposition of nationalism, patriotism and other symbolic significations 

onto music transforms sounds into cultural artefacts. 

1.1.17.5 Authenticity  

Our search for the authentic is seen by Charles Taylor as narcissistic, self-centred 

striving for a prelapsarian utopia: 

We have lost contact with the earth 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 us.é It is present in our culture today in a 

number of forms. It goes along, for instance, with an 

admiration for the life of pre-industrial peoples, and often with 

a political position of defence of aboriginal societies against the 

encroachment of industrial civilisation.74 
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Gelbart concurs with Taylorõs identification of the basic human desire for the 

autochthonous and pastoral, and he goes further in recognising this as a motivation for 

representations of the simple life in expressive art. He states:  

At the root of both poetic and musical pastoral lay the desire to 

treat humanityõs general place in nature by examining humans 

in their ôsimplestõ state. ôSimpleõ here does not necessarily imply 

ôprimitiveõ.é Rather é [it] indicates what is idealized, least 

encumbered by corollaries, and thus most heuristically 

elegant.75 

This aesthetic goal is distinct from political motivations, which were a feature of much 

of the interest in ôfolkõ during the twentieth century. This revivalist movement 

contained elements of the attraction of nature and the simple life, but its main concern 

was the establishment of an idealised proletarian culture. Sharp was a Fabian Socialist 

and Lloyd a committed Marxist. This is not to say there was no interest in the revival of 

folk music and dance from the political right. Georgina Boyes draws attention to the 

right-wing sympathies of Rolf Gardiner, the moving force behind the establishment of 

the Morris Ring in the 1930s. She states:  

Gardiner was an activist whose call to youth to challenge and 

revolutionise moribund institutions was characteristic of the 

1930s. Equally typical was his association with politics ð firstly 

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

Germanist, with Fascism.76  

There was a polarisation of political ideologies in the years preceding World War Two. 

During this period the two protagonists of the ôsecondõ revival of folk music, Lloyd and 
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McColl, crystallised their socialist political philosophies. Gammon calls for more work 

to be carried out with regard to interest in, reception of and performance of both folk 

song and dance during this ôfascinating periodõ.77 

We have then the back-drop for the ôinventionõ of folk music and the associated 

justifications of authenticity and validity. The separation of ôfolkõ from art music and 

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 

interdependence of genres during the late eighteenth and early nineteenth centuries. 

Traditional dance music and folk songs are 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 instrumentalists. Furthermore, 

social dance music often appears to be on a continuum with classical music; there seems 

to be a symbiotic co-dependence, a two-way 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 comment emanating 

from high-brow 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 of cultural self-hatred, are so 

prevalent, why the English so particularly revel in such 

patronising and sneering views? They become important when 
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we enter the highly political field of the allocation of 

resources.78 

The allocation of funding hits a nerve that provokes Gammonõs 2003 comment; he 

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 music is 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 Chapter Two: Musical Identity, Key Themes and Present Day 

Contexts 

2.1 Musical Identity: Regionalism, Nationalism and Racism 

Current debate on these politically charged issues is comprised of a multitude of 

opinions and views, with much agenda-driven conjecture. In the constituent parts of the 

British Isles, distinct musical characteristics and regional styles have become increasingly 

important aspects of the folk music enthusiastsõ and revivalistsõ agenda. There appears 

to be a need in the human psyche to identify manifestations of regional, national and 

racial identity in music. Issues concerning regional and national musical identity form an 

integral element of the contents of the manuscripts under consideration. Rather than 

emphasising differences, the manuscripts display the drives towards the unity of the 

constituent parts of the United Kingdom and commonality of musical sources.  

                                                 
78 Ibid, p.23. 
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2.1.1 Regionalism 

The French commercial practice of associating food and drink produce with Terroir 

corresponds significantly to the ways in which regionalism is often applied to traditional 

folk musicõs stylistic traits and formation. Terroir is the basis for the restrictive trade 

practice, appellation dõorigine contrôlée, which grew up in France during the twentieth 

century. This rigid classification system maintains that Terroir (i.e., the earth, climate, the 

whole environment from which a product emanates) imposes unique qualities and 

features on a given productõs makeup. For example, 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 to which the concept of appellation contrôlée 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 of terroir on the appellation product is regarded as highly objectionable. 

Indeed, the law is often used to uphold the legitimacy of Terroir. (In Europe, sparkling 

wine can only be called champagne if it is actually from the Champagne region.) The 

Académie Française likewise exercises rigid control over the French language in an 

attempt to maintain the ôpurityõ of the language and combat any encroachment of 

American/English usage. Essentially, the protectionism exercised by the Académie 

Française is one of the several means by which national identity and individuality are 

maintained. The 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 exemplified by Paul 

Dromey: ôThe evolution of traditional Irish music can é be viewed as a series of 
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interconnected stylistic lineages, traceable to different locales and master players within 

those localesõ.79 The creation of a distinct national musical identity has been the raison 

dõêtre of Comhaltas Ceoltóirí Éireann, the Irish cultural and musical association, since its 

inception in 1951. The emphasis on the identification of distinct regional musical styles 

in Ireland increased 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 area (Kulturkreislehre) was applied to folk music in 

Germany by Werner Danckert and Albrecht Schneider, linking style with ôhistory and 

ethnologyõ.80 Ethnomusicologists often regard the ôsense of placeõ and ôcultural coreõ 

associated with folk music as an aspect of musical nationalism.81 This association of 

music with terroir has become tenuous, however, with the changes brought about by 

modernity, especially in Western Europe. As Philip Bohlman puts it:  

Folk music has not é diminished in its symbolic role of 

distilling and representing a communityõs social basis; rather, it 

has responded to a changing social basis by changing itself, 

absorbing different repertories, and reflecting a stylistic 

congeries.82 

During the twentieth century, British communities became increasingly subject to the 

onslaught of commoditised 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 of changing fashions and styles between art music and popular music. This 
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exchange of material and interpretation is two-way. The manuscript collections form an 

interface between the high and low brow, containing elements of each. They are a 

reflection of society 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 music from 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). Lloyd, whose 

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 marked regional 

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

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

musics. Thatõs usually a sign of isolation, of poor 

communication between one area and another. Not so with 

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

population too mobile for the best folk songs to stay at home.83 

The mobility of the population and the cultural interdependence that Lloyd highlights 

hold true for much of the manuscript evidence considered in this work. 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 to specific areas. This may be 

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

                                                 
83 Lloyd, A. L., A Yorkshire Garland, The 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 revivalistsõ association of folk with place took a variety of forms around the 

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 the Journals of the Folk Song Society; the collectors worked within their chosen 

locales, for example, Sharp in Somerset, Kidson in Yorkshire, Grainger in Lincolnshire 

and Baring-Gould in the West Country. The association of folk song with place is also 

exemplified by the publication of Broadwood and John Fuller Maitlandõs English County 

Songs of 1893. At this early stage of the folk song revival, Broadwood and Maitland 

recognised the homogeneity and consistency of English folk songs, stating: ôIn no case 

is it asserted that a particular song is the exclusive property of a particular county, nor is 

it possible from internal evidence to assign any tune to any one countyõ.84 Whilst 

recognising the ôpeculiarities of cadences, modulations and the likeõ in songs, the editors 

sidestep any attempt at rigorous analysis by stating: ôThis book does not profess to be a 

scientific treatise on such pointsõ.85 Similar disclaimers are often employed in folk song 

commentary. For example, at the outset of his Folk Song in England, Lloyd employs the 

opt-out clause: ôThis is a book for beginners not specialistsõ.86 Not all analysts of folk 

music have expertise in music, with many coming from a background in history, 

literature, sociology, etc.  

Others, though, have a background specifically in music. Percy Grainger, a 

pianist, composer and musicologist, applied a rigorous approach in the notating of folk 

song with the aid of a ôStandardõ Edison-Bell Phonograph. His findings and 

observations were published in ôCollecting with the Phonographõ, which was published 
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published Leadenhall Press, London, 1893, p.iii. 
85 Ibid, p.iii. 
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in the Journal of the Folk Song Society, May 1908.87 (Béla Vikár had demonstrated the use of 

the phonograph in song collection at the Congrès International de Musique in Paris in 

1900).88 By means of Phonograph recordings, Grainger was able 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 deployment of rubato. Frank Kidson, a Leeds-based antiquarian, 

was the first amongst the folk collectors to recognize the influence of print on the 

formation of the folk song canon.89  

In my approach to the manuscripts examined in this thesis, I build on the 

strengths of these existing methodologies, using a scientific approach informed by a 

rigorous examination of printed 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 finds that actually the music of the British Isles is more homogenous than 

different. A specific example of homogeneity across regions is to be found in Alfred 

Williamsõs essay regarding the songs of the Upper Thames, which demonstrates the 

changeable makeup of songs 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 
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you would find that the evidence upon which the claim is based 

is invalid. The mention of a place-name 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 

ballad-singer, passing from town to town, substituted a fresh 

name to fit the locality. It helped the song to òcatch on,ó and 

served to sell their sheets.90 

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 rural 

setting: ôThere appears to have been a school of é ballad-writers, very well trained to 

their work, and admirably informed as to the best means of captivating the ear of the 

public. No doubt the work was remunerativeõ.91 This implied professionalism of the 

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, printed music 

collections are often based on place. An example of a collection based on region may be 

found in the composed, printed sources found in Folk Songs of the Upper Thames. 

Williams includes in his collection a song called ôIn the Days we went a-Gipsyingõ, 

stating that it was sung by ôtravelling navvies and droversõ.92 The melody is to be found 

in Vol. II (#23) of Lawrence Leadleyõs manuscript collection (c. 1840) from Helperby, 

North Yorkshire. 
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      Figure 3: In the days we went Gipsying 

Contrary to Williamsõs suggestion, the piece is a drawing-room ballad. The 

music to this piece was composed by Nathan James Sporle (1812ð1853). The lyrics were 

written by H. Edward Ransford, and it was published by J. Keegan, London. Its 

inclusion in the Leadley manuscript collection 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 

the songõs association with a particular place, its world-wide 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 rural settings. A copy of this drawing-room ballad is housed in the 

Library of Congress sheet music collection, an arrangement by Joseph Knight published 

in New York (1839).93 The Library of Congress descriptor for the collection that 

contains the piece is Music for a Nation: American Sheet Music, 1820ð1860, which claims 

the song as part of American national musical heritage.  

                                                 
93 The Library of Congress, Music for a Nation: American Sheet Music, 1820ð1860, Digital ID 
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The songõs vernacular adoption masks its drawing-room provenance. A couplet from 

the song is quoted by Charlotte Brontë in the first chapter of Jane Eyre, and the music 

was adopted by the North Staffordshire, Prince of Walesõs Regiment, as its regimental 

march. Such deployments demonstrate the proliferation and popularity of both the 

words and the music. The genesis of the piece 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 musicñat times 

problematicallyñis dialect. Williams, considering the use of dialect in song lyrics, points 

out that the written use of dialect is an urban, middle-class pursuit:  

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

They are shocked and offended to see their own language 

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

it. There is a difference. Clearly é our dialect, as we know it, 

was written by outsiders, not be those who spoke it. And that is 
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why so very few of the regular folk-songs survive in dialect 

form.94 

The contents of the collection Folk Songs of the Upper Thames display clearly a canon of 

music shared with other districts of England. Harker describes Williams as an ôunalloyed 

reactionaryõ95 pandering to bourgeois standards and tastes in his writing, but he 

nonetheless recognises Williamsõs contribution to the understanding of folk culture.96 

The essay by Williams is based on participatory observation and practical experience, 

and it forms a valid commentary on rural culture 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 nationalist 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 comments provocatively on its revival and construction:  

Those who inhabit Celtic lands é have forgotten their culture 

or at the very least, attempts to remember the culture through 

the language have largely failed.é To stem the ineluctable pull 

of forgetting, promoters of Celtic identity have mustered a wide 

variety of musical practices.é A tradition of instrumental 

music has been moulded into an instrumentarium with harps 
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and bagpipes, both of which had been almost entirely forgotten 

by the beginning of the nineteenth century.97  

I 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 characteristics do exist: the Scotch snap, 

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 called ôthe Scottish Baroqueõ, claiming a discrete genre and 

separate musicality for the nation ð essentially it is a melange of dance and mainstream 

concert music. ôThe Baroque in Scotlandõ might therefore be a more precise descriptor.  

George Emmerson attempts to pinpoint musical characteristics particular to 

Scottish music in his history of Scottish dance music, as he describes it ôthe Scottish 

idiomõ.98 His observations are based on those of Alexander Malcolm (1721) and Finlay 

Dun (c.1860). The features of Scottish music Dun draws attention to appear vague and 

nebulous. For example, he notes ô[a]lterations of the major with its relative minor; the 

melody moving to and from these keys to the exclusion of every other, and not at 

regular distancesõ.99 The same attributes might be exhibited by popular songs from 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 Emmersonõs observations and in keeping with Bohlmanõs 

comments above, bagpipes were revived as part of a nationalist agenda. Roderick 
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Cannon highlights the revivalist influence of the Highland Society of London on the 

encouragement of highland pipe playing.  

By the 1770s 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 Highland way of life but especially 

with preserving the Gaelic language, customs, and music.100 

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 the war-pipes on the music of 

Scotland. As with the Northumbrian small-pipes (see below) and the uilleann in Ireland, 

the technical peculiarities of war-pipes engender distinct features into the music 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 perpetuated the Scottish 

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 styles is especially evident in the case of Ireland, where the 

styles of Sligo, Kerry, Donegal, etc. are seen as distinct traditions. There is little firm 

evidence to support this construction. For example, the playing style of the doyen of 

Sligo fiddling, Michael Coleman (1891ð1945), 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. 
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Colemanõs recordings and technique were the standard to which fiddlers throughout 

Ireland aspired with their rapid triplets and syncopated rhythms. 

Gammon concurs with the fixing of style to place, or as he terms it habitus, but 

he also recognizes the importance of performer competence. Of habitus, he writes: 

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

things musically (we could call it a musical habitus, to borrow an 

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

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.)101  

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 technical features of the musicõs structure and configuration. Gammon 

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 levels of 

competence. Competence can be defined as the ability to 

manage voice or instrument to execute the particular stylistic 

norms of a particular kind of music.102 

Individual performers can have a profound impact on peopleõs perceptions of the music 

of a region as a result of their outstanding ability. 

The whole area of ôfolk styleõ is ridden with conjecture, much of which is 

founded on scant or non-academic evidence. Debates concerning the styles of fiddle 
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playing during the eighteenth and nineteenth centuries can 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, it has been made 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 Tom Clough, James Scott Skinner, 

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

The only county in England that has definable, distinct, traits in its folk music is 

Northumberland. Tom Gilfellon and Lloyd comment that the ôNorth-eastern musical 

tradition é is unlike any other in the worldõ.103 Its peculiar features are derived from the 

unique technical features of the Northumbrian smallpipes. The style of staccato playing 

on the Northumbrian pipers, ôpopping peasõ, as piper Colin Caisley 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 playing. However, exponents of the instrument, like Billy Pigg (1902ð1968) 

would also incorporate open fingering in their playing technique; therefore, other 

techniques and modes of playing were acceptable. The staccato feature of the 

Northumbrian smallpipes has been adopted as ôNorthumbrian styleõ on other 

instruments, most noticeably the fiddle and concertina. I 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 that the portamento and vibrato features in his 

playing owe much to the playing style of Fritz Kreisler, not to the possible staccato-

playing capabilities of the Northumbrian smallpipe chanter. Nibs Mathews, writing in 

1971, says the Cheviot Ranters are:  

                                                 
103 Gilfellon, Tom and Lloyd, A. L., Northumberland For Ever: Dance and Song from the North-East, The High 
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[A]rguably the most distinguished and ôauthenticõ of English 

folk dance bands.é [F]olk musicians of enormous practical 

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 community dance.104  

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 band genre of the mid-

twentieth century, but Jack Thompsonõs playing style also demonstrates the influence of 

the ôclassicalõ orchestral tradition.  

Another feature of the Northumbrian smallpipes that has led to melodic 

characteristics often cited as evidence of ôplaceõ in Northumbrian music is the restricted 

range of the chanter. Recently extended-range 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 the constraint by compensatory melodic 

adjustments. Lloyd writes: 

Odd, difficult and delectable such tunes are, with their 

seesawing sixths and octaves and what has been called their 

òdongdongingó between tonic and supertonic chords é 

present in scores of melodies of the Northeast.é In many a 

pipe-tune a forgotten song is hidden, its original shape masked 

by odd leaps and curious chord-shifts due to questions of 

fingering or peculiarities of bagpipe construction.105  
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There exist, as a result of the influence of the peculiar technical features of the 

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

In ôFill the Tankard Hinnyõ,106 the opening bar demonstrates a characteristic 

Northumbrian smallpipe chanter leap of a major seventh, testing the vocal expertise of 

the singer.  

  

Lloyd makes much of the distinct features of Northumbrian music, citing ôBony at 

Mornõ and ôòShewõs the way to Wallingtonó, with its nimble leaps and its profusion of 

augmented fourthsõ, as striking examples.107 He goes on to relate the experience 

encountered by Newcastle-born William Whittaker (1876ð1944), 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 confronted with 

the latter song [ôShewõs the way to Wallingtonõ], who asked 

incredulously: òDo you really tell me that the peasants in your 

district sing these songs?ó Whittaker asked him why he doubted 

it. The German answered: òIf your peasants can sing such 
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originally published 1882, p.xvi. 
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songs they must be the most musical race in the world.ó 

Whittakerõs reply was: òWho told you they werenõt?ó108 

Such anecdotal evidence is fodder for myth-making, and besides being a somewhat 

amusing recollection, it has a disturbing racial base. The Germans appear to have had a 

particular interest in the music of Northumberland; in 1929, Frank Howes led a group 

of ôfolkõ singers to perform in The Hague and Cologne. Included amongst the group of 

singers was Northumbrian piper Tom Clough. Cloughõs presence, as Howes points out, 

ôwas specified by name in the original invitationõ.109 The Weimar Republic, from which 

the Third Reich emerged, purported to 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 explored, scholars and enthusiasts of folk 

music often place great emphasis on regionalism. They use regionalism as a grid on 

which to place the music, to map music, and it becomes an end in itself. As I have 

shown, however, for the British Isles, regionalism is not the most 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 implications 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 on Music, Race, and the End of History in Modern Europe, demonstrating 

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

                                                 
108 Ibid, p.xvi. 
109 Howes, Frank, ôBritish Folk Song Abroadõ, Journal of the Folk Song Society, No. 33, Vol. VIII, 1929, p.161. 
Reprinted from The Musical Times (April, 1929).  
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series of song collections, the Landschaftliche Volkslieder, were published with a view to 

demonstrating the geographical extent of German culture. 

Each volume would represent a single place é a single 

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

wake of World War I, the volumes of Landschaftliche Volkslieder 

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

The history of this mapping of German culture é intersected 

with the most dramatic and devastating periods of twentieth-

century European history, indeed musically representing that 

history.é The individual volumes of the landscape projects 

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 future.110  

These songs, as part of German identity, were thus utilised to bolster the ideology of the 

Third Reich. ôGuitar Playing Hansõ (below) was welcome throughout the many German-

speaking lands of Europe. The heroic, sword-wielding, conqueror image presents a stark 

contrast to guitar carrying Hans.  

                                                 
110 Bohlman, Philip V., ôMusic, Race, and the End of History in Modern Europeõ, ch.20, p.651, from 
Radano, Ronald and Bohlman, Philip V., eds., Music and the Racial Imagination, University of Chicago Press, 
2000. 
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Above is the front cover and a depiction of a German Warrior from the publication of 

Der Zupfgeigenhansl, this copy printed by Friedrich Hofmeister, Leipzig, 1916. The 

volume formed part of the esprit de corps of German youth organisations. Such 

deployment of song is reminiscent of Dibdinõs patriotic songs from the Napoleonic 

Wars contained in Campbell I. 

The Zupfgeigenhansl collection 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 utilised to intoxicate the mind into 

nationalistic fervour; a sense of identity and place are regarded as essential elements of 

the collectionõs makeup. These volumes contain a more subtle attachment to the 

Fatherland, evoking patriotism.  

The folk song revival of 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 increasingly focused on the constituent parts of the Kingdom. A series 

published by Boosey and Co. (London and New York) from the 1870s onward includes 

separate volumes for The Songs of England (3 volumes), Scotland, Wales and Ireland, plus a 

volume of Manx National Songs. The unity of the constituent parts of the British Isles is 
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illustrated by Harold Boulton and Arthur Somervellõs, Songs of the Four Nations.111 This 

impressive volume of ônationalõ songs contains many lyrics of ôunknownõ origin and 

displays late Victorian moves towards the folk song revival heralded by Frank Kidson, 

Baring-Gould and Lucy Broadwood.  

 

 

 

 

 

 

 

 

 

 

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

by Malcolm Lawson, Songs of the North, with songs available separately. Referring to 

Scotland as the North emphasised the unity of the kingdom, and the collectionõs 

dedication to ôHer Majesty, The Queenõ pandered to Victoriaõs passion for Scottish 

culture. A similar compilation was British Minstrelsie: A Representative Collection of the Songs 

of the Four Nations, which comprised four volumes with arrangements by Joseph Parry, 

John Greig, F. W. Bussell, H. Fleetwood Sheppard and W. H. Hopkinson. All of these 

collections of national songs are set to piano accompaniment, as were the majority of 

the compilations of folk songs that were soon to follow. Notably, Baring-Gouldõs Songs 

and Ballads of the West (1889ð91) established the format for subsequent collectors to 

                                                 
111 Boulton, Harold, and Arthur Somervell, Songs of the Four Nations: A Collection of Old Songs of the People of 
England, Scotland, Ireland and Wales, For the Most Part Never Before Published with Complete Words and 
Accompaniments, J. B. Cramer, London, 1893.  
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follow. Two significant exceptions are John Collingwood Bruce and John Stokoeõs The 

Northumbrian Minstrelsy and Kidsonõs Traditional Tunes, which were both published with 

words and melody only.  

The English folk song movementõs protagonist, Cecil Sharp, rejected composed 

national songs, such as Dibdinõs Tom Bowling, making the case in his English Folk Song: 

Some Conclusions,112 first published 1907, that only ôauthenticõ folk song should be taught 

in schools. His bowdlerised Folk Songs for Schools, published with the assistance of 

Baring-Gould, were to be inflicted on English school children for the next 60 years. 

In the second half of the twentieth century, as part of the revival of the traditional 

music of the British Isles, McColl pronounced that singers should perform the songs 

from their own locales. This was a reaction against American hegemony in folk music, 

its commercial encroachment into popular music and commodification. 

[McColl] became concerned that British traditional music was 

being swamped by American styles. He therefore introduced 

his controversial ôpolicy ruleõ ð singers had to perform songs 

from their own tradition, depending on whether they were 

British or American.113 

Ironically, the British National Party, at the outset of the twenty-first century, claimed 

British traditional music as part of its political agenda, provoking the establishment of 

the Folk Against Fascism movement amongst performing revivalist folk musicians.114 The 

adoption by the extreme Right of the musical traditions of the British Isles would have 

been an anathema to McColl, who ônever deviated from his staunch left-wing viewsõ.115 

                                                 
112 Sharp, C. J., ed. Maud Karpeles, English Folk Song: Some Conclusions, Mercury Books, Kingswood, 1965. 
113 Denselow, Robin, ôMacColl, Ewan (1915ð1989)õ, H. C. G. Matthew in Oxford Dictionary of National 
Biography, edited 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. 
114 Folk Against Fascism, http://www.folkagainstfascism.com/, accessed 12.08.12. 
115 Denselow, Robin, ôMacColl, Ewan (1915ð1989)õ, H. C. G. Matthew, Oxford Dictionary of National 
Biography, edited 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 performers such as The Imagined Village116 

has highlighted the diverse and ever-changing nature of the music 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 its ugly head in the original context of 

the ballad, collected by Sharp and others, ôSir Hugh of Lincolnõ (Child: 155). Similar 

stories were used to incite pogroms against the Jews as early as 1144.117 Reginald 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 prison.118 

We have here an example of song being deployed to reinforce racial victimisation. What 

is striking is that such a ballad should survive to be commented on in the twentieth 

century. An example of the piece may be found in Bronsonõs Traditional Tunes of the Child 

Ballads. A pertinent extract is as follows: 

The first that came out was a Jewõs daughter, 

Was dressèd all in green; 

òCome in, come in my little Sir Hugh 

To have your ball againó 

 

òI cannot come there, I will not come there, 

Without my playmates all, 

For I know full well my mother dear 

                                                 
116 The Imagined Village, http://imaginedvillage.com/, accessed 22.11.11. 
117 Nettel, Reginald, Sing a Song of England: A Social History of Traditional Song, Phoenix House Ltd., London, 
1954, p.68. 
118 Ibid, p.68. 
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õTwill cause my blood to falló. 

 

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 sheep.119 

 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 concur with current 

understanding. They are of their time, and they give, as in this case, a disturbing 

reminder of the possibility for unsavoury implementations of music and song. 

 In contrast, McColl cites the song ôThe Colour-bar Strikeõ as an attempt to sway 

opinion away from racism. The song was written ôin the folk idiomõ by Charlie Mayo, a 

fireman on a steam locomotive at Kings Cross, London.120 In 1957 the workers in the 

locomotive shed went on strike in order to bar coloured workers. The National Union 

of Railwaymen refused to back the strike, and the ôcolour-barõ failed. 

The shunters broke the grip one day, 

The Kings Cross goods-yard when on strike; 

Not in a fight for better pay, 

                                                 
119 Ibid, p.69. 
120 Seeger, Peggy and Ewan McColl, The Singing Island: A collection of English and Scots folksongs, Mills Music, 
London, 1960, p.36. 
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But a coloured man they did not like. 

 

They didnõt like that coloured man, 

They wouldnõt work with him they said; 

In truth it touched their overtime 

And so to a colour bar it led. 

é 

Jim Figgins [N.U.R.] said: òGet back to work, 

This is a strike weõll not support 

This is the kind of prejudice, 

The unions have always fought.ó 

é 

Man, donõt let smoke get in your eyes! 

Kindle that flame and keep it bright; 

To proud traditions still be true 

And make those joined hands black and white.121 

I sense the pen of McColl in these verses. It emanates from the era of the protest song 

and civil rights 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 and government opinions and policy. Both ôThe Colour-bar Strikeõ 

and ôSir Hugh of Lincolnõ demonstrate the active nature of folk song ð of songs as tools 

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

conflict and emotion.  

                                                 
121 Ibid, p.40. 
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2.1.3 Musical Identity: Conclusion 

Evidence of ownership and identity in music 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 political, social, 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 tradition. I 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 space ð hence the concatenation 

of music and terroir with the pitfalls of an over-simplistic mapping of styles to specific 

areas. The actuality of the interplay between music and identity is complex, a 

multifaceted linkage of interpretive styles, repertoires, space and musicõs social bases. 

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, for centuries. (One has only to consider the fifteenth-century ôAgincourt 

Carolõ to realise the longevity of this association.) The contents of the manuscripts 

examined in this study exemplify the exploitative use of music in the promotion of 

militaristic esprit 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 twentieth-century 

collectors operated within a society that 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. The socio-political 

climate is much changed, but prejudice and discrimination still abide within traditional 

and folk music.  

Class is a more useful tool of analysis than regionalism in the consideration of 

traditional and folk music. This study uses a class-based model of society, including 

Marxist distinctions between the proletariat; the bourgeois, middle classes; and an 

upper-class elite. ôHigh-õ and ôlow-brow cultureõ are often vague, subjective descriptors. 

The permeability of class barriers is exposed in this chapter, as is the ability of some 

music to gain acceptability across social divides. Pieces such as The Old Arcadia122 and 

the idyll portrayed in The Hidden Ireland123 are escapist fabrications, nothing more than a 

constructed, bucolic myth. The desire for a pastoral idyll is near universal. 

Song and melody books ð ôcoffinsõ, as Michael Pickering refers to them124 ð can 

only convey a taste of the full diversity and extent of the social bases 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 analysis. The reconstruction of 

past actuality is a non-achievable goal, but the manuscripts provide a more realistic 

                                                 
122 Sidney, Philip, Sir, The Countess of Pembrokeõs Arcadia (The Old Arcadia), ed. Katherine Duncan-Jones, 
Oxford University Press, Oxford, 1994. 
123 Corkery, Daniel, The Hidden Ireland: A Study of Gaelic Munster in the Eighteenth Century, Gill and 
Macmillan, Dublin, 1975. 
124 Pickering, Michael, Village Song and Culture: A Study Based on the Blunt Collection of Songs from Adderbury 
North Oxfordshire, Croom Helm, London and Canberra, 1982, 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 Key Themes 

2.2.1 Style and the Redeployment of Melody and I ts 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 analysts of traditional music today. Gammon, in his critical 

analysis of current performance of English church music, emphasises the import of 

ôstyleõ and ôhistorically informedõ interpretation whilst differentiating between style and 

competence.125 Such informed conjecture pervades present day discourse 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, it is possible to call on current performance 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 of aspects of style and 

interpretation. 

It is important to examine the contexts and deployments of the pieces from the 

manuscripts, and one of the most fascinating aspects of their contents is how melodiesõ 

roles shift when taken out of their original context. Melodies are most frequently 

redeployed between song, dance and martial music.  

                                                 
125 Gammon, Vic, ôProblems in the Performance and Historiography of English Popular Church Musicõ, 
Radical Musicology 1, 2006, par.16,  http://www.radical-musicology.org.uk., accessed 23.11.08. 

http://www.radical-musicology.org.uk/
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2.2.2 The Selection Process 

Any piece performed outside its original space or role, physical and/or  social, is re-

contextualised. This study investigates the significations that result from such re-

contextualisations ð the elements that are carried, and why. The works of Grainger or 

Vaughan Williams, for example, which contain ôfolkõ melodies, transport the original 

material from the parlour (cottage) to the concert platform and immerse the melody in 

orchestration. Such shifts in performance context are multidimensional changes of time, 

space and social context. The impact of melody, which has been subjected to a filtration 

process of selection and re-contextualisation that refines and moulds, is evident in the 

works of these composers: these are ôgood tunesõ. I take this as consensus of opinion, 

popularity and common acceptance. These melodies have undergone tests of 

acceptability demonstrated by their inclusion in the popular canon, and they have 

endeared themselves to many, often for several centuries. This process is not restricted 

to ôfolkõ melody. Melodies written by Handel, Mozart and other composers are placed in 

contexts far removed from those intended by their creators. One can only speculate 

what Handel would have thought of ôDead March in Saulõ (1739) being used to 

accompany masonic raising ceremonies, military funerals and executions for cowardice. 

The piece is used for funerals to this day, both military and civil, and for both royalty 

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 Ripponõs manuscript housed in the museum collection of The Royal 

Dragoon Guards and The Prince of Walesõs Own Regiment of Yorkshire in York. 
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This example demonstrates the elements of simplicity and memorability coupled with a 

hook that captures emotion. This abridged version of Handelõs piece would have 

formed part of an arrangement, but it may well have been used as a solo cornet piece 

for military internments. A more detailed analysis is offered in the section of this work 

on the Rippon manuscripts. 

It is the human need for the security of the familiar that reinforces and 

constructs the popular canon of such ôtraditionalõ music. Memorability, in the minds of 

both the performer and recipient, assists familiarity and acceptability. The process of 

selection is by its very nature coupled with rejection; therefore, ephemeral 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 thousands of rejected 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 of a selection process, a sifting and distilling of the melodic content, which 

adds to their worth in terms of the memorability of the included songs and their 

significance to the recipient.  
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2.2.3 Continuity/ Change over Time 

The manifestation of changing tastes and the evolution of a canon is a fascinating 

aspect of the contents of these collections. The popular music of today displays atavistic 

traits that are traceable to rock-and-roll, jazz and the blues, but artists continue to strive 

for innovation and originality. The evidence presented by the manuscripts, which are 

indicative of musical trends of the early nineteenth century, suggests a more sedate rate 

of change than that witnessed in later periods. ôSir Roger de Coverleyõ, first printed in 

the ninth edition of The Dancing Master in 1695, remains to this day part of the country 

dance canon as a dance and as a melody.126 Examples of such longevity abound, yet 

ephemeral dance pieces displaying fads and fancies from The Whirligig (1651) to The 

Mashed Potato and The Monkey (1960s) in their 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 earliest theories to concern themselves with folk music 

itself ð those of Johann Gottfried Herder [1744ð1803] and 

Jacob Grimm [1785ð1863], for example ð fused nature and folk 

society. When Herder did specify the characteristics of ôthe 

folkõ he preferred to see them as ôwildõ and ôlacking social 

organisationõ (unpolizirt), that is, close to nature so that they 

could be more responsive to ônatureõs poesyõ (Naturpoesie).é 

Denying that a folk song could have a composer, Grimm 

                                                 
126 Barlow, Jeremy, ed., The Complete Country Dance Tunes from Playfordõs Dancing Master (1651ðca.1728), 
Faber, London, 1985, #341, p.95. 
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announced that ôa folk song composes itself and transmits 

itself.127  

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. The evidence 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 Herder and Grimmõs notion of folk music.  

Fleischmann and Ó Súilleabháin, in their exacting scrutiny of the sources of 

Irish traditional music, demonstrate how the musicõs foundations are based on printed 

and composed pieces.128 It is their work that gave impetus to this study and highlighted 

the composed and printed works from which the Irish musical tradition was formed. 

This thesis demonstrates the similar printed roots of the contents of the handwritten 

manuscripts under consideration by applying Fleischmann and Ó Súilleabh§inõs 

methodology. 

This thesis examines the provenance of the material contained in the manuscript 

collections to demonstrate a downward filtration of culture ð in this case, music ð 

through the social echelons of society. The fact that the contents of the manuscripts 

stem from printed sources, as this thesis reveals, forms a challenge to notions of ôfolkõ 

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 (1860ð1919) to be an ôarrogant 

hypothesisõ. 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 

                                                 
127 Bohlman, Philip V., The Study of Folk Music in the Western World, Indiana University Press, Bloomington 
and Indianapolis,1988, p.7. 
128 Fleischmann, Aloys and Mícheál Ó Súilleabháin, Sources of Irish Traditional Music C. 1600ð1855, in 2 
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 folk song which is merely the vague and 

sometimes distorted echo of once-fashionable musical and 

poetic culture.129 

My intention is not to refute the creativity of Lloydõs ôprimitive communal cultureõ but 

to demonstrate the intrinsic link between folk song and popular melody as cultural 

entities and secondly to illustrate the fact that, as he states, ôtraffic between the arts of 

differing social classes proceeds in both directionsõ.130  

There has been a re-evaluation of notions of ôfolkõ during the latter part of the 

twentieth century. As Gammon states, ôIn certain ways òfolkó was the invention of the 

nineteenth centuryõ.131 ôTraditional musicõ, as a term, has grander and broader 

connotations than ôfolk songõ, and it is, as Fintan Vallely puts it, ômore than just a 

òpopularó music formõ.132 The consensus of thought pertaining to folk song and 

traditional music established by Francis Childe, Sharp and Lloyd, which had grown out 

of nineteenth-century Romanticism and the socialist drive towards a validation of 

proletarian culture, were attacked by Harker133 and Boyes.134 Ben Harker, in his 

biography of Ewan McColl, writes: ôDave Harker [was] the first intellectual from the left 

to apply sustained critical pressure to the workerist romanticism and shaky scholarship 

sometimes underpinning the political revivalõs construction of an authentic, working-

class musicõ.135 Gammon acknowledges this shift in the view of the academy when he 

                                                 
129 Lloyd, A. L., Folk Song in England, Lawrence and Wishart, London, 1967, p.53. 
130 Ibid, p.54. 
131 Gammon, Vic, Bob Shatwell and Paul Sartin eds., Hampshire Dance Tunes: Country Dance Tunes from the 
Pyle Family Manuscript 1822, Hobgolin Books, Henfield, 2006, p.v. 
132 Valley, Fintan, ôThe Apollos of Shamrockery: Traditional Musics in the Modern Ageõ, Stokes, Martin, 
and Philip Bohlman, eds., Celtic Modern: Music at the Global Fringe, Scarecrow Press, Inc., Lanham and 
Oxford, 2003, p.204. 
133 Harker, Dave, Fakesong: The Manufacture of British ôFolksongõ 1700 to the Present Day, Open University 
Press, Milton Keynes, 1987.  
134 Boyes, Georgina, The Imagined Village: Culture, Ideology and the English Folk Revival, Manchester University 
Press, Manchester, 1993. 
135 Harker, Ben, Class Act: The Culture and Political Life of Ewan MacColl, Pluto Press, London, 2007, p.245. 
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states: ôBy the 1980s the assumptions of Sharpianism were undergoing critical scrutiny 

and new views were emergingõ.136 However, much of present mainstream thought falls 

into two schools, that which adheres to Herderõs ôfolkõ paradigm and that which aims to 

deconstruct this established stance, thereby recognising a move towards a broader view 

of popular musical culture. I consider a more complete evaluation of this aspect of the 

recent re-contextualisation of the contents of eighteenth- and nineteenth-century 

handwritten manuscript collections as essential to this study. The insight gained from 

the dissemination of the contents and context of these manuscripts demonstrates the 

foundation and underpinning structure of what is labelled ôtraditional musicõ today. 

The complex nature of the ôpopularõ or ôfolkõ is multi-faceted, and any simplistic 

application of social mobility models to musical items must be considered in the context 

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 

dissipated long ago. Any revivalistsõ musical interpretation of the contents of these 

manuscripts has both the ôartõ and ôfolkõ music stylistic traditions on which to draw.  

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 states, ôThere was no mystic unity of 

peoples and traditions in the past, any more than there is todayõ.137 

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 classical and operatic music of the continent, which was less 

                                                 
136 Gammon, Vic, Bob Shatwell and Paul Sartin, eds., Hampshire Dance Tunes: Country dance tunes from the Pyle 
family manuscript 1822, Hobgolin Books, Henfield, 2006, p.v. 
137 Gammon, Vic, Desire, Drink and Death in English Folk and Vernacular Song, 1600ð1900, Ashgate 
Publishing Ltd., Aldershot, 2008, p.79. 
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accessible to the general populace.138 Noblesse oblige was exercised with composers 

Handel and J. C. Bach receiving patronage from the Hanoverian monarchy. The 

creation of the ballad opera genre during the eighteenth century was an indicator of a 

lower, compensatory culture. John Gayõs Beggarõs Opera (1728) incorporated popular 

street ballads in English, satirised the Italian operas of the upper classes and heralded in 

a spate of ballad operas accessible to many. Middleton recognises the juxtaposition of 

Gayõs ôcriminal world of London low-lifeõ with ôcontemporary high societyõ, which 

anticipates later ôdifferentiation in social personaeõ.139 This conforms to Middletonõs 

postmodern critical theory polemic, which situates music in social 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, rustic song and the rural idyll. Middleton points out that the music of 

Gayõs opera was taken 

from pre-existing sources, the majority from popular songs 

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

and, in many cases, two famous published tune collections of 

the seventeenth-and early-eighteenth centuries, The Dancing 

Master and Wit and Mirth Or Pills to Purge Melancholy ð the 

popularity of which already reflected a burgeoning aristocratic 

and bourgeois interest in vernacular music.140 

Middleton recognises the 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 

ôfolkõ music.  

                                                 
138 Cole, George Douglas Howard and Raymond Postgate, The Common People 1746ð1946, Methuen, 
London, 1992, p.71. 
139 Middleton, Richard, Voicing the Popular: On the Subject of Popular Music, Routledge, New York, 2006, p.16. 
140 Ibid, p.17. 
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There has been little work carried out on the origins of the music in Playfordõs 

Dancing Master. Barlow, in his The Complete Country Dance Tunes,141 does not address the 

issue. Margaret Dean-Smith, however, sheds some light on the matter: 

[I]t is very rare to find the tunes of The Dancing Master print 

before 1651. Probably not more than a score of them are so 

found and that only in the Netherlands collections of the first 

third of the century, Valletõs Paradisus Musicus, 1615ð18, 

Valeriusõs Gedenck-Clanck, 1626, Starterõs Friesche Lust-hof, 

1621, Persõ Bellerophon, 1622, and Camphuysenõs Stichtelycke 

Rymen, 1647. With only one or two exceptions, the previous 

appearance of these tunes in Britain is in manuscript ð the 

Fitzwilliam and Lady Nevellõs Virginal Books, very occasionally 

in Cosynõs Virginal Book, Balletõs, Dallisõ, Elizabeth Rogersõ 

and Jane Pickeringõs Lute Books, and a few in the lute 

collections at Cambridge. A very few have been discovered in 

madrigals, rounds and catches. After 1651, 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) and The 

Dancing Master the same tunes recur again and again and tend to 

crystallize into a more or less permanent phrase and form.142   

                                                 
141 Barlow, Jeremy, ed., The Complete Country Dance Tunes from Playfordõs Dancing Master (1651ðca.1728), 
Faber, London, 1985. 
142 Dean-Smith, Margaret, Proceedings of the Royal Musical Association, 79th Sess. (1952ð1953): English Tunes 
Common to Playfordõs ôDancing Masterõ, Taylor & Francis, http://www.jstor.org/stable/766208, accessed 
19.12.10 . 
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It would appear that melodies selected for The Dancing Master were part of an established 

canon prior to its publication, stemming from a variety of sources, as cited by Dean-

Smith. An analysis of the significance of the publications of John Playford is to follow. 

We have seen that in the seventeenth century, the targeted audiences for 

Playfordõs Dancing Master were the nobility and the gentlemen of the Inns of Court. 

Country dance was adopted into popular usage during the eighteenth century. A parallel 

to this dissemination of culture is to be seen in the development of English change-

ringing. David Potter describes the origins of the art form as having  

developed as a sporting hobby by the English gentry during the 

seventeenth century. They formed themselves into private 

gentlemenõs clubs and met regularly to practice their new art 

form143 

Once the pastime of the elite, change-ringing 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 within each of the manuscripts addrssed in this work. The complex, 

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

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

2.2.5 Interdependent Forms: Song, Martial and Dance Music 

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 stage and 

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

                                                 
143 Potter, David, The Bells of York Minster, Quacks the Printers, York, n.d., p.5. 
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today, with pieces taken from ôknownõ melody for the creation of television 

programmes and advertisements. The period march ôOver the Hills and Far Awayõ, for 

instance, is deployed in recent television productions such as Sharp to signify validity 

and authenticity in the mind of the recipient.144 The auteurõs use of traditional music for 

scene and mood setting, especially in historical film, has become rather a cliché, but it 

nonetheless evokes the required ôauthenticityõ.  

2.2.6 Theatrical Influences  

The theatrical stage provided a rich source of popular song and dance throughout 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 theatres.145 Avoiding the 

classification of these musicians within the ôfolkõ paradigm of the rustic village 

performer enables the consideration of such possibilities. Chappellõs The Ballad Literature 

and Popular Music of the Olden Time contains a substantial body of evidence relating to the 

music of the eighteenth-century stage.146 

2.2.7 Development of Musical Instruments 

The compilers of these collections were mainly instrumentalists. The instruments on 

which they performed were those of their eras. One of the earliest examples extant in 

the British Isles of instrumental collections is the The Skene Ms. (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 belongs to the Faculty of Advocates. 

                                                 
144 Cornwell, Bernard, series of novels, first pub. 1981, with a following series of television films entitled 
Sharp.  
145 Camus, Raoul F., Military Music of the American Revolution, The University of North Carolina Press, 
Chapel Hill, 1976. 
146 Chappell, William, The Ballad Literature and Popular Music of the Olden Time, 2 vols., London 1855, 
reprinted Dover, New York, 1965. 
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The contents of The Skene are a reflection of popular musical taste in the first half of the 

seventeenth century, and I would classify it into the same category of musiciansõ 

repertoire as those manuscripts considered in this study. The instrument for which 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 orchestral instrument we know today. As the eighteenth century progressed, the 

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 proliferation of pieces suited to the instrument in the public milieu. 

This led to an increase in the availability of instruments and a commensurate increase in 

the number of performers. The addition of keys to the fife is considered during the 

examination of melodies in Campbell I. 

The development of the piano after 1800 gained apace, 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 century.147 These songs, along with dance music for the 

piano, were integrated into the popular repertoire of the Victorian Bourgeoisie. This 

development in domestic music-making, with its operatic and Viennese chamber music 

influences, is demonstrated in this work by the examination of the contents of the 

manuscript collection of the Bristol governess Amelia Benwell. 

                                                 
147 Scott, Derek, The Singing Bourgeois: Songs of the Victorian Drawing Room and Parlour, Open University Press, 
Milton Keynes, 1989. 
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2.2.8 Developments in Notation and Technology 

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

of Leadleyõs later (c.1850) manuscripts is, as one would expect, marked. The style of 

notation was taken from the printed music of their eras, which by Leadleyõs time was in 

virtually the same format as is used today. Inevitable lapses in concentration are evident 

in all such handwritten collections; what is surprising is how accurate the majority of the 

transcriptions are. Campbell I contains music of transposing instruments with the 

arrangement of ôThe Duke of Kentõs Marchõ (see page 255) for clarinets and C fife. 

There is evidence that some pieces are parts of larger arrangements without 

corresponding melody and/or harmony.  

2.2.9 Gender Issues 

Much of the history of music is a record of the achievements of male composers and 

performers. Although there have been moves toward equality in the second half of 

twentieth century, gender bias is found throughout recorded history. This is certainly 

the case within the field of traditional folk 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 were outnumbered, however, by male figures such 

as Francis Child, Baring-Gould, Sharp and Vaughan Williams. The musicians who 

created the manuscript collections on which this thesis is focused were all male with the 

exception of Benwell. The following section is concerned with an examination of 

gender issues as they apply to these collections.  

Published country dance material displays a gender bias from its outset. John 

Playfordõs introduction to The English Dancing Master, ôTo the Ingenious Readerõ, was 

addressed to gentlemen: 
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The art of Dancing called by the Ancient Greeks Orchestice, and 

Orchestis, is a commendable and rare Quality fit for young 

Gentlemen.é I have ventured to put forth this ensuing Worke 

to the view, and gentle censure of all Gentlemen lovers of this 

Quality.148 

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 book.149 

 

Playford utilises the symbols thus: 

 

The fact that Playford makes little mention of half of the participants in the dances is 

symptomatic of his problematic attitude toward female participants in social dance.  

In the eighteenth century, knowledge of music was seen as an integral part of 

the education of a lady. As a result, drawing, embroidery and dancing (along with music-

making) were seen as beneficial occupations for women who had time to pursue such 

virtuous diversions.150 James Parakilas writes, ôThe accomplishments of upper-class were 

designed to demonstrate to the world that the men of their families didnõt need them to 

be gainfully employedõ.151 Nurturing ability in these creative areas was seen as 

                                                 
148 Playford, John, ed. Hugh Mellor and Leslie Bridgewater, The English Dancing Master or Plaine and easie 
Rules for the Dancing of Country Dances with the Tune to each Dance, unabridged reprint with modern notation, 
Dance Books Ltd., 1984, preface. 
149 Ibid, p.vi. 
150 Broughton, Trev and Ruth Symes, eds., The Groverness: An Anthology, Sutton, Stroud, 1997, p.67. 
151 Parakilas, James and Gretschen A. Wheelock, Piano Roles: Three Hundred Years of Life with the Piano, Yale 
University Press, New Haven and London, 1999, p.99. 
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investment that enhanced matrimonial eligibility. Richard Leppert shows how musical 

expertise was equated with social capital: 

[T]he culture demanded music as an appropriate mark of 

femininity itself and female class status. As such music was 

routinely viewed by parents as an asset to their daughtersõ 

future matrimonial stock. It was an investment aimed at 

preserving family honour.152 

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 Benwell of Bristol was one such governess, who wrote out meticulously two 

volumes of music for piano. Benwellõs 1847/ 8 compilations offers a fascinating insight 

into domestic, drawing-room 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. A large amount of work has been done on Austenõs collection; I 

consider it fortuitous that the Benwell collection came to light because it enables the 

scrutiny of a female perspective on popular music and a comparison with other 

collections from the same period, such as Lawrence Leadleyõs and the musical 

manuscript compilation of Anne Brontë (1843).  

That men dominated the field of manuscript compilation is self-evident. Both 

Austen and Benwell were pianists, which was an accepted instrumental path for ladies 

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

century. The gender divide with respect to instrument choice is stark; violin and flute 

                                                 
152 Leppert, Richard, Music and Image, Cambridge University Press, Cambridge. 1993, p.29. 
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players tended to be male, as were ð accordingly ð the compilers of the majority of 

manuscript collections.  

 

        Figure 4: The Gentlemanõs Musical Companion, title page. 

Above is the title page of the gender-specific The Gentlemanõs Musical Companion (1803), 

illustrating in its title and cover image the masculine practice and performance of violin 

and flute.153 This volume contains ôDuke of Yorkõs Quick Stepõ (see p.208), which is 

included in the Campbell I manuscript. None of the official members of the army and 

navy were women, which accounts for the disproportionate prevalence of male-

authored pieces and performers in the field of martial music. Although the Campbell I 

manuscript is anonymous, the martial nature of its contents suggests it was compiled by 

a bandsman.  

 The instruments played by the compilers of the handwritten manuscript 

compilations may reflect gendered attitudes toward instrumentation. (Jackson and 

Leadley were violinists, and Austen and Benwell were pianists.) Gendered attitudes 

influenced a shift from male to female dominance in the field of Celtic harp playing. 

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

                                                 
153 Hodsoll, W. and Goulding, The Gentlemanõs Musical Companion: Being a Collection of Favorite Airs Rondos 
Marches, Songs, Glees, Dances & Duets, W. Hodsoll and Goulding & Co., London, 1803. 
http://www.archive.org/details/gentlemanscompan00rugg, accessed 12.09.11. 
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demise of the harp-playing ôtraditionõ of Ireland at the end of the eighteenth century.154 

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 fervour of the United 

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 Fanning, Arthur 

OõNeill and Rose Mooney were considered to be best in the festival, and prizes were 

awarded accordingly. The harp-playing tradition of Ireland was ostensibly a male 

domain. This is in stark contrast to the current orchestral tradition, which is, based on 

my observation, characterized predominantly by female harpists.  

The old, itinerant, often blind harp players stereotypically associated with the 

harp, such as Turlough O Carolan, had lost their market with the decline in the 

patronage by the Irish aristocracy. The ancient Gaelic system was ousted by Cromwell 

in the mid-seventeenth century. OõSullivan writes: ôThe Cromwellian Settlement spelt 

the final end of the bardic order in any part of Irelandõ.155 The harpists had been 

reduced to begging, no longer held in high esteem in the great country houses. The 

downward mobility of these often virtuoso players is highlighted in Malcolm 

Chapmanõs stark juxtaposition of two exponents of the instrument:  

If you are an aesthetically minded nineteenth-century 

Edinburgh 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 

                                                 
154 Moloney, Colette, The Irish Music Manuscripts of Edward Bunting (1773ð1843): An Introduction and 
Catalogue, Irish Traditional Music Archive, Dublin, 2000. 
155 OõSullivan, Donal, Carolan, The Life Times and Music of an Irish Harper, Ossian Publications, Cork, 2001, 
p.15. 
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work, however, if outside on the street every peddler and 

roughneck has a ôCelticõ harp, which he habitually uses to 

accompany the latest bawdy songs.156 

Chapmanõs fabricated scenario has many implications. His depiction of the contrasting 

contexts in which the harp was played reflects (musical) embourgeoisment; that which 

was initially the music of the landed gentry was re-adopted, via low-class itinerant 

musicians, by the bourgeoisie. This illustrates the mobility of musical instruments 

between social classes. There is then a dual redeployment of both instruments and 

melodies between differing levels of society in Chapmanõs example. 

Boyes has made much of the sexist implications of Sharpõs promotion of male 

exclusivity in the revival of Morris dancing in the early part of the twentieth century.157 

Sharp collected the ritual dances from menõs Morris dance teams. He states: ôThe 

Morris, like the Sword Dance, of which it is an offshoot, is a ceremonial, spectacular, 

and professional dance; it is performed by men onlyõ.158 Sharp maintained that the 

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 

(1860ð1944) and her folk dancers of the Esp®rance Girlsõ Club. The rift between Neal 

and Sharp has gained much recent attention as a result of the re-evaluation of the role 

of female protagonists in the twentieth-century folk revival. In evaluating the material 

and considering the context of the manuscript collections, this thesis makes every effort 

to give appropriate recognition to womenõs influence on their makeup. 

                                                 
156 Chapman, Malcolm, ôThoughts on Celtic Musicõ, Martin Stokes, ed., Ethnicity, Identity and Music: The 
Musical Construction of Place, Berg, Oxford, 1997, p.41. 
157 Boyes, Georgina, The Imagined Village: Culture, Ideology and the English Folk Revival, Manchester University 
Press, Manchester, 1993. 
158 Sharp, Cecil, The Musical Times, Vol. 56, No. 873 (Nov. 1, 1915), pp.658-661,  
 http://www.jstor.org/stable/908327, accessed 08.07.11. 
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2.2.10 Audience Issues: Musical Subculture 

Today there is a specialised audience for traditional music, as for many genres of music. 

This is an educated, middle-class group that encourages participation, has its own 

hierarchical structure, rejects much of mainstream commercial music and forms a 

musical subculture.159 An ideology surrounding traditional music exists that scorns the 

exploitation and commodification of music and is retrospective in outlook. With their 

mission statements and competition standards, an academic and performing elite 

establishes norms and boundaries as to the 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 Society, for instance, included an article by 

Pauline Cato entitled, ôWhat do I look for in judging competition?õ in which strict 

guidance regarding style was given: ôAs a whole the performance should be confident 

and polished with some evidence of personal style whilst within the realms of traditional 

Northumbrian playingõ.160 Such material suggests a drive toward an ideal concept of 

traditional music and playing.  

2.3 Contemporary Contexts: Traditional Music in the Twentieth 

and Twenty-First Centuries 

To understand the relevance of the manuscripts to the twentieth century, we need to 

look at them in relation to the history of traditional music in the twentieth century. The 

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

                                                 
159 Subculture as defined by Hebdige, Hall, et al, ref: John Storey, Cultural Theory and Popular Culture: A 
Reader, second edition, Longman, Harlow, 1998. 
160 Cato, Pauline, ôWhat Do I Look For When Judging Competitionsõ, Northumbrian Piperõs Society Magazine, 
Volume 30, Northumbrian Pipersõ Society, 2009, p.33. 
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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 (1831ð1915) based his work on vernacular architecture, and 

William Morris (1834ð1896) based his art on nature. An emphasis on handcrafted 

goods helped to establish an atavistic perspective and philosophy. John Ruskin (1819ð

1900) whilst at Oxford ôwrote a series of essays linking architecture and nature for 

J[ohn] C. Loudonõs Architectural Magazine, later republished as The Poetry of Architectureõ.161 

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 

motivations, a coterie of composers formed to incorporate folk song into their work. 

These included Percy Grainger, Vaughan Williams, and George Butterworth, all of 

whom were much involved with the folk song movement. Alain Frogley, writing on 

Vaughan Williamsõs involvement with the revival, states:  

[H]is direct encounter with what seemed to him an expression of the 

deepest aspirations of Englandõs common people struck with the 

force almost of a religious conversion. Although its actual stylistic 

impact on his own music has been exaggerated, as a philosophical 

and emotional touchstone of artistic authenticity, folk-song was 

                                                 
161 Hewison, Robert, ôRuskin, John (1819ð1900)õ, Oxford Dictionary of National Biography, edited by H. C. G. 
Matthew and Brian Harrison, Oxford: OUP, 2004, online ed., edited by Lawrence Goldman, January 
2010. http://www.oxforddnb.com/view/article/24291, accessed 07.04.12. 
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crucial to Vaughan Williamsõs developing views of national identity, 

community, and the social mission of the composer.162 

It is precisely this motivating ôforceõ which lay behind much of the folk music revival of 

the twentieth century. Vaughan Williams was a socialist, and it was increasingly the case 

that the ôleftõ was linked to folk song; revivalist protagonists McColl and Lloyd, of the 

later twentieth century, were committed Marxists. 

2.3.1 The Edwardian Revival 

Revival is a form of re-contextualisation. The late Victorian and Edwardian recovery of 

ôfolkõ song and music brought with it concerted attempts to arrange ôfolkõ melodies for 

the concert platform and to reinstate what was regarded as musical heritage back into 

the nationõs musical consciousness. The movement, headed by Sharp, claimed copyright 

on hundreds of melodies, arranged them for piano and ð with the support of the Board 

of Education ð trained teachers to impose the ôtraditionõ on school children. 

 Sharp and his amanuensis Maud Karpeles styled themselves as guardians and 

saviours of the English folk tradition. (After Sharpõs death, Karpeles continued his 

arguments. Both Harker and Gammon point out that one should consult the 1907 

edition of Sharpõs Some Conclusions rather than later ones as the later editions were 

modified by Karpeles.163) His conflict with Mary Neal, the founder of the Espérance 

Guild of Morris Dancers, epitomises his striving for verisimilitude and ôscholarly 

accuracyõ.164 

                                                 
162 Frogley, Alain, ôWilliams, Ralph Vaughan (1872ð1958)õ, In Oxford Dictionary of National Biography, edited 
by H. C. G. Matthew and Brian Harrison. Oxford: OUP, 2004, online ed., edited by Lawrence Goldman, 
October 2009. http://www.oxforddnb.com/view/article/36636, accessed 07.04.12. 
163 Gammon, Vic, ôOne Hundred Years of the Folk Song Society,õ Folk Song: Tradition, Revival and Re-
Creation, ed. by Ian Russell and David Atkinson, The Elphinstone Institute, Aberdeen, 2003, p.15. 
164 Judge, Roy, ôNeal, Mary Clara Sophia (1860ð1944)õ, Oxford Dictionary of National Biography, Oxford 
University Press, 2004; online ed., May 2006 http://www.oxforddnb.com/view/article/40485, accessed 
24.07.11. 
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Neal é was more directly concerned with the joy of the actual 

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

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

1914 there was a bitter struggle between Sharpõs English Folk Dance 

Society (EFDS) and Nealõs guild.165 

Sharpõs view was that the English Morris dance was a male preserve and its (his) original 

choreography should be rigidly adhered to. The tussle for the ôreinsõ of the folk song 

movement was exacerbated by the establishment of the Association for the Revival and 

Practice of Folk Music.166 As Roy Judge points out: ôSharp was é very conscious that 

his own roles as an expert and as the original collector were in some dangerõ.167 Sharpõs 

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 

ôthe expertõ on English folk culture. He demanded purity and authenticity in rendition. 

Notions of mimesis and verisimilitude, likeness to the original, were the goal. This was 

summarised by Sharp: ôMy great desire is that at the outset these songs and dances 

should be introduced to the present generation in the purest form possibleõ.168 In fact 

much of Sharpõs folk song polemic was derived from others:  

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 premises derived from his own work.169 

                                                 
165 Ibid. 
166 Sharp, Cecil, letter quoted, Roy Judge, ôMary Neal and the Espérance Morrisõ, Folk Music Journal 5 
(1985ð9), English Folk Song and Dance Society, p.556. Stable URL: 
http://www.jstor.org/stable/4522305, accessed 03.04.12 .  
167 Judge, Roy, ôMary Neal and the Espérance Morrisõ, Folk Music Journal 5 (1985ð9), English Folk Song 
and Dance Society, p.556. Stable URL: http://www.jstor.org/stable/4522305, accessed: 03.04.12. 
168 Sharp, Cecil, quoted Judge, Roy, ôMary Neal and the Espérance Morrisõ, Folk Music Journal 5 (1985ð9), 
English Folk Song and Dance Society, p.556. Stable URL: http://www.jstor.org/stable/4522305, 
accessed 03.04.12.  
169 Boyes, Georgina, The Imagined Village: Culture, Ideology and the English Folk Revival, Manchester 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 of the Playford 

publications in forming the foundation of the country dance form. Sharp published 

many of the melodies from the Dancing Master, arranging them for piano as 

accompaniment for his series of instruction books on country dances, for example, 

Country Dance Tunes from the English Dancing Master (1911), below. 

 

This series of extracts from Playfordõs Dancing Master was not a collection of folk 

melodies from the ôfieldõ. Strictly speaking these were not folk dances and melodies; 

these pieces were simply taken from the original publications, harmonised for piano and 

republished as part of the ôfolkõ music and dance revival. The use of the word ôcountryõ 

added rustic, ôfolkõ connotations. Sharp also ômodernisedõ the time signatures of the 

Playford pieces, with 6/4 changed to 6/8 and 9/4 changed to 9/8, for example. It is 

interesting to note that ôEnglishõ was only used by Playford for the 1650/1 publication 

and not the subsequent editions, whereas Sharp refers to all from 1650 to 1728 as The 
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English Dancing Master in his titles (part of the eraõs drive toward nationalism and the 

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

was taken contains eleven volumes of Sharpõs Country Dance Tunes, bound together for 

convenience. This is a descendent of the handwritten compilations of previous 

centuries.  

 Sharp reprinted many of these seventeenth and eighteenth century melodies, 

claiming copyright whilst aligning them with the revival of traditional music by 

implication. These publications have moulded the perception of ôfolkõ dance music that 

exists today. The melodies and their dances are still performed. Below is a programme 

of dances for a céilidh on 14 April 2012, in York. 

 
Time Type Dance Name Music  Tune(s) 

6.40 Set up and sound Check 

7.30 Introductory tunes    

 Long set 4-6 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 cple circle Jenny Pluck Pears Own tune  

 Long set 5 couple Levi Jackson Rag Own tune  

 Longways ð amaw Geud Man of Ballangigh 32b jigs Hunt The Squirrel  

 Long set ð 8 cples Willow Tree 48b jigs  

 Big Circle Sellengers Round 32b reel  

9.00ish Break 

Demo Long set 4cple Nonesuch Own tune  

 Longways -amaw 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 Hand Reel 2 x 64b +8bars  

Demo 4 couple round/squ Newcastle Own tune  

 Long set 5-7cpls 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 twenty dances in the schedule, nine are taken from the Dancing Master, and 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 century is performed 

to this day. The melodies taken from the Dancing Master are in bold. 

Similarly to Sharpõs printing of his piano arrangements of Playfordõs pieces, 

Graingerõs British Folk Music Settings and orchestrations of traditional music placed folk 
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melodies on the concert platform. One such piece was an amalgamation of two reels, 

ôTemple Hillõ and ôMolly on the Shoreõ, which Grainger took from the Petrie collection, 

Petrieõs Complete Irish Music, published in 1903.170 

 

Grainger acknowledges the provenance of the reels and prints Petrieõs melodies 

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 

melodies. David Cooper quotes Petrieõs reference to the manuscripts as ôan extensive 

collection of tunes made within the present century by Patrick Carew, a county of Cork 

piper ð the use of which was kindly allowed me by my friend Mr Richard Dowden é 

Alderman of Corkõ.171 Graingerõs use of Petrieõs pieces drawn from Carew is a prime 

example of melodies being taken from handwritten manuscripts and re-contextualized 

for contemporary performance. 

                                                 
170 Petrie, George, Charles Villiers Stanford, ed., Petrieõs Complete Irish Music: 1582 Traditional Melodies, Edited 
by George Petrie, Dover, Mineola, N.Y., 2003, #901 and #902, p.228. 
171 Petrie, George, ôThe Ancient Music of Ireland Volume 2õ, from Cooper, David, ed., The Petrie Collection 
of the Ancient Music of Ireland, Cork University Press, Cork, 2002, p.221. 
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I suggest that Carew was a ôgentlemanõ piper of the likes of James Goodman; 

both were competent exponents of the uilleann pipes who gathered manuscript 

collections of melodies for performance on their instruments.172 Much of the repertoire 

of the first part of the nineteenth century for the uilleann pipes is taken from OõFarrellõs 

Pocket Companion for the Union or Irish Pipes in four volumes (1806ð16); ôMolly on the 

Shoreõ is a version of ôMy Own Kind Dearieõ, a Scottish melody.173 Variations on this 

tune by Clough are referred to in Chapter One of this work. OõFarrellõs publications 

were a source of several pieces in the Campbell I manuscript compilation. The reel ôMolly 

on the Shoreõ was recorded by the influential Sligo fiddler Michael Coleman under the 

                                                 
172 Shields, Hugh, ed., Tunes of the Munster Pipers: Irish Traditional Music from the James Goodman Manuscripts, 
Dublin, Irish Traditional Music Archive, Dublin, 1998.  
173 OõFarrell, ed., OõFarrellõs Pocket Companion for the Irish or Union Pipes, vol. II, London, 180#, vol. II, 
p.141. 
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title ôThe Crooked Road to Dublinõ, recorded c. 1924.174 Tracing the genealogy of 

melodies of this nature may be time-consuming, but it reveals a concatenation of 

strands and variations proving, amongst other insights, how similar to one another 

many melodies are.  

Graingerõs setting of ôMolly on the Shoreõ was performed by virtuoso violinist 

Fritz Kreisler in his own arrangement for violin and piano. 

 

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 selected for inclusion, indicating the vast array of 

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

revivalists. 

                                                 
174 Coleman, Michael, Michael Coleman 1891ð1945: Irelandõs most influential traditional musician of the Twentieth 
century, Gael-Linn, Viva Voce: CEFCD, Dublin, 1992. 
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In the relentless search for new, ôoriginalõ material, performers at the outset of 

the twenty-first century have increasingly turned to the manuscripts of the eighteenth 

and nineteenth century. This is no new thing. Baring-Gould (1834ð1924), along with his 

ômusical colleague Henry Fleetwoodõ, made a copy of the manuscript book of William 

Andrews, a fiddle player of Sheepstor, Devon.175 Becoming aware of the significance of 

its content, Baring-Gould 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,  

Baring-Gould recognised that the old man was a valuable store of old 

tunes.é 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 tunes.176    

Baring-Gould and Bussell borrowed a manuscript book from Andrews and added 

melodies from it to their own collection. How many of Andrews melodies were 

disregarded by Baring-Gould and Bussell we do not know.  

Baring-Gould is renowned for his modification of the texts of the songs he 

acquired from country singers. Referring to Songs and Ballads of the West: A Collection made 

from the Mouths of the People, first published in four parts (1889ð1891) and later as A 

Garland of Country Songs (1895), James Reeves states: ôIn these collections the texts are 

drastically emended, abridged, restored, expurgated or wholly re-writtenõ.177 For a fuller 

account of the censorship carried out by Baring-Gould, see chapter ten, ôThe Old 

Singing Menõ, in Bickford Dickinsonõs biography of the man. Baring-Gould relied on 

his colleagues to note down the melodies to the songs he collected; this bare-bones 

                                                 
175 Bartram, C., P. Wilson and M. Graebe, The William Andrews Tunebook: A Dartmoor Fiddler, Wren Trust, 
Okehampton, 1998, p.4 
176 Ibid, p.4. 
177 Reeves, James, The Everlasting Circle: English Traditional Verse from the Mss. of S. Baring-Gould, H. E. D. 
Hammond and George B. Gardiner, Heinemann, London, 1960, p.2. 
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notation usually comprised a single stanza. It was not until Grainger used the portable 

phonograph to record singers in the field that the true complexity and subtle variation 

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 late nineteenth century, so the early twentieth-century evidence regarding the style 

and rendition of traditional pieces provided by Grainger and Sharpe ð even though they 

mostly recorded singers rather than instrumentalists ð is most informative. 

The extent and diversity of Andrewsõs musical tastes is not represented in the 

Wren Trustõs publication. As Baring-Gould was primarily interested in ôfolkõ song, he 

will have disregarded music with a different pedigree. The ôrack in Andrewsõsõ ceiling, as 

we have seen, ôwas full of musicõ.178 One presumes that this represented the wider 

repertoire of this fiddler ð or should we say violinist? The filtration of ôfolk musicõ from 

ôart musicõ, the composed, the ecclesiastic, as I have stated, says a great deal about the 

motivations of the editor, collector and publisher; Baring-Gouldõs rejection of a large 

proportion of Andrewsõs collection of music results in a skewed 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 recognise the wider repertoire of 

performers in his collecting of folk song.179 It would appear from the evidence that the 

musicality of Williams has certainly not been represented fully by Baring-Gould or the 

subsequent Wren publication. 

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

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

                                                 
178 Bartram, C., P. Wilson and M. Graebe, The William Andrews Tunebook: A Dartmoor Fiddler, Wren Trust, 
Okehampton, 1998, p.4 
179 Gammon, Vic, Desire, Drink and Death in English Folk and Vernacular Song, 1600ð1900, Ashgate 
Publishing Ltd., Aldershot, 2008, p.2. 
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(a combination of squire and parson used by Baring-Gouldõs biographer Dickinson180) 

Baring-Gould expected that the people from whom he collected folk song and music 

were illiterate, musically uneducated peasants. This was also the case with many of the 

other folk song collectors. It was not in the collectorsõ interests to acknowledge the 

capabilities, musical or otherwise, of the people from whom they collected the songs 

and music. Their agenda was to root out ôpeasantõ folk songs and ignore all other 

aspects of the musicality of their sometimes diversely talented informants. Harker 

recognises the musical censorship Sharp perpetrated.181 One wonders how many 

melodies were adapted and filtered to fit Sharpõs model of a folk song in his search for 

modality in English folk songs. Percy Grainger was also keen to perpetuate the feudal 

term ôpeasantõ. He refers to Joseph Taylor, from whom he collected the song Brigg Fair, 

as Harker goes on to point out, ôas a òGenuine Peasant Folksingeró. In fact Taylor was a 

bailiff on a large estateõ182 and had been a church song-man for forty years.183 We have, 

then, evidence of the rewriting and bowdlerisation of the lyrics, along with the 

adaptation and collation of the melodies of the songs, plus the wholesale writing-off of 

pieces that these collectors considered unworthy, of little value or interest. Those 

disregarded were popular music hall songs, art songs and one wonders what else. This 

may well have been a manifestation of the view of these collectors that such material 

was polluting the bottom-up evolution of culture. To the contrary, it is now acceptable 

to view ôfolksongsõ as a negotiated selection of songs from diverse sources, as does 

Britta Sweers in her considerations of ôElectric Folkõ.  

                                                 
180 Dickinson, Bickford H. C., Sabine Baring-Gould: Squarson, Writer and Folklorist 1834ð1924, David and 
Charles, Newton Abbot, 1970. 
181 Harker, Dave, Fakesong: The Manufacture of British ôFolksongõ 1700 to the Present Day, Open University 
Press, Milton Keynes, 1987, p.196. 
182 Ibid, p.207. 
183 Greig, Ruairidh. ôJoseph Taylor from Lincolnshireõ, from: Ian Russell and David Atkinson, eds., Folk 
Song: Tradition, Revival and Re-Creation, The Elphinstone Institute, Aberdeen, 2003, p.389. 
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[T]he use of the term òfolk musicó is a history of categorisation rather 

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

researching traditional music or electric folk, the matter of definition 

becomes extremely difficult.184 

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 and Present Day 

This part of the study accounts for some of the current interest in and the recent 

popularity of the playing of ôfolkõ, ôtraditional, ôcelticõ, ôautochthonousõ,  ôvernacularõ 

dance music, and it examines the origins of this in time and space. By carrying out this 

exercise, it will be possible to establish the significance and context of the many 

handwritten manuscript books that have come to light toward the end of the twentieth 

century and to re-contextualize the music therein from a twenty-first-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 polyphonic. As shifts in context, time, 

performance space and fashion arise and the critical political economy changes, this 

                                                 
184 Sweers, Britta, Electric Folk: The Changing Face of British Folk Music, Oxford University Press, Oxford, 
2005, p.64. 
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attractive trait of simplicity is exploited. Traditional music is easily modified and its 

simplicity destroyed. It can be bent, remoulded, fused, connected, electrified and re-

contextualised by individuals with vastly varying degrees of talent, expertise and taste. 

Given this propensity to metamorphose, the music spawns attractive, well-formed 

protégés 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 must accept that 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 exploited as a 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 traditional music in accompaniment to 

the flag-waving zealot, for example, in turn waxes and wanes. The first melody in the 

Campbell I manuscript, ôRule Britanniaõ, is still played at the ôLast Night at the Promsõ, 

and the Queenõs Jubilee celebration has incorporated traditional melodies, in band 

arrangements, for marching and pageantry.  

In film, traditional music has become an element of the auteurõs palette with 

layers of signification bound up with emotional, nostalgic, violent, or bucolic scene-

setting ð Roland Barthes would have had a field day. It is commoditised and packaged 

so that ôCeltic Relaxationõ may be purchased alongside the aggressive exploits of The 

Highlander and Barry Linden on DVD; fusions of ôCeltic/Chineseõ or ôCeltic/Countryõ are 

available on iTunes. It is symptomatic of our time that we need to know about our 

roots and forbearers; we are striving to find our identity. Twentieth/twenty-first century 

revivalist drives towards the authentic are merely props in the suspension of our 
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disbelief in the present multimedia age. Atavistic musical elements are becoming 

hackneyed triggers as well-trodden paths are revisited with ever-increasing frequency.  

There is a need to draw some parallels here with American Country Music. This 

multimillion-dollar business has an ability to change, grow and develop, yet it persists in 

referring back, as previously stated, to earlier developments. In doing so, it regenerates 

itself, looping back on itself in order to establish its ôauthenticityõ then progressing and 

developing anew. (I discuss this in further detail below in relation to the work by 

Richard Peterson on the fabrication of authenticity in country music.)  

The deployment of folk melodies by classical composers has taken place over 

many centuries. Such deployments often signify the bucolic. They are, by their nature, 

ôwell triedõ, available in abundance and memorable. In the second half of the nineteenth 

century, attempts by composers to establish music with distinct national characterises 

turned logically to indigenous 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 Vaughan Williams and Grainger, thus enhancing the musicõs social 

standing and deployment. Folk melody 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 

well-tried melodic material. 

 

2.3.2.2 Twentieth-Century Redeployments of Traditional Music  

One of the significant changes that occurred in the twentieth century 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 shift in role ð the audience 

became passive listeners rather than active dancers or marchers.  
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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 battle. The redeployment 

of music outside or beyond its intended purpose has many manifestations. Be it in 

advertising, at the cinema, in the home, on mobile ôphones; technology has assisted this 

shift of performance space, enabling ease of access to the once inaccessible. Dance 

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 

formats. The military bands of the armed forces also perform music for listening as well 

as to accompany marching. With the coming of the railways, army mobility and logistics 

were modernised, and long distance route marchesñand their accompanying musicñ

became a thing of the past. The music of marching was retained for the most part for 

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 in the twentieth century is shown in the 

example of Irelandõs Se§n Ó Riada (1931ð71), the protagonist in bringing the traditional 

music of Ireland to the concert platform and recording and television studios. The 

impact he has had on the ôreinventionõ of traditional music in Ireland is far-reaching. 

The attitudes towards ôtraditionalõ music performance in the whole of the British Isles 

have been influenced by Ď Riadaõs re-contextualisation of dance music. He brought 

together forces to emulate the sounds and repertoire of traditional Irish music. He 

repackaged the music and presented it in a form that has proved eminently palatable to 

audiences and musicians alike in the second half of the twentieth century. Harry White 
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writes: ô[B]etween 1961 and 1969 his work with Ceoltóirí Cualann permanently altered 

the complexion and sound of traditional Irish musicõ.185 

 Figure 5: Ó Riada and Ceoltóirí Chualann 

Ó Riada and Ceoltóirí Chualann merged ideas from both early music and jazz. The 

format was based on a baroque ensemble with solos being taken by individual 

instruments in rotation as in the performance of jazz.186 The ensemble owed its roots to, 

but was a striking departure from, céilí band practice in its introduction of ôintegrated 

textures, novel instrumentation, and virtuoso finesseõ.187 Unison playing of traditional 

dance music was the convention, with chord accompaniment being supplied by 

accordion and piano in the céilí band tradition. Ó Riada used his expertise to 

orchestrate the airs and dance tunes, which were further enhanced by technical 

advances in stereophonic recording. These proved eminently marketable with the 

growing adoption of high fidelity stereo systems of the 1960s, thereby taking the music 

of Ireland into the middle-class sitting room throughout the British Isles. 

                                                 
185 White, Harry, ôÓ Riada, Seánõ, Dictionary of Irish Biography, (ed.) James McGuire, James Quinn. 
Cambridge, United Kingdom: Cambridge University Press, 2009, 
http://dib.cambridge.org/viewReadPage.do?articleId=a6429, accessed 18.04.12. 
186 Glatt, John, The Chieftains: The Authorized Biography, Century, London, 1997. 
187 White, Harry, ôÓ Riada, Seánõ, Dictionary of Irish Biography, (ed.) James McGuire, James Quinn. 
Cambridge, United Kingdom: Cambridge University Press, 2009, 
http://dib.cambridge.org/viewReadPage.do?articleId=a6429, accessed 18.04.12. 
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2.3.2.3 The Celtic Revival 

The revival and survival of a canon of social dance music is more evident in the Celtic 

periphery of the British Isles, Scotland and Ireland, than within the dance music 

uncovered by collectors such as Sharp, Grainger and Baring-Gould in England. This 

Celtic peripheral revival/survival, as has been show by Fleischmann and Ó Súilleabháin, 

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 their deployment in Ireland and Scotland. This aspect of 

nationalistic musical identity has been commented on previously in this work in 

reference to the work of Bohlman (2.1.1.). The fervour of conviction of the zealous 

participants in the recent Celtic musical revival is often an all-consuming 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 bring into the 

conversation the present-day implications and relevance of the 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 essential role it plays 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 how performance should sound. 

Conventions on style and interpretation in rendition are established, and these display 
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shifts in emphasis from performance to performance and also show gradual change 

over time. 

Louise Marcus writes: ô[T]he success of his Ceoltóirí Chualann experiment in 

the group performance of traditional music continues to spawn endless imitations 

ranging in style from purist to rockõ.188 This adoption of Ď Riadaõs model has taken hold 

throughout the British Isles and further afield amongst the Irish Diaspora since the 

early 1960s. The traditional music of Ireland thereby was given a second life ð a 

reincarnation that projected it into the commercial market controlled by the 

international media corporations. This systemic time-shift is more than acculturation; it 

is multifaceted, with economic, sociological and political implications assisted by ever-

developing technological innovations. Music from the Jackson manuscript recorded on 

Trip to Harrogate in the 1970s, discussed previously, was based on the Ó Riada model. 

At the outset of the twenty-first century, live performance of traditional dance 

music could be heard in concert, on the street, in the public house or at home, creating, 

in some cases, a leap of centuries and a deployment quite divorced from the musicõs 

original function. The musicians who recreate such ôtraditionalõ music vary vastly in 

competence, as does the quality of the melodies they perform.  

Waves of revivalist performers have followed in the wake of Ď Riadaõs 

innovative Ceoltóiri Chualann performances, with attempts to recreate the styles and 

music of English Morris dance music, Northumbrian music, Scottish music, Welsh 

music and late Polish traditional music. The proliferation of state-funded peripatetic 

instrumental teaching that began in England in the 1950s may well have, unwittingly, 

contributed to the growth of the popularity of amateur performance of such music. The 

melodies of the mythical ôcountry fiddlerõ are eminently accessible to the semi-skilled 

                                                 
188 Marcus, Louise, Ch. 1, ôSeán Ó Riada and the Ireland of the Sixtiesõ, from Integrating Tradition: The 
Achievement of Seán Ó Riada, Ed. Harris and Freyer, Irish Humanities Centre and Keohanes, Ballina, 1982, 
p.16. 



   

 119  

instrumentalist the music colleges and universities left behind. Often needing no 

accompaniment, they are free-standing and adopt a satisfying, rounded form that is 

easily performed on violin, concertina, flute, accordion, melodeon, etc. Often political, 

nationalistic and antiquarian motivations are at the heart of the revivalistõs searching. 

The goals of authenticity and verisimilitude drive these revivalist endeavours, and 

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 field by stating her/his own pedigree and that of the piece, which is to be performed 

in order to establish ôauthenticityõ.189 This is also the case with the revivalist performer 

of dance music or of a song of a bygone era. The Morris dance concertina player will 

attempt to emulate the phrasing and sound of William Kimber, the Northumbrian piper 

Billy Pigg or Tom Clough ð these, along with many others, are recognised style icons. 

They are essential elements in the fabrication of a British ð or in these cases, English ð 

folk tradition. What is fascinating here is that there are so many varied styles within field 

recordings; for example, the vastly contrasting styles of the Northumbrian pipers Joe 

Hutton, Billy Pigg and Jack Armstrong give no clear indication of ôtraditional styleõ or of 

any particular mode of interpretation.  

 Peterson explains how country music reinforces its authenticity by constantly 

looping back after each stage in its development. He states, ôSongs lyrics written in the 

decades since [Hank] Williamõs death increasingly load up on signifiers that ambiguously 

locate the song ð and by inference the singer ð squarely within the country music 

                                                 
189 Peterson, Richard A., Creating Country Music: Fabricating Authenticity, The University of Chicago Press, 
1997, p.223. 
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traditionõ.190 The singers and performers of the English ôtraditionõ are similarly called 

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

The current fascination of the traditional music enthusiast with the handwritten 

music manuscripts is a similar exercise in validation and authentication to that to which 

Peterson draws attention. Revivalists attempt to write songs and melodies ôwithin the 

traditionõ, but greater value and worth is given to those learned from the tradition, from 

the field recordings of Grainger, Sharpe or Lomax, or from published collections of the 

vast canon of English ôfolkõ songs and dance tunes. 

2.3.2.5 Recent Controversies 

Many publications by the likes of Playford were extracted wholesale by Sharp and 

published as ôfolk tunesõ without any evidence of the acceptance of the tunes by the 

community to demonstrate continuity of canon. (Sharp did not collect these pieces 

from the field.) The historical attempts to explain, define and theorise about ôtraditionalõ 

and ôfolkõ music have proved too difficult to pinpoint and compartmentalise the form. 

The terms in themselves are vague, emotionally loaded descriptors that carry far-

reaching historical connotations. For many, nowadays, folk song is still equated with 

amateurism and second-rate performance: ôcow patõ music, as it was referred to in the 

1920s and 1930s.191 This 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 perseverance; as previously stated, the examination and dissemination of folk and 

traditional musics has only comparatively recently received a positive reception in the 

academy.  

                                                 
190 Ibid, p. 227. 
191 Gammon, Vic, ôOne hundred years of the Folk Song Societyõ, Ch. 2, Folk Song: Tradition, Revival and Re-
Creation, ed. by Ian Russell and David Atkinson, The Elphinstone Institute, Aberdeen, 2003, p.19. 
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The lineage of bourgeois, semi-professional ôexpertsõ in English/British 

folk/traditional musics may be traced back to the first half of the nineteenth century 

when the social anthropology of music had its genesis among names including 

Broadwood, Chappell, Child, Kidson, Sharp, Grainger and latterly Bronson. Lloyd 

endeavoured to collect, publish, 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) definition, mentioned previously and quoted at length by Lloyd 

and Howes, is a manifestation of the belief in a ôbottom upõ culture pivoting on quasi-

Darwinian selection and the moulding of musical culture through variation.192  

 Donald Wilgus traces the roots of the attempts to cast light on attitudes towards 

the communal creation of folk song under the heading of ôCecil J. Sharp and the 

English Darwiniansõ.193 Sharpõs English Folk Song: Some Conclusions, which was published 

in 1907, sets out the ôfolksongõ as the incarnation of a corporate, compositional gestalt 

of the masses.194 Sharp was averse to the Board of Educationõs recommended list of 

ôNational or Folk-Songsõ. Wilgus points out that ôSharp took violent exception to this 

list of fifty songs, all but seven of which he found to be either art songs or artistic 

reworking of folksongsõ.195 An argument ensued in the public press concerned the 

distinction between Volkslied and volkstümlich Lied. This is, essentially, the distinction 

between ôfolkõ songs and ônationalõ songs.  

The impact of Sharpõs Some Conclusions reverberated within the Folk Song Society 

and latterly the English Folk Dance and Song Society and beyond, throughout the 

twentieth century. Wilgus observes: ô[H]is theory remained constant, became the creed 

                                                 
192 See Appendix 1. 
193 Wilgus, D. K., Anglo-American Folksong Scholarship Since 1898, Rutgers University Press, New Brunswick, 
1959, pp.56ð64. 
194 Sharp, C. J., ed. Maud Karpeles, English Folk Song: Some Conclusions, Mercury Books, Kingswood, 1965. 
195 Wilgus, D. K., Anglo-American Folksong Scholarship Since 1898, Rutgers University Press, New Brunswick, 
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of the Folk-Song Society and is still [in 1959] breathed through the English Folk Dance 

and Song Societyõ.196 However, as also pointed out above, Wilgus states disparagingly 

that ôSharp accepts so many arguments advanced by differing theorists that his 

comments on folk poetry can hardly be taken seriouslyõ. This is a reference to the 

individualist/communalist dichotomy regarding the origins of folk ballads. The Rank 

Encyclopaedia elucidates: 

A school known as òindividualistsó (John Meier, Louise Pound) 

asserted that all ballads are the work of individual poets and are 

òpopularó merely in having been taken up by the folk. 

òCommunalistsó (F. B. Gummere, W. M. Hart, G. L. Kittredge) 

insisted that the prototypical ballad was concocted in assemblies of 

the folk in the exultations of choral dance.197 

Sharp appears to have been of the òcommunalistó school, basing his Some Conclusions on 

the theories that emanated from within the Folk-Lore Society, which had been founded 

in 1878.198 He states towards the end of chapter on ôEvolutionõ in Some Conclusions: ôThe 

individual é invents; the community selects. It is necessary to dwell upon this point 

because it is one which is often misapprehended by opponents of communal theoryõ.199 

He was well aware of the debate concerning the individualist/communalist discussion 

that had been taking place within the Folk-Lore Society. Eventually a compromise, 

acknowledging the role of the individual in ballad creation, was reached, as the Rank 

Encyclopaedia recognises: 

Current opinion concedes that the traits of òballad-nessó may 

be explained by the communal theory, but holds that all extant 
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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 ballad until it is accepted by 

the folk and remodelled by ballad conventions in the course of 

its tour in oral tradition.200 

The pieces contained in the manuscripts considered in this study are, I suggest, 

composed by individuals and subsequently brought into print. They are created by 

individuals and adopted for community use. 

 The International Folk Music Councilõs (I.C.T.M.) definition of a folk song 

echoes Sharpõs Conclusions as his biographer and collaborator, Karpeles, was the 

Councilõs Honorary Secretary from 1946 to 1963. Howes acknowledges Sharpõs 

contention that ôoral tradition é is the process by which the folk-song grows and is 

created ð growth being part of creationõ.201 Lloydõs political agenda, conversely, utilizes 

Sharpõs Fabian Socialist view of the product (folk song) as a manifestation of proletarian 

culture. Lloyd also recognises that Sharpõs theories were based on somewhat shaky 

foundations by stating that his Conclusions ôare by no means firmly basedõ.202 

 Prior to Lloydõs and Howeõs texts of 1967 and 1969, Vaughan Williams 

published papers in 1934 under the heading National Music that had been delivered at 

Bryn Mawr College, Pennsylvania, in 1932.203 These also echoed Sharpõs Some 

Conclusions, adding little of substance to them. However, Vaughan Williams does tackle 

what Lloyd, from Naumann, refers to as folk song being ôthe product of die primitive 

Gemeinschaftskultur (primitive communal culture)õ.204 He examines folk and national song 

and its impact on art and ecclesiastical music and goes on to challenge the scholastic 
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musical establishment with its ôunfortunate tendency é to believe that the written 

words must be authoritative and oral tradition unreliableõ.205 Vaughan Williams 

acknowledges, in this work, the impact that ôlowerõ musical culture has exerted on more 

ôsophisticatedõ musics, including plain-song. 

Lloydõs earlier Workersõ Music Association pamphlet, The Singing Englishman, was 

an attempt to apply a Marxist analysis to understanding folk song. The songs, Lloyd 

saw, were a reflection of class struggle. Their thoughts, amusements, and aspirations 

contained examples of class conflict. One way of viewing this is in relation to the critical 

political economy: ôWhereas mainstream economics sees the òeconomyó as a separate 

specialised domain, critical political economy is interested in the interplay between 

economic organisation and political, social and cultural lifeõ.206 To appreciate 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 economy. As Harker 

points out:  

This òreflectionsó view of history and culture relates to the 

òvulgaró or òmechanicaló Marxist conception of Marxõs 

notion of the relationship between economic òbaseó and legal, 

political and general culture òsuperstructureó ð as though 

culture were òreflectedó in a complex mirror from the 

economic element in social organization rather than having a 

dialectical relationship with economic and other forces.207 

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 manuscripts considered here are an 
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element of the Marxist construct of a cultural ôsuperstructureõ, the product of their 

political and economic milieu. Their makeup is multifaceted, as are the definitions of 

folk song seen above.  

Based on the time and effort spent preparing the manuscripts, it is likely that a 

prominent motivation was that of monetary gain. Writing on music as a profession in 

the period 1750ð1850, Deborah Rohr states: ôAmong artisans and labourers, music 

could be viewed as a means of social advancementõ.208 She highlights the expansion in 

the number of musicians employed in military bands towards the end of the nineteenth 

century209 and comments on the makeup of dance bands during the same period as ôthe 

work of hack [my italics] musicians or those who could find no other employmentõ.210 

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 ôhackõ musicians, but their music and its performance formed an 

essential part of the social and cultural life in their areas.  

Patronage of the Arts in the form of the encouragement of the ôpeasantõ writer 

or musician is a feature of many of the items within the manuscripts. Northamptonshire 

poet and ôfiddlerõ John Clare was regarded by espousers of early nineteenth century 

ôprimitivismõ as a manifestation of ôthe noble savageõ. He owed much to the financial 

support of several benefactors, namely, The Marquis of Exeter, Lord Milton and 

Admiral Lord Restock. Clare was able to read and write music. Bate states: ôIt was 

probably schoolmaster Merissa who taught him the art of musical notationõ.211 
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Figure 6: ôHere we meet too soon to partõ. 

Above is a setting of Clareõs poem ôThe Meetingõ (ôHere we meet too soon to partõ) 

acknowledging the patronage of the Marquis of Exeter.212 The publication of such 

pieces must have fuelled Clareõs poetic and musical aspirations. The encouragement of 

the moneyed classes motivated both Clareõs writing and, I would suggest, his violin-

playing; it also likely motivated his compilation of a manuscript. The socioeconomic 

background for the compilation of musical manuscripts is an essential consideration, as 

has been shown throughout this thesis.  

2.3.2.6 Purism and Rendition 

The performance of material from the vernacular/folk music domain is subject to 

nebulous and ill-defined ideals. Individuals construct an image of how such music 

should sound and be interpreted. These notions are time-dependent. What is seen as 

acceptable to one generation shifts and transmutes to the next. Grainger and Vaughan 

Williamsõs settings and orchestrations of folk melodies bear little likeness to the 

attempts at verisimilitude seen in the interpretations of songs by Lloyd and McColl, later 
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in the twentieth century. 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 ôpurityõ of tradition. The differing style in renditions of Peter Pearsõs 

ôLark in the Clear Airõ and Bert Lloydõs ôLovely Joanõ highlights a vast chasm between 

artistic (classical Viennese) criteria and workersõ ideological rendition. The juxtaposition 

of such contrasting styles is a manifestation of conflicting high-to-low/low-to-high 

cultural interpretations. Lloyd claims the song for the people, the folk. His rendition is 

ôauthenticõ insomuch that it is a statement of political pride in proletariat culture, 

whereas the Pearsõ parlour/drawing room interpretation is based on the Classical 

Viennese Salon and Chamber music tradition. The Celebrated Working Mansõ Band 

created by Lloyd for his iconic recording of industrial folk song and music, The Iron 

Muse, gave basic renditions to pieces extracted from Bruce and Stakeõs Minstrelsy and 

the John Peacock and James Aird collections. Melodies from these printed collections 

from the late eighteenth and nineteenth century were allocated the role of signifying 

industrial music by Lloyd. 

 Authentication and verification by Lloyd for the ôindustrialõ credentials of these 

pieces is, as with much of Lloydsõ work, unsubstantiated. Expert opinion and approval 

of the likes of Sharp and Lloyd was sufficient historically to sway the beliefs and 

understanding of the majority as to the providence of instrumental ôfolkõ melodies. 

Myth-creation and fabrication is not always clear cut. Half-truths and hearsay contribute 

to what we want to be the actuality. Thus, Sharpõs extracts from The Dancing Master and 

Lloydõs industrial dance melodies become the music of the folk. What were ephemeral 

pieces are revived and given the stamp ôtraditionalõ merely because of their age and 

form.  

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

Their revival as ôtraditional folk musicõ feeds a search for our roots and desire to 
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establish our identity in a world where we are subjected to mass-media onslaughts of 

processed music packages from multinational controlled cyber-space. 

2.3.2.7 The Session 

Current interest in eighteenth and nineteenth century manuscripts is driven in part by 

performance in musical ôsessionsõ. Participation and interest in folk music is now 

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 in amateur choirs, 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 importance than the sound produced.  

 Participatory performance of folk dance music, usually occurring in public 

houses, has its own rules and conventions. These musical ôsessionsõ attempt to add 

security and familiarity to the ever-changing commercial demand for new material and 

innovation in the multinational popular music business. Niall Mackinnon devotes a 

chapter to ôThe Sessionõ in the 1993 publication The British Folk Scene.213 Since 

Mackinnonõs appraisal of the phenomenon, the network of these musical gatherings has 

developed significantly. A particular session might focus upon a particular aspect of 

traditional music, for example, Irish reels, Morris tunes, Northumbrian pipe music, etc.  

 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 

Irish ôseisi¼nõ may include song and has its own history, conventions, etiquette, 

hierarchical structure and boundaries; it forms the model for sessions found throughout 

the British Isles. Participation carries ideological significance. As Mackinnon states, ôthe 
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performance of music is dependent upon a whole range of musical, paramusical actions 

from which and through which it derives its meaning.õ214 Although sessions superficially 

involve straightforward performance, they incorporate complex interactions within their 

deceptive informality.  

The session musician is part of a musical sub-culture; the essence of her/his 

fulfilment is derived from participation. Pride is taken in being musically illiterate and 

learning ôby earõ, these being essential elements of the ôtraditionõ. However, session 

participants are often well-educated and middle-class, as were attendees at folk clubs in 

the 1990s.215 Session performance is often not intended for audience consumption, and 

the musicõs initial purpose as dance accompaniment is mostly disregarded. This is not a 

full consideration of this interesting development 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 

I have drawn attention to the shaky ground on which many of the assumptions 

pertaining to traditional music are based. Helen OõShea, in her recent publication The 

Making of Irish Traditional Music, demonstrates a more realistic view of traditional music 

in Ireland than many previous publications on the subject.216 She provides insight into 

current ôsessionõ practice in Ireland, with its male-dominated hierarchy, along with a 

critique of the growth of regionalism. The punning title of her work suggests 

fabrication, yet she manages to traverse the precarious tight-rope between the accepted 
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traditionalist stance and its deconstruction with skill. The fetishisation of musical style, 

personalities and locale are part of a commodification of traditional music; it becomes a 

national emblem, a facet of the tourist industry and a marketing exercise. The iconic 

cultural position of traditional music in Ireland is now very different from similar 

English music. Retrospective, revivalist curiosity may move on to aspects of traditional 

music other than handwritten manuscripts. The manuscript collections from the 

eighteenth and nineteenth centuries offer a real insight into popular culture and the lives 

and experiences of their compilers. Their re-contextualisation in the twenty-first century 

is bound to be problematic, but it is hoped that this work goes some way towards a true 

representation of their context and contents. 

3 Chapter Three: Foundations: John Playford and Early 

Compilations 

3.1 Introduction  

The foundations of what may be loosely defined as the ôtraditionalõ music of the British 

Isles may be traced back to the many hundreds of publications that saw light between 

1650 and 1850. The evidence that follows indicates that the corpus of music that 

constitutes the canon of ôfolkõ dance music drew upon a vast array of sources. By far the 

largest contributions to this canon were the country-dance publications of the late 

seventeenth and eighteenth century. The following is an examination of the genesis and 

early development of this canon. The key role of John 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 contents of the three manuscript compilations 

selected for scrutiny: Henry Atkinsonõs, William Vickersõs and Joshua Jacksonõs. The 
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scanned copies of the manuscripts of Atkinson and Vickers are readily accessible via the 

Folk Archive Resource North East website, and the writer possesses a photocopy of the 

Jackson manuscript.217 These primary sources give a clear indication of what was 

actually performedñrather than what was publishedñduring this period. There are 

other manuscripts from this period, but those selected give a clear indication of the 

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

3.2 John Playford (1623ð1686/7) 

This section concerns the foundations of  traditional music, the eighteenth century 

ôGolden Eraõ of country dance music and the political and social climate from which it 

emanated. Playford pioneered the publication of  country dance collections, which were 

to form the basis of  social dancing in stately homes and public assembly rooms 

throughout the country. These popular social dances transcended 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 in this aspect of  the arts. It 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 complicated by the passage of  time. While time offers 

hindsight, the vagaries of  diachronic ordering also 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 grew. Dance tunes and songs were, in turn, to form the basis of  the canon 

of  vernacular music that survives in large part to this day. The songs and dances of  this 
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period may be seen as a reaction to the Puritansõ aversion to worldliness. In 1650 the 

first signs of  this shift towards more permissive attitudes towards the Arts were 

emerging.  

The year 1650 has both political and musical significance. The English Civil War 

(1641ð1651) was drawing to a close ð the Battle of  Worcester (1651) saw victory for the 

Parliamentarians. Charles I had been executed in 1649, and the first signs of  a relenting 

of  Puritan austerity were beginning to emerge. The period of  the Commonwealth, the 

interregnum, brought with it a ban on public theatrical performance, which was not 

lifted until 1660, the year of Charles IIõs restoration to the throne of  England. In 1651, 

however, Playford published The English Dancing Master. (As Kidson points out: ôIt was 

really issued in November of  the preceding yearõ.218) The fact that Cromwell and the 

Parliamentarians allowed publication of  The English Dancing Master was a sign of  a shift 

towards greater tolerance and a change in attitudes towards the arts. Fidelico de 

Rocheforte writes: 

By personal inclination and family, Playford was a Royalist. 

One of his political tracts was The Perfect Narrative of the Tryal of 

the King, as well as others relating to the executions of royalist 

nobility. In November of 1649 a warrant was issued for his 

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

year until, on November 7, 1650, a stationerõs register was 

entered for The English Dancing Master. Apparently things had 

cooled off enough for him to return.219 

This first edition of  the Dancing Master is the only one to have ôEnglishõ in the title. All 
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subsequent editions are simply titled The Dancing Master. It may well be that this was an 

acknowledgement that the dances and their accompanying melodies were not solely 

English. Playford included in the publication pieces that were anything but English; for 

example, ôSkellamefagoõ (or ôDon Pedroõ) and ôScots Capõ (or ôEdinburgh Castleõ) are 

included in the collection.  

Cromwell himself  was not averse to musical enjoyment. Chappell notes that he 

employed a musician to teach his daughters, and concerts were given in his home.220  

In his examination of  musical activity during the Commonwealth, Chappell cites several 

other examples which demonstrate that Cromwell ôwas é a great lover of musicõ.221 

This is also borne out by Evelyn Wells in her exploration of  the links between 

Playfordõs dance melodies and broadside ballad tunes: ôMany of the Puritans loved 

music é even dancing was countenancedõ.222 The Reformation, notwithstanding, 

heralded an austere epoch for the arts. Max Weber documents the stifling of  worldliness 

and creativity:  

[A] scepticism descended like a frost on the life of òMerry old 

England.ó.é The theatre was obnoxious to the Puritans, and 

with the strict 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 not serving the glory of  God, but of  man, were 

always at hand to serve in deciding in favour of  sober utility as 
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against any artistic tendencies.223 

The impact of  the imposition of  this harsh regime was far-reaching; the Government 

prohibited maypole festivities and curtailed Christmas indulgence. As Weber points out, 

ôthe Puritan town government closed the theatre at Stratford-on-Avon while 

Shakespeare was still alive and residing there in his last yearsõ.224 The theatre was subject 

to the greatest censure amongst the arts. Secular song and social dance were permitted, 

as mentioned above, and Fraser emphasises that it was not dance that was 

objectionable: ôThe Puritan attitude to dancing was always rather to condemn the 

lasciviousness induced by it, than dancing itselfõ.225 Playfordõs wife ran a dancing school 

during the Interregnum, and her influence could account for his radical change from 

publishing political tracts to dancing manuals.226  

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

1651 edition of  The English Dancing Master for his publication of  Royalist tracts.227 He 

was arrested at the beginning of  December 1649; there is no record of  him having been 

imprisoned, but after that date his publishing efforts were directed towards music rather 

than politics. This appears to have been a major change in Playfordõs work policy, as 

Peter Lindenbaum illustrates: 

After é political publications, whether overtly Royalist or not, 

in 1651 Playford switched to the publication of  music.é 

[F]rom 1651 to the end of  the Interregnum, twenty-four of  

twenty-seven Playford publications were music or music related 

                                                 
223 Weber, Max, tr. Talcott Parsons, The Protestant Ethic and the Spirit of Capitalism, Dover, New York, 1958, 
pp.168 & 169. 
224 Ibid, p.274. 
225 Fraser, Antonia, Cromwell: Our Chief of Men, Weidenfield and Nicolson, London, 1977, p.464. 
226 Ibid, p.464. 
227 Lindenbaum, Peter, ôJohn Playford: Music and Politics in the Interregnumõ, Huntington Library Quarterly, 
Vol. 64, No. 1 / 2, 200, pp.124-138, University of California Press, 
http://www.jstor.org/stable/3817880, accessed 19.12.10. 



   

 135  

items.228  

This leads one to the conjecture that the publication of  country dances was a milder 

form of  protest against Puritanism than political tracts. 

The English Dancing Master was the first of  Playfordõs many music publications 

and the one that led to his domination in the music-publishing business in England until 

his death in 1686. His son, Henry, took over his business on his demise, publishing the 

eighth to twelfth editions of  The Dancing Master between 1690 and 1703.229 John Young 

was responsible for the publication of  the subsequent six editions, the last being 

published c1728. The country dance 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 the English Dancing Master, as de 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 write The English Dancing Master. Scholars 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 the book.230 

The publication utilised developments in music printing technology whilst gathering 

pieces into an easily accessible format. The work, then, is a collation from many sources 

and is of  great significance in cultural terms. The collection was innovative, and the 

many later editions give a clear indication of  its relevance and popular acceptance.  
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Robert Keller points out the significance and enormity of  the work, pointing 

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

[T]hese group social dances é were to dominate Western 

ballrooms for the next 150 years.é The series eventually grew 

to eighteen editions of the first volume (1651ð1728), four of a 

second (1710ð1728), and two of a third (1719?ð1726?) and long 

out-lived its originator. The three volumes eventually 

encompassed 1,053 unique 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 and 3 songs (ôDunmore Kateõ, ôMr Laneõs 

Magotõ and ôThe Quakers Danceõ).231 

The mere quantity of material contained in the volumes of The Dancing Master gives 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 II to the throne in 

1660, a reaction against Puritanism took place under this hedonistic, merry monarch. 

The theatres were opened again in 1660, and the bawdy Restoration Comedy became 

redolent of the times and reflected the antics of court. John Golby and A. 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 period, which lasted well into the 

eighteenth-century. Not only did the recreations and 
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institutions which had been suppressed ð theatre, gambling, 

maypoles, cock-fighting and brothels ð make a considerable 

come-back but gentlemen as Justices of  the Peace showed little 

enthusiasm for the role of  moral policemen.232 

They go on to point out that it was not until the late eighteenth century that there was ôa 

renewed call for moral regenerationõ.233 This was to take the form of  strict Victorian 

standards brought in with the rise of  Methodism and Non-conformist doctrines. The 

ebb and flow in standards of  morality is a reflected in corresponding changes in the Arts 

and is especially noticeable in popular song.  

 A great contrast in mores between Puritan rectitude and Restoration 

permissiveness is evident. Between 1698 and 1720, John Playfordõs youngest son, Henry 

Playford, published Wit and Mirth, or Pills to Purge Melancholy, a large collection of  songs 

of  which many were bawdy, containing either much double entendre or blatantly 

explicit verse. They were gathered together and many written by Thomas DõUrfey. This 

work, which in its final edition had six volumes containing more than 1000 songs, is 

very much a vocal cousin of  The Dancing Master. The Contemplatorõs Short Biography of  

Durfey, as his name was originally written, states: ôHis country songs were coarse and 

popular, dealing with common folk and their relationships.é His songs were often 

labelled as vulgar ð not without reasonõ.234 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 which came first, the dance melody or the song tune. For example, ô'Twas 

Within a Furlong of Edinbrough Townõ was arranged as a song by Purcell. The 
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Contemplatorõs Short Biography claims the piece was written DõUrfey, which it may well have 

been, but it also notes that ô[t]he tune is sometimes attributed to Henry Purcell (with 

whom DõUrfey often collaborated)õ.235 The piece was included in the 1696 supplement 

to the ninth edition of  The Dancing Master and forms part of  the core repertoire of  

British traditional music to this day.  

Many of  the melodies contained within the manuscripts this thesis examines 

were published in The Dancing Master and Wit and Mirth, or Pills to Purge Melancholy. There 

is a symbiotic relationship between dance and song collections, which share and 

interchange common tunes. Wellsõs essay, ôPlayford Tunes and Broadside Balladsõ, 

mentioned above, also demonstrates this point.236 

Playfordõs Dancing Master was the first of  the many publications of  country-

dance music produced to satisfy the demand for this popular pastime. John Playfordõs 

Division Violin (1684) provided some of  the melodies included in the Atkinson 

manuscript, and Henry Playfordõs Collection of  Original Scotch Tunes (1700) was the first 

publication of  Scottish tunes as a distinct national composition.237 The creation of  a 

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 interchange of  steps, figures and ideas. She states:  

We know that throughout Western dance history the cultivated 

arts of dance and music have relied on folk and òexoticó 

elements (whether real or imaginary) for fresh ideas, renewed 

vigour, and special character, eventually remaking them in the 
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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 

fads and tastes has been a strong force in the history of  the 

performing arts. In the sixteenth century 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. Certainly many of  the dance 

figures in our manuals such as hays, circles, turning oneõs 

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

worlds, their origin lost in the mists of  time.238 

I have quoted Sutton at length as her specialised insight sheds light on the 

interdependence of  courtly dance and folk dance. She cites ôEnglish manuscripts of  the 

Innes of  Court dating from the sixteenth and early seventeenth centuriesõ as one of ôthe 

chief  bases for the twentieth century revivalsõ in courtly dances.239 John Playford must 

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 of  Nobilà di Dame to the lower echelons of  society.  

 Playfordõs Dancing Master heralded in the publication of hundreds of collections 

of country dance 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 developments on the moulding of this canon. The 

performers who provided the music for dancing, a catalyst of social interaction and 

courtship, amassed their repertoires in manuscript collections of melodies.  
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 The scrutiny of publications and ideas on folk music of the twentieth century 

forms a basis for discussion in Chapter Six of this study. The role 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 in folk music coupled with nationalist fervour. This revival 

formed the basis of our ideas of folk and traditional music, claiming musical insight into 

national identity and character. Playfordõs publications may be regarded as the 

foundation on which these traditions were established.  

3.3 The Henry Atkinson Manuscript 

The cover of this book states: ôHenry Atkinsonõ, ôhis bookõ, ô1694õ. Like the other 

manuscript compilers in this study, Atkinson makes it abundantly clear to whom the 

book belongs. The volume is regarded as the earliest handwritten ôfiddlerõsõ manuscript 

book of  its type extant and is a remarkable historical and musicological find. For this 

artefact to have laid dormant, outside the care of  museum and library archives, for over 

three hundred years is a credit to its many custodians. A scanned copy is available on 

the Farne (Folk Archive Resource North East) website, run by the Gateshead council; this 

has been utilised for the purposes of  this study.240 The original manuscript is housed at 

the Gosforth Records Office, Newcastle upon Tyne.  

It is commonly believed that the compilation emanates from the northeast of  

England because it includes ôBobby Shaftoeõ, ôSir John Fenwickõ and ôWylam Awayõ, ôall 

of  whichõ, as the website states, ôhave continued to be played by pipers and fiddlers in 

the region to the present-dayõ.241 The Chatto family, who were custodians of  the volume 

as far back as the 1830s, hail from Northumberland, which further establishes its 
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northeast provenance. The websiteõs preface to the collection states: ôIn notes 

accompanying the manuscript, dated early to mid-nineteenth century, William A. Chatto 

also informs us that òHenry Atkinson é was a native of  the county of  

Northumberland, and lived in the neighbourhood of Hartburnóõ; Chatto does not say 

where he obtained this informationõ.242 Atkinsonõs compilation represents a wide 

selection of  popular music from his time. His broad-ranging repertoire encapsulates a 

non-genre-bound reflection of  the music of  the era.  

The Farne website approaches the manuscript from a traditional folk music 

stance, seeking to claim Atkinson as a ôfolk fiddlerõ, but the evidence suggests Atkinson 

was a capable musician on an instrument that was at a high point in its development and 

popularity during his life. Atkinsonõs manuscript contains much more than ôcountry 

danceõ music, and his compilation includes performance pieces, such as ôTolletts 

Groundõ, which demonstrate the wider violin repertoire. The indications are that 

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 bowing 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 are written in 6/4 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. 

 Atkinsonõs book measures 12cm x 20cm and is of a 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 
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editions of Playfordõs Dancing Master, yet others display considerable instrumental 

technique and musicality. I 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 entertainment of the more ôwell to doõ. Atkinson 

includes in his collection pieces from Playfordõs Division Violin (1685) and Walshõs 

Division Flute (1705). The Farne website states: 

This tune appears as ôTolletts Groundõ in Playfordõs The Division 

V iolin 1684 (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 printed version. He has all Playfordõs 22 strains, 

and in 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 the òGroundó is in fact strain 22 in Playford, 

whose own òGround basseó, written 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 texts.243 

I would assert that this piece provides us with tangible evidence that Atkinson was more 

a violinist than a rustic fiddler. The inclusion of this work in the manuscript shows that 

he was very much up-to-date with the current repertoire for his instrument. As briefly 

noted previously, the violin was very much the instrument du jour at this time, reaching 

a high point in its construction and technical development. The Farne website makes the 

assumption that Atkinson ôrecorded the music from aural circulationõ, but there is scant 
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evidence to justify such conjecture.244 The assumption results, I feel, from the compilers 

of the website imposing their predetermined concept of the ôtraditional folk fiddlerõ 

onto Atkinson. They might argue that variation from Playfordõs published melodies is 

evidence of the ôfolk processõ and vernacular style and usage. I would maintain, 

however, that such adaptation and adjustment is a feature of most musical performance 

and in fact an integral part of interpretation, ôfolkõ or otherwise.  

ôTollettõs Groundõ is a work that does not form part of the country-dance 

canon. It is a piece that would have the ôGroundõ played as a basis on which the violin 

divisions or variations are performed to demonstrate expertise on the violin ð this is for 

performance rather than dance or song accompaniment. As with 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 arrangements at this time, so it is not 

surprising that the contents of the volume are not supporting parts. Atkinson 

undoubtedly played with fellow musicians: we have a piece on page 47 that is in two 

parts, marked with the directions ô1st treble Mr Condiffõ and ô2nd treble Mrs Condiffõ, 

for example. As the website states, these parts were ôwritten so that two players can read 

them from different sides of the book, hence one appears upside downõ.245 This ôtable-

topõ scoring of instrumental and vocal music had been used for both secular and 

ecclesiastical music in parts for centuries.  

Matthew Spring mentions ôTollettõs Groundõ, along with other pieces, when 

examining the content of a Balcarres manuscript of pieces arranged for the lute. He 

states: ôThere are many slight melodic and rhythmical discrepancies between the printed 

versions and those in the Balcarres manuscript, but for the most part the violin line is 
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simply transposed down an octave é to suit the tessitura of the lute.õ246 The appearance 

of both ôTollettõs Groundõ and ôFarnellõs Groundõ in both the Balcarres and Atkinson 

manuscripts verifies that these pieces were indeed in ôcirculationõ amongst performing 

musicians at the end of the seventeenth century, as the Farne website claims. The 

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

that manuscript compilers selected pieces like ôTollettõs Groundõ from printed sources 

rather than by ear is one of the pivotal and recurring claims of this study.  

The inclusion of the piece ôA New Lessonõ, page 68, intimates pedagogy for 

either the treble violin or the dance floor. Given that detailed bowing is included in the 

manuscript and dance notation is absent, the former is most likely the case. The scarcity 

and high cost of printed music as well as the convenience of gathering desired pieces in 

one volume would have instigated the creation of Atkinsonõs manuscript. Emmerson 

considers similar Scottish manuscripts that relate to the English case. He writes, ôThese 

manuscript compilations [from the first half of the eighteenth century] testify to a 

demand for printed publications of Scottish music ð particularly dance music ð which 

was not being satisfiedõ.247 Emmerson does not consider the gathering of desired pieces 

in a single volume as an indicator of the compilerõs repertoire. What is significant about 

Atkinsonõs manuscript is not only its remarkable survival but the early demonstration of 

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 

canon of  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, Matthew, The Lute in Britain: A History of the Instrument and its Music, Oxford Early Music Series, 
Oxford University Press, 2006, p.481. 
247 Emmerson, George S., Rantinõ Pipe and Tremblinõ String: A History of Scottish Dance Music, McGill ð 
Queenõs University Press, Montreal, 1971, p.56. 



   

 145  

popularity of  Scottish music at the English court after the restoration. The content of  

the collection is not retrospective. It comprises current, recently published material in 

vogue at the end of the seventeenth century. Some pieces, such as ôOver the Hills and 

Far Awayõ, which is included twice, have remained in the popular and military music 

canon until the present day. The two versions in the manuscript show a virtually 

identical setting, both in C major, and there is no apparent reason for its duplication. 

Published versions of the song, contemporaneous to Atkinsonõs collection, are to be 

found in DõUrfeyõs Pills to Purge Melancholy (1706), George Farquharõs play The Recruiting 

Officer (1706), and Gayõs The Beggarõs Opera (1728). 

 We are currently locked into an obsessively genre-centric paradigm, which 

constructs boundaries rather than respecting a continuum, so many regard manuscripts 

like Atkinsonõs simply as folk music. In fact, Atkinsonõs manuscript reflects a key 

philosophy of  the era from which it emerges: pastoralism. The renaissance brought with 

it aspirations towards a rural Utopia, with works such as Sir Philip Sidneyõs Arcadia 

illustrating bucolic scenes of  dancing shepherds. Sydney writes:  

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

a square and the other two going a little wide of either é and 

the seventh man foremost.é In like order came out the seven 

appassionate shepherds, all keeping the pace of their foot by 

their voice and sundry consorted instruments.248  

Sir Philip Sidney (1554ð1586) did not live to see his work published. (Arcadia was first 

published in 1586). Katherine Duncan-Jones notes that the book was described by 

Horace Walpole in 1768 as ôtedious, lamentable, pedantic, pastoral romanceõ and by 

William Hazlitt in 1820 as ôone of the greatest monuments of the abuse of intellectual 
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power upon recordõ.249 Despite these later disparaging comments, though, the workõs 

popularity and pastoral theme reflected the aspirations of the time. ô[I]t was this literary 

centaur which was read for over three hundred yearsõ.250 The work gives us an insight 

into the sensibilities of the ladies and gentlemen who danced their ôcountry dancesõ to 

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 fantasy. 

Atkinsonõs manuscript relates closely to this cultural moment. It is a dancing 

masterõs or dance musicianõs tune book with a large proportion of the melodies taken 

from the Playford Dancing Master editions published between 1651 and 1728. The 

Atkinson manuscript, as I have stated, is dated 1694, by which time the eighth edition 

of the Playford work had been published, and ôThe Country Danceõ was well established 

amongst fashionable society. The 1651 first edition of the English Dancing Master is 

dedicated to ôgentlemenõ and appeals to bucolic myths of the time: ôThe Gentlemen of 

the Innes Of Court, whose sweet and ayry Activity has crowned their Grand 

Solemnities with Admiration to all Spectatorsõ.251 This was not the music of the 

peasantry but the construction of an upper-class 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 this study: 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 easily accessible and transportable format. Ownership is 
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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 fashionable dance melodies; it needs to be considered on its own terms 

rather than through the eyes of  twenty-first-century folk music revivalists. 

 

3.4 The William Vickers Manuscript 

This manuscript, dated 1770, is probably the most widely scrutinised and most written 

about of those under consideration. The work has been twice published under the 

editorship of Matt Seattle (1986ð7) in three parts and again in a single volume in 2008. 

It has proved to be a rich source of country-dance music, enhancing the repertoires of 

many musicians, especially from the northeast of England. In his introduction to the 

first volume in 1986, Seattle states: ôThe William Vickers collection is, in my view, 

among the most important collections of traditional music, published or unpublished, 

to have been made in the British Islesõ.252 There 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 manuscript is available on Gateshead 

Councilõs Farne Project website.253 The existence of a scanned copy available online 

signifies the documentõs import and provides a measure of the current interest in these 

collections. 

The significance of this work is summed up on the cover of the 2008 edition: 

ôWilliam Vickersõs tune book is one of the largest and most interesting English fiddle 
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manuscriptsõ.254 The editor may make the distinction that the collection is English 

because funding for the second edition was provided by the English Folk Dance and 

Song Society. I would maintain, however, that as with all the collections I am 

considering, such nationalistic boundaries were never foremost in the minds of the 

compilers. 

The collection of ñ as Vickers terms them ñ ôCountry Dancesõ forms a 

comprehensive insight into the repertoire of the dance musician of the second half of 

the eighteenth century. It is one of the earliest of the post-Playford manuscripts to have 

come to light. The collection includes a group of sixteen mostly consecutive 

cotillions.255 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 of selection and 

rejection of pieces that shaped the canon of the popular milieu. There were a large 

number of collections of country dances published during the eighteenth century, and 

this compilation reflects this vogue. Seattle, in his introduction to the 2008 edition, 

points out: ôVickers describes his collection as Country Dances but it is obvious that his 

interest is in the tunes rather than the dances they accompanyõ.256 It would appear that 

Seattle bases this conjecture on the non-inclusion of dance notation in the manuscript 

and the quantity of material therein. He seeks to impose the form of the current 

traditional ôsessionõ onto Vickers and his music. (There is no other evidence to verify 

the statement.) As the collection contains dance music, I would argue that dance was 

likely what it was used 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 
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the 1960s onward. Seattle assumes the compilation to be ôtraditional musicõ; the 

implication of his use of ôcollectionõ is that Vickers acquired the pieces in manner of 

collectors such as Sharp or Grainger. It is more likely, however, that Vickers obtained 

the volumeõs contents from printed sources or gathered them from the music books of 

other performers specifically for performance purposes.  

The compilation reflects Vickersõs personal character and tastes. The music is 

written mainly in one hand, presumably Vickersõs, but a small number of melodies 

indicate other contributors. This is not a retrospective collection, and few pieces from 

editions of The Dancing Master are included in the book. A wonderful insight into 

Vickersõs humour and character is demonstrated in the short verse ôOn Musicõ, included 

in the volume and quoted above (see section 1.1.10). 

This humorous verse gives an insight into Vickersõs attitude toward 

performance and his derisory regard for those by whom he was paid. Vickersõs use of 

the phrase òWell Paidó suggests he performed for monetary reward and would no 

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 placing together in one volume the melodies most 

suited to his and his audiencesõ tastes was an eminently sensible reason for the creation 

of the collection.  

The published editions of the music of Vickers are revivalist tools. A majority of 

the melodies within the volume had been long forgotten and removed from the popular 

canon. It is as a result of revivalist interest that the compilation has been published. 

Bohlman points out that ô[r]evival is an overt and explicit act of authenticationõ.257 The 

published editions of the Vickers volume are, correspondingly, not only an attempt to 

rekindle interest in the music but also to construct and authenticate the mythical ôfolk 
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fiddlerõ. As so little is known about Vickers, it is possible to attach to him an array of 

attributes that say more about revivalistsõ perceptions of rustic musicians fiddling in ale 

houses or accompanying dancing on the village green than about the actuality of 

Vickers himself. The revival of traditional music abounds with the ôfabrication of 

authenticityõ (to use Petersonõs phrase) and the belief in an organic cultural base for 

music, i.e. a music that is embedded in, and cultivated by, community.258 Bruce and 

Stoke used Vickersõs collection as a source of material for their Northumbrian Minstrelsy, 

thus establishing the collection as one of the cornerstones of Northumbrian music.259 

More than the music of its place, though, Vickersõs music was the music of his time. Its 

revival and publication imposes present day signification. Bohlman elucidates: 

Revival is, 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 allow new é values to assert 

themselves.260 

The Great Northern Tune Book, containing Vickersõs music, is a means by which the 

revivalist is able to link with the past, and the online manuscript adds reassuringly to the 

validation and authentication process.  
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When viewed objectively, the collection is a fascinating survival and an 

intriguing record of popular merrymaking. A ômission statementõ is contained in part 

three of the first edition of The Great Northern Tune Book: 

Their [dance melodies] current revival by leading musicians 

such as Alistair Anderson, John Kirkpatrick, Blowzabella and 

others, together with publications such as this, will é lead to a 

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

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

breadth of repertoire, scope for collective music-making, and 

opportunity for individual virtuosity.261 

This surmises the motives of current revivalists. The acquisition of repertoire for 

ôsessionõ performance is a retrospective exercise. The participants form a musically 

based subculture that shuns current popular music in an antiquarian, nostalgic quest for 

ômerry Englandõ. 

3.5 The Joshua Jackson Manuscript 

This section examines the manuscript book of violin player Joshua Jackson (1763ð

1839). It remains in the possession of the Jackson family of Harrogate. Folk song 

enthusiast David Howes stumbled on the collection whilst visiting the shop run by 

Jacksonõs descendants in the early 1970s. Howes and his associates brought it to the 

notice of the Folk Revival movement by issuing a recording on vinyl of a selection of 

pieces from the book in 1977. This attempt to re-contextualise 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 the twentieth century and into the twenty-first 
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century. Geoff and Liz Bowen and Robin and Rosalind Shepherd published a selection 

of pieces from the manuscript, directed at the folk dance music enthusiast, in 1998.262 

Describing the volume, they write: 

The Jackson Manuscript is a book of one hundred and fifty 

pages containing more than 500 handwritten tunes, songs and 

dances.é The collection is written on high quality paper, 

originally foolscap, cut in half and bound with leather into a 

book with heavy card covers.263 

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 

2011.264 Both volumes include a short biography of Jackson and his environs plus 

speculation about his music making. 

Like the compilers of the other 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 and the melody 

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 
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first and second lines of the melodies. In most of the manuscript, Jackson uses an 

implement to produce blots to indicate the position of the notes on the staff; he pens in 

the stems.  

  

Example 2 

In order to save space, the pieces do not always commence with a fresh stave. We see 

above that ôWhat a beau my granny wasõ follows on immediately after ôO thou were 

born to please meõ. Capitalisation is not used in titles and occasionally, as in example 2, 

dance instructions are written along with the melody. Two jigs are written together, and 

two common-time pieces are written one after the 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 some additional melodies. 

The content of the book is wide ranging and demonstrates the eclectic nature of 

Jackson and his audiences. We see on pages 34 and 36, below, how Handelõs ôSee the 

conquering heroõ and extracts from other works are included alongside pieces from the 

country-dance canon. This is a clear example of composed pieces ñ or, rather, melodic 

extracts from compositions ñ being employed in contexts other than those originally 
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intended. This crossover and fusion is a forerunner of sampling and even musical 

plagiarism.  

 

 

Example 3 
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Example 4 

There is much evidence to show that Arneõs ôWater Parted from the Seaõ was accepted 

into popular performance and circulation.265 An account of singing in the London 

streets of 1819 demonstrates the broad nature of popular song, ranging from the 

monotony of the songs of the street vendors to Italian opera. 

[I]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 muffins.é One would scarcely believe 

such absurdities in London, at a time when every hairdresserõs 

boy whistles Italian airs and even the footmen at the doors of 

the Kingõs Theatre hum ôWater Parted from the Sea.õ266 

                                                 
265 Arne, ôWater Parted from the Seaõ, Johns Hopkins University, Levy Sheet Music Collection, Box 029, Item 
041, URI, http://jhir.library.jhu.edu/handle/1774.2/2827, accessed 25.07.10. 
266 Urban, Sylvanus, The Gentlemanõs Magazine and Historical Chronicle, From January to June 1819, Volume 
LXXXIX, Nichols and Son, 1819, London, p.424. See: 
http://books.google.co.uk/books?id=_d4IAAAAIAAJ&pg=PA424&lpg=PA424&dq=water+parted+fr
om+the+sea+handel&source=bl&ots=jHQMTn-b0u&sig=7kwFf-
MV3Z5bERQyCV2_YWYNYFI&hl=en&ei=_llMTJ7MK5-y0gSN-
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Jacksonõs collection reflected popular taste, with the inclusion of such pieces by Arne 

and Handel. This is a clear example of the filtration of high culture through all levels of 

society and demonstrates the wide-ranging tastes of the time. 

Bowen and Shepherdõs writings on Jackson and his music give us an idealised 

picture of the man and the role of the manuscript book. As Rob Wegman points out, 

ôWe pick and choose, select and combine, whatever evidence we need to fill out the 

patterns we wish to perceiveõ.267 Under the heading ôMusic and Dancing in Jacksonõs 

Timeõ, Bowen and Shepherd write: 

There was considerable friendly interaction between the 

different classes and sections of society during Jacksonõs time 

and some of these events were enjoyed by both the landed 

gentry and their servants and tenants. It was common for the 

landowner to arrange an eveningõs entertainment for his 

servants. This was sometimes a dance and sometimes amateur 

theatricals, followed by a supper in the house.268 

Bowen and Shepherdõs vision of a rural idyll is questionable. It is an ideal that Bowen 

and Shepherd impose on Jackson in order to place him into the stereotypical category 

of ôFolk Fiddlerõ.  

The 1977 recording by Howes does not fall into this trap, with pieces given a 

wide range of interpretation beyond the straightjacket of the ôfolkõ genre. The inclusion 

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=0CDQQ6AEwBw#v=onepage&q=water
%20parted%20from%20the%20sea%20handel&f=false, accessed 25.07.10. 
267 Wegman, Rob C., ôHistorical Musicology: Is It Still Possible?õ, The Cultural Study of Music, a Critical 
Introduction, ed. Clayton, Herbert, Middleton, Routledge, New York and London, 2003, p.136. 
268 Bowen, G. and L. and R. and R. Shepherd, Tunes, Songs and Dances from 1798 Manuscript of Joshua Jackson, 
North Yorkshire Cornmiller and Musician, Yorkshire Dales Workshops, Ilkley, 1998, p.9. 
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the late twentieth-century drive towards verisimilitude and authenticity. Jim Bainbridge 

reviewed the re-issue of the album on CD.269 He writes: 

much of the musical rhythm is outside the current dance 

tradition, in that there are minuets, quadrilles and military items 

here. However, most òEnglishó bands would benefit from such 

variety as this and no doubt it will be well used by musicians in 

the coming millennium.270 

This review reflects the essence of my discourse, in that it recognises the multi-faceted 

nature of the content of Jacksonõs manuscript and other such collections. The Bowen 

and Shepherd publication fails to consider that a violinist of Jacksonõs ability would 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 

and beyond. I might suggest that the song ôCuddy Clumps first visit to Londonõ could 

describe Jacksonõs own experience in London.  

It isnõt long sin I first comõd fra the North and so you must 

needs think sirs 

Iõse a lad not easily hummõd unless it be when Iõse in drink sirs 

And somehow I donõt know which way but the folk up in town 

be so droll sirs 

That I must haõ been drunk every day for theyõve hummõd by 

gum one and all sirs.271 

The songõs ôstage Yorkshiremanõsõ anecdotal overtones could well belong to Jackson 

himself.  

                                                 
269 Various Artists, Trip to Harrogate, Fellside Recordings, FTSR2, cd, UK, 1999. 
270 Bainbridge, Jim, http://www.folkmusic.net/htmfiles/webrevs/ftsr2.htm, accessed 25.12.09. 
271 Bowen, G. and L. and  R. and R. Shepherd, Tunes, Songs and Dances from 1798 Manuscript of Joshua 
Jackson, North Yorkshire Cornmiller and Musician, Yorkshire Dales Workshops, Ilkley, 1998, p.67. 

http://www.folkmusic.net/htmfiles/webrevs/ftsr2.htm
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The Daily Universal Register of 1 January 1785 (which was the forerunner of The 

Times) carries an advertisement for The Follies of the Day, Or, The Marriage of Figaro along 

with a New Pantomime, The Magic Cavern, Or, Virtueõs Triumph.272 The advertisement is as 

follows:  

    Figure 7: The Daily Universal Register, 1785 

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 

songs 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 into the manuscripts of the likes of Jacksonõs. 

The stage was a major source of material for broadside ballads. As John Holloway and 

Joan Black point out: ô[T]he major London ballad printers were quite willing to print 

songs and ballads that originated in the concert hall or else were composed for many 

levelsõ.273 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 

blocks. They cite several examples. For instance, ôThe block above the òDustmanõs 

                                                 
272 The Times, 225th Anniversary, edition, 01.01.10. 
273 Holloway, John and Joan Black eds., Later English Broadside Ballads, Routledge Kegan Paul, London, in 
two vols., vol. II, 1979, p.5. 
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Delightó shows a shepherdess, facing front, her arms in a characteristic stage singerõs 

gesture, as she stands against a stagily symmetrical backgroundõ.274 

During the Regency period there was a shift in popular culture. As Golby and 

Purdue point out, ôAn older popular culture ð customary, and in which work and 

popular amusements dovetailed with each other ð decayed and modern leisure emerged, 

commercial and individualisticõ.275 Within the Jackson collection we see evidence of 

country dance pieces that are easily traceable to Playfordõs Dancing Master; we see early 

ballad operas alongside contemporary hornpipes, illustrating the constant shift in the 

makeup of the country dance canon. Jacksonõs collection demonstrates a shift away 

from the ôolder popular cultureõ in its inclusion of pieces from the theatrical music stage, 

glee songs and pieces from popular writers such as Dibdin.  

Each of the manuscripts under consideration in this work gives similarly 

fascinating glimpses into the evolution of the social dance and popular music repertoire. 

Dance instructions are included in Jacksonõs manuscript. Often brief, these appear to be 

in the same format as those to be found in the country-dance music publications of 

John Walsh senior (1665/6ð1736) and John Walsh junior (1709ð1766). Their 

publications were but a few of the hundreds of such collections published during the 

eighteenth century. Alongside the publication of Handelõs works, their published 

country dance collections include: 

Twenty Four New Country Dances for the Year 1713 

Twenty Four New Country Dances for the Year 1714 

The Merry Musician, parts I-IV (1716ð1733) 

The Complete Dancing Master (1718) 

The Complete Dancing Master, Book II (1719) 

                                                 
274 Ibid, vol. I, 1975, p.5. 
275 Golby, J. M. and A. W. Purdue, The Civilisation of the Crowd: Popular Culture in England 1750ð1900, Sutton 
Publishing, Trowbridge, 1999, p.64. 
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Twenty Four New Country Dances for the Year 1726 

The New Country Dancing Master (1728) 

Twenty Four New Country Dances for the Year 1731 

The Third Book of the Most Celebrated Jiggs (1731) 

Twenty Four New Country Dances for the Year 1732 

Thirty New and Choice Country Dances (1735) 

Twenty Four New Country Dances for the Year 1736 

Caledonian Country Dances, Books I-III (1737ð1740) 

Twenty Four New Country Dances for the Year 1742 

Twenty Four New Country Dances for the Year 1745 

Caledonian Country Dances, Book IV (1745) 

Twenty Four New Country Dances for the Year 1748 

Twenty Four New Country Dances for the Year 1750 

Twenty Four New Country Dances for the Year 1751 

The Complete Country Dancing Master, Volume V (1755) 

Caledonian Country Dances, Volume II, part II (1760) 

Twenty Four New Country Dances for the Year 1763 

I itemise this incomplete list of country-dance collections from the Walshesõ publishing 

house to exemplify the vast number of such collections printed during what must be 

regarded as the golden age of the country dance.276 Below the title page of a composite 

volume of Walshõs publications held at the National Library of Scotland appears the 

following:277 

                                                 
276 Fleischmann, Aloys and Mícheál Ó Súilleabháin, Sources of Irish Traditional Music C. 1600ð1855, in 2 
vols., Galland, New York and London, 1998, pp.VIðVII.  
277 A composite music volume containing Country Dances Selected as Performõd at Court and all Publick 
Assemblies and Entertainments Part 1 & 2, and Caledonian Country Dances Being a Collection of all the Celebrated 
Scotch and English Country Dances Now in V ogue, with Proper Directions to Each Dance, 1748. National Library of 
Scotland. http://www.archive.org/stream/acompositemusicv01rugg#page/n10/mode/1up, accessed 
12.12.11. 
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                            Figure 8: Composite country dance volume. 

The reference to the ôCourtõ is reminiscent of Playfordõs introduction to the English 

Dancing Master and 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 pieces published by Walsh (i.e., minuets by Handel, opera, 

theatre and song melody), a broad selection of music reminiscent of that found in 

Jacksonõs manuscript. 

 The first volume of pieces from the Jackson manuscript focused on social dance 

melodies and notation. Following on from Wegmanõs argument above, Bowen and 

Shepherd selected the contents of Jacksonõs manuscript that suited their publication 

agenda, i.e., to meet the requirements of revivalist interest in traditional music and 

dance. Many of the pieces showing the diverse nature of Jacksonõs repertoire are 

omitted from this first volume, giving the impression that Jackson had restricted 

musical capabilities and tastes. The second volume of the publication of the Jackson 

Manuscript, by R. and R Shepherd, contains many pieces that fall outside the country-

dance form. There are pieces from collections such as Walshõs, with the addition of glee 

songs, martial music and short classical pieces. These recent publications both contain 
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lists of the full content of the manuscript, which includes both ôartõ and ôfolkõ items. 

One can only speculate as to how many pieces have been lost from folk revivalist 

collections because of their lacking ôfolkõ pedigree.  

This significant manuscript of Jacksonõs encapsulates his broad, eclectic musical 

tastes. From the evidence presented in both published volumes, Jackson appears to 

have been a ôwell-to-doõ businessman, with enough expertise on the violin to pursue 

musical diversions. The inclusion of such pieces as, for example, ôTrip to Castle 

Howardõ, ôWeatherby Grangeõ, and ôLilling Hallõ, maintains the aristocratic aspirations of 

the country-dance idiom. The prosperous spa town of Harrogate must have given 

violinist Jackson and similar musicians ample opportunity to engage in music-making. 

Jacksonõs compilation gives us a clear insight into the popular music performed in a 

provincial spa town at the outset of the nineteenth century. 

There are errors in Jacksonõs notation. For example, ôPeacock Follow the Henõ 

is written in 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 

towards the end of the bookõ.278 Again we have the ôfolk music collectorõ imposed upon 

the compiler of the collection.  

Susan Wollenberg has drawn attention to the ôNational Musicõ collection of 

John Baptist Malchair (1730ð1812), which is a compilation of melodies taken from ôthe 

fieldõ. Malchair, ôleader of the Oxford Music Room (later the Holywell Music Room) 

band in 1760õ, was a skilled musician.279 Wollenberg describes his mode of working: 

ôMalchair had trained his ear and the consciously retentive part of his memory to serve 

                                                 
278 Shepherd, Robin, English Dance and Song, vol. 73, no. 2, Summer, 2011, English Folk Dance and Song 
Society, London, p.22. 
279 Wollenberg, Susan, ôJohn Baptist Malchair of Oxford and His Collection of òNational Musicóõ, Rachel 
Cowgill and Peter Holman eds., Music in the British Provinces: 1690ð1914, Ashgate, Aldershot, 2007. 
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him as recording agents, and as soon as he heard a tune they sprang into actionõ.280 How 

many melodies Jackson wrote down from memory we will never know. The German-

born Wollenberg was an observer/notary of vernacular music ñ an outsider, not a 

participant. I suggest that much of Jacksonõs material was copied from printed sources, 

directly or indirectly. Untitled tunes abound in the manuscripts Campbell I and Leadley I, 

all of which appear to be martial music deployed during the Napoleonic wars. This leads 

to speculation as to the existence of a common source for such material. Melodies were 

published with generic titles or with no titles, for example, in works such as Patrick 

McDonaldõs A Collection of Highland and Vocal Airs (1784).281 The eighteen untitled pieces 

in McDonaldõs collection appear to have been taken from the repertoire of the highland 

bagpipes. 

 Shepherd, in his description of the compilation, acknowledges the diversity of 

Jacksonõs music, such that it would appeal to ôall levels of societyõ and be deployed in a 

variety of social contexts and venues.282 The collection demonstrates the uniformity and 

consistency of popular pieces of the time, featuring compositions by Dibdin, William 

Felton, Handel, etc. Jacksonõs compilation makes an interesting comparison, in terms of 

contents, to the contemporary collection and musical manuscripts of Jane Austen.283 

The most noticeable differences appear to have been dictated not only by class disparity 

but by the instruments on which the collectionsõ contents were intended to be played, 

i.e., violin or piano. The sources of Jacksonõs music warrant fuller investigation, 

especially pieces of theatrical music from the provinces. It is a significant collection 

                                                 
280 Ibid, p.153. 
281 Fleischmann, Aloys and Mícheál Ó Súilleabháin, Sources of Irish Traditional Music C. 1600ð1855, in 2 
vols., Galland, New York and London, 1998, p.404. 
282 Shepherd, Robin, English Dance and Song, vol. 73, no. 2, Summer, 2011, English Folk Dance and Song 
Society, London, p.23. 
283 Gammie, Ian and Derek McCulloch, Jane Austenõs Music: The Musical World of Jane Austen, Corda Music 
Publications, St. Albans, 1996. 
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illustrating the diverse nature of the musical landscape at the outset of the nineteenth 

century. 

 

3.6 Conclusion to Chapter Three  

The examinations of the manuscript compilations of Atkinson, Vickers and Jackson 

reveal that the compilationsõ contents reflect the current musical tastes of the times 

from which they emanate. These are not retrospective collections. Some pieces are 

carried forward from Playfordõs foundation via Atkinsonõs compilation all the way 

through to Jacksonõs. There is a canon of music common to all three compilers, but 

each manuscript also contains its own unique character, contributing toward a process 

that endorsed and recorded the ôpopularõ. 

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 during the early part of 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 Playford in the mid- to late seventeenth century. Vickersõs collection in particular 

illustrates a ôhigh pointõ in the popularity of this form of social dance. These are 

demand-driven compilations. 

The three volumes are of the same format and indeed similar to the first edition 

of Playford. They are an eminently practical 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 makes the ownership 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 ownership and popularity after 1800.  

 The compilers demonstrate varying degrees of musical 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 social dance melodies, 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 end of the eighteenth century. This 

expansion is borne out by Gammie and McCullochõs observations on the broad nature 

of the music included in the musical manuscripts of Jane Austen.284 The rate of change 

in the form of the music and the augmentation of its diversity gains 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 makes possible the 

dual deployment of melodies as both marches and dance tunes. One can only speculate 

as to whether the likes of Jackson may have been employed by officers for dances in 

their Mess in the garrison town of Ripon or the assembly balls of cities such as York.  

One of the main commonalities amongst the three manuscripts is that they all 

show that the association of music with place is often a spurious linkage. ôThe Long 

Room of Scarboroughõ (i.e., the assembly room) provides the title of a slip jig contained 

in both Vickersõs and Jacksonõs collections. The inclusion of the piece in both 

collections does not tie the musicians to Scarborough, but it illustrates the overlap of 

material between them. Claims by the Farne archive that both the Atkinson and the 

Vickers manuscript represent a continuing, distinctively northeast-England musical 

                                                 
284 Gammie, Ian and Derek McCulloch, Jane Austenõs Music: The Musical World of Jane Austen, Corda Music 
Publications, St. Albans, 1996. 



   

 166  

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 than any particular enclave. This commonality of vernacular musical repertoire 

found in the British Isles must stem from printed collections like Airdõs. For example, 

Aird printed ôThe Long Room of Scarboroughõ, mentioned above, in volume one of his 

collection, which likely led to its inclusion in compilations like Vickersõs and Jacksonõs.  

ôThe Long Room of Scarboroughõ is only one example of compilers drawing 

upon printed sources. The contents of these volumes are a complex web derived from 

diverse sources. To categorise these musicians simply as ôfolk fiddlersõ imposes 

constraints on our current perceptions of their musicianship and audiences. This thesis 

contributes to the understanding and the unravelling of the many facets of the 

repertoires of eighteenth-century working musicians by going beyond a ôfolkõ paradigm. 

4 Chapter Four: Campbell I Manuscript 

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 1970s. When I recently asked Peter Miller 

(of Ken Spelmanõs bookshop in Micklegate, York) where he had obtained the book, he 

could not recall. The first element of this section comprises a description of the bookõs 

physical properties and a statistical examination of its content. Throughout this section, 

I will explore how the manuscript reflects the needs of its compiler and his/her 

performance requirements.  

The volume is bound in pigskin, measures 225 x 135 mm and has 86 

unnumbered pages. When the book was first acquired, 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 general condition 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 I would suggest it has lain dormant for many years. The 

paper used for the volume is of good quality. Watermark lines are to be found on many 

pages and a fleur-de-lis 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 evidence of three consecutive leaves having been torn from the book; 

they may or may not have had melodies written on them. At the point in the book 

where the three pages are missing, there is a transition from melodies with titles to those 

unnamed, and the numbering 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 book lack titles, it is difficult to identify some of the tunes. A 

number of melodies are easily identifiable as they form part of the core repertoire 

played at the beginning of the nineteenth century. For example, the unnumbered tune at 

the bottom of p.46 (#96a, my numbering) is recognizable as ôLa Belle Catherineõ, and 

the D-major setting ôThe Masonõs Apronõ is identifiable on p.48 (#100). In order to 

assist with the identification of melodies, this thesis lists the content of the manuscript 

as incipits, distinguishing those with a C base from those with a G base. (See Appendix 

1.) These incipits will also assist in the future identification of melodies from this and 

other compilations. 

The volume, I suggest, would have contained 48 leaves, so either a further two 

are missing, or 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 throughout, the first 116 

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 I 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 production of this 

collection. The high quality of the paper has restricted the amount of the ôbleed-

throughõ ð that is, ink from one page soaking through to the obverse page ð but some 

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. I base this 

assertion on the varying intensity and depth of the lines drawn. Brause music-ruling pen 

nibs are still 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 are exceptions to this practice. See ôBardõs Legacyõ, 

ôSweet Kathlane Macreeõ and ôCushlamachreeõ, for example, which do not begin on 

separate lines; instead, they have been written subsequent to the original preparation of 

the manuscript into empty staves at the bottom of consecutive pages. (Ms. pages 66 and 

67). ôAbram Newlandõ (pages 18/ 19), ôGod Save the Kingõ (pages 22/23) and ôThe Little 

Harvest Roseõ (pages 68/69) similarly run across the bottom staves of adjacent pages. 

Pages 65, 72, 73 and 76 have the last staff left blank.  

There are no pieces that require the turning of a page, 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. The musical notation is 

consistently neat throughout the volume, with the exception a few hastily written 
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melodies. The handwriting is uniform throughout and appears to be the work of one 

scribe. There is evidence of the writer drawing a straight line, in pencil, on which to 

write the title of each piece. I would 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 dynamics are given in very few cases. Page 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 consistent with the 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 instruments, such as the clarinet, fife 

or flute ð for example, those found in the march ôCary Owenõ (ms. page 48, #102, see 

page 233). Many of the pieces have been transposed from their published keys and have 

been arranged to suit woodwind instruments (as with Leadleyõs manuscript I), with 

many pieces set in C and F major in a high register.  

 The airs in the manuscript are mainly made up of simple four- or eight-bar 

phrases that are repeated and then followed by a similar four- or eight-bar development 

(what the Irish call the ôturnõ of the tune); this is also repeated. This is the standard form 

of the majority of country-dance melodies and many marches. There are, of course, 

variations on this form. For example, eight-bar A sections are sometimes coupled with 

sixteen-bar 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 or cornet. One 

piece, ôThe Duke of Kentõs Marchõ (page 255), is arranged for two clarinets and a fife. 
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This piece is scored in C major for the clarinets and D major for the fife. The D-major 

part is marked ôC Fifeõ, which would have sounded a whole tone lower.  

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 one time 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 date from which it emanates. ôGod save the Kingõ tells us that the volume 

must predate the reign of Victoria, who ascended to the throne in 1837. Other pieces 

also give us some approximate indication of its date, for example, ôNelsonõs Waltzõ and 

ôLady Hamiltonõs New Waltzõ. Nelson died in 1805, but his heroic fame, along with 

gossip surrounding his affair with Lady Hamilton, lived on for many years after his 

death. Lady Emma Hamilton died in 1815 in poverty in France. On the basis of this and 

other evidence, I suggest that the 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 paper used to construct the 

volume. John Budgen of Dartford Mill, Dartford, Kent, made the paper before he went 

into partnership with George Wilmott in 1812.285 Bower states in his analysis that the 

ôpaper was probably made between 1808 and 1812õ. This reinforces my conjecture that 

the date of the manuscript is c. 1810. As stated, Budgenõs paper is of good quality, and 

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 form and also that the 

                                                 
285 See 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 indicates that the melodies, though carefully 

written, were entered into the book over a short timescale. As there are few errors and 

corrections, I would further suggest that the scribe was accustomed to writing musical 

notation with a considerable degree of accuracy. It is impossible 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, I suspect that the 

former is the case. However, the settings of the more common melodies included in the 

manuscript demonstrate well-tried versions and adaptations with elements of 

sophistication and subtlety. For example, the tune of ôBrighton Campõ is set in 6/8 time 

as opposed to the more usual 2/4 time (p.215). This is an unusual adaptation of the 

melody, one not to be found in printed collections.  

Other pieces suggest printed sources. Indeed, in some instances consecutive 

pieces suggest a common printed source. For example, ôThe fair Womanõ (ms. #153), 

ôTurn Thy Wandõring Steps, Fair Maidõ (ms. #154), ôThe Wandering Harperõ (ms. 

#155), ôI was the boy for bewitching themõ and ôCushlamachreeõ (ms. #156) were all 

printed in B. Crosbyõs The Irish Musical Repository (London, 1808). These four 

consecutive pieces, with #155 being an identical setting, were most likely taken from 

this 1808 collection. Crosbyõs publication also contains ôSweet Kathleen Macreeõ (ms. 

#150) and ôThe Lakes of Killarneyõ (ms. #166). The publication contained current, 

fashionable pieces that were utilised by the compiler of the manuscript. Like Atkinsonõs, 

Vickersõs and Jacksonõs, the Campbell I collection is emblematic of 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 canon. The process of selection 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 

ôhookõ? This filtration process is evident throughout the manuscript, and a bespoke 

collection is the result.  

 The selection process took into consideration the demands of the compilersõ 

prospective audience. In the eighteenth century army officers paid musicians for 

providing the music for entertainment and social functions. Murray writes:  

The officers of the eighteenth century 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 social occasion. It was 

é a logical step for the officers to provide themselves 

with music of a similar sort to solace their leisure hours. 

The officers é had to finance the project themselves 

usually by paying a monthly subscription into a band 

fund.é [In 1803] authority was 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 non-commissioned officer was allowed to be 

employed as òMaster of the Bandó286 

Such band-masters may well have compiled the Campbell I manuscript 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, David, Music of the Scottish Regiments, Mercat Press, Edinburgh, 2001, p.79. 
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of musicians. A broadside ballad of the time, ôThe Local Militiaõ, by J. Jennings of Fleet 

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 away.287  

This ballad illustrates the use of music as a tool for instilling military discipline into the 

corps of troops. Music was often an essential part of the marching drill for militiamen.  

Holloway and Black, who printed the ballad in their collection Later English 

Broadside Ballads, set the context for the composition of the ballad: 

In 1803, about 45,000 men were raised for the militia, and 

in 1806 an Act was passed to raise 60,000 men. 

Difficulties were experienced, and in 1808 the local militia 

was established. ôLord - - - õ was left blank so that the gap 

could be filled in with the name of the local commanding 

officer (the Lord Lieutenant).288 

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 

                                                 
287 Holloway, John and Joan Black, eds., Later English Broadside Ballads, Routledge and Kegan Paul, 
London, in two vols., vol. I, vol. II, 1979, p.192. 
288 Ibid, p.193. 
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focus. The inclusion of many social dance melodies suggests that the volume may well 

have been used for officersõ mess entertainment as well as drill and parade purposes.  

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 Reeve, contains [March], ôBattleõ, ôGroans of the Woundedõ, ôRetreatõ, ôQuick 

Stepõ, and ôDance after the Battleõ. ôGroans of the Woundedõ precedes ôDance after the 

Battleõ, revelry following horror. ôDance of the Battleõ is a humble attempt at 

triumphalism in comparison to the scale of the climax of Tchaikovskyõs 1812 Overture, 

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 martial nature of the pieces. Reeveõs composite piece, 

with its six distinct elements, falls outside the AABB form of the majority of the pieces 

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 the sociability of the 

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 recipient. Vernacular music utilises 

sounds to evoke chickens, hounds and horses ð the sounds of everyday life. The canon 

of traditional music features ôJennyõs Chickensõ, ôThe Hens March to the Middenõ, 

ôMeggyõs Footõ and the epic ôFox Chaseõ, and there are many other examples of such 

pieces to be found within the traditional music canon.  
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Later examples may be found within other popular musical genres. In jazz, blues 

and pop, the sound of transport is often mimicked, with the car taking over from the 

train in the second half of the twentieth century as a dominating force within all urban 

life. There is a wide acceptance of this sonic canvass, as over the years we have heard 

ôTake the 'A' Trainõ, ôThe Chattanooga Cho Choõ and Gary Newmanõs ôIn Carsõ, which 

create a musical backdrop to our hurried existence. BBCõs Top Gear presenters screech 

around the racetrack to the Allman Brothers Bandõs instrumental hit ôJessicaõ, generating 

excitement spiked with danger in a gas-guzzlerõs frenzy. The marching band of the early 

nineteenth 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 theatre 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 the contents of 

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 performed in military ensembles 

of this era, encompassing repertoires like those contained in this manuscript, laid the 

foundations for the development of the brass band movement later in the eighteenth 

century. Trevor Herbert acknowledges this impact of the militia and church bands in 

the formation of the brass band movement.289 The first brass band was formed in 

Stalybridge in 1809. The interplay between church bands, social dance bands, brass 

                                                 
289 Herbert, Trevor, The British Brass Band: A Musical and Social History, Oxford University Press, Oxford, 
2002, p.15. 
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concert and marching bands is evident to this day, with musicians moving freely 

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 ongoing task. 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 are included in Appendix 4 to give the reader a full overview of the 

contents of the manuscript. Unnumbered pieces have been allocated bracketed 

numbers, thus: [#]. Melodies juxtaposed in the manuscript sometimes appear to 

emanate from common sources. They contain similar rhythmical and 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 some melodies remain 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 example, the titles have been 

written around high-register notation. The task of titling appears never to have been 

completed; some pieces, perhaps, 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 

been shortened, 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 been 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 example: Maggie, Maggy, 

Moggy, Lauder, Lauther, Lawder, and Laidir. For the song melody, which was published 

in Dublin (1724290), see Fleischmannõs Sources of Irish Traditional Music,291 #442, Vol. I. 

For the instrumental version, published in London (1738),292 see #783, Vol. I. The 

melody has appeared in many subsequent publications through to the twenty-first 

century. Variations have been adapted for violin, Scottish pipes, Northumbrian pipes, 

and Border pipes. Seattle writes:  

Like other òbigó tunes, òMaggie Lauderó does not have a fixed 

form but appears to behave like a living entity, evolving and 

taking on different characteristics in different environments. It 

                                                 
290 Neale, John and William, A Collection of the Most Celebrated Scotch Tunes for the Violin: Being all dyferent from 
any yet printed in London and carefully corrected by the Best Masters, Dublin, 1724. See Feischmann, vol. I, p.84. 
291 Fleischmann, Aloys and Mícheál Ó Súilleabháin, Sources of Irish Traditional Music C. 1600ð1855, in 2 
vols., Galland, New York and London, 1998. 
292 Cooke, Benjamin, Twenty Four Country Dances for the Year 1738: With Proper Tunes Figures or Directions to 
Each Dance. The Dances Performõd at Court and Publick Entertainments, the Tunes Proper for the Violin, German 
Flute or Hoboy, and Several of Them within the Compass of the Flute, London, 1738. See Feischmann, vol. I, p.84. 
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changes according to where and when it is played, on which 

instrument and by whom.293 

Seattleõs examination of the melody cites ten settings for bagpipes, violin, etc., along 

with capacious notes and analysis, much of which is valid. His evidence demonstrates 

that the melody of ôMaggie Lawderõ lends itself readily to variation. This adaptability 

may account, in part, for its sustained popularity amongst pipers and fiddlers wishing to 

demonstrate mastery of their chosen instrument. 

A version is contained in the manuscript compilation of James Winder (1835ð

41).294 The inclusion of ôMaggie Lawderõ in Winderõs book is further evidence of the 

melodyõs popularity during the first half of the nineteenth century. Like the majority of 

the settings of this melody, Winderõs version is set in D major. His version comprises 

three sections whereas the Campbell I manuscript setting, in C major, has only two. Chris 

Partington writes in 2004, ô[I]t is possible that his [James Winderõs] instrument, at least 

on some occasions, was the clarinetõ; the same might be observed of Campbell I.295 

The melody, along with variations, has been published as recently as 2000 as 

part of the repertoire of the Clough dynasty of Northumbrian pipers, which 

demonstrates its well established place in the canon of traditional melodies (as does 

Seattleõs analysis of 2009).296 This melody was added to the collection after 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 appearance.  

 

                                                 
293 Seattle, Matt, The Lowland & Border Pipersõ Society, wesite, 
http://lbps.net/MaggieLauder/06ghb.html, accessed 31.07.09. 
294 Http://www.qualmograph.org.uk/tunebookstuff/images/scans/Winder_2_HSJJ/007.75, accessed 
25.09.08. 
295 Partington, Chris, The Village Music Project, Sept. 2004, http://www.village-music-
project.org.uk/info_files/winder_jas_info.htm, accessed 31.07.09. 
296 Ormston, Chris and Julia Say, The Clough Family of Newsham, Northumbrian Pipersõ Society, Newcastle, 
2000, p.98. 

http://lbps.net/MaggieLauder/06ghb.html
http://lbps.net/MaggieLauder/06ghb.html
http://lbps.net/MaggieLauder/06ghb.html
http://lbps.net/MaggieLauder/06ghb.html
http://lbps.net/MaggieLauder/06ghb.html
http://lbps.net/MaggieLauder/06ghb.html
http://www.qualmograph.org.uk/tunebookstuff/images/scans/Winder_2_HSJJ/007.75
http://www.village-music-project.org.uk/info_files/winder_jas_info.htm
http://www.village-music-project.org.uk/info_files/winder_jas_info.htm
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Rule Britania [sic], p.1 #1. 

 

ôRule Britanniaõ was composed by Thomas Arne (1710ð1778). Chappell, writing in 

1855, states:  

The music of this òode in honour of Great Britain,ó which, 

according to Southey,297 òwill be the political hymn of this 

country as long as she maintains her political power,ó was 

composed by Dr Arne for his masque of Alfred, and first 

performed at Cliefden House, near Maidenhead, on August 1, 

1740.298   

Chappell attributes the words of the piece to the Scottish poet James Thomson, who 

co-wrote Alfred with David Mallet.299 Sir Richard Southeyõs prediction has certainly 

proved true. Both the song and melody have found their way into works by Handel, 

Beethoven, Wagner, Strauss, et al., and it remains, to this day, one of the most well-

known of British national songs. The title is spelt and punctuated as ôRule, Britannia!õ in 

the original composition, but the compiler of this manuscript uses a single ônõ in 

ôBritaniaõ and omits the punctuation. This spelling variation is only one of many that 

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, especially in light of the fact 

that the volume was more than likely the property of a military bandsman. The lines 

ôBritons never, never, never will [shall] be slavesõ must have summarised the 

                                                 
297 Robert Southey (1774ð1843), an English poet, biographer, essayist. 
298 Chappell, William, The Ballad Literature and Popular Music of the Olden Time, 2 vols., London 1855, 
reprinted Dover, New York, 1965. 
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determination instilled within the members of the militia throughout the country when 

the threat of a French invasion seemed imminent at the outset of the nineteenth 

century. ôRule, Britanniaõ, along with ôSpeed the Ploughõ, is today the regimental march 

of the Royal Norfolk Regiment, demonstrating its continuing attachment to the military. 

The song continues to be performed alongside Sir Henry Woodõs Fantasia on British Sea 

Songs in the jingoistic culmination to the BBCõs Last Night of the Proms. 

 

The Harriott, p.1, #2. 

 

ôThe Harriottõ is from Thompsonõs Compleat Collection of 200 FAVOURITE COUNTRY 

DANCES, Vol. IV (c.1780). The Company of Fifers and Drummers website demonstrates 

extensive use of this march by re-enactment fife and drum bands in the United States.300 

For example: 

                                                 
300 The Company of Fifers & Drummers, P.O. Box 277, Ivoryton, CT, http://companyoffifeanddrum.org/, 
accessed 12.07.10. 
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   Figure 9: ôThe Harriottõ 

There is a transposed setting of the piece in the manuscript of John Rook , p.44.301  

 

 

Willie was a wanton wag, p.1, #3. 

 

Early printings of this piece are to be found in Fleischmann and Ó Súilleabháin, Vol. I 

#702, p.127. These include W. Thomsonõs Orpheus Caledonious: or, A Collection Of Scots 

Songs Set to Musick by W. Thomson. and James Johnsonõs The Scots musical Museum, in six 

volumes, Consisting of Six Hundred Songs with proper Basses for the Piano Forte (Edinburgh, 

                                                 
301 Rook, John, Ms., Multum in Parvo, 
http://www.cl.cam.ac.uk/~rja14/musicfiles/rook/rook_pages/index.htm, accessed 05.08.12. 
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1787ð1803). The words of the piece were written by Robert Burns (1759ð1796) in his 

poem ôBonnie Jean: A Balladõ. The first stanza reads:  

There was a lass, and she was fair, 

At kirk and market to be seen; 

When aõ our fairest maids were met, 

The fairest maid was bonnie Jean. 

And ay she wrought her mammieõs wark, 

And ay she sang sae merrilie; 

The blythest bird upon the bush, 

Had neõer a lighter heart than she.302 

Burnsõs poem, to the tune ôWilly was a Wanton Wagõ, was arranged by Haydn for 

London-based Scottish publisher William Napier. 

 

Quite the Thing, p.2, #4. 

 

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 may be a march or possibly a lullaby. 

The A part of the melody is identical to that of ôI Am Quite the Thingõ, which is 

                                                 
302 National Library of Scotland, The Glen Collection of Printed Music, http://digital.nls.uk/special-
collections-of-printed-music/pageturner.cfm?id=91331339, accessed 22.10.12. 

http://digital.nls.uk/special-collections-of-printed-music/pageturner.cfm?id=91331339
http://digital.nls.uk/special-collections-of-printed-music/pageturner.cfm?id=91331339
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contained in an anonymous early nineteenth-century manuscript from Staffordshire, 

forming part of The Village Music Project online collection.303 This version has 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, no doubt part of a homogenisation 

process of adapting melodies to fit current performance practice.  

 

The Blue Bells of Scotland, p.3, #5. 

 

This perennially popular piece is arranged in two parts, set in D major and pitched in 

high flute/clarinet register. Chappell, quoting from Stationerõs Register, points out that 

ôòThe blue bells of Scotland, a favourite ballad, as composed and sung by a Mrs Jordon 

at the Theatre Royal, Drury Lane,ó was entered at Stationerõs Hall on the 13th of May, 

1800, and the music published by Longman and Co.õ304 The melody was also known at 

the outset of the 19th century as ôThe Blue Bells of Irelandõ and remains to this day 

prominent in the public canon.  

 

 

                                                 
303 Anon Ms., 19th Century, ôI am Quite the Thingõ, The Village Music Project, Ref. ST35, University of 
Salford, http://abcnotation.com/tunePage?a=www.village-music-project.org.uk/abc/staffs/0035, 
accessed 23.06.10. 
304 Chappell, William, The Ballad Literature and Popular Music of the Olden Time, 2 vols., London 1855, 
reprinted Dover, New York, 1965, vol. II, p.739. 

http://abcnotation.com/tunePage?a=www.village-music-project.org.uk/abc/staffs/0035
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Niel Gow, p.4, #6. 

 

This piece was undoubtedly named after the Perthshire born fiddle/violin player and 

was most likely written by him. Neil Gow (1727 ð 1807) composed and published many 

Scottish dance tunes and allegedly claimed the melodies of others as his own. The Duke 

of Atholl was Gowõs patron, and Gow worked for the Duke professionally, playing 

music for dancing. His compositions are now regarded as a foundation of Scottish 

violin playing. The same tune, set in G major, is to be found in John Peacockõs Favourite 

Collection (of Tunes with Variations) Adapted for the Northumberland Smallpipes, Violin or Flute, 

Newcastle, circa 1810.305  

 

Lady MacIntoshõs Reel, p.4, #7. 

 

In The Fiddlerõs Companion, Kuntz notes that this piece ôappears in Robert Bremnerõs 

1757 collection as òKnit the Pockyó (whose own òLady Mackintoshõs Reeló is another 

tune).õ He also points out that the version in Vickersõ manuscript book (1770) is 

mistakenly set in D major and should be in D minor.306  

 

                                                 
305 Peacock, John, ed. Colin Ross, A Favourite Collection (of Tunes with Variations) Adapted for the 
Northumberland Smallpipes, Violin or Flute, Wright, Newcastle, circa 1810, facsimile edition, 1980, 
Northumbrian Pipers' Society, Newcastle upon Tyne, 1980, p.2. 
306 Kuntz, Andrew, The Fiddlerõs Companion (Traditional Tune Archive), 
http://www.ibiblio.org/fiddlers/LADYM_LADYS.htm, accessed 31.07.09. 

http://www.ibiblio.org/fiddlers/LADYM_LADYS.htm
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Duke of Gloucesterõs Troop, p.6, #10. 

 

This is a well-crafted 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 series G D G', followed by a prolonged, arpeggiated chord of 

G major in common time. The next three sections in triple time, 3/8, are based on 

chords of I and V7, with arpeggios extending over one and a half octaves. The final two 

sections are set in a brisk 2/4 with rapid semiquavers culminating in a return to the 

arpeggiated chord of G major. The ôtroopõ is used as a call signal for the soldiers in 

camp or garrison to, as Donald Mattson and Louis Walz explain, ôassemble the men for 

duty, inspection and guard mount.õ307 The form of this piece is the same as that of other 

ôtroopsõ in the manuscript see ôBuffs Troopõ (p.205), ôBugle Troopõ (p.411), ôThe Duke 

of Yorkõs Troopõ (see p.208), which display similar stylistic features. I have, as yet, been 

unable to trace the composer or source of these pieces, but they provide good examples 

of short, militaristic music.  

 

 

 

 

                                                 
307 Mattson, Donald and Louis Walz, Old Fort Snelling Instruction Book for Fife, Minnesota Historical 
Publications, St. Paul, 1974, p.99. 
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Hornpipe, p.7, #11. 

 

The first bar of this hornpipe is identical to that of ôThe Wind that Shakes the Barleyõ, 

printed in Fleischmann and Ó Súilleabháin (#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 relative minor, 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. 

 

This song melody was written by the composer and musician Hook (1746 ð 1827), who 

was organist at the Marylebone Gardens (1768 ð 1773) and Vauxhall Gardens (1774 ð 

1820).308 Hook wrote many ephemeral and popular pieces, including Sweet Lass of 

Richmond Hill. An identical setting of the tune is found in the J. Jones manuscript (1801, 

North Shropshire).309 The song text was published by Charles Wilson in his collection 

of ballads, The Myrtle and Vine (1800).310 

 

                                                 
308 See http://www.hoasm.org/VIIJ/Hook.html, for biography, accessed 02.09.09. 
309 Partington, Chris, The Village Music Project, http://abcnotation.com/tunePage?a=www.village-music-
project.org.uk/abc/jonesj/0073, accessed 01.09.09. 
310 Wilson, Charles Henry, Myrtle and Vine or Complete Vocal Library, West and Hughes, London, 1800, 
p.189, http://www.archive.org/details/myrtlevineorcomp00wilsrich, accessed 04.02.12. 

http://www.hoasm.org/VIIJ/Hook.html
http://www.hoasm.org/VIIJ/Hook.html
http://abcnotation.com/tunePage?a=www.village-music-project.org.uk/abc/jonesj/0073
http://abcnotation.com/tunePage?a=www.village-music-project.org.uk/abc/jonesj/0073


   

 187  

Nelsonõs Waltz, p.7, unnumbered [12a]. 

 

Unnumbered and undoubtedly added to the manuscript later than the main body of 

material, this piece is more commonly known as ôLord Nelsonõs Waltzõ. A variant, in C 

major, is to be found in William Mittellõs manuscript (1799, New Romney, Kent).311 

The waltz became fashionable in Britain during the Regency period, having first 

evolved at the end of the eighteenth century. Peter Gammond and Andrew Lamb point 

out:  

After invading European music about 1770 the waltz gradually 

replaced the stately and artificial minuet. One of its first 

appearances in piano music was in c.1766 in a sonatina by 

Haydn, the normal minuet being replaced by a ômouvement de 

Walzeõ312 

The tune was printed in Collection of Dance Music for the Pianoforte as ôLord Nelsonõs waltzõ. 

An Auckland City Library display notes that it was ô[p]rinted and sold by G, 18--.õ313 The 

ôGõ of the display is George Walker. Frank Kidson writes: ôBesides the popular songs of 

the day, George Walker issued a series of country dances for the pianoforte, in folio. 

This reached to at least 38 numbers, No. 4 being dated 1804, No. 16, 1808, and No. 38 

                                                 
311 Partington, Chris, The Village Music Project, http://abcnotation.com/tunePage?a=www.village-music-
project.org.uk/abc/mittell/0133, accessed 02.09.09. 
312 Gammond, Peter and Andrew Lamb, ôWaltzõ, The Oxford Companion to Music, edited by Alison Latham. 
Oxford Music Online, 
http://www.oxfordmusiconline.com.ezproxy.york.ac.uk/subscriber/article/opr/t114/e7260, accessed 
31.01.12. 
313 Auckland City Library, display, 2005, Immortal Nelson, 
http://www.aucklandcitylibraries.com/getdoc/f309f32a-ba46-4a22-a0cf-78a01889fb55/200-years-
small.aspx, accessed 02.09.09. 

http://abcnotation.com/tunePage?a=www.village-music-project.org.uk/abc/mittell/0133
http://abcnotation.com/tunePage?a=www.village-music-project.org.uk/abc/mittell/0133
http://www.aucklandcitylibraries.com/getdoc/f309f32a-ba46-4a22-a0cf-78a01889fb55/200-years-small.aspx
http://www.aucklandcitylibraries.com/getdoc/f309f32a-ba46-4a22-a0cf-78a01889fb55/200-years-small.aspx
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published after or about 1814.õ314 There is no entry for Walker in The New Grove 

Dictionary of Music. 

 

Paddy O Rafardie, p.8, #14. 

 

Fleischmann and Ó Súilleabháin (#4345) cite as the source of this jig John Macpherson 

Mulhollanõs Selection of Irish and Scots Tunes, Consisting of Airs, Marches, Strathspeys, Country-

Dances, etc. Adapted for the Piano Forte and German-Flute (Edinburgh, 1804).  

 

Ca Ira, p.9, #15. 

 

This piece was published in James Airdõs, Selection of Scotch, English and Irish and Foreign 

Airs, vol. IV. Anecdotal evidence claims that the original lyrics for ôAh ¢a iraõ were 

taken from a Parisian street singer named Ladré (c. 1790). Many other myths and stories 

surround the piece, including one attributing the songõs inspiration to Benjamin 

Franklin, who at Second Continental Congress in commenting on the American 

Revolution reputedly used the expression, ô¢a iraõ [Itõll be fine]. Franklin later became 

American Commissioner to the Court of Louis XVI and a popular figure with the 

French people.315 The melody was not composed for the song and is believed to have 

                                                 
314 Kidson, Frank, British Music Publishers ð Printers and Engravers, facsimile ed., 2009. Sample available at 
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=wuOdS
sWnOseZjAexpb2jAg&sa=X&oi=book_result&ct=result&resnum=1#v=onepage&q=music%20publish
er%20g%20walker&f=false, accessed  02.09.09. 
315 Room, Adrian, Brewerõs Dictionary of Phrase and Fable, Cassell, London, 1996, 15th edition, p.170. 

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
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
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been composed by Bécour or Bécourt, a drummer at the Opera, but there is no 

evidence to support this conjecture.  

Brewerõs dictionary illustrates the aristocratic credentials of the melody, stating: 

ôIt went to the tune Carillon National, which Marie Antoinette liked to strum on her 

harpsichord.õ316 The first verse of the song with translation is as follows: 

Ah! Ça ira, Ça ira, Ça ira 

Le peuple en ce jour sans cesse répète, 

Ah! Ça ira, Ça ira, Ça ira 

Malgré les mutins tout réussira. 

Nos ennemis confus en restent lá 

Et nous allons chanter Alléluia! 

 

Ah! Itõll be fine, Itõll be fine, Itõll be fine 

The people on this day repeat over and over 

Ah! Itõll be fine, Itõll be fine, Itõll be fine 

In spite of the mutineers everything shall succeed 

Our enemies, confounded, stay petrified 

And we shall sing Allelluia 

The song acquired revolutionary significance during the 1790s with its adoption by the 

Sans-culotte. The first verse of Revolutionaryõs parody followed by its translation is:   

Ah! Ça ira, Ça ira, Ça ira 

les aristocrates à la lanterne! 

Ah! Ça ira, Ça ira, Ça ira 

les aristocrates on pendra! 

Si on nõles pend pas 

                                                 
316 Ibid, p.20. 
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On les rompt pas 

On les brûlera ... 

 

Ah! be fine, Itõll be fine, Itõll be fine 

The aristocrats to the lamp-posts 

Ah! Itõll be fine, Itõll be fine, Itõll be fine 

The aristocrats, weõll hang them! 

If we donõt hang them weõll break them 

If we donõt break them 

Weõll burn them ... 

The adoption of the piece by Sans-culotte provides a stark example of its downward 

mobility through the echelons of French society, from the aristocracy to the proletariat, 

within a short time-span. The melody was later used as a march by Bonaparteõs Army. 

The songõs mantra, ôThings will work outõ, exudes a positive philosophy, and given the 

tuneõs rhythmical nature and popularity, its adoption by the military seems almost 

inevitable.317 

S. J. Adair Fitz-Gerald, writing in 1901, relates several anecdotes surrounding 

the pieceõs origins although they appear to be merely a reinforcement of myth and 

hearsay:  

One of the earliest French revolutionary songs ... is Ça ira and 

we must set its date down to October 1789, when Parisians 

marched to Versailles.é The melody é was composed by a 

                                                 
317 Ibid p.20 



   

 191  

player in the orchestra at the opera named Bécour or Bécourt, 

and was known as òCarillon Nationaló.318 

Various lyrics are set to the tune, with the twentieth centuryõs most notable rendition 

being that by Edith Piaf, recorded in 1954.319 Piafõs interpretation of the song includes a 

militaristic accompaniment throughout on snare drum with fife-like, piccolo 

introduction. Her heartfelt rendition culminates in a stirring crescendo with 

modulations rising from Eb first to E then to F ð enough to stir the blood of any 

revolutionary Gaul.  

The piece is eminently suitable for marching, with the recurring rhythmical 

feature: 

    

This is a much-utilised figure in side-drum playing and is found in many marches 

throughout the Campbell I manuscript. The melody has been deployed to accompany a 

contre-danse known as ôCarillon Nationalõ, the same title of the original melody, as 

stated, and is popular with French-Canadian folk dancers to this day.  

It is a matter of some intrigue that ô¢a iraõ was included in the manuscript under 

scrutiny, a collection of mostly British pieces, and adopted by the Yorkshire Regiment 

as its regimental march. Below is the arrangement by Mark Andrews of ô¢a iraõ as used 

by the Yorkshire Regiment today.320 

                                                 
318 Fitz-Gerald, S. J. Adair, Stories of Famous Song, Vol. II, J. B. Lippincott, Philadelphia and London, 1901, 
p.47. See, http://www.archive.org/stream/storiesoffamouss001846mbp#page/n59/mode/2up, accessed 
30.06.10. 
319 Piaf, Edith, c.d., The Little Sparrow: The Immortal Edith Piaf, METROCD572, London, 2005. 
320 Andrews, Mark, Yorkshire Regiment, ò¢a iraó, supplied by Major M. L. Sullivan, Curator, Prince of Wales 
Own Regiment of Yorkshire Museum, York. YO1 9SB. 

http://www.archive.org/stream/storiesoffamouss001846mbp#age/n59/mode/2up
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As with most current Regimental Marches, ô¢a iraõ is much played and recorded. Ardal 

Powell points out the Yorkshire Regimentõs historic links with the deployment of the 

fife as a military instrument. 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 II in 1685, but now 

in a new form with a key like that of the flute. In 1747 the 

Duke of Cumberland, the Commander-in-Chief of the British 

Army in Flanders and the younger son of George II, ordered a 

fife and drum in camp at Maastricht, and the nineteenth 

Yorkshire Regiment, of the Green Howards, became the first 

marching regiment to re-adopt the fife. George II reviewed an 

Artillery parade in 1753 that included a fife major and five fifers 

as well as a drum major and ten drummers.321 

                                                 
321 Powell, Ardal, The Flute, Yale University Press, New Haven and London, 2001, p.85. 
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I have quoted Powell at length as his account of the re-introduction of the fife into 

British martial music gives a clear indication of how well established the fife was by 

1810, the probable date of the manuscript. ô¢a iraõ, a piece particularly well suited to the 

fife, was widely included in military repertoires of its time. 

A detailed account of the acquisition of the ôÇa iraõ regimental march by the 

Green Howards is given by H. M. Tillotson: 

The 14th 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 column encountered a 

heavily fortified French camp at Famars blocking the route to 

Valenciennes, just south of what is now the Franco-Belgian 

frontier. The 14th and 53rd (Shropshire) Foot were ordered to 

clear the heights so as to open the route. The action was fierce, 

with the French revolutionary troops tauntingly singing the 

current popular song òÇa ira, ça ira, ça ira les aristos à la 

lanternó, referring to the pre-guillotine practice of stringing up 

aristocrats on street lamp posts. When checked by the French 

defenders, Lieutenant-Colonel Welbore Ellis Doyle rallied the 

14th with the shout, òCome on lads, letõs break the scoundrels 

to their own damned tune. Drummers, strike up ¢airaó ð and 

so they did, and the French broke. 

By order of the Duke of York, ô¢a iraõ was adopted as the quick 

march of the 14th Foot, the only march known to be taken in 
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battle. Today, ò¢a iraó is the first part of the modern 

regimental march, the second being òThe Yorkshire lassó.322 

The concept of melody being ôtaken in battleõ gives rise to intriguing musicological 

implications concerning possession and the spoils of war. It appears that the loserõs 

sonic identity, with its attached high French revolutionary significance, becomes in this 

instance an emblem of victory for the British, with the 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 speculate regarding the manuscriptõs possible other 

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 

ô¢a iraõ with the Yorkshire Regiment, give rise to this conjecture. 

Roger Waters, bass player and founder member of the progressive rock band 

Pink Floyd, composed an opera entitled Ça ira in 1998.323 The scenario of Watersõs 

opera is the French Revolution. The melody ô¢a iraõ, played on piccolo, is featured 

alongside ominous sounds of thunder and howling wolves in the opening bars of the 

overture, ôThe Gathering Stormõ. The employment of ô¢a iraõ in this instance is as a 

signifier, evocative of the period with its links to the Guillotine and the Reign of Terror.  

In pondering the visually provoked signification of pictures, Barthes comments 

on their impact on the recipient: ô[Pictures, melodies] are more imperative than writing; 

they impose meaning at one stroke, without analysing or diluting itõ.324 I would assert 

that the same applies to melodies; ô¢a iraõ is a signifier, a myth-vector, and a collation of 

historical events evoked by a simple melody with repetitive, rhythmic urgency. 

                                                 
322 Tillotson, H. M., With The Prince of Waleõs Own: The Story of the Yorkshire regiment 1958ð1994, Michael 
Russell, Norwich, 1995, p.5. 
323 Waters, Roger, Ca ira: ôThere is Hopeõ, c.d., Sony Classical/Columbia S2K 96439, 2005. 
324 Barthes, Roland, ôMyth Todayõ, John Storey, ed., Cultural Theory and Popular Culture: A Reader, Longman, 
Harlow, 1998, p.110. 
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Grenadierõs March, p.10, #18. 

 

Winstock dates this march to about 1776. Writing in 1970, he states, ôBy the time of the 

Napoleonic Wars this march was accepted throughout the Armyõ. Winstock also notes 

that the march is still ôheard in slow time at the trooping of the colourõ.325 

 

Money Musk, p.10, #19. 

 

This much-performed melody is believed to have been composed by Daniel Dow (c. 

1776) as ôSir Archibald Grant of Monymuskõ. The tune is to be found in many major 

collections of Scottish music. Fleischmann and Ó Súilleabh§in cite Joshua Campbellõs 

Collection of New Reels and Highland Strathspeys (1786) as being the first publication 

containing the melody.326 They fail to mention Dow. David Johnson observes:  

Many minuets by Daniel Dow é appear in manuscripts of the 

1765ð85 period with no ascription at all, and one can only 

discover who the composers were by referring to printed 

collections.  

                                                 
325 Winstock, Lewis, Songs and Music of the Redcoats: A History of the War Music of the British Army, 1642ð1902, 
Leo Cooper, London, 1970, p.35. 
326 Fleischmann, Aloys and Mícheál Ó Súilleabháin, Sources of Irish Traditional Music C. 1600ð1855, in 2 
vols., Galland, New York and London, 1998, vol. I, p.417, #2153. 
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He goes on to make further observations pertaining to the nature of ôfolkõ and ôartõ 

music and the establishment of a folk music canon:  

[F]iddle music was partly classical and partly folk. It was folk in 

so far as it was essentially unharmonized and based on monadic 

folk-idiom with gapped-scale melodies; in so far as it forgot the 

names of its composers, was kept going by amateurs, and 

developed its repertory ð by classical standards ð very slowly. It 

was classical in so far as it was transmitted on paper, and was 

influenced by classical violin technique.327 

These observations are of significance to this study in that they highlight the 

difficulties of establishing the provenance of pieces whilst highlighting common 

ownership of such melodies.  

 

Number one, p.11, #21. 

 

Kuntz includes this melody in his Fiddlerõs Companion, stating that the piece is 

Northumbrian in origin.328 

 

Roslin Castle, p.11, #22. 

 

                                                 
327 Johnson, David, Music and Society in Lowland Scotland in the Eighteenth Century, Mercat Press, Edinburgh, 
2003, p.115. 
328 Kuntz, Andrew, The Fiddlerõs Companion (Traditional Tune Archive), 
http://www.ibiblio.org/fiddlers/NP_NZ.htm, accessed 15.08.12. 

http://www.ibiblio.org/fiddlers/NP_NZ.htm
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This setting (#22) of the funeral march ôRoslin Castleõ, in A minor, is virtually identical 

to the D-minor setting in #187, the final piece of the manuscript written on the back 

inside cover of the book. This slow march, often performed either in E or A minor, was 

used for military interments throughout the army. Camus observes, ô[I]t is likely that 

òRoslin Castleó was the most commonly performed funeral march of the [American] 

revolutionõ.329 

James Kendrew, who worked in York from 1803 to 1848, printed blackletter, 

broadside ballads of the song ôRoslin Castleõ.330  

 

 

Figure 10: ôRoslin Castleõ, broadsides. 

Between 1840 and 1866, Preston printer John Harkness published ôThe Answer to 

Roslin Castleõ.331 Such ôanswer songsõ are fairly common with several found in the 

twentieth century. For instance, Kitty Wells in her 1952 song, ôIt Wasnõt God Who 

                                                 
329 Camus, Raoul F., Military Music of the American Revolution, The University of North Carolina Press, 
Chapel Hill, 1976, p.117. 
330 Bodleian Library, Allegro, Catalogue of Ballads, Harding B 11(3341), Harding B25(1663). 
331 Bodleian Library, Allegro, Catalogue of Ballads, 2806 c.14(88). 
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Made Honky Tonk Angelsõ332 is a reply to the Hank Thompson 1952 hit, ôThe Wild Side 

of Lifeõ.333  

 

The Rakish Highland Man, p.12, #23. 

 

ôThe Rakish Highland Manõ was published in Airdõs Selection of Scotch, English and Irish and 

Foreign Airs, Vol. III. It would appear that the compiler of the manuscript acquired 

many pieces from the Aird publications. 

 

Hey my Nanny, p.12, #24. 

 

Andrew Kuntz traces this slip jig to the mid-eighteenth century:  

The melody appears in the Drummond Castle Manuscript in the 

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 òCollection of Scots Reelsó.334 

The melody is also to be found in Vickersõs manuscript in A major.335 

                                                 
332 Miller, J. D., words and music, ôIt Wasnõt God Who Made Honkey Tonk Angelsõ, Peer International 
Corperation, U.S.A., 1952. 
333 Carter, Arlie and William Warren, ôThe Wild Side of Lifeõ, Thompson, Hank, EMI Unart Catalog. Inc. 
(BMI), recorded, 1942 and 11/12/1951, L.A. Ca. USA. 
334 Kuntz, Andrew, The Fiddlerõs Companion (Traditional Tune Archive), 
http://www.ibiblio.org/fiddlers/HES_HEX.htm, accessed 01.02.12. 
335 Seattle, Matt, ed., The Great Northern Tune Book: William Vickersõ Collection of Dance Tunes AD 1770, Nigel 
Lynn, Publishing, Witney, 2008, #293, p.74. 

http://en.wikipedia.org/wiki/Hank_Thompson_(music)
http://en.wikipedia.org/wiki/The_Wild_Side_of_Life
http://en.wikipedia.org/wiki/The_Wild_Side_of_Life
http://www.ibiblio.org/fiddlers/HES_HEX.htm
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Within a mile of Edinbrough [sic], p.12, #25. 

 

Apparently the scribe has added the title of the melody after writing the musical 

notation. The space between ôofõ and ôEdinbroughõ in the title accommodates 

conveniently the high D on the ledger line above the staff.  

The song ô'Twas Within a Mile of Edinbrough Townõ was written by Thomas 

DõUrfey. Simpson writes:  

This tune [ôThe Scotch Haymakersõ] to Thomas Scott's 

play The Mock-Marriage, 1696, Act III é begins ò'Twas 

within a Furlong of Edinbrough Town,ó and the tune is 

sometimes given that name. Henry Purcell wrote the 

music for two other songs in the play, and contemporary 

reprints include his name; this song is so credited é and 

is doubtfully admitted to the canon in the Purcell 

Society.336   

Simpson recognises the melody as being of English origin but adopted by the Scots. 

Referring to ôThe Bonny Grey-Eyed Mornõ, he states:  

It is worth noting that the Scotch Quality of the piece derives 

chiefly from the use of the proper name òJockeyó; neither text 

nor music has any real Scotch accent. But Scotch songs were 

becoming fashionable in the theatre [1697], and not unnaturally 

                                                 
336 Simpson, Claude M., The British Broadside Ballad and Its Music, Rutgers University Press, New Brunswick, 
New Jersey, 1966, pp.51 & 636. 
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the titles began to advertise even such incidental Scotch quality 

as is here.337  

The song has been adopted as a Scottish traditional song. The first stanza is as follows: 

õTwas within a mile oõ Edinburgh town, 

In the rosy time of the year; 

Sweet flowers bloomõd and the grass was 

down,  

And each shepherd wooõd his dear ð 

Bonnie Jockie, blythe and gay, 

Kissõd sweet Jenny making hay; 

The lassie blushõd and frowning cried, 

òNa, na, it winna dae; I canna, canna, winna, 

winna, mauna buckle tae!ó338  

 

My Lady, p.13, #26. 

 

This is a simple arrangement for two instruments. In piping parlance the term ôsecondsõ 

is associated with basic harmonies of this nature. 

 
                                                 
337 Ibid, p.52. 
338 Traditional Scottish Songs, http://www.rampantscotland.com/songs/blsongs_town.htm, accessed 
16.09.09. 

http://www.rampantscotland.com/songs/blsongs_town.htm
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Careless Salley, p.15, #29. 

 

A variant of ôCareless Salleyõ is to be found in William Winterõs manuscript, dated 

1850.339 The melody is also in Vol. II of the Leadley manuscripts. 

 

Cupid Recruiting Sergeant, p.16, #30. 

 

This piece was published in Airdõs Selection of Scotch, English and Irish and Foreign Airs, Vol. 

1. The press gang and the recruiting party feature in many folk songs and ballads. The 

George Farquhar play The Recruiting Officer (1710) and The Recruiting Serjeant: A Musical 

Entertainment by Isaac Bickerstaff and Charles Dibdin (1770) are both based on this 

mode of enlistment. 

 

True Courage, p.17, #34[i]. 

 

This song was written by Dibdin (1740ð1814). The first stanza is as follows:  

Why whatõs that to you if my eyes Iõm a wiping? 

                                                 
339 Woolfe, Geoff, ed., William Winterõs Quantocks Tune Book: Country Dance and Popular Tunes from the 
Manuscript of a Nineteenth Century Somerset V illage Shoemaker, Halsway Manor Society, 2007, p.122. 
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A tear is a pleasant, dõye see, in its way; 

õTis nonsense, for trifles, I own, to be piping 

But they that haõnõt pity, why I pities they. 

ôIf of courage youõd know, lads, the true from the sham, 

õTis a furious lion in battle, so let it; 

But, duty appeasõd, õtis in mercy a lambõ.340 

Note the adjective ôpipingõ (line three): particularly pertinent in a collection of music for 

the fife, clarinet, etc.  

 

Tom Tough, p.18, #34[ii]. 

 

This piece was also written by Dibdin.341 Both of these consecutive songs of Dibdin are 

numbered thirty-four. Lesley Nelson-Burns writes: ôIn 1803 the British government paid 

him [Dibdin] to write a series of song to òkeep alive the national feeling against the 

French.óõ342 His song ôTom Bowlingõ, which was written prior to these on the death of 

his brother Tom, is still much performed. One has to speculate that ôTom Toughõ was 

also written in memory of his elder brother who was killed at sea.343 Tom, like Jack, is a 

                                                 
340 Hogarth, George, The Songs of Charles Dibdin, G. H. Davidson, London, 1848, p.202, available via 
http://booksgoogle.com/, 
http://www.archive.org/stream/songscharlesdib00hogagoog#page/n178/mode/1up  accessed 19.09.09. 
341 Ibid, p.173. 
342 Nelson-Burns, Lesley, Folk Music of  England, Scotland , Ireland, Wales and America  
http://www.contemplator.com/england/tomtough.html, accessed 16.09.09. Quoting, Elson, Louis C., 
The National Songs of America and Its Sources, L. C. Page and Company, Boston, 1900. 
343 Fiske, R. and I. Cholij, ôCharles Dibdenõ, ed. Bloom, Stephen, The New Grove Dictionary of Music, 2nd 
edition, in 8 Vols., Macmillan Publishers Ltd., London. 2001, vol.II , p.301. 

http://booksgoogle.com/
http://www.archive.org/stream/songscharlesdib00hogagoog#age/n178/mode/1up
http://www.contemplator.com/england/tomtough.html
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generic name for a sailor. He also wrote ôGallant Tomõ, ôPoor Tomõ and ôTom 

Trueloveõs Knellõ. The first stanza of ôTom Toughõ is as follows:  

My name, dõye seõs Tom Tough, Iõve seeõd a little service, 

Where mighty billows roll, and loud tempests blow: 

Iõve sailõd with valiant Howe, Iõve sailõd with noble Jervis, 

And in gallant Duncanõs fleet Iõve sung out Yo! heave ho! 

Yet more shall ye be knowing, I was coxen to Boscawen, 

And even with brave Hawke have I nobly faced the foe; 

Then put round the grog, so weõve that on our prog, 

Weõll laugh in careõs face, And sing Yo! heave ho! 

Weõll laugh in careõs face, And sing Yo! heave ho!344 

 

Peggyõs Love, p.18, #35. 

 

This is a version of the much-played ôLord MacDonaldõsõ (reel), printed in Gow's third 

collection, of 1792.345 The tune also forms part of the core repertoire of traditional Irish 

music today. Bars 1ð3 commence with 'snapsõ, a characteristic trait of many Scottish 

melodies. The melody is also known as ôLittle Peggyõs Loveõ. 

 

 

 

 

                                                 
344 Nelson-Burns, Lesley, Folk Music of England, Scotland, Ireland, Wales and America,  
http://www.contemplator.com/england/tomtough.html, 16.09.09. Quoting, Elson, Louis C., The 
National Songs of America and Its Sources, L. C. Page and Company, Boston, 1900. 
345 Kuntz, Andrew, Fiddlerõs Companion (Traditional Tune Archive), http://www.ibiblio.org/fiddlers/, 
accessed 19.09.09. 

http://www.contemplator.com/england/tomtough.html
http://www.ibiblio.org/fiddlers/
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Abram Newland, pp.18 and 19, #36. 

 

This piece is written on bottom staves, recto and verso, thus conserving space. Its title 

is a monetary reference. Brewerõs Dictionary of Phrase and Fable (1898) states: ôAbraham 

Newland: A bank-note. So called because, in the early part of the nineteenth century, 

none were genuine but those signed by this nameõ.346 Abraham Newland (1730ð1807) 

was the chief cashier of the Bank of England (1782ð1807). Although the title of the 

piece is spelt differently, there is a strong possibility that ôAbram Newlandõ may have 

been the common parlance rather than ôAbraham Newlandõ.   

Newland was a musician. John Keyworth, the Curator of the Bank of England 

Museum, writes in a brief biography of the man: ôAs a young man he showed a great 

fondness for music and it is thought that he acted for a time as organist at a Southwark 

Churchõ.347 The tune is written across the bottom staves of pages 18 and 19. It is 

numbered in sequence, so it was not a later addition to the manuscript. Wilson includes 

the song in his 1800 publication Myrtle and Vine.348 The song commences: 

ôAbraham Newlandõ 

Sung by Mr. Davis, at Sadlerõs Wells.  

There neõer was a name so handed by fame,  

Throõ air, throõ ocean, and throõ land,  

As one that is wrote upon every bank note,  

And you all must know Abraham Newland.  

                                                 
346 Brewer, E. Cobham, Dictionary of Phrase and Fable, 1898, http://bartelby.net/81/72.html, accessed 
16.09.09. 
347 Keyworth, J. M.,  http://www.otway.com/family/1830.html, accessed 16.09.09. 
348 Wilson, Charles Henry, Myrtle and Vine or Complete Vocal Library, West and Hughes, London, 1800, 
p.69, http://www.archive.org/details/myrtlevineorcomp00wilsrich, accessed 04.02.12. 

http://bartelby.net/81/72.html
http://www.otway.com/family/1830.html
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Oh, Abraham Newland!  

Notified Abraham Newland!  

I 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. 

 

ôBuffõ in the title refers to the protective leather jacket worn by soldiers. Kuntz writes, 

ôA buff coat was a distinguishing mark of a soldier of the seventeenth century and was a 

very stiff leather jerkin or jacket worn during the English Civil Warõ.349 

 

Robinson Crusoe, p.19, #39. 

 

This piece is named, undoubtedly, after Daniel Defoeõs novel Robinson Crusoe, first 

published in 1719. The work captivated the public imagination instantly and remains 

                                                 
349 Kuntz, Andrew, Fiddlerõs 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 similar jig was published in Septimus Winnerõs banjo 

tutor of 1864. 

 

Bugle Quick March, pp.20 and 21, #41. 

 

 

This march is placed on verso and recto of adjacent pages. The B part to the piece 

contains an attempt to obliterate an error of transcription. This is the only such feature 

in the manuscript. 

 

Lass if I come near thee, p.21, #42. 

 

This piece was included in the Vickers Manuscript as ôLass If I Come Nigh Theeõ( #65). 

Seattle notes350 that it is contained in Vol. I of Airdõs 1782 publication, A Selection of 

Scotch, English, Irish and Foreign Airs, and Niel Gow and Sonsõ Complete Repositoryõ, Vol. II 

(1799). A different melody is utilised for the Burns song ôWha is that at my Bower 

Doorõ. The version below is taken from Dickõs Songs of Robert Burns of 1903.351 Burns 

                                                 
350 Seattle, Matt, ed., The Great Northern Tune Book: William Vickersõ Collection of Dance Tunes AD 1770, Nigel 
Lynn, Publishing, Witney, 2008, p.156. 
351 Dick, James C., The Songs of Robert Burns, Now First Printed with the Melodies for Which They Were Written, a 
Study in Tone-Poetry with Bibliography, Historical Notes, and Glossary, H. Frowde, London, 1903. 
http://openlibrary.org/books/OL7136984M/The_songs_of_Robert_Burns_now_first_printed_with_th
e_melodiesfor_which_they_were_written, accessed 12.09.11. 
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often used pre-existing melodies for his songs, which appears to be the case in this 

instance. 

 

 

The Rout is come, p.21, [#42a]. 

 

ôThe Rout is comeõ was printed in James Bondõs National Melodies.352 The following 

setting is taken from James Rookõs manuscript, p.110.353  

 

                                                 
352 Bond, James, National Melodies, 
http://www.flageolets.com/music/nationalmelodies/nationalmelodies.pdf, accessed 03.03.12. 
353 Rook, John, Ms., Multum in Parvo, 
http://www.cl.cam.ac.uk/~rja14/musicfiles/rook/rook_pages/index.htm, accessed 05.08.12. 
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Duke of Yorkõs Troop, p.22, #43. 

 

A simpler version of this piece is published in Airdõs Selection of Scotch, English and Irish 

and Foreign Airs, Vol. IV. 

 

God Save the King, p.22, [#43a]. 

 

 

The national anthem has been added to the verso and recto pages 22 and 23 very much 

as an afterthought; it is unnumbered.  

 

Duke of Yorkõs Quick Step, p.23, #44. 

 




























































































































































































































































































































































































































































