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Abstract

This study examines sets of origifaiglish performing materidbr concerted
musici for instrumentsand voices togethédrduring the period.1660 to 1800. Sets
of original performing magdrials have been neglectedsasirces despite the
advantages they offer over full scores in some respects, and as a resource in both
historical and performance pradistudies despite the wealth of information they
offer on a diverse range of subjects. These include creative practices in the early
musical ode; ensemble size and composition and patterns of instrument use in late
seventeentcentury and eighteenttentuy concerted music; seventeensmd
eighteenth century copying practices and data on copyists; and endeamoliig
practice. Parts can also include notat et
cadenzas and data such as names of performers.

A series of case studies examines the performing sets of the Oxford Music School
of 1660 toc.1713, under the successive professorships of Edward Lowe and Richard
Goodson senior; the surviving performing parts linked to G. F. Haadeélother
eighteentkcertury performing sets for his music; the partstfoe court odes of
William Boyce; and the performingsets®®royce ds ot her wor ks. C
the physical appearance of the sets and the copying processes that produced them,
and in the performance gmtice they reveal, such as ensemble size and patterns of

woodwind use, are tracked throughout the period.
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1: Introduction

This study seeks taxamine surviving sets of Englishanuscripiperforming parts

for concerted musi@rom the period 1660 to 180@& Co nc e r t iedifinedu s i ¢ 6
hereas music for an ensemble of voices and instruments that must include, as a
minimum, basso continuo; parts foeble instruments of any typand at least one
6chorusd for t hratheughsets inmichbe choous is ingprer t s
perpartby the soloistsvithout additional ripienistare included6 Eng |l i shé i s
defined as showing clear signs of haybeen either produced or used in England

though the work may have been composed abréagerformancegp ar t 6 1 s def i
in this studyas anyitem of performingmaterial that is essentially prodectfor a

single occasionThis includessets of loosdeaf parts(includingthe singleleaf or

singles| i p types descri bed )bsegtsafformerlyldbsel s om as
leaf parts that have later been bound into voluraed;sets of parts that are stitched

into papercoveredbooklets otbound into boals to make slinbbooks but which

contain worksopiedfor performance on a single occasfon.

A distinction is drawn hereebt we en 0 p a-b ¢ c larsd éh@ ldtter@ane a r t
specificallyexcludeal from this study. For clarity, anpanuscriptédhatmeet the
criteria for inclusion are referred to a:
leaf, stitched into wrappers or bound in boardsP ébroto k s 6 ar e defined
whichcontail ar ge number s q €opiedower peotonga pericel 6 pi e C ¢

and intended for use on maagcasions This category will inevitably include

'John Milsom, 6The Culture of MiskPolliceamdRelign Pet er hc
in Early SeventeentBentury Cambridge: The Peterhouse Partbooks in Corgexty Scott

Mandelbrote (forthcoming, 2015). | am grateful to Dr Milsom for sharing this in advance of

publication.



almost all the choir and organ sétsm English cathedrals.The reason for this
exclusionis tha partbooksare of more limited value in the studiymerformance
practice tharsingleoccasion performance sets. This is due partly to the method of
copying (music could be added haphazardly over decades or evenareethan a
century), parthjto the pattern of use (choir pdorboks were continually in use, again
someimes for more than a century, making it harder to extrapaiate the

markingup they contain or generalise parformance practice) and partly to the
nature of the repertoire (they contained a high proportion of anthems or other works
for voices and oran but no other instrumental accompaniménit).addition to

choir partbooks, he criteria adopted heexcludecertainothercategories of
manuscript performing materiaets of part®r partbooksfor purelyinstrumental
musicare excludedas aresds that are purelyocal apart from the bass Iinas are
anysets of parts that survive in English collectionswhich have céarly been
imported from abroadnd bear ngigns ofusein England One of the main reasons
for exduding thesecategoriesvas to avoid duplicating other researc®ets of pars

for instrumental musicboth manuscript and printgldave recently beeinvestigated

in extensive studielsy Richard Maundet manuscript setfor concerted musiin
several continental collections haaiso received more attentitnom researchers

than the surviving sets within Britath

’See Robert Shay and Ro b eterials fiom therjprelaniSacred 5 . Per forming
Establ i shment s an dPurtetl MaauscrifsaThe Rrincipab MusicakSelscas,
(Cambridge: Cambridge University Press, 2000), pp-230.

% Richard MaunderThe Scoring of Baroque Conceri@oodbridge: The Bpdell Press, 2004);
idem, The Scoring of Early Classical Concertos, 175@0(Woodbridge: The Boydell Press, 2014).

* For exampleDaniel Edge, 'Manuscript Parts as Evidence of OrchestzraliSithe Eighteenth
Century Viennese Concerto', Mozart's Piano Concertos: Text, Context, Interpretatiesh by Neal
Zaslaw (Ann Arbor: University of Michigan Press, 1996), pp.-827dem 'Mozart's Viennese
OrchestrasEM 20.1 (1992), 6488; Cliff Eisen, 'Mozart's Salzburg Orchestr&\ 20.1 (1992), 89
103 idem 'The Scoring of the Orchestral Bass Railozart's Salzburg Keyboard Concertos: The
Evidence of the Authentic Copies',Mozart's Piano Concertopp. 41125, Joseph HaydrDie



The otherprincipalreason for excluding some material vilas limitedtime and
resourceswvailable, which made fiecessary to limit the study geographicailig in
the time period covered. For this reason, only parts that survive within Englaad hav
been examined:llgperformance sets in collections in Wales, Ireland and Scotland
and other Englistspeaking countriess well as the many sets that have been
produced and used in England batter exportedo collections elsewhere, are
excluded. tlis hoped that the study will eventually be expanded to include these.
The lower limit to the time period, 1660, was chosen because it was a convenient
startingpoint in terms of both English history and English maskastory: the
Restoration of Charles Il in that year marked a significant change in the course of
both The Restoration was a factortire growing interest in composing concerted
music for increasinglydrge ensembled also effectively marked the beginning of
composition in England for voices and violins together, after continental models
There are in any case feilvany, surviving performance sets f&nglishconcerted
music from before thidate. The upper limi, 1800, was chosen because the amount
of material that survives from the nineteenth century would make extending the
survey beyond this date difficult. Alsthe considerablexpansiorin ensemblesize
of aroundthis dateparticularly inthe size of choirs, and the growth in importance of
the amateur choir all probably precipitatetb some exterby the Handel
Commemoration of 1784 marked a change in performance practice and seemed a

suitablepoint at which to end the study.

Schopfung/the Creation: Full Score: A New Performing Edition Edited from the Composer's Own
Performance Materials by A. Peter Bro@xford: Oxford University Press, 1995%ee also p.13,
notes 3133.



The Evéuation of Seventeentland EighteenttCentury Sources

In the stug of seventeenthand eighteenteentury music, ets of original
performance materialzavebeenundervaluedintil recently As a resource,
particulaty where complete, they camovide vduable informatiorfrom both a
historical and a perfornm&e practice perspective.his may includehe likely size
of the ensembles concernélde numbeof players and singers per instrumental and
vocal line details of instrumentation that aretincluded in the scoresuch as the
exactscoring of the badie; whetter it was common to shaoepies or to notate
0 e x t e mmpmamerdatiothdw leadership factioned within an ensembéand
whether soloists also sang in the chorpyaesdrecords of théempi of works The
historicalinformationthat can be extracted includes datacopyists and the music
copying industry at the timan the transmission of repertoire between different
areasand on the people that took part in the performan&ess & partsmayeven
give altenative versions of a work to that given in a score, where a compaser
made alterationthat are not entered into a score, or they may give information on
different performance versions of a work at different dates or in €iffgrlaces.
Despite this, performance parts have often been overlooked as a reSthece.
lack of valueplaced on themhas probablylerivedto some exterfrom the influence
of t he 6 Ur tthe arigndl aimefwhich Wwastoydetermine agie,
definitive vergon of a work drawn from the most authoritats@urceswhich were
practically always thautograplscores There were obvious problemsth this

approach, and is many decades singefirst began to be criticisedimong the



earliest critics, for example, was Walter Emery in 185However, bythe time it
begano be challenged, h e ¢ o0 n c e phad albeadyneéaulyirtflleexcedd
research methodology. thhe cour se of fhedseareshoher o6t
for manyof which no definitive version originally existed,rigidly hierarchical
method for thesvaluation of sourcesaddeveloped. Autogrdpscores were placed
at the topwith other types o$cores beneath; evéass value wasormallyplaced
onnon-scoresource, such as sets of pafts.
That this system quicklgutstripped the limits of its usefulnelsasbeen
acknowledged fosomeconsiderabléime. Both theNeue Bach Ausgaland te
Neue Mozart Ausgabéor examplehavebeen criticised founderestimang the
value of the information provided by extant sets of pafgspite this, the influence
of theconceptob Ur t ext 6 on how t he iglmthoueentof a s o
and pervasiveThe first fulklength study to take sets of parts as theary resource,
Ri c har d sMayaiBasgué concertosffecteda wholesale reassessment
of their value as evidence of performance practiceonly appeared i2004%
Although Maunder has recently published a similar study of early Classical
concertos, these have not been followed by knge scale studieen similar topics

by other authorfor this period® Spi t zer and Zasl awds histor

® Walter EmeryEditions and Musiciané L on d o n , 1957) . A summary of th
editing is given in Philip Br et tAytherdtidtgandEarlyCont e x t
Musig ed. by Nicholas Kenyon (Oxford: OxfbtJniversity Press, 1988), pp.-834.

® Christoph Wolff, 'The Many Faces of Authenticity: Problems of a Criticitidtdof Mozart's Piano
Concertos', ilfMozart's Piano Concertopp. 1928,

" See, for example, AndreRarrott, The Essential Bach ChofiWoodbridge, The Boydell Press, 2000)

and o6Bachés Chorus: the Lei pziBV38/2(208)), 228235Response
Wolf, 6 The Many Faces Biden, AhetShodang ofithe Or¢chgstal Bass Patt in

Mozart's Salzburg Keyboard Concertos'

8 Maunder,Scoring of Baroque Concertos

® Maunder Scoring of Early Classical Concertogt least one study is underway examining
handwritten annotations in nineteenth and early twentettiury printed editions of string music: the



published in the same years Ma u n d e r ,nsnaded to ignore thd euideyce

of the surviving performance materials almost entirelffhough it was in every

other respect a highly valuable contribution to the subfe@he longrunning

argument over whether Bachdés choral works we

voice per parhasreveal@ an unwillingnessby some researchers to take the original

performance materials seriously"asofevidence

this year, it is still possible for John Milsom to refer to what he describes as

Opartl eavesdeforphrtald eaf spaghte) as o6a bibliograp

that is nowadays sl dom met or mentionedd.
The lack d value placed on sets of paesd the concurrent overaluing, at times,

of scoresappeainfluenced by a modern misunderstanding of thetike functions

of full scores and sets of parts during sexenteenth angighteenth centuriesThe

full score is curently widely regarded as the primamyethod by which a work is

transmitted in its written formFull scoresof modern works arexpeded tocontain

all the iformation needed to reproduce the work in performance according to the

C 0 mp O s e tioBssAspectd sach as instrumentation agélly controlled by the

composeii unless he or she chooses to allow autonomy to performers @& som

respectd and not by overarchingonventions of performance practide. large

scaleworks that rquire a conductgra copy of the full score wihowadaysalways

be utilised in performance.

CHASE project (CliveBo wn et al, o6Coll ection of Annotated Histor
<http://chase.leeds.ac.xfaccessed 24 June 2014)).

109 John Spitzer and Neal ZaslaWhe Birth of the Orchestra: History of an Institution, 165815

(Oxford and New York: Oxford University Press, 2004)
Birth of the Orchestra: John Spitzer and Neal Zasldw, Birth of the Orchestra: History of an

Institution, 1650181% EM 33/3 (August 2005), 50805.

1 parrott,Essential Bach Chaijrisee also note 6.

2Mil som, 6The Culture of Partleaves6 (forthcoming, 2


http://chase.leeds.ac.uk/

This was not always the casB.e b e c c a He enirsassesanei@tsf r e c
creative processes in the late seventeenth ceimtinded an extensiveeassessment
of themanuscript sourcesf that period, including manuscript scatdsHer
conclusiosi that modern musicological terminologgedin the study otreativity
Is insufficientfor assessing and categorising these manuscaiptihat the
manuscript scores served a variety of functions, not all of which are comparable to
modernscores, all otvhich must be understood before the sources can be assessed
apply to some extent taghteenthcentury sources alssnd arerelevantto the
present studyThese findingsighlight both the gulf between histcal and
contemporary practicand theinvalidity of an assessment of sourdmsed on
modernassumptionand modern standartisough the source may predate
standard®n which the assessment is based

In the eighteentleenturythe functionsof thefull scoreandof sets of parts
differedfrom thar respectivefunctionstoday An eighteentkcenturymanuscript
score bearing the appearance of a ofair
file copy; adirectingcopy; a transmission copy produced by one musician or copyist
from another score forthe purpasd t ransferring riepedtoopy
produced for sale or as a gift. As modern scofeentend to combine these
functions,it is easy to assume that this was trueighteenthcentury scorgand, as
a result othis, to overlook the othdype of sourcé the performance parfs that
functiored in place of the score in some respetise matter is further complicated
by differences betweethe functiors of published anananuscript scoress

discussed below

B“Rebecca Herissone, 06 SoMusical €=atidatyinRedtdiadon Engl&dnct i ons
(Cambridge: Cambridge University Press, 20pp. 61115.



Threefacts serve to illustrate the gulf between modern antteggh-century
understandingf this matter Firstly, the dominant medium for the publication of
instrumental musicat leastwas sets of printed performance parts, not scéoes
much of the eighteenth centuryhiswas consistent with earlier praszi John
Milsom concludes that one important function of sets of sitegéparts’ both
printed and manuscriptduring the sixteenth century was to transmit repertoire,
though few of these sets surviePepuscth ad publ i shed anoedition o
sonatasnscoreas early as 1732, O6that the Eye shoul
discovering, by what unus’atiwhenCharltsods ye Ear
Avison publishedseveral ohisworksin score in the late 17508 quarter of a
century laterthe decision was still so unusual thatdevoted two paragrapimsthe
prefaceof each voluméo explainingit, of which the following is a sample

Persons who are accustomed to peruse music thus published, very sensibly
experience the advantages it gitlesm in performing music in general. For

being thus enabled to judge, at one view, of the laws and effects of harmony,
those varioudelodies Accompanymen{sic.], andMeasureswhich

constitute the WHOLE OF A MUSICAL DESIGN, are immediately traced, an
their beauties as well as defects, ascertained with the greatest precision. Hence,
a complete and legible SCORE is the best plan for any musical publication, not
only as it renders the study of music more easy and entertaining, but also the
performancef it more correct anduficious™®

Despite suclviews, the practice of publishing instrumental works in sets of parts
rather than in sconeemained the normntil the end of the eighteenth century at least
Althoughit wasadmittedly less commoaior concerted musito be published in

parts, it did occur: for exampl e, Handel 6s 0

thel77@ , whil e the instr umenvlamesgriasrot s for John

Y“Milsom, 6The Culture of Partleavesd.

15 Arcangelo Corellied. by J. C. Pepusthh e Score of the Four Setts of Sonal
Arcangelo Corelli For Two Violins & a Bagkondon: John Johnson, 1732).

Charl es Avi s o nSixConsalftesénrSevensPa(@pas6), .ondon and Newcastle:
1758), p. 1.



Ha n d é&bngssSelected from the most Celebratedr@pfor the Harpsicord,

Voi ce, Hoboy or Ger man dicl]to Compleatcttemford be 01

C o n ¢ é'rWalshdpublished a similar series igig songs from the oratoriokpth

were reissued many timé% Additionally, it is clearthat somemanuscriptsetsof

partsfor concerted musiwere copiechot from a score, bdtom other sets of pts:

for example, the set fdvlessiahgivento the Foundling Hospital under the terms of

Ha n d e | vaasapparentitopied directly from the set used in thés4

performance at the hospital Thus, the principal function of a modeday full

scorei transmitting the musit could be performed by a set of paatsnein the

seventeenth and eighteenth centuigesll types ofmusig including concerted
Secondly, although engraved full scores of concerted works had been published

in England since th&680s at least Luis Gr a bPasbosdle of 1684 andAlbion

and Albaniusf 1687 being two early exampléshere were two important

differences in theifunction compared with modepublishedfull scores®® As

01 ux ur ythe cost obanpablished scammainedscarcely less than that a

good manuscript copy for most of the eighteenth centahg purchasing of a

publishedscore was effectively afm of patronagé® This was the case when

" The Favourite Coronation Anthem in Parts for a Full Orche¢trandon: William Randallg.1775).

Cited in William C. Smith assisted by Charles Humphiitemdel: A Descriptive&Catalogue of the

Early Editions(Oxford: Basil Blackwell, * ed., 1970), p. 151. Sdéed, p. 190 for details of the

Handel 6s Songs Sel ect ed denes(ondoit dohnMvalsht 4 v@le 1789 r at e d
61).

18 Smith and Humphriesdandel: A Descriptive Cataloguepp. 196200.

9Watkins Shaw, 'Handel: Some Contemporary Performance Parts ConsiddEagtitérenth
Century Music in Theory and Practice: Essays in Honor of Alfred Mednby Mary Ann Parker
(Stuyvesant, NY: Pendragon, 1994p. 5975 (60).

29 Luis Grabu,Pastaalle (London, 1684)Albion and AlbaniugLondon, 1687). See Peter Holman,
6Grabu [ Grabeu, Grabue, Gr a®GMOtfaccesead #6bJune 2014]. Lui s [ L

2L Calculation based on information on the cost of copying given by John Mathdwesii#@0s; see
Ch. 4.
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Henry Purcel |l 6s whisiTe Deuf and dubiletesin 1§%d it i s h e d
remained so almost a century later, when Hannah Boyce published two collections of
herhusbandés ant hems unml@soand 1766 Infact, circumst an
whatever the purposef published full scores ithe first half of the century,
transmitting a work in its entiretyas not necessarily among them. The most
obvious indicator of this is thatoresfrom the first half of theenturyfor large
scale concertedorks such as oratorios and operaten lacled the recitativeand
seem to have functioned as souvenirs or to facilitate home performance of arias
rather than as faithful transmitters of a wofBne symptom of the cdunsion on this
subject is the failure of the article on the history of the sco@ave Music Online
to distinguish consistently between published and manuscript scores throughout the
discussion of the changing function of seventeeatid eighteenticertury scores>
In addition, sincenany aspects of performance weeverned by conventioat
that time the score was not expected to present the wagtlgas performed down
to thelast detail. The most obvious example of this is the frequekblaeference
in scores to instruments such as the bassoon, though it is clear from surviving
performance materials that bassoons were usually part of the bass SeQiothe
differences between some sets of Handel performante qrad the full scoreShaw
has c¢claimed that Handel o6would certainly con
his scores contained all he needed to indicate. His purpose in bequeathing not only a

score, but a set of vocal and instrumental partdexfsiahto the Foundling Hspital

% Henry PurcellTe Deum& Jubilate, for Voices and Instruments, made for St Ceecilia's Day, 1694
(London: John Heptinstall, 1697); William Boyd€fteen Anthems by Dr Boyced. by Philip Hayes
(London, 1780) ané Collection of Antams and a Short Serviced. by Philip Hayes (London, 1790).

ZDavid Char'Geonnt,uroy(di M'aCrda t14v¢ iyw) i h8 Davi d Charl ton and k
0 Sc or eGMQ,iagcéssed HrJune 2014.

% Fiona Eila Smith, 'William Boyceral the Orchestra: The Original Performing Material of the Court
Odes'EMP 18 (2006), 417, Shaw, O6Some Contemporary Performance Pa
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was to facilitate future performances, n ¢
ascribing to Handel a modern understanding of the clear delineation in function
between full scores and sets of parts.
Thirdly, it was not necessarily ¢fitase that a full scofieprinted or manuscrigt
was used during performantethe directiorof largescale concerted musid-he
survival of significant numbers of speciallyepared keyboard parts that are not full
scores suggests that the full scasas not necessarifyart of the performing
material®® Diderotb a n d D 6 Adl setemiereim the Encyclopédief 1765 that
OHe who condutt faaecaneseoprimpiestrat theusent of
of a score for directiowas by that date fdy widespreadut notuniversal,
otherwise it would scarcelyave been necessanygive the instructioi’ English
practice in this matter is still utgar:it is known that William Boyce, and perhaps
Maurice Greene, beat time standing at a table amanmskrumentalists during the
large scale performances ofdffrestival of the Sons of the Clergythe first half of
the eighteenth centufy. However, 1 is not clear how far this practice extended to
smallerscale perdrmances of concerted music,vanether a score was always used.
The iconographic evidence is unclear: there are relatively few pictures depicting the
practice in England® At least two, the engraving of the coronation of James I in

1685 and that of the peardfeoraead® es off Byr THh

®Shaw,6 Some Contempor ary5®Perfor mance Partso, p.
Smith,6 Wi | | i am Boyce. 8measoCh®dObDr6chestr ad
*"Encyclopédie 1765. Cited in"Oawti dr CharimtbDayi @ (Char |

Kat hryn Whit n@MQ[AckesSeddduae 2014]) 6 1 n

28 John Hawkins, Memoirs of Dr. William Boyce, in William Boyd@athedral Music, Being a
Cdllection in Score of the Most Valuable and Useful Compositions for that Service, by the Several
English Masters of the Last Two Hundred Ye&Péed., London: John Ashley, 1788), pyxii(p. vii).

®Peter Hol man, 6The ConduaabidOrchesiral Muskc was Direge@lm, or H
Geor gi an Masit gnd Benfatndance Culture in Ninetee@antury Britain: Essays in
Honour of Nicholas Temperlegd. by Bennett Zon (Farnham: Ashgate, 2012), pp-Z523(p. 244).
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Arne in 1769, do not appear to show scores in front of the bisager’® However, it
is likely that the artists used some degree of license when itgpietry crowded
scenes and is noticeable that the instrumentalists do notesgpo have music in
either of these engraving#t may be thamusic was regarded as an unnecessary
detail except in the case of the singers, where it served to indicate their fdhction.
It is thereforeclear that at least two of tlienctions ofthe modernfull scorei as
acomponent of the performance mateaatl as the method by which a work was
transmitted’ could befulfilled by the partsalonein the seventeenth and eighteenth
centuries.In these respects, the division between their funatias less clearly
delineated than is the case todaw a blanket rule that one has primacy over the
other as a source becomes harder to justify. In one respect, however, the parts have
primacy over the scores: sets of performapees are the only phigal remnants of
real performanceslt makes seseto accord them their true value as the primary
resource for information on contemporary performance practice that is not purely

theoreticalsuch as that transmitted by treatises.

Dispersal and_ossof Sets of Parts in England

Performance of concerted music was dependent upon the production of performing

parts, as it &s a genre of music in whicimal tradition and memorisation, at least of

¥6rhe Cr owni n,gngmiing ih &raneis Sandiofhe History of the Coronation of the

Most High, Most Mighty, and Most Excellent Monarch, Jamés]l(London: Thomas Newcomb,

1687), reproduced as lllustration 3.4 in Matthias Rahyssic and Ceremonial at British

Cororations From James | to Elizabeth(Cambridge: Cambridge University Press, 2012), p. 92;

OMr Garrick reciting the Ode in honor of Shakespeare
Per for mer s, TofwcandCoyntrydviaghzrig 1769),reprduced i n Hol man, O6The
Conductor at the Organé6, p. 245.

'St ephen Rose, 6Memor ¥EMPAA @004),1®p.Bar |l y Musicianbo,
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the music itself, played little part. Sets of manuscriptgrering partanust have
beenproduced in large numbers in the late seventeenth and eighteenth cgtitaries
industry was one that would have groasiconcerted music grew in popularity. The
overall trend during this period was towards ever longer and coonplex

concerted works, using ever larger forces and thus requiring increasingly large sets
of parts; in the course of little more than a century, the genre had developed from the
relatively short and smasicale academic odes of the Restoration petwthe

lengthy oratoriody William and Philip Hayethat required large performance

forces. The spread of popular concertedwmsks ch as Handel s or at
the provincesncreased the market for copied parts stittier. However, nost of

the parts that must have been copied and used in England at this time, on the
evidence of the rich concert life of the period, have not survived.

The large collections of seventeensimd eighteentlgentury performance parts
surviving on the contindgrare anndicatorof the volume of late seventeentind
eighteentkcentury parts that must once have existedngl&d In Sweden, the
substantial Diben Collection in Uppsala University Library contiairgge numbers
of seventeentitentury performancsets from the Swedish court collected by the
Kapellmeister Gustav Duben (162490); while the large collection of late
eighteentkcentury sets owned by Utile Dulci, a Stockholm literary and concert
society, survives in the Music and Theatre Library, Etotm>? In Italy, a large

collection of sets survives from the basilica of San Petronio in Bologna, which

32 SeeThe Dissemination of Music in Seventee@#ntury Europe: Celebrating the Diiben Collection
ed. by Erik Kjellberg (Bm: Peter Lang, 2010). Both of these collections have been digitised. For the
Diiben collection, see <http://www2.musik.uu.se/duben/DubenCollectioninfo.php> [accessed 3 June
2014]. For the Utile Dulci Collection, sed#tp://www3.smus.se/UtileDulci/UD_help.php?lang=en
[accessed 3 June 2014].


http://www3.smus.se/UtileDulci/UD_help.php?lang=en
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possessed a substantiappella musicalé® In the Czech Republic the substantial
Liechtenstein Collection, amassed by Pavel Vejvanovsky forlKaoin
LiechtensteirKastelkorn, PrincdBishopd Ol omouc, survives
currently numbering 437 items of which mostre sets of manuscript paffs In
Germany several large collections of performancéspaurvive from various courts.
Among otlers those used by thHeofkapelleat Dresden are now in the S&then
Landesbibliothek Staatsund Universitatsbibliothek Dresden; those from the court
at Darmstadt are now in the Universitaisad Landesbibliothek Darmstadt; those
from the courtat Wirttemberg, includinghe court theatre, are now in the
Waurttembergische Landesbibliothek Stuttgart; those from the court at Karlsruhe are
in the Badische Landesbibliothethose from the Bavarian court are now in the
Bayerischa Staatsbibliothekthose fran thecollection ofHereditary Prince

Friedrich Ludwigof WirttembergStuttgart(16981731)are in the Universitats
Bibliothek, Rostock® Those from the Austrian court are in the Osterreichischen
Nationalbibliothek Most of the surviving sets linked to S. Bach are split across

three locations, the Staatsbibliothek zu Berlin; the Baathiv in Leipzig; and the

33 Marc VanscheeuwijckThe Cappella Musicale of San Petronio in Bologna under Giovanni Paolo

Kr on

Colonna (1674095): History, Organization, Repertpite udes do6éhi st oire de | 6art, N o

I nstitut historiqgue belge de Rome, 2004); Anne

i n the Bbaroqug Musifed. byiPater Walls (Aldershot: Ashgate, 2011), pp-4E4.

¥6The Muesctci cOoldf Biii Sehhalpavek\fejvandvsky amd the Kromeriz Music
Collection: Perspectives on Seventee@tmtury Music in Moraviatrans. Judith Fiehler (Olomouk:
Palacky University, 2008), 694.

% SeeMusic at German Courts, 174560: Clanging Artistic Priorities ed. by Samantha Owens,
Barbara M. Reul and Janice B. Stockigt (Woodbridge: Boydell, 2011), p. 176. Several of these
collections have been digitise&or the Dresden manuscripts, sédt://www.schrankzwei.deé>;

for the Darmstadt manuscripts, see <http://tudigit.barmstadt.de/show/sammlung23>; for the
Karlsruhe manuscripts, see <http://digital-kbrisruhe.de/Musikalien/nav/classification/169280> [all
accessed 4 June 2014]; foe collection of th&ayerischeHofkapelle see ttp://daten.digitale
sammlungen.de/~db/ausgaben/uni_ausgabe.htm|?propiki941081&ordnung=sig&recherche=ja&
I=de> [accessed 17 June 2014]. The collection at Stuttgart is not yet fully digitised. For the Rostock
collection, of which digitisation is underway, see Ekkehard KriQier Musikaliensammlungen des
Erbprinzen Friedriti Ludwig von Wirttembes§tuttgart und der Herzogin Luise Friederike von
MecklenburgSchwerin in der Universitatsbibliothek Rostp2kvols. (Beeskow: Ortus, 2006).

Schno:


http://www.schrank-zwei.de/
http://daten.digitale-sammlungen.de/~db/ausgaben/uni_ausgabe.html?projekt=1257941081&ordnung=sig&recherche=ja&l=de
http://daten.digitale-sammlungen.de/~db/ausgaben/uni_ausgabe.html?projekt=1257941081&ordnung=sig&recherche=ja&l=de
http://daten.digitale-sammlungen.de/~db/ausgaben/uni_ausgabe.html?projekt=1257941081&ordnung=sig&recherche=ja&l=de
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Sachsische LandesbibliothelStaats und Universitatshibliothek Dresdéh.These
collections are particularly valuable because of their laizgs sseveral of them
contain thousands of items, the majority of which are manuscriptipans because
they originate from specific institutionsn addition, many smaller but valuable
collections survivesuch as the archive of thenkinstlerSocieéit in Vienna, now in
the Wienbibliothek im Rathatié
In Britain far fewer sts of original performing materials surviyegrtly because
of the destruction of many celttions by fire during the lateighteenth and
nineteenth centuries. In Londomaé,five of the most important and longest
established theatrégirned dowri presumably with their libraries of performance
maeriali between 1789 and 1830he Ki ngébés Theatre in the
of Italian opera, burned in 178fllowed bythe Pantheon in 1792, Covent Garden
in 1808, Drury Lane in 180%fter a 13%ea history, and the Lyceurn 18303®
The performance materials held by the English court of the seventeenth ceajury
have beemlestroyed in 1698, when the palace of Whitehathbdown though it is
in fact unclear whether a court music library of performing parts exidted
Thesecondeason fothelow survival rate of English manuscript performing
partsappears ttethe differing social structure of eighteergéntuly Britain

compared with most of the rest of Bpe,coupled with the decline in monetary

%A1l Bachoés performing material in these three c¢
< http://lwww.bachdigital.de/content/bachdigital.xml[accessed 17 June 2014].

37 A partial catalogue is available atttp://aleph21prod
whbr.obvsg.at/F/IROVAHQEB47SBLC795BUAGFTY57A86VY1338BELLML62KSSE1BM
498697func=fineacc&acc_sequence=0000534gaccessed 4 June 2014].

% Roger FiskeEnglish Theatre Music in the Eighteenth Centfirgndon: Oxford University Press,
1973y Robert D. Hume and Arthur Jacobs,ThéNew Theatr
Grove Dictionary of OperaGMO [accessed 12. March 2014].

39 peter Holman, 'Original Sets of Parts for Restoration Concerted Music at Oxfétetfanming the
Music of Henry Purcelled. by Michael Burden (Oxford: Clarendon, 199§).265271.


http://www.bach-digital.de/content/bachdigital.xml
http://aleph21-prod-wbr.obvsg.at/F/R9V4HQEB47SBLC795BUAGFTY57A86VY1338BELLML62KSSE1BM-49869?func=find-acc&acc_sequence=000053466
http://aleph21-prod-wbr.obvsg.at/F/R9V4HQEB47SBLC795BUAGFTY57A86VY1338BELLML62KSSE1BM-49869?func=find-acc&acc_sequence=000053466
http://aleph21-prod-wbr.obvsg.at/F/R9V4HQEB47SBLC795BUAGFTY57A86VY1338BELLML62KSSE1BM-49869?func=find-acc&acc_sequence=000053466
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value of manuscript performingarts thabccurredn the late nineteenth and early
twentieth centuriesAs musicologydevelopedas a disciplinemanuscript scores
particul arly c¢ o ngeaseeints aluathey held to scpolar®s
they were not believed to have the same authority as the sperEsming pas
seem to haveemained unaffected by thigth few exceptions Indeed, the
increasing auéability and decreasing prices of printed music, coupled with the
outdated nature of the music in eighteecgimtury manuscript performing materials,
caused their value to decrease

Survival rate is generally highest for collections of performirzgemal gathered
by institutions that were lorgurviving, with formal administrative struees that
endured over centuriesd which had institutional systems in place for storing
documents, manuscripts or books, coupled with a disinclination to thrghvirag
away. The Oxford Music School met this description; so did many of the small
courts of which Europe once ¢paly consisted, whose music collections survive as
listed above Even in the case of these collections, survival was haphazard and owed
much to chancefor example the performing partsf Hereditary Prince Friedrich
Ludwig of WirttembergStuttgart survive in Rostock havitiavelled withhis
daughteion her marriagé® Many sets of seventeentientury performing partsad
already beethrownaway, burnt or sold as waspaperby the end of the eighteenth
centuryasCaspar Reut z, cantor of St Mar yods
1753

| inherited a large pile of church music from my late fatihdaw Sibers and
grandfatheiin-law Pagendan [ é ] Everything that these
much trouble and work, or at great expense collected and had copied, has not

the slightest value now, although no small amount of capital went into it. This

mass of musical paper from many years ago has dihediby about half;

much of it has gone into the stove in place of kindling, much has been used

0 SeeMusic at German Courted. by Owens et al, p. 176.
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around the house, and much has been given to people who can use all sorts of
scrap and paper in their shops. But | have tried to save most s¢dhes of the

old pieces [that idyut not the parts] for the sake of their antiquity and in order

to see what the taste and character of music from those times was like. | predict
no better fate®for my own musicé

In England the situation was worisecausé¢here was onlyone court, which
unlike mostcontinental courtsdid not maintain aensemble of fultime musicians
after 1690*2 The majority of performing sets produced and used in England were
not owned bysuch arinstitution and so had little protectiovhen their value
depreciated towardse end of the nineteenth century. Generally they passed from
owner to owner beforbeing disposed of In a strikingly similar not¢ o0 Retlet z 6 s,
Englishmusicologist and dector Joseph Warreanticipated in theate nineteenth
century thahis manuscript scoreso ul d be 6% a p;¢he @ableriMaas t e
clearly a widespread orfd

There must have been numerous examples of tleedfygisposal Reutz and
Warren referredo. Most ofthesewould have gonenrecorded;He exceptions
usually occurred when the parts were saved after all. The set from Worcester to
J ame s Igasticaioil esD&wem ad Jubilateis one sucha note on the organ part
signed by W. D Macragf the Bodleian Library e c o r d s e Bdn&Rartsawéré e s
given to me out of a mass of MSS music condemned to destruction at Worcester

Cathedral, with various other pieces of some interest or value, upon my application

“I Trans. Kerala Snyder. Reutz goes on to estimate the value of these manuscripts at 4,650 marks at
the time of copying; Kerala J. Snyd&igetrich Buxtehude: Organist in Liibedlevisel ed.
(Woodbridge: Boydell Press, 2007), p. 318.

“peter Holman, 62. Secular Music: (v) Declined6 |
at Courtd, GMO [accessed 25 June 2014]. See bel
JameBrydges, first duke of Chandos, the only English nobleman to maintain a musical

establishment comparable to that of a small court.

43 GB-Ot Ms. 1231, flyleaf.
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to the Canon in Resi demfevemanuscriptpars s u mmer of 1
suviving in the Fitzwilliam Museum, that derive from the collection of the Ferrar
brothers of Stamford and Little Gidding, are a further example: they were apparently
transferred to the museum from Magdalene College after the then Pepys Librarian,
Stephen @selee, threatened to throw them away otheri¥ida.some cases, one
single example of each type of instrument or voice part was retained, while duplicate
copies were discarded. For example, one set of performing parts held in the British
Librargtaaadé8dnby o6Car | distApadssontheicovér, bear s a
that is dated 174%. From this itis evidentthat the set originally consisted of two
each of first and second violins, one cello
contains only oa copy of each. This practice should be borne in mind when
assessing any set consisting only of single parts.

Surviving sale catalogues and other library lists provide the clearest evidence in
assessing lost collections Bhglishperforming material Many such survivérom
this pefod, from the sale catalogues fGottfried Fingee s | i brary in 1705 an
Thomas Brittod & 17147 two of the earliest such to survivdo that forPhilip

H a y elibrary produceafter his death in 1797 or 1798 The atalogue to the

4 GB-Ob Ms. Mus. D. 104, pp-v i . On Macray, see Mary Clapinson, 0Mse
(18261 916) , Li brarian, Hi st or i a@DNB[acdess€ch2lNovermberof Engl and
2014].

“5 Letter of 22 July, 1915, Stephen Gaselee to Edward Dent, now-@f@BvViU. MS. 647, quoted in
full in Peter Hol man, 6 Con tlMusio:iiTheCasaadiHtzmliBnange i n Engl
MU. M S . Thebvibld da,Gamba Society Jourda{2007), 2650 (30).

6 GB-Lbl Add. Ms. 34267B, fols. 1:24. The appearance of the cover indicates that the set was
probably once part of the library of the Academy of Antidusic.

““Peter Hol man, 6The Sale Catalogue of Gottfried Fing
Concert Li f 8MAReseardh €hrabiedS @GLG),28838; OA catal ogue of extra
instruments made by the most eminent workmen bdtlorat and abroad. Also divers valuable

compositions, ancient and modern, by the best Masters in Europe [..] being the entire collection of Mr

Thomas Britton of Clerkenwell, small coAl man, | atel
General Histoy of the Science and Practice of Mudiondon, 1776, 2/1853, repr. 1875), Vol. 2, pp.

792-3. See also Alec Hyatt Kinggome British Collectors of Music, ¢.160060(Cambridge:
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Finger sale, which contains much more instrumental than concerted music, notes that
most of the partfor h i GreatPieces for his Consort¥ork-Bui | di ngs 6 wer e
OPr i ckodav ear G.i nset®ndsybstantialeconcerted woiklisted, for his

St Cecili ams2®Dalyo o fgdan®yBryilges ®uké of Chandos,

was the onlyeighteenticenturyEnglish noblemaro keepa similar-sizedmusical

establishment to that of a small European calttipugh itexistedonly for the short
periodbetween 1715 and mii721*° The catalogue of his library produced by

Pepusch in 1720 lists 127 itemsmusic unfortunately it is not entirelglear which

possesad sets of partd A catalogue of 1759 produced by the Sharp brothers

William, James and Granville féheir own collection, amassed for family and

concert use, is considerably more substantial at 160 written padée. section

headed 6Oratoriods and ot her Performance:
is20pagesding; a further section |ists O0Compl ¢
Performances, the Part s Thdbulkdithecbllecsone no't

has yet to be traced, though Crosby notes that items from it are currently in York

Cambridge University Press, 19 6 3 Yian Saden, A6 enor e F.
175086 (unpublished doctoral tHf%esis, University o
““Hol man, O6The Sale Catalogue of Gottfried Finger

“Graydon Beeks, 6Th edan@di Goliedtions an€ BheirlHestargdi by n 6 i n
Terrence Best (Oxford: Clarendon Press, 1993), pp1535135).

**Graydon Beeks, o6Handel and Bath slandel, Scarlatti: t he Ear | o
Tercentenary Essayed. by Peter WilliamgCambridge: Cambridge University Press, 1995), pp0;1
al so Beeks, 6The Chandos Collectionbé. See al so
Musi cal I nstruments and Music Belonging to the D
Coffey, John Greenacombe and Anthony Hi¢ksprge Frideric HandelCollected Documents,

Volume 1 16094.725(Cambridge: Cambridge University Press, 2013), pp-238 complete list

guoted in C. H. Collins Baker and Muriel I. Bak&he Life and Circumstances of James Brydges,

First Duke of Chandos, Patron of the Libefats (Oxford: Clarendon Press, 1949), pp. 1430.

—

*1[?]Granville SharpA Catalogue of the Manuscript and Instrumental Music in the Joint Collection
of Mess:rs William, James & Granville Sharp. London 1188NYp Drexel MS 1022.

*The TableofContest i s quoted in full in Brian Crosby, OF
Musical Activities of the Sharp Family, c.1760. 1 7RM® Research Chronicldo. 34, 2001, pp.
1-118 (66).
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Minster Library, Duham Cathedral and Chapter Library and Glasgow University
Library, as well as in libraries in London, Cambridge and Oxidrd.

The fate of the ¢ ompoisatypicaMeaampleadee Gr eeneds |
owned byan individual It passed to WillamBpce on Greeneds death in
under the terms of his willincludednthBoyceds own
threeday auction of the 6Truly Valuable and Cur
Possession of Dr . \6IApriild7éeh TR prigtedeatalpgudh el d on 14
for the Boyce saleds survivedand has been published in an annotated transcription,
giving the currentocationof all traceabldétems®* The catalogue gives an
incomplete Iimpression of the owmwope of Boycebd
autograph manuscripts and their corresponding performance sets were withdrawn
from the sale, but gives usefuthough again incompletieinformation about
Gr eene s >>cAbrhahusceiftsilisted that are either works by Greene, or
copied in hishand, can be assumed to have originated from his library, though
unfortunately it is impossible to tell how many of the other manuscripts and prints
listed many have come from this source. 60 lots at least, therefgieateifrom
Gr e e ne 06 s ard thd id peobably am nnderestimate.od of these consist of
multiple scores and sets of paitgluding manuscript performing sets 85 court

odes and around 34 other concerted works by Gr€ene

SCrosby, O6Private concertsd, ndufletheindompesesetoshanuscri pts |
partsforAl e x a n d e(HV8Vs75)FGB-BRctMs. M172.

*Robert J. Bruce and H. Diack Johnstone, 6A Catal ogu:
of Music Late in the Possession of Dr. William Boyce (1779): Transcriptiond Co mmRMAt ar y 6,
Research Chroniclé3 (2010), 11a171.

®For a discussion of the implications of this and th
and Ch. 7.

%% Lots 56, 5864, 66, 71, 124, 12729, 138150, 161164, 171, 178191, 194, 197 230, 232, 244,
250, 252, 260, Sets for works not by Greene that probably originated from his library include Lots
152153,166 (Brucand Johnstone, OA Catalogued).
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The majority ofG r e e seswere bought by Rlip Hayes (8 court odes and 15
other works), an unidentified member of the Kirkman family (9 odes and 2 other
wor ks) and Boyceds pupil Mar maduke Over el
sets)’’ The remaining 16 court od@nd 3 other sets were sold beémat least
seven other people, including John Hawkins and three members of the Chapel Royal
(Ralph Hudson, Thomas Sanders Dupuis and John SSGApEng sets bought by
Philip Hayes were auctioned in turn on his death, and the majority bought by the
Revd.Osborne Wight. Many of the scores later passed from Wight to the Bodleian
Library; but the partbadby then disappeared. Of the other sets, a number have
been traced by Bruce and Johnstone in sale catalogues of their successive owners
into the nineteth century, after which they vani&h.Of the almost 70 performance
setsapparentff r om Gr eeneds | i brary that were |
sets and one stray part can be currently traced. The sgreeis are the Te Deum
sold as lot 171 toPhilip Hayes, which is currently in the Royal College of Music;
and ttheoféSearts of ,DperGoneemdds aAnKhemos C
Cambridged sold as part of lot 128 to Jol
the stray part is the single treblarpto the B Deum of 1729 sold as part afti141
and now in the Nanki Music Library, Tokyo.These, together with two sets which

cannot be identified with any iime Boyce sale catalogue (one Forimel and one

Bruce and Johnst olbépassidA Catal ogueod, 122
Bruce and Johmuetholbdpas@mA Catal og

*Bruce and Johnst on &0and6s (pe a338); Lotg 1484&Nd 1450 {ps. 5 6
1456); Lots 1624 (p. 148); see also p. 151, footnote 36.

®Bruce and Johnstone, O6A Cat al ogwkies(p 13%)plot exampl e
160, bought by Boyce junior (p. 148); Lot 191 and 194, bought by Overend (pB).152

®1 The surviving sets are GBcm Ms. 224 and G&Ek ¢ MS 401. See Bruce
Catalgued, entries for Lots dis®8, 141 and 171 (pp. ]
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fort he ant hem 60O L §aretheomffnownsthavi vamwsel 6 Gr eence
once sizeable library of performance péfts.
Many eighteentftentury musical societies must have amassed substantial
libraries of performing parts, but most of these societies survived for less than a
cenury before dibanding. Theilibrarieswere usuallysold at auction, passed to
another musical socktor perhapsimply divided out amongsheir members.
Among the longst-lived must have been the SocietySihgers ofShaw Chapel,
Crompton and Shavi,ancashire, which existed between 1741 and £8&8ome
parts from its library were preserved in a cupboard in Holy Trinity Church,
Crompton and Shaw, though these comprise only a small fraction of the library as
listed in contemporary hanlikts; at leasta few of the missing parts eventually found
their way to New Bedfor*
Thelongest i ved of Londonds musheAcademyopfoci et i es we
Ancient Music, which was founded 726 and disbanded in 1792 large part of
its library has leentracedto Westminster Abbey; however, this portion includes
only scores and not sets of pditsAround tersetsor partial set®f partsare known
to me dispersed among the collections of The British Library, the Royal Academy

of Music, the Royal Collegof Music and the Bodleian Library; at least two are

2 GB-Lcm Ms 227; and GBOb Ms. Mus. D. 46, fols. 82 0 2 . The only other set for
wor ks | have seen is the set of string parts (2 viol
Go d 6 ;Bu $hBwHellier 566568: this was origially not an orchestral anthem and the parts clearly

do not originate from the composer himself.

53 See Ch. 4.

“F. Hudson, 6The NewBBe#&tond MamWédAoOsMPeBPaing of
Second Series. Vol. 33 (March 1977), 552.

®H.Diack Johnstone, O6Westminster Abbey and the Academ
and Now Par t iMLI9%/3/(20Rl 828%3¢seeepdriicylarly pp. 35873). | am grateful
to Dr Johnstone for sharing this research in advance of publicat
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known to be in private collectiori8. It is likely that more will be identified in
future®’ It is known that a specific post of librarian to the Academy exiatetiit is
evident fromthe parts themsedsthat a fairly sophisticatelibrary system was in
operation®® The sets are generally in wrappers of buff cartidgper,mostof

which bear a finding numbemostalso bear a talMist of parts. Some alszarry
dates of examination that relate anunber of stocktakes, one of whictvas
apparently performed in 1749, when the librarianship was taken g\Bgrijamin
Cooke (lllus.1.1) Any set of eighteentkentury parts in a buff cover which
carriesat least two out of findingiumber, tallylist and date of examination, should
be regarded as a possibteayfrom this library, particularly if the scribal hands
include anyof those identifiedas being linked to the Academxll of these features
are present in lllus. 1.1However, it should be rted that although there is no
definiterecord of other English music societies also using theliatlgystem as a
cataloguing aid,timust have been commgiven the existence of similar examples

in collections on the continefit.

®Johnstone, O6Westminster Abbeyd, Appendix |, nos

' f Benjamin Cookeds sets ought to be included i
365), this brings it up to sixteen.

®Johnstone, O6WesB3¥b.nster Abbeyd, pp.

®“Johnstone, O6Westminster Abbeyd, pp. 332 and 370
O For example, the Graupner sets in Darmstadt have similar covers: seatipieeReDS Mus. Ms.

444/26 (set for ChristopBraupned § Es i st eine Sti mmé-DEMusevis. Pr edi ge

429/25 (set for ChristopBraupned 6§ Gott i st Zeuge ¢ber alled, fol.
found in the Diiben Collection and the Utile Dulci Collection (see above), among others.
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1.1: Cover of theperfor mi ng set f oro Mherkr yi nP WOread IpluGss, GB
Lam MS 27D, probably owned by the Academy of Ancient Music Image
copyright the Royal Academy of Music, London.
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Identifying Excluded Categories: Imported Sets

Instrumentallyaccompanied Italia motetswere clearly populajudging by the
numbersf seventeenthand eighteenticenturysetsfor such workssurvivingin
collections throughout Englarid These parts are visually very different to English
parts and it is easy to differentiate betwésntwo: apart from the obvious
differences of repertoireomposerandhands they do notend toconform to the

usual size and format for English paf$se below) Most areoctavesized in upright

"Seventeentlt ent ury examples inclusen6Gi MatmeodBEari ssimi, 6T
M35 /13s and 6 Su mnYiM35 314 (see David €riffith® Catafogue @ e

Music Manuscripts in York Minster Librafiork: York Minster Library, 1981], 104); and the motets

attributed to G. B. Bassani in GBch Mus. 1154. Eighteertbentury examples include Agostino

Steffani, OSonRYi tM4sl ;arammodr unmée, aG@Bnymous -hemt et s 6Ad gau
MS 1079, OAdstabat-Lcor M8 $428Bp ahdadmdNMXil2Bdomi nus o,
among seval at the Royal College of Music. See also Ch. 2 and Ch. 3.
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format(lllus. 1.2)as opposed to quartized thoudh a fewquartoltalian sets do

survive in English collection§ Octavo size isinsuitable for anything other than
relatively short works such as motets, as the amount of music that can be fitted on
one page idalf that whichmay be fitted on a quarto feaHowever, it makes the

parts eminently transportable, and this is the likely explanation for their marked
presence in English collections. The Grand Tour is the most probable route via

which the majority reached Englantis possible that the octaxformatsets were
specifically poduced for the souvenir markeClearly some were used once they
reached England, but others bear no such signs and so are excluded from the present

study.

1.2:Smallf or mat alto voice part t pGBdem anonymo
Ms. 1192. Bypermission of the Royal College of Music, London.
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Surviving EnglishPerforming Parts

Despite the heavy lossda®jo significantcollections of English performing parts
have survived, though both are small in comparison tedhgnentalcollections
described aboveThe first is the collection of late seventeersthd early eighteenth
century performance satsed at academic acts and music meetings bmtisgcians
of the Oxford Music School and now in the Bodleian LibrafyThe second is the
collectionofWi | | i am Boyceds ,nowalsdirothe Music §choolat er i al
collection at the Bodleian, of which a substantial propomioginated fronthe
court performances of the-annual odes produced by Boyce in his capacity of
Master of t H%Takén toggtiies theeuasnount to fewer than 100 sets
of parts. In addition, smallecollections of performance materials survive that are
linked tothe composergVilliam and Philip Hayesind Benjamin Cook&

Surprisingy, only a little material survives that can Biectly linked to either
HenryPurcell orto Hande) the mosimportantcomposersvorking in England
during thelate seventeenth andghteenth enturies. Howeveisolated sets survive
from a number of othecomposerss follows:Johann Christoph Pepusch: 1;
William Croft: 3; Valentine Nalson: 1; Maurice Greene: 4; William Hayes: 6 (plus
one to a joint work with his son Philipamuel Howard: 1Alcock senior: 3;
Benjamin Cooke: 6; Philip Hayes: 6 (includithe one joint work referred &bove;
Alcock junior: 1; John Abraham Fisher: 1Apart from the Boyceourt setsthe

Oxford Music School set@nd those of the Academy of Ancient Music and the Shaw

¥ See Ch. 2 and Ch. 3.
" See Ch. 5 and Ch. 6.

> Most of the surviving Hayes sets aretie music collection of the Bodleian Library. Those of
Cooke are in the library of the Royal College of Music.
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Singersalready mentionedsurviving performance selisked to particular

institutions or societiemcludesetsused by the Foundling Hospital atiek United

Grand Lodgeas well asets fromotherprovincial music societiesuch as the

CanterburyCatch Club’® There are surviving performance partswiarks froma

large variety ofjenres: academic odedurt odes and antheprchestrabnthens,

oratorios English theatre music; Italian oper&he entire range of surviving

materials is, therefore, fairly representative of the musical output of the period

surveyed despite the inevitablargegaps Some of thesperforming setfiavebeen

investigatedndividudly in recent years. Howevea,largescale survey of the

materials as a whole has never beeriggmed and shoulgield much of interest.
Thepresent sudy initially aimedto compilea detailed and comprehensive

catalogue of surviving English performance matsrfrom theperiod1660 to 1800

ard to discusshe information gained from these sourcdssoonbecame apparent

thattoo much magrial survivedor a comprehensive catalogte be within the scope

of thisstudy. It wastherefore necssary to limit the survey to certamajor

collections in England, together with some additional collections of specific

importance in terms of scopegntent or the institutiss with which they are linked.

A detailed catalogue of all sets examined that meet the criteria outlined above is still

under construction and it is intended that this will be available online as soon as it is

complete’” The following libraries and archives were surveyed:

GB-Bu: ShawHellier Collection, University of Birmingham

GB-Cfm: Fitzwilliam Museum Cambridge

GB-Ck c : Rowe Music Library, Kingdbs Col |l ege

GB-Cu: Cambridge University Library

8 See Ch. 4 for a discussion of the sets linked to the Foundling Hospital, and the Shaw Singers.

" Two sample entries are included in AppenBlix
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GB-CA: Canterbury Cathedr&hapter library

GB-DRc: Durham Cathedral Library and Archive

GB-Lam: Royal Acaderyg of Music, ibrary

GB-Lbl: The British Library

GB-Lcm: Royal College of Music Library

GB-Lfom: Foundling Museum (including théoke llection)
GB-Lma: London Metropolitan Archive

GB-Lwa: Westminster Abbey

The Library and Museum of Freemasgrictgndon

GB-LEc: Leeds Public Libraries, Music Department, Central Library
GB-Mch:Ch e et h a méManchestérr ar vy,

GB-Mcm: Royal Northern College of Music Archive

GB-Mp: Manchester Public Library

GB-Ob: Bodleian Library Oxford (including theMusic, Music Schocand Tenbury
Collectiong

GB-Och: Christ ChurchLibrary, Oxford

GB-Y: York Minster Library

Somecollections or groups of items were then seleeteslibjecs for more detailed

case studiesThe Oxford Music School performance sets dating from the
stewardship of successive Heather Professors of Music, Edward Lowe and Richard
Goodson senior, were obvious choices for case stud&bkapters 2 and, Because

of the significance of the collectioin terms of its size, relatively early date and the
importance of the institution to which it is linke€hager 4 focuses on the

performingmaterials linked to Georg Frideric Handel, as well as qtkeiorming
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setsfor his music that are not directlipked to the composer. This choice of case
study was prompted by Handel 6s stature a:
survey of his remaining performance materials, as well as the lack of any sfirve
general eighteentbentury performance practe f or Handel 6s musi c
surviving performingsets. This was the reason for the one exception made to the
rule of not examinig manuscripts outside EnglandheTcollection of Handel
manuscripts currentlin the Staatsund Universités-Bibliotek Hamburg was
included in the study in addition to the English collections listed above, as it contains
performance materials used by Handel while in England, which are therefore of
significance.WillamBoyceds court ode perfor mitengy set s
and his other sets are the subjecCbépters, becauseof hi s col |l ecti onds
significanceinterms ofsi;,Boyce 6s | mpor t amidiglinke ®tha ¢ o mp C
court. As performer names are the most obvious and easityded historical
information transmitted by performing parthose names which have been noted in
the course of the study are listed in Appendix A.

It is ineviable that some institutionspllectionsand manuscriptef interest have
beenomitted It was not possible to stey the majority of private collections within
England, many of which are difficult to access or of which the researcher may be
unaware. There are other obvious gaps in the survey: the large amaunglisi
materialthat hageachecollections in Scofind, Wales, Ireland or elsewhere in
Europevia complex networks of connections between musicians, institutions and
families, has(with theexcepion given abovg not been examinetbecause of time
constraints This is likewise the case for the large numiiemanuscripts that have
beenpresentear sold toinstitutional or privatecollections in the United States and

Canada.
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Preliminary Findings: Format and Paper Types in Performing Parts

Performing parts foconcerted musieppear to havhad no standdrformatduring

the seventeenth centyisurviving examples can display considerable variation in

size and layoutMost arelooseleaf andit wasapparentlyunusual for them to be

stitched into wrapper@llus. 1.3)."® However, a standard format had beeom
establishedn Englandby around 1740 at lategiilus. 1.4-1.5). Eighteenthcentury
partswere usually quartgized, in upright orientation for instrumental parts (except

for keyboard parts, and sometimes druamtg) but transverder vocal parts.

Keyboard parts could be either upright or transwensentated. Eceptions to this

did occuy probably because spare paper ruled in the wrong format had to be used up.
Some variation in size occurred in practice, because of the lack of standardisation of
the paperssizes at the timgndbecause pages were trimmed down before stitching

into covers or binding. The majority of parts were copied as loose fatid then

stitched into coverghough sometimes they were copied into-poeind books.
Heavyweight i ne paper was most commonly used, usu
gavetwo folio-sized leaves when folded, or four quarto leaves if folded a second

time and cut. The papenaking process will not be described here, as ibkas

covered in other stlies This study hasikewise not attempted to cover watermarks

and papetypes because of the volume of manuscripts to be exarfinddwever,

dating of paper by other researchers has been taken into account where possible. It is

® See Ch. 2.

“"Robert Perry Thompson, 6Part |: The Fine Paper Trad:
Paper Trade, 16486 8 88 (unpubli shed doctoral thesis, Universit
17716 2; Shay and ThompMaoposcpHiptr8ducteéerecelhnd Purcell &8s
ManuscriptsAndr ew Lawrence Wooll ey, 062. I ntroduction to So
OEnglish Keyboard Sour c¢le’s2 0abn d( ulrhpeu Irl iCsome de xd asc,t ocr. a |1 6t6h
University of Leeds2008), 2124; Martha Ronish and Donald Burrows, Cat al ogue of Handel 0s
Musical Autograph$Oxford: Oxford University Press, 1994).
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hoped that the presesiiudy may eventually be expanded to include an examination
of watermarks and papégypes in the sets of parts discussed here.

Original covers, where they survive, are consistent in appearance. The cheapest
and most common type is of buff or pddewn cartridge paper: this is the sort that
John Matt hews called 6Cartridge whited
a sheet in the early 1760s; each sheet would cover two quarto b&8Ketgar

paper in blue or purpls another cheap optimomeimes seen.

8see Ch. 4. Mat h e ws-BRcivle. A32sp.ier e recorded in GB

b i
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1.3 Seventeenthcentury partial-leaf vocal and instrumental parts to Matthew
University of Oxford.
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1.4 Henry Purcell, Dido and Aeneaseighteenthcentury violin part (GB -Lam
Ms. 25 A (19))prepared for the Academy of Ancient Music in 1787with late-
nineteenth-century performance markings in red crayon by William Hayman
Cummings. By permission of the Royal Academy of Music, London.
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15 Benjamin Cooke, OBelGBILanMs826) good and joyf
eighteenth-century vocal parts a) canto chorus part [18], b)alto solo part [22].
By permission of the Royal College of Musid,.ondon.
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Decorated Paper Wrappers on Performing Parts

Though plain paper was the more popular choice, many eighteentiry

performing parts were covered with decorated papentpapiej wrappers which

can beauseful dating aid. The typef marbledp aper known as &éDut ch
it was manufactured in Germany sometimes Frangcgas the most common choice
in such case@llus. 1.6) This distinctive paper, with its combed motif in red
interlaced with ochre, green and blue, was riagmrted from Germany via

Holland for much of the eighteenth century because of the latdaghewent of
marbling in Englandthough derivative designs were being produced within Britain
by the end of the centufy. It is a measure of its popularity durinigeteighteenth
century that reproduction papers in this style are currently-pesdliced by at least
two papermarblers in Britain for restoration u8e Its use on music manuscripts
was widespread during this periodponey was often saved by patching asve
together out of smaller scraps, particularlytbe reverse Dutch red marbleghaper

on performing partsvas largely an eighteenttentury pheaomenonseventeenth
centuryparts were normally too short to require wrappargl the paper was in any
casemoreexpensivan Englandat that time”® The increase imarbledpaper

manufacturingvithin Britain towards the end of the eighteenth century, coupled with

8 There was no significant marbling industryinEngld unti | the 1770s. Ri cha
European Cradle Periodbd, 63. Mar bling in Ger many
Evol ution of Mahled Paped: ItsfHastbry, €echmigués and PattefRkiladelphia:

University of Pennsylvania Press, 1990), pp-1173 1831, 6372 and 179192 respectively. See p. 15

for an account of the t er m-35 buahidust@tiopathiepatterand Pl a
(after p. 186).

8 The paper makers Victoria Hall of Fakemh, Norfolk and Katherine Brett of Payhembury Marbled
Papers both make these designs, sold via the London bookbinder Shepherds, among others.

8 See Ch. 2.
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the invention of new marbling techniques and the growth in popularigwér

designs, seems toVYecausedhe use ofDutch redpaper on scores and performing

partsto ceasat some point during the second Hafltheeighteenth cemry.®*

1.6: Dutch red marbled-paper: a) continuo part for Handeld 41 exander 6 s Feast
originating from the Aylesford Collection, GB-Lfom 1280, image copyright The

Gerald Coke Handel Foundation;b)vi ol a part f or Flodaal,r i ce Gr een
GB-Lcm Ms 227/1V, by permission of the Royal College of Music, London.

#¥Richard Wolfe, 6. 6The Initial British Experienced
Marbled Paper pp. 6372 and 7334.
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Other marbleepapersused during this period inclu@eFrench curl pattern in green
and redand aTurkish spot in green, black and ochre that gained prominaribe
later eighteenth century aiglprobably therefore of English origif. Thesetypes of
papercan be seean partcovers in the Royal Music Celttion and werapparently
among the typessed by the binders employed by Frederic Nicolai when he put the
collection in ordef®

The type of decorated paper knownjaastepapebcan also be seen on the
covers of performing parts. This was produbgdovering a sheet of paper with
coloured flour pasté usually Prussian blue, red or gréeand moving the paste
with comb or fingers to impart patterns. Pgség@er was first used in Germany and
was particularly associated with the Moravian commuatitierrenhut in Saxony,
fromwhencei t s ot her name, 6 H dtspreadifrbrnutherepoghe e r o ,
Moravian community of Fulneck, near Leeds, where the Single SistersSmder
Margaret Woodhouse opened a paper mamnafg in 1766, tutored byBAndreas
Schloezer who had learned the technique at Herréfhriough past@aper may
have been made in England before this, the scale of prodattiarineckseems to

have been unigue in Englandthat time; additionally, th&loravianmethodof

8 Similar papers are illustrated in Woltdarbled Papey Pl at e XXIV (6French curl
18"cent ur y 618 (eighttensit e nitéur y French cur | Rorugieer ns) and
and English spot pate r n s 6 )68 (Nnglsh spob fatterns with green predominating colour, 1770s

to 1790s), after p. 186.

®Ni colas Bell, private communication, and Donald
Handel C&BLDAsticle 2 (20099 Http://www.bl.uk/eblj/2009articles/article2.html

[accessed 20 June 2014]. The French curl masidger is illustrated on the bindings in Figures 6

and 7, pp. 14.1.

¥Richard Wol fe,6 MaR ad ti e gP dpreleGRdpenpan242b. ,

8 Tanya SchmollerA Yorkshire Source of Decorated Paper in the Eighteenth Cef8hsffield: J.
W. Northend, 2003), pp.-8, 21-22.


http://www.bl.uk/eblj/2009articles/article2.html
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producing the colours was a closedyiarded secréf. The wide distribution of the
papers is confirmed by the shop sales ledger, which records that the paper was sent
to stationers in towns across Englahdwever, poduction decreased greatly in the
1780s andhad apparently ceased entirely by 1789t is currently not known
whether any other English manufactories took up the metioo® of the other
Moravian communities in England appear to have prodsuet papet* The
marked similarity between commomglish pastepaper designs and the eighteenth
century pastgapers in the Moravian Archive, BethleherepRsylvania, suggests
that the Englislpapers mayn factall be Moraviarmade® The presence of this
type of paper on the covers of performing pamés/ thereforeindicate thathe parts
probably date from the fifteen years or so during which produeti¢iulneckwas at
its peak, between 1766 and the early 1789swever, more research is needed into
pastepaper production in England to determine vehevhen and by whom it was
manufactured, and in which desigasd whether the practice was already
widespreadefore the Fulneck Moravians adoptedit continued elsewhere after
production at Fulneck had ceased

There was considerable variatiorthe skilklevel displayed in these papers,
which would have been reflected in the co&tcombed past@aper in Prussiablue

was probably a fairly expensive choice of covering for the organ part and the score

¥The agreement between the Ful neledthatSahloeranwast yds shop
6not to show any Person in England besides the Myste
col oured paper, but in Fulneck, nor to sell or use a
Conference minutes, 5 June 1766, citeddhr8oller,A Yorkshire Sourgep. 9.

% Schmoller A Yorkshire Sourcepp. 1620.
1 Schmoller A Yorkshire Sourcepp. 2527.

26 Mor avi aMoraRam Arehives, Bethlehem, Pennsylvania
< http://www.moravianchurcharchives.org/moravianpaperzplagcessed 23 July 2014].


http://www.moravianchurcharchives.org/moravianpaper.php
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in the performi ng slandWiddng Anthéns (ldd. B c k ds  F
The colour and style are similar to the pagséper on the cover of one of thalneck
congregationds minut e booklgelythatphs pageu ced b
originated from theré" These versions of tHaneral and wedding anthems were

prepared some years after the originals, seemingly foonmeaihce in Worcester in

1766,the year the Moravian S&rs opened their manufactorfietshop records

confirm that paper was being senttorcester by 1767 atast® Identical blue

combed pastpaper paper was used to cover the first principal voice part in the
Worcester set $Sommoirdbably ased inBle yhree Glwirs

Festival; pehaps the paper was used on ffast because it was the mostilyas

visible to the audienc¥

1.7. Combed blue pastepaper on the cover of the organ partforJ o hn Al coc k 6's

Funeral and Wedding Anthems, GBOb Ms. Mus. Sch. C. 180 b., 176688y
permission of The Bodleian Libraries, University of Oxford.

L7
) # gy 7 ’/
C g o o riiHert
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M1 e Ske @ 102

% GB-Ob Ms. Mus. Sch. C. 180 b, p. vii.
% Schmoller,A Yorkshire Sourcep. 24.
9 Schmoller A Yorkshire Sourcep. 20.

9% GB-Ob. Ms. Mus. D. 127, fols.-22.
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Block-printedor stencilledwvallpaper was alssometimesised as a decorative
cover for performing parts. A péat set of parts to two Handeha hems, 060 si ng
unto the Lorddé and 61 will mamwhatf vy t heed hel
appears to be walhperin a dull olive green with a large floral design in gold, red,
white andbright green(lllus. 1.8. However,probablythe most expensive choice of
coveringavailable at the timevas the embossed and gilded coloured paper
manufactured in Germany and knoasgepragtes Brokatpapier 6 Dut ché br ocade
paper or ¢ D,althcughit wasindt manyfactpredrin Hollanthe paper
is first stenciled with blocks dfifferentcolours where the motifs should appear,
then embossed with motifs, usually flowensd fruits, in negative on brass or tin foil,
so that the final design is of coloured flowers on a foil background (see Chapter 4,
lllus. 4.1a)?" The foil is vulnerable to loss, exposing the coloured patches beneath
(Mlus. 4.1ab ) . I f t hereiswasiklean the edgeiofghe paper, this can
be a useful dating aitf. This study appears to be the first to consider the information

provided by eighteentbentury decorated paper on music manuscripts.

“Wol fe, 6Calico and Gilt MNabeeRasefpp.2223. AMar bl ing in Ger
description of the process is given in Albert Haemmerle assisted by Olga IBitstpapier:

HerkommenGeschichte, Techniken, Beziehungen zur Kshich: Georg D. WCallway, 1961)

pp. 8090.

% See Chapter 4.
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1.8 Part-book cover of wallpaper, GBOb Ms. Mus. Sch. C. 104 By permission
of The Bodleian Libraries, University of Oxford.

Checking by the Copyist or Composer

One frequent feature of performing parts is the noadif the total number of baas

the end of a movement or numbper at the enaf a section at the double bar line.

This is an indication that the parts have been checked through after copying, usually
by the copyist: by checking the total number of bars in each section, the copyist
could see whether any bars had been omdtetiplicated Possibly this was also a
method of calculating payment, though there is evidence that the usual method of
payment was per pade.There is no evidence thatbnumbersvereused as a

rehearsal aid durintis period.

% See the discussions on cost in Ch. 4 and Ch. 7.
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Performance Addenda

Most ts of performing parts from this period present a very clean appearan
compared with modern it is clear thamarkingup of parts by the musicians for
performance was not practi to the extent currently is. The main reason for this
was probabhy the high value of the sets at the time: as replacing them was expensive
and timeconsuming, thegeem to have been generailgll-treated and carelfy
kept. I wasapparentlynormal practice for the copyist to transfer the bulk of the
necessary instraions to all the parts, either at the copying or at the checking stage.
This usually included dynamics, speed indications or changes of tempo, changes to
the performance order and cues. Liftlenotatiorbeyond this would have been
necessary, because thesicians were playing music in a style and tradition they
were steeped in, and becailiggrobaly i they were more used to memorising
instructions than moderdiay performers®

A relatively clean appearance is therefore not indicative that a pattsfwas not
used. However, sonaldenda by the performers magpresent, though it shadil
not be expected that thesdl look similar to modern markingp: theywill often be
more carefully writterand less obvious thaheir presentlay counterpartsLarge
errors, such as missing bangreusually corrected by the copyist aetbhecking
stage. Smalkrrors, such as correction of text underlay and individual wrong notes,
wereoftencorrected by the players. Letter namesefrequently written beeath
notes where t he copyeadswassuncfeadr.aSometieesthis of t he n

wasdone where, for examplan inexperienced bassoonist ldhfficulty reading the

19 For a discussion of the general role of memory in musical performance of this period, see Rose,

6Memory and t e Eé&&reley aMwsoi,Risidiedbe Rlledkvithrthe s s on e
Materiall: Arrangement , | mp Mosical Greativiypm318381d t he Rol e o0
particularly pp. 366388.
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tenor clef'® Dynamicsweresometims added by the player, thoutte

abbreviation® f 6 aappdar t6 pade been a nineteerehtury developmentvith

O0Pi a: 6 @mdo 16d wd dgsaianieir plastr mdstéf theeighteenth

century (lllus. 1.%nd 1.4) Occasional | ywaénbtateddytheor na me n

performer onle part.

19 Alto part to Benjamin Cooke, O6Behol d
pencil with O6pi ad abcthMe8260[22h BY perenissomaf | i n e ]
the Royal College of Music, London.

O0Presentationd or OLiSbts aryb6 Sets V

The copyingobpesenbat Obnbr ar y échweeetpramardyfsoldoa r t s,
givenas collector8objects rather than for use, was a form of manuscript

publishing®®® The buying of such sets appears to have been yet another form of
patronag. Within England, thelarggc al e productpoesent ati bn
parts appears to have bdemited to the works of a single composer, G. F. Handel;

though some athe Italian sets discussed abanight also be sucH?® This function

Msee, for example, the bassoon MgssiahGBYMI44ND zar t 6 s

“For other types of manuscript publication, see .
Commonweal th Period: A Neglected SoMrLaé&@ of Conso
(2008),356 7; and Andrew Ashbee, 6The Trvameenthi ssi on of
Century Mus i dgohnMenkinsand His pnesSiudies in English Consort Medidy

Andrew Ashbee and Peter Holman (Oxford: Clarendon Press, 1996), pp0243

WFEor a discussion of o6libraryd sets to Handel 6s
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must be bme in mind when assessing theimey are not necessarily representative

of performance practice, becaudsactionality in performance was not their primary

purpose Their main value is as a record of the spread of repertoire; of different

versionsofwok s; of copyistsd hands; and of cont emg
asthe production obboe parts from the violin parts. As they are not strictly

6performing material sdéd they flequemtipt form part

necesary to distinguistbetweenthelmnd &éwor ki ngd sets, they mus
here.
Some difficulty in distinguishing betweénwo r lkainmg @ | i br ar yé set s mi

expect ed, setsoftidisyperiodkaremenéraligt heavily marked

However, in practicéhe twotypes can usually be easily distinguishkecause of
three significant differences between t hem.
duplicate parts; any presence of duplicates is an indicator that the set was intended
for use. Theyrequentlycontan major uncorrected errors, such as the copy of the
organ parttdA | e x a n d eimwhish ak en@resline of musitas been omitted by

the copyistthe presence @uchindicatesthat the set has not been checked through
with thesamecarea s a6 wep and Hemcegvias not intended for t¥eThey

will also usually contain no markingp at all of the type described above. However,
the presence of minor uncorrected errors, such as occasiama notes or text
underlay, doesot necessariljndicatethat the set was not used, as such corrections
might have been memorised by the musiciafise matter is complicated by the fact

t hat J. C. S mwhithkvésseeminglthe principal publisher of

manuscript library setduring the first half bthe eighteenth century, also appears to

RM. 19 a. 10, overture; described in Barry Cooper,
F e a 8, 6932 (April 1978), 15479 (167).
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havepubl i shed 6 wor ki®ntgsdot knawm whether a distinctisne t s .

between the two types existed at the copying stage.

Counting Systems

There are two types of counting system that regularlgappn sets of parts. One is
simply a list, usually either on the wrapper for the whole set or on the keyboard part,
which gives the parts copied and the number of duplicates for each. These lists
divide into two types: those which functioned as instonst for the copyist, and

those which functioned as a library record. One example of |Heangrdtype lists

T the tallylists on the covers of the sets associated with the Academy of Ancient
Musici has been described abgW#us. 1.1) Another examig is the

aforementioned set of parts to the wedding and fuethemsy John Alcock,

which bears such a list on the last leaf of the organfart:

26 Books. viZ:

2 Hoboys

6 Violins

2 Tenors

2 Bassoons

2 Violoncellos

1 Basso Ripieno
1 Organo

10 Vocal Parts. viz:
4 Trebles

2 Contratenors
2 Tenors

2 Basses

10 Papers. viz

4 Trebles

2 Contratenors
2 Tenors

105 Eor a discussion of these sets, see Ch. 4.

198 GB-Ob Ms. Mus. Sch. C. 108 b., p. 25.
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2 Basses
Both types of list are usefuds the completeness of the set can be easily assessed
where they are present.

A secoml type of counting systeronsisted o simplecodeon each individual
part which apparently tolthe copyistat a glancdnow many copies of each had
already been produced. One such systgsiblein the peforming sets of William
Boyce,is discussedn Chapter 5. Another suchisually very different, can be seen
on several of the imported Italian sets described above: this system uses small dots to
number the duplicates within each voice or instrument g¢idlup. 1.2,1.1(),
sometimes divided bylashessimilar to a modern division sign (#lus. 1.1Q).
Thesecanindicate whether a part in an antiphonal motet belongs to the first or
second choir or orchestrinoughoccasionallythey appear tbe purely
decorative’®” Sometimes this sign issedto count parts rather thatuplicatesthat
is,i n place of the, usVviad |l i6a soHatifiliosh Pod 6 mo 6

1.10n).

197 See, for example, the anonynsoMiserere, G cm Ms 1165; O6Ad -lgmM8i a mortal es
1079; 6Di xi4dcmdvs.mi92 u s 6, GB
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1.10 Counting marks on ltalian sets:

a) GB-Lcm Ms. 803, fol. 6,hereindicating a second violin part (G. P. Colonna,
O0Agelici chor.i venited);

b) GB-Lcm Ms. 1192( anony mo us 0 D indidating tlokeahird copy af 6 )
the tenor ripieno part. By permission of the Royal College of Music, London.
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b)

Evidence of ParSharing between Musicians

Evidence of parshaing between musicians, as displayed by the parts themselves, is
normally threefold. Firstly, pairs of performer names on a parapper, or on the

top of the first folio, are normally an indication that the part was shared, particularly
wherethenamesr e | inked with 6&06 or similar.
be an indication that the set was reused by successive performers. Hovievera

set of parts was reusdtiere is some evidence in eighteeoémtury setshat

obsolete names weuodten scored through, perhaps so as not to cause confusion.
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Secondly, reference on the wrapper of a part to an instrument in its plural form, such
as 6Bassoni 6 or o6Violoncelli 6, or to more th
OHar psi chor d catlikewiseobe taker te indicatdat, the part was
shared between at least two players. Thirdhlg,content of a part may provide
evidence that it was used by more than one person. The temporary division of a
bassoon part into two, or of a second violimtato second and third violins, is
particularly strong evidence that the part was read by two people at least.
Performance directiorsuch as solo and tutti markings, or even specific instructions
for a named performer to play a particular number adaa also indicate with
varying degrees of certainty that the part was shared. The latter type are far more
conclusive than the formewhich were ofen ambiguous in their functiorit appears
that solo and tutti markings were often transferred fronsthece score as general
information on overall context, rather than with the intent of instructing a player to
cease playingr reenter'®®

As will be discussed in Chapters 2 andg@®viving seventeentbentury parts
includerelatively little of thesetypes ofevidence of parsharing. There is, however,
some evidence in surviving court copying records that it was normal for musicians to
play or sing from individual parts, at least at cd@ittDuring theearly-eighteenth
century this convention, if ivassuch, appears to have alterethe precise period of
this is difficult to pinpoint, because of the relative lack of surviving egiditeenth
century performance sets. However, evidenamwiving performance sets of the

1740s onwardsonsistent} indicatesthat instrumentalistef this dateroutinely

198 See MaunderScoring of Baroque Concerta®r a discussion of the different functions of solo and
tutti markings in performance parts, and their imgdians regarding pagharing.

199 See below, Chapter 2, p. 104.
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shared, but singers did not, with the possible exception of boy trebi@his

convention apparently did not alter during the remainder of the period covered by
this study. It may be that any chanigp practice was motivated by practical

necessity, because of the extra labour involved in copying as works became longer

and ensembles, larger.

Future Research

Despite the gaps in this study, it breaks new groundnesf this type has not yet
beenundertaken for any European countiyis intended that ghould be regarded

as a preliminary survey that may shed light on the following questions, among others:
who ordered the production of sets of parts, by whom were they copied, what did
they cost how were they used and by whom, what did they contain, what do they tell
usabout performance practiceand what is the scope of the surviving English
collections? It is hoped that the catalogwben completewill prove a resource on

which future resarch can builgand that researchers in other cwi@s will follow

suit. Futureesearch aims should include, among others, building a detailed
catalogue of all survivingerformingsets originating within Britain, including those

that are now held abaol; and producingdat abase of papergypasst s o
and watermarkfom within these 48, as a dating aid fonse withother manuscripts

and to give further information on the copying industry of the tilkelatabase of
decorategapers on Ength music manuscriptsiight also be a useful dating aid:

further researchereshould attempt testablish the full history of pasfmapers in

1035ee below, Ch. 3, 4 and 6. The relevant sets include the early sets of William Boyce and the set
forAl e x and e GBDRc WSeE2G5 as well as some of the later Oxford sets discussed in
Chapter 3.

h
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England in order to exploitully the information given bthesecovers. The case

studies presented hereuld orm a basis for research in, for examplew William

Boyceds surviving sets compare with others f
the Oxford Music School and Boyce collections compare with sets from the

surviving continental collections. Furthastential areas of focus inclugerviving

theatreparts; and performance sets linked to specific composers or from specific

institutionsnot covered in depth hergch as the Academy of Ancient Music
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2: Sets of Parts from Oxford during the Professorshipof

Edward Lowe (16611682)

Concerted music, both sacred and secular, was slow to become fully established in
England. It had not gained the importance it had in other European countries by the
time of the Civil War, although three genres that lbafoosely described as suéh

the consort song, the related verse anthem and the vocal music in the courtimasque
had developed. This was partly because seventeerghtury England was

distinctive when compared with much of Europe, both before the Civil Whatier

the Restoration. It was a relatively sizeable country in which powaad musical
patronagé was largely concentrated around a single royal court. It also ruled over
Wales, Scotland and Ireland, the three next nearest countries, thus eanaolli
considerable area directly. It lacked the rivalry between small states and ruling
families that encouraged competitive patronage of the arts as a display of power and
was conducive to the growth of concerted music. Significantly, the challenge to th
stability of the country that resulted in the Civil War did not come in the shape of a

rival court. In addition, England had a strong native tradition of polyphony:.

! However, most of the music that falls within these genres would not fit the stricter definition of
concerted music adhered to in the present study (see Ch. 1, p.1). See Craig Maigesrand Viols
in England, 160€1650: The Sources andettMusic(Ann Arbor, Michigan: UMI Research Press,
1982).

For a summary of the devel opment of Baroque musi
Baroque in Englandd in 6George Jeffreys and the
University of York, 1970), pp.-5 O . See also O6Purcel |l 68enusi cal Wo
Purcell (Oxford: Oxford University Press, 1993), pp212; o6l ntr oducti oné in Tony
Musical Ode in Britainc.16701 8006 ( un p u b | eratiore Univeratgof @xfora,l di s s

Merton College, 1992),pp-X4; and 6 Conmenoriweakh | g nd htehe Restorati or
OMusic under the Lat &hreO8ordHsstory of BnglishiMusicovolumeCal d we | |
From the Beginnings to ¢.171&xford: Clarendon Press. 1991), pp. 45(5.
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The Civil War disrupted court patronage of music almost entirely and the court
and its musical institutions ceased to exist during the Interregnum. Music was
removed from the church; the theatres were closed; and musical performance moved
largely out of the public and into the private and domestic sphere. The Restoration
of Charledl in 1660 reversed these changes, but the English musical scene, having
undergone two major disruptions within two decades, had been indelibly altered.
The prevailing musical style in both church and instrumental music had become old
fashioned comparea that of France, Holland and Italy, because of a combination
of the strength of the préommonwealth tradition and the lengthy hiatus in church,
court or theatre performance. The predominant style in both church and instrumental
music was still contrapaal and the use of basso continuo was not yet firmly
established, though it had long been so in Raly.

The new courtdés musical establishment was i
old one, and its repertoire was rooted in@@mmonwealth tradibn, but the artistic
taste of Charles Il was to be the catalyst for change. Charles had spent more years
abroad than any monarch since Henry VIl (145D9) and his preferences had been
influenced by his time in France and the Netherlands; accordinggerRlorth, he
disliked contrapuntal music, voicing a strong preference for music he could beat time

to*One result of this was the decline of t he

]Peter Williams and David Ledbetter, GMB®. Devel opment 6
[accessed 22 June 2014]. Martin Peerson had used a figured basso continitoitebts or Graue

Chamber Musiqguaseay as 1630 ( See Ri char G6M®Racsessadl2YT , 6 Peer son,
June 2014]), but this was not the norm.

“S. J. Gunn, -©86568)y ¥WIlhg(@#5FEnglODNBJaccasseti27Lor d of | r el a
June2014Roger Nort hds Th e 17R8ued. bycMaly CharGandaJanmeaQ. Kassher
(Cambridge: Cambridge University Press), 262, cited in HolfRantr and Twenty Fiddler281,

280290. The kingbés exile during the Interregnum al so
Locke, who apparénl v shared part of it with him: a manuscript
I'talian motets is inscribed 6A Collection of Songs w|

Lbl Add. Ms. 31437, fols. 243). It has been suggested that Locke was @iithrles at the Hague,
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its old-fashioned fatasia suites and the correlatiee of the Twentyfour Violins
with a repertoire based on dance music and dance 3ultes. Twentyfour Violins
were the indirect successors of the substantial violin band which had existed at court
since the reign of James I. Under Charles I, the band grew in sizenpodance,
eclipsing the more oldashioned ensembles at colirits rise was a factor in the
development of two new genres of concerted music which are of particular
significance to the present study.

The first of thesgthe symphony anthem, gveout of the verse anthemThe first
surviving works that could be described as such were the \@otiompanied
ant hems by Henry Cooke performed in West.
coronation in 166%. However, it was the introduction of strigaye's into the
anthems of the Chapel Royal, which had previously been accompanied by organ and
sometimes consorts of wiridstruments, that allowed the genre to progress and
music in the Chapel to modernieccording to Thomas Tudway, a child of the
ChapelRoyal during the 1660s, the impetus towards modernisation came directly
from the king, who would have heard Italianate church music during his time abroad

and probably found English church music-éaghioned'® The significance of the

possibly before accompanying the Duke d&MONewcast
[accessed 04 July 2014]).

® Holman,Four and Twenty Fiddler75.
® Holman,Four and Twenty Fiddler282304.

"See Peter Le Hurayandhhn Har per , 01 .c15650lg6l4a4ndd,: i3n. Jhbihsnt oHayr p e
0 Ant h &MO[actessed 27 June 2014].

8 Holman,Four and Twenty Fiddlerst00.

°See Peter Le Huray and J «cteeOclHAa7 Opoe,r ,i nd |Ha rEpegrl aentd :
0 Ant In&M@[accessed 27 June 2014].

Y$Hi s Majesty who was a BECGowskyFlowdry &rvingeyr cof
Age, was soon, i"PGr amay & oSos aynn thgoyhcderdwftis Or der 6 d
Chappell, to add Symphonys &"I nstruments to their Anthems; and
number of his private music, to play$ymphonys, & Retornelos,hh e had appoi nt edbd;
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symphony anthem tthe present study lies in its status as the first wiolin

accompanied English church music and as the forerunner of thestzalge

concerted church music of the late seventeenth century and afterwards; and in its
influence on the development of the secaad/ genre of concerted music to emerge,

the musical ode. Its development coincided with the gradual adoption in England of
basso continuo, which had been uncommon until this point, with organ parts in
concerted music normally doubling the instruménht&ffectively, this was the first

English concerted music for three groups of forces: voices, instruments and continuo.
Additionally, the switch from viols to violins had brought the ensemble a step closer
to the modern orchestra.

The musical ode has &e the subject of two extensive studigdts immediate
forerunnersas described by McGuinnesgere the poetic ode and the court masque,;
to these Trowles adds the tradition of ceremonial music at university occasions in
Oxford and the Restoration veraethem. The genre has been defined by Trowles as
an occasional work to a secular text, intended for cottgeet performance (that is,
not staged and not liturgical) and scored for at least one soloist and instrumental
ensemble, containing at least onemts and consisting of several movemént3he

musi cal o de @vas atdeast gaftiadlyppreeipitated by the Restoration: it

Tudway, preface to 6A Collection of t hrehoimost <cel ebr a:
England from the Reformati on -Ublddark 1337, fdse3$,t or ati on of K
guoted in full in Christopher HoMusioimEghteedfT homas Tudwa

Century England: Essays in Memory of Charles Cudwathby Christopher Hogwood and Richard

Luckett (Cambridge: Cambridge University Press, 1983) pa.71@527). See also Holmafpour

and Twenty Fiddlers3994 00; | an Spink, O6Music and Society6, Bl ack
Britain, The Seventeenth Ceany, 54-55; Holman Henry Purcel| 2-3.

“Williams and Ledbetter, O6Devel|GMPmeassed22iune 6 Conti nuo |
2014].

2 Rosamond McGuinnesEnglish Court Odes 1660820(Oxford: Clarendon Press, 1971); Tony A.
Tr owl es, ueireBritencsl676¢1a8 006 (unpubl i shed doctoral disser
Oxford, Merton College, 1992).

BTrowles, 6The Musi3tal Ode in Britainé, 15
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was particularly suited to the mood of the time and met a need for relatively large
scale, secular but unstaged celebratooyks, although the largscale nature of the
genrewas its last element to devel&pOne furtheresult of thesocial changes of

the Restoration period was a realisation that a commercial market for music
performance existed independently of court arrch. As described by Trowles, the
rise of the public concert benefitted the musical ode, allowing it to reach a wider
audience. Indeed the ode was, as Trowles points out, effectively the first English
choral music specifically designed for conepie performance?

The development of the musical ode is particularly significant to the present study
for three reasons. Firstly, it was the first secular musical genre in England in which
large-scale concerted music was the central element. In thdir@anosasque chorus,
its closest competitor in this respect, the poetry and setting equalled the music in
importance; concerted music was one aspect of the masque, but was not the
predominant elemerf. The other early concerted genres in England, the eerse
consort anthem and the consort song, were either not secular or were for smaller
performing forces than the musical ode quickly began to demand. Secondly, the
occasional nature of the ode meant that choirlpaoks, the traditional medium of
performance material used for choral music, copied over long periods of time and

continually reused, were not suitabté. A different type of performance material

“Trowles, 6The Mu si0cTne firsduet odeswerB sriatiala andviete 7

probably performed in the privy chamber; the importance of the Oxford works in this respect will be

di scussed bel ow. See the account from 6The Loya
June 1681, quoted in McGuinnegsglish Court OdeslO.

BTrowles, 6The Musio2al Ode in Britainé, 9

See Murray Lef &WOfdcdessed 20)vhe 20G4]) and Reter Willissic in the
English Courtly Masque, 16e1640(Oxford: Clarendon Press, 1996).

"But see Milsom, 6Phd oCulat Wrie caifs sRart lodaverse r ol e
choral music.
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had to be produced from the outaet this material was normally lock=sf, as
appropriate to musithat was usually only intended for one performance. Thirdly, it
is from this context that the first significant English collectiopefformingparts
for largescale concerted music survivéise Oxford setslescribed below and now
in the Bodleian an€hrist Church Libraries

According to Trowles, the works surviving in the Oxford collections sugbeast
the musical ode in fact originated in Oxford rather than at court, before transferring
to the court where it developed furtHrlt is true that the surviving works appear at
first to suggest this; however, this impression is based on what may be chance
survival patterns of early odes and mighéereforebe incorrect. Te evidence
provided by the surviving performance materials has nobgen fully taken into
account; assessing their role in understanding the early development of the musical

ode and the creative practices surrounding it is among the aims of this chapter.

Restoration Performance Sets of the Oxford Music School and Chiisch

As mentioned in the previous chapter, several large collections of performance
material survive in Europe from this period; however, there are no English
collections comparable in size to thé8eAdditionally, there are no surviving sets of
partsto any of the concerted music of the English court of this period, apart from

two sets to anthems by Locke and Purcell, neither of whiadprepared for court

BTrowles, 63. Odes for Oxford and 4@32B3.i dged

¥See Ch. 1, p.13.

n

6The
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performancé’ The only significant body of English performance sets of this date is
that splitacross two collections in Oxford: the Music Schoolesdion in the
Bodleian Library,and the collection of Christ Church. It includes parts to a number
of academic odes of the late seventeenth and early eighteenth centuries, mostly
performed in the case of theOxford Act described below, anuhrts to a number of
other concerted works composed for or played at the weekly meeting held at the
Music School.
Most of thesesets derive from three separate, though interlinked, sources. Those
in the Music School collection, now held in the Bodleian, are the remainder of the
collection owned and used by the Univer si
ceremonial occasions and in the weekly Music School me€tifigne meeting had
been initiated by William dather when he endowed the Heather Professorship of
Music in 1627, in a set of articles very similar to those that would become the norm
for musical societies later inthe centdfyT he Oxf ord Music School
grew under the curatorship of sucsiee Heather Professors Edward Lowe (c.12610
1682, Heather Professor from 1661) and Richard Goodson senior (4.71685

Heather Professor from 1682), who together were responsible for copying a large

®Matthew Locke, 60 be | oy-fGBOchMsaMus.N18, lfos.rtdd; al | vye
and Henry Purcell , &8-8Mgh Masoli@®, feld 425. IBothoktheselsetsa y 6 , G
appear to have been prepared for Oxford performances: see below and Ch. 3.

L The history of the Music School manuscriptsis summas ed i n Mar gar et Crum, 6
Oxford Musi c SkILh48/dbUanuary 1967¢ 234.i on 6,

261l mprimis, that the Exercise of Musick be const
afternoons in Lent excepted. Secondly, l@ppMr. Nicholson, the now Organist of Magd. Coll. to

be the Master of Musick, and to take charge of the Instruments [...] Thirdly, | do appoint that the said

Master bring with him two boys weekly, at the day and time aforesaid, and there to receive such

company as will practise Musick, and to play Lessons of three Parts, if none other come. Lastly, |

ordain that once every year the Instruments be viewed and the books: and that neither of these be lent
abroad upon any pretence whatsoever, nor removedouttoh e School e and place a
in Anthony Wood History and Antiquities of the University of Oxfoetl. by John Gutch, vol. 2 part

1 (Oxford: John Gutch, 1796), p. 398
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proportion of the looséeaf parts in the collectioff. The first catalogue of the Music
School 6s hol the lnogekaf pads waseamdrigtanade by Richard
Goodson senior on his appointm@nt as profess
Unfortunately they werentereca s 6 Sever al Actrswiloothgrs in | oose
Papersd and O6Several pape,whichsbéfnothelpin Songs, &
dating individual set&
At some point during the eighteenth century, a number of music manuscripts
which seem to belong with the Music School cdl@twere acquired by Christ
Church. These included at least two sets of parts probably used by the Music School
that date fr om % addigodatly, there@ark sesemlexamyles pf .
sets split between the tvaollections, in whichusually sores are held in Christ
Churchwhile parts are held in the Music School collectféithe bulk of the Christ
Church collection can be divided into two portions: thasnuscripts acquired via
the Aldrichbequest, received by 1713; and those acquired vi@oloelson bequest

on the death of Richard Goodson junior in 174The Goodson bequest seemingly

BRobert Thompson, ideh o weGo oldvwanrGMaRjaccebsad 2d Jurfei ) 6 ,
20147 . Parts dating from Goodson seniorés professor.

#GBOb Mus. Sch.C.204*(R), given3)in full in Crum, O6Ear

®Crum, O6Early Listsd, pp. 30 and 32.

®Matthew Lockebdyfantthempd @ db &Qch MsdMua. 118D, fols.we, GB
1-14; and Henry Aldrichés pair of Act songs, 6Conveni |
GB-Och Mus 1127.

For example, the set to Henr-@boMsIMisSchc® @38andRevi xi t i o
C. 137, while the score is at @Bch Mus 619, fols. 22 5; t he set t o Sampson Est wick
pair o6lo triumphed and 6Jul i eObMe MusaEHC.12¢,1 us t he scor
while the score to the second is at-GBh Mus. 619, fols. 3B 2; t he set to Goodson seni
song pair O0Sacr a mus ar-Obrivs. Mus. 8ch.&€l 18aywhileghe scorgsiare 6 i s at G
at GBOch Mus 618, fols -B.

8 Relatively few manuscripts have been acquired since. See Jolmmlils 6 2. A Bri ef Hi story
Core Music Collection6 in 6dChMCr oducti on to the Onlin
<http://library.chch.ox.ac.uk/music/page.php?pagesthiction+to+the+Online+Catalogeie

[accessed 08 April 2014].
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comprised manuscripts believed to be the personal property of Goodson junior, as
opposed to the property of the Music School, and included many manuscripts
inherited by Goodsojunior from his fathe?? The Aldrich bequest consisted of the
personal music collection of Henry Aldrich, Dean of Christ Church, a composer with
a particular fondness for reworking Italian modelspeciallythose of Carissimi’
Anumbe of the i1items from Al drichds collect
seconehand from the collections of others; thus, all items from this collection are

not of identical provenance. It is thought that around 85% of the Christ Church
holdings origirated from the Aldrich or Goodson bequests, with the remainder being
accounted for by the transfer of music from Christ Church Cathedral and some other
acquisitions and bequests. However, there are no details of acquisitions prior to the
Aldrich bequesf?

There isthereforesome difficulty in establishing whethitusic-Schoollinked
performance partand scores ihrist Church entered via the Goodson or Aldrich
bequests, or perhaps via some other route, as none of the surviving early lists are
satisfatory in this respect. The earliest sHedfs of the Aldrich bequest are the two
known as O6Archives 17176 and 6Dowdingo,
added to over the following five decades; and the second of which dates from the

first quater of the eighteenth century and is essentially an expanded and corrected

Mi | som, O6A BGLM&f Hi storyo,

¥Mi |l som, 6A BELMEf Rrbibsetrar ySth,ay ,GM® [Actedsed 26 bune 261d]n r y 6 ,
Robert Shay, O6fANatur al i zi BegedtecRtiCentry OxfordrHanryand Car i
Al drich and Hi BL7R2@@muspleds), 3680 n s 6 ,

’Shay, O6Aldrich, Henrybd.

#¥Mil som, 62. A Brief History of the Core Music C
Music Collection at Christ Chuncresources for research into the provenance history of individual

i t e @GLIMC

<http://library.chch.ox.ac.uk/music/page.php?page=Resources+forfprmestresearch#45

[accessed 08 April 2014].
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version of Archives 1717 as it was at that tithel he first list of the Goodson
bequest was begun in 1747 by William Clement but is not conffles.with the
Music School colleabn, the loosdeaf sets of parts are the least wegtalogued of
all the items, with the majority not appearing on any of the earliestlifging
unbound, they lack the clues usually provided by the bindings, one of the main
identifiers of the item&rom the Aldrich bequesf. For these reasons their early
history is hard to establish. Howevag most items i€hrist Churclthat can be
linked to the Music Scho@re scoreghe explanation for their presence mayt ot
they remained the parsal poperty of the composer, although the corresponding
sets of parts generally did noth& scores of works by Aldrich therefore probably
entered via the Aldrich bequesnd those of Goodson via the Goodson bequest. Itis
not known via which route those Bampson Estwick, the other maspresented

composer among the performing sets, entered the Christ Church colféction.

Music and the Oxford Act

The Oxford Act was an elaborate public degree ceremony with oration and music,

held over several days, whickased to be celebrated regularly in that form in

#Mi |l som, 6General Introductioné, O6Aldrich Bequest d,
Col l ecti on a€CLG@®acdessad 08 Apnl 20E4h 6

%Mil som, 6General Intr7dduant 6dm&, Maursd cod Cloé hertt i bh4 at
CCLMCJaccessed 08 April 2014].

®Mi |l som, 6General Introduction6, and 6Portfoliosd in
CCLMCJaccessed 08 April 2014].

¥Mil som, O6Aldrich Bindiomgad iChCEGLHGaccebbadOB b o6Col | ect
April 2014].

%See, for example, the entries for C6MMCs. 1142b (f. 5.
[accessed 28 June 2014].
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1703% Two further such Acts were held in the eighteenth ceritimyl 713 and

17331 before the custom lapsed entirely and the Act was eventually replaced with a
shortened form, the Encaenia, which suesitoday® It was not invariably the case

that the Act was celebrated annually during this period, althdwghsi supposed to

be:in the years 1660 to 1670, for example, it only took place in 1661, 1663, 1664

and 1669° However, other convocations ahigh degrees were awarded still took

place in the intervening yeats.During the period between 1660 and 1703, the main

Act began on a Saturday in July, but from 1669, when the Sheldonian Theatre was
opened, two events were introduced on the Friday imanmede | vy bef ore: t he
or Philological Exercises6éd, and an annual
School itself* Music seems to have been performed at both these events. It is clear

from the performing parts, as well as froine eyewitnes accounts inJohlBv e |l y n 6 s
diary, that music also formed a part of the proceedings on the Saturday; a further
performance might also take place on the following Monday, on which the main part

of the Act took place, any degrees in music were considerethamerformances of

t he candi da t*Musicimhesdurse oham Act rdight, therefore, take

% See the descriptionsinB.i ack Johnstone, O6Music 7aln3d Dirmma at
Concert Life in Eighteent&entury Britain ed. by Susan Wollenberg and Simon Mc Veigh

(Aldershot: Ashgate, 2004), pp. 2291 8, and Tr owl es, 60des for Oxforc
Musi cal O4ll e AnthonypWood aBddJohn Evelyn both makenence to the Acts in their
writings. See, for exampl éMu nAmatyhedife ygnd Wmes df, 6July
Anthony Wood16321695, Described by Himse#d. by Andrew Clark (Oxford: Clarendon Press,

1891-:1900), |, 406; John Evelyn;B0 July, 1669,The Diary of John Evelyred. by Walter Bray

(London: M. Walter Dunne, 1901), Il, 48.

¥Johnstone, OMusi @0lgpidedy DorHearmadde | ( papt. EMBAODROB)AB3 i n 17 3 3
99 (89).

“0 Life and Times of Anthony Waqdt 563-4.

“Tr owl es, 60des for Oxford and -Bambridged in 6The

“2 Anthony Wood History and Antiquities of the University of Oxfprtl. by John Gutch (Oxford:
University of Oxford, 17926), I, 798.

“BEvel y'hi,uldl Midydl9Teomles, 6 The Musi-zsbal Oded, pp. 34
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place on a Friday (from 1669), Saturday or Monday; the normal weekly Music
School meeting and performance took place on a Thursday. The days oéthe we
occasionally noted on the performance parts can therefore be helpful in determining
for what occasion a work was composed, but are not conclusive.
The Act was originally held in St Maryoés Ct
not alone in finding theonsecrated setting unsuitable for the evénthe opening
of the Sheldonian Theatre in 1669 provided a more suitable vandeall Acts from
that year were held in the theatre. Accounts of the position of the musicians in the
theatre at that time amnfusing. Frontheantiquaryand diarisAnt hony Wood 6 s
descriptionsthe ViceChancel | or 6s seat was placed on the
of the semicircle, with the doctors, noblemen and inceptors of various typéei
seating area behind hinT.he masters were further back still, in the centre of the
semicircle but behind the balustrade; the Cambridge men and strangers were also
behind the balustrade, to the left and right of the masters. In the upper gallery, the
gentlemen commoners and balohe sat in the middle, with commoners on either
side. Ladies sat at the front in the galleries on either side of the door, with the
musicians in the gallery above thémWo o d 6 s  a @visibtaithet Theatffe in
1683 by the future James Il (then DueYork), his wife and the eightegrearold
future Anne I, implies that the musicians were in the upper gallery on this occasion

also (6the vocall musick from the said galle

“Evelyn commented on the opening of the Sheldonian t|
Church, which might be thought indecent, that being a place set apart for the immediate worship of
God, and was theinduceménor bui | ding this nobDiayllpi | e6. Evel yn,

“Wood,LifeandTimes |11, 51 (21 May 1683) describes the posi-t
Duke of Yorko6s visit, -cihnantcheel luosrubasl dagungsanrmifdheo na ol fe ntghteh yv |
layout and position of various groups of people during the Act and at other times is dilistoiy

and Antiquitiesll/2, p. 797.
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audi t*oErvyedl )y.n 6 s d e sre ambigublis:dis accoant of therd 669 Act

atthet he ad perisng describes the organ as pla

states that the ot her vocal and instr ume.]
balustrade corridor opposite to the ViChane | | or 6 s seat 0. The r €
6balustrade corridord seem to indicate t|

but the references to Cahocedl andsdésppbd i
agree with Woodods de stheuppgr soutlogallery directyh e  mu s |
above the doot’ It is likely that this is what Evelyn witnessed, as the esep
windows in the south gallery and the columns separating them also give something
of the appearance of a balustrade when seen from aceossotin. No organ was
permanently installed in the theatre until 1671, but a borrowed instrument was
apparently temporarily installed for the opening cereni§nyrom the descriptions
cited above, it seems likely that the current position of the orgame isouth gallery
above the door, was also the position of the borrowed organ at the opening and that
of the permanent orgdrom 1671.
From Evelynbés and Wooddés accounts it se
amount of music, including more th@ane substantial oelgpe work plus other
shorter instrumental and vocal works.
t hese wor ks, with 6 sbéo nbgeb nogr tehvee na tteci enpptl eyd «
ode as a musical form was still in its infgn The first Oxford performing set to use
the Oedéedn dat es f r chowevetusagesotthe wgrd at thidtithes ;

appears to haveeen in reference to the source of the tettter than a descriptor of

6 Wood, Life and TimeglIl, p. 51.
" Evelyn, 9" July, 1669 Diary II, p.47 and 10 July, 1669 Diary II, p.48.

64, Makiog in the University and GRO[acge8sedOd Sus an
July 2014].
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the musical genr€ Regardless ofterminl o g vy , many of the Act work
def i nit i o althoughotremnaredoo shelbin scale or have texts which do
not meethis criteria®® The texts of the odéke works are usally Latin panegyrics
similar in type and in quality to the Elrgh texts of the court odes, with the
exception that Oxford and the University are the subjects togettietheireigning
monarck”® The texts oftiose vocal worksnore accrately described as songs than
odescover a wider range of topics, including lowed the power of musiafthough
the principal subjeematter is still often taken from Classical literattfeThere are
several concerted settings of psalm texts which fit broadly into the symphony
anthem genre; and also a number of sets of instrunatamaks, the precise status
and function of which will be discussedthe course of this chapteA few of the
surviving works were degree submissions: the statute required pafit/gocal work
for a BMus and a shor eightpart work for a doctorat®. Unfortunately, it seems
that the surviving music is only a small fraction of that performed at each Act;
although it is hard to be sure, because there is no seventaatthry Act for which

a complete musical programraervives The dating of individuaworks is still a
matter of uncertainty in many cases; it is probable that closer study of the paper

would provide more clues to this.

“Sampson Estwickds 60de to ye Queen clBQR(@Br [ Edwar d] H:
Ob Ms. Mus. Sch. C. 132).

®TrowlTae, Ode Genre, Definition and B3vel opmentd in 6

’See the assessment of the t4X;it salisno TMoGW iersn e DBST,h ed6 TMue
T e x t EnglishiCourt Odesp. 6376.

2For exampl e,

t r
translationofCat ul | us 6

he textsorig  HeMy yLB8olwimandlsethA us | i ve a
s OVivamus, mOBMsLMus.Bch.a,120pt que amemus?bd

%3 For the BMus and DMus requirements, seeStatutes of the University of Oxford Codified in the

Year 1636 undethe Authority of Archbishop Laud, Chancellor of the Universty by J. Griffiths

(Oxford, 1888), VI. iii, | XheHistoryafthedUnivesiybfed i n P. M.
Oxford, Volume IVSeventeentCentury Oxforded. by Nicholas Tyack@xford: Clarendon Press,

1997), pp. 623640 (622).
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Previous Research on the Oxford Music School Sets

Shay and Thompsonds study of nPeuctheel | ma n |
Oxford Music School sets, although they are not its subjestpreliminary study

and catalogue of the Oxford performing parts for concerted music and their

relevance in performance practice has been compiled by Peter HGImg@art

fromthisand Trowlesds study, no significant
Music School setantil fairly recently; as a bodihey have not yet been assessed in

depth®® The most recent examination of some of the sets is contained in Rebecca

Her i s s o roe musicakcteativty and related articles, the findings of which are

also of relevance to the present staitlyderissone identifies signs of performance

use on some manuscript scores: among theatre works, for example, the presence of

stage directions isome manuscripts might indicate that they were used to direct

from>® Scores n t he 6stratigraphicdé form descr.i
the music was copied straight across a double leaf with the staves on both pages

extended to join in the middlenight have been intended for performanseby a

keyboard player, more particularly when the folio is copied on one sid€ollyis

% Cited in Ch. 1, note 2.

“Peter Hol man, 6Original Sets of Parts for Resto
Original Sets of Parts of Restoration Concerted Music at Oxford: APrebmi y Cat al ogued, i
Performing the Music of Henry Purce#id. by M. Burden, pp.-29 and 2658271 respectively.

% Trowles, The Musical Ode

*" HerissoneMusical Creativity 6 Ri c har d Go o danasydidteverto tiiylsighe r * s  Od e
Evidence of Composii onal Procedures i n NL/e2 (88 16389Ei ght eent
and 60ATo Entitle Himself to Ye Compositionodo: | nv
in SeventeeniCent ury Engl i sh Ceremoni al Murwal Bléeting unpub i
of the Society for Seventeer@entury Music, Huntington Library, San Marino,-19 April 2008).

%8 HerissoneMusical Creativity p. 77.

%9 HerissoneMusical Creativity p. 79; Shay and ThompsdPurcell Manuscriptsp. 19.
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format was a common one for organ parts, and one that was even used in
publication®®
Heri ssone s gpectotoriginalitydhatshe concept veas still
becoming established in relation to musical creativity during the Restoration period
and on the existence of different models of collaborative authorship, are of particular
importance to the practices ealed in the Oxford Music School sétsOn the
subject of performing materials, Herissone n
be much | ess informative of creative activit
problematic sources because thegnfsurvive incomplete. However, for music that
was suitable for repeated performance and that was transmitted widely among
musicians performing parts can provide valuable details about ways in which pieces
were revisited affdhisccepenwilague thatsiege t i me 6 .
occasion performing parts, even to works that were neither reused nor widely
transmitted, can inform our understanding of specific types of creativity, despite the
limitations identified by Herissone. Specifically, they reva&@rmation on the
practice of collaborative composition and the existence of types of early odes and
symphony anthems that have not previously been recognised as they were not

notated in score.

O Forexampleite or gan part t OffeNbrisktatilsajnandGomrhueidBsskotiud s

anni( Venice, 1611; see Mir GRO[aceess€dedd uly204was| e Es ki , Mi ko
published in stratigraphic format (Peter Holman, private communication, 17 ¢eb. 2

®1 HerissoneMusical Creativitypp.36 0, particul arly O6Aut$Drship and Oric

%2 HerissoneMusical Creativity p. 79.
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Physical Appearance of Restoration Sets

The performingsets forthe Oxford Act music of the 1660s to the 1690s are not
similar in appearance to those of the eighteenth century; the conventions that later
developed, and are described in Chapter 1, do not apply to sets from thispéniod.
earlier sets in padular, there is little evidence of standardisation in format. In
addition, there is a marked difference in the neatness of the copying compared to
later sets, with many parts being rougher in appearance than was later t/f& norm.
Particularly insets fran the 1660s and 1670s, maswyrviving string and chorus

voice parts are merely slgpcut from larger quarto leaves.of@pared with
eighteenthcentury performing sets f@moncerted music, they look small, scrappy and
untidy. There was no need to fold otat them into booklet format, because they
were too short for this to be necessary. This is not surprising given that early
concerted works tended to be relatively short intlengequiringsmaller performing
forces and less participation of accompagystring instruments than was later the
norm. Violin participation was initially limited to the symphonies, ritornelli, and
later the cbrusespowed basseaspparentiyplayed only whié the upper strings
played, whilecontinuo for vocal sectionsasplayed by the keyboard ingiment or
theorbq according to surviving partsAs chorusesended to be relatively short, this

naturallyoftenresulted in Bort string and chorus parts.

%See 6Preliminary Findings: Format and Paper Typ
Wrapperson Pesfr mi ng Par t s46; also@k discussion ¢f the Ayl&sfdrd Collection in
Ch. 4 and the Boyce parts in Ch65

® This is paralleled by the difference in appearance observed by Herissone between a Restoration
6fowle originalfaiandoapaymor al nmbdegh éhe O6fowle o
many functions with the fair copy, for example as an exemplar forcppsiing, it was not anticipated

that it would be beautifully written so long as it was legible. This has contributed to the

misclassification of many as rough drafts (Herissdmgsical Creativity pp. 6179).
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Longer instrumental partgere copien uprightformat quarto leavess were
longer voicepartssuch as solo partsTransverse quarto format does not seem to
have been used at thime, although it later became standard for vocal parts; there is
only one surviving example of a transvergertoformat part from this peod &

Few speciallyprepared keyboard passrvivefrom this period. However, it seems
likely that full scores often functioned as keylbaartsthey were short enough to

be copied on to a small number of sheets, and many were copied stratigraphically
across large folio leaves. Itp®ssiblethat thegenerally untidyappearance of
seventeentcentury performingpartscontributed to the loss as within a few

generations of their productidhey might havdooked too insignificant to keep.

The OxfordSets of the 1660s

Dating sets of parts from this period is difficult because of the confused and
fragmented nature of the sources.t Blibthe works survive in score and the parts

are often incomplete. There is one further basic and significant proiblism

difficult to distinguish clearly between concerted music and music that is purely
instrumental or purely vocal and thus does not fall within the scope of this study.
Although this is a question which ought to be easy to answer, it is sometimes
impossible to tell whether violin parts once existed to a piece for which only voice
parts survive. Additionally, there seems to have been no firm distinction during this
decade between a series of unrelated short works and a larger work made up of a

seriesof smaltscale pieces that are in some way integrated. The second may count

A second treble part to S@mMssMusn ScE €126,ifot.B,6s 6 |
probably the result of scrap paper being used up.

(o]

tri um,
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as concerted music, even if the voices and instruments never play and sing together,
arguably even if it was not regarded as a single entity at the time; but the first does
not. However, the practice of deliberately stringing together existing smaller pieces
to form a coherent larger work is one which is revealed by the performing sets
described bel ow. Such -wloakkd aweer here t el

The problem of juding whenwhat may have been accident of programrme
planning becomes a buildidgock work is specifi to the sets of the 1660sy Be
following decade, forms such as the ode and the symphony anthem were well
enough est abl i s h e dksguftvietromrmttos padinb. drrcdsesr | | ne 6
where there is no direct participation of instruments and voices together, the main
criterion for inclusion in this study ihe existencef some sort of overall scheme or
structure that unites several instrumental socal numbers that individually would
not class as concerted. The decision to include or exclude each work has been taken
on a caséy-case basis. As the musical ode was codified by degrees, it is inevitable
that some works during the period of its exmn will be difficult to classify; the
same sequence of numbers may be considered asstaigeworks in some respects
and a series of smadkale works in others. Where there are indications that a series
of numbers would not have been intended bgrtemporary composer as one single
work 1 such as the mixing of Latin and English téxhis has not been regarded as
grounds to exclude, provided the above criterion has been met.

Precisely when composers began to view such sequences of numbstiies in
their own right is a matter for further research. Attempting to judge how a
contemporary musician might have viewed any given group of numbers presently
involves such a subjective judgement that it is unsuitable as a criterion on which to

include or exclude in a study such as the presdotvever the practice described
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here bears similaritiet® the methodf collaborative compositionsed earlier in the
century to produce music for court masques, as described by PeteriiMahsch
multiple individuals were involved in composing and arranging the instrumental and
vocal section§® It is probably also related to the practigsible in theRestoration
odes ana@nthemsexamined by Herissone, such as thoselégry Cooke for the
Chapel Royalpreserved in GHu 5001, in which instrumental sections were
composed separately, seemingly after the vocal sections had been cofffpleted
There are someifferencesbetween the two practicethe works examined by
Herissone all appear to bewly composdrather than formed of prexisting
movements and tend to be all or mostly all by one composer. In adélitistores
of these works werproduced, although instrumental sections were apparently added
in afterwards, once they had been completeldarty these works were conceived as
whole worksand not strings afinrelated smallgpieces

The Oxford collections include six sets or partial sets that meet the above
criterion and can be dated to the 1660s with a fair dedreertainty, plus aurther

four that probably belong within this decade, summarised as fofidws:

®pPet er TWaTtumphofPéace A Case St udy i Musidimothe EBgismar cati ond i n
Courtly MasqugOxford: Clarendon Press, 1996), pp. 1658.

" HerissoneMusical Creativity pp. 120145.

®Further borderline cases i nclowdealddthithis parti al set f ol
har moni ous me b Mss.dMup Sclo. €.44629,$0 BR182) The cover of the score
refers to O6Mr Blundevill s. s onhatthealisaeynterelsdtod but t her e

be played as part of the song, whappears to be accompanied by continuo only, as opposed to being

kept together with them. If the rubric referghie set of airs that survives at fols28 of Ms. Mus.

Sch C.44, these are in any case in a different key to the song (G minor as dpp&sedjor). This

setting of the song is not | i nkétdtsutvivesiAh &8®tham Humfr eyd.
Mus 43 and Mus350However, it has been pulChicsAyesd& under Humfre
Songs to Sing to the Theorhate or BassViol [..] The Second Boolondon: John Playford, 1679).

| am grateful to Byan White for this information
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1.GB-Ob Ms. Mus. Sch. C.204,fols.430: anonymous | talian
dul cis es amabi | tadupliecatepaits theé haradlofi an hand
Edward Lowe)?
2.GB-Ob Ms. Mus. SchC.204, fols. 6466: string parts for the final chorus of
Gi acomo Clphies HiPrhiodsate filii |3%aelod (
3.GB-Ob Mss. Mus. Sch. C.138, fols:2®, and C.139: music for the Act of 11
July 1664, in which Christopher Gibbons was awedrtis doctorate (various
hands including Loweds).
4.GB-Och Mus. 1188, fols. 14: score (autograph) and parts (Edward Lowe)
to Matthew Locke, 00 be joyfull in th
Voyces, & Instruments angfromlBd4erasur eo,
earlier, parts probably from 1665
5.GB-Ob Ms. Mus. Sch. C.138,folsd. ( see | | | us. 1. 3): Mat
patri 6o (autografh), 9 November 1665.
6.GB-Ob Ms. Mus. Sch. C.44,fols17: Matt hew Locke, OAd t
Fantasiaand Couran ( parts by Locke and Lowe) .

hand states, 6This songe & Phantasye

%9 | have not succeeded in identifying the composer or tracing the origin of the text.

“See Janet E. Beat, 6Two Jeph@®hedvlusic RevieB4GEIT3), s si mi 0 ¢
339345. The vocal parts fatephtekept together with these are Italian imports that are not in fact
part of the same set. They give the final chor

could not havéoeen used with the instrumental set. They are not in the hand of Lowe as Beat states.
Not all sources fodephtecontain instrumental parts; there is no evidence that this vocal set ever
possessed any and so it is excluded here.

"L Ed. in Matthew LockgAnthems and Motetsd. by Peter Le HurayiB 38 (London: Stainer and

Bell, 1976), pp. 108 1 5 . Described in Herissone, OAppendi x:
Ma n u s c Musigal Cseétivity available online at
<http://www.alc.manchester.ac.uk/sutigmusic/research/projects/musicalcreativity/>, p. 101.

2 Available in Locke Anthems and Motetgp. 3638.
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carry on the meetinge af gusick Schoole. Thursday?® ¥6" Novem: /
166%5. 0

7.GB-Ob Ms. Mus. Sch. C.124: Matthew Locke and BemjaRogers, two
unidentified Act songs (incomplete parts by LoWk).

8.GB-Ob Ms . Mus. Sch. c¢.142: ¢6Come with our v
anonymous song for an Act that probably took place in tb@46
(instrumental parts copied by Loy/@

9.GB-Ob Mss. Mus. Sch. @4/11, fols. 784; C.44/30, fol. 183; C.102b,
fols6:62: Wil liam Kingbdés 6Cantate Dominod6 an
Act or convocation probably held in threid-1660s.

10.GB-Ob Ms . Mu s . Sch. C.141: Edward Lowe, 6N
(autograph), probablyf the opening of the Sheldonian Theatre in July

166978

It is interesting thatvhat may behe earliest sets of parts for concerted mirsic
the Oxford collections are fdtalian, rot English, music: those fahe final chorus
of Car Jephted md 6tshe anonymous motet "AQuam dul ci
described in Chapter 1, sets of manuscript gartialian concerted music are

commonplace in collections across the country; howewest are Italian imports,

"Oversizefols. 2,4 and 16 are kept in MS. Mus. Sch. A. 641.
Locke, Anthems and Motetpp. 26. The Rntasia and Courant is published separately in Matthew
Locke,Chamber Music lled. by Michael TilmouthiyB 32 (London: Stainer and Bell, 1972), p. 100.

See also Hol man, O6Original Sets of Partsdé, p. 265.
“Hol man, 6Original Sets of Partsé, p. 266.

“Holman, 6Original Sets of Partsé, p. 270.

"Hol man, 6Original Sets of Partsé, p. 269.

""Held in GBOb Ms. Mus. Sch. C. 204 along with a number of other sets to Italian motets that do not
meet the criteria for inclusion here. The dating of these is uncei@rer manuscripts in Mus. Sch.

C. 204 clearly date from before the Restoration period, but it is unclear if the grouping of these sets
together is merely due to chance.
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probably bought as souvenirs, ismbear no signs of performance use. These parts

do ot fit that pattern. The set fdrQu a m d u andtalian ingpertdfowhish

duplicates have been copied by Loweesumably for performanct give a total of

two first and two second violin pE; two bass parts and a continuo parhe string

parts copied by Lowe fdar he chor us O Pflroorna tGa dephgesiii mil 6ssr a
consist ofa stringed bass part plus first and second violin partsithdiie the top

chorus lines® There is no diret evidence that Carissimi ever wrote string parts for

Jephte none ofthe various score copies of the work sumgyin Oxford include any,
possiblyindicating thathe parts derive from Lowleimself’® However, a

manuscript collection in Christ Church sfores to various works by Carissimi and

ot her Italians, copied by Goodson senior
Judicium Salomoniwi t h violin parts, to which the
are to be left outsdmedemwngt ynolDutCahmasrsd snd

added by Aldrich in an uncharacteristic fit of respect for the integrity of the
composef° Hol man has suggested that the 6Dutc
Capricornus, to whom this oratorio was mistakenly attributed in gramhaps the
Jephteparts derive from a similar sourte.

The performance set for the Act of 1664, in which Christopher Gibbons was
awarded his doctorate, is the earliest Music School set that can be firmly dated. It is
also the set most difficultto | ass as O6éconcer fTakehoutafr o6not

context, allthe individual works which formed the musical portion of that Act fall

“Beat, O6Two Problems in Carissimiods Oratoriod.
8 GB-Och Mus. 13, p. 203.

8shay6iNaturalizing: Palestrinadé (p. 383, note 64)
6Capricornus, GdM®Owessed Fuly20d]t i ¢c h o6,
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clearly into the O6not concerted6 category.
were instrumental dances: twollgads, a sarabande and four allemandes. There are

cues for two other dances, which were not written out, in some of the parts. The

vocal music consisted ofafeare ct i on WmiLAauth&dt fodovoices and c
Gi bbonsdés ONot cesandcontirsud composed irdomgpliance with i
theDMusrequiremers, and a setting of the &é6Gloria pat
located but is referred to in the paitsClearly none of these pieces are concerted,

unl ess t he uni desedtistrdimertsdas welbds voicésa Hopvevér,nti 0

is clear from the cues in the parts that the numbers were ordered to give a coherent

whole, as follows (there is some inconsistency between parts regarding the

placement of nos. 4 and 8, for which cues but no nmexsst):

1616 all emand in 2/ 2
2.0 2 Gaolliard
363 Sarabandbéo

4.Courant (cue but no music)

5. Laudate Dominum in four sections

6.04. Al mainebo

7.0 Al mai ned

8.Galliard (cue in some parts, but no music)

96 Act Songe 8 partesod6 (O6Not wunto usod)
1006 6. Al monded

11.Unheaded galliard

12.Gloria Patri (cue but no music)

The fact that numbers are assigned to some, but not all, of tbesitathe parts
probably indicates that the numbered dameere taken from an existing set rather
than composed for the occasiavith the unnumberedances added in when the
sequence was arrangetf Gibbons himself was responsible for ordering the

sequencé althoughpossibly Lowe was responsible fdoing this, using worktghat

Gibbons had composédclearly he did not regard it as one whole, coheveork: if

¥The 6Gloria patrid cannot be the setting by Locke f
Ms. Mus. Sch. C. 138, fols.-4.), as it was apparently composed on 9 November 1665, according to
Lowebs attest at-MoMus.&ch Q44/21, fal.d4br)e ( GB
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he had, mixing Latin and English text would have been a surprising choice. Despite

this, the sequence clearly functioned as such to some extent. The order was planned

to balance the effect of the whole, beginning with four contrasting dances

continuing with alternating groups of numbers for voices and instruments. There is

no evidence, such as cues for speeches, that the performance of the music was

interrupted and it seems likely that it was performed straight through. A note in

Lowén@and on two of the parts 'Gbdss& 6 Thes

were performdébd / at his Act. to bringe i1

dancedlid indeed functioras a type of overture. There is therefore some argument

for treatingthese numbers as one entity for the purposes of this study. However, the

use of texts from three sources and in two languages deprives it of the coherence

necessary to term it the first buildigpock anthem, though it is a step in this

direction. Itiswort h emphasising that the only ev

versiondé of this music comes from the pal
The surviving per f or miemcginchides tenfvamice pats b b o n

fortheeightpart ONot unto usod.d aQBned Sdfe etulreen tCrrd

presumably the Stephen Crespion who later became &«meiin bass singet’

The presence of two duplicates implies that duplicates once existed for every part,

indicating a choir of at least twelve men and four boys. Taereosurviving vocal

partsfotr he O0Laudat e domirniubmbéa rod nmnohef i6gadroed ab

any of the music. An unfigured instrume.]

Songe/with§Sy mphonyesd and headed ONobuntot he ba

usd® and indicates that the viols played

voice-parts. The other instrumental pactssist otwo first and two second treble

BAndrew Ashbee, @BAMED). GentlemaSdf thgpOnapel; Confessdhe
Household, 1673 7 1 BDECMI, pp. 3146.
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parts forthe dances, clearly for violins; and three unfigured instrurhbats parts,
of which two contain the dances and one cont
domi numo, i ndicating a minimum ensemble size
There is no evidence within this set as to whe#émgrof theparts wereactually
sharedbetween two or more musicians

The setofpartsfoVi | | i am Ki ngdés Ot€assotiatettl e domi nod and
instrumental numberfsasmanyfeat ur es i n commont with Gibbonso
intersperses the purely voneé aloédmaeatiead me mtgs of K
number of instrumental dances, forming a buildiodgck symphony anthem in
which the instruments and voices never combine directly. No full score of the
combined work survives, although separate scores exist for the instrumental and
vocal sections. Again the dasceere clearly aexisting set, as the order in which
theyappear in one surviving bass parhot the order in which they are played
during the cour s’ AgairfthednStrmatidnsin tee parts and thheo 6 .
solesource for the actual order of performance, as follows:

1.Almaine

2Verse, O6Cantate Dominod (solo treble)

3Chorus, OLaudate Nomené (Tr, CT, B)
42"%A1 maine o6after the first Chorusbo

5Verse, 2 voices (Ct and B) OQuia benepl aci
6.Chorus: O6Exultabanté (Tr, CT, B)

7.Courante

8Verse, solo bass, then bass and treble duece
9Chorus 6Omnis spiritusdé (Tr, CT, B)

8 The order preserved in a separate source for the instrumental dances, the sébokpa®RB0Ob

Ms. Mus. Sch. E 447, fols. 38bv; E 448, fols. 29v31v.; E 449, fols. 31v33v., is different again;

these did not necessarily form part of the original performance material and may have been copied at

a different time. One (E447, foIW:. Xdy. )Y uird hreaded 0.
confirming the link between the instrumental suite and thalvocisic. While this may indicate that

the books were indeed used in the first performance, one of the surviving formerlielaidsass

parts also bears this rubric (8B Ms. Mus. Sch. C.102 b, fols. ®2). It may therefore be that the

partbooks wee copied at a later stage from the (now mostly lost) keesieparts and the rubric

transferred as a heading. This does not explain the different order of the dances intibekgart

when compared with the score and the two surviving bass parts.
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10.Gl oria Patri (Tr; Ct; B; ends"&with the
6"t hings / to the I nstrumentso)

11.Air 06°8bngedy

12.Courante

13.Sarabande
The dances effectively function as symphony and ritornelli, their regular placement
between the vocal seans balancing the structuren this respect there is closer
correspondence between early odes and symphony anthems from Oxford than
between London examples of these gefffek i ng6s s e querclaimstonas st
considerationasasinglkeor k t han Gi bbonsdéds Act musi c,
all from one psalm text in one | anguage.
Actmust , but i s probablty caarehidemdot hlikn sGN I3 C
performance parts fdhe latterappear to have been copied with a concept of the
workas a whol e, whereas t he parGis bfoonrs 6Can
Act music, seemat have been taken from existing vocal and instrumental sets to
which instructions were added as to what movements were to be played in which
order.

The partsfo. o wedNaanc est canendumd, one of hi s
likely to belongto 569°®* The references on the parts t
fix 1669 as the earliest possible date, as this was the year the Sheldonian Theatre
opened on Friday 9 July and the OPhil ol o
before the main Act opede The parts indicatéhat Stephen Crespion sang the bass

solos and Richard Goodsseanior was among the trebles; the wonkst therefore

date from after the beginning of Crespi ol

8 SeeHolman,Henry Purcell pp. 1501 on the differences between early odes and symphony
anthems by London composers.

®¥Sketches survive in Lowe6s-ObMsaiMus. Sehoonélifolsmi ng hi s
10&b.
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loss of his treble voice. Holmdras suggested that the work was in fact written for
the opening of the Sheldonian Theatre in 168%vhich timeCrespion would have
been around twenty and Goodson around thirtéen.
According to Wood and Evelyn, a great deal of music was perfoatnin

opening ceremony, O6mostly composed by the cu
Facul ty t h¥® Clealynotalkhe Musidperformed was by Rogers, and
possibly the other works performed included
is tentaively supported by a survivingrapper which has evidently been reused at
| east once; however, three of the inscriptio
music for the 1669 Act?

[Recto, left: ..] papers of my songe ihTheatre. & ¥/ Dialougs.of D'

Wilson

[ Rect o, r i g®hTheatre.inthe éct uAst Saturdayt July/

1669

[Verso, right:]My-ewne-Sengé Latin songe; English  Dialogue &

ayres for saturday / All for that time  Exceftpppersof Monk-.
The third of thesénscriptions at least was apparently written before the performance,
and probably refers to the fact that the 06Mo
Saturday; the deletion of the first part mig
taken out so asot to mix it up with the parts for the following day. The second
inscription, on the other side of the folio, which refers to the performance in the past

tense, probably relates to the storing of the sets afterwards. The date of 1669 is

87 See above, notes 24 and 80.

8 Wood, History and Antiquities, 1 / 2, p. 803. See also Evelyn, 69th Ju
Diary Il, pp. 4648

89 GB-Ob Ms. Mus. Sch. A. 641, unfoliated cover found with-GB Ms. Mus. Sch. C.204; evidence
of reuse includes aSadrnesd rNuwstiicon/ riemdpgairgt 6 awhinch s ee€
parts in C.204.
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furthersuppoe d by Lowebdbs Act ode of 1671, O6Ei a
which appears to show evidence of progression in his structuring of the work and in
the fact that the instrumental sections are in three parts, not two.

No compl ete scoagrddmd SODWNruwnmicyv es,t kwtn agai
performance can be deduced from the parts. The work was fairly symmetrical in
format: it opened with an almaine, followed by a verkerus pair with the verse for
solo bass. A sarabande was then pldytddee tines over, according to the parts
to mark the miepoint of the work. Another solo bass verd®rus pair followed,
mirroring the first. The violins douldighe top two lines in the two choruses, which
usal identicalmusic; the danceserein two parts onl. The performance concluded
with the sonata for three violins and bass by Lambert Pietkin, apparently called the
OMonke sonatad by the Oxford perfor mers;
the third part suggests it is actually a viola part, batseming lack of violas in
Oxford made it necessary to transfer the part to vi8liAgain, a decision to treat
Pietkinds sonata as part of a greater wh
balance the numbers within the overall context, anthbymplications of
performance directions such as O0at the EI
violins. to close alldé (see also I-llustr:
block work, this time to a secular text, making it the fitstvs/zing buildingblock
ode.

Why Pietkinds sonata was referred to as

has pointed out that Pietkin was in holy orders, though apparently as a priest, not a

“Peter Hol man, r ev iTeoSomatas ad foaTirbeeTrebles Riolng, Widlsp :
Winds, Bass Viol and Continued.Virginia Brookes, PRB Baroque Series, no. 49 (Albany, CA

2 0 0 The &ip|] September 2007, p. 44. The Oxford source is the only source for this sonata. There
are no viola parts in the Oxford sets of this period; see the discussion below.
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monk; Virginia Brookes has suggested that the referanmeGeneral Monck

Some support for this second hypothesis is provided by the diaries and papers of

Ant hony Wood, which make some reference to WM
6Monked. Wood recounts taking part in a pub
with Edward Lowe and others, to celebrate th

and some of the performers, besides others that did not performe, retired to the

Crowne Taverne where they dranke a health to

Thelasecade of Monckoés | ife was an eventful ol

popular in Oxford. In the years between the Restoration and his death in 1670, his

biggest success was remaining in and maintaining control of p&tiguek London

when the court had £’ He certainly visited Oxford at least once in November

1665 while the court sheltered there; it is

some event either honouring Monck, or at which he was pré&satihatever the

explanation, the associatiorag/clearly one that was already understood by all the

performers at the time of O6Nunc est canendun
Si xteen parts survive for O6Nunc est canenddl

two each of treble, countéenor and bass. Anothpotential extra bass chorus part

is headed O0Any body: to singe or playdé and g

sarabande and chorifsin fact, it was probably used for playing from, as the text to

the chorus was never filled in, but it does revealrdyfiexible attitude to vocal and

instrumental balance. The adult parts give rare evidence e$ipaning between

“"Hol man, revi ew dwoSonatasmab ferrThreePreles ki 8ee al so James Mus e
Ant hony, 0PI @MO{acaessed BJome 2014]. 6 ,

“Ronal d MondktGeongeFirsh Duke of Albemarle (1608670) QDNB [accessed 1 Feb
2014]; Maurice AshleyGeneral MoncKLondon: Jonathan Cape, 1977), pp.-22B.

9 Ashley, General Monckp. 223.

9 GB-Ob Ms. Mus. Sch. C.141, fol. 9.
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adult singers: one ofthe countere nor par t s'. Akess. & Mhksocrrsi ebyedd. 6 M
The boysd6 chorus par ttéaterdbecamewtandardifoesoloi n t h
parts, twestave with treble and batee,at hough t he adultsdé part
the boys required the extra help given by the bass line. Each part bears the name of
only one boy (6Lar keiddoesanatdecesdariyindicaie thé ) , t |
trebles did not share; perhaps only the senior boy on each part was’Aahhed.

solo bass part used by Stephen Crespion survives: it is a double quarto leaf that gives

both the bass solos and the choruses in vocag gtttough only the bass line is

texted), indicating that Crespion sang the choruses as well as the solo sections.

% | am indebted to Peter Holman for this suggestion.
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2.1: Edward Lowe, autograph bass viol part fod Nunc est Canendumbd
(probably 1669) incorpor-®bNsiMgsSchh@ #1 Monke Son
fol. 6r. By permission of The Bodleian Libraries, University of Oxford

S
[

WD .
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ylegrd Frand

Six instrumental parts survive apart from the bass part mentioned. The first is a
folded folio on which a singistave figured bass line fathe whole work is copied
stratigraphically, with vocal cues and inclu
hand o Pllfoargyiseifgg dor§fi. ast Songe / in the Theatrebd.
confirms that the Monke Sonata was viewed as an integral contpofritéwe whole
work. In this part, the bass lirfier the sonata is a simplified version of that given in

the separatelgurviving set of sonata partpresumably the part was intended for the
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organ Three identical violin parts for thastrumental dansg bearing the names of

OMHul 1 6 or peTt h&ps béHavelt & yevduflduaed bass

parts, carryi'ngFltaenepdnec! bolfulddvs lagwoond &, !

also survive. The first of these is probably either Edward kwliclerk at Christ

Church, or Anthony Hall, the keeper of

Meetingd *téowik hpyleadc ei.s cl early Francis
probably thesameWilliam Flaxney and John Haslewood described by Anthony
Wood; both Withy and Flaxney were also singingn at Christ Churcfl! The
three violin parts for the danci&sk musicfor the chorusesyhichare cued in and
given on twoadditionalsheets: a thirduchis probablylost. None of the string parts
include the Monke Sonata, for which Hull, Gilbert, Withy and Flaxney were directed
to other parts, probably thoegat survive elsewhere in the Music School collection;
in lllustration 2.1, the sonata does nofactfollow overleaf as the direction at the
foot of the page implie® Haslewood, whom Anthony Wood described as a very
bad viol player indeedathough he thought Flaxney a good one), apparently did not
take part in the Monke sonata.

The set of parts GB®b Ms. Mus. Sch. C.12dbntainsinstrumental sections by
Matthew Locke and Benjamin Rogers of two unidentified Act works, which may

perhaps have been part of Rogersd musi

already referred to. Possibly they ar

%on Edward Hull, Anthony Hall and the Mermaid
Club, 16901 7 2 Bodleian Library Recordd (1974) 8299 (pp. 83 and 90).

" One further bass part seems to have been partially copied and discarded. On Withy see Robert
Thompson, O0Withy GMG[accessedrlaJulg 2054]; faviFlaxhey and Haslewood
see Woodlife and Times, pp. 05-6.

% GB-Ob Ms. Mus. Sch. C. 44/3. fols 25v, 27v, 29v, 31v.

“Hasl ewood 6was very conceited of-edgermesswki | |

(
di splay this |l ed to his nickriéeadTmnds, pp.t0&56.d1 e wo
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6Latin songe; Engl i sh [DihaWwrappenreferredt@ayr es f or s
above:both a Latin and an English song are referred to ipé#hnts, though it is hard

to be surdrom the surviving bass line whether the English song might class as a

6@l oguebd. The music consists of four dance:s
6Coranté6, O6Chicona6, | abelled 6Begin with th
Set 3 of Lock e® FhreB maekdances, @mair, caurarite. and

sarabande allbyBenjsi n Roger s, are | abelled 6The 3 f ol
Songed; this is f-ehoruslpairs®sAfioattivo dances,lanairwo ver se
andagallardagain from Lockeds Broken Co°hsort, are
Engl i sh s osistgefone vetsé dand charus offf/.The set is therefore

further confirmation that the instrumental portions of buildigck works might be

taken from preexisting instrumental suites. Howeves,aspeech came between the

first group of dances andedhest, clearly this sequence should not be treated as one

building-block work but as two or three separate groups; the instructions do not

clarify whether the English song and its preceding dances ran continuously from the

Latin song. The songs have tien identified and survive only in a continuo part

that gives nandication of the texts oroice combinations. @y one compéte copy

and one partial copy of the bass of the dangles, two each of first and second

treble parts, playoniBase.violwithlfsn greuibnrgiecé déotn t he
continuo part fothe vocal sections suggestatviolin parts to these sections may

be missing, a®ther sets indicate that bowed basses only accompanied sung sections

Wncipits 1214, p. 15 of 6 M&Bt7tMIEH Locke (1622

YoAnother Sute of RetrogpBdefAcBed avwdBS BNger s77 1614
VAGSTI

2 |ncipits56, p. 14 of OMAGTIHYSHTI Locke (1622



85

whereupper strings were also playingt may be, however, that this indicates a
gradual change in practice.
Theremainingthreesets for concertedorks by Matthew Locke all probably date
from the courtodés time at Oxf{6oastdobedanr i ng t |
endorsementsybLowe giving the date and circumstances of composition and use.
The score of the Gloria is inscribed O6Thi
made prickt, & Sunge , af ynusick Schoole, betweefi Mowers of 12, & 3
afternoone the'®of November by M" Lock / who did it to add to his Songe
Jubelate. & Sunge the Base then himselfe: ‘®Blagrave §Count e rflenor / 6.
1665, 9 November was a Thursday, on which day the Music School meetings took
pl ace. Loweds endorsteemehéevawni t heéTihias ss @

Phantasye was made by Mathew Locke / to carry on the meetinge amysick

schoole. Thursday®y6"Novem: / 16656, i ndicates it \
foll owing. The third work (the Cbhapgé) R«
been composed at least a year earlier, though theipartst hi s set are in

probablyindicatingOxford use during 1666.1%*

The mostinterestn g of LockedéAdseesl esavhat & omo
instrumental ritorndil and accompaniment for two treble and two bass viols that
seems to have been followed in performance by an instrumental fantasia and courant

played by the same forces as accompanied

193 Ms. C.44, fol. 16 r.; see Herisson®jusical Creativity, Appendi x p. 65. The 6.
English setting discussed here, but probably the Latin setting for the same forces;temantand

bass voices and violins, that survives asl®BAdd. Ms. 31437 (sekocke, Anthems and Moteted.

by Le HurayMB 38).

194 The text appears attributed to Locke in John Cliffditue Divine Services and Anthems Usually
Sung in His Majesties Chappell: And in all Cathedrals and Collegiate Choires in England and
Ireland (London, 2" ed. 1664), pp. 39800.
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trebl e i nst r urebkesofthelFanpya. & bfthe Byfphonyes®to y
Songe / Ad te Levavi Oculos meos. [/ & the tw
that the surviving set of four parts (first and second trebles and two bass parts) is
compl et e. These andtheinstoumental piécdsd Thereardnev avi 6
directions indicating whether the Fantasia and Courante were to follow the vocal
work directly aseffectively, part of the same work, or whether they were played
separately and copied into these parts onlyHfesake of convenience. However,
the pairing of the instrument al movements wi
in the inscriptions on them, as well as the unity implied by the use of the same
instrumental forces in both works, seems to indicatethi®y belong together. There
is, therefore, an argument that the Fantasia and Courante should be considered as
effectively part of OAd te |l evavi o in a si mi
which ended o6Cantate Domi ngibMusigad 6 Nunc est C
Britannicaopted to publish them in separate volurtf&s.

The bass parts in the instrumental set are unfigured, and do not play throughout
0Ad te |levavié, only in the symphonies and c
during the ritornelli Two other parts also survive: one is a quarto upifigmhat
bass part to 6Ad te |l evavi 06, but not the ins
suggested is probably intended for the theorbo, as it plays throughdtie other
isashors core tevaiAhd 6t e hat seems to have been in
player; it is written in Shay and Thompsonoés
the folio only, and gives the bass part and an outline of the treble with vocal cues,

likewise ttroughout. The pasttherefore suggest the verses were accompanied with

105 5ee above, note 71.

198 Holman,Four and Twenty Fiddlers. 406. A discussion of the performance layout this set might
imply is given on p. 407.
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keyboard and theorbo while the bass viols played only when the upper strings were
playing. The set is fairly representative of other early Restoration sets, including the

others to Lodh&keeds music | isted

The Oxford Sets of ¢.16-2®82

At least eleven performance sets survive in the Music School collection that
apparently date from between 1670 and
these, at least four appear to date from after 167ghbst da¢ frombefore July

1682, as Lowe was the principal or sole cop¥istThey display some differences
whencompared withthe sets of the 1660s: there are fewer parts copied on partial
leaves and an increasing number of wHelsf and doubldeaf parts in upgght

guarto format. Only one transverfgmat vocal part survives from this period;

vocal parts were still normally uprigifdrmat, like instrumental parts. By the end of
the decade, parts tended to be more neatly copied, and had begun to approach the
physical appearance of eighteeisimtury performance parts. The convention that
solo vocal parts were written out with bass line was not established at this point, but
the practice occasionally occurrgghrticularly in solo treble parts. The surviving

sets can be summarised as follows:

Ed

1.GB-Ob Ms . Mu s . Sch. C.123: Edward Lowe,

1671 (autograph).

YHand identifications in Hof2than, 6Original Sets
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2.GB-Ob Ms. Mus. Sch. E. 452: Henry Bowman, 0S8
1677)8

3.GB-Ob Ms. Mus. Sch. C.145, fols. 28r. and 9: HenrBowman, OPastorell a
(6Come forth, com@ forthoé; before 1677).
4.GB-Ob Ms. Mu s . Sch. C.122: John Bl ow, 6 Awa k
hands), probably 1676°

56B-Ob Ms. Mus. Sch. C. 129: Edward Lowe, o0C
version, autograph); probabl670s:**

6.GB-Ob Ms. Mus. Sch. C. 126: eSamps odnJ uH sitowi c k ,
festaso.

7.GB-Ob Ms. Mus. Sch. C.125 and &Bb Ms. Mus. Sch. C.144: Henry

Al drich, oO0lam satis somno6 and John Bl ow,
8.GB-Ob Ms. Mus . Sch. C.ylesbia, letdelimerand Bo wman, &6 N
|l oved (1680; not performed).

9.GB-Ob Ms. Mus. Sch. C. 137: Henry Al drich,
1681, and itsaterderivatve GBOb Ms. Mus. Sch. C. 133: 01
10.GB-Ob Ms. Mus. Sch. C. fL3d3a6muRacbambdaBGdodsa
resurgitoé; before July 1682.

11.GB-Och Mus 1127: Henry Aldrich, o6Conveniun

sede Carol usbo; June 1682.

198 Not viewed. Published in Henry BowmaBpngs, for One, Two & Three Voices to the Therow

Bass, With Some Short Symphonies. Collected Out of some of the Select Poems of the Incomparable
Mr. Cowley, and Others: and Composed by Henry Bowman, Rhikicus.(Oxford, 1677), pp. 15

20.

199 Bowman,Songs, for One, Two & Three Voicep. 6974.

MOEd. by H. Watkins Shaw (LondoktinrichsenEdition, 1941).

"Herissone, 6ATo Entitle Himself to ye Compositionod
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12. GB-Och Mus 1203AD: John Blow, Service in E minor (Te Deum, Jubilate,

Kyrie, Creed; date uncertain but afteoBv6s doct or ate of 167

The earliest dated perfor mancer wsckit amd it h
copyofthetext s i nscribed in Loweds hand, O6Thes
composed for the Theatre with Instrumentall musick, which wesipeed the ¥ of
July beinge™Hhewdrkiyin thileénkdctions, structured quasi
symmetrically around a central sarabande
canendumo. An al maine functions as the
instrumental gavotte. All the instrumental movements are in three parts (two violins
and bass); the ten vocal numbers include two verses and a chorus accompanied by
two-part violins. It is |l onger, mor e compl
C a n e nahditimiie is greater integration of the instruments with the voices. In all
respects, it seems to represent a step f
canendumbé, which again supports the sugg:
there is no complete fuscoreof6 Ei a eruditambé giving the w
performancealthough separate, nantegrated scores exist for the instrumental and
vocal sections: the structure here outlined is drawn entirely from the surviving
instrumental parts'®

Thevocal parts are in a confusing t&é&and maybea conflation of two sets of

parts, the second of which was never copied complete. The surviving solo bass part

12 Two further sets that may belong to the same ActyHen Bowmands O6®bMs. usi tat ad
Mus. Sch. C. 146, and [ ?] Jo{ObhMsWuk. Sah.nCil47, hawbeera n i s
excluded because of lack of evidence as to whether violin parts existed. The single surviving part for
John Wil sgnbsr At6740n06The -GboMstMus. Sch. E.di51md. 82wpp.s 6 ( GB
199200) is a similar case.

13 See the discussion in Herissovaysical Creativity pp. 188195.
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is againinscribed withStephen Crespians  nas wedl @ the bass solos and
chorus it includes the first violin line of the symphony, sarabande, gavotte and final
chorus. Probably this indicates that a violinist shared the part with Crespion, not that
Crespion also played the violin, as the violins were by now accompanying the chorus
and some othe verses. Again the two unfigured instrumental bass parts, labelled
6FotTHaM | ewoodd6'Fhmadanélér Mndicate that the sol
would have been performed with keyboaahtinuo only, without a bogd bass. It
seemdikely that the sore copies othevarious sections functioned ksyboard
parts for those numbers, though none is figured. This appears to be the earliest
surviving set of specially copied and fully integrated parts to an Oxford ode, with
each part giving the dances aheé concerted sections largely in order on one folio.
This seems to represent a step forward in th
as an integrated work.
Lowebs 0Car mfomwhich two paatessireie ih GBb Ms. Mus.
Sch. C. 129wasrevised first by Goodson then by Aldrich over the course of the
next three decadé$! No complete score survives thie first version in its entirety,
but it can be reconstructed with help from tiwe surviving partsa treble voice part
and a joint insumental and vocal pagiving the solo tengrsung by Richard
Goodson, and the first violipart This is similar to the joint solo bass voice and
violin part used by Stephen Crespion in O6Ei a
that on this occasion thgincipal vocal soloist standing next to the principal
violinist. The structure of the work again

est c a rakhoughuhm date of its composition is not knowwh.

"Herissone, 6ATo Entitle Himself to ye Compositionod

1151t does not necessarilyetong to the year of the dedication of the Sheldonian Theatre, as Herissone
suggests on the basis of the text: a glance through the texts published for 1677 shows that Gilbert
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The performance sédrJ o hn Bl owthg bRAwekeprobably da
Holman has pointed out that the score must date from before December 1677, when
Bl ow gained his doctorate, as the ascript
al so that the i nscr i ptecundusparFnughtin@Gcatethe ns &
work was written in CHrGibsonshadiiedonZ®i3® bons 6
October 1676, seven weeks after the surrender of the fortress of Philippsburg on
01/11 September to Charl es otieFlamea r ai ne o s
Dutch war'’ This was the evergtpparentlicommemorated by the other work
copied into the samgerforming setthe anonymousthreggar t song OPhi |l i p
which beingnon-concertedioes not form part of this studif

Theset consists dbur carefullycopied quarto uprighformat parts, givindoth
works in cream paper coversantus primus, cantus secundus and bassus voice parts
and a unfiguredbassocontinuo part. In additiontwo extra loosdeaf vocal parts
survive (both tenor, #tilough one isnunfinishedcopy), plusthree loosdeaf
instrumental parts (first and second violin and bassadlly i vi ng &6 Awake my
only. Duplicate copiesurviveof the second ge only of the violin and bass viol
parts, probably interetl tofacilitate the page turrtheir existence implies the parts

were used by single playerslowever, extra copies of the violin and viol parts

Shel don, the theatrebs founder , paiakfThdariequent | y t
Oxoniensis Encaenia, sive Comitia Philologica, Julii 6, Anno 1677, celelatard: University of
Oxford, 1677).

"*Hol man, 60Original sets of partso, p. 14.

""See Christopher D. S. BMG&dcakssed® QiyH4.oDates,areChr i st op
given according to both Julian and Gregorian calendars, as the first was used in England and the
second throughout most of the rest of Europe at this time.

56Phil i ppsburgd is an interesti ng fodteerDotchsider at i on
in the FranceDutch War, despite the fact that Charles 1l was backing the opposing side. | am

indebted to John Childs for information on the Siege of Philippsburg (1676) and the-Brénbo

War, and to Stephen Ryle for help with thenslation.
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survive in a set of roughly contemporary paobks'® These seem to derive

directly from the loosdeaf set and mahave been used together with them in

performance, although their exact date is uncertAgmain, both survivingbass viol

parts give music only fothe symphony, chorus and ritorngtinly the basso

continuo part in the creagovered set plays througlio Thee is no evidence that

any of the parts were shared. Hatthereforeimplies a small ensemble of two to

four violins and one or two bass viols, depending on whether the copies in the part

books were also used, plasontinuo instrument anihe four voices. These parts

are unusual for the period in the care taken in their production, particularly in the fact

that he main set i wrappers.It may have been atymefprée sent at i ono

this would supporthe theory that the work wasrmoposed in memory of Christopher

Gibbons. This does not mean the par&se not used in performance: that they were

so used is clear from the small amount

in red ink in the looséeaf bass viol part andtherde ct i on 6 Rest her e

then the / two od rleafsseécend ®oligpare ond on t
The setofpartsfdBa mpson Es-pavi ckéboodei umpheo

probably dates from 1677, the year in which Estwick took Mg Bndmay be the

earliest survivingod@ ai r among the Oxford sets.

collaborative effort, with Estwick responsible for the majority; the overture is by

Richard Goodson senior and the repeated chorus is probably by Henryh Allchtie

information given by Philip Hayes is corréél. Altered rubrics on the vocal parts

indicate that the original order of th

t r i u mgzdne, althougthis was apparently reversed before the entire skt ha

119 GB-Ob Ms. Mus. Sch. C. 14 and C.-18. Examination of the paper and the otiegertoire
contained in the set might clarify its date.

set ;

of

24
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e t

120NoteinGBLcm MS. 221, cited in Tro®@l es, 6The Musical
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been copied and before the first performance. Again this is evidence of care taken in
planning the impéaoof the performance as a wholegsibly the two works should
be viewed as two parts of one larger work rather than two separate, shorter works,
degpite the lack of an integrated text. The surviving instrumental parts are
incomplete and so give little information about the perfogrorces, though organ
parts forboth odes suiive. Six voice parts survive fdooth worksi unusually, one
is a transerse quarto ledf five of which catain solo sections fayne work or the
other. The sixth iaripienocountertenor part foboth works, implying that such
parts probably oreexisted for the other voicéS. The implied ensemble size is
therefore aroushten singers, consisting of soloists and ripienists for cotenar,
tenor and bass parts, plus around four boys.
Another surviving odgair by John Blow and Henry Aldrich, the parts for which
are split into two setgjates from 1679. (A furtmeset foran odepair by Goodson
senior, 0Sacr a mus passiblydatesramdsligiitly latengivere s ur g i
that both odes are apparently by Goodson throughtu@dne of the pair,
0Diva quo tendisb, ,inseribesldasfodowst t s original

MrEstwick—/—2 papers/ the score & partes. Instrumentall & vocall / of a peice
of a Songe composed by Blow / designed for the Act. 1678. but that Act /
beinge putt off. it was not finisht: the next / yeare 1679. it was transcribd &
peaformd / as a 2Songe in the Theatre. on fryday the / 11 of July: with the
addition onely of a prelude / of Banisters in the same Key. to bringe the /
Songe in[.}?

It is clear from this that ODiva wgquo t en:¢

originally intended to be longer. In its unfinished form, however, it was long enough

1211t should be stated thatr i pi enod is not the original terminol
English parts discussed here. Its use is preferred to the histedcally r ect 6 chorus6 thro
discussion because of the implication, nowadays inherent in that bextrthé chorus does not

include the principal soloists. See the conclusions of this chapter for a further discussion of this point.

122 GB-Ob Ms. Mus. Sch. C. 136.

123 GB-Ob Ms. Mus. Sch. C. 144.



94

and suitable t BSdregedut tAs utshee aparat K 2wer e he
seems they were not copied until 1679. The wrapper gives no informatiothas to
identity of the first s'88onggdbo@he Fetsof par
Musi ckd sHiermnriw efsl diroirc hndesd .61 aTmh es a@hrsi sstomChur ch
oft his is inscribedd b6Fmd ttthe PSonmge I1H6FOL] Adrel
SingngeBased include&éDit\hae dacst epmdit $dorwhich is
Songed, thus firmly Ilinking the two sets tog
be considered as one single set, given that some sheets contain parts to both works
and that gain care has clearly been taken in constructing the entire sequence.

The vocal parts for o6Diva quo tendisd consi
trebles, principal countdenor, tenor and bass; plus two ripieno parts for the bass.
Ripieno partdgor tenor and counteienor are referred to in addenda on the parts but
have been lost. The surviving instrumental parts consist of three string parts for
6First Mreble®d, atd 6Base Viold; they indicat
therepeatof he chorus 6éDiva quo tendisd but not tF
fourth part, héZXB8edgé®rgas pafol bd heaf copi
stratigraphically. The part is unfigured, primarily in tstave format and marked up
with cues for use inpasfr mance, such as 6l ead treble in vy
bar of the second system, indicating that direction took place from within the
ensemble to a certain extent, with one part
at any given point. The parsuggest an ensemble of at ledstensingers three
on the bass line and two eaatte other four parts plus a minimuninstrumental
group oftwo violins, a bass viednd organ. In addition to these, the score includes a
viola part, not present itne set; this was not standard scoring in Oxford at the time.

Its inclusionmay havebeea r esult of Bl owbés baa#ground as
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an indicator of the influence court practice had on Oxford. Giveagharengood
survivalrate for thespartsoveral possi bly the viola parto:
i n fact never copied, particularly as no
first work in the odepair.
The set for éppeamito basleben seeusedo Gleadiid score was
used in performanc¢eas it contains two insed slips giving the bass line ftire
repeats of the ritorneljavhich were not written odt* Only two aher instrumental
parts survive: a violin padnd a damaged organ parti mi | ar Divaqubo hat f or
t e n,avithgh@ exception that it is partially figured. Possibly the score was used in
its place forasecond performance becaubke organ parhad been damaged total
of nine vocal parts survive; however, these seem to relate to moreriban
performance. The work in its original form, as shown in the score, seems to have

run as follows:

1.Symphony

2.Ritornello

3Chorus, 6l am satis somnoo

4.Ritornello (repeat)

550l o bass, 00ccidit nostrumbé/ 6Qui d mih

6,Chorus O0St at bonis vitabo
7.Ritornello (repeat)

8Chorus o6l te vent osumb
9.Three instrumental dances

The original set of parts was prepared reflecting this ordeappdrentlyconsisted

of two of each part, of whicall but one tenor part survive. As the bass part also
containing the chorus @ Digvuao t endi s6 gi ves 1fishe music
umal t er ed, it seems | i kel yadtheaneusecintbe f or m

1679 Act, for which the work was probably composed. At some point, probably in

124 GB-Ob Ms. Mus. Sch. C. 125, fols. 8* and 9*
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the early eighteentbentury, the wrk was revisedalthoughit apparently retained its
title 6The First Musickd. The new version ra

1.Symphony

2.Ritornello

3Bass solo then chorus, 6l am satis somnobd
4.Ritornello repeat

5.Verse,countet enor and bass, ONunc iuvat b

6.Chor us, ONull a turbabunt
7.Rittor as / Before

8Chorus 6l te vent osumb
9.Three instrumental dances

(@}

The inserted movemenssNu nc i uvat 6 anwhichdelacékdl a t ur babunt 6
Occidit nostrumd/ 6Qui d mi hi respectvelysd and t he
may have been by Sampsoniésk rather tha Henry Aldrich, as the score tfe

insertionsthat survives irChrist Church is in his hanid®> At least five of the

original vocal parts were then adapteith pastedowns cancelling the old sgons

and giving the new onean inserted l&f in one dthe countettenor parts gavthe

new duet verse. Two parts were copied entisaw. The new set probably

consisted again of two trebles, two tenors, two cotteieors and two basses,

although one countdenor is now missing. The text tfe inserted movements

makes reference to 6Annad, whichAnadeés not ne
accession to the throne in 1702: she Wiaded Oxford in 1683 with her parents as

described above and all three were entertained with verseauesid in the

Sheldonian Theatr&® However, the lack of reference to her parents suggests that a

revision afer her accessiols more likely.

125 GB-Och Mus 1142B, fol. 51. The hand is identified @CLMC,
<http://library.chch.ox.ac.uk/music/page.php?set=Mus.+1142b+%28f.+54 §426essed 5 July
2014].

126\Wood, Life and Time$ll, 51-52. Some of the verses spoken on this occasion were published in
Examen Poeticum: Being the Third Part of Miscellany Pogimsdon: Jacob Tonson, 1706), pp- 98
107.


http://library.chch.ox.ac.uk/music/page.php?set=Mus.+1142b+%28f.+51%29
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The set of parts for Aldrichds ORevi xit
be considered together wthh e s et f o r ¥ @hedatteBsrinifactahe n u mo .
same work with slightly altered text, for which the same performing set was
evidently reusedTheopeningl i ne of ORevixit io Carolusé
Charles lives andw0 radars edH warthatdhmtéxt Ch anwpll /9 n
commemorated a particular occastéh.This might have beethe recovery of
Charles Il from serious illness in September 1679, the twentieth anniversary of the
Restoratim i n May 16 80, vistt to Oxdord éonthetoriergeekk i ng 6 s
parliament of 1681 Although Wood makes no mention of music in his description
of Oxfordbébs welcome of the king on this
occasion would have passed without the performance of an ode.

The od was a fairly short one, though it is clearly incomplete as it stands. There
is no surviving symphony; probably this was composed and scored separately. The
text alterations that tur nedeemtBbavei xi t i 0
been undertan considerably later, probably between 1694 and 1702: the new text
makes mention of William IlI, but not of his wife, the queen regnant Mary Il, who
died in 1694. The surviving vocal parts from the original set consist of two solo
treble and two ripientreble parts, plus a solo bass. The solo parts have been

subjected to the text alterations that turned the first ode into the s&¢oFis was

See Trowles, 6The Musical Od®6éhMus @9, folspl2151 3 . The
is in AldrCCGMBs hand (see
<http://library.chch.ox.ac.uk/music/page.php?set=Mus.+619+%28f+3%2% [accessed 5 July

2014)).

128 paul Seaward)y Char | ed6BI5)(1&3Gg of Engl @adNB[acceSsecbt | and a
12 July 2014]; Wood..ife and Timesll, pp. 511536, particularly 524629. | am indebted to Richard
Rastall and David Klausner for help with the translation.

129 GB-Ob Ms. Mus Sch. C. 133, fols.-8.


http://library.chch.ox.ac.uk/music/page.php?set=Mus.+619+%28ff.+12--15%29
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mostly effected

6Gul i el musb

Carolusd® was <cl ear |

had to be provided. The chorus sections in

downs giving the new text, but the ginal two

simply
anden Gult hel mex»t

y

by scoring out o6éCar ol

bbwehe opening c

unsuitable even with th

the solo parts were covered with paste

ripieno treble parts, which only

included this chorus, were completely unusable; probably new ripieno parts were

copied that do not now survive. Again, the treble solo parts include the bass line,

although the solo bass part does not.

22:Henry Al dri ch, ORev
Lowe), GB-Ob Ms Mus. Sch. C. 137, fol. 5r.
Libraries, University of Oxford.
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second violin§of which one was, however, not copied complete) for the chidtus

Al'l of these appear inalperfdrmance.nTie suravalofine wo r k
extra secondiolin ripieno parts implies that further such parts were copied for the
first violin. I nstructions on the violi:t
with two Singl e vsiwbietheBaske Siagerdvithdwo ISihglet he s 1 «
violins. after that. al | the violins joyi
scoring in some verses that is not marked inthe $¢bfehe directions fo
violins®dé6 and &6 mor Hfirstwiblia part peshéps indicate theethep r i n c |
part was shared, but might be merely a warning to a single player that he was the

soloist at this point®? One bass viol part survives,gai n carrying FIl axn
This gives the chaluaes Drymmpthloeyde mdturt ala ga
for the verses, indicating that the practice of the stringed basses playing only with the
upper strings was still the norm in the late 1670s or early 1680s. The final surviving
instrumental part is a roughtyopied gle-stave, figured bass. The set indicates a
biggerthann or mal ensembl e for the workoés fir st
six totwelve violins, depending on whethearts were shareglus at least two bass

viols and the organ: effectively thegt recorded English orchestra outside of

London. This supports the theory that the work was written for an important
occasion such as the kingdés visit to Oxf

Al dr bdeph@disr O0Conveniunt doctae sororeso .

Goodsombéas rodbeSacra musarumbd and o6l am resu

130 An additional partial copy of the principal second violin part survives, which may have been a
discarded copy. One further additional violin part, that seems likely to belong to another work
entirely, also survives in this set

¥ GB-Ob Ms. Mus. Sch. C. 137, fol. 5r.

132 GB-Ob Ms. Mus. Sch. C. 137, fol. 9r.
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substantial odgairs by one single composer. The parts survive with their original
wrapperJabelled as follows:

Two Act Songs in Partes / Performed in Oxford Theatre /dUt682. / NB a
Small Slip of paper unpastédoelonging to the beginning / of the first trible
violin T by way of alteration[.]

Edward Lowe was the principal copyist; tharts must therefore have been among
the lasthe copiedbefore his death on 11ly 1682. The reference to the alteration
of the parts suggests thais was done for th first performance and is therefore not
evidence of reuseNo score has survived to either work. As with earlier wuaks,
the two odes are for the same scoKsig-part voices consisting of first and second
trebles, first and second countenors, tenor and bass; tyart violins and bass
viol). Again it seems clear that the two works are actually closer to one larger work
in two parts: it is significant thahe same overture seems to open both the first and
the second song, giving a degree of overall unity to thispadtethat was previously
lackingand further advancing the odeds devel op md
performance is closed with an instrumesit, in this case a suite of five dances,
indicated in the organ part withsitlhe instruc
to close all d. This method of ending a work
final chorus by the end of the 1670s; therks from the early 1680s that end in this
manner probably mark the end of this convention, as there seem to be no surviving
sets from after Loweb6s death that end a subs
music.
Seven vocal parts sumé foreach songfor each of the six voices plus a
ripieno copy forthe bass, suggesting again that perhaps ripieno parts for the

other voices are now missing. The surviving instrumental parts consist of two
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first and two second violins, bass varid organ. fere is no evidence as to

whethertheseparts were shared.

Conclusions

As regards this study, the most significant overall musical change during this period
was the growth in importance of concerted music; the most significant new musical
genres were thsymphony anthem and the musical ode. It is significant in this
context that two of the earliest setscohcertecperforming partshat survive from
Oxford,forCar i sdphteda s t he anonymous motet O0Qua
English but Italian irorigin. This confirms that Italian performing sets were already
being imported and Italian works were performed and not merely studied in Oxford
during this period. That the violin parts fé@phtemay be of English origin suggests
a willingness to adaptalian music to local taste and performing conditions.
The overall tendency during this period was towards increasingly long and
complex worksalthough the performing forces used in Oxford were relatively small
and remained so for the whole of timenty-two-year period surveyed here.
Evidence for a st andar-dosigpamvoicesplusaneard en s ¢
two extra ripienists per part for the chorus sections can be seen in the number and
type of vocal parts copiealthough it shoulde noted that some voitgpes at times
only participated in the chorus sectionkhis has more in common with
contemporary Italian practice, or with the slightly later practice of J. S. Bach, for
example, than with the much later practice of soloistisinonly the solo sections,
while the choir sang the chorusdsis thereforeprobably more accurate to regard

the singers as dividing int@oncertistéwho sang throughoutyhich might include
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multi-voice versesplus @ipienist®who joined in thdull-chorus sections, rather
than assoloist®v e r s u s .aHoweeeh ibshauld be noted that the former
terminology is not visible in English performing parts of this period; the latter is in
fact historicallymoreaccurate.There is some evidencm t he parts for ONunc
c a n e n that tihedsjngers shared paatdimes It may be that there was always at
least one ripienist sharing each solo part, thaugannot be stated, on the current
evidence, that this wasdandard practice. It appearsrh the surviving parts that a
singer shared with a violinist at least twice during this perioderformances of
Loweb6s doiBiaambe raun d O Ca hismperhapssuggesta that thes 0 . T
performers stood in a line along the gallery in the Sheldorteatre, with
instrumentalists on one side and singers on the other and the singer and
instrumentalist closest to the middle sharing parts.
Regarding the instrumental parise sets show considerable variatéomd many
are obviously incompleteEght of the 22 sets examin@dtotalcontain one each of
first and second violifor viol) parts, while five contaitwo first and two second
violin parts A differencein sizeis apparent between the sets produced in the 1660s
for use in the Music Schbweekly meeting, such as those for the three works by
Matthew Locke, and those produced in the same decade for use during the Acts. The
former tend to include only one of each violin or viol part, although duplicates of the
bass part sometimes survivéhe latter normally include two of each violin part,
although the violin parts for Kingés 6Cant at
However, the fact that only a small sample of sets survives from this decade makes it
difficult to draw firm conclusions. Amobg t he | ater sets, that for
seems to have included six violin parts at least and appears to be effectively the first

surviving evidence of an orchestiygpe ensemble outside London and the court.
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However, it isanomalousmong the swiving sets of the 1670s and 1680&he
number ofsurvivingbass parts varies between one and four in the sets of the 1660s
and between one and three in the sets from ¢-168@, with one or two being most
common during this period. The sample examisgdo small tadraw conclusions
onwhether this indicates a decrease in the size of the bass section during the 1670s.
Regarding other instruments, the surviving sets dittievevidenceof the use of
violas in concerted music in Oxfortlring this pend, and no evidence of the use of
wind instruments.

There idlittle evidence of parsharing betwen instrumentalists durinbis period:
all instances of performer names on instrumental parts are of a single performer,
athough admittedly the sangsize is smalllt may be that normal practice was for
instrumentalists not to share, as is implied by the court records of payment for music
copying**® The two known instances of pastaring between a singer and a
violinist suggest, however, that pattaring between instrumentalists did take place
on these occasions at least. It would otherwise have made more sense for the
violinist who shared the singer Stephen
read from the fiForMtlamed ol uml pas t) dmasewa D
sharing his part with anotheihere is some evidence, in the form of solo and tutti
markings, thainstrumentalistsnay have shared by the ti me
in around 1681although this idar fromconclusive.

The period was onef significant experimentation, aride great change that
music was undergoing is visible in the surviving lotesssf performance materials.
I n the early sets, the detailed he&ture of

verseforMCr i spion, & that done, then the chol

13 These indicate that individual copies were being produced for each instrumentalist at court: see, for
example, Holmankour and Twenty Fiddlerspp. 327330, 400.
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also Il lustration 2.2) indicates the perforn
musical genre in which strings of numbers followed one another withosepau
Thesedirections in theDxford parts contrast strongly with the succinct directions for
tacet sections in the two imported Italian sets examiheghs apparently not
enough to simply write the music out in order with short cues for tacet numises
Oxford sets demonstrate that the physical appearance of parts for concerted music
became increasingly standardised throughout this pghedormulaic appearance
of most eighteentisentury parts was the culmination of this procé&&sAlthough
the proess was ndully completeboy t he ti me of Loweds deat h in
years since the Restoration, parts for concerted music had evolved from being
nothing like eighteentisentury parts in appearance, to being similar in most respects.
Clearly cowentions of layout oparts for concerted music were still developing,
precisely because it was a developing genre. The only two such conventions still to
be established by 1682 were the use of transverse quarto format for vocal parts and
the provision of théass line for all solo parts. It is likely that the establishment of
thesestandardsvas a response to the practical problem of spasduction of
increasingly lengthy performance parts, which was speeded up by the adoption of a
formula for producing tha.
One important trend in Oxford revealed by the parts is the production of building
block odes and anthems from smaller component ingtintechand vocal worksa
practice that principally belonged inthe 1660s Thi s phasepneft t he oded
in Oxford has not previously been fully recognised, partly because the scores to the
component works appear to have been valued as sources above the parts. Typically

the voices and instruments do not combine directly in such works, with instrumental

1345ee Ch1 for a description of eighteentientury parts.
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numbers being positioned between the vocal numbers. The vocal sections in the
works examined may have been compasggetificallyfor the occasiomn which the
work was performedbut the instrumental numbers were usuallygxisting works.
This appearto be a different facet of the London practideCooke, Henryurcel|
Blow and othersgescribed by Herissone, of composing instrumental and vocal
sectionsseparately iimulti-sectional works, with priority given to the vocal
sections'*

Among theOxford sets,wo such buildingblock works survive in full: William
Kingbs anthem 6Cantate dominod (probably
ONunc est <canendaitnhéo u(gphr oCharbilsyt olp6h6edr) ,Gi b b o
sequence of 1664 is a borderlrese. A further work or works by Matthew Locke
and Benjamin Rogers, possibly from 1669, survives incomplete as dances and bass
line only, the vocal sections and texts used never having been idetfifi€tese
works never existed in full scone their ertirety, athough separate scores of
component sectiorsometimesurvive. These can give a misleading impression of
the real nature of the work in performance if they are considered separately from the
parts, which are the only sources for the works @g tiinctioned in performance.

The performance partgppear to have bedormed of new vocal parts plus

cannibalized sets of instrumental parts to the component works. Instructions were
added to the instrumental parts as to the performance ruardeg;the presence of

such repurposed parts is likely to be an indicator that the work dates from the 1660s,
as no such set @rrentlyknown to survive from after 1669. It is likely that a

number of performing sets from this period that appear to give pustiymental

135 HerissoneMusical Creativity pp. 120145.

136 GB-Ob Ms. Mus. Sch. C.124.
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dance music, or purely vocal music with bass line, have been wrongly excluded from
this study in the absence of evidence as to the context of their use in performance.

Up to three substantial vocal numbers could form the principapoaents of

building-block works.Gi bbonsd6s Act music of 1664, for e
settings of O6Not wunto usd, O6Laudate domi numb
evidence, such as the use of both English an

Act sequence, thauchworks were not initially regarded as entities in their own

right. Despite this, itis clearthatev@n bbonsdés ant hem sequence, t
examined hergunctioned as such to some extettte ordering ofthevo r k 6 s
componennhumberdndicates that the resultant sequence gaasfully planned in

terms of structure, balancand the effect of the whole. In such sequencdanae,

or asd of up to four dances, wass ed O0t o bringe in [the] songe:
a local pactice. Although the dances were not sophisticated, this foreshadowed the

development of the mufthovement, rather than muliectional, symphony that

included dancenovements. Complete dances were also used between song sections,

or pairs of sectiongnd effectively functioned as ritornelldolman has already

noted the prevalence of danliee writing in Restoration verse anthemusd even

more so in early odenkingthist o a perception that dance mus
natural idiom™’ However, he use oéntiredances in this way was a moder

concept in England of the 1668sd in this respect ése works were
groundbreakingforeshadowingthe xt ensi ve use of dance moveme,]
odes of the 1680s and 16968

The component numbeused in buildingblock works were not necessarily the

work of one single composer: Lowebdbs ONunc es

137 Holman,Henry Purcel| pp. 128 and 15Q.

138 Holman,Henry Purcel) p.15%2.
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t he 6Monke Sonatad by Lambert Pietkin, al
and Rogers, referred to above, used insémital movements by both. However,
these works are not directly comparabl e 1
Ant hem6 of 1664 by fréyahdiWillarh dumer. ifhe tabea m Hu m
of ONunc est ¢ an e napparerlyoacdutlcollabosasohbhy t her e
Pietkin whois not known to have hadirect contact with the Oxford musicians.
This iIis not to suggest that there was an
Lowe. The work was apparently wédhown by the Oxford musiciarend is
ascribed to Pietkin in the partsThere is clear evidence in these sets that creation of
original new works by a single individual in adherence to some sort of artistic vision
was not a concept that was recognised at the time; this accordswéllwiHe r i s sone
findingsinthatrespe¢t® | n t he case of oOfMatwas est caner
important was how the Monke Sonataunded in the context of the whole.

By the end of the 1660s, Oxford odesd departeffom their origins as strings of
individual pieces antdad becoméully -integratedlengthy works. e practice of
producing buildingblock apparery cecased her e at t hi s point. E
eruditambé of 1671 appeawswriteni sbfarasitise f i r s
possble to telli entirely for one occasion by one composer. 3dteof parts for this
work isthe earliest dated setat was apparently specially produced, vaith
movementsopiedin order, rather than cannibalised from existing sets. However
integratedscores of entirgvorks did not start to appear until the second half of the
1670s; there is no surviving complete scoré i a er udi t amd, but onr
scores othe instrumental and vocal sections. The eventual appearance of integrated

full scoresin Oxford is a measure of how the conception of the works had changed.

139 HerissoneMusical Creativity pp. 4160.
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Thescoreversions oOxford works ofthe 1660s and 1670s in particular shoogdd
regardedtherefore, as probably incomplete and ewetentially misleading: any
understanding of sucliorks based only on score sources risiag substantially
flawed. This trend of integratioapparent in both parts and scoieslsoappaent in
the music, which inially had not alwayicluded anyactualconcerted numbers,
instead interspersing vatand instrumental numbers without combining the forces
directly. At least one fully concerted number quickly became essential. Increased
integration of voices and instrums gradually followed: stringsyhich had
originally played only in the dancesadritornelli,began to join the voicdgst in the
choruses, theduring verses also.
Many of the Oxford performingetsindicatethat a vocal work often ended in
performance with a set of dances or other instrumental work. Again, this isla detai
of performance that the surviving scores do not show; however, the parts
demonstrate clearly the function of these instrumantaibersn performance.
Kingbs oO0Cantate dominod6 endedNwintcheatset of
canendumb wi onhtaforthee MMinaly eamiBert Pietki Loweds OEIi a
erudit agadotteyand b c ke ds 0 Ad Famtasiaand &€aurarite. wi t h a
Il n later years full suites became increasing
ended with a group of four dancesn d A | d rpi aciCoivediuatdd ctae
sororesd® and OHic sede Carolus6 ended with a
this practice has not always been adequately recognised: Trowles, for example, has a
tendency noto count the closing instrumentalimbers in his catalogue entries of

ode movements or his analysis of the wdffsThe practice was fairly common

“see Trowles, 6The Musical Oded, 11, entries for 6Nun
Carminum praesest6 (4UB)rdoHeércsisemdel Careduspp(plsl2).

Al drichds | ost setti nigceosfdéd J(ohMu sFee | d ubase 6slanc rl adu d,e np .mulsl
Fell 6s published text which gives details of Al drich
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during Lowebs tenure as Heat her Professol
contemporary practice of ending a theatre work with an instrumsuital** It
seems to have died out at around the ti m
replaced by violiraccompanied final choruses. However, it is difficult to assess
whether the practice may in fact have persisted a little lpbgeause othe lack of
surviving sets of parts, the principal witness to its existence, for the five years
foll o wi ng L o wleldsare tbex@amptes ibhmdng the sets from Richard
Goodsonds time as Heather Professor. I n
f r om Lperiwdhatsvasevised ande-usedby Goodson, the positicof the
dances was altered so that they no longer ended the work.

One trend that apparently began in the late 1670s was the fashion for pairing two
substantial odes together. hi¥ was,in effect, an extension of the buildiimock
principle at first the two odes were probably intended onlytovide contrast in
perfor mance. The first surviving such w
0l o triumpheo/ dyJoi 16Vv79 whitheiscluded rdusic by Gooldsarb
and Aldrich. Thatsome effort wasmadeto ensure they balanced each otlser
i ndicated by Al dpachdédlamdsBtowdsomdebd/ o
1679, the order of which was reversed before trst fierformance.The first ode
pairs by one single composroughoutsucha Goodsonbds &Sacn a ml
resurgito, 6@adyv é&n idusnota odkicstbdseede Car ol uso
date from the early 1680s. theBlyadhetué t i me
rather rapidlyi to show signs of increasing integration, such as the use of the same

symphonyto pen bot h odes ri no Cohlndvreinedhudigssedée® ct ae

the very end (ORitornell o, Al amana, Sarabanda, G
Sapphicmé, Oxford, 1672.)

141 'am grateful to Peter Holman for this suggestion.
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Car o ITlhusswas airect forerunner of the twpart odes of theighteenth century

and another method by which works became longer and more ambitious in scope.

This overall tendency, visible in the 1670s and early 1680s, was probably a direct

result of the opening of the Sheldonian Theatre in 1669. The previous foect

music, St Maryds Church, had been consider at
suited to largescale music making. Hhay not be an exaggeration to say that the

openingof the Sheldonian Theatre was influentialthe development of concert

music.

It is clear that understanding the perfonoa materials is central to understanding
early odesand thathe Oxford sets have much information to give in this respect. It
follows that the lack of performance materials for early court adassignificant
problem in understanding the early development of the ode at court. This is a matter
that the present study has served to highlight rather than to resolve: while some of
the conventions of performance practice revealed or confirmed @xfoed parts
may also be relevant to court concerted music, others may not, as local performance
conditions seem to have been significant in determining performance pragtiee.
particular loss witlithe court performance materials of this period is tiss bf any
evidence of buildingblock court odes. The existence of these sqmmasibleon the
evidence of the Oxford parts and would have been a natural step given the collective
composition practised in assembling the music for court maséfud@e disovery
of any suchthat perhaps never existed in score form,tbat date from earlier than
the earliest known courtodesi ght alter the chronology of tF

development.

“2pet er TWaThdmphofPéace A Case St udy i Musidiothe Elgismar cati on6 i n
Courtly MasqugOxford: Clarendon Press, 1996), pp. 153.
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The existence of the practice of buildibtpck composition in thgrovinces
duringthe 1690s, at least fifteen years after it apparently went out of fashion in
Oxford, is demonstrated by tlservivalof a shgle surviving bass part parenty
owned by Basil Ferrar (1667718) of Stamford in Lincolnshiré? This gives a
ver si on oQeciiBruodet Wé Il e me t o athatisunkhevn Pl easur
elsewhere and was probably performed by the Stamford Music Club in 1696. In this
ver si on, Purcell 6s ode is spliced toget he

trio sonaas Opp. 24.**

Whether the practice had spread from London or Oxford

some decades earlier, developed independently, and how widespread it was, is not
known. White has made a convincing case that Basil Ferrar himself was the arranger
of the work, buthere is currently no evidence that Ferrar had Oxford links or

attended any of the Acts. Howevermay bethat he did not chance upon this

method of arrangement by accident, batlheard similar approaches taken

elsewhere, perhaps in London or Cambridg®t in Oxford.

Despite the lack adinylooseleaf or singleoccasion London parfsom before
¢.1730that might provide evidence, it is likely that the buildiigck method was
widely used in ode composition, given that it was used in otheicatggenres at this
time. For example, there are obvious parallels with the theatre prattice
collaborative compositigrwhich in turn influenced the development of both ballad

operas and thpasticciotechniques popular in the eighteenth centuryis likely

t hat the Oxford parts and Basi l Ferrar 6s

143 GB-Cfm MU.MS.685.

“Themajority are identified in Bryan White, o6Mixi
a Cecilian Entertainment i n St"Biemhia Codféren¢ecom publ i sh
Baroque Music, Belfast, July 2010).
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and widespread practice in ode performance, that was itself onfpceteof a wider
phenomenon. In particular, this creative method may have been practissddry
composers and arrangers in clubs and societies similar to the Stamford Music Club,
as a means by which they could produce works of substantial length with relatively
little effort. However, rost of the evidencef the seventeentbentury manifest#on
of this phenomenon is likely to be lacking, because of the loss of the majority of
looseleaf parts of this period.

Further work remains to be done in el areas. Aletailed examination of
paper typesnight enable more accurate dating absle sets which are currently of
uncertain date, and hence a better chronology of the early works which were
i mportant in the odeb6s development . A revis
ode, and also the symphony anthem, should take into accowtishence of
building-block works and should aim to compare Oxford and court practice as far as
can be determined. An examination of instrumentatpaoks, which were largely
excluded from this study, for signs that they were used in such performamalels w
be of value. A search for surviving loekaf performing materials of this period
from other parts of England would be particularly useful as the Oxford materials
demonstrate that such arrangements were commonly made directly in part format
and neverecorded in a score. These might give more information about the spread
and significane of the practice of creating buildidpck works, as wells on the

methods of doing so.
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3: Sets of Parts from Oxford during the Professorship of

Richard Goodson (682-1718)

The tenure of Richard Goodson senior as Heather Professor of Music began in July
1682, on the death of Edward Lowe, and | :
in 1718, although his son and successor Richard Goodson junior had taken over his
duties several years earliel.ike Lowe, Goodson was a prolific copyist and the
Music School s collection continued to gl
sources of sets of parts from Goodsonds ¢
fromLowed s era have survived and which have
chapter: the Music School collection in the Bodleian Library and the collection of
Christ Church, Oxford, particularly the manuscripts deriving from the Aldrich and
Goodson bequests. Asgteibed in the previous chapter, Goodson took stock of the
Music School holdings at the beginning of his tenure in a surviving catalogue, which
unfortunately does not give detailed listings of the sets of {eadearts contained
in the collection, andasis of no use as a dating &id.

't is difficult to assess the sets of g
because of the lack ahysurviving daed setdrom the 1680s Such as survive
undated are difficult to date. Despite thig performing parts from this period are
particularly rich in information on two
professorship, they give evidence of performance practice, such as ensemble size and

composition, and the changes this underwent dihedast two decades of the

'!Robert Thonmprs,o0nRi cibstOfadtestéed § July 2014].

2 GB-Ob Mus. Sch. C. 204*(R).
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seventeenth centuryn addition, hey are evidence of the reworking during

Goodsonb6s professorship of a number of odes
performance sets were created by cannibalising the earlier sets. Vikalsfrsuch

sets does not necessarily indicate a policy
death of Charles 11 |l ess than three years af
works became more obvious because textual references to the mortaiech

performing materials had to be altered. From,this clear thathe majority of

surviving reworked sets date from thénjoreign of William 11l and Mary 11 (1689

1702), or from the reign of Anne (170Z14). As the reworked versions do not

always swive in score, the performing sets give valuable evidence of the form these

versions took and of the creative practices used in the recompositon of these odes.

Oxford Performing Setof the 1680s: the Dialogues AttributedR@ncis Pigott

Although nodated sets survive from this decade, the Christ Church collection

contains two partial sets for masegjilee compositions that areseribed to Francis

Pigott (16651704) The first of these woAngelsandt he 6Di al
Shepherds at ChristsBr t h: 6 bears no attfThhution in the

tentative identification of Pigott as the composer rests on the identification of the

handiwhi ch Mi |l som suggest siwithaygopyisewhdse¢ gott 6s aut

hand appears in other manuscriptshe Christ Church collection, in whighseries

’See Peter Hol ma®MO[aécPssed 6 dully2014Fr anci s 6,

* GB-Och Mus. 1118, 1121 (parts) and 865A, fol& (score).
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ofot her dialogues ascr i b suvivdinparté®MhesePi got 6
dialogues combine to fora more substantial worla, type of masque in two halves,
60Grumpolio and t logue b¥iweeo Tirde, Fomude, Cupickkand Di a
Hy me°nrdfact, however, there is reason to believe that the hand may not be
P i g% dsdorde samples dif containwhatmay b e a WSipgdnataur € ,hed e
severapieces. Thisis unlikely to be a composettribution, as it is not consistent
with the scribeds usual met lmddooh fTheat t r i b
fact that the scribe refets Pigott in the third person appears to confirm this. The
attribution of the I0sDiand glihee Bhed rwesedn ttdc eF
therefore be unsafe.

The O0Dial ogue edtShepherds {t e aAsgelises of in
vocal numbers including solo songs and thpag chorusesas well as instrumental
numbers for recorders, whichalasoc c o mpany at | east one of t
It may be a type of masquieis unclearfrom the surviving materials whethtre
performance was staged. Thisyhave been the caseRigott were indeed the
composer, and if the wordatedfrom his timein the ChapeRoyal® If so, Pigott
would have been under eighteen when he composed it. Perhaps it should more
probably be considered as a work in the tradition of the academic dialogues held

during the Acts, which were not staged.

® See the entry for Mus. 865(A), John MilsoBGCLMC
<http://library.chch.ox.ac.uk/music/page.php?set=Mus.+865%28 %% essed 6 July 2014].

® GB-Och Mus. 1211 and Mus 981.

’ See GBOch Mus 9691.

8 Awork bearingsome i mi | arities to this survives 4 n Durhan
Mass Song for Voi c-®RcM& b1, but thisdatesudrameat least dwp deGBes

later (the first quarter of the eighteenth century); see Brian CrésBgtalogue oburham Cathedral
Music Manuscript§Oxford: Oxford University Press, 1986), p. 51.


http://library.chch.ox.ac.uk/music/page.php?set=Mus.+865%28A%29
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The survivingscore contains only the vocal numbers. The actual running order of
the work, plus the music for the instrumental numbers and accompaniment, is
revealed by the two surviving instrumental parts, as follows:

1.1Angel (treble): 6Yee mighty heavens?d
2Chorwal: | &l uj ahoé
36Then a tune of
4Song(fShepherd, tr
51Angel, O6Shephe
6.22Angel ( 5
7.Chorus o
8.Flutes tune
9.2%Stepherd (baéfwi)si oorGr eat i s vy

10.1¥Angel, O0Angels and mend

11.Chorus of Angels and Shepherds, 0G|l ory,
12.Flutes tune

1336 Cho: of all é: O6Hallelujah Hosannab.

t eso.

e, with flutes) O0See
be not afraideb

s day the world

u

N —

The two surviving pds were written into otherwiselank partbooks for second

rearder and basik the first recorder part is missifigand are therefore borderline

cases for inclusion in this study. However, it seems probable that they either

functioned as singleccasion parts, or else are copied directly from the original
performingparts. Two other short works are copied in the books: a set of three

dance tunes by Lully, and the instrumental interludes to another concerted work

which does not survive in full, headed o6To
of Acme & Septismmed; et hher verTseimosit of John
takes up only six leaves in each book: the remaining 42 and 41 leaves (for second

treble and bass respectively) are blank. Thght support the identification of

Pigott as the composer and @wof the books, whicbhouldhave been left behind

when he | eft Oxford. The t i%Récerdep/ages of t

st

s Creat
parts (actually 3, 060Gl

b

E

he

Second Trebl ed’RacdrdRoock Bakcasodoyrespectively

°6Septi mnus and Acme: A DihaTheageweMuSeltl (Longon:Dr . John BI
John Playford, 1685), pp. &88;idem 2" version,Amphion AnglicugLondon: dhn Blow and Henry
Playford, 1700), pp. 17177.

oW
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range of the bass upketiveentheiAngelmandtber t he O0Di
Shepherdsd i s t oo Ilgmagimfact begtringed babsgartsforr e c o r
instrumentahumbers played on recorders, rather thpartto be played on a bass
recorder. The scoring for a pair of recorders arss Isaggests a date in the early
1680s at the earliest, and also perhaps a link to the court. The Baroque recorder had
apparently arrived in London with a group of French players, including James
Paisible, around 1674. However, the first use of recordémsconcerted music in
Engl and appears to have been around 1680,
Behold t he He ateoddsiyg 1Q6u8 Or)e banfd oJno hn Bl owd s
wh o s ha lcl68l) bemd ebrfy examplés. There are no other surving
recorder parts for concerted music among the Oxford sets.

The second concerted work attributed to Pigott for which parts suaviyeup of
dialogues beginning with MPickets Dialogue Between Grumpolio &Witch [of
Endor ] 6, i saged woskiuntveothalve li nay beascoburt masque
brought byPigottto Oxford on his leaving the Chapel Royal in 1683; alternatively, it
might have been a country house masque performed in Oxford in the 1680s. The
directions on the one surviving origin@art confirmthat it was staged; the content of
the second half of the text, a 6éDialogue
suggests that it might have been performed to celebratarriage. The first half

consists of aeries of short dialoguegtween Saul, the Witch of Endor and a

YDavid LasoclIGMQ[ @dReaegsadkred,July 2014]; Adrienne ¢
Re c o r deerCédmbiidge Companion to the Recor@@ambridge: Cambridge University Press,
1995), pp. 91106 (93);Holman,Four and Twenty Fiddlergp. 407411.

“"David LasotKbBDQ. 68i)16B6 Recorder in GMDcal Music
[accessed 6 July 2014].

12 GB-Och Mus. 1211 (original performance part) and Mu®@(copies of performance parts

written intopatbooks) . Mi Il som |l ists it as t wlhbd,wolbrikts time t |
performance directions clarify that itéffectivelyonly one CCLMC,
<.http://library.chch.ox.ac.uk/music/page.php?set=Mug+89, [accessed 6 July 24}).
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character called Grumpolio, interspersed with instrumental numbers and choruses, at

least one of which is fully concerted. The performance directiotige partswhich

refer to O6Mr Pi got doguassimglyithat perrepmarotheer of t he d
composer was responsible for the dantes work might therefore be another

composite The oO6Dialogue between Ti me, Fortune,
the second half is also interspersed with choruses and ends witbexted chorus.

That it continues directly from the first half is indicated by a stage direction on the
tenorvoicepd:6aft er the dance Cupid comes in upon
Witch and all the dancer s gmoteeteatfoffodh (1 1 1 ustr a
halves and the references to dancers in the stage directions suggest a fairly lavish

setting. Unfortunately there are no examples of court masque performing sets from

this period with which to compare it.
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3.1: Tenor pat for ?FrancisPi go6 bibal ogue Bet we®\ tG@rhwmpol
and Oo0Dialogue between Ti me, -OéhdMus 1Phe, Cupi
from p.3

(Copyright The Governing Body of Christ Church, Oxford).
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The solo tenor part, GBch Mus. 1211retainsits originalcream cartridgeaper

wrapper ands the only source to give stage directions (see lllustration 3.1). Itis
apparently the only remnant of the original set. The other three surviving vocal parts
are not loosdeaf, but have been copied by the same cojntis a set of already

existing partbooks and are confusing and incomplete. One is a duplicate of the solo
tenor part, another is an incomplete tenor chorus part, copied in the same book as the
first, and the third seems to give the bass solos for bust®f Samuel and

Grumpolio in the first half and Fortune in the second half. These have probably been
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copied directly from the original set as file copies; they were clearly not intended for
performance use, as the two tenor parts were copied in tH®moke The parbooks
into which they were copied contain a mixture of theatre music and some
instrumental numbers by Oxford composers, copied in various hands in two different
sequences and with blank leaves filled in some time later by Richard Goadgon |
The masque parts are copied in the reverse sequence, after a group of parts in the
same hand to various sQrecegwichfcanmmnmav€Ebear | es Dave
copied before 1677, the year of the first production, at the edrli@gteseare rot
the settings by Purcel: he bass | ine to 6Young Phaon str o\
treble |line that sur viThemasqfieocopiesimtherpartBani st er o
books must therefore likewise date from 1677 or afterwards.
| f opGxluino and the Witchdéd and its associated
to Pigott theyare likely to date from the relatively short period of his career which
was spent in Oxfordunless they were composed before he left the Chapel Royal and
brought withhim from London Pigottwas discharged from the Chapel Royal on the
breaking of his voice at Michaelmas, 1683, aged seventeen; posts as in Oxford soon
foll owed, first as organist at St Johnés Col
He apparently reirned to London in 1688, where his appointment as organist of the
Temple Church and his marriage are both recorded in that year. He clearly retained
contact with the Chapel Royal, as he was eventually appointed one of the organists

in 1697. It is not remrded that he returned to Oxford before his death in 1704 and

¥sSee Julian Hoppit,-l1GdDdyen LSover @mamniteOf 165l and Po
in ODNB [accessed 17 July 2014].

14 Wit and Mirth: or, Pills to Purge Melancholy.] The Second Par{London: Henry Playford, 1700),
p. 249.
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the fact that his MusB of 1698 was taken at Cambridge may indicate that he did not
retain contacts ther8. The work is therefore likely to date from before 1689.

As the instrumental parire all missing, as well as all the chorus parts except one,
which survives only in an incomplete cqpiyis difficult to reconstruct the running
order; slight inconsistencies betweée partscopied in the parbookssuggesthat
the original set mighthave been used more than once.oAly vocalparts survive,
no symphonys extant,other instrumental numbessirvive only as cueis the vocal
partsand cannot now be identified (see Illustration 3.Hpwever, the 35 numbers

for which music or cues suiwe appear to have run approximately as follows:

1Chorus, OPerplext with warso

2.Ritornello

3Song, Grumpolio & the witch (bass, tr
greets you well 6, Mus 91, fol. 27r.)

4.Ritornello

5.Dance

6.Dialogue between Grumpolioandthe W ch, o0 The faryes do

7.Ritornello

8.Dance

9Chorus, OWeadl scorne-26rgr to envyod ( Mu
10.Sol i/ chorus, OTriumphant musick earth
(6No sobdeelrphdiind syaved); tenor (MThe wi
|l i ke Tritons dancingd6); bass (O06Neptun:«
chorus and ritornelli.

11.Di al ogue bet ween Saul and the witch,

?countettenor)

122Chorus, O6For thatdés my fatherod

13.Ritornello

14.Dance

15.Dialogue: Saul Ghost of Samuel (O6Grumpodé in

/] Cursdédd be that power

16.Chor us O0Thus then | bowod

17.Ghost of Samuel, O6Forlorn of Godbd (al
18.Threepart chorus without strings, OLet

19.Ritornello

2006 Gener a&ld6l, dlharu parts with voices and
21.Dance

226 Di al ogue bet ween Ti me, Fortune, Cupi (

chorus without violins after every verse (different text for each, first begins

B“Holman 6 Pi gotGMO. Franci s o,
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O0Hel I accurst can onely proved)
23.Dance
24.Song( Hy men: tenor). OThe war must be soft
25.Song (Fortune: bass), olf fate had not de
(different text for each, first begins OF
26.Ritornello
27.Verse (Time)
28.Dance
29.Verses for Love, Fortsune,y nkidrae , Hymen (6A
30.Twopart chorus without violins, Love and F
to payo)
3l.Twopart <chorus, Time and Fortune (Time and
32.General chorus with violins, O0AlIl those b
33.Two-part chorus, Love andontky nmeon p(adyLéo)ve and
34. Two-part chorus, Time and Fortune
35.General chorus with violins, O0AlIl those b
Confusingly, the character Grumpolo seems to be identified with the Ghost of
Samuel in the surviving parts. Possibly they wereregardechs the sameharacter,
but two different characters sung by the same bass singer. Saul was sung by a tenor
and the witch probably by a high countenor, as some of the songs are in the treble
clef. The singer of Cupid was clearly not involved in the solos ofitstehalf, as he
or she entered on the exit of the majority of the characters from that half, as indicated
by the aboveguoted stage direction (see lllustration 3.1). However, the tenor solo
part indicates that the tenor soloist sang the solosinNes 10we | | as Saul 6s par

the first half and the part of Hymen in the second half, presumably changing costume

during the fairly long song for Cupid and the dance that followed it.

Performance Sets for Act Music of the 1690s

Several dated sets surviver the 1690sas well as several undated sets or partial
sets that can be assuin® fall within this period. Althought precise chronology

is sometimes a matter of guesswork, but they can be summarised as follows:
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1.GB-Ob Ms. Mus. Sch. C. 132 and GBchMus. 1142B, fol. 58: odeair,
probably for the Act of 1692, the first unidentified; the second is Sampson
Estwickds Ode to the Queen 60 Mari a,
2.GB-Ob Ms. Mus. Sch. C.121: (?)Henry Aldrich or Sampson Estwick,

Britannia( Act ode for tlo6r9@et &) Dum mo s a

3.GB-Obh Ms. Mu s . Sch. C. 134: Ri chard Goo

carmine Pindaruso6, composed before th

4.GB-Och Mus. 1141B, fols. 101 110 and Mus. 1142B, fols. 53: John

Bl ow, O0Gesta Britatsmilé6@s6, (dMNooadar ima 1t

6Dum pulsa strident timpanad).
5.GB-Ob Ms. Mus. Sch. C. 130: Richard Goodsdr® cur a di vumé (da

uncertain; may be after 1700).

6.GB-Och Mus. 1188, fols. 425 : Henry Purcell, O0OMy sonf(

partial autograplset of parts probably copied for Oxford use during the
1690s:®

7.GB-Och Mus. 1142B, fols. 63 and Mus. 19, pp. 157 6 2 : Henry Al dri
will exalt theed (score and single vi
seventeenth century).

8.GB-Och Mus. 1142B,dls. 5455: single bass part to an anonymous

unidentified ode, late seventeenth century.

18 |dentified as an arrangement of Carissimi; on that basis, the composer may be Aldrich. See
Trowles, 6The Musical Oded, |1, p. 13. However,
with addenda by Estwick: seeJoln | s om, O Mu2s7.)CoaM® (ff . 20
<http://library.chch.ox.ac.uk/music/page.php?set=Mus.+619+%28f#22%2% [accessed 17 July

2014].

YJohn Mi |l s o-0&CClLOMRI<hip:/Bo@ry.chch.ox.ac.uk/music/page.php?set=Mus.+685
6> [accessed 6 July 2014].

18 See the discussion in Shay and ThompBomgell Manuscriptspp. 153 and 157.


http://library.chch.ox.ac.uk/music/page.php?set=Mus.+619+%28ff.+20--27%29
http://library.chch.ox.ac.uk/music/page.php?set=Mus.+685--6
http://library.chch.ox.ac.uk/music/page.php?set=Mus.+685--6
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In addition, at least two sets survive that are of earlier origin but appear to have been
reworked during this decade:
9.GB-Ob Ms. Mus. Sch. C. 133 and C.137: HenryAldrh, 61 o Br it annumb
(6Revi xi t dl1681 with minor alterabionsy probably c.1694
1702)*
10.GB-Ob Ms. Mus. Sch. C. 129: Richard Goodson, reworking of Edward

Lowe, o6Carminum prfaesesd; possibly 1695.

The set for the pair of Act songs in &Bb Ms. Mus. Sch. C. 132 was probably

composed and first performed inorsoonafted 92, as Edwar the Hannesos

second song, 60 Maria O divaBstwaskpsblished

setting cannot date from after the death of Mary Il in Decem®@4 And must date

from at least a couple of years beforehand, as the parts show signs of having been

reused at least once in an altered version or versions, which are again likely to date

from within Maryds | ifeti meblytookilace r euse of t

not long after the original performancl.may be that the work was used to mark

one or more of Maryds periods of regency in
The first ode in the pair, to an unknown text, survives only in instrumental bass

parts in one of the subsequent performances it was apparently extended by the

addition of a final chorus. The second ode,

originally in six numbers. fie vocal parténdicatethat two extra numbers were later

19 See he discussion in Ch.2, pp.-&4.
®sSee Herissone, 6fiTo Entitle Himself to ye Compositi
ATrowles, 6The Muslical Oded, I I, pp. 70

2ZW. A. Speck,16%Mayy Queé¢n66R Engl @GDNBlacceSsed®0 | and and | r
December 2014].
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addedat the endone bassvere ( 0 Al t er s o radutthertrepaatoftieo na 6 ) |,
chorus, 6 O Mahhadealre@dy Heenvhaadd,twicErbse alterations

evidentlytook placeafter the mitial copying of the parts, althougiossibly before

the first performnce. The final alteration was the removal of the theee verse

600 Diva defended, which simplified the si
symphony followed by threeersechoruspairs. On the evidence of the vocal parts,

this may have been derafter the first alteration. The original version survives in

two treble chorus parts and one solo tenor part. The second version, with the

additional verse and chorus, survives in a solo bass and a tenor chorus part, the

second of which appears to haxeen reused in thaird performance version by

simply deleting thevtaadetf ecde 6f dro tph e dwe
version. One further bass chorus part gives this version, and was evidently copied

after the final change was made as the for the cut verse is not present.

Unfortunatelyt her e are only three surviving 1in
divadé: a second violin and a bass, pl us
othertwo®® The part is hesdad 6%gmpr: 8eaanddgi v
symphony in the hand of Charles Husbands junior, along with three further
movements, apparently two ritornelli and a chorus, in a different #faAdcording
to the score, the viola played only in the symphonydiddottake partn the rest
of the work; thehree furthemovements given in the viola part do wotrespond
with anyin the scoré> However, from the heading (6Sec

this part belongs with the others. It is currently unclear whathtiee further

3 Now in a modern guardbook in the Christ Church collection;G&&B Mus 1142B, fol. 58.
“John Milsom, OMECSMC 1142b. (f.58)6,

< http://library.chch.ox.ac.uk/music/ga.php?set=Mus.+1142b+%28f.+58%Z@ccessed 7 July
2014].

25 GB-Och Mus. 619, fols. 280.


http://library.chch.ox.ac.uk/music/page.php?set=Mus.+1142b+%28f.+58%29
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movements are or their precise connection with the rest of the work; possibly this is
merely a case of spare paper being used up on a later occasion. Tkigftle
earliest viola parts foa concerted work to survive in Oxford, with grdne other
known to survive from this decade: the partiatograph viola part for Henry
Purcell 6s symphony anthem O6My song shall be
Sets of parts from this decade continue to
versions of a work and that trangted in the parts. For example, the parts for
Goodson seniorés O0Quis efficace carmine Pind
played twice through and that the violins reduced to one per part when directly
accompanying the voices, neither of which detaitss marked in the score. The
single surviving violin part for Henry Al dri
symphony that does not appear in the score; it also clarifies that the firstitniple
section is repeated after the first verse, and tieaviolins double the upper voices in
the final verse and the chorus; again these details are not marked in th& score.
John Bl pwdos O Gaisdad Bird tiamt eresting as it sh
development of the odgair as a form. The two halvestbe ode are still called
OFirst Songdé and O6SecorbgnoBhavebedn t hough t he w
adknowledged as one single entit¥he two halves are unified by the repetition of
the same eighpart multisection chorus at the end of each song, as wdila
identical scoring $SATB soloists, eighpart chorusviolins and continuo). It is
clear from the direction 6Grand chorus repea
were performed tagther. This is, thereforept merely a case of a chorus frome

work being recycled in another; the two songs should clearly be consateteo

% GB-Och Mus. 1142B, fols. 63 (violin 1) and GBOch Mus. 19, pp. 15162 (full score).
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parts of one work, rather than @ separatevorks?’ The set provides some
evidence othe use of more than one continstrument, as the scores of both
songs areidured, although there are also separatatyiving continuo pastfor
both. Possibly the scores were used by the organist and the additional continuo parts
by a theorbo player.

The second version of &édCar mi nudnardor aeses
Goodson fr om Edwéeedhapter @e & perfoomanceat sorael
point during the reign of William 111, probably for his visit to Oxford in 1685The
set is particularly interesting because the reworked parts display the changes that
were necessaiiyapart from altering the tekxtto make an outdated work conform to
current fashions some twenty years after it was first written. The instrumental
sections had lessened in importance and had to be trimmed by cutting some of the
repeats ath excising some dances altogether, so that they were in sets of three
instead of four or five. A chorus, 00 pt
and the set of five tunewiginally placed after the first verse was cut to only three.
The mostsignificant change was the addition of anotti@wrus after the set of
dances thabriginally ended the work: Godson deleted the original final chorus,
0Gr at a p autthéfodowiggiset 6f four dances down to thremd re
ordered them. Arepes of t he chorus 060 populi venit
dances, becoming the new final number; this seems to confirm that the custom of
ending works with a group of instrumental numbers was not practised by this point.

Of the instrumental parts,ahoint solo tenor/first violin part that was used in

both Lowebs and Goodsonbés performances sl

" They are listed as separate work&MO:s ee Br uce Wo o@MOJ[aécBdsenl W JulyJ ohn 6,
2014].

Heri ssone, 6ATo Entitle Himself to ye Compositi
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the dances retained@®o o d s 0 n 0 sectiorethathaddeemplayedthree times

over werecut to twice?® Four new istrumental parts (first and second violins and

two singlestave, unfigured bass parts) were copied for this occasion and bear the

names OMr Trapp6é and é6Mr Soansd on the first
Banesterd on t he s enmemhpdrtshaiing was practiseding t hat i ns
Oxford by the 1680s° The lastnamed of these players was probably the violinist

John Banister juniot*

The Oxford Sets of 1740714

The Oxford Act apparently lapsed between 1703 and 37 T&spite thistenpartial

performing setsthatprobably datefrom the first decade of the eighteenth century

and that meet the criteria for inclusion heservive in the Oxford collectionsThey

include two imported Italian sets for partial Mass settings ascribed to Giovanni

Battiga Borri, an Italian composer about whom little is knownat survive in Christ

Church®® Thesesetstransmita Kyr i e and Gloria in F from a ¢
Rip% 6 ; a mpdrt Caeddf whicteis not necessarily part of the same Mass setting

but s&ms to have been used together witfi is with the Italian set folQuam

dulcis es amabile Jesud (Gxferdus€dtharphbner 2), t he

29 GB-Ob Ms. Mus. Sch. C. 129, fols:X2. See the discussion of this part, Chapter 2, p. 88.

30 GB-Ob Ms. Mus. Sch. C. 129, fols.13r. and 17r.

31 peter Holman and Davidd,s oc ki , 6 Bani st erGMOfa®kassed 1y Quly20B4.ni st er (i i)
#2)Johnstone, O6Musi€land Dramad, pp. 200

#¥sandra Mangsen, 0 BG6GMQO[dccessdi3®lulp20). Batti stao,

34 GB-Och Mus 10851108 (Kyrie and Gloria); GEB)ch Mus 116271 (Credo).
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being unused souvenirsThese Italiarsets are part of a bigger group of {ate
seventeenthard earlyeighteentkcentury performing set®r Italian motets in
Christ Church that were apparently used in performance by the Music School,
Goodson and Aldrich, but which are excluded from the present study because they
are either for solo voice and instnental ensemble, or fonultiple voices withno
instrumental accompaniment other than basso conthuo

Twelve vocal and twelve instrumental parts survive for the Kyrie and Gloria, and
six vocal and four instrumental for the Credo. These parts, vanichll by the same
unidentified Italian copyist and apparently entered Christ Church via the Aldrich
bequest, are the earliest surviving sources for these Woilsany are marked with
the names of Oxford performers. In addition to being used in peafaren they
served as models for further padpying: a second set of parts for the Kyrie, Gloria
and Credo was copied by Thomas Ford in 1720, apparently for the Music $chool.
Duplicates copied by Ford deriving from these are now in Durham Cathedral and
Chapter Library, having presumably reached Durham with the Oxford musician
Richard Fawcett who later became Prebendary of Durham CathHédAabund
1730, Richard Goodson junior copied four duplicate parts for the Kyrie and Gloria
into a set of nine pattooks (GBOch Mus. 6875) containing an assortment of

works by various composers, and one other into Mus 529, part of a set of five part

% See, for example, GBch Mus. 1154 €F*, GB-Och Mus 68890.

®John Mil som1@EMCs. 1162
<http://library.chch.ox.ac.uk/music/page.php?set=Mus.+1¥@23 [accessed 8 July 2014].

3" GB-Ob Mss. Mus. Sch. D 232 nos91nos. 1012 were later added by Goodson. See Milsom,
O6Mus.-71862

¥Donald Burrows, o6Sources for Oxford Handel Perf
Cent Wk64/@ (April 1980, 177185 (179181). All manuscripts deriving from the Christ

Church parts are summar/rliésidadn dn "MuvHL.L BEME 6 Mus. 116
<http://library.chch.ox.ack/music/page.php?set=Mus.+1683.08> [accessed 8 July 2014].


http://library.chch.ox.ac.uk/music/page.php?set=Mus.+1162--71
http://library.chch.ox.ac.uk/music/page.php?set=Mus.+1085--1108
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books: these seemingl Yy Tedssoce capieshdtmagd from For
have been owned by the Academy of Bmt Music,survivecontaining both works;
Johnstone haglsoidentified an earlierscoreof the Kyrie and Gloria alone that was
probablyprepared in Oxford around 1700, directly from the Christ Church,zarts
that may have been used with th&hirhe oiginal two sets of parts held by Christ
Church were therefore the source for a fairly widespread transmission of the work in
the eighteenth century, in Oxford and Londxdreast It is not known that the work
was ever performed in Durhainthe set thergvas far from complete but the
original sets appear to have been used in Oxford in the early decades of the
eighteenth century (discussed below); the duplicate parts copied by Goodson may be
linked to Oxford performances the first half of the eighteemicenturythe
Academy of Ancient Music may have performed the work in Londad;it is
possible that the Concerts of Ancient Muslsoperformed the workherein the late
eighteenth centur{}

The history of theéwo Borri setsin Christ Churchs explained in a note inside the
fol der f or parttbaoksatsn thE Blusid Sckool collection:

Missodiam hanc (9 libris comprehensam) composioh/, Bapt. Borrivariog.
Instrumentorum conconcentu / & Ripienis adornavit, ineunte hoc Saeculo. /
Exsaibi curavit D. Aldrichio Aed X Decano donarium / Joh: Freind ejusdem
aedis alumnus MD. / Ex 24 libris, imperfectis & mancis in 8 partes contraxit /
Tho: Ford ejusd. aedis Capellanus. donoq dedit / Philomusicis. in Schola
Musica [..] / Nov. 23. 172¢

¥Burrows, 6Sources for Oxford Handel Per formanceso,

0 Respectively GB.wa MS CG 28 (b) and (c); GBcm MS 1063, and GBcm MS 1059, fols. 39

57. According to Johnstone, this lastlides performer names that match many of those in the

Christ Church parts. See Jd03BY%and36®R, OWest minster Abl
“’See Milsomy71®&Musandlh®@2e 39 above.

42 GB-Ob Ms. Mus. Sch. D. 232, inside front board of folder.
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From this it appears they were donated to Aldrich by John Freind, perhaps because
of Alsdnteiest ih Idalian modeld=reind was a physician and Professor of
Chemistry at Oxford who travelled to Spain in 1705 as physician to the Earl of
Peterborouglduring the War of the Spanish Succeséie visited Rome on his
return journey in 1707 and probably acqui
evidence of how many of these imported sets might have reached England. The
twelve vocal partsfortn Kyr i e and Gloria consist of &
secondipienifor each voice and seem to comprise the entire set. Many of these
bear performersdé6 names, some deleted or
set was used more than oneéxford. Somecarrytwo names side by side, which
may be an indiation that the part was shardtlmight alsobe the result of reuse
however, later sets seem to indicate that obsolete performer names were often
deleted, probably to avoid confusioMilsom suggests the names iodie a
performance around 1710; if so, the pres:
that he continued to be involved in Oxford performarioag after his departure
from the city in the 1690%'

There are likewisewelve instrumental parts, consisting of two each of first and
second violins, one viola and, surprisingly, seven organ parts. As this use of
multiple organs was characteristic of Rome, this suggests that Freind did indeed
acquire the setthef@.Oneofhose, which is headed 6Leut c

the name O6M Francescob6 was probably used

“Anita Guerrini, G6FT2®DPNBaccessed®July201&]7I6hn B. Hattendorf,
O60Mordaunt, Charles, Third Earl of -Pe8®pPNBor ough a
[accessed 8 July 2014].

“Mi | som, 61IMu0s8 6 ;1 0s8e5e apl ssoon , R otbEesr tt w GMiikfacnesSed@p s o n o ,
December 2012]. | thank Alan Howard for this point.

“5 | am grateful to Peter Holman for this suggestion.
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divide into three for the concertists and threetlfi@r ripienists, with each chorus
possessing an 0 Or gpalam rip@nomigan.oThe primcigal a pr i n
organist for the concertists was Richard Goodson, presumably the elder, whose name
is on the part. Given the lack of names on the ashgainparts, it ispossible that
they were simply nevarsed in Oxford: theresino evidence that performances with
six or seven organs tookggle there, and it is doubtful whethbis number of
instruments could have been accommodated in any of the venues used by Oxford
musicians at the time. This appears tectefirmed by theontentso f For ddés set |,
discussed below. None of the other instrumentalists are named apart from Court and
Lowen who shared the Violino Primo Concerto part. The set of parts to the Credo is
considerably smaller than that to the Kyrie and Gloria and clearymplete: the
survival of one ripie®oiwmwpdtalespamte dmdsamfodC
ripieno parts and a second organ part at least.

The set copied by Ford transmits his own ejgdutt version othe Kyrie, Gloria
and Credo. Ford remwed all ripieno parts and reduced the bass section to two parts,
violone and one organ, producing a version of the Kyrie and Gloria for canto, alto,
tenor and bass voices, first and second violins, viola and bass. In the Credo, the
viola is replaced witla second canto part written into the viola book, so that the
movement remains in five voice parts while still only requiring eight participants.
The fact that Ford produced this versguggestshatthe seven organ parts of the
original set did not redictstandard Oxford practice.

The partial set copied by Ford that Fawcett took with him to Durham apparently
consists of duplicates of Fordbés first set,

set makes clear that the nine books of that set (& st is in two books, violone
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and organ) are coplete as they stantf Three more books, containing duplicates of
the twoviolin and the violone parts, were copied by Richard Goodson junior a little
| ater to add to For doubsedqdenshistoryiSevidemoe bf s et .

the confusion as to ownership of soaf¢he Music Schoainanuscripts. The twelve

books appear as No. 19 in William Cl ement
Goodsonb6s bequest t thattielsetaltrsough rightlythec h . It
property of the Music School, had been i

in 1741, and had passed with the rest of his library to Christ Church. On the mistake
being discovered, the entry was deleted and the set returnedMosieSchoof’
As the Act had largely lapsed during this period, apart from the celebrations in
1703 and 1713, most of the eight gt remain to be examinanust have been
used at other formal or celebratargcasions. The latest of these sgiparently
date from the period 1723714;none are known to survive from the remaining four
years of Goodsos e ni or 6 s ts&scanrbe summaiishdeas fellows:
1.GB-Ob Ms. Mus. Sch. C.127: Richard Good
probablyl17023.
2.GB-Ob Ms. Mus. Sch. C.143; GBch Mus 1142 b, ff. 4® and. f. 64; GB

Och Mus 11414, fols. 8®; GB-Och Mus 1141b, fols. 9893, GB-Och Mus.

1142b, fol. 64: Richard Goodson juni ol
eighteentkcentury.
“GB-Drc MS E31/14, fourpatbooks (al to voice, tenor voice, sec
meliaes opr anod cont aikKyrieand Gloria and the soptaao vaice of théG&edo); see
Burrows, O6Sources for Oxford Handel Performances
““Mi | som, @é7Muds.. 1Cl6e2ment 6 s amendment reads ORestor

left by Mr . Fordo.
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3.GB-Ob Ms. Mus. Sch. C.12%?)Sampson Estwick, recomposition of Henry
Aldrich6 61 am satis somnodéd (date of-revision u
1714 because of reference to Anffe).

4GBOb Ms. Mus. Sch. C. 135: Richard Goodson
probably January 01, 1708,

5.GB-Ob Ms. Mus. Sch. C.128: Henry Aldrich, 0
1706, adapted from GoodsigmbB% earlier vers

6.GB-OchMus 1219¢T) : Ri chard Goodson senior, ORejc
righteousd, possibly 1713.

7.GB-Ob Ms. Mus. SchC.131 (parts); Ms. Mus. 6, fols. 2340v (score):
William Morley, o6Let the shrill trumpetds

8.GB-Ob Ms. Mus. Sch. C.140 (parts), Ms. Mus. Sct841 (score): John

| s ham, 60 tunefull God o6, 1713/ 14.

ThescoreoGoodson semiuar o tedcd i ®Owas separated f
entered the Christ Church collection with the Goodson bequest. It carries a note in

the hand of Goodson senior, statthgti t was composed O0for the The
a later hand has clarified thatthisve 6 on account of some early s
Queen Angl®&8. r As wiAttmuse,titrhag havesbeenseders o f

performance by the organist. The rest of the set is surprising: although it is fairly

large, there are fewer instrumental partmtiiocal parts, implying unusuallyi a

SeeCh.2,pp.889; the score to Estwickos-cantorgeSed i ons i s pr ol
John Milsom, oé6Kk@aMC 1142b (f.51) 0,
<http://library.chchox.ac.uk/music/page.php?set=Mus.+1142b+%28f.+54&Ecessed 7 July

2014].

“®“Herissone, O6Richard Goodson the El der's Odeo.

®Herissone, 6To Entitle Himself to ye Compositiono.
above, and LE@wedés version in


http://library.chch.ox.ac.uk/music/page.php?set=Mus.+1142b+%28f.+51%29
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smaller instrumental than vocal ensemble, even when possiblshaaihg among
the instrumentalists is allowed for. There are ten surviving vocal parts: four trebles
(two first, one second and one third) and twealeof countetenor, tenor and bass
parts. Thesinger of theenor solospparently alssangthe bass part in the choruses.
There are only four instrumental parts: first and second violins, viola and an
unfigured bass part. The inside cover of theest®annotated by Richard Goodson
juni or wi t°singlé partsiwioe blit/off*Sy ng herein cont ai
according to this list, the parts as they survive are complete. However, it is likely
that the | ist dat estinoon, fkrwtm ftrhem wda kdsso n
i nheritance of his fatheros effects in 1°
attempt to catalogue the Music School holdifigShere is, however, nothing in
either the instrumental or the vocal parts to suggest thahalligimore existed, and
it would have been unusual for duplicate parts to have been deliberately culled as
early as 1718, at which point they might have still been needed for reuse.
The set for O6Festo quid pongseufmaworked i s
by Richard Goodson junior. It is also an extreme example of the confusion between
the Music School and Christ Church collections. Twelve of the parts (eight vocal
and four instrumental) are in the Music School collection, while twdichip
instrumental parts, a fragment of a vocal part, one full score and one composing
score are in Christ Church. The solo treble part is split across the two collections,
with most of it surviving in the Music School collectiatthough one solo verss in
Christ Churct?? The surviving vocal parts are one solo and one ripieno part for each

of treble, countetenor, tenor and bass parathough the two treble parts are

Crum, O6Early Listso6, 33.

52 GB-Ob Ms. Mus. Sch. C. 143, folsliand GBOch Mus. 1142b, fol. 64.
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| abelled as OFirst Trebled (the solo part) a
instrumental partsonsistoff i r st and second violins, O0Secon
bass. The first viola part does not survive, but the score confirms that the two viola

parts were independent; this is apparently the only surviving Oxford thet

scaing two violins, two violas and bass. There is no wriberm continuo bass part,

but it is likely that the full score fulfilled this function. Several of the parts bear

corrections, but it is unclear whether these were made before the first perfonnance

for a subsequent performance. The Music School basspldesrare

performance markings, o6Loudd and 0Softd, add
Goodson seniordés ode O0Janus -dOxah--éver 6, cCcO0mg
After TheVid ory at Bl enhei mé, according to a note
Goodson junior, may have been®Thesetéfor med on N

parts is a fairly substantial one and has been carefully produced and kept. The ten

instrumental parts give ¢hmusic to an unidentified threeovement overture in B

mi nor as well as to oO60Janus did evierdé; the ov
which in any case already has an instrumental préludeit is in B minor as

opposed to C major, as Herissone hated>* However, given its presence in the

parts, it was probablincluded inthe same performanceossibly before the reading

of the congratulatory verse that apparently preceded th&’ ode

“Herissone, ORichard Goodson the -E5Q8@&M6s Oded; John |
<http://library.chch.ox.ac.uk/music/page.php?set=Mus.+8dB3ff.+26-35%29> [accessed 17 July
2014].

**Ibid., p.168, note 12.

> The verses published Bfausus musarum Oxoniensium; sive Gratulatio academiae ob res

prospere terra marique gestas. In comitiis philologicis habitis in Theatro Sheldoniano calendis

Januarii1704 =1705 n.s.] were probably read on the occasi ol
El der6s Oded, p. 168.
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The surviving set consists of two first violin parts, teerond violin parts, one
ripieno bass and one continuo bass, plus a viola part and an extra ripieno bass for the
overture only, which might imply the loss of an extra such bass part for the ode. The
eight surviving vocal parts (countenor and bass smoparts; and three treble and
one each of countgenor, tenor and bass chorus parts) clearly do not represent the
complete set, as there should be at least one additional tenor part giving the tenor
solo in the opening verse. The parts therefore imglyaaus of six adults (one
soloist and one ripienist per part) ahdee to six boys, depending on whettier
boys shared parts, against a bandtdéast fouwiolins andthreebass players, plus
the organ at which Goodson probably read ftbensurvivirg score. It may be that
the boys did not share on this occasion, as six trebles against two each on the other
parts would be badly balancadlessfurtherripieno parts for the other voices have
been lost The partshowno signs of reuse and indeed andikely to have been
further used, as the text would have been unsuitable for any occasion other than that
for which it was written. Ot her odes, s
to suit a new occasion by rewriting the text of one sectiohnthen substituting the
name of one king for another throughout the rest of the text; but even this would
have been impossible in the case of o06Jani
surviving from this period which is almost certainly a geeuingleoccasion set.

Al drichés version of o6Carminum praesesé®6
Lowebs original, was apparently perfor me:¢
the founding of the University of Frankfurt on the OderThe lage performing set
also contains parts for a OFirst Musick?®©

the ode in any way. Again, this may have bpkayed at the start of the ceremony to

56 GB-Ob Ms. Mus. Sch. C.128.
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bring in the readingsyith the odebeingperformed afterwards. dwe of the earlier

performing parts were reused for this version: all seem to have been copied new.

Two of the instrumental parts are on smaller paper than the others; both of these are
alsotheonlyonest o | ack the movement sThereagded &éThe Fi
indicatethat the copying of the parts was done in two stages, perhaps with a basic set

being copied before the O6First Musickd had b
of the set. This theory is supported by the fact that the full scoopied on the

same smalleformat paper as the two smédrmat parts; also, reuse in a different

context would have necessitated deletion of the references to the University of

Frankfurt on the Oder, which has not occurred.

There are no verses feolo voice in this ode; the verses interspersed between the
choruses are set for four (Tr, CT, T, B) and two voices (T, B). The surviving vocal
set consi st s o fpertvoice, eachogivingethe entire dde Withpoa r t s
indication that any of theingers should omit verses; plus ripieno parts for counter
tenor and tenovoices giving only the choruses. Again it seems likely that ripieno
parts for the bass and treble voices are missing from the set. This suggests the verses
were sung by a smaijroup consisting of two voices per part (possibly four in the
case of the trebles if parts were shared), with ripienists joining in the choruses. The
instrumental set consists of three first and two second violin parts and three
unfigured bass parts; grably Goodson played the continuo on the organ from the
full score. The parts bear slight pencil marking such as repeat marks and
highlighting of the start of the first chorus. They have also been checked through
and the total bar numbers noted & émd of each section in the mantrext became

fairly standard irthe checking of sets of parts farge works later in the century.

*As in the previous chapter, it should be noted that
to the parts.
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The vocal parts in particulauggest a slightly bigger ensembian had previously
beenusual This may have been gaof ageneral trend at th&tart of the eighteenth
century towards larger ensembles in concerted mudavever, in the absence of a
significantsized sample of performing sets from this period, it is hard to be sure.

The set of parts for Goodsomse or 6 s 6 Rejoice in the Lorc
conflated. A note on the score by Philip Hageged hat t he ant hem was
composdd for the Public'MarAcdts i/n Clh7ulr3c ha /'«
earlier, upon the / Accessionof Kin Wi 1°f Hayne $6s earlier est i |
give a date of 1689 for the anthemds c¢om
the copyist of most of 7109i&73%p/aThidAnthemy eads
having / been for a considerable / Titr&in by, was / in §Single Parts / wanting,
excepting / I nstrument al Parts [/ 4 | Ten:
have indeed been copied in two batches, with the instrumental pareseach of
first and s ec on dandwasé plus tersor anditrébdervaice paisi o | : 6
being the original set as s-terots,ooetenanr Go o d
and one bass vocal parts having been copied later. Corrections cdgasteor
pinned slips are present in parts from bloglbches, implying the work underwent
alteration at least once after the copying of the new batch of parts. The set
demonstrates that reuse of repertoire that was attleastecades old even if
Hayesds hypot hedaigirsof tbebworkistunlikelyiewasestllr | i er
occurring in Oxford as late as the riid30s

Thefinal two Oxford performing setsurviving from this period ar¢hosefor

William Morleybés 6Let the shrill trumpet

®GBOch Mus. 1219(1), fol . 1F) @CLMCgecesded dJuly2014]. som,
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t unef ul Both®lorigy@and Isham supplicated for the degree of B.Mus. in the
week following the Act of 1713, but without having prepared degree exercises,
which they werehen obliged to submit withitwelve month$? The works had to
be performed in public, but there was na &t following year;in fact, no public
Act was celebrated again urti733, the last such. he performance of both works
therefore probablyook place in te Music School, perhaps on the same occasion
Morl eyds set i s r at hedackeddhménhrcialresourcestot may be
pay a large group of performers. There are only five vocal parts, of which the first
treble, countetenor, tenor and bass are solo parts, while the second treble joins only
in the final chorus, thereby meeting the staty requirement for a fivpart chorus.
There are six instrumental parts, of which five are autograph and probably form the
original set: first and second violins, viol
Based. The bass Isureilingamomydahe Oxfordsetst he fir st su
however, it does not play throughouthe sixth instrumental part is another, non
autograph copy of the first violin, the paper of which does not match the other five
parts.
If the instrumental parts were sharea set implies an ensemble of two first and
two second violins, one or two violas, one or two stringed bass instruments and a
keyboard, against three adult singers and tw
doubled in the chorusConfusingly a sectiorin the autograph first violin pai$
mar ked 0t, bhubthexeiismd correspénding instruction in-+aomograph
copy of the first violin part, or in the second violin palitis therefore unclear

whether Morley intended that the section shoulglbged by a smaller group of

®Johnstone, O6Musid4and Dramad, pp. 211

®Johnstone, O6Music and Dramad, p. 212.
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strings than the rest of the work, consisting of two per part, or whether it indicates
that solo first and second violins should play at this pdidhichever is correct, it is
a detail of scoring that the score does not givethe first case, the instruction
would additionallysuggest that more than two players might have played from the
one part, and that the number of string players in the ensemble was greater than the
surviving set seems indicate
| shamorsatsteer ilsi gger t han Morl eyds and th
paid copyists to produce his set, implieathe had greater financial resources. The
vocal parts, which seem to be complete, consist of two first and two seebled
chorus parts,do andchoruscountertenor parts, two tenor chorus parts and solo
and chorus bass parts, implying a groupigfadult singers and at least fdaoys.
The instrumental parts, which seem to be likewise complete, consist of two each of
first and second wiins, one viola part and two basses, neither of which is figured,
implying a group of up to eight violins, two violas and four basses. Bxgh jparts
containthewholework: evidently thepracticeof having a bowed bass play
throughoutwas beginning taccur in Oxford. However, itvas probably still not the
norm, as the bass violin to IMolikelythatds wor |
a score would have functioned as the organ part, perhapsrtheing presentation
score in the hand of thirteeg/ear-old James Keritt | shamdés autograph s
missing and must have remained in his possession. An indication of how direction
functioned in performance is given by the two first violin parts, both of which are
mar ked Ol eadd a iointhd@verture;dhis probably intlidates thatd a g

the part was in the lead at this point, not that one particular individual was to lead.

®Johnstone, 6Musi-l8 and Dramadé, p. 212
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Conclusions

The Oxford performing sets surviving from Go
similarities wsgerod. tTheyg do@ot $eenotonshdwarwah O
alteration either in ensemble sizeimiconventions of partopying, which
apparently remained stable for the period of
change during Loweds pr ofthe suwivng setsifrgm However
the Goodson years are incomplete, with instrumental parts being particularly affected,
any increase in ensemble size might be hard
version of o6Carminum pr algewstédnhaddoes indicate
previously been the norm. The set provides interesting evidence of verses being sung
by a group of concertists singing typerline (each with individual copies of the
part) and ripienists joining in the chorus sections. There appebesrio evidence
for this practice elsewhere among the Oxford sets, so perhaps it was not widespread.

The sets examined here continue to show di-
of a work and that transmitted in the parts. However, the diffesearecless marked
thanwas the casduring the period 166Q684,beingmainly confined to instances
of repeated ritornelli, reduced scoring or violin doubling of vgieets shown in the
parts but not present in the score amsi For example, Goodsdbree ts f or 6 Qui s
efficace carmine Pindarusdé shows that the ov
thatthere was a reduction in the numbers of accompanyaimsiduring vocal
sections. he parts for Aldrichbés o1 will exalt th
voices and an extra repeat of a ritornglleither of which ar@resent in the score.
The parts also give evidentigtthe reworking obld odes for use on a subsequent

occasionwas frequently practisethe reworked versions often do not survive in
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scae. Asthe works were occasionagworking ofen involved altering the text, the
simplestmeans by which such reuse can be tracked. The text changes in the parts
confirm that such recomposition was, in the case of these odes, ldrigely by
performace requirements. That so many performances apparently took place of
what should haveden quite outdated musigsinginstrumentatiorthatwas
considerablyess adventurous thaontemporary.ondonpractice had becomes
perhaps an indicator of how mualily conservative Oxford was.

The most obvious departure from the Oxf
demonstratety the survival of viola parts. Two survive that probably date from the
1690s and seven from the permd@7001714, compared withone at all from the
period of Loweds professorship. Examinati
of violas inalJdhntBhowe&@do@@st Groa ddiownu mo ,
the viola parts to these are now missing; it is probably signifitant&low, a court
composer, was among the early users of the viola in O%fo@hly a few sets
contain parts for other new types of instrument. The earliest of these is the partial set
of parts for the 6Dialogue bésw8ent hlbbe A
possibly by Francis Pigott, from which orecorder parsurvivesof the original two
If Pigott was the composer, it ssiblethat this set originated in London and that
this is the reason for the #p-date scoring, which waspparentlynot the norm in
Oxford at the ti me. William Morleyds od:
not include trumpets perhaps Morley could not afford thénbut is the only work
among the Oxford performing setursive. or whi
A furtherdeparture from previous practioec cur s in t he set for J

tuneful Goddé, which includes parts for b

®2SeealsoCh.2or a di scussion of the viola part in Bl o
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All innovations in instrumentation visible in the parts applearefore to havbeen
practied first by the London composers Blow, Pigégham and Morley. Aese
may beinstances of London composers bringing more moderetipes to Oxford.
Alternatively,it may be thathe surviving parts provide a misleading view which
further research on the scoring of Oxford works of this period could redtdy.
exampleG o o d seanyéighteentc e nt ury ode in praise of Quee
e a g e r whiclais notadiscussed heliacludes an oboe in the scoring, although
the actual part iBst®® Further workremainsto be carried out comparing the
surviving performing sets with the scoring of works for which no sets now survive,
to determine whether the surviving performing sets are representative of Oxford
works in general during this ped.
There is evidence of pasharing between instrumentalists in the parts produced
for Goodsorhio®dCaemsinam praesesd and probably
Borridos Kyrie and GIlori a. -shermghetweathe t her e i s
singers in any of these sets, although an isolated example of a baggppaently
intended for sharing by a singer and an instrumentalist, in the manner of the joint
voice and violin parts that survthate from Low
does not meet the criteria for inclusion h&rePractice in this respect seems to have
become similar to that visible in later English sets (see Chapt&rs 4 and t o Bachoés
performing practice as described by Parrott: instrumentatiaishavesharel parts,

but singersdidndt The per f or Ruepr siéon nhasrhkaimdgs 6O t unef ul

BA partial score and a single par tOcHMus1142A0dsonods 6 Wi |
fols. 3233 and GBOch Mus 1142B, fols. 567. The work is apparently for two voices with

instrumental accompaniment, and so does not meet the criteria for inclusion here.

“Richard Goodson6s 6With eager hastd (see note 62 ab:

% Parrot,The Essential Bach Choir See also William BoyG&ebds practice d
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demonstrates that ensemitdading took place within the ensemble in the manner

consistently apparent from the later sets discussed in Chagiers 4
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4. Eighteenth-Century Performing Materials for the

Concerted Works of G. F. Handel

Handel 6s Own Performing Materials

The surviving performing materials linked to Handel pose so many problems that a

complete survey of them has yet to appearinprifta n d e | 6 s armlarchivggr a p h

scores, which entered the Royal Music Library after being presented to George Ill by

John Christopher Smith junior, are well preserved and have suffered relatively few

losses However, |little survives ofThedasobiel 6s act
parts that must once have existed for all the operas, oratorios and other major

concerted works are currently untraced; not one complete set is known to survive.

The few isolated exceptions, such as the harpsichord scores that survive mr¢gfamb

are individual parts ratherthannt i r e set s. This i1s surprisini
stature as a composer both during his lifetime and after it, and the care taken by his

heirs and successors to preserve the manuscripts associated with him, whether

autograph or produced by John Christopher Smith senior and his cdpyists.

'The Hambutgngéosdoces and har psi clDeter€Classenor es are sun
H2ndel s Direkti ons p a,r(Hambung:rKeDn WagreH HOn2)latkne mp Ta ee 6 )

Hambur g CoHahdelcCollectionstandiTheir Histargd. by Terence Best (Oxford

Clarendon Press, 1993), pp-28.

2 See Donald Burrows and Martha J. Ronish, Cat al ogue of Hand@®xfods Musi cal Au
Clarendon Press, 1994) for a description of the autograph manuscripts.

% What is known of the history of the autograjshe Royal Music Collection is described in
Burrows, The Royal Music Library and Its Handel Collection
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contrast, the performing sets of Handel 0:
preserved his collection with comparable care, have a high survivél rate.

Handel 0s paresiare oot speciiicgly mentioned in his will or in the
wills of his heirsat hough t hey were probably incl ude
leftto J. C. SmithseniotrThese manuscripts passed to Sri
death in 1763; if the perforance parts were among them but later handed on or sold,
no record of this has yet been fodh@he sets of opera pasobablyremained the
property of the theatres involved and are likelh&ve been destroyed in the fires of
1789 (t he KanthI@d$Covert 6adef)Tae opera scores that
functioned as the basis for the theatre performantessec al | ed O6conduct.i
s c or ®isektiongpartiturednir e mai ned Handel 6s property
Having been sold by later generatioridis family, they survive as a largely intact
body in the Staataind Universitatsbibliothek Carl von Ossietzky, Hamburg,
together with similar scores to many of the oratorios and other works and several
harpsichord scores to some of the op&rakie ses of oratorio parts probably passed
to Smith even if the opera sets did not; however, they have vanished just as
completely as the opera sets.

The totals known to me of surviving performing sets for the concerted music of

several of tbearied andl rieaonteroporariesme given in Chapter 1.

* See Chs. 5 and 6.

®61 gi ve an dChhstophersSmith my large HaMpsichord, my little House Organ, my

Musick Books, and five hundredRunds St er | : 6 , HaQakd 6csopni |flal .Falrs.i,n
Commentaryed. by Donald Burrows (London: The Gerald Coke Handel Foundation, 2008), p. 35.

® ClausenHandels Direktionspartiturerp. 16.

" See Ch. 1.

8Clausen, 6The Hamburg Collectiond

° See p. 26.
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These figures indicate that where a large collection is dispersed, a few complete sets
may be expected to survive evemibstar e | ost . The fact that not
sets survives implies thittey were kept together and have been lost together.
Amo ng Ha n-dantenipsrariasg Tdhamas Arne is the only composer whose
performing sets have vanished completely; hi
he apparentlyook noparticular care t@reserve his collection and his manuscripts
were not treated with the same reverence after his death.

The few surviving performing materials linked directly to Handel divide into two
groups. The first group comprises surviving individual partfsagments, such as
the Oharpsichor dd s c-nownsoniinno pafttfambur g and t he
Al exander 6 sThereastcond group comprises the 0&cc
which form the bulk of the Hamburg collection, and the few other such scores that
suwive elsewhere), if they were used in performance, which is not certain. A third
group of performing materials linked indirectly to Handel does survive: sets copied
by scribes linked to J. C. Smith senioAs this study excludes music that is not
concered, sets of parts for Handel 6BBooks,nstr ument

are not included in the following discussion.

The Hamburg 6Conductingé Scores and Ke

The Hamburg scores and Okeyboar dbodycor esd, wh
of (probably) performing material used by Handel, raise several interesting questions.

The collection apparently contains most of t

YPeter Hol man, private communication. One perfor ming
The Fairy Prince survives as GBu MS 5008, fols. 653.



149

by Handel to J. C. Smith senior in his will, after the autograph scores &sedpa

from J. C. Smith junior to George lll. It consists of 72 scores currently described as

6conducting scoresdéd, also termed O6Direkt]

as fifteen opera scores currently ter med

scoresd6 is preferred here, as it |l eaves |

suggestion that at least one might have been used by a lute glagerorrect; there

is little evidenceesither wayin the case of most of the scofésNo continuo score

survive for the oratorioglthough one fothe first act ofloridante, copied by

Smith the elder, survives separately in the Royal Music Colletidthe majority

of the works represented in the Hamburg collection are operas, of which there are 42,

including six arrangements of operas by other composers and five pasticcios, several

of which are taken from Handel 6s own wor |

and serenatas, two odes and one antfiefihey span the period from around 1720

untiHandé 6 s deat h, t hoontiméd tosbe usatermttis by Johen m

Christopher Smith. These scores have already been the subject of research on, for

example, paper types, water marks and the performance history they tfd&nsmit.
Itisanoftrepat ed cl aim t hat Handel probably u

direct with from the first harpsichord, or organ in the case of the oratorios. It has

been suggested that the survivaantinuoscores for the operas were used at the

second harpsichord, aiternatively as rehearsal scores for the singers and

“"Donald Burrows, O6Who Does What, When?ndth®n the |
Use of the Organ i n Headeldrdies: &\ Gédangschrifsfdr Howardht or i 0s 6,
Serwer ed. by Richard G. King (Hillsdale, NY: 2009), pp. 1026 (note 13, p. 113).

“GBLbl R.M.19c¢c.10; see Clausen, 6The Hamburg Col |

¥“Se the list in Clausen, 76The Hamburg Coll ection

“See Clausen, 6The Hamburg Coll ecti dHilfor al so t he
which these manuscripts are among the principal sources.



150

continuo®> However, some problems with Clausen6s c
never been resolved, together with thuestionof whether or not it was usual during
this period for a full score to formapt of the performing set. This is a difficult
guestionto answer, but it must be remembered that direction did not necessarily take
place from the full score in the eighteenth century, although this is now normal
practice.

The usual practigevisible in most surviving sets of eighteergéntury
performing parts for concerted mugsig that a keyboard player played from a
speciallyprepared keyboard part. This is the case, for example, in all William
Boyceds surviving plosefofoMlliam andPhipeHayes. as wel | a
Such keyboard parts are generally uniform in appearance: the predominant format is
transverse quarto. Choruses and instrumental movements appear astaugle
figured basdine; recitatives are always given as a ist@ave part at least (voice and
figured bass, sometimes with extra staves for instruments in accompanied
recitatives). Arias sometimes appear as ststgwe figured baskne, athough twe
stave (voice and bass) is more usual; duets or trios generallasanany upper
staves as they have voices, though again they are sometimes written astairgle
bass line. However, these keyboard parts are not wotierbut remain essentially
figured basses even when in shecbre format. The identity of suchrfmas
keyboard parts is generally obvious even if they are not clearly labelled, which they
usually are.

Thereisasubstat i al probl em i n r eforkeyboargpattshi s O6st an
to Handel 6s survivi ng opetthatpaithougislargerises: it i s

drawn from concerted genres that largely do not include theatre music. While many

15 See, for example, Patrick J. Rogées,nt i nuo Real i zat i onRochastetidYndel 6s Voc a
University of Rochester Press, 1989, repr. Boydell and Brewer, 2010),-pp. 53
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eighteenthcentury performing sets survive for oratorios, odes and anthemsateere
few surviving sets for theatre music; still fewer of¥deontain keyboard parts. In
the twenty or so partial sets of eighteeoémtury theatre parts that | am aware of,
only four contain keyboard parts.These four are the stray keyboard part to Henry
Purcel | OTheodusiussi t hah f or sHarimelihat &ill Gr eene 6
possesses its set of parts; that for Boy«
inMacbeth again with a set of partCemusand a s
not now part of a sét. It is likely that more remain unidentfil. All these keyboard
or continuo part$ even the lateseventeenttentury part folrheodosiu$ do follow
the general format and pattern of eighteesghtury keyboard parts for natamatic
concerted works, such as the sets of Boyce and William aihgd Rayes. The
Florimel andComusparts are twestave throughout; thglacbethcontinuo part is a
single-stave part that differs only from the two other basso parts in the set in that it is
partially figured. The part forheodosiuss largely in twestave and threestave
format, giving voice(s) plus badime, though one section of score has been pasted to
the bottom of a leaf.
The Hamburg continuo parargely do not fit this pattern arttve been divided
by Clausen into four distinct typé$.Type-one continuo scores are largely in full

score formatalthoughsomeinserted sctions give the bass line onipakingthem

YThis does not include 6presentationd keyboard p
linking them to, 6r example, the Aylesford Collection, or parts for dramatic works that were clearly
performed in concert, such as those Didoakded to th
AeneagGB-Lam MS 25A). Three keyboard parts for masque sets by Williaged William Hayes

and Philip Hayes have |likewise been excluded as
Peleus and Theti&GB-Ob Ms s . Mus. Sch. CPeledsanddhetGBWbMdgs.i am Hay
Mu s . D. 125); TaelanhbuB(BB-ObiMps. HEB¥).e s 6 s

" GB-Ob Ms. Mus. C.27, fols. 336 (Theodosius GB-Lcm Ms 227/ Elorimel); GB-Lam Ms. 114
(Comus$; GB-Lbl Add. Ms. 47860, fols. 144 (Macbeth this set does not appear to have any link to
Boyce himself).

18 ClausenHandels Dirétionspartituren pp. 623 and 78.
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unsuitable either as an archive score or for copying parts from.-tlgpemtinuo

scores are laid out &sll scores, but with oy the bass and melody lines &d in

and the rest left blank. i@n that they show signs of use, they could not have

functioned as anything other than a keyboard part, though the waste of paper and the

necessity for frequent page turns is surprisingpéefthree continuo scores would be

better described as 6continuo partsdéd, as the

keyboard part described above, giving the bass plus vocal lines in the arias and

recitatives and the bass line only in choruses and syneshoifiype four (of which

only one complete continuo part survives, plus a number of inserts added-tméype

scores) is similar to type three, but gives only the bass line in the arias also; only the

recitatives remain twatave. One further score isssified by Clausen as

6exceptional 6, as it cont'ains voice, bass an
Clausen observes that the O0eX¥enegdpi onal &6 cor

was used during the 1730season; the typene scores were copied up untiét

17323 season; type three scores were produced during the following season (1733

4); and the single complete surviving type four score, plus the type four inserts, were

produced in theeason after thA! The surviving typewo scores were the latest

produced, dating from the 173 seasof® This is surprising, as apparently Handel

used continuo parts that ap-pbeioeeched the Ost a

reverting to a type that would have been more costly to produce and more

inconvenient to use. l&@usen has suggested it may have been intended that the blank

staves in the typenvo scores would be filled in later, as there is evidence that some

19 ClausenHandels Direktionspartiturerp.246.
2 ClausenHéandels Direktionspartiturerp.246;idem 6 The Hambur g Col l ectiond, p. 1

“Cclausen, 6The Hamburg Collectiond, p.19.
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type-one parts were initially copied in this manf&rHowever, this does not explain
the change in practicfrom a more to a less practical type of score.

The Hamburg continuo scores give little information as to whether they were
used for the first or second keyboard in the ensemble, or for a theorbo-plalyte.

The only continuo score to contaimettions on the roles of first and second

harpsichords is that f@@osarme i n t he duet OTu caro sei i

first harpsichord ands continuo group accompalyl mi r a ( 8Comin8Sua | o 1

Bassi: [/ piano6) ; ishreup,svkich appatentmeludga $hé c hor d

theorbo, accompaty he | ower voice, Sosarme (0C
[ correct ed t o® ®hevoices bing dliernate piBases initiadly) .

accompanied by their respective continuo groups. Wtekdltes combine, the

e mb a

continuo groups merge. However, both the full score and the harpsichord score give

the complete bass line with instructions as to the division of labour, but no indication

as to which group used wdi score. The continuo score fsmiodante which is

mostlyinbass i ne format, contains directions s

as wel | as the direction 6Senza Cembal o6,

been used by a lute player, or a lute and harpsichord togéther.

Although there is clear historical evidence for the use of two keyboards in large
scale performances during the eighteenth ceritinyo harpsichords in Italian opera,
and harpsichord plus organ in oratoirisurviving performing sets of containing two
keyboardparts are relatively rare. | have only seen a few such; closer inspection

reveals that many are not genuine examples. In some cases, thecexid extra

2Cl ausen, 6The Ha®mburg Collectioné, p.1
3 D-Hs MA/185 (harpsichord score), fol.135 aneH3 MA/1054 (full score), fols. 148\149r.

%D-Hs MA/1006a, fols. 59v., 76r., 80r. See

Burro
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keyboard parts for some numbers of a wandbablyindicateshey were performed
as conce pieces” In the case of the sets in the Shieilier Collection for
HandAl ésandeands tFheeas&Dettingend Te Deum, bot |
organ and a harpsichord part, the setsd stat
doubtful (see belw); although there is independent confirmation that these sets are
representativedfande | 6 s p e re$pecofihie kegboasdearts inctudéd
However, t he s e tPeléusand TWetisohtaina an urhbeliesls 6 s
keyboard partandanaghn part; the same compMrser 6s 6O0Ode
Handel 6 has athexartimwaklaod ap @gan part, ceused from
Hayesods earlier 61 nst al |*altisinoticeab®dhetd, for t he
none of these examplds two harpgchord partsurvive together; each contains one
organ and onbarpsichord patrt.

Sets in which the existence ofast second keyboard part is implied are more
common. In most such cases, the surviving keyboard part is again for organ and
lacks a nurber of movements in which the organ does not play, indicating that the
harpsichordist must have playeitherfrom a lostkeyboardpart, or directly from the
score” The survival of several such sets implies that either the harpsichord part was

more at rsk of being lost, perhaps because it had more rehearsal use, or simply that it

was normal for the organist to be given a speciaitpared part while the

% For example, GBOb Mss. Mus. D.77 and D.13¥ (Philip HayesTelemachs); GB-Ob Mss. Mus
D.70 and D.81, D.11315 (William Hayes, Commemoration Ode).

% GB-Bu ShawHellier 1621 93 ( Handel , 6 Det t 224 (HanldA | Teex abneduemm)d sand 19 4
Feas); see below.

2" GB-Ob Mss. Mus. D. 780 and Mus. D. 126 (Peleus and ThetisGB-Ob Ms. Mus. C.20 and
D.118119 (60de to the Memory of Mr Handel 6).

BEor example, Phili Hayesods Te DISG)Rropaatyd Jubi |l ate ( M:
(GB-Ob Mss. Mus. D.773and D.1291 3 1) , Wi | |PeleusranBTheti&GRB-GbdViss. Mis.

Sch.C.113&andD.24)anbavi dé6s Lament at i on(GBObevss. Mua.8¢h. and Jonath
D. 267 ac ) ; James Harrisds pasQbiMs MusoC.38eD.1M812)n and Jubil at
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harpsichordist played from the score. This second hypothesis is supported by two
survivingsetsbyh e scr i be John Mat hdshgaandthehe f i r st
second for his Dettingeghe Deum and the anthem O0The Ki |
(discussed belowl> Bot h of Mat hewsd sets topiedk keybc
parts contained in the scorespnfirm that none ever existed. In both cases, however,
the quartesized transverst®rmat score would be suitable for use at a keyboard.

The lack of sets anywhere containing two harpsichord parts is not surprising, as
the use of two harpsichords wapractice associated with Italian opera, for which
no performing sets survive within England. However, it is in any case possible that
where two harpsichords were used, one or both played from scores. This hypothesis
is supported by a number oftheHamr g 6éconducting scoresbo,
of use at a harpsichord. As most of the
sized transverse format, they would have functioned well on a harpskthot
Binding each act separately may have kbemam: a number of the scores in the
Hamburg collection are still in eighteentkntury bindings in this format, which
again is wellsuited to use on a harpsichord stdhddditiona | | y, t he 6condu
score ofPoro contains an inserted slip carryingthetim uct i on O0Segue Sult
would serve no useful purpose except in performahdst least four of the
6conduct iAnagfante § Bamassosn Féstal pastor fidg andLucio
Papirio) share features such as redusedre or basine-only secions with

Clausenbs oO6harpsichord scoresdé6, although

29 GB-DRc Mss. A24 and D8Jpshud and GBDRc Mss. A32 and D7§(Det t i ngendé Te Deum
06The King shall rejoiceb).

30 For example, the score Bforidante (D-Hs MA/1018). The harpsichord score of the same opera
(GB-Lbl R.M.19.¢.10) gives only Act 1, presumably because two further volumes are missing. The
score ofPartenope MA 1039, is also in this format. Some scores have been rebound into one volume,
so that it is impossible to tell whether they were originally bound in one or three.

31 D-Hs MA/1042, fol. 125v.
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three of these works. Clausen himself acknowledges difficulty of classification in

the case ofucio Papirig for which only one score exists {8s MA/1029): he

ctassifies this as a 6conducting scored despi

written in reduced scor&. The 6t o n d 6 clipaswrfido(DeHs MA/1041)

appears to better f rohec@htinaaussoeenibhdypienr i t er i a f

or

inserts, as there are significant sections in it that arelbassie onl y . Cl ausenods

classification in this case was apparently based on the survival of another continuo

score to the work in the Hamburg collection3 MA/1057), making the

distinction largey one of terminology in thisacs e . The oO6conducting s
Ariodante(D-Hs MA/1006) is a full score containing one chorus given as bass

only, while the continuo score (Bs MA/1006a) is typene with typefour inserts.

The O0conducltParnagso s EastéDeHd MA/I038) is a full score that

o

isbasd i ne only for the first thr-dse folios, whi

MA/1038a) is a typehree continuo part.

Many of the Hamburg continuo scores and parts likewise include ammstati
apparently relating to performance. Caution is necessary when assessing pencil
markings on these manuscripts, as Friedrich Chrysander used this medium to mark
up some of the scores during the nineteenth century, as did a previous \distuer
Schoelber (18041893), as well athe composer and scholar Michael Rophino Lacy
(17951867), to whom Schoelcher lent some of the scrésowever, which
annotations belong to the eighteenth and which to the nineteenth centuries is usually
fairly clear from thestyle of handwriting and type of annotation. Tostinuo part

for VencesladD-Hs MA/189), for example, has figuring as well as accidentals and

#2Clausen, 6The Hamburg Collectioné, p. 21.

¥ Clause, Handels Direktionspartiturerpp. 202 1 ; f or the extent and type of
annotations, see pp. 23 and 3637.

Ct
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pauses added in pencil in an eighteesghtury hand. Similar pencil annotations can
be seen in the part Bersg D-Hs MA/1052). Thecontinuo score foOrmisda(D-
Hs MA/1036) is annotated with pencil pauses, accidentals and extra figuring, again
in an eighteentltentury hand. Page@rning instructiongannot normally be
regarded aa definite indicator of pésrmance use, as their use on blank lines at the
foot of a page was to somgtent a convention of copying. dwever, a scrap of
paper bearing the instruction o6voltié ha:
must relate to real performance 48T he part al so bears the i
cemb. 6 featly.r Theyharpsictemg score fibiParnasso in festdD-Hs
MA/1038a)may have been shared with another instrumentalist, or with more than
one: it contains instr:uc3aloné (sfuaclhs .as3 wW.C:
0Senza Bassoonsd® and8ro.0o na mBd stesSDeonnzsad c(of notl r:
15v.). Similarly, the keyboard score tife 1730 version dRinaldo(D-Hs MA1046)
also shows signs of possible paharing: a cello solo is writteinto the bassine in
tenor clef on fol. 765. The part reverts
end of the solo. Howeveit,is possible thainclusions such as theserefor the
har psi cihfoymation enty.6 s

Giventhelackof a c¢cl ear difference between som
some types of itdighepgrbapsde lwbtber te descnibe the Hamburg

scores as O0directing scores6 (or possi bl

scoreso6 (oontdisrewcoo nsdcaorryesc) ; and o6écontinuo
partformat, rather than scofferma t ) . The term 6conducting
associationswitk ur r ent practice; O6conducting sco

34 D-Hs MA/10386, fol. 45.
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the German equi awaloemtrs 6 ®H a’® A dperangsdpea r t i t ur 6.
in large folio format are excluded from this classification as they are unlikely to have
been suitable for use at a harpsichaithough oratorio scores in this format might

have been used at an organ.

Othea Sets, Stray Parts or Fragments Directly Linked to Handel

Apart from the Hamburg continuo scores and parts and the single such score
elsewhere, a small number of other sets, individual parts or fragments of parts for
Handel 6s conc er tlinkedl diracilysto the contp@ser haveasuarvivede
as follows>®
1.GB-Lcm Ms 90D:VitdleomwmdNel | 06 and/ or O&éHarpsico
Al e x an d eimtBehanét & & €.tSmith (HWV 75).
2.GB-Lcm Ms 2254, fols. 121: a tenor part to the Foundling Hospital Anthem
Bl essed is he that consi deftBeetalr dt6he poor o
with the name of Thomas Lowe deleted; in the hands of J. C. Smith and

LarseWods S6.

BFor a discussion of these ter ms, see Cl ausen, 6The |

% The early Italian setsow in USNHubandUSNYpm, descri bed in Watkins Shaw,
Cont emporary Performance Partsodé, are omitted as they
these works do not fit this studyo6s definition of co

3" The classificatiorof scribal hands associated with J. C. Smith, developed by Larsen and refined by

Clausen, Dean, Burrows and Walohes, is adopted here. See Jens Peter Latsem d el 6 s Messi ah:
Origins, Composition, Sourcékondon: Adam and Charles Black, 1957), pp0-263; Clausen,

Handels Direktionspartiturerpp. 467, Wi nt on Dean, O6éHandeBagshs Early Londo
Handel, Scarlatti: Tercentenary Essagsl. by Peter F. Williams (Cambridge: Cambridge University

Press, 1985), pp. 783; Donald Burrows and Retr War d Jones, <kighteenthtn vent ory of N
Century Oxf or dRMNMResaarchaGhronkti®5 (20062, 61139 (p.95).
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3.GB-Lbl Add. Ms. 27745: twestave organ reduction of the orchestral
accompani ment G TeheDadWMedrnd n@ltnr ec ht €
283 and 279), unknown hand, with allegedprovenance reaching back to
Handel.
4.GB-Cfm MU.MS.256, pp. 443: autograph (possibly rehearsal) copy of the
aria 60 car oAmadigodi GaglagHuVw 61). f r o m
5.GB-Cfm MU.MS.256, pp.6772: extract fronGuilio Cesarg(HWV 17) in the
hand of J. C. Smith, possibly intended as a vocal part; possibly only a score
fragment (gives recitative beginning ¢
tardi 6 and the amiabdbdLa speranza all 6:
6.GB-Cfm MU.MS.259, p. 5558: autograph harp partforHa r k , he strik
gol den |Alexardér Bdlug-HdMy 65).
7.GB-Cfm MU.MS.262, pp. 5%8: partiallywritten, discarded section from a
second violin part ( coqoSersgiWwvad),om J. C.
containing four lines of the symphony to Act 1, Scene 2, followed by two
text cues.
8.GB-Cfm MU.MS.263, pp. 7478: single transverse quarto leaf (hand of J.C.
Smith), giving the second hopart fortwo marches idudas Maccabeus
(HWV 63).
9.GB-Cfm MU.MS.265, pp. 134: fragment (hand of J. C. Smith) from a bass
vocal part (Cosroe) containing music that was cut before performance from

the end of Act 2 and start of Act 3 8froe(HWV 24).
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10.GB-Cfm MU.MS.265, pp. 580: described inthecatglou e as O6Cont i nuo
part for a section of eithésrael in EgyptAthaliaor Esther(or another
oratorio)d, in The hand of J. C. Smith.
11.GB-Cfm MU.MS.265, pp. 6%66: fragment of a continuo part (hand of J. C.
Smith) that might belong together with No.8, camiteg music adapted from
various sources possibly for a revivallsfael in Egypt(HWV 54)3°
12.D-Hs MA/ 1039, fol. 19: fragment of a part
Opera / Parte di Tasnelda / Sigra [cut of
of Partenopg, presumably fror\rminio (HWV 36).
13.GB-Ob, MS Tenbury 347, fol.140v: fragment of a tai@ve part, soprano

and continuo, possibliyom the performing material fdmeneo(HWV 41)*°

The joint cello ad harpsichord part fok | e x a n d eig odesoforiyeveos t

surviving performing parts, apart from the Hamburg harpsichord scores, that have
seemingly been used in Handel 6s own perfor ma
organ part for the same work, discussed below, survives only in copy). Itis also the

only surviving keyboard part from Handel 6s o0
in quartesized upright format angktainsits original cartridge paper wrapper,

inscribed oAl Blx avhidoelrosn cFeelalsoto.. / INMMsi de, the t |

f

OHmasi cor d. Mr Wal shé in Pesqub)] iaoavér wintiahk

¥6[ 1 srael in Egypt or Athalia or Esther]
[ ma n u s UCLEttp/s@arch.lib.cam.ac.uk/?itemid=|depfacfmdb|476986cessed 15 Jul
2014].

¥6[ 1 srael in Egypt] [additional dJELSti on] [ George Fri
<http://search.lib.cam.ac.uk/?éd=|depfacfmdb|470557> [accessed 15 July 2014].

40 Not viewed.


http://search.lib.cam.ac.uk/?itemid=|depfacfmdb|470555
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foll owédtvaldhyM.6 MVal sh and Caprale6 (in penc
and Andrea Caporale were both cellists; the inscription implies that Walsh was a
harpsichordistafthoughnone is known of that name. It is further impliddt the
harpsichordist anthe original principal cellist (Caporale) shared a part, with
Pasqualini later replacing CapordteThe part is largely in the hand of J. C. Smith
and is sometimes gfe-stave figured baskne, sometimes twstave or (once)
threestave short score. It is therefore unlike most of the Hamburg keyboard scores,
but does resemble the majority of eighteerghtury keyboard parts to nainamatic
works.

The part isifjured hroughout, although the overturarries the contradictory
i nstruction 6dondét figure itdé in pencil,
changed over tim& The names of several performers have been marked in over the
relevant numbers atgeral points 6 Mr . Bedr dSat,r abdaiég, O Mr s Yo
6 Mr  E i &lafrwtoén took part in the first performanteThe contents,
together with the names, confirm that it dated originally from the first performances
of the work in Covent Garden iL.736, and was reusédnd reworked for
subsequent versions until the 178bsThe history of these reworkings has been
well-documented elsewhere; the most important of them as displayed in this copy is

the inclusion of the music for the Dublin perfantes of 1742, including the bass

““’See Stephen Bonta eG®MOgfatcessed V5 Jay 2014]cOavhid Ealwafds amd | o ]
Val ari e Wal den,GMOFccessead 16 July 2qi4).r Itasinet tecorded that Yhlsh

the music publisher was also a perfor miGM@ musi ci
[accessed 15 July 2014].

O

42 Fol. 1v.

“The performer names ar e confAlremeadn dietrodtda:l Fsehadsst s ¢
John Walsh, 178.

“Donald Burrows, 6The Composition and FNLr st Perf
64/34 (July 1983), 20@11;idem &6 Handel and AMII123M670(Ameilrl988), Feast 00,
252-255. See also G. F. Handal] e x a n d e eddbg DoRld Busdws (London: Novello, 1982).
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line to one aria that i“ Thetopydsrothdrvise | ost, o6Yo
interesting in the amount of markiugp it shows, including on fol. 13v. the pencil
instruction 6l n timebsamgvBatihesd.i naSomademc
instructions relate to o"tSdr WasS®nizms tBrasmmé rot
fol. 10v. The air 6é6Softly sweet in Lydian n
staves, for the singer oSntrraad aBa sas 06 vei ocl eonmicaell o
suggesting that the part was shared between the harpsichordist and the cellist.

The i mportance of this part, apart from it s
performance history, lies in its status as the sole surviving dgashpn
instrumental part used by Handel in his performances; it is the only surviving object
that can demonstrate what one *Ther¢dimsndel 6s i n
|l i kewise only one surviving exaquatbe of Hande

tenor part for the Foundling Hospital Anthem, used by Thomas Lowe and then by

John Beard, in the hand of L%Atisends S6 with
probably the part used in the first perfor ma
alterat ons and the addition of Bearddés name i nd

performance, perhaps the second in 1**5Bhesetwo parts are useful in assessing

partsof which theoriginal function, performance or library, is in doud,where the

provenance is doubtful or unknowas they are examples with which other parts can

be compared®> The partsoé importance in this respect

there are no others by which to measure them. However, they conform in format and

“Burrows, O6Handel and fAAl exanderodés Feastod, p. 254,
“6 As copies, the organ parts (see belowhto e x a n d earednferioFirethissréspect.

““Donal d Burrows, O6HandelMLBB{I77)R6®28B.oundl ing Hospital

(@}

“®“See the discussion in Burrows, -888andel and the Foun

4% See below.
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appearanc® equivalent parts in other eighteeigdgmtury sets, such as those for the
works of Boyce and William and Philip Hayes, and the sets linked to the Academy
of Ancient Music>°
The organ part to the O6Dettingend Te De
been used by Handel himself, if the provenance described on {leafflyy George
Allenby, a nineteentigentury owner, is to be believed:

Handells Manuscript / Te Deum came into my Posdeststhe Death of my

Brother in law / Joseph Harrington Esgparticular / Friend of the late'D

Dupuis M. D/ & Pupil of Handel. afterdic. ] hi s [ Handel 6s] Death
into the possession of Bernard / Gates one of his pupils who bequeathed / it

to Dr Dupuis & by whom it was left & / becam&property of h Son Charles

/ Dupuis who gave it to his Friend & Trustee / Joseph Harringtohsésg

after the / Death of his much lamented Father in the / year 1797 & has been in

my property ever / since.

On Al l enbyds death t he maamiegandsogmt was bo
afterwards was acquired by Sir George Smart, after which it entered the British

Museum?? It is clearly not an organ part that was used in a performance of the work

with orchestral accompaniment; but rather a-stave organ reduction ofdh

accompaniment, probably intended for a clawmidorgan performance. It is quite

heavily marked up, with text cues in red ink and registration indications in pencil;

much of this, such as the instruction for the trumpet stop on fol. 7, probably dates

from after Handel 6s -decardomaniparnen.the haAdosa mi | ar s

London copyist survives for the Anthem for the Foundling Hospital (HWV 268),

%0 5ee Ch. 5.
51 GB-Lbl Add. Ms. 27745.

%2 According to a sale record in the volume and a note on fol. 3 by Smart.
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which Burrows suggests dates from within Han
therefore linked to perfonances at the hospiti.
All the other parts listed above are fragments that have survive largely by chance.
The majority were either discarded and the paper reused, such as in the case of the
second violin part foBerse the hormpart forthe maiches inJudas Maccabaeusnd
t he fragment o fSiro€ dndhe oadesof the dasteéntiohed example,
the music concerned was cut and the leaf discarded; in the cases of the violin and
horn parts, Handel himself then reused the paper.dtubtful whether some of the
other items on the list were ever intended as working parts: the autograph copies, for
exampl e, of the ar AmadigidOn ¢ atrlbe mi aor g eparrtd ffaron
strikes t he AesandktreBalushigntrhaedbeeh intended as rough
copies from which Smith could prepare fair copies. Because these fragments of parts,
if they are such, have survived out of context and incomplete, their value in terms of

judging Handel 6s performance practice is |in

Sets, Rrtial Sets or Individual Parts with Indirect Links to Handel

A number of further sets, partial sets or individual parts which can be linked to
Handel at one remove survive as follows:
1.GB-Lfom 2558: set of parts faviessiah left by Handel in his will tahe

Foundling Hospital; probably copied direc

SBurrows, O6Handmred tamnspitthael 6,0um.dd78. See bel ow, 06Sets
Parts with Indirect Links to Handel 6, no. 13 in |ist
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2.GB-Lfom FM 754: Anthem for the Foundling Hospital (HWV 268);
I nstrumental parts only, from the
performances of 1753 and 17%9.

3.GB-LfomFM 754 Ant hem, 60O sing unto the
incomplete set of instrumental parts owned by the Foundling Ho3pital.

4GBLfom FM 754: Anthem 60 be joyful
instrumental parts only, owned by the Foundling Hospftal.

5.GB-Lfom 1254: two parts for the Chandos Anthems (HWV-248b, 250a,
251b2564a, ) and Te Deum (HWV 281) from the library of James Brydges,
Duke of Chandos, bound as bogks.

6.GB-Drc MS E.20i: partsfoA | e x a n d e(HW\s75) kheldiag one in the
hands ogS1andJ. €.emitf.

7.GB-Drc MS E20(iv): parts for the canta@cilia volgi un sguard¢gHWV 89),
one in the hand of S¥.

8.GB-Drc MS E23: parts (one in the hand of S4) for excerpts fror@teefor St

Ceci |l i @760y
Burrows, OHandel and tH®. Foundling Hospital o
“Burrows, O6Handel and the Foundling Hospital o

*Burrowdel 64ad the Foundling Hospitaléo, p.

*Nos.712 in the catalogue prepared by J. C. Pe

I nstruments and Music Belonging to the Duke
Greenacombe and AnthonydKs, George Frideric Handel: Collected Documents, Volume 1 1609
1725(Cambridge: Cambridge University Press, 2013), pp-2@® complete list quoted in C. H.
Collins Baker and Muriel I. Bakef,he Life and Circumstances of James Brydges, First Duke of
Chandos, Patron of the Liberal Ar(®xford: Clarendon Press, 1949), pp. 1120.

Burrows and Ward Jones, O6An Inventoryd, No.
®Burrows and Ward Jones, O6An Inventoryd, No.

®Burrows and Ward Jones, O6An Inventoryd, No.

Ho s |

Lor c

O
©

~ O
a1
©

148

148

150
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9.GB-Drc MS E26(ii): scorel{andof S2) and two parts (one by S1) #ci,
Galatea e Polifem@HWV 49b)°*

10.GB-Drc MS E26(v): partial scorehénd 0fS4) and two parts foks pants the
hart (HWV 251 c/e)??

11.GB-Drc MS E35(i): set for the anthem O6The
(HWV 264), adapteé for use inlsrael in Egypttwo of which (canto secondo
and viola) are in the hand of 1.

12.GB-Ob Ms . Mus. Sch. C. 104: incomplete set
the Lordd (HWVYV 249Db), ol wil!/ magni fy the
hart 6 ( Mikvde handl af Richard Goodson junior, used in Oxford;
further parts are copied into a set of gasbks in Christ Churcff

13.GB-Lcm Ms. 2273: writterout organ part to the Foundling Hospital Anthem
dating from within Hapnobadyllirkked tolthef et i me and

Foundling Hospitaf®

Annette Landgraf has suggested that the two
Zion shal/l mournd are remnandppgarety t he origin

because of the identity of the scribe and becawesehve been adapted for use in

“lBurronsmd Ward Jones, O6An Inventory6, No. 153 (ii).
“?Burrows and Ward Jones, O6An Inventoryd, No. 153 (v).
SBurrows and Ward Jones, O6An Inventoryd, No. 157.

4 GB-Och Mus 6971 and 737 5 . See Gerald Hendrie, o6drliltd cal Repor
in Geag Frideric HandelAnthems fiir Cannons Ill: HWV 254, 255, 25&d. by Gerald Hendrie

HHAl1 I 1 / 6 (Kassel: B&®renreiter, 1991), p. 245; Burr ows

179 onwards.

®“Only viewed in part. oSuened | B unrgr oHoss, p i 6t Haal nod e(lp .a n2d7 8t)h.e |
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Israel in Egypf® The parts belong to a group of manuscripts used by Richard
Fawcettand his associatés Oxford and taken with him to Durham in 1754,
Those in Goodsondés hand for t dtheesemeof t he
performersalt h o u g h a speGmapEedyrth@ysremained in Oxfoff.In
the above list, five other sets in Durham Cathedral Library contain individual parts
copied by Smith and the scribes S1, S2 and S4; the Durham collection alsosont
several other manuscript scores and parts for instrumental music by Handel in the
hands of the scribes S1 and $2All these manuscripts apparently arrived in
Durham with Richard Fawcett, and their survival confirms the link between Fawcett,
theOxbr d musicians and 'SHaicethapparentlyipurchdsed o f s
parts from Smith for use in Oxford and then supplemented them with duplicates of
his own. These parts are therefore linked indirectly to Handel, but are unlikely to
include remnats from his own sets. It is apgat from the existence of these sets
that some sets from Smithdés scriptorium
as 01 i b’r Thergmay have lleeno difference between those sold for one
purpose and thoseld for the other; amthecaseob | i br aryé set s, Faw
purchases clearly contained no duplicates, as he provided these himself.
The set foMessiahwilled to the Foundling Hospital cannot have been used by

Handel himself, but was probably cegdidirectly from his set when the instructions

% G. F. Handel,Anthem for the Funeral of Queen Caroline: HWV 26d. by Annette Landgraf,
HHA iii/12 (Kassel: Barenreiter, 2004), p. 579.

Burrows and Ward Jon@2, $de@ ahsvenBuodogéandep pdé S6dr
Per formancesbo6.

®Burrows, 6Sources for Oxford Handel Performance
®See Burrows and Ward Jones, O6An Inventoryo6, Nos

“See Burrows and Ward Je29EBurwdAndoSoveaenrfyér Opf
Per f or man cl8% Orosbyp Gatalogupp. Xixxx.

! See below and Ch. 1.
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in his will were carried out. The parts have remained the property of the Hospital,
now the Thomas Coram Foundation for Children, ever since. They are marked with
at least two layers of pencil addenda. Thest recent appear to date frame late

nineteenth century: giventhatne addendum i s signed 6HDWOG,

He

Wetton@d. 1928), t he Hos pi-tI®26dvas clearlygesponsible fr om 189

for some at least Some of the addenda may relate topheparation of a new

score by A. H. Mann for a performance in Cambridge in 1894 using the oboe and

bassoon parts in this séhat had been newly rediscovered around that timgne

parts also bear performance markings that are obviously eighssmtiny in

character; these must relate to performances at the Foundling Hospital. Some

addenda may be corrections from the checking stage of the copying process. Some,
such as the note 6Not to be Playdd against
relate to a particular performance.

The parts are in their original covers with original numbering and seem to be
largelycomplete; there are 30 in total, consisting of 13 vocal and 17 instrumental
parts (the trumpets and kettle drum parts are inglesgover, so that the totaf the
numbered parts is 28). However Jeast one soprano part is missing from this set,
as the soprano solo music is not complete. The soloists are named as Robert Wass,
John Beard, CaternGalli and Christina Passaritliis was the same group as sang
at the Foundling Hospital performance in 1754, together with the soprano Giulia

Frasi, whose part was probably the missing one. It is likely that the Foundling

“6Henry Davan WeMT1031/0(198p 79t uary) i n

“See the review of the perfoMASEE6L7ER (18945, F6h.e Messi ah o

The anonymous reviewer missed the clarinets and was
Wi |

Mozartés beauti ful and appropriate work done away

(0]

a i

his pen6 shoul d iboen ahlelayréd adnadt tlheaats té tohcec agsener al ef fect

mi ght have been expectedd. AEbc BIPAO/A.f Seedlse pr ogr amme

Henry Davan Wetton, &édThe Missi ngMTBCO8IB/35REBI4), s, A Messi a

557.
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Hospital set was copied directly from that used for the 178énmeance. If the
instrumentalists and the boy trebles shared parts, but the adult singers did not, as was
apparently normal by this datihe parts suggest an orchestra of around 33,
comprising six first and six second violins, four violas, four cellus laasses, four
bassoons, two first and two second oboes plus two trumpets and a timpanist, and a
chorus of around 20 including five soloists (at least two first and one second adult
sopranos plus four to six boys; and three each of alto, tenor andrigsEs)si

This set of parts is particularly useful, as the numbers it suggests can be checked
against actual numbernie surviving accounts for the Foundling Hospital
performances give lists of performers for the years 1754,-60%d seval years
thereafter until 177.7* The above estimate corresponds well with the numbers in the
accounts of the 1754 performance in respect of both the totals of instrumentalists (38)
and vocalists (24), and the breakdown of individual instruments and voices, which
was as follows:

Soloists: 5

Boys: 6

Adult chorus singers: 13

Violins: 14

Violas: 6

Cellos: 3

Double Basses: 2

Oboes: 4

Bassoons: 4

Trumpets, horns and kettle drum: 5 (probably 2:21).

“Donald Burrows, O6Lists of MWMsssiatdttheFsundirgr Per f or m
Hospital, 17541 7 7 RMA,Research Chronick3 (2010), 85110.

“Burrows, O6Lists of Musiciansd, p. 89.
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Sets of Library Parts Produced by the Smith Scriptorium

Much workhas already been done on the sets of parts originally in the Aylesford

Coll ection. Most of these were copied

Charles Jennens (174003 ) , probably in the 1740s and

collection passed to heousin Heneage Finch, 3rd Earl of Aylesford, in 1773,

merging with the Earl és own coll ection;

between 1873 and around 1987J ennensd6s and t he Earl 6s

Earl 6s consi s tectiorfs ofariag sotmalimes arrargeddor fleite, |

although his collectin did also contain some sets tmmplete works that were

apparently for domesticuéé.J ennensoés set s aedégonnmiheye o f

consist of complete sets for the oratorjlsis sets for the operas that are less

complete, generally lacking the secco recitatives and the oveffusdthough

Jennensdbés parts were probably intended

surviving body of eighteentbentury parts forHandéls musi ¢ and t he
suviving body of English parts fazoncerted music by any composer frdra first

half of the eighteentbentury. However, the collection is nertirelyunique: a

similar but much small er ¢ a$dmassad dwiny o f

the 1750s and 60s by Samttellier (173684, see below)He | | i er 6 s c ol
differed from Jennens in that his was copied at one further remove from Handel, by

scribes of the Oxford circle, and was apparently intended for performaate

“John H. Roberts, ¢ Handel Qoledtienspp.8988. Col |l ecti ond,

"Roberts, 6The Ayleaford Collectiond, pp. 46
"Roberts, 6The Ayle3ford Collectiond, pp. 42

“Percy YounegdeldThe HHaudelCellediin®pp.d58170.

by

it

J.

ear |

W

sets

a

mo |

only

bi gge

parts

ect i

or
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There I s no evidence that the majority
intended for use, though t*hlke rEmerds tosf sAetls
those | have sedéndisplay no sign of use apart from the keyboard figuring in his

hand, probably added in the course of personal Studie existence of the

collection raises two questions: were mal
order, or otherwiséor saleby Smi t héds scr i bteke? And, how
distinguiskedfrom6r eal 6 per forming parts? The pr e
6l ibraryéd sets is a complicating factor |

music that is largely absent when assessing parts for works by other composers.

Although the Aylesford cadiction is now dispersed, most of it has been traced,
though some individual parts are still missing. Most are now in the Newman Flower
Collection in Manchester; other sets survive in the British Library and the Gerald
Coke Collectiorf? Their appearancegge ner al ly consi stent. J
complete works are usually bound together in volumes according ttyperthe
Earl of Aylesfordds sets are ustpaperly st i
buff cartridge paper or sometimes blue suggrgp. All contain the hands of
copyists linked to J. C. Smith and the copying is of a high standard in terms of
appearance. As described in Chapter 1, they can contain significant uncorrected
errors; Jennenso6s al so | aseassontketimed contammt e p a |
S 0 me. It is clear that duplicates are nq
collection but were always | acking, as J

many of the volumes and indicates that they have not been losthemjs clear

®Roberts, 6The Aylesford Collectiond, p. 46.

8 Robe t s, 6The Ayl esford Coll ect i-Mpwereinptoragd for. The
the duration of this project because of library renovation and hence could not be viewed.

“Roberts, O6The Ayl e6sfamnghendoppledBct i ond, pp. 51
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consistency between the sets now in the Newman Flower Collection and those in
other locations.

As stated in Chapter 1, any sets of parts f
Opresentationd appear anc e, Smithoaretwithouh scr i bal h
duplicates, lack markingp and contain significant uncorrected erramsmore
likely to belibrary sets thagenuineperforming parts. The use of Dutch red
marbledpaper on wrappers is also common in sets
scriptorium; the combination of this with the above traits is a further indication that
the set originated from thef.A number of sets that matchese criteria and are
probably libraryparts do survive, such as those in the Coke Collection for
instrumemal arrangements of arias frodiroe(GB-Lfom 804) andTolomeo(GB-

Lfom 572), and the sets of arias fr@uipiong AlessandropAdmetocandRiccardo

Primo (GB-Lfom 1283). These correspond in appearance and contents to sets from

the Aylesford Collection anthay be unidentified strays. The first two sets are

stitched into boolets in Dutch red marblepgaper,and aresimilar in appearance to

the Earl of Aylesford's ObookAtalana set s, such
(GB-Lfom 805). The sets of ariasoin Scipione AlessandroAdmetoandRiccardo

are bound into books according to part, i n a
contents are similar to the Aylesford miscellanies such as that preservedlds GB

R.M.18.c.3. Perhaps, as Roberts suggestse case of the nelest set toArianna,

they weregifts from Jennens to the Earl of Aylesfdft The set of aria parts from

RadamistdGB-Lfom 337), and the set for the overture @rando(Lfom 816) may

also be from the Aylesford Collectioalthoughthe Orlandooverture includes

8 Though some sets originating from the Aylesford Collection are covered in plain buff cartridge
paper.

%Roberts, 6The Aylesford Collectiond, p. 47.
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duplicate parts. Another possibilityisthahdt hdés scri bes copied &
preserdtion parts more widely thas mow recorded

The three instrumental parts fibtrionfo della Tempce della Verita(GB-Lbl
R.M.19.e5) and the varioumstrumental and vocaglarts forL 6 Al | egr o, i | Pe
ed il moderatqGB-Lbl RM.19.e.10 and RM.19.b.15emeléGB-Lbl RM.19.e.10
and RM.19.b.3) an&sther(GB-Lbl RM.19.e.10 andRM.19.b.2), are more
problematic. Again these corresgbwell in appearance to sédtom the Aylesford
Collection contain no signs of performance uaagaremostlyin hands linked to
the Smith circle J. S. Smithos-LoRMWMI1Ok.20nasdoap pear s
that of the copyist S&. Redmond Simpson tleerwise known as Séyas the
principal copyist of the parts fd&sther SemeleandL 6 Al | egr o, i | Pense.]
moderatg now in GBLbl RM.19.e.10 RM.19b.1 andRM.195.3.2°

Some of these manuscrigse bound up together in volumes by part, sb th
RM.19.e.10, for example, contains the instrumental parts forA | | Sengelaad
forEstherf(i n a hybrid version that does not <c
i n the same manner .adsweveratheyindngs atkefthe ens ds
standard typdor the Royal Music Collection, and it is therefore possib&the sets
did not enter the collection bound in these grouping®e corresponding vocal parts
for all three of these works, kept at &BI RM.19.b.%3, are bound in boards or
stitched in booklets covered in Dutch red marbpegber, often with handwritten

white paper labels, and are therefore similar in appearance to other manuscripts from

8 SeelarsenHa n d e | 6 s pp\6830sfar iaftrmation on the copyist S5.

8 SeelarsenHandMdsdag p. 270 for information on the cop
assertion that the copyists S5 and S6 may have b
claim that S6 was the oboist Williamlinfeede (see
Ho s p iML B8I3 {1977), 26284 (pp. 2812 82 ) ) . S606s hand matches that

Leveri dge Mache®Mu ssiicgnend 6E. R. Simpslbn scripsitod,
RM.21.c¢.4345; the signature matches those of Redmond Simetite drummer to the Royal
Horse Guards and oboist, that survive in the court recordsibr@aB.C 2/3031 and LC 5/2729.
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Smit ho6s slaterestinglyothei Aylasford collection as it now survives is

lacking parts forSemelgbut does contain parts fesstherandL 6 A | | tlowggh the

Estherparts are for the 1732 version rather than that presented here. Roberts points

out that parts foBemelo r obably never existed in Jennens?o

numbering gstem leaves no gaps for them where they might be expected,;

additionally, it seems that no parts were copied for the Aylesford Collection after the

early 17508’ Thesets in the Royal Music Collectionay, therefore, be
presentatiorsetsthat werecopiedb y S mi t h 0 sfor sate elsewhere.r i u m
Library parts are of value as examples of how a contemporary céopyist
particularly one close to Handielmight prepare oboe or bassoon parts without direct
instructions from the composer. This value is seha limited by the obvious
mistakes visible in some of these parts: for example, the Aylesford viola part to
Orlandoconsi sts al most entirely of rests
according to the score it should double the bas£fir@haw and Dean have both
noted that in the Aylesford parts, as with the Foundling Hoddiésisiahparts,
having both oboes double the first violin is common, even when the second oboe
might easily double the second violin. Likewise, the bassoons gerdwalije the
bass line in choruses and in the tutti sections in arias, even where no oboes are
presenf® As these practices are not always confirmed by sets from afterit. 750,
may be thathey were standard in the first half of the eighteenth century, tigen
Aylesford parts were copied, but not during the second half of the century.

Unfortunately, there is no significant body of performing parts from before 1750

Roberts, 6The Ayl e4ford Collectiond, pp. 42

8 GB-Mp MS. 130 Hd4, Vol. 6(3); see George Frideric Han@elando: opera sda in tre atti, ed.
by Siegfried FleschHA 11/28 (Kassel: Barenreiter, 1969), p. xii.

¥Shaw, O6Handel: Some Contemporary Performance

n the

Partso,
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with which to compare the Aylesford sets, and their value is limited by the fact that
seeminfy most were not copied directly from
for performance us¥.

Two of the surviving cdpiexandfwe@asn delad s
previously part of the Aylesford Collectidh. (The third surviving copy was
produced for Samuel Hellier by William Walond senior in Oxford in the 1750s; see
below)?? Their impotance goes beyond that of most librappies and lies in the
fact that they are not continuo parts, but written parts presenting exactly what the
organ should play, including directions for registration. They appear to be secondary
and tertiary copies of the originabrkingpartu s ed at some point in
performances oA | e x a n d e thdirpreciBeeoatents and the implicatisof
thesehave been extensively discussed in ptinf.he British Library copies both
contain the uncorrected errors that are .
been copied directly from R.M. 19.a.1 and transfers all the errors from that copy;
additiondly, an entire line of music is omitteftom the overturé* The Shaw
Hellier copy was produced around twenty years later, possibly from the first of the

other two>

®See the discussion below on John Mathewsod sets

1GB-Lbl R.M 19.a.1, fols.9d10v andGBL bl R. M 19. a. 1. See Barry Coo
Handel 6s #A Al eMLb8/2(2978),459Fec ast 00,

“GBBu SH 202. See Burrows and Ward Jones, O6An I
#BSee, for example, Cooper¢gThd@h@omp gsaint iPamtamdd Biur
idem O6Who Does What, When?dd; Barry Cooper, O6The S
(correspondenceML6 5/ 3 (1984), 324; Donald Burrows, O0The
(correspondenceML 66/1 (1985), 888;Ho | man, &éThe Conduct2b7tr at the O
Patrick RogersCcont i nuo Real i zat i o¢AnniAror,Hikchghre UM Besédrahc al Mu s

Press, 1990), pp. 56L.

“See Cooper, 6The Organ Partsoé, p. 167.

“Burrows, O6Who Does. What, When?6, p. 119
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Burrows has suggested that these organ parts should be approached with caution.
Direct evidence that they do represent Handel
clearly never functioned as performing parts and the presence of major errors casts
their accuracy into doubt. Some of the speed and registrattvnctionsmay have
been copied on to the wrong movemefitsThe ShawHellier copy provides a
particular example of the risks of misinterpretation by the copyist: Walond
interpreted the instruction 6Fulld in the <ch
registration rathethan the continued full realisation of the chords, and transferred it
on to the copy as 6Draw t hé’ Alditionallp,ét &c. 6 at
is impossible to know whether all the directions were added to the original part for
the one performare®® There are few references to the organ in the score of the
work; and the organ copies do not correspond
continuo practice in other sourcEsHowever, the practice they reveal does
correspond with organ accompanimerdgtice in the oratorio performance tradition
carried into the nineteenth century by Joah Baté® reportedly had heard Handel
play.*?° Batesis said to havaccompanied recitatives and most arias on the
harpsichordand choruses and some specific typeariaf on the organ. Inthe
choruses, heeportedlydoubled the voices in contrapuntal passages but filled out the
harmony in homophonic sectioff¥. This agrees well with the practice of the

Al e x an d earganscople® a st

®Burrows, 6Who Does-l¥hat, When?6, pp. 116
“Burrows, O6Who Does What, When?6, p. 119.
®Burrows, 6The Compositionrland First Performanced, p|]

“Burrows, O6Who Does -8What, When?6, pp. 117

o

WHol man, 6The Conduct2s5r at the Organd, pp. 254

o

YHol man, 6The Conductor at the Organd, p. 255.
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Holman has suggested tha¢ thriginal from which these parts were copied was
produced because of the unprecedented situation of 1737, when Handel experienced
what was probably the first of a series of minor strokes which paralysed his right arm
and left him temporarily unable to pl&® Probably he had not previously needed to
write out the organ part, as he would have played it himself; but having someone else
play it necessitated writing out a fairly detailed and descriptive part. In 1737 there
were performances @& | e x a n dston #6518 &nel 80 March, 5 April, and 25
June® It is not clear precisely when the stroke took place; there is no direct
evidence for the date of 13 April sometimes given. Handel was clearly well in mid
March, as a newspaper report of 17 March recagritie performance adfie day
beforenot ed t hat 6éhis Royal Highness [the Pr
Handel 6s Concerto on?Theearli€trefemencetobisibe r ep
health appears to be in a letter from the Earl of Shaftesbury tesJdarris of 26
April:

I was near an hour with Handel yesterday[;] he is in no danger upon the whole

though | fear [,] or am rather too certain[,] he will loose a great part of his

execution so as to prevent his ever playing any more concertos on the organ

He submitts to discipline very patiently & | really believe will be orderly for the

time to come[,] that this unhappy seisure may possibly at last be the occasion of

prolonging his life. Handel is in excellent spirits & is exceeding thankfull his

desoder[,] which is rhumatick palsie[,] did not attack him till he had done

writing. 6Tis his right arm t*hat is stru

“Hol man, 6The Conduct2dbr7;atS.t Eev e@rsganmdGeoppy. FXS6 dr
Journal of the History of the Neurosciences: Basic and Clinical Perspecif@ed 996), 27481.

193 otto Erich Deutschidandel: A Documentary Biograptfizondon: ,1955), pp. 427, 429, 4339.
194 Deutsch Documentary Biographyp. 429.

195G348/10 in Donald Burrows and RosemaryDunMily s i ¢ and Theatre in Hande
Family Papers of James Harris7321780(Oxford: Oxford University Press, 2002), p. 26.
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The oO6writingé Handel was glad tollhave finish
Trionfo del Temp@dHWYV 46b), which Deutsch claims was finished on 14 March,
suggesting that he fell ill at the end of March or the start of AfrThe Earl was
optimistic in his letter of 30 April to Harris and claimed that Handel was recovering
fast, but a newspaper reportlo# May st ated that O[t] he ingeni
very much indisposdéd, and itds thought with
present no UseolfhehiBsarRi gohft Sthaanfdtée.sbur yoés ne.
May, was that 6 Mr Hwaefl dneughto pday theeharpsiehordt hough no
hi mself which yound® Mhoughtontémporarysepatt®of f or hi mo .
Handel 6s recovery are sparse, with most desc
decades later, it seems that he was not fully recoverdddatbber of the same
year!® It seems therefore certain that he did not play in the last performance of
Al exander 6s F e a gepending oriltire 3ate ha felldlhanezalgo
missed the April or some of the March performances.

There isdispute over precisely what date the contents sugaidsiugh the part
clearly dates from before the published edition of 1738. Burrows has shown that the
contents seem to correspond to the original 1736 version of the work, with the
exception of two momalies: the inclusion of twelve bars which had been cut from
the second section of ORevenge, Timotheus cr

performance, and the inclusion of a cue for

1% Deutsch Documentary Biographyp. 428.

197G348/11 in Burrows and DunhilMusic and Theatrgy. 27;London Evening Pof.4 May 1737),
cited in DeutschDocumentary Biographyp. 434.

198 G348/2 in Burrows and DunhillMusic and Theatrg. 29.

YEvers, 6Georg Friedrich Handel 6s Strokes6, p. 275.
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6Concerto i n ethéstar af Raitd? Howdver, i seems that

Handel 6s original version of Al exander 0s
early 1739, except for the replacement of the harp concerto Op. 4., No. 6. Itis

therefore possible that the organ par¢sloot date from the first performances but

was prepared in 1737 following Handel 0s
problem of the two anomaligsentioned abovelf the twelve bars excised from No.

22 in 1736 were replaced in 1737, this replacementnwamarked into the
6conductingéd score which J. C. Smith had
would not be consistent with the overal/l
were aimed at curbing prolixit}* No satisfactory explanation has yet beeurid

for the aria cue before Part | 1. Barry
del cield inserted in 1737 for Domenico |
the run of performances that took place in 1737 at around the time ofl[Hande st r o k e
as Annibali was only in England for the eight months between October 1736 and

June 1737 However, Burrows has pointed out ¢t}
patway t hrough and not after the cantata ¢
nonsens@ f t he cue 6Cant at aeThiOmoblemremainsacet /

however, whatever date is assigned to the organ part.

see Burrows, 6The Compositilln and First Perform

MBurrows, 6The Compositionrlland First Performance

"2winton DeanHandel 6s Dr amat i ¢ @xfard: Oxfoid trsiversitpy RresdVla s qu e s
1959), p. 651, cited in Cooper, O0OThe Organ Parts

"WBurrows, 6The Compositionrlland First Performance
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The Performing Sets in the Shéilgllier Collection

The parts in the Shawlellier Collection were produced for Samuel H&ll{173684)
in Oxford in the 1750s and 60s, for provincial performances using musicians on his
estate at Wombourne in StaffordsHité.They were copied by the Oxford circle of
scribes centred on William Walond senior (1/683); at least four scribes agsig
Wal ond wi t h!™Hrehlelyi emuésst sheatvse. had some contact
circle, at leastteone remove, because the setddr e x a n d econbass aHuztlaes t
copy of Handel 6s abovg. aAsimpaapart for theRettiy@es c r i b e d
Deum also survives in this collection; this is a mixture of shsigere tastesolo
bassline, figured bass and twstave writterout chorus doubling, similar to that in
theA |l e x a n d eparf indic&tiegahattthis part may also be copied from
Hane | 6 s'own .
At some point during the eighteenth centur)
possession, groups of parts to different works were bound up together into part
books according to instrumetype. There werelearlytoo few of some types of
parts to warrant a volume of their own and so they were bound into whichever other
instrumentbook seemed most appropriate; as a result, some parts intended for use
together were bound into one volume. It is not known when this occurreal, but
numberof the parts would no longer have functioned in performance afterwards.
For example, the 32 pabboks in SH162193 give primarily thenstrumental and

vocal parts for the Dettingefe Deumand. 6 Al | egr o, i Penseroso ed

Mpercy YoungdeldThee ShodeliCeledbrs pp 1%8170.

Burrows and Ward Jones,-946Te others areedesigmate fnon pp. 63 and
DDD, Anon FFF, Anon KKK, Anon LLL (probably the same scribe as the previous) and Anon MMM.

116 GB-Bu SH 171.
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but also include partet 6 Zadok the Priestdé; a trio by
and wellknown marches froBaul( t he 0 De a dJudas$Maccabladus a n d
The horn and trumpet for the Delhirch are both bound in one volume, as are the
flute and 6t y mp thepayers miglt bavegniemopisedtseir attsy
That the same happens in the partdfar A | lis@&ay meocessarily a problem,
because the horn is never used in the same number as the trumpet; likewise, the flute
and the drum are not used together. Howevwaving the chorus soprano part in the
same volume as the solo soprano part (which also included the choruses) would have
made one of these impossible to use. Any performances, therefore, probably took
place before the volumes were bound up.

As with the parts in the Aylesford Collection, many of the sets in the Shaw
Hellier Collection show few or no signs of performance use; they are in remarkably
clean and good condition. However, the sets contain substantial numbers of
duplicates, indicating atéest an i ntention to use them
letters to his agent and organist John Rogers contain references in 1767 and 1768 to
rehearsals of a Te Deum igtunclear whether this is the Dettingen Te Dearm
Pur c el |,asyparts frtbdisumvige in the collection) and dfessialt!’ A
performance ofudasMaccabaeusatleast, must also have taken plaas the set of
parts (GBBu SH194224) is significantly marked up, including correction of wrong
notes and text underlay; added dynanaind solo and tutti markings; and the
deletion of two numbers.

The set fordudasis dated 17 June 1761 at the end of the cembalo part, probably
by the copyist. Itis a large set, containing 28 parts in its current state: 21

instrumental and 7 vocallhese are bound in bk®together with the equally large

"Young, OHdiier Clidctaomd, pls2. 161
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setforAl e x a n d e thépsrts Bfevlaich appeanused. Badh the principal cello

and theaéGommt parB i ncl udAl &xhaen dwhrod se Feassst | i n

including all recitatives, althah thethird bass part aripienobassi does not
include the secco recitatives. This seems to imply that the basd time recitatives
was reinforced by a sixtedoot stringed bass, as well as being played on the
harpsichord and principalcello. #& i bl y t hi s was simply a
the copyist was the experienced William Walond senior, for all but a few pHges.
Also, as several of the paiteludethe names of the singers John Beard, Caterina
Galli and Hisabetta de Gambarini, all @hom took part in the first performance of
the work in 1747, these parts may have been copied from the original set.

An inscription on the title page of the traversa prima parAfore x ander 0 s
indicatesthatthejoint set forthiswork andJudasis completeexcept fora missing
second bass vocal parThere is no direct evidence of part sharing in these sets
between elter instrumentalists or singer€onfisingly, the solos for both the
Israeltish Man and the Israelitish Womare written mto the Canto Primo book,
though apparently it was anticipated that the Canto Secondo singer wouldesing
lower part in the duets betwetrese two characters. If instrumental parts were
shared, this would indicate an orchestra of around twelve violirg two violas,
two each of cellos and double basses plus a couple of ripienists (it is unclear whether
on cello or bass), plus two each of flutes, oboes, bassoons, horns, trumpets and
timpani. Some of the wind players may have doubled patt@ugh he flute parts
are not written ito the same books as the oboesgadnst this would be only eight

singers, or perhaps sixteen if paharing was the norm for vocalists in Wombourne,

8GBBu SH 213:; see Burrows and Ward Jones, O6An

copyli

Feast

Il nvent
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which it wasapparentlynot in the capital. Holman has suggested thatsingers
would have stood in front, which would have alleviated any balance probtéms.
Hel |l ierdés parts to t heBulbhawidedidr 12¢16T)onat i o
are bound in boards covered with Dutsbcade paper (lllus. 4.1a), though most of
the foiliswornaway®> On some of these examples the
| OHNN . MI CH6 can be made out on the edg:
indicating the maker Johann Michael Munck junior of Augsburg, one of the best
known of the Augsbuy papermakers, who was active until around 1761 The
paper on one volume is signed O0AUG. BEY.
S.CM.N3 6. &2 Sintdn Haichele was another Augsbpapermaker of
importance who was active between 1740 and 1750; venwit is known that some
of his plates were taken over by Johann Michael Munck after his tféatihe use
of these papers probably therefore indicates a binding date in the late 1750s or early

1760s.

See Hol man, 6The Cond@ctor at the Organé, pp. 2

0GB-BuShawHe | | i er 131; Wolfe, 6Calico aMablesi |t Pape
Paper, pp. 2223. Adescription of the process is given in Haemmé@ietpapier, pp. 8090.

121 GB-Bu ShawHellier 138, 139; Haemmerl8untpapier p. 126.
122 GB-Bu ShawHellier 156.

123 HaemmerleBuntpapier pp. 108, 120.
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4.1: Embossed brocade paper covers by Augsburg makeis) with some of the
gilding intact (GB-Bu ShawHellier 131); b) made by patching two pieces
together (GB-Bu Shaw-Hellier 130); c) partial signature probably of Johnn
Michael Munck of Augsburg seen under ultraviolet light (GB-Bu ShawHellier
138). By pemission of the Cadbury Research Library: Special Collections,
University of Birmingham.
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The scoref these anthems is covered with a wekserved example of the red
pastepaper similar to examples in the records of the Moravian aamtgn(lllus. 4.2;
see Chapter 1f* As the paper corresponds so closely to the Moravian examples in
colour and design, it is possible that these papers also originated from Fulneck; if so,

the volume must have been bound after 1766.

4.2: GB-Bu ShawHellier 68: red pastepaper cover, pattern produced with a
narrow comb and fingers, probably after 1766 (by permission of the Cadbury
Research Library: Special Collections, University of Birmingham).

Other EighteenttCentury Performing MaterialsforHad e | 6 s Wor k s

Handel s popularity is evieghthgenturyi n t he nul
performing sets fohis concerted music that hame link to the composer himself.

Among surviving eighteeribent ury set s t hat were not pé

124 GB-Bu ShawHellier 68.
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collectionsof their own music, he is the mestpresented composebuch Handel
sets are of value fahe light they shed on contemporary performance practice,
particularly in the provinces. They also give information on the spread and
popularity of repertoirand details of actual performances, such as the names of
participating musicians. The practice they indicate is generally consistent, in that
soloistsb6 parts al s osiggadfpadshating by siogerdqutuses; t her
frequent signs of shamgnby instrumentalists.
A set of eleven vocal and twenty instrumental part&fther now in Durham
Cathedralcontainshe names of a number of London singers, but does not seem to
originate from theré? Those named are Giulia Frasi, Isabella S@iatown as
Isabella Young before her marriage in 1757), Thomas and Joseph Baildon, John
Bear d, Robert Wass, and a .s.iong efrorwhwhsoem nRaonibee |
Denham is a possible candidaté These names apparently relate to use of the parts,
raher than having been transferred from the ¢
covers, rather than appearing in the song titles, and the singers are not in any case
those from the workoés first performance. Th
Cannas version of 1720; yet the parts date from several decades aftgf this.
It has been noted by Crosby that the possible-fran@e for this performance is
guite small, as Isabella Young only became Mrs Scott in 1757 and Thomas Baildon
died in 1762t?® However, the parts do show signs of having been used more than

once. Newspaper advertisements exist for performandestioérin Oxford and in

125 GB-DRc MS D15.

%0liveBal dwin and Thel ma Wil son,GMO[domessed)22July) : | sabel | a
2014].

127 Crosby,A Cataloguep. 57.

128 Crosby,A Cataloguep. 57.
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the course of the Three Choirs Festival and other festivals in the provinces, using
some of these performer&or example, Beard and Frasi appeared with other singers
in an Oxford performance on 3 July 1759; and Beard appeared in Bristol Cathedral
on 6 August 1760 in a charit ¥ Bemdahdr manc
Frasi seem to have both appeared IHtat same year in Gloucester as part of the
Three Choirs Festival on 10 September, again conducted by Philip Hayes; the other
principal singers are |istet fasmilaChampnes:
performance took place, again involving Frasi 8eard, in the Three Choirs
Festival of 1761 in Worcester, on 2 SepterBérHowever, no advertisements seem
to have appeared in the London press for a performance with this combination of
singers. There is no record of how the set was acquired by m@&hthedral.
The instrumental parts consist of four each of first and second violins, of which
one part from each is designated O0ODbIl i gatf
obbligato and repieno violoncellos; two double basses, oboes and haens; o
obbligato bassoon; and an organ. This agrees broadly with the list of instruments
given in one of the advertisements for the Three Choirs Festival, which announced
t hat the concerts would be 6by an excel |
Worceser, and other Places; consisting of Three Trumpets, Two French Horns, one
Pair of Kettle Drums, Four Hautboys, Four Bassoons, Two Double Basses, Violins,

Violoncellos, Tenor Viols, *ahedart€dror us o f

1296 N e viendlgn ChroniclgLondon), 1416 June 1759, Issue 385lassified Ads.,
Whitehall Evening Pst or London IntelligencefLondon), 2224 July 1760, Issue 2239.

130 Classified Ads.L.ondon ChroniclgLondon), 46 September 1760, Issue 577. The oratorio
included 6an additional Song, Duet and Chorusd b

131 Classified Ads. Whitehall Evening Post or London Intelligen¢eondon), 811 August 1761,
Issue 2403.

132 Classified Ads.L.ondon ChroniclgLondon), 46 September 1760, Issue 577. It seems from the
wording 6The whol e by an ehecoadertsamd hot jbsatimedlésing hat t h
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clearly not completeas the organ part is silent throughout a large proportion of the

work, playing as usual only in the symphony, chorusesaerdria 6 J e ho v a h

crowndéd with glory brightoé, but no- harpsicho

sharing in the bassoon pattleast, which contaire split linein someplaces. The

parts show signs of reuse, possibly more tha

60 Jordan sacred tideo, cetairsomemarkiyposed down

by the performers, such agthencil addendum in the first horn part, for F horn, at

the head of Hhgo olnd:didrle8c tilsy ibnutG first tooch
The two viola parts in this set may not derive from Handel, and as such are

dismissed by Howard Serwer as urable and norauthentic. However, viewed

from anotheiperspective, they are authentic and interesting examples of how a

contemporary might supply such parts when violas were available but no parts were

provided by the composét Both violas double the bassthe overture and in the

tutisections of the arias, being silent when t
gueendé the viola is silent in the middle sec
choruses, the viola | iweest haer eGorb roef closnrpa eelxé.

viola doubles the first tenor until the last six bamsyhichthe tenor is silent and the
first viola thereforedoubles the bass; the second viola generally doubles the second

tenor but switches to double the alto in @& and the first tenor in bar 9. The first

viola part in 6Shall we of servitude compl ai
of |l graetdh this time it doubles the alto |i
concert,Messiah A similar advertisement was printed for t he

that year confirm that his ensemble consisted of 63, consisting of 26 singers and 37 instrumentalists.
See Simon Eighes,The Lives and Works of William and Philip Haysew York: Garland, 1995), p.
270.

133 Georg Frideric HandeEsther: Oratorio in Six Scenes (1. Fassung); HW¥ 0. by Howard
Serwer,HHA 1/8 (Kassel: Barenreiter, 1995), pp. xvii and 192.



189

the first viola part does not doulae line throughout, but switches continually

between the first and second tenor parts: it doubles tenor two in bar 3, tenor one in

bar 4, tenor two in bar 5, tenor one in batB5 then the bass in bars-18. In

6Save us o0 | or d$éthetfilstaendr apartsfrom baridpowhere itd o u b | e
switches to the second tenor, and bard42where it doubles the instrumental bass.

Not wit hst andi n,ghe @darpavrts mandactb i 6aonhent i co
Handel 6s own v itbréeaut pf the four numberg forwaich hd o r
composed one: O0Jehovah crownedd6/ 6He ¢ o0 me:
and 6The |l ord our enemy has sl ainod. On |l
i's Handel 6s own vi o Vi@a ppris that are ogpnstoucteeld 1 n f a
similarly to the chorus viola parts described above. It has long been acknowledged
that viola participation ifcstheris problematicfor the majority of the work the
instrumentis absent even from the numbers reused fileeBrockes Passiothat
did originally contain violapefore suddenly appearing towards the ¥AdThis
probably reflects the composition of the orchestra at Canfamshich the work
was written: the ensemb&®ntained no violas in 17178, the probalel date of the
first version ofEsther The workwas apparently first revised during 1720, by which
time violas were present at Canndfislt is unlikely that Handel would have
expected the viola player, once present, to sit silent for the majority ofatario
before participating in four numbers in the last two scenes. It is more probable that
he expected the copyist to extrapolate a viola part for the numbers which lacked an
independent viola line, much in the manner of copyist extrapolation ofarboe

bassoon parts. The anomaly of o&6Virtue, |

¥ Graydm Beeks, o6Handel and Mu SBach Hdndel Scarlate Ear | of C
Tercentenary Essaypp. 120.

¥Beeks, 6Handel and Music-20or the Earl of Carnar
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caused by a copyistdos mistake. The parts ar
oboe and bassoon parts survivinghe Foundling Hospital set fddessiah
The jointsetof parts and companion scoffe® rh e6 TKi ng shall rejoiceb
DettingenTe Deum held in Durham Cathedral, is of particular interest because of
the information it offers on the cost of copying. The sehtaining ten vocal and
fifteen instrumerdl parts in good conditionyascopied by the professional scribe
John Mathew, who included detailed lists the scorgiving the breakdown of the
production cost$®® A date on the canto primo part indicatkatthe set was used
for performance in 178Klthough Crosby notesthatth bi nder 6 s mar k sugges
scorewas bound duri ng Ma tTheesenuwdi thareforeelater n Sal i sbur
from before 1764nd has probably been used in more than one performhidnad
ten of the vocal parts listed havenaued, but two of the instrumental parts (one
violoncello and one first violin) are missing. Interestingly, the set contains first and
second parts |l abelled o6Clarinett, e Cornobd,;
transposed duplicates of the trumpatts, to be played on D horns or D clarinets if
trumpets cannot be obtained. At first sight there seems to beesatheace in the
treble parts thadome of the more difficult sections were sungalsynaller group of
singer s: i nsChorst2 | Ornesb Isauxchh ampp &ar . agai nst se
On closer examinatigrhowever, thesappear to refer only to whether there are two
treble lines in any given movement, or only one.
According to the list, a separate keyboard paxter existegthe evwdence is
inconclusive as to whether the score or the principal violoncello part may have

functioned as such. The principalcellogarté The Ki ng shalrdd, rejoi ced

136 GB-DRc Mss A32 and D7.

137 Crosby,A Cataloguep. 22.
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but the same part for tAee Deum is more heavily figad than the score. €&rscore
of6The King shall rejoicebo, however, give:
start of O6Thou shalt give him everlastingt
part gives only rests. The most likely solution is that an organisegtrgm the
score for both works, but another keyboard instrument, perhaps a harpsichord, shared
the principal violoncello part with the cellist, in the Te Deum at least.
The detailed list of costgiven in the score for materials and copyingsée
(NMNlustration 4.3) serves as a useful benchmark against which to measure the cost of
other sets®® According to the list, the breakdown of coststfue entire setvas as
follows: it comprised one score of 154 pages, &@d/ocaland 17 instrument part
stitched into bookletsontaining a further 327 written pageshis required 121%>
sheets of Royal music paper bought atdl}ser sheet for a total cost ofsl3d.
(each sheet was quartered to give four leaves).48heavritten pages wempied at
acost of 1¥d. each, giving a total copying cost of £3.182d. About the binding,
Mat hews is slightly | ess exact (6The Bi nt
about of 3/ or 3/6, but suppose it only-& ) . He gives the follov
about the covers of the individual parts:

For Thirteen Sheets and a half of Cartridge whited brown Paper (to make
covers to the abovementioned single part Books allowing %2 a Sheet to each
Book) which cost me one halfpenny each Sheet---------------mmmmmmemmeee

The total cost of the entire set for paper, copying, covers for the parts and the binding
of the score was, therefore, £3s18 %d. It is difficult to translate this into a
current value because of the alteration inrtHative value of goods in the

intervening time. To put it in context, however, this was roughly the equivalent of

138 GB-DRc Mus. MS A2, fol. iii.
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eleven weekso6 wages f or 'BlIfithizisrepiesentdtved | abour e
of the cost of a set of manuscript parts in 1764y there luxury goodby the
standards of the timelLuxury goods were more expensive, comparatively speaking,
than they are today; the same money would buy around only 4 yards of rich
brocaded satin or 2 to 3 square yards of carpet depending on quadityuad 0.874
0z (just under 25g) of fine gold, calculated from the estimated London market price
in 17632° 25¢ of fine gold is currently selling for just over £630.
Other sources of information indicat®at the cost of copying was normalyen
higher. A second score by Mathewsntainingsimilar data, the copgf Messiah
hel d i n Ma, Dglnpgsesthe dost of copying@dté pence pp Leaf f o
Paper &, ceompardad ionhgtdf the Durham score and parts which equates to
justover3%d.perleaf**J. C. Smithoés scripdpmerium apparer
copied page (that isd6per leaf) earlier in the centut§? The account books of the
Shaw Singers, a small society giving performances of Handel oratorios in Lancashire
that operated oside the mainstream in the psalmody tradition, demonstrate that it

was paying aroundd® per copied quarto leaf in the mild@70s, a higher rate than

139 Calculation based on the average weekly wages for an agricultural worker in the Salisbury area
(within 110 miles of London) estimated by Arthur Young in AiSix Weeks Tour Through the
Southern Countie@d. edn, 1772), quoted in Elizabath Gilboy, Wages in Eighteenth Century
England(Cambridge, MA: Harvard University Press, 1934), p. 39.

M0 jza Picard, O6Appendi x: CoBt dbdédhmhs ofdndpnL Cudomrncy an
Phoenix Press, 2003), p. 296; L. H. Officerand S.H. Wii amson, 6The-Price of Gol d,
Pr e s dleasuringWorth2014, http://www.measuringworth.com/gokdfaccessed 12 June 2014].

141 £604.85 £637.48 for 25g calculated on 11 June 2014, via prices akilib
<https://www.bullionvault.com/golgrice-chart.do> and Gerrards Limited (calculated from price for
209)
<http://www.gerrardsonline.co.uk/sell_soverigmugerands_fine_gold_bars_rates.htfaccessed 11
June 2014].

“2RL-Dm Z 1.2.26, cited in W. Shaw, FKLU38BA@piMathewsos Ma
1958), 101117 (102).

143 GB-Lbl Add. MS. 31067score td_a Didong, front flyleaf and fols. 1508 51r.


http://www.measuringworth.com/gold/
http://www.gerrardsonline.co.uk/sell_soverign_krugerands_fine_gold_bars_rates.htm
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Mat hewsd i n t*hRe ggarmki mege cMadtehews 6 figures,

mind that his calculationdearly did not reflect actual costse performed all the
copyinghimself, and the scoresd parts concernddrmed part of his personal
library. (The Durham sets appear to have been sold by him before he left that city,
but this clearly took place soriene after their original production). h&
calculations on both scores appear to have been added retrospasctmelyears
after copying possibly in the course of attempts by Mathews to assess the value of
his library. This might suggedt h at M aeatcula#ionssobworth were at his own
6cost 0 rparposes of feplacemert, @and migbt reflect the amount he
charged to customersWhether this is correct is difficult to determine from the little
i nformation that s ur \Vactwityas acopyisM Otfetleeww s 6
survivingscore copied bhim, of Hercules(HWV 60), contains a noteecording
thatThomas Bever paid £19s9n 1771for the score and its corresponding parts
andfor a companion set f@aul'* It is not recorded Wether Bever dealt directly
with Mathews or whether the sets had passed through other hands first; or what the
rate of pay equated to per ledf.is difficult to calculate this, because no information
survives about the missing set eaul However the total number of leaves in the
set forHerculesis remrded in the surviving score 4652 pages (526 leavesit 6d.
per leaf, this would accoufdr £13. 3. of the £19. 8 paid by Beverbut at
Mat hews & e arpekrileaf (1% d.pdr pagehid wodld equate to only £4.
7s. 8d. of the total.

Anotherscore andet of part$ thirteen vocal and seventeen instrumental

copied by Mat hleshsalsokuwvives i ®urtthm Cathedral

144 GB-Mp L201/4/1/1.

145 GB-Lfom 1266 (score foHerculeg, note on endpaper.
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although it | acks egmguctioncossamdvedue’f Againion t he set
seems likely that this set dates from the 1760s, though it is not known where it was
used. The parts again show signs of wuse, su
the vocal parts; and signs of sharing in taedmon part, which contains both first
and second bassoon | ines. Similarly, the 06V
the third violin part for some numbers, and
6tenor violab.

Again theJoshuasé containsno keyboard part anitlis unclear whether thecore
or the principal violoncello part may have fulfilled this function. The principal
violoncello part might havdone s given that it contains the entire work, including
figured recitatives, lthough the other movements are not figured. However,
directions in the scor e siusehn zaas GoBnatsrsao oBnass seo
likewise suggesthat it might haveso functionedand that a double bass player

147

might have shared it with the keylsdgplayer™" These were apparently not

instructions for partopying, aghe score lacks other such instructions that should

have been similarly necessary regarding the cello parts.tt he aria 060 first i
wi sdomd, for exampl enotnardd onthagtate atthought i sect i on
the parts show that the second cello was silent during the vocal sedti@snclear

whetherMathews used his own judgement in determining how parts were to be

copiedin such situations, as appears to have been ndomeighteentkcentury

copyists, or whether he had access to another set of parts as doteoestingly, an

organ part for O6See the conquering hero come

is instructed to be silent for this number.

146 GB-DRc Mss A24 and D8.

147 GB-DRc Ms A24, p. 78, No. 16.
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Mathe ws 60 sHew@ulescontains a detailed list ¢fie partsin the set bought
by Bever, although none now survi’&. The missing seapparently conformeih
numbers of part&lthough not in numbers of pagégsMat hews 6 ot her sur
sets having congted of ten vocal and fifteen instrumental parts. Again no keyboard
part of any type was listed. All three of these sets suggest an ensemble of thirteen to
seventeen singers (three to four each of first and second trebles or sopranos; and two
or three eeh of alto, tenor and bass, includitige soloists) against around 26
instrumentalists (four first and four second violins, two or three violas, four cellos,
one double bass reading from the scéoatr oboes of which two doubled on flute,
two bassoons artvo trumpets and horns, plus timpani). Again, the instruments

outnumber the voices.

148 GB-Lfom 1266.
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4.3: A list of parts produced for the joint setfort he o6 Detti ngend Te Deum
060The King Shall Rejoiced, -DRaMdMus.fA32) ohn Mat he
fol. iif). By permission of the Chapter of Durham Cathedral; image copyright.
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A particularly interesting set of partsforaw k cal | ed OHsnowel 6s |
in the Royal Music Library, although it is not known how the set entered this
collection’*® The work is in fact an arrangement
mercy upon meo6 (HWVY 248) with interpol at
despite the implicatioof the title The only performance of this work | have been
able to trace took place intcteo ur se of a 6Concerto Spirit:
composed by Mr. Handel 6 as part of the L
Royal in the Haymarket on 3 March, 1773.According to the advertisement, it was
ONever before per f dhecoacrtdonsistgd ofah avertare; Par i
the o0Dettingend Te Deum; and a violin sol
consisted of the 6Mi sdist®salen) QdmposedDferthe , &c .
Duke of Chandosé6; fol |l owelohndrWiliamMahoa.r i net
Part 111 consisted of the anthem 6Sing ul
Chapelroyal, for the Nuptials of their late Royal Highnesses the Prince and Princess
of Wal es®d.f thlee Gtphstsdyexplainedby thadt that two
performances entitled 6Concerto Spiritual
included Miserere settings by Pergolesi and Galtippihat thepartssurviving in
the Royal Music Library wergndeedused in this performance ssiggestedby the
names of the singetkey contain 6 Mr s Smit hé and theMi ss Har
newspaper advertisement dowd recordthe names of the soloists, thacaroni,
and Theatrical Magazineonfirms that Miss Harper and Mrs Smith were part of the

team perfoming at the Haymarkdor theLentof 1773, along with Galli, Vernon

*9GB-Lbl R.M. 19.b.4 and R.M. 19.e.3.
150 Classified AdsMorning Chronicle and London Advertisgrondon), 1 March 1773, Issue 1177.

151 News, Gazetteer and New Daily Advertisgiondon), 27 March 1772, Issue 13 448&ws,
Gazetteer and New Daily Advertisguiondon), 3 April 1772, Issue 13 446.
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and Merediti® Unf ort unat el y, as -gafdenhasmetwihl e not ed,
but indifferent success,the Hayar ket wit h scarcely any?o, on a
that both were compeig against Elizabeth Linley at Drury Lane.
The instrumental parts may have been reused, as a solo that was originally
intended for clarinet presumably to be played by Mahbrvasreallocated to one
of the first oboists. However, the vocal partsrebt seem to have been reused;
possibly the alterations in the instrumental parts were made for the first performance
after the parts had been copied. I f the 06 Mi
failure of the 1773 season at the Haymarket was reséiple for this. The set is
probably incomplete, as it seems to lack the proper number of bass parts. The vocal
parts consist of one each feirs Smith and Miss Harper plysincipal alto, tenor
and basgarts which would correspond to theam of solasts listed above. In
addition,one each of chorus soprano, alto, tenor and bassspavise, indicating
that the theatre chorus may have been quite sriak instrumental parts consist of
four parts each for first and second violins, numbered orautoirf each case; single
unnumbered viola and bass parts; two parts each for horns, trumpets and oboes; one
bassoon part for the first and second bassoons; and a timpani part. The set lacks a
continuo part and presumably several additional bass péihtsyghit is impossible
to tell how many were originally preseals the sunving bass part is not numbered
That the instrumental parts were shared is confirmed by the presence in the first oboe
book of both first and second flute parts. The most isteng feature of the set is
the soprano part used by Mrs Smith, in vhibree cadenzas (one of which was then

discarded) have beewtated in pencil, probably by Mrs Smith herself (Ex.4.4

126St at e of Naocaeoni@ndarheatrical Maggine( London, March 1
t

72) . 6 Mr
is clearly a misprint for O6Mrs Smithd in i s

7
h articl
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4.5)12® These are rare and stylish examples of a type of ornarizentaat was

rarely written down.

4. 4: O06Behold | was shapen iMi swir@fkneadnessod

phrase, original version (voice and

notated cadenza (GBLbl R.M.19.b.4, fol. 76r.).

Hu b il - In) |
. o AT ) | | I R P T | | I
Mrs Smith Hew—r—%—% 3 1 ! i 7 — i JP f i 2 i
ij f [
And I shall be whiter than  snow
n » . £ ” o . ) |
)7 L) | [t 1 9] | | I | T | |
BC A Hy—¢ 1 ! = F— T - — » i I
S 3 ! I | { & I 1

bass

Mrs Smith
I
T D ] .\'-;I.\F-' o i A I —

e e F===
456Thou shalt open my | ipMiGel@fmdl® fr om ¢
phrase, original version (voice and bass
di scarded cadenza; <c¢) Mr s(R8.u0ibidHoh 83r.)r ep | ac «

H 1 o) I |
. |y r T —1 ]
Mrs Smith #E&IE@, - i — — & = i
b.\/ > N — | I ! e—— ‘ I 1

My mouth shall __  show thy praise

Y% F‘ i Q - > i 1
BC B4 1 ! = o ® = i I
V_f T T [ 1 | B i ! 1

Mrs Smith

BC

153| am grateful to ChrimpherRoberts for preparing the music examples.
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Mrs Smith

3
My_  mouthshall. show thy praise

0 et i o T i
BC = F | :

A large set of insumental partgontaining a revorked version of the
6Dettingend Te Deum survives in the Rowe Mus
A. H. Mann in 1896 from a Dublin bookshop. In the version presented, the Te
Deum is preceded b ytifiediby JohOstoee as vensiend®fthree B b , I de
movements from the 6Concertd ManmMdsxander 6s
assumption that this represents a version prepared by Handel himself, incorporating
new revisions made by the composer, is clearly falsengesti a mistaken belief
that the paper must dattberdcompasitionafawoekl 6s | i f et
couldin any cas®nly have beerarried outby the composer® The set is
incompletei none of the associated vocal parts survive and some woistinemental
parts are missing but the numbering system on the wrappers indicates to some
extent where the gaps lie. In its original state, it probably consisted of around
twentytwo parts: four each of first and second violins, at least two violathaee
basses plus two each of oboes, bassoons, trumpets and horns, and a timpani part. If
parts were shared, this would indicate an orchestra of almost forty players. A list on
the inside of the Violino Primo No. 2 part, evidently made while copyingsih
progressif includestheentry ot her | nstruments wantedd), giwv

missing vocal parts: four cantos, six altos, seven tenors and seven basses. This

GBCkc MS 105; see H. Di ack The Handelsnstiure®ewstér Handel Revam,)
25/1 (Spring 2014).

155 His method of dating of the set, described in the preface to his full scor€KGBIS 104), was

based on the belief that all paper with the LVG watermark must belong within that period. The style

of the alterationsdoesnotsp or t t he view that they stem from the co
Revampedo) .
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indicaes a singing groupf around 28 (if the top line consisted of boys shapadgs,
as implied by the relative numbers); again, therefore, the orchestra was bigger than
the choir.
Johnstone has put forward a strong argument that J. C. Smith junior was the
arranger of the work. This probably took place in the 1760s or 1@/, er Hand e |
death but before the autograph manuscrggeminglythe only possible source for
one of the interpolated numbers, entered the Royal Music Libtadyis not known
for what event the set was produced: nothing in the set links it todralsart from
its discovery in that country. However, it bears noticeable similarities to the set for
Ha n d sokallesio Mi serered described above. BotF
originals with interpolated numbern® a style indicating a date in tkster part of
the eighteenth centuryThe setindicate similarsized and similarhcomposed
ensembles Thepartsbear similar numbering systems, with each violin part being
| abell ed 6Miserere &c: °bhy2d&dandBehent/e Vigenh ik
Violino Secondo /R 4 6 o rntesestingly theaadvertisements for the
060Concertoi 8pwhi that Bé 0 Mi,sleinmfactstatdthavas per |
Part | consisted of an overture followed by the Dettingen Te Ddumay be that
bothsets were used on this occasion, in which case, they give interesting information
on size of the orchestra of the Theatre Royal in the Haymarket for the31s&&son.
The existence of these sets perhaps indicates that J. C. Smith junior was arranging
pasticcios for the Haymarket Theatre Royal during this season, despite the fact that
his own oratorio season at Drury Lane was in competition with them.
Al exandewadss tFheeasanl|l y one oighedihatsedticetyd s or &

during the compass r lileime. This has led, as Burrows has pointed out, to a

jJjohnstone, 6Handel Revampedo.
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relative lack of manuscript sources for the
versions, as the printed score fulfilled the usual distributive function of manuscript
copies'®’ The existencefm published score musth® been a fasct or in th
popularity, along with & subject matter, which made it suitable for Caecilian
celebrations. In turn this probably explains skhevival ofa larger number of
eighteentkcentury performing setsfdA | e x a n d etrhdbasn Ffecarstany of Hande
other works.
The earliest swiving such set is probably the fragmentedtsst in Durham
Cathedrabndoriginating from Richard FawcettCrosby dates it tentatively at
around 1738however, it has clely been used more than orié& There are
probably parts missing from the vocal set, which now contains two canto primo parts,
one canto secondo, one contratenor, two first tenors, one second tenor and a bass part.
The contratenor part carries the nam@ovvell, a wellknown Oxford singer, and a
cue in one of the instrumental parts seems to indicate that Philip Hayes was the tenor
soloist™*® The instrumental parts are in a confusing state, but include eleven whole
parts and ten further fragments, incontphg copied parts or parts to individual arias.
The Oxford performances apparently included at least four concertos, although these
might not all have been performed in every performance. Some of the parts for these

are written into the main parts, whithers are contained in separate sets in the

Durham collection. For examplesat of fifteen pets forthe Concerto Grosso in C,

“Burrows, Handel and Al exanderdéds Feasto6, p. 254, not
158 GB-DRc Ms. E 20. See Crosbd,Cataloguepp. 678.

19E20 (iiy/4.
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in a folder |l abelled 6Concerto for Violi:i
hand, seems to belong with the main'§&

The instrumental parts include a number of names of performers, though it is
clear from the deletions that these refer to more than one performénedvichael
Festing named as principal violinist at one performance may havetieson othe
violinist Michael Christian Festinif* Two oboistsare namedas Par ke 6 and 6L
6Parked is probably John Parke, though c|
after 1738. Lowe at leastsodoubled on the transverse fldf8. At least one ofhe
bassoonists seems to have doubled on the oboe, since one partial bassoon and
violoncello part instructs the player to take the oboe for the tenor accompagnato
6Give the V¥mMpeerepartdfdd@bus | ong agod wer
transversdlutes.

Another small set of partsfévr|l e x a n d e cledrky copiedalisettly from the
1738 print,survives in the collection of Durham Cathedf4l.All bear the stamp of
t he Lord Cr e waexXssng hharigable ttust set up in B7Btithie |
benefit of needy clergy in accordance with the will of Nathaniel Lord Crewe, Bishop

165

of Durham.> Allarealsoi nscri bed o6John Shathgithey Tr i n:

wereoriginally the property of John Sharp (172392),apparentlyacquired wiie

150 GB-DRc MSE?20 (iii).

lEl i zabeth M. Lamb and Mel ani e GMOjaccessedi@3July o6 Fest
2014].

Roger Fiske et al, oOPar ke GM®[accekskd 23 Hily 2014]. e f a mi |
elder Parke was born in 1745 and thenger, William, in 1761.

183E20 (ii)/8.
164 GB-DRc Ms. M172.

%sSee 6Lord Cr atpdvovs.loddienvescharify.drg.ukfaccessed 23 July 2014].


http://www.lordcrewescharity.org.uk/
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Sharp was in Cambridge between 1740 and $¥4&harp who later became
Archdeacon of Northumberland and a canon of Durham Cathedisla merber of
the musical Sharp famifff” Hebecame atrusteeoftheor d Cr ewe ds Charity
1758;the charity lateacquired part of the Sharp family library, which included
some music manuscriptamong which was presumably the set under discu§¥ion
As the Sharps are known to have dddmired Hand
in concerts in Durham, theet may hae been used either in conter at home by
the family, which apparently containedough musical members to mount a small
scale oratorio performance without much outside K&lpn its current statehe set
containsfive vocal parts, two oboes, one sedorviolin, one viola and one
violoncello part; but an inventory taken on
volumes have gone missilf. Some of the surviving parts are heavily damaged,
but they seem to show some sighpeifformancause.
Thesurviving performing sets and records of the Shaw Society of Singers or
Shaw Club, a small group operating between 1741 and 1883 in Crompton and Shaw,
Lancashire, indicate that this society was performing Hao@dbrios from the
1760swith instrumentaforcesthat were smakven by eighteentbentury
standardd’* This is not surprising: aalreadystated, the society was not initially

part of the mainstream performing tradition, but instead grew out of the psalmody

156 See Frangoise Deconinékr os s ar d, (19Zh782), ghurchiobBngland Clergyman and
Charity AdObDNB[acsesseda28 July 2014].

1%7See DeconinéBr ossard, 6Sha@a®p)dJohn (1723
®sSee Crosby, o6Private Concertsd, p. 64.
¥Crosby, O6Private Concertsbo.

10 Gloucester Record Office,3349, Box 52, cited in Crosbg, Cataloguep. 86.

"The Societyéds | ibrary sur vi iMens thacepyinghegzordd&d aw Cl ub Co
in GB-Mp L201/4/1/1.
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movement> The soci et yroasr ywuirwvdlvi chegs lpadrtial se
concerted workgnostof which are oratorios. All parts were copied either from the
published full scoré the societyo f t en appear edinthe 6 Shaw Cha
subscription lists for thegeor fromthe publise d set s of OFavourite
oratorios. The standard set of parts copied was violin 1, violin 2 and bassoon,
together with a vocal set of single copies of treble, cetetmar, tenor and bass. No
lower string parts were initially copied. Latéwe sets were supplemented with viola,
drum or trumpet parts; a drum part flmshuawas copied in 1776, and trumpet parts
for MessiahJephthaand t he oO0ODettingend Te Deum wer e
mid-17771" Cello parts were never routinely copiedthough theaccounts
demonstrate that the society possessed a violoncello from 1779 aatehttere are
some signs in later sets that a cellist shared the bassodf'pddne of the
surviving sets include any duplicates at all; that this was thiginaf state is
confirmed by inventories and copying records. Before 1799, only a few exceptions
occurred to this copying pattern, the principal such being late in 1782. A-larger
thannormal set of parts was copied fisrael in Egypt consisting of thelouble the
usual number of vocal parts and all the usual instrumental parts plus viola, trumpets,
oboes and timparil®> Presumably these were intended for a specific occasion in
1783, but no records of this survive.

The surviving parts contain intesting information on erforming conditions in

Shaw. For examplehé obbligato cellparti n t he aria O6Softly swi

”See Sally Drage, 6The Per f orcréolc8es Oqifibliskadng | i sh Pr
doctoral dissertation (University of Leeds, 2009).

Dates are taken from th&plk201¢4il/e.t yds copying reco
174 For example, the bassoon part&B-Mcm SC13 and GB/Acm SC 8 show such signs.

175 GB-Mp L201/4/1/1 and the inventoiy GB-Mcm SC 2.
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me a s u rAd X ainmnd eig given tr&nspased in the Violino Secundo part,
where it i s headedthdpaftialsd containssimilan t r ansposdédao;
movement | abel | ed! d¢B avidsnbfrom this thaaneither thes 6 d 6 .
bassoonist nor the cellist was capable of playing an obbligatcalineugh the
society had acquired a violoncello by the time these parts wegpied in 1780.The
Shaw Club performers probably shared parts, perhaps betweerihaortwo
players or singers. eéseral of the survivingnstrumentaparts show signs of sharing
and the single parts copied for each vocal line are difficult to rdeomith the fairly
large number of singers known to have been active in the group at any ond igne
possible that the singers took it in turns to borrow and memorise the parts, or that
multiple singers shared one copy in a manner that was appamehtigmmon in
London. A detailed anatonvincing oil painting o group ofthesc i et yéds member s
rehearsing or performing, by the localrica ur i st &6Tim Bobbind (John
1786), appears to provide some evidence of this pracficén the scea depicted,
seven men and one boy stand singing in what must be the west gallery, all crowded
around one large folio volume held by two of the men. The boy, who holds a
flageolet, is not singing and may be there to give the note. It should, however, be
noted that the performance depicted is clearly not of a concerted work.
Severabfthe ® ¢ i estose®and partsarryperformancanarkings however,
markingup is usially minor and careful, givingn indication of the alue the sets
had for the groupnd the care with which they were treated. Care must be taken in

assessingll performance instructioria theseparts as Edmund Cheetham, the

176 GB-Mcm SC 7, pp. 18 and 27.

"6Choiré, by John Collier (6Tim Bobbiné), Rochdale A
Rochdale. The painting was acquired in April 1907 with another watercolour drawing of a singing

group, both of whiclare said to depict the Shaw Singers (card catalogue entry 97, April 1907). The

painting is available to view online athitp://www.bbc.co.uk/arts/yourpaintings/paintings/choir

89964> [accessed 26 December 2014].


http://www.bbc.co.uk/arts/yourpaintings/paintings/choir-89964
http://www.bbc.co.uk/arts/yourpaintings/paintings/choir-89964
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societyobs principal scr iwhetendedtoansden e xt r e |
instructionsirrelevanttothe® ci et y 60 s [renrtHe printedasouccedor
example, the reference t oSadist@tferrmtbfoomo 6 i n
the printed score, and is therefore not necessarily evidence that the group performed
the work with a harpsitord. The surviving accounts make no references to the
purchase, transport or upkeep of a harpsichord, suggesting that the group did not
own one. However, the cues added in red ink in the Violin Secondo part to the
Dettingen Te Deum are cleadgnuineperformance markings, as are the pencil
addenda tohe index of the printed score é&dshua which appear to give revised
movement numbers for the performance of a shortened véréidinere are similar
manuscriptaddenda in the printed scoreJufdas indicating that the score was used
to plan out a version with interpolated numbers from other waksvas practiced
elsewhere in the country during the seventeenth and eighteenth cefituties
i nstruction, for exampl e, ar&ethed €horashé s s . R ¢
Youths from Orfftorio of Joshuab.

The overall i mpression given by the Sha
a willingness to interpret music to suit circumstances and resources; and the lack of
any beliefthatthecomo s er 6 s ver sion was at all sacr

deal of care taken in putting on performances with the small resources they had.

178 GB-Mcm SC 15 and 10 respectively.
19 GB-Mcm SC 12. See, for example, Chapters 2 and 3.

180 GB-Mcm SC 12, score p. 61. | have not managed to trace a recitative from any work beginning
with these words.
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Conclusion

The survival pattern of the performing materials linked to Handel himself is
anomalous when compad with other contemporary English composers, suggesting
thatneitherthe opera or oratorio sets wedespersegdbut kept and lost together. As
the surviving materials are few, the information they can provide is limited. Many
are too fragmentary to bé ose or else are of limited use because of their
circumstances of survivadeverapartfragments clearly survived because they were
discarded before use in performance, and the paper reused. The surviving continuo
scores are in a nestandard formatral vary considerably from other surviving
eighteentkcentuy keyboard parts, differencethat probablyesults from the
theatrical context of their use. The lack of theatre performing sets, and of theatre
continuo parts in particular, roblematicn assessing whether this hypothesis is
correct. Il nternal evi denceconstnuagsapresst s t hat at
were used at the first harpsichord, with seeondary continuscoregperhapseing
used at a second harpsichord, or by a lute plalyés.likely that other such theatre
continuo scores survive: identifying these should be a priority for future research.
The surviving setsf partsthat seemto originater om J. C. Smit hds scri
are of several different types. Some, saslthose copied for Heneage Finch, later
3" Earl of Aylesford, are sets fmpera arias or overtures suitable for home use.
Those from Jennenso6soéilciobrd &rcyd onetap ptelaat t e hee
function,although they giveraluableinformation on copying practices. The sets
bought by Richard Fawcett were probably similar to those bought by Jennens, but as
Fawcett intended them for performance use, he supplemented them with duplicates

that he copied himseli t i s uncl e arsetswheetsgeaatly cdpiedia@ et t 6 s
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order, or precopied and offered for sale. Howeverseiems that, in addition to
copying Handel s own performance parts, .
several different types of parts that fulfilled differemdtions. Some surviving
parts from these colleioins, such as the organ partsfot e x an d eandbtlee Fe as't
DettingenTe Deum, are probably directao@ s of Handel 6sgivewn or (g
i nteresting infor mat i Suivivingnopythg recbreld frorm o r g a |
Smithés scriptorium, as well as John Matl
information on the production of sets at this time, indicating that it was paid at a rate
that befitted skilled labour, as might be expected.

In terms of perfomance practice, the most useful surviving sets are those which
are linked only indirectlyor not at all, to the composer himself. These give some
information onpractices which are contemporary witle composer, or date from
relativelyshortly after hé death. They displaaycommonwillingness to adapt
Handel s music to suit the performance r ¢
i nclude different numbers; and an assumpt
sacrosanct and must be made to adapttomistances and preferences. Most of the
sets examined here are from the seduwadfiof the eighteenth centuryet they show
some similarities to the much earlier sets of the Oxford Music School. Although the
ensembles indicated are by now much bigjevas evidently still normal for the
singers to be outnumbered by the instrumentalists; for the soloists to participate in
choruses; for instrumentalistsut not singers, to share parsd for direction to take
place from within the ensemble, with gaipants playing close attention to
whichever part was in the lead at the time. In these respbely are also similar to
Boyce&d sets (see Chapters 5de8), which consistently confirm all these practices,

as do the other eighteentkntury sets not sgifically examined here, such as those
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belonging to William and Philip Hayes. Further research is needed to assess some
aspects of these performing materials, such as the continuo figuring, what this
reveals about contemporary practice and how practiteei provinces differed from
that in London.

The surviving Handel sets of the Shaw Singdrisancashireare an exception
to many ofthese practices. They should be regarded as deriving from an entirely
separate tradition to all other setsmieed hereandserve as reminder that there
was more than one tradition of performance practice operating in England at the time.
They give an indication of the spread of concerted performangpagticularly the
oratorios of Handél across Lancashirand the interaction of Handelian tradition
with the psalmody movement he practies they revedl smaller forcesa skeleton
ensemble of instruments that was probably outhnumbered by the singepsrbags
agreater degree of pasharing or deavierreliance on memorisation by fi@rmers

T should not be taken as applying to general performance practice outside the west

gallery or psalmody traditonT he Shaw Singersé surviving

significant in view of the concurrent survivaltfe s oci et yds account

inventories, which enables the information in the parts to be interpreted in light of
copying records, records of instrument purchase and upkeep and the hiring out of
music, and inventories of the original contents of alf,sebne of which have

survived complete. This enables a more rounded consideration of the evidence given

by the parts, in a manner that is rarely possible.

part

boo
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5: The Court Odes of William Boyce, 1758.779

The surviving performance sets of William Boyce anenique resource among
eighteentkcentury English music manuscripts, because of the unparalleled scale and
scope of the collection, the stature of the composerpmducedhem, and the fact
that most were used at the successive courts of George lleamidedll. Boyce was
one of the two most significant English composers of the eighteenth century,
together with Thomas Arne. Though his entire collection of performance parts does
not survive, the extant collection still consists of 57 performance patsimg 43
years, front. 1736 to 1779. The unigue nature o
appreciated by comparing them with the survival rates of his English
contemporariesod6 performance sets for con
me (excludhg stray parts) are listed in Chaptetl f.Handel is anomalous in one
direction, Boyce is anomalous in the other: the eighteeaitiiury composers from
whom the nexgreatest numbers of concerted performing sets survive are William
and Philip Hayes anBenjaminCooke, with six sets each.h@re is no comparable
collection of eighteentiaentury performance parts by a single composer or for a
single institution within England that approaches Bdysets in terms of the scale
of the surviving cdéction and the variety ofvorks included

One substantial part of Boycebs output
his duties as Composer to the Chapel Roy:
latter of these posts required him to set two oddtdyoet laureate (Colley Cibber
from the start of Boyceds tenure until 1

after Boyceds death) every year, one cel

! See p. 25.
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mar ki ng t he 2Kitn gwass baiprptahrdeapgtiolcgllecBtiiey c e 6s pr act |
performance parts afterwards and store them, together with the autograph full scores,
numberedn series. This chapter will deal lgrwith the sets to these workB:o y c e 6 s
remainingsets will be discussed in Chapter 6.

Each courbde was apparently only performido or three timesn its complete
form. Arehearsal sual |y t ook place at the Turkods Hea
Gerrard Streebtao cr ouded audi enc e operrepatcFoomdi ng to on
the mid1760sat leas, this rehearsal may have taken place in private, as it was
followed by aseparat@ublicrehearsal usual ly in Hickfordds Room
but occasionally at The Crown and Anchor in the Stfafithe main performance
then took placatSt J aPalacs, dsslly in the Great Council Chamber a
room adjoining it Boyce published the symphoniasd overtures frormome of the
odes in two collectiongight Symphonie€l760) andTwelve Overture§l770);
thoseselected thus gained aw existence asoncert work$. However, it appears
that most of the music in thesmrks was never recycled or-performed. Despite

this, it seems that Boyce himself must have placed some value on these works, given

2 For the history of the court ode, see McGuinnEssjlish Court Odespp. 111; and Frederic Hugh
Ford, 6The Court Odels7s 70f) 6Wi lulnipaurb | B ssyhceed (dlo7Zct Ior al di ss
University of New York at Buffalo, 1990), particularly Chapget 6 The Boyc™d. Odes 6, pp. 40

3 &N e w 4l6yd's Evening PogLondon), June 1, 1763June 3, 1763, Issue 919, referring to the
rehear sal of the birthday ode é6Common Birthsdé6 on 2 J

“6This day [2 June 1766] tDhmey meavs QO deeh efaotisadhdi sa t Mat jhees tTyud
Tavern in Gerrargstreet: Teomor r ow it wi | | be publickly rehearsed at
Brewerst r eet ; and on Wednesday it wildl be performed in
( 6 N e Moydis Evening Pogt.ondon), May 30, 1766June 2, 1766, Issue 1388.e e al so O News 6,
Morning Chronicle and London Advertis@rondon), June 3, 1776, Issue 2195

®See, f orN eewsadmpnlEesning®osNovember 8, 1755, Issue 4369, referring to the
birthdayodepr f or mance of t MiddleseyJoamal,and&vedingd Ne ws 6 ,
Advertiser(London), June 20, 1775)lune 22, 1775, Issue 973, referring to the performance of the
birthday ode on 22 June, 1775.

® Both collections were published in London, the firstlbin Walsh and the second by Boyce
himself. Boyce hardly ever reused ode movements; the few instances of reuse are described in Ford,
6The Court Odesd, p.45, note 8.
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the care he took in preservititem together withhie performance parts. Again, the
survival of these sets of parts is unique. There are no surviving sets of parts to any
of the court odes written by other Masters of the Musidy other court composers
such as John Blow and Henry Purcbétween 166@nd 1800.
Boyced sourt odes form an unbroken series of 43, from 1755 to 1779. They are a
multi-faceted resource offerirgignificant information omimanytopics, some of
which go beyond the scope of the present study. The scores provide aadioahol
document ation of Boyceds handwriting and
The sets of parts are a repository of scribal hands linked to Boyce and by extension
to the court during this periodThey provide information on the copying piees
these scribes employed.hey alsocontainthe names afome musiciang/ho took
part inthe performances, several of whom were not members of the Chapel Royal or
of the Kingdéds Band of Music, and so do n
theyprovide a great deal of information on contemporary performance practice,
including on leadership practice and the composition of the ensentbéd is of a
wider relevance than merely to the works of Boyce alone. This chapter will deal

with each of thes aspects in turn.

Previous Research on the Court Ode Sets

None of the music considered in this chapter has been published in modern times,

except for the selection of fourteen overtures from the odes edited by Gerald Finzi

"The fate of Greeneds court ode setecamesfthdescr i bec
performing sets for the court odes by Blow, Purcell, Nicholas Staggins, John Eccles, John Stanley and
William Parsons.
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and published in th®usica Bitannicaseries in 1957. This perhaps accounts for

the lack of attention paid to the court ode performance sets in previous research on
performance practice. Rosamond McGuinnessos
English court ode remains the standaatkwon the subject but does not discuss

Boyced performancesetsTony Trowl es6s thesis on the musi
intended to complement McGuinnessods work by
court, and so did not examine the court dde€harlesCudworth and Gerald Finzi

attempted to establish the size of Boyceds o
undermined by a failure to assesequatelghe performance set$. The parts and

the information they containave been considered by Neil Jenkimselation to one
performeronly, the tenor JohnBeatd Pe ggy EIl |l en Daubés thesis or
court of George Il gives the performance parts brief consideration and is a useful

source of general information on the organisation of the court musigdhis

period™® The most thorough and significant study of Bay@®urt odes is

contained in Frederic Forddés thesis, which c
of the performance setalthoughits main focus was the works themselves rather

than theperformance materiafé. A preliminary study of the specific relevance of

8 william Boyce, Overtures ed. by G. FinziMB 13 (London: Stainer and Bell Ltd., 1957).
® McGuinnessEnglish Court OdesSee al so the same authoroés 6A Fine Sor

Was SMIn5§/2(1969),29%, whi ch descri bes the lubaganext of the o
does not consider the performing materials.

YSee Trowles, 6The Musical Oded, p. 11.

" Boyce,Overtures ed. Finzi, p. xxii; CharMTew/1482dworth, o6 Mas:i
(August 1966), 674.

26ChapMesi @8 at CourtoéhnnBbart: Jelakdes, and Garrickos
published online athttp://www.neiljenkins.info/johnbeard(20092011) [accessed 15 May 2014].

BpPeggy Ellen Daub, 6 Mug.l7221&%6 0t)lbe Q@mwprtbl éd fsh@aordpe tlolr al
dissertation (Cornell University, 1985).

14 Referenced abovepte 2.


http://www.neiljenkins.info/johnbeard
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the sets to performance practice as well as the historical and biographical
information they contain, was published by the present author in'2006is study

seeks to expand ondse findings and on those of Ford.

The History of the Court Ode Sets

OnB o y c e 0 m 17d@%hs property, including his library and all his manuscripts,

passed tchis widowHannahand their two childrerElizabeth and William junigrin
equalshare® Much of Boyc e 6putupforsaleon ¥46 Apals t hen
1779, as described in Chaptel’1Although this must have included the greater part

of Boycebs collection, a |l arge amount wa:
how | it t | cvnmwousicvitgas igcuded: snly 16 of the 264 lots in the printed

sale catalogue includenusic by Boyce (although many lots included more than one

item), and alsuchwas printed, not manuscript. No lots included sets of manuscript
parts to Boheedsl ywumacuscripts I|isted in
Boyceds handonortiheirngedo mpeorseer s 6 wbolr ks (1 ot s
seems that the family had either already sold or else initially kept all the autograph
manuscripts, manuspt copes and sets of partsfBroy ceds own wor ks.

Johnstone have suggested they may have been privately sold prior to the publication

“Fiona Eila Smith, o6Wi lliam Boyce and the Orches
Cour t EOGEIS$2606)417.

16 GB-Lpro, Prob 11/1049.3603, quoted in full in Bartlett and BruBescentenary Sourceboahp.
211-13.

17 See pp. 121 above and the annotated transcription of the catalogue given by Bruce and Johnstone
(cited above, p. 19, note 54).

¥Bruce and Johnstone, O6A Catalogueéd, p. 147.
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of the auction catalogue, since they were mentioned in the first advertisement of the
sale!®

However, if the Byce court odes were bought by Hayes for the Music School
before the main sale, it is surprising that no action was taken at the same time to save
Maurice Greeneb6s court ode sets as an intact
court odes for the Music Schbmight even have been a reaction to the fate of
Greenebs court ode manuscripts and their per
described in Chapter 1, they were not sold together but divided into sixteen lots and
split between at least seven buyeltsherefore seems more likely that the Boyce
sets were withdrawn from sale by the family, perhaps for sentimental reasons, and
sold later to Philip Hayes. As the court ode sets then entered the Oxford Music
School 6s col |l ect i oprobably Hayesaastadiiregyn bghaliof | r e mai n
the Music School rather tham his own behalf The few of Greenebs co
that Hayes had managed to purchdsed not ent er the Music Schoo
Boyc e 0 s sharedtle fate bf the restidfa y elibrdrys which was sold after

his deathas described in Chapter 1.

The Autograph Scores

A full score in Boycebs autograph survives w
from relatively rare minor alterations, they show little sign of viraykoy the

composer. They seem altogether too confidently produced and too free of mistakes

or alterationgo have been composing scoresafdpears fromthis hat Boyceds

practice was tavrite a fair copy of each ode when he had finished composing it,

YBruce and Johnston&) O6A Catal ogued, pp. 119
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although no rough drafts appear to survive. Apparently, therefore, the model of

Restoration creativity described by Herissone, in which fair copies were not

necessarily required because O60fowle origid

inapplicabletBoyce6s practice and probafly also
As Boyceobs a aret@mpvesquirto ®ronat and kghtweight, this

raises the possibility thaélhey were useth performance, perhaps at arpsichord,

although not all ee figured. However, apeciallyprepared keyboard part survives

for most of the odes; it seems that Boyc:¢

figuring directly on to the keyboard part, while at other times he figured the score

and left the copyidip transfer the figures. There is no evidence in the scores and

parts, or in contemporary descriptions, that a second harpsichord was used. Itis

therefore unlikely that the scores were used at a keyboard; they were probably

intended primarily as fileapies and to facilitate the preparation of parts, though they

might have been used to beat time from. There are no accounts of Boyce doing this

during court ode performances: however, I

to the orchestrawitharalf par chment, or paper, in har

the Sons of the Clergy during the 1770s, according to Samuel Wésteording

to Hawkins, writing in 1788, Boyce did t|

perfor mer sd, whso thehpratiiee ofdVlawmice IBseeng; aresunaably

the desk held a scofé.However, the ensemble used in the concerts of the Sons of

the Clergy was considerably bigger than that used for the essentially private court

0 HerissoneRestoration Creativity

2L Grove 3 vol. 1, 699; cited in Bartlett and BrucBercentenary Sourceboghp. 1314,

2John Hawkins, 6Memoi r €athedral Music, Be§ alCbllectiomin Baorg c € 6, i
of the Most Valuable and Useful Compositions for that Service, by thealSénglish Masters of the

last Two Hundred Yeafs]Sel ect ed and Careful |y ReX%dtond By t he
(London: for John Ashley, 1788)p. xi (vii).



218

ode performances. It is not necessarilthe case that Boyce would have beaten time
during a performance with a smaller ensembleygihche did so with big ones. An
engraving does, however, survive depicting the composer Thomas Arne beating time
in a performance of 1762 for an ensemble thaigdtly smaller than the probable
size of the court ode ensemble (see befdw).
Bruce and Johnstone not e ngdowmtiodesdnee scores of
covered with Dutclbrocade paper. This, they suggest, might have been intended to
give a cdourful display to the court audiené®.If correct, this would indicate that
the scores were used in performance. However, the most visible parts would have
been those held by the singers; the score, if used, would probably have been placed
either on adble for the timebeater, or om harpsichord stand, and hence not visible.
Boyceds choice of binding for hDutth autograph

red marbleepaper.

Other Score Copies

An interesting set of score copies of four of the codesosurvives bound in a guard
book in the Royal College of Musf. The odes included are Nos. 7, 8, 9 and 10,

composed respectively for the kingdés birthda

% The account of the rehearsal for the 1735 FestiVals,London Evening PogLondon), 1113
February 1735, Issue 1129) reported over 130 instrumentalists and 30 singers. See also the discussion
of Boycebdbs one surviving set from the Festival in Ch

#6Mr Garrick reciting the Ode StatordhwitmteeMusicdl Shakespear
Per for mer s, TowtandCoyntydvlaghzire,, 1769), reproduced in Hol mar
Conductor at the Organé6, p. 245. There are 48 perf
performances is estimated below at arobsd

“Bruce and Johnstone, O6A Catalogued, p. 150.

26 GB-Lcm MS. 95.
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birthday of 1759; and the New Year of 1760. The scores weradglbound
together by 9 February 1760, as an inscriptibthis dateon the inside of the front
boardstates 6 Thi s book according to my promise
of / & i s t bBoyoes or Hairg, unless &leor They gilempé: / :sion
to my Executor to keep it. James Trebec
of & and an ?iThdvelune behrs thers@mmpeof the library of the
Concerts of Acient Music, fronwhich it probably entered the library of the Sakre
Harmonic Society and then the Royal College of Music. The scores are in transverse
guarto format, in the hand of the skilled professional scribe Edmund Thomas Warren
(Mlus. 5.1). Warren, who also acted as copyist to Boyce in the preparation of other
setsinl766l ( see Chapter 6), signed and dated
Warren Scrig:/ 17606 . It is not <clear whet her
early 1760; or whether each was copied at the time of its first composition. The
pages are numberezbntinuousit hr oughout t he vowhiclme i n Wa
might imply that all four odes were copied in 1760. Howekernumbering may
have been added when the scores were prepared for binding.

There are several implications ofdlf 0 | u me 6 s etRkeicente ofthe a n d
inscriptionsit contains Warren must have been engaged by Boyce to copy the
scaes as the scores were Boycs  p r aftgy eopying. Boyce did not anticipate
needing them after February 1760, as he gaveddmebeck lifetime possession of
them, though he thought them of enough value that he wished to retain ownership.

Yet he had gone to the trouble and expense of engaging a copyist who could produce

2’| am not yet certain of the identity of James Trebeck, but he may have been the vicar of Chiswick of

that name, who joined the Chapel Royal as Chaplain in Ordinary to his Majestyliis&égR. O.

Buchol z, O6The Chapel8 Ru@HEBIL, ppC26#78), and dies reportedlyp 0

aged 80in 1808, leavingaet of O0f our I|VsolAunmessd orfna PROBsd ewi | | ( GB
11/1483/169) . See Syl vamtuess ,Ur dfa nRe mambk & ulag yR e rws c
Gentl emenb6s Magazine: and Hi, dXX¥VH2 p.d49. Chronicl e.
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scores that exceeded his own standards in terms ofliggdnd practicality of lay

out. The scores would be visually optimal for directing from, and it may be that

Boyce beat time from them. If other such scores survive, they were not included in

the sale of 1779, and may have been dispersed by Bogsanilar mannerto these

four. Theduplicate scores for the birthday odes of 1755 and 1756, that survive in the
Bodleian, mayhave been copied by one of the copyists working with Philip Hayes in

the 1770s, based on the appearance of thedrahthe dateon he f i 178 ode, 6

which is clearl$ a mistake for 617556.

5.1: 0Ode for the New Year, O6Again the Sunos
Edmund Thomas Warren, 1760 (GBLcm MS 95, p.147). Image copyright the
Royal Academy of Music, London.
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The Composed s Hand
The autograph scores give a biannual sampl e

death in 1779; the accurately dated progression that they establish is part of this

22 GB-Ob MS. Mus. D. 11. The hand shares features with several of those illustrated in Burrows and
Ward Jones, OAn thusckptisrotinclydéd,in thatuntentoryy Ehe seeond ode is
dated correctly.
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coll ectiondbs value. During the Musio st ye:

in 17558, Boyce was still using the C and G cleisible in lllus. 5.2 These appear
to have been his preferred forms in his earlier caedidiough he later altered both
The switch to a plainer style &f clefis first visiblein addenda tohe parts for the
birthday ode 6 Wh e nBoyeiniialleaftén preferred adslightiy
more angled form (Illus. 5:8), but his use of the clef quickly became consistent.
The court ode manuscripts show his adoptioa differenttreble céf, of the type

still in usetoday(lllus. 5.4) shortly afterwardsn 1759 Initially he was not
consistent in its use, reverting at timesioearlierstyle. By 1760 he had switched

to the newtrebleclef almost entirely, but still on occasion ugesiold clef when he

1758

wished to differentiate between groups of staves in a system; however, his use of this

was again inconsistent. There was thereatfter relatively little variation in his hand for

the remainder of his life (lllus. 5.5).

5.2: Hand of William Boyce, 1758 (GBOb Ms. Mus. Sch. D. 303 a., Ode for the

New Year, 6Behol d, the Circle For msé6, f ol

Libraries, University of Oxford.
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5.3: Hand of William Boyce, 1759 (GBOb Ms. Mus. Sch. D.305 a., Ode for the
New Y&ar guar di afol. 2rp d@ymemmission of The Bodleian
Libraries, University of Oxford.

AT e

5.4: Hand of William Boyce, 1759 (GBOb Ms. Mus. Sch. D. 306 a., Ode for the
Ki ngo6s BBegitthedsangi,y e6 Su b | e cfdl. 2rQ uBy peensgion
of The Bodleian Libraries, University of Oxford.
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5.5: Hand of William Boyce, 1778 (GBOb Ms. Mus. Sch. D. 338 a., Ode for the
New Year, OWhen rival nationso6, fol. 2r . )
Libraries, University of Oxford.

As a result of the samples provided intoeirt odes c or es, Bonpremallp s h anc
easy to identify where it appears in the sets of parts. His involvement in the part
copying process can therefore be easily assessed and his hand distinguished from

those of his copyists and, on occasion, the players.

Appearance of the Sets of Parts

The parts were copied by one or more scri
the score. Boyce himself was closely involved in the preparation of the parts and
checledeach sebnceit wascomplete: manyartsbear addenda, such as tempo

markings and other directions, in his hand. On occasion, perhaps when time was

short and he lacked assistance, Boyce copied parts himself. The surviving vocal

parts are almost alhitransverse quarto format; the orchestral parts are in upright

guarto format, with the exception of drum parts, which are upright or transverse.

The solo vocal parts and most of the orchestral parts were stitched into cheap paper

covers which have surwied in many cases. They are often of stiff mafftridge
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paper.although blue sugar paper or purple card is sometimes used. The chorus vocal

parts are often single sheetis seem$ unless many of their covers have gone

missingi thatthey normally renained as loose leaves, becasts#ehing them into

covers was rarely thought wowthile. Drum parts are invariably also single leaves,

as are the trumpet, horn and sometimes the oboe parts. These parts were therefore at

higher risk of loss than those govers. Although Bruce and Johnstone suggest that

t he appearance of Greeneds court ode scores
because of themssumedisibility during performance, it is clear that the external
appearance of Bo wasofdittlepnporthro® Bvanthee par t
singerso parts, which wleatior@veleaonlgingame n vi si bl

paper. It is unfortunate that none of Green

Cost of Copying the Parts

Some copying recordaurvivefromthe ChapelRoyal ur i ng Boycebés involve
with the court and its variousstitutions but no comparable records survivem

this period for other courtelated music copyingThe system evident in court

recordsfrom the Restorationuntite | | a f t death, vigas that tHéaster of

theMusi®s positi on wwith redqpdnsitility orfsuimordracang &nd

finances for all aspects of performances, including the copying of fluSicese

performances included the-&hnual odeballs and odes to celebrate other royal

birthdays andextraordinary events such as the Installation of the Knights of the

®Bruce and Johnstone, O6A Cataloguedé, p. 150.

30 Other duties that fell within this remit were contracting with supernumerary musicians, transporting
instruments by hired boad WWindsor, and on occasion erecting the music gallery for special
performances, as demonstrated by surviving copy warrants for payment.
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Garter at Windsor or royal funeralindividuals subkcontracted to perform work

such as copying seem to have billed the MasténeMusic for their servicesThe

Master of the Musithensubmitted a bilbn his own behalfo the Lord Chamberlain,
who issued a warrant for payment which the Treasurer of the Chamber then fulfilled.
It is unclear whether the Master had normally alsepaid the relevant individuals,

or whether payment awaited receipt of the money from the Treasurer. The latter is
more likely, as large amounts of money might be involved, and repayment frequently
followed late.

The copy warrants for the paymeritrousic bills survive in the Lord
Chamberlainés records, but the bi®ls to
Unfortunately, the warrants usually lurtggether the several sums frdnifis that
were probably itemized originallyAsthe court wasreéquentlybehind in payment,
money owedvas ofterpaid several years late in lump sums, makireyé&nharder
to assess precisely what the payment covered. Finally, as the system was one of sub
contracting, paymerb most of thendividualsconcerned tok place via Boyce.

Individual music copyists were not named in the records unless the copying was for
the Chapel Royal, for which the court contracted directly with Thomas Barrow.
Payment records relating to the Chapel Royal can be-chesked againshe

entries in the cheque books of the Chapel Royal, but no cheque books exist for the
Ki n g 6 s* Amosntscan be crosshecked against the declared accounts of the

Treasurer of the Chamber, but the copy warrants are more informative.

%1 The relevant copy warrants are in &Ba LC 5/2425 and LC 5/167.68.

32 SeeThe Cheque Books of the Chapel Royath\Wdditional Material from the Manuscripts of
William Lovegrove and Marmaduke Alfottansc. and ed. by Andrew Ashbee and John Harley, 2
vols. (Aldershot: Ashgate, 2000).
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It appeardrom the copy warrants that there were two types of payment
aut horised by the Lord Chamberl ainds office.
given in itemised bills. Many records of this type of paymentéart music
copying surviventhe LordCla mber | ai nés copy warrants, and
accounts of the Treasurer of the Chambem the last quarter of the seventeenth
and first ceccades of the eighteenth centuri€®r example, Nicholas Staggins, then
Master of the Music, was paid £5& 61692 o6for fair writing and
compositions, for ruled paper, pens and i nk,
rent, and for other service done by him in t
£52.2.6d. oOof or f air verconmpostians fer thel Copmaiion Ray n g
and the Queends Birthday, and for paper, pen
hi m i n® BEuBHerSsdms paid to the subsequent Master of the Music, John

Eccles, are listed in Table 5.1.

33 Both in GBLna LC 5/151, p. 120, quoted RECM2 (16851714), p. 46.
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Table 5.1: Sums pal by warrant from the Lord Chancellor to John Eccles,
17057 1711, for music copied 1700 1711.

(RECM2 p.106).

Reference Date Sum Copying
LC 5/154, p. 92" | July 7 £53.16s. |6pricking and fai
(RECM2, p.83) | 1705 on her Majestyws
Years6 Days for 1
LC 5/154, p.151. | March 1 | £19. 18&. Opricking and f ai
(RECM2, p.87) | 1705/6 6d. for her Majestyos
Year 60s Day, 170660
LC 5/154, p.218. | February | £23. &. Opricking and f ai
(RECM2, p.89) | 17 1706/7 for New Year o6s Da
Birthday, 17067 6 .
E. 351/560 and | 1707/8 £11. 13 60To Mr. John Eccl
A01/408/144° for New fairly writing several Compositions for
(RECM2, p. Year only | New Yeares Day and the Birthday in
146). (see below | 1707, by 2 warrants: £23.4®0d. 6
for the
birthday)
LC 5/154, p.318 | February | £11. 1% Opricking and f ai
(RECM2 p.93). | 02 1707/8 for her Maj est8ydds
LC 5/154, p.392 | April 20 £27.%.6d. |[Opricking and f ai
(RECM2 p.94). | 1708 on his | ate Majes
New Year 6s Days 1
LC 5/155, fol. March7 | £22. & Opricking and foasi
59. 1710/11 on New Yearods Day

Birthday, 17161 1 6 .

As none of the sets of parts mentioned in these red@as survived for comparison,

it i s

i mpossible to

calculate a oOper

expensive during tkiperiod: a rough calculation from the amounts in Table 5.1 for

John

parts.

Eccl esbs

tenur e

s eems -filloforgsetwok an

3 This record is confirmed in the accounts of the Treasurer of the ChaRBEM?2, p. 144.

% The copy warrant does not survive, only the entry in the declared accounts of the Treasurer of the

Chamber, from which the amount is extrapolated; it is not clear iinttlisdes office fees.

pag:¢

av
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At some point in the early eighteenth century, a different system of payment for
coutt odes was introduced: fixed amount that did not correspond directly to the
actual cost. This had happened by 1 &iBough | have not yet identified exactly
when it occurred; it may have been part of the financial reform of 1718, four years
after theaccession of George™. It was in any caseprobably part of the series of
long-running and unsuccessful attempts to control court spetliitigegan with the
Restoration and endexhly with the accession of Queen Victoria in 1837t
appearshat ths type of paymentwhich became widely used in court finances in
generalwas initially calculated to allowa small profit tahe person responsible for
the contractingin recompense for the time and trouble of arranging the work.
However, asuchpaymeits did not keep pace with inflation, thegnded tdbe
considerably devalued over a period of time. Confirmation that this system
continued in the royal household until wel!/l
disadvantage to those involved, is prodd®y a letter of 25 January 1800 from Eliza
Parsons, who was responsible for providing the liveries for the Chapel Royal
chidren®®* Par sons explained that the amounts allo
clothing had originally been calculated to give £6fit as payment to the
individual charged with contracting for the whole. However, the fee had not risen
with inflation, so that the profit had been swallowed up over time by the increase in
cost of both fabrics and labour. Eventually the cost hat 88 significantly that

she 6had been in the years 1795 & 1796 Money

¥R. 0. Bucholz, 6The Ear | y -1HasnOGNMB, @pn98lB50 y al Househol
R. O. Bucholz, 6The Lat er -1Ha3r76GMBri @pnl0sRBa.y al Househol

38 GB-Lna LC 9/387 Part 2, unnumbered loose lettiéis not known what post Elizabeth Parsons

held (she is not listed ®@HMB 11), or if she was related to Sir William Parsons, then Master of the

Kingbéds Musi c. She was not his wife, whesse name was
DavidJGol by, O6Par sons;183i7r , WiMulsii & m aQDNBEdcass€d@/mp oser 6,

July 2014])).
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which forced her to petition in the 1790s and again in 1800 for an increase in
payment?’

Records from the time ofMuSaoshosthaethés t enur
received a set fee of £25 per ode to cover copying, and presumably paper and ink, as
well as the cost of extra performers for the ode and the hire of a room to practice
in*1t is interesting to not erethepetformingr i ng
sets were apparently the property of the Master of the Music, not the property of the
royal household, although they were copi ¢
used goods was a common perquisite of royal service, the extehtabf i difficult
to assess and the reform of which did nol
death™ Holman has noted that court documents were often regarded as the property
of the officials concerned, leading to the survival of many in cidies outside the
National Archives; it seems that d&ésingle
similar casé? It is not known to what extent other performing sets used by the
Kingbs Band were regarded as thehpropert:
may explain the lack & surviving court libraryised by the band for the balls and

ot her functions at which it played regul

®¥pParsons wish that the Lord Chamberlain would 6b
thing within the last Twenty years and how little eventamliest terms, that | can get by the

employment which can never amount to Twenty Pounds a year profit, and the long arrearsishitsh [

I am obliged to pay w.edllaskdteygthd dificuttids éaceg ey comrbsersantd e mp |
working unde this system.

“0See, for example, GBnaLC 5/25,pp.®; al so the many O6List[s] of Wa
Bills, Disbursements / and Lodgi nlgoaslLCP/B87Pa@ne Quar
1 (all unpaginated loose leaves).

“R.O.Buclo| z, 6l ntroduction | V: FR#HMBIL,@p 5363 on and Val

“2 peter Holman, private communication.
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responsibility of Carl Friedrich Weideman provide music for the balls, ahe may
haveretained ownership of the pafts.

Greene received further set fees of £25.0h each occasion for extra performers
at the balls for the birthdays of the king, the Prince and the Princess of Wales.
However, extraordinary events were stilo par ent |y paid via the 6ac
In 1749hereceived £60.6 6f or t he TEYRBewmn/ fo,romhiabrM.ado
followed by£91.13 i n 1752 for ®dfhel/ Otimes t@drlitagri oh Xuwne
Likewise, Handel received £52s06d.  rdhe ®e Deum / on®yThanksgiving Day
1 7 4 8l of theseseem to reflect actual costs and probably include copying
charges* Boyce was paid similarly on a number of occasions, of which the

following warrant is typical:

D:'

<

:" Boyce / Disbursements féithe Installacon at / Windsor, 1757

[0

oo

B
v B ©

©
w
=
w
o

These are &Béto Dr WiliamBoyce/ Master of His Majestyods Musi
of Ninety three / Pounds thirteen Shillings, Office Fees incl, for / preparing and

Copying of Music, per Qfer, for the / Installacorsic.] at Windsor the 29of

March 1757.,¢ic.] / Also for Travelling Charges for himself and several of /

the Band, as well as for the hire of extraordinary / performers and a large Boat

to carry the Musical / Instruments teesind back, as appears by the / annext

Bill. And &c.?Given &c?this 4" Day. / of July 1757. in the Thirty first Year

of His M[ajest y 6 s [/ ReHordTCh?® Téwnshend, §&/

Devonshire?

A difference Iis evidemntuabeawmeemtdsptaymoaond st O
60set amount o -pagmest e webet ator oOactual amou
“Wei demanodés position is described as 6Conductor of t

see GBLna LC 5/25, p. 28.

“Alfrom the 6List[s] of Warrants for All owances, Bill
Quarter fr om t hLeal[C 8387 Rajt ? (alluephgihated toos&l@aves).

%5 GB-Lna LC 5/24 p. 358.
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office fees payable had to be calculated and added, as in the above example. The
foll owing warrant is typical of the O&6set

D:" W:™ Boyce for / fair writing Compo$! for New Y! °Day / 1756. /

£25-/[...]

These are &B8to D' W:" Boyce, Master of His/ Maj est yds Music, the
Twenty five Pounds for fair / writing Compositions for New Years Day 1756.

and for the / hire oExt.” Performers & a Room to Practice in. And for / so

doing this shall be your Warrant, Given &this 4™/ Day of July 1757. in the

Thirty first Year of His Maj¥6hareds / Rei gl
Townshend &¢&.*

Althoughthefe f or the ode remained fixed at A2
by which time it must have been devalued, the fee for the supernumerary performers

at balls had risen to £29s.5%y 1750, enabling the charges for these performers to be
calculated apximately. According to some warrants, this was intended to pay for

14 supernumerary performers; it is likely that this was originally an actual number,

though it probably soon became only nomifalhe figures suggest, therefore, that

more supernumeris were employed for the balls than for the odes, and that the fee

for an individual player must have been calculated at under £2, when office fees are

taken into account. The fee had risen again by 1754 to £84ardidby 1762 to £39.

6s. The explanabn for the last rise of £4. $6is contained in two warrants to

Boyce in payment for performers for ball:
Performers on the Tabor afidhefRéwoksoDioubl e |
best if there are four additial performers, perhaps two oboists, one bass player and

one on tabor and pipe, each paid around £1 bdit again office fees must be

6 GB-Lna LC 5/24 p. 359.
" For example, GB.na LC524, p. 331.

“GBLna LC 5/168 p.175. I n the year of the corone
ball was A7 for 6Additional Performers on the ClI
this was apparently a oruéf occurrencepehaps because of the particular celebrations in this year

(GB-Lna LC 5/168, p. 77).
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allowed for. Within a couple of years, the extra fee for these performers was simply

subsumed in the total, which wasw set permanently at the higher rate.

Even with this informati on, it i's di

payment was intended to cover the cost

rate this equates to. However, ilikely that most of the fee was taken up with the
hire of extra performers at between £1 and £2 each, plus the hire of the room, the
office fees, and some sort of profit for Boyce. A calculation of copying costs for
Boyceds o dhegricdas disssead in €mapter would give only around3.

7s. for paper, copying, covering the parts and binding the $&dBg.the mid1760s,

B o y ¢ e 6hed beaine slightly longer, which would have increased the copying

cost proportionally although the fee for thee remained the same.

Scribal Hands in the Court Odes

The activities of eighteentbentury music copyists working in the London area were
extensive and diverse, and the copying of the court odes formed only a small
proportion of this. However, as thergs is chronologically complete and accurately
dated for the twentfour years from 1755 to 1779, it has been thought worth
attempting a classification and chronology of copyists, with a view to identifying as
many of the hands as possible. This worstilsongoing, but Table 5.2 (see end of

chapte) gives an inventory of the hands in the first 13 odes, from 1755 to 1762.

“Cal cul ation based on the score and parts of
GB-Ob Ms. Mus. Sch. D. 299a), assuming the 120 written leaves were copiegiound @. per leaf

(E3), as was apparently charged during the eighteenth century by both J. S. Smith and John Mathews.

Other costs were added according to Mat hews?©d
music paper would have cost D/for every four leaves € 1%2d.); 8 sheets of cartridge paper for
covers would have cost % d. per sheet)(@nd binding the score would have cost aroum@3 In

actual fact, court prices may have been higher.

t

ffi

of

he

cul t

co

Bi r i

prices
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This should assist future cresgtching with scribal hands in other collections,
which might in turn give valuable information time musiecopying industry of this
period, such as which scribes were working for multiple institutions.

The two principal potential errors in identifying scribal hanad®nflating two
scribes, and identifying one scribe, perhaps working at diffgyeriods, as two
separate peoplehave been particularly problematic with this series of manuscripts.
A number of Boycebds scribes appear to ha
started copying for hirf possibly they were children of the Chapel Rayahd
rapid evolution in the styles of their hands is sometimes visible. Additionally, there
i's evidence that where copyists worked cl
styled distinct from ot hneightewleenwite mpor ar y
copyists intentionally or wunintentionall
This is the case, for example, with the |
scriptorium, which bear strong similarities with one another both in text and Music.
John Awbery, one of the scribes associated with William and Philip Hayes,
gradually altered his hand over time until it became virtually identical with that of
William Hayes®* Many of the copyis®® h afrindtzircle share features with the
Hayese8 h ammichsverethemselves very similaf.

Similarities within a group of scribeger e not necessarily due
copyist stye being in vogue at the time.oFexample, the scribes associated with J.
C. Smith do not seem to have used the formsaétcor gclef visible in lllus. 5.3

though these were still in widespread use during that period. It seems that copyists

®LarsenHandel 6 spph6e7&i a h
*Burrows and Ward Jon®s, O6An Inventoryd, pp. 62

2Burrows and Ward Jones, O6An Inventorydé, p. 62.
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working in groups were generally easily influenced in matters of style, with a
tendency to copy literally what was in front of tlxeperhaps they put a degree of
value on conformity to group standards. This tendency can be seen in the hands of
Boyceds copyists, several of thwhaodsiofappear t o
Boyce andlames Nares, Master of the Children of the ChRpghtl, as well as of
each ot h% if sbrme ohtlee salilses were boys of the Chapel, their style was
probably also influenced by their training there. To minimise inaccuracy in
classification, scribes have been assigned a number; where the lremihadif/idual
evolves or alters, each distinct version is-slassified by loweicase alphabet letters
i n sequence. Al | numbers are given the pref
classification systems used elsewhere to categorise other groupbess
Around 25 individual scribal hands are visible in the parts to the 43 odes. Many
provided only occasional help; a handful, however, were principal copyists, some of
whom maintained an association with Boyce over long periods. Only oryethas
been positively identified, that of John Buswell, a Gentleman (and former Child) of
the Chapel Royal from 1754 who was also a lay clerk at Westminster Abbey and
whose hand appears in the paobks theré Buswel | 6s hand is profess
distinctive, and it is clear that he copied extensively for Westminster Abbey, yet he
only copied for Bgce in 1757 and 1758 (lllus. 5%7). This was the period at
which Boycebs association with his previous
come to an endoth had copied for him since 1755 at least. His next principal

copyist, B5, apparently did not start to work for him until New Year 1759: the

“The similarity of one scribeds hand with that of Bo:
that copied most of itbe eohrthksetanBlbgmedTheé hKirngvehal |
Festival of the Sons of the Clergy, is not that of the composeidBBlss. Mus. Sch. C. 119a.

*Buchol z, 6The Chapel Royal: Gentlemend and 6The Cha
OHMB 11, pp. 279287 and 299297 respectively. Receipts signed by Buswell for sums paid for

copying survive in Westminster Abbey, such asiG# 48352.
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association would last until 1765. This suggests than8p have beea Child of

the Chapel Royal, who copiddr Boyce until his departure when his voice broke;
possibly the same was true of B1 and B2may be thathe employment of Buswell
took place during an interim period when there was no suitable boy available. The
use of a boy agrincipalcopyistmayhave occurredgain in the early 1770the
sketches of snails and snakes that decorate someoptris date and the elaborate
coatsleeves worn by the pointing hands that indicate instructions to the musicians,
suggesthatthis copyist was also avenile>

5.6: Hand of John Buswell, 1758 (GBOb Ms. Mus. Sch. D. 303 c\William

Boyce,Ode for the New Year, oO0Behold, the Ci
By permission of The Bodleian Libraries, University of Oxford.

*“See, for example, the parts for-ObMss MbsiSch.b.day od
324 b, fds. 9r. (snake), 23v. (eyeball) and 29r. (snails) and D. 324 c, fols. 15v. (arm with circulatory
system), fols. 26v., 56v. and 75v. (various pointing hands with elaborate cuffs).
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5.7: Hand of John Buswell, 1758 (GBOb Ms. Mus. Sch. D. 303 c\William
Boyce, Ode for the New Year, O0Behold, the Circle
20r.). By permission of The Bodleian Libraries, University of Oxford.

Thomas Barrow, principal copyist fordlChapel Royal and the only named
music copyist in the court records of this periddes not appear to have acted as
principal copyist fothe court odes, despite the fact that he was a close colleague and

a personal friend to Boycé.

Classification of Eolving Hands: the Copyist B5

The rapid evolution of a hand, and toption and rejectioaf differentforms of

clef, accidentals or capital letters, is a particular problem where the scribe was still
young and his hand still developing. The hand efdtribe B5, who was probably a
child at the time he began to copy for Boyce, provides a gooestadg B5

apparently first copied for Boyce in the autumn of 1768 hand at this period was

*Barrow copied for the Chapel RoyhaHewitmessed around 1747
Boycebds wildl i n 17 T&centenagyeSouBeboolpp. 2182113. and Br uc e,











































































































































































































































































































































































































































































































































































