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Summary 

The second half of the seventeenth century was a period of considerable upheaval in 

English music, not only because the political instability of the time altered the way 

musicians were employed, but also because the era saw fundamental changes in the 

construction and perception of music. The most important of these was a transition 

between music conceived primarily according to horizontal (imitative) principles and 

that founded on vertical (tonal) principles, which in turn allowed for vastly expanded 

formal dimensions. The seventeenth century also witnessed the gradual replacement of 

the remaining elements of mensural notation and proportional metrical relationships in 

favour of free tempo with contrasts between duple and triple units, again influencing 

the way in which works were structured. These elements are examined from the 

viewpoint of the music theorist, by analysing the thirty-seven treatises which were in 

circulation in manuscript or printed form during the century. However, the greater part 

of the dissertation seeks to assess the impact of such profound alterations on the 

composer himself, through detailed analysis · of the music's notation and its 
---development in response to the changing styles and techniques; in order to be as certain 

as possible that such developments were genuine attempts to communicate new 

attitudes to music and its construction rather than simply the results of mistakes or 

misunderstandings by copyists, the analysis is restricted to the ninety-four extant 

autograph manuscripts of composers' own music copied during the period. These 

primary sources include several previously unidentified sketches and working drafts of 

pieces which reveal elements of the processes used by composers in the conception of 

new pieces, as well as finished copies from which has been drawn information on the 

status of metre, tonality and structure during the period. 
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Introduction 

Several of the most important transitions in musical style reached their culmination 

during the latter part of the seventeenth century: by the early eighteenth century 

mensural notation had been replaced by the orthochronic notation still in use today, 

tonality had firmly replaced modality, and this in turn was allowing much larger-scale 

structuring of works than had previously been possible. In the decades before these 

principles became fully established compositional practices underwent fundamental 

changes. As a result, it is not possible to analyse the music of the period as one would 

pieces from the later Baroque. Traditionally analysts have either ignored this problem 

altogether, assessing the pieces as if they were modern, or they have resorted to safe 

but largely unpenetrating descriptive analysis. The question this dissertation attempts to 

begin answering - by looking specifically at English music of the period - is whether or 

not it is possible to examine the music on its own terms: whether the admittedly 

imperfect sources are sufficient to tell us how composers conceived and perceived their 

music at the time. 

Two types of primary source have been consulted. The first comprises all the works of 

theory in circulation in seventeenth-century England, plus those from the earliest years 

of the eighteenth century. Almost without exception such treatises were not published 

for would-be professional musicians - they were written for amateurs with little or no 

musical training and sometimes by authors who could hardly claim to be experts and 

who plagiarised at random the works of their predecessors. Others were by academics 

who wished to put forward new ideas and who tended to misrepresent current theories 

in order to emphasise the importance of their developments. One has to treat their 

contents with extreme caution but, nevertheless, the large volume of treatises provides a 

good foundation for developing ideas about theoretical understanding of musical 

principles in the period. 

The second group of sources consists of the entire body of autograph manuscripts of 

English composers' own pieces surviving from the period c.1660-1700. Music 

notation is always an inadequate means of conveying the music as it existed at the time: 

it communicates visually what took place aurally and was - at least until about the 

middle of the nineteenth century - intended principally as an aid to performance, not an 

aid to analysis . Moreover, the manuscripts which are extant represent only a tiny 

proportion of those originally copied during the late seventeenth century, and they were 

generally preserved for specific reasons; many of the less 'useful' manuscripts must 
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have been destroyed at an early stage, particularly those which would have given away 

most about compositional methods, such as sketches and working drafts. However, 

there is a substantial body of surviving manuscripts, and some preliminary material 

does survive, so it has been possible to assess the factors influencing composition 

during the period. 

The methodology has involved analysing not only the alterations, corrections and 

revisions that are preserved in the manuscripts, but also the ways in which the notation 

was manipulated and developed by composers in order to communicate changing styles 

and forms . The density of notated characteristics is, of course, dependent on what the 

composer felt needed to be written down, which is at least partly determined by the 

purpose for which the music was being notated. This has sometimes been an 

advantage, particularly in the case of organ scores which were often written in the form 

of short scores and therefore give some indication of the bare essentials of the piece in 

the composer's eyes; however, it has also made it almost impossible to develop a 

consistent method of observation. Thus, although particular features which are 

common to all types of score have been noted in all cases, each manuscript has been 

assessed according to its individual characteristics. 

The chronological limits of the period are largely arbitrary, and there is no attempt to 

suggest that sudden changes in style occurred as a result of the political events in the 

middle of the century. They have also been treated with some flexibility in the case of 

composers whose careers began or ended before or after the Restoration: in general, 

composers who could be said to have contributed significantly to musical life from 

c.1660-1700 have been included, whereas those whose careers flourished principally 

outside those dates have not. Hence Matthew Locke and Thomas Tudway are 

included, but George Jeffries and William Croft are not. The decision to assess only 

autograph copies of pieces was a cautionary measure: although there were many 

professional copyists working in the Restoration who had considerable musical training 

there were others who did not, and it would be dangerously easy to make assumptions 

based on evidence that resulted merely from such copyists' mistakes or 

misunderstandings. Although composers who copied music by other musicians would 

have understood the notation, there is no way to ascertain whether the sources they 

used were reliable. When they copied their own music they were not immune from 

making errors, of course, but we can at least be confident that they made most of the 

decisions about their pieces for genuine musical reasons. 

Producing a catalogue of autograph manuscripts has been far from easy since, without 

consulting every extant manuscript from the period, one is forced to rely on library 
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catalogues, many of which were published at least a century ago and which are 

notoriously inaccurate at identifying autographs. The other principal source from 

which the catalogue has been made is the abandoned RISM 'A' list of music 

manuscripts in English libraries, a copy of which is owned in microfilm form by 

Richard Andrewes of Cambridge University Library. Unfortunately the new RISM 

database for manuscripts in European libraries has not yet been issued, but the Hollis 

database, containing information about manuscripts in American libraries, has been 

consulted. Scholars studying the music of particular composers have unearthed 

numerous additional autographs which have also been included in this study; for 

composers on whom less work has been done many more sources almost certainly 

await discovery. 

The general aim of the disseltation has been to compare the theoretical evidence against 

the practical in order to discover how the different elements of compositional practice 

were developing in English music in the latter half of the seventeenth century. The 

results of the research have been organised in four chapters in which each of the main 

elements of compositional practice are discussed. Chapter I deals with metre and the 

way changes in its notation reflected the demise of mensural principles. Chapter 11 

surveys the final stage in the transition from modality to tonality, both through 

theorists' attempts to rationalise the fundamental change, and through the stylistic 

revolution that resulted in the music itself. Chapter III examines the principles of 

structure and composers' experiments with building large-scale forms during the 

period. Chapter IV assesses the effect that major developments in the conception of 

music had on compositional techniques, and analyses the sketches, working drafts and 

revisions which survive for composers in the period in order to demonstrate their 

compositional processes. 

Original spellings have usually been retained, but for movement and piece titles, where 

composers often used four or five different versions of one word, they have been 

modernised. Where bar lengths are irregular bar numbers cited have been calculated as 

if bar lines had been evenly spaced. All technical terminology is modern, so that, for 

example, the term 'cadence' is used for what seventeenth-century musicians would 

normally have referred to as a 'close'. 
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'To Attain a True Knowledge and Setled Habit of 
Keeping Musicall Time': 

Metre, the Bar, Proportion and Tempo 

Introduction 

The concept of metre in music includes both the underlying grouping of notes (sets of 

two or three subdivided into smaller groups of two or three in our modern system) and 

the hierarchy of pulses within those basic units (bars): in the words of George Houle, 

it is "the regular flow of the beat, its subdivisions or pulses, and the organization of the 

beat into bars or measures". 1 Metrical hierarchies have always been fundamental to 

musical structure and are significant in linking music to language; however, systematic 

methods of notating metre and rhythm in music have only existed in Western music 

since the late twelfth century.2 It appears to have been considerably more difficult to 

develop ways of signifying note lengths and accents than it was to notate pitch: many 

changes of notational method took place - at least partly in response to changing 

musical styles - before the modern system for symbolising note values and their 

accentual hierarchies became established. 

On a superficial level, music notation in late seventeenth-century England contained all 

the elements required for a modern interpretation of metre: time signatures were usually 

present and mostly recognisable and the vast majority of pieces had bar lines. 

However, even the briefest survey of the context in which these signs were being used 

makes it clear that contemporary interpretation of them was heavily coloured by the 

legacy of the recent past. 3 In brief, there were still elements of mensuration affecting 

the relatively new system of non-con text-dependent note values, and the concept of 

tactus continued to be referred to well into the eighteenth century. Bar lines were 

common, but the number of beats within each bar could vary widely within each piece, 

and the association between the bar line and metrical accent was not yet established. 

The temporal dimension of music was still in a transitional state, and it is necessary to 

look in detail at the evidence from theory and practice to discover its relationship with 

modern metre. 

1 Houle (1987) vii. 
2 That is, since the rhythmic modes were developed from non-rhythmic square notation in the repertory 
of ecclesiastical chant. 
3 Bowers describes an earlier stage in the same transition - the first part of the seventeenth century - and 
states that: "the music of the early Baroque is preserved in a fulIy-fledged, mature and developed system 
of notation that lies in the mensural tradition - the notation not of the later Baroque but of Palestrina, 
Dufay, Dunstable, Machaut and Vitry"; Bowers (1992) 347. 
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Musica Mensurabilis 

Mensural Notation in Seventeenth-Century Theory 

Mensuration had ceased to be used in music notation by around the middle of the 

sixteenth century, at least partly because the stylistic trend was towards a less imitative 

(horizontal), more melody-plus-bass orientated (vertical) language. It was not possible 

to write in score-form notes whose value depended on neighbouring notes because it 

was not possible vertically to compare different lines: mensural notation relied upon the 

unique use of part-books in performance.4 In practice, mensuration was almost 

entirely obsolete by the seventeenth century. Nevertheless, some theorists - most of 

them (as we would expect) writing in the earlier part of the period - continued to refer 

nostalgically to the system. Morley explained mensuration, ligatures and proportions 

fully in his Introduction of 1597, and even at that stage admitted that "although the great 

music masters who excelled in foretime no doubt were wonderfully seen [skilled] in the 

knowledge thereof [in the Moods], as well in speculation as practice, yet since their 

death the knowledge of the art is decayed, and a more slight or superficial knowledge 

come instead thereof, so that it is come nowadays to that, that if they know the 

Common Mood [imperfect of the less prolation = C time] and some Triples, they seek 

no further".5 Seventeen years later Thomas Ravenscroft wrote an entire treatise in 

defence of mensuration; this was also the principal aim of Elway Bevin's A Briefe and 

Short Instruction of the Arte of Musicke (1631) in which he gave detailed explanations 

of all the proportions. Even as late as 1664 Birchensha included the lengthy chapter on 

mensuration and proportions in his translation of 10hann Heinrich Alstedt's treatise 

Templum Musicum. 6 

Despite these small pockets of archaism, the vast majority of English theorists during 

the seventeenth century either did not mention mensuration at all or merely paid it lip 

service. As we would expect in a transitional period, many writers misunderstood the 

principles of the system. The first edition of Playford's Introduction to the Skill of 

Musick (1654) explained all four Moods (equivalent to C, C, 0 and 0), but he 

stated that "what our late Masters of Musick have composed either for Voice or 

4 It is beyond the scope of this thesis to attempt to answer questions about how Renaissance musicians 
composed, and whether or not the paucity of surviving score sources means that composers did not 
conceive their music in score form. The point here is simply that mensural notation could not work 
for music that was primarily vertically orientated . 
5 MOl'Iey in Harman (1952) 22. He also confused some of the signs and titles; see ibid. , footnote 2, p. 
30 and footnote 1, p. 31. 
6 This was originally published in Latin as 'Musica' in Encyclopaedia VII tomis distincta (Helborn, 
1630) and later reprinted again in Latin in Scientiarum omnium encyclopaedia (Lyons, 1649). 
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Instrument, makes use onely of the two latter; that is to say, the Imperfect of the More, 

the Imperfect of the Lesse, the one being called the Triple Time, the other the duple or 

Common Time".7 Playford was trying to connect the old system, involving triple and 

duple subdivisions at the level of tempus and prolatio, with the new system in which 

only duple and triple time were distinguished. The fundamental difference between the 

two - and between mensuration and modern systems generally - was that in 

mensuration divisible notes were assumed to have a value of three unless the context 

necessitated that they were worth two, whereas in non-context-dependent notation all 

notes were imperfect, with a value of two, unless a dot added on half the value again, 

giving them a value of three. Playford's misconception is underlined by his statement 

that in C time (equivalent to 62), there are "three Minims to a Sembriefe, with a prick 

of Augmentation (else it would not beare the proportion of three Minims, which is 

called a Time)":8 in true mensuration, of course, the semibreve would not require a dot 

because it would be assumed to have a value of three. Later editions of the Introduction 

abandoned mensuration altogether in favour of the much simpler duple-triple system. 

Even where theorists do appear principally to have been describing a non-mensural 

system of temporal organisation they continued to refer to obsolete practices. Both 

Charles Butler and Thomas Davidson, for instance, gave rules for determining note 

values in ligatures.9 It is technically possible to transfer the rules for ligatures from 

mensuration to the modern system, though of course they could . only work in duple 

time (equivalent to imperfect tempus and prolatio) where all note values would be 

assumed to have a value of two in both systems. However, Butler and Davidson did 

not describe a modernised version of ligatures: they appear to have been talking about 

the original system as if it could be made to work in non-mensural music. It is by no 

means surprising that Davidson's rules are insufficient: "a) If your first Note lack a tail, 

the second descending, it is a long; b) If the first Note have a tail on the left side 

hanging downward: the second ascending or descending, it is a Brief; c) every final 

Note of a Ligature descending, being square Notes, is a Long".lO 

The most archaic feature of mid-seventeenth-century English theory on temporal 

organisation - one which was still used in practice, since several printed examples 

survive - derived from coloration in mensural music. The function of mensural 

coloration was artificially to make notes which would have had a value of three have a 

7 Playford (1654) 15; like Morley, he confused several of the traditional mensuration signs. 
8 Ibid., 16. 
9 Butler (1636) 35; Davidson (1666) [3]. Butler's system was not entirely free from mensuration, since 
he used a system akin to Simpson's 'coloration' in 6.1 and 9.1 (effectively compound time signatures 
in modern notation) - see explanation below and also Butler (1636) 30-1. 
10 Davidson (1666) [3] . 
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value of two when there was no other way in which the context of the notes would be 

able to convey imperfection. I I By the time Christopher Simpson wrote his 

Compendium of Practical Music (1667) this sort of coloration was thoroughly obsolete, 

since contemporary notation assumed that notes had a value of two rather than three in 

any case. The system he described comprised blackening notes in triple time to convey 

the pattern long-short, or short-long: 

[In triple time] when the shorter note comes before the longer .. . it is usual with some 

to make them both black, in this manner. 

• 
11 $-

The like they do also in Triplas of three minims when the minim comes before the 

semibreve, thus: 

9:[3J r • 11 

which I suppose they do only to show that the short note belongs to that which 

follows , not to that which went before, seeing they do not intend thereby any 

diminution or their value, which blacking of notes doth properly signify ... 

There are divers Triplas of a shorter measure .. . and those quick Triplas are dotted 

sometimes with minims and crotchets and sometimes with black semibreves instead of 

minims, and black minims which in appearance are crotchets. 12 

Effectively, this notation was purely mensural: blackening of the longer note signified 

that it was imperfect, and the shorter note was blackened, as Bowers states, "in 

sympathy", because it belonged to the same note-group (perfection) as the longer. 13 In 

mensuration if it had not been blackened the longer note would have been worth three 

beats because it was followed by another note of the same length and therefore could 

not be imperfected. 14 In Simpson's example, however, the note following the 

II Such notes were originally referred to as 'colored' because they were drawn in red ink rather than 
black; when void notation began to replace black full notation in the late fifteenth century the 'colored' 
notes were blackened so different ink colours became unnecessary. 
12 Simpson in Lord (1970) 15-6. 
13 Bowers (1992) 354, in a discussion of coloration in Monteverdi's Vespers of 1610. 
14 The mensural rule was similis ante similem pe/fecta est (a note followed by its like is perfect); see 
ibid., 350. 
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coloration has a dot of addition to give it three beats, which would have been 

unnecessary in mensuration since it would already have been perfect. This 

demonstrates the paradox: coloration was being used according to mensural principles, 

but the surrounding notation was context-independent, rendering blackening completely 

unnecessary; it was straightforward to express short-long or long-short with ordinary 

non-mensural notes, and Simpson even gave an example of a piece written both ways. 

Moreover, the many seventeenth-century English theorists who described coloration 

did not seem to understand its derivation from mensuration. This is demonstrated by 

Simpson, as quoted above and also in The Division Viol (1659), by Playford in the 

third edition of his Introduction (he also wrote that coloration "is seldome used, 

because the Minums are the same and serve as well"),lS by Butler, and by the 

anonymous authors of A New and Easie Method to Learn to Sing by Book and 

Synopsis of Vocal Musick. 16 

Context-independent Notation 

The fact that references to mensuration continued to appear in English theory until 

almost the end of the seventeenth century merely demonstrates the tenacity of ideas 

from the past for in practice - and for the most part in theory - it is clear that non

context-dependent notation was fairly well established by the latter part of the sixteenth 

century. The decline of mensuration brought with it the decline of complex proportions 

(again demonstrating a move away from emphasis on the horizontal) and, by the mid

seventeenth century, theorists, though they often still used the term proportion, were 

talking about only one basic temporal distinction - between duple and triple time. 17 In 

1667 Simpson still associated duple-triple organisation with the old proportions: "The 

fourth Mood they named Imperfect of the Less which we now call the Common Mood, 

the other three being laid aside as useless. The sign of the Mood is a semicircle thus, 

C .. . And this is commonly set at the beginning of songs and lessons ... You may 

sometimes see this figure 3 set at the beginning of a song or lesson of which I shall 

speak, hereafter" .18 Ten years later Francis North was unequivocal: "The modes of 

Time are very few, being only in duple or triple proportion, and the diminishing is 

alwayes in Geometrical proportion, as two, four, eight, sixteen; that it might serve not 

only to the Basis of the Time, but also to the other intermediate degrees of diminution, 

IS Playford (1660) 34. 
16 Butler (1636) 24; New and Easie (1686) 52; Synopsis (1680) 9; see also footnote 9 above. 
17 WiIliams associates the decline of the mensural system with the adoption of tablature methods of 
notation (which of course are principally concerned with the vertical rather than the horizontal 
dimension of music): WiIliams (1903) 177. 
18 Simpson in Lord (1970) 8. 
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which are in memory, if not in play".19 The section written originally by Playford on 

the rudiments of music in the Introduction included discussion of the old-fashioned 

proportions until an anonymous reviser changed the thirteenth edition in 1697, writing: 

"There is but two Moods or Characters by which Time is distinguished, (viz.) 

Common-Time, and Tripla-Time, all other Variations and Distinctions of Time (like so 

many Rivulets) take their origins from these two; the Marks of which are always placed 

at the beginning of your Song or Lesson".20 In general, by the late l680s all English 

theorists drew a fundamental distinction between duple and triple time, the former being 

the principal 'common' time and the latter deriving from duple time, but with note 

lengths extended through the addition of the dot of augmentation to give bar-units 

moving in groups of three. 

Compound time was not fully discussed by theorists until the eighteenth century, by 

which period, according to Houle, theorists "were concerned with logical 

classifications of time signatures".21 It is very difficult to establish when compound 

time came into use because, as will be seen below, not only were bar lengths rarely 

regular, divided into one, two or three units of duple or triple time, but also time 

signatures were illogical, so that a signature which we might interpret as compound 

might have been viewed as triple (simple) time by the composer. Nevertheless, there 

are some hints of a basic understanding of the concept of compound time in several 

works of theory fLam the period. Simpson's description in The Division Viol is early, 

and may be ~erived from mensuration rather than non-context-dependent notation (this 

is difficult to judge, since he does not talk about the larger values and whether or not 

they would be dotted when worth three beats). Nevertheless, the explanation he gave 

does seem to correspond with the modern concept of compound time: 

Sometimes the Grounds themselves are Tripla- Time, consisting (usually) of three 

Semibreves, or three Minims, or three Crotchets to a Measure. Sometimes you may 

meet with a Tripla upon a Tripla; as for instance, when upon a Ground consisting of 

three Minims to a measure, each Minim is divided into three Crotchets, six Quavers, or 

the like. Again, in Division of Grounds of the Common-Time, you will meet now and 

then with divers Tripla's, as sometimes three Crotch ets to a Minim, producing six 

Quavers , twelve Semiquavers , &C, sometimes three Quavers to a Crotchet , and 

sometimes three Semiquavers to a Quaver.22 

19 Francis North (1677) 34. 
20 Playford (1697) 9. See also similar statements in Matteis (1682) 7; Salter (1683) 7; Porter (1700) 
8; and Roger North in Wilson (1959) 96-7, 101 and 198. 
21 Roule (1987) 35. 
22 Simpson (1659) 10. 
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The anonymous author of Synopsis of Vocal Musick wrote similarly: 

Sesquialtre time is whose parts, the depression and elevation of the hand are equal, or even 

long, as in Common Time, yet by whom Notes and Pauses are meas ured, not according 

to their proper value, as in Common Time, but according to a certain proportion as in 

Triple.23 

23 Synopsis (1680) 14. The "depression and elevation of the hand" is a reference to the practice of 
beating the tactus; see below. 
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The Function of the Bar Line 

The Bar Line in Theory 

Theorists described two functions of the bar line in late seventeenth-century England: 

to help the composer vertically to align the parts and to help the performer to keep time. 

The former definition was hinted at by Charles Butler who, in his discussion of florid 

counterpoint (discant), told the student composer "First, at every 2 or 3 Sembriefs 

[sic], draw the Bars through all the Lines, or Parts of your Song: that you may the 

more easily see, in true musick, to contrive your Points together, and afterwards espy 

and correct your errors". 24 This interpretation of the bar line's function - essentially 

defining it as a visual aid - emphasises the vertical relationship between the parts and 

might explain the increasing use of bar lines as the harmonic style developed during the 

seventeenth century. As Ruff points out, "the cross-rhythms and ligatures which were 

characteristic of the music of the thirteenth to sixteenth centuries did not lend 

themselves to bar-lines, and to a great extent, it was the development of homophonic 

music and the use of shorter note-values which made barring possible".25 

If bars were simply for alignment, we might expect them to be used least often in part

books, where the vertical relationship between parts was not emphasised. This 

suggestion is aPRarently supported by the fact that even towards the end of the 

seventeenth century parts were being published and copied without bar lines: 26 five out 

of the nine sets of parts or part books in composers' autographs which have been 

analysed contain few or no bar lines. 27 However, at least one piece of evidence 

suggests that bar lines had a more significant function: Locke's autograph parts to a 

group of movements from the First Part of the Broken Consort (Och MS Mus. 772-6) 

contain no original bar lines,28 but in the three movements which begin with anacruses 

(46 Courante, 54 Courante and 56 Saraband) Locke placed a bar line after the anacrusis 

in the parts with the upbeat to clarify where the first downbeat would occur (Example 

24 Butler (1636),91. 
25 Ruff (1962) 119. She might have added that it also made barring necessary. 
26 Ruff continues: "It was always the custom to bar scores, but the score was only the composer's 
draft, and as it was considered a professional secret, it was rarely published before the 19th century ... 
The individual parts were printed without bars until well into the 17th century"; ibid., 119-20. 
27 These are: William King in Ob MS Mus.c.48 and Ob MS Mus.e.23-5; Locke in Och MS Mus. 
772-6; Loosemore in Cp Former Set 1-2, 4-7; and Simpson in Och MS Mus. 1183 (no bar lines for 
the first two statements of the ground). 
28 Some bar lines have been added to the parts with no regularity even between different copies of the 
same parts, but these are clearly later additions and do not appear to be in Locke's hand. Locke did draw 
double bar lines as section markings. 
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1).29 One could infer that the function of the bar line here was simply to make sure that 

the players with the anacrusis entered before the players whose music begins on the 

downbeat, but there are no markings in the three theOl'bo parts to indicate that the other 

parts have anacruses, so it is difficult to see how the theorbo players would have 

known not to start playing at the same time as the other performers. The only logical 

explanation is that Locke had to inform the players with the anacruses that the downbeat 

- i.e. the first stressed beat - was the second, not the first note that they were to play. 

In other words, he had to infOlm them of the metre at the beginning of each piece. 

This example seems to confirm that, as the vast majority of theorists wrote, the bar line 

helped the performers to keep time. Unfortunately, none of the theorists explained 

exactly how it did so: their descriptions did not refer to hierarchies of pulse-strength, 

and from most we would probably infer that bars simply divided the music into units of 

unspecified length. Simpson, for instance, wrote: "Here you have every time or 

measure distinguished by strokes crossing the lines [stave], which strokes, together 

with the spaces betwixt them, are called Bars".30 Porter's definition was similarly 

vague: "Now, to sing and keep true Time, mind well your Bar, (which is a stroak over 

thwart the five Lines [stave], as you will see hereafter)".31 The anonymous author of 

Synopsis of Vocal Musick implied that bar lengths could vary, seemingly arbitrarily, in 

multiples of what we would consider to be a single unit (such as one semibreve in 44 

time): "The Limiting signs are the Bars which are perpendicular lines, and are ... 

single, measuring the distances of one or more times of a Song". 32 Although the last 

author related bar lines to units of time, the fact that it was not considered necessary to 

place them between evelY unit implies that the time units - and therefore metrical accent 

- could be identified without the presence of bar lines. 

Regular Bar Lengths in Practice 

The theorists' lack of ability accurately to describe the relationship between bar lines 

and metre strongly suggests that this relationship was not yet fully developed, and this 

is confirmed by the numerous patterns of barring demonstrated in the autograph 

manuscripts of the period. Although some composers did maintain regular bar lengths 

in their music, the vast majority did not, or did so in only some pieces. Frequently the 

29 The bass viol part also has coronas placed over the first two downbeat notes in 46 Courante. It is 
not clear whether these coronas are intended to direct the player to pause on the notes concerned, though 
since there are no coronas in the other parts this seems unlikely. We might guess, therefore, that the 
coronas were also supposed to draw attention to the presence of the anacrusis in the other parts. See 
Chapter III below. 
30 Simpson in Lord (1970) 11. 
31 Porter (1700) 9. 
32 Synopsis (1680) 21. 
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Example 1 

Matthew Locke - First Part of the Broken Consort, 46 Courante 

Och MS Mus. 772 - first treble part 
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placing of the bar lines appears to be connected only vaguely with the implied metrical 

accent of the music. 

Six out of the twenty composers whose extant autograph manuscripts have been 

analysed used regular bar lengths for both triple- and duple-time music in all the extant 

pieces they copied, but for all but two there are very few surviving sources, so it is not 

possible to draw conclusions about their styles of barring overall. Music copied by 

John Courteville, Robeli Creighton and Vaughan Richardson appears to survive in only 

one manuscript for each composer and, with the possible exception of Creighton's 

manuscript (Lbl Add. MS 37074), which contains 15 songs and 64 instrumental 

movements, the manuscripts do not contain large numbers of pieces.33 Lbl Add. MS 

1501 is also the only extant manuscript containing music by and in the hand of Pietro 

Reggio during his career in England; it is quite substantial, containing 45 songs in his 

hand, but only five are attributed to him as composer. Whether or not all or any of 

these composers used regular bar lengths in all of their music we cannot tell, but the 

fact that they did so at all is significant. Because regular barring became fully 

established in the first decade or so of the eighteenth century, we might expect to see 

regular bar lengths more often in the music of composers born later in the seventeenth 

century than in that of earlier composers. However, these musicians lived over a 

period of more than a century between them: some were born early in the century and 

belonged to the generation of composers educated before the Commonwealth; others 

were born after the Restoration. 34 Moreover, the two composers for whom there are 

many extant sources each copied with regular bar lengths are Matthew Locke and 

Daniel Purcell, born nearly forty years apart. There is absolutely no suggestion that the 

adoption of evenly spaced bars was the result of a gradual regularisation during the 

seventeenth century and these manuscripts do not shed any further light on the 

development of the relationship between metre and the bar line in the period. 

The regularity of bar lines in the music of Matthew Locke is particularly interesting 

because he seems to have ensured meticulously that bar lengths did not vary. The 

prelude and Gloria Patri in Ob MS Mus.Sch.C.44 is in rough draft form, but 

nevertheless he drew bar lines spaced regularly throughout. At the point at which 

Locke took over copying the parts of the same Gloria Patri from Edward Lowe in Ob 

33 The manuscript attributed to John Courteville is Lbl Add. MS 31439, containing thirteen songs and 
an instrumental jigg; Vaughan Richardson's manuscript is Lbl Add. MS 42065 , containing four 
anthems. 
34 Their approximate dates are as follows: Robert Creighton, c.1639-1734; Pietro Reggio, 1632-1685; 
Vaughan Richardson, c.1665-1729; no dates are known for John Courteville since his life was largely 
undocumented - there is even some suggestion that music attributed to him could actually be by 
Raphael Courteville (fl. 1687-1735). 
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MS Mus.Sch.C.138 the previously inconsistent bar lengths suddenly become regular. 

The triple-time section of his organ score of How doth the City sit solitary (Och MS 

Mus. 1188-9) demonstrates that he maintained regular barring even when there were 

hemiola rhythms (most composers would use double-length bars in a triple-time section 

when there was syncopation).35 Locke was also at pains to correct a mistake in barring 

that he made in the Nunc Dimittis on f. 15v of Lbl Add. MS 31437: he wrote "flase 

[sic] scord to the end of the first [system]" because at "For mine eyes" he had 

accidentally drawn bar lines on the half bar rather than the full bar; in order to correct 

the bars he re-copied an entire section of music. The large book containing all of 

Locke's music for string consort (Lbl Add. MS 17801) is made up almost entirely of 

music staves with pre-ruled, and therefore evenly spaced, bar lines. The purchase of 

this type of manuscript paper appears to have been relatively rare in England in the mid

and late-seventeenth century, Henry Aldrich being the only other composer for whom 

examples survive.36 It is significant that, whereas Aldrich filled up the bars with as 

many bar 'units' as the number of notes allowed, Locke always wrote bars of the same 

length. These pre-ruled bar lines might also explain why the bar lengths do not 

correspond between his two score copies of the Consort of Four Parts: the time 

signatures are the same and bar lengths are regular within each respective manuscript, 

but in several triple-time movements there are twice as many bar lines in the copy in Lbl 

Add. MS 17801 as there are in Lcm MS 939, making 32 rather than 62 bars. Because 

the lines in Lbl Add. MS 17801 were pre-ruled it is very likely that Locke was forced to 

use short bars in triple time, there being not enough space allowed between bars to 

write six beats. 

Daniel Purcell appears to have been as meticulous about barring as was Locke. Bar 

lines are consistent in all of his autograph manuscripts, and the barring process was 

apparently straightforward for him, since he seems to have made only two barring 

errors. On f. 97v ofLbl Add. MS 30934, in the ode The Loud-Tongued War, he failed 

to take into account a half-length bar which he had fitted into the end of a system, with 

the result that he began the following system with another full bar. He corrected the 

mistake immediately in the next bar, which gives the apparent effect of producing three 

24 bars, since the erroneous line was only partly smudged out. He made exactly the 

same error in the anthem Have mercy upon me, in Lbl Add. MS 31461 (bottom 

system, f. 45v), again compensating for the mistake immediately in the ritornello at the 

top of the following leaf. 

35 See p. 23 below. 
36 In fact, Aldrich may have drawn both sets of bar lines himself: his arrangement of Fan"ant's Hide 
not thy face from me in Lbl Add. MS 30931 has pre-ruled lines, but they do not fit neatly into the ends 
of the stave lines; in Och MS Mus. 19 he certainly drew his own bar lines in advance, ruling them at 
39mm intervals, first in pencil, then in ink. 
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Patterns of barring are much more complicated for the majority of the composers in the 

Restoration period who usually drew irregularly spaced bar lines but who, on occasion, 

wrote bars of constant length. There are no obvious reasons why their barring patterns 

should have been so inconsistent, and the fact that the function of the bar line was 

transitionary during the period is probably the only explanation that can be given. 

Henry Aldrich normally wrote bar lengths that varied by as many as eight beats during 

the course of a piece, yet Salvator mundi in Och MS Mus. 18 has regular bars in both 

duple and triple time, with no exceptions. Most of Henry Purcell's music contains 

irregular bar lengths, particularly in triple time, but the partial-autograph score of Hail 

bright Cecilia (Ob MS Mus.c.26) and the parts to My Song shall be alway (Och MS 

1188-9) have the same respective bar lengths within each metre throughout. In the vast 

majority of John Blow's autograph manuscripts bar lengths vary, but his copy of the 

New Year's Ode for 1700 in Lcm MS 776 is barred regularly. Eight out of the twelve 

surviving autographs for James Hawkins contain only regular bar lengths, and in the 

manuscript in which he collected all his music (Ely MS 7) he even corrected errors in 

barring on two occasions,37 but the remaining manuscripts have inconsistent bar 

lengths. Composers seem to have associated duple time with regularity more than they 

did triple, since there are many examples of pieces in which the bars are regular in 

duple time but not in triple. These include Humfrey's Almighty God who madest thy 

Blessed Son (in !3u MS 5001), several vocal and instrumental pieces by Henry 

Purcell,38 and Goodson's odes Sacra Musarum and Quis efficaci carmine in Och MS 

Mus.618. 

Christopher Gibbons' instrumental pieces in Ob Mus.Sch.C.44 are all barred extremely 

irregularly with the exception of the Fantazia (D31). Gibbons copied only part of this 

piece, another copyist taking over at bar 41, at which point Gibbons wrote the word 

"forty" above the score. Since the first bar of the piece is double-length, forty 

corresponds exactly to the bar number at that point. Although it is unclear why 

Gibbons should have wanted to know exactly how many bars he had copied (written?), 

or whether this is what the number was intended to symbolise, it is almost certainly 

significant that the only piece in which the bars were counted is also the only piece in 

which bar lengths are constant. Goodson gave the number of bars at the end of each 

section in the instrumental parts he copied for the Oxford Act Song Canninum praeces 

37 These are: the last six bars of Thy righteousness 0 God (p. 75) and the end of the first phrase of the 
opening tenor solo in Man that is born (p. 113). 
38 These are: the four anthems in Bu MS 5001; all the Fantazias (with the exception of the fourth), the 
Suite in G and the Sonatas in Lbl Add. MS 30930; Blessed are they and Out of the Deep in Lbl Add. 
MS 30931 ; the Yorkshire Feast Song (Lbl Egerton MS 2956); and Let mine eyes and In thee 0 Lord 
in Ob MS Mus.c.26. 
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(Ob MS Mus.Sch.C.128), and wrote the number of bars' rest for tacet sections in the 

parts he copied to Janus did ever (Ob MS Mus.Sch.C.135). An anonymous scribe in 

Ely MS 18 copied in corrections to a piece by Giles on p. 299, writing "In Dr. Giles's 

Anthem make those Alterations in ye solo for ye Bass as follows", and then referring to 

several passages by their bar numbers, even though not all bar lengths are the same 

length. If copyists and composers could refer to bar numbers, they must have been 

able to assume some regularity of pulse and place some importance in the spacing of 

bars . 

Irregular Bar Lengths in Duple and Triple Time 

For the vast majority of composers bar lines seem to have functioned only in a general 

way to show duple or triple time, dividing the music up into one-, two-, three- or even 

larger-unit segments, and often all of these during a single piece. This corresponds 

with the statement of the anonymous author of Synopsis of Vocal Musick, quoted 

above, that: "The Limiting signs are the Bars which are . . . single, measuring the 

distances of one or more times of a Song" (myemphasis).39 The practice was also 

referred to by the author of A New and Easie Method to Sing by Book, who made it 

clear that a six-beat bar in triple time should be thought of as two bars of triple time 

under a single bar line: 

In this Time [£3], the Notes go by Threes, and are sometimes three, sometimes six 

Crotchets to a Measure or Bar; the Time-Note therefore of three Crotchets in a Bar, is [a 

dotted minim], and of six Crotchets to a Bar, [a dotted semibreve]; which latter, is most 

convenient for the Motion of the Hand, in that three Crotchets may be sung with the hand 

up, and three with it down. The like may be done with Minims when you meet with 

three of them or equivalent in a Bar; viz. making two Bars as one, sing three Minims (or 

one Bar) with the Hand up, and three with it down.40 

Although composers tended to bar more regularly in duple time than in triple, it is rare 

in most cases to find a piece which has no uneven bar lengths at all. Given below are 

the most common barring characteristics of each composer who did not consistently use 

regular bar lengths:41 

39 Synopsis (1680) 21. 
40 New and Easie (1686) 51. 
41 The use of 'time signatures' in these descriptions is merely supposed to make it clear how many 
beats are given in the bars, not to suggest any change of metre, or any association with modern time 
signatures. 
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Henry Aldrich normally used a minim pulse in duple time, either mainly in 42 with 

some double lengths, or in 82 with some half lengths, though 122, 1°2, 62 and 22 bars 

are also not uncommon. In three manuscripts there are pieces written in crotchet pulse 

in duple time, mainly in 44 but with many double- and half-length bars.42 In triple time 

he also used a minim pulse more frequently than a crotchet with 62 and 92 as the most 

common bar lengths, though bars of twelve and three minims are frequently 

interspersed. A crotchet pulse for triple time is found in the same three manuscripts as 

for duple time; here 64 is the principal unit, with many 94 bars. In Consurge tandem in 

Och MS Mus. 619 there is one section with the time signature 61 in which bars have 

either six or twelve crotchets. 

John Blow used both crotchet and minim pulse in duple time. In crotchet pulse 44 is 

the basic unit, though double-length bars are fairly common. In minim pulse the bars 

are either mostly in 42 with some half- and double-length units, or mostly in 22 with 

some double lengths; several pieces also have units of 62 and 102. Minim pulse in triple 

time is either in 32 with some 62 bars, or 62 with some 32S. In crotchet pulse the music 

is in 64 with some 34 and 94 bars, and in Och MS Mus. 14 a few 124 bars as well. In 

the symphonies of Dread Sir Father Janus, Great Sir the Joy of all our Hearts and 

Blessed is the Man in Bu MS 5001 Blow wrote bars evenly spaced in 68. 

Henry Cooke used a crotchet pulse in the pieces in Bu MS 5001 with 44 as the basic 

unit, plus some 84 bars. In triple time the music is mainly in 64 with some 34 and 94, 

and one whole section in 94 in 0 give thanks unto the Lord. 

Although, as has been described, the bar lengths in Christopher Gibbons' Fantazia 

in four parts (D31) in Ob MS Mus.Sch.C.44 are very regular, those in the other two 

pieces in that manuscript that he copied are extremely unevenly spaced; within the basic 

minim pulse in duple time they range from two to ten minim beats. 

Richard Goodson normally used a crotchet pulse in duple time with bars of 44 and 

84, plus occasional 124 bars. In the two manuscripts in which he used a minim pulse 42 

is the basic unit, though half- and double-length units are also found and there are some 

62 and 102 bars.43 In triple time he used a minim pulse more frequently than a crotchet, 

with 62 bars and occasional 32, 92 and 122 units also; in Blessed is he in Och MS Mus. 

42 Och MSS Mus. 15, Mus . 18 and Mus. 619 (vocal sections only). 
43 Och MSS Mus. 616 and Mus. 6l7. 
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22, 92 and 122 are most common. Triple time has a crotchet pulse III several 

instrumental movements where 34 and 64 bars are used.44 

In the music in Och MS Mus. 1212 Henry Hall used regular duple bars of 44, though 

there is one half-length bar at the end of a system and in triple time basic units of 34 are 

interspersed with bars of 64. 

James Hawkins drew regularly spaced bar lines in most of his music, but two 

manuscripts contain works where barring is inconsistent. The section "0 go your way" 

in the Jubilate in Ely MS 4 is basically in 42 but has one bar of 1°2 and one of 22; the 

Service in F in Ely MS 9 is also mainly in 42 but there are some 62 and 82 bars. In 

triple time both pieces mix bars of 62 with 32 units. 

Pelham Humfrey used regular duple-time bars in 44. In triple time, music with a 

crotchet pulse was mainly in 34 with some 64 bars; that with a minim pulse was mainly 

in 32, also with some double-length units. 

William King drew bar lines only in his scores in Ob MS Mus.Sch.C.44 and Dm 

MS Z2.1.13. In the former there is almost no regularity, with only basic duple and 

triple distinctions made; in the latter duple-time bars remain in 44, but there are several 

double-length bars where one part has syncopation and two half-length bars in the final 

phrase of the music. 

In Henry Purcell's music duple-time sections have regular bar lengths in six 

manuscripts.45 Where they do not and a minim pulse is used, 42 is the basic unit with 

some half-length bars, though 22 can also be prominent; in addition, two pieces have 

bars of 82 and three have bars of 62 in duple time.46 With a crotchet pulse 44 is used 

mainly, with some 84 bars. In triple time, music with minim pulse is either in 32 with 

some double lengths, or in 62 with some half lengths, though there are occasional 92 

and 122 bars also. Triple time with crotchet pulse is mainly in 34 with some 64 bars, 

though 94 and 124 are again used and in the instrumental sections of My beloved spake 

in Lbl Add. MS 30932 there is even one bar of 184. In The Yorkshire Feast Song in 

Egerton MS 2956 there is an instrumental section which is principally in 38 with some 

44 Instrumental movements in Sacra l1lusarum, Qllis efficaci carmine, 0 cum divUln te and Janus did 
ever in Och MS Mus. 618 have movements with crotchet pulse in triple time, and there are similar 
examples in vocal music in Ob MS Mus.Sch.C.128 and Och MS Mus . 617. 
45 Bu MS 5001 , Lbl Add. MS 30930, Blessed are they and Out of the Deep in Lbl Add . MS 30931, 
Behold now praise the Lord in Lbl Add. MS 30932, the music in Lbl RM. MS 20.h.8, and all three 
pieces in Ob MS Mus.c.26. 
46 In the midst of life/Thou kllowest Lord in Lbl Add. MS 30931 and My beloved spake in Lbl Add. 
MS 30932, and those two pieces plus the Benedicite in Ob MS Mus.a.l . 
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68 bars, and in the arrangement of "Turn then thine eyes" in Gresham MS VI.S.6 there 

is some 128, though not all bar lengths are regular. 

Thomas Tudway's music always has a crotchet pulse in duple time, mainly in 44 

with some 84 bars. In triple time crotchet pulse is used in all but one case; 64 is the 

basic unit, though there are some 34 bars. In Lbl Harley MS 7341 there are some 

examples of minim pulse in triple time, where 62 bars are occasionally interpersed with 

32 and 92. 

William Turner used regular 44 bars in duple time in God standeth in the 

Congregation in Bu MS SOO1. In triple time instrumental sections are in 34 with some 

64 bars, and vocal in 64 with 34 bars. 

Although single (44/42) and duple (84/82) units are most common for all composers 

when writing in duple time, Aldrich, Blow, Christopher Gibbons, Goodson, Hawkins 

and Henry Purcell also used units of six and ten beats. It is important to realise that, 

although a 62 or 64 bar for us would be assumed to subdivide into three units of two, in 

this context the subdivision is 4 + 2, effectively meaning that a duple-time bar has been 

divided in half and then added to a whole bar; where a bar has ten beats these therefore 

comprise two whole bars plus one half bar. Thus the principal distinction between 

duple time and triple time is preserved. The use of Il2-bar units in duple time explains 

why in several of Blow's duple-time pieces in Lbl K.9.b.9 (5) the predominant bar 

length is six minims;47 it also resulted in what at first appears to be a very complex 

relationship between two settings of the Gloria to Goodson's lubilate (Service in C) in 

Och MS Mus. 616 (Example 2). There are in fact three settings of this Gloria: the first 

is unrelated to the others but the third, not copied in Goodson's hand in the manuscript, 

derives closely from the second. Although the music was fairly extensively 

recomposed in the third version, it is possible clearly to distinguish most of the phrases 

of the second Gloria. Goodson's barring for the second Gloria is very regular, there 

being just three 62 bars to disrupt the majority in 42, with a time signature of C. The 

third Gloria has no time signature; the barring is mostly regular, but the majority of the 

bars here are in 62 - there are only five 42 bars, plus the final bar with eight minim 

beats.48 At first glance, the piece appears to be in triple time. Comparison with the 

47 These are: My God, my soul is vexed within me; the Nunc Dimittis in the Evening Service in 
Gamut on f. lOv; 0 God, wherefore art thou absentfram liS; the Te Deum, Jubilate, Commandments 
and the first half of the Creed in the Service in A re #; the Te Deum, Jubilate, Commandments and 
Creed in the Morning Service in Gamut; and the Magnificat and the first half of the Nunc Dimittis in 
the Evening Service in Gamut on f. 40r. 
48 The last note is very elongated and would appear to be a maxima (which would mean the bar had 
twelve beats), but since this note was restricted to rests by the late seventeenth century, it has been 
assumed to be a breve. The breve was still used fairly frequently as the standard symbol for final notes 
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Example 2a 

Richard Goodson - Gloria of Jubilate from Service in C, second setting 

Och MS Mus. 616, ff. 15v-16r 
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Example 2a 

Richard Goodson - Gloria of Jubilate from Service in C, second setting 

Och MS Mus. 616, ff. 15v-16r 
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Example 2b 

Richard Goodson - Gloria of Jubilate from Service in C, third setting 

Och MS Mus. 616, ff. 16v-17r 
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second Gloria, however, together with an analysis of the harmonic articulation, makes 

it clear that the 62 bars are divided into 4 + 2, not into two halves, and that the metre is 

in fact duple. 

Irregular Barring and Natural Accent 

Williams offers a tentative explanation for the patterns of barring described above: 

The irregularities [in barring] do not result, as one might expect, in alterations of time 

species from double to triple. In triple time they consist in producing a sixfold or 

ninefold instead of a threefold bar, by the omission of bar-lines, and in duple time the 

only irregularity consists in occasionally placing a bar-line so as to produce a measure of 

the value of a bar and a half - the result being much the same as when a composer 

commences his fugue with a whole duple bar, and makes the answer enter at the half bar. 

So that there was a method in the irregularity of the original barring, and it is possible 

that the composers had a finer feeling for rhythmical variety than we have, and that they, 

like their successors of the present day, purposely displaced the principal accent, not by 

introducing a single bar of less than the normal measure, but by lengthening the normal 

bar.49 

Although to an extent the placing of stress in a musical phrase is subjective, there is no 

evidence in the manuscripts to confirm Williams' idea that irregular lengths were 

intended to convey the metrical accent of the music. Most importantly, in the vast 

majority of pieces where there is more than one autograph copy surviving or where 

parts have been written out by the composer, the bar lines do not correspond between 

copies. In Aldrich's 0 God thou art my God, 0 praise the Lord, Service in A, Service 

in G (all in Och MSS Mus. 15 and 19) and Unto thee 0 Lord (twice copied into Och 

MS Mus. 15) there are different patterns of barring in each copy. The bar lines in the 

sketch and neat scores of Goodson's Janus did ever (Och MSS Mus. 616 and Mus. 

618 respectively) often do not correspond, both only retaining basic duple and triple 

units, though the bars in the neat score are generally more regular than those in the 

sketch. In Hawkins' music bar lines which do not correspond are normally half a bar 

displaced from one another, such as in the Service in A (Ely MSS 7 and 18), the 

Service in C (Ely MSS 7, 9, 17 and 19), the Morning Service in G (Ely MSS 7 and 

19), the Gloria (Ely MSS 9 and 21), Blessed be thou Lord God (Ely MSS 9, 10 and 

12), and Lord who shall dwell in thy tabernacle (Ely MSS 7 and 19). The opening 

in seventeenth-century music, and may therefore have been intended - as it was in mensural music - not 
to signify any particular note length in that context. 
49 Williams (1903) 173-4. 

20 



vocal section of Tudway's My heart rejoiceth is barred irregularly in Lbl Harley MS 

7342, but has even lengths in Lbl Add. MS 36268. When the bars in Lbl Add. MS 

36268 move into 64, they do correspond with those in Lbl Harley MS 7342, but the 

single bar of 34 time at "love thee" in bar 7 is matched by a single bar of 34 in bar 6 in 

Lbl Harley MS 7342. Cooke re-wrote the basso continuo part of one of the 

symphonies in 0 give thanks (Bu MS 5001), presumably so that the player would not 

have to turn back for the repeat of the symphony, and the bar lengths in that part are 

much less regular than those of the score version. 

Perhaps the most conclusive evidence about bar lines lacking significance in portraying 

metrical accent is in the Creed from Aldrich's Service in A, copied in autograph form in 

Och MS Mus. 19 (Example 3).50 Aldrich rewrote the section "and was crucified" to 

the end of the phrase at "he suffered and was buried" (pp. 27-8). The alteration 

involved neatening the end of the first phrase and the ensuing imitative entries in the 

second bar of the section, as a result of which one minim beat of the 42 bar was lost. 

Aldrich re-copied the whole section on a slip of paper attached over the first version, 

compensating for the lost beat as he did so by moving the bar line one minim further 

forward until the end of the phrase. In order to avoid an odd number of beats at that 

point he simply lengthened the final note (on "buried") from a single minim beat to a 

semibreve. Unless Aldrich really wanted completely to alter the stress patterns in the 

section, the bar lines could not have been intended to signify metre. There is a similar 

example of bar lines being shifted by just one beat in the two copies of the Creed from 

Aldrich's Service in G (in Och MSS Mus. 15 and Mus. 19): the section "the Father 

almighty" begins on an anacrusis in the version in Och MS Mus. 19, but in the other 

manuscript the start of the phrase is delayed by an extra minim beat's rest. The two 

copies are synchronised two bars later by an additional minim rest in Och MS Mus. 19, 

but the bar lines are effectively one beat out for the whole phrase. 

There are some pieces where bar lines do correspond in comparisons of different 

autograph copies, but these are limited to the music of James Hawkins who, in any 

case, used evenly spaced bar lines in most of his music.5l The only other evidence to 

suggest that at least some composers may intentionally have placed their bar lines 

50 The first version of the section has had to be transcribed since both ends of the alteration slip are 
still attached to the manuscript, so it is not possible to make a reproduction of the passage. 
5l The pieces in which all bar lines correspond are: Chanting Service in C Minor (Ely MSS 7 and 19), 
Chanting Evening Service in D (Ely MSS 9 and 18), Blessed is He (Ely MSS 7 and 10), Bow down 
thine ear (Ely MSS 7 and 19), Hear 0 tholl Shepherd (Ely MSS 7 and 9), In thee 0 Lord (Ely MSS 7 
and 9), Lord thou art become gracious (Ely MSS 7 and 17), My God, my God (Ely MSS 7 and 17), 0 
Lord grant the King (Ely MSS 7 and 18),0 Lord my God (Ely MSS 7 and 10),0 sing IInto the Lord 
(Ely MSS 7 and 18), Praise the Lord (Ely MSS 9 and 20), and Praise the Lord, ye servants (Ely MSS 
7 and 17). 
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Example 3a 

Henry Aldrich - Alteration to Creed in Service in A, first version 

Transcribed from Och MS Mus. 19, p. 28 

pI $ J J J ) D j [J]I J J . J J J J ItZZ2zj JB JJI 
un - der Pontius Pi - - - - - late un-der Pontius And was cru - ci - fy'd al - so for us 

It I # i$ r r r -p r [r r] I f r r U ~r- r I er-r ~r .g j ~J I 
And was cru - ci - fy'd al - so for us under Pon - tius Pi - - - late un-der Pontius 

al - so for us And was cru - ci - fy'd 

9: # 't i$ r r r ~ J [J] J I r r -
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~#'# 

And was cru - ci - fy'd al - so for us 

!§3JJJ I · }J 
Pi - - - late He suf - - fer-ed 

J4 ~J • I ~r 
He 

~r r r I . ~r r J B d j I 
un-der Pon - - - tius Pi - late un-der Pontius 

~r u r r I 
un-der Ponti-us Pi - - - - - late un-der Pontius 

Elr 
suffer - ed and was bu - ri - ed 

er gr 
Pi - - - late He suf-fer-ed and was bu - - ri - ed 

~t## tzg;g d • If r d. ) ~U n I J lJ 
Pi - - - late He suf - - fer - ed and was bu - ri - ed 

,:#1, J ~t±±tJ. 
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Pi - - - late He suf - - fer - ed and was bu - ri - ed 
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Example 3b 

Henry Aldrich - Alteration to Creed in Service in A, second version 

Och MS Mus. 19, p. 28 
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Example 3b 

Henry Aldrich - Alteration to Creed in Service in A, second version 

Och MS Mus. 19, p. 28 
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irregularly is in the music of Richard Goodson, for whom a partial-autograph set of 

parts to the Oxford act song Carminum praeces survives in Ob MS Mus.Sch.C.128. 

The bar lines in these parts are slightly irregular, particularly in triple-time sections, but 

they correspond between parts. This suggests either that Goodson copied the parts 

from an irregularly barred source and simply transferred the irregular bars into the parts 

(in which case we do not know whether or not he attached any significance to them), or 

that he used irregular barring deliberately. 

Patterns of Irregular Barring 

Although for the majority of composers the placing of bar lines does not seem to have 

been significant beyond adherence to basic duple and triple subdivisions, there are 

some patterns to show where composers most frequently used irregular barring. For 

instance, in order not to waste paper copyists usually tried to fit as much music as they 

could onto each page, with the result that the end of a system would often contain an 

incomplete bar - usually a half-length unit - which would be completed at the beginning 

of the following stave. Almost all the composers whose autograph manuscripts have 

been analysed tended not to allow for these half-length bars, beginning the next system 

with a new full bar. The pattern is particularly evident in the music of John Blow in Bu 

MS 5001 (Dread Sir Father Janus, Rise Great Monarch, Lift up your Heads, Blessed is 

the Man and I will hearken), Lbl Add. MS 30932 (My God, my God, look upon me), 

Och MS Mus. 628 (The Lord is my Shepherd) and Och MS Mus. 686 (Gesta 

Britannica). There are also examples in the autographs of Henry Cooke in Bu MS 

5001, in those of Richard Goodson in Och MSS Mus. 618 and Mus. 617, and in 

Thomas Tudway's anthem The Lord hear thee in Lbl Harley MS 7338. 

It is slightly more difficult to explain the tendency of composers to use unnecessary 

half-, double- or triple-length bars in the first and last few bars of a section of music. 

The use of a shorter bar at the end of a section might be necessitated if the composer 

reached the end of his copying to discover that there was an incomplete bar (this, for 

instance, would explain the use of a 22 bar at the end of music in 42, or a 34 bar at the 

end of music in 64), and, in the context of music in which irregular bars would 

frequently be found in the body of the music, this would probably not be significant. 

However, seven of the twenty composers in this study regularly altered the lengths of 

bars at the ends of sections where this was not necessary, and also used shorter or 

longer lengths at the beginning of a section. In duple time the most frequent pattern 

was to end a section with 84 bars where the music was generally in 44.52 Examples are 

52 Or to end a 42 section in 82. 
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found in Blow's music in Bu MS 5001 and Och MS Mus. 14, in Cooke's pieces in Bu 

MS 5001, in Goodson's ode 0 qui potenti in Och MS Mus. 617, and in all of 

Tudway's pieces in the Harley manuscripts. Initial bars in duple time were lengthened 

by Cooke at the start of the first 44 section in Come let us pray (Bu MS 5001), and 

shortened by Goodson and Henry Purcell, both of whom on occasion would begin a 42 

section with one or more 22 bars. In triple time, as with duple, it was common to end a 

section with double-length units - that is with one or more 64 bars in a 34 section (or the 

equivalent in minim pulse). Henry Purcell used this pattern particularly frequently 

(there are many examples in Bu MS 5001, Cfm Mu MS 88, Lbl Add. MS 30931 and 

Lbl R.M. MS 20.h.8), and it is also found in the music of Blow (Och MS Mus. 686), 

Humfrey and Turner (Bu MS 5001) and Tudway (Lbl Harley MS 7342). At the 

opening of a triple-time section which was mainly in 34 Blow, Cooke, Humfrey and 

Turner would sometimes use one or more bars of 64. But the most ubiquitous trend in 

the opening few bars of triple-time sections in this group of composers was to use 34 

bars in what was otherwise a 64 section.53 Only Cooke and Humfrey did not follow 

this pattern, and this is because in their music triple-time sections are generally barred in 

34 not 64. In general, there appears to be little logic in altering the main pattern of 

barring at the beginning or end of a section, but it is possible that giving a single-length 

unit of triple time at the opening of a section largely barred in duple-length units might 

make clearer to the performers the intended metre of the section; this does not, 

however, explain $hy the composer would choose to change to double-length units 

after the first few bars. 

The other main situation which appears to have prompted composers to change the 

pattern of barring within a section is syncopated rhythm in one or more parts. 

Goodson seems to have wanted to draw attention to the off-beat accent by consistently 

placing bar lines across the syncopation in Blessed is he (Och MS Mus. 22). 

Conversely, most composers avoided the necessity for tied notes by omitting bar lines 

where there was syncopation. For instance, in I said in the cutting off of my days (Och 

MS Mus. 628) Blow wrote several consecutive bars of syncopation in the solus verse 

"The grave cannot praise thee", which he barred as four bars of 84 rather than eight of 

44. In the Benedicite in Ob MS Mus.a.l Henry Purcell barred each occurrence of the 

hemiola pattern on "him for ever" in 92, rather than maintaining 62 bars across the 

accent (Example 4).54 

53 Or 32 in 62. 

54 There are other examples of avoided bar lines in Blow's music in Och MS Mus. 14, Hingeston's 
organ score Ob MS Mus.Sch.E.382 (this is not entirely consistent), and Henry Purcell's music in Cfm 
Mu MS 88 (Save me 0 God) and Lbl Add. MS 30932 (By the waters of Babylon). 
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Example 4 

Henry Pm'cell - "Him forever" from Benedicite (Service in B flat) 

Ob MS Mus.a.l, f. lr 



Anacruses and Bar Lengths 

Despite the flexibility in bar lengths demonstrated in the autograph music of composers 

in the Restoration period, all the evidence so far has pointed towards them following 

what the theorists described as a fundamental distinction between duple and triple 

metres. In the score of 0 be joyful (Och MS Mus. 1188-9), for instance, Locke 

indicated at the end of the first verse section that the opening symphony should be 

repeated. In order for the music to lead back neatly and with a clear change of metre, 

he altered the time signature in the last bar of the verse from -t: to [3; it could then 

serve as the start of the bar for which the anacrusis at the beginning of the symphony 

provides the end. Similarly, in the first of the unidentified dance movements at the 

back of Och MS Mus. 618 Richard Goodson altered the change of time at the end of the 

piece so that it occurred one bar earlier than originally written, meaning that the cadence 

could remain in the previous metre, 64. There are, nevertheless, examples where 

composers appear to have allowed greater flexibility in bar lengths, so that the metre is 

partly obscured. Most commonly, Blow and Cooke had the habit of not subtracting 

from the value of a long note at the end of a section the number of beats taken up by the 

anacrusis at the start of the following section. This meant that the anacrusis would 

appear in the notation to form a short bar of its own, though in practice it is most likely 

that the composers intended performers to look far enough ahead in the music to be able 

to subtract the anacrusis from the end of the previous bar. Cooke copied out the 

opening symphony of Come Shepherds twice in Bu MS 5001, making slight alterations 

in the second version, but in both copies he did not allow for the anacrusis at the start 

of each half of the piece (Example 5). At the end of the first section of Good Morrow 

to the Year in the same manuscript the last bar is a complete 94 bar; the double bar line 

has a repeat mark (:11:) leading back to the first section which has no anacrusis. 

However, the beginning of the second section after the repeat does have an upbeat, and 

this has to be subtracted from the previous bar - Cooke's notation would only have 

been correct if he had used first- and second-time bars. John Blow did allow for the 

anacrusis leading into the section after the solo "Thy newborn infant" in the New 

Year's Ode for 1700 (Lcm MS 776, f. 3v), but had to alter the note he originally gave -

a dotted minim - to a dotted crotchet in order to do so. 

There are some pieces in which extremely irregular or long bar lengths appear to show 

that single bars are functioning as if they were double bar lines, that is, as section 

markings to delineate phrases . Since these denote structural qualities of the music they 

are discussed in Chapter Ill. 
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Example Sa 

Henry Cooke - Opening symphony to Come Shepherds, first version 

Bu MS 5001, unnumbered leaf 
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Time Signatures 

The Function of the Time Signature 

Before the adoption of context-independent notation, mensuration signatures had 

served to tell the performer which rules about note values were in operation during the 

section of the piece under each signature. The semicircle, for instance, made it clear 

that both tempus and proiatio would move in units of two and that no values would be 

variable;55 the circle, on the other hand, would inform the player or singer that the unit 

of tempus - the semibreve - could be worth either two or three minims and that 

imperfection, alteration and coloration might be in operation. Although such signatures 

were not essential for the performer to deduce the mensuration, the note patterns 

themselves normally being sufficient, they were significant aids to the interpretation of 

the music. By the middle of the seventeenth century mensuration had long been 

obsolete; since note values were context-independent, the purpose of signatures was 

completely different. They were now time signatures, showing the performer that the 

music would move in duple or triple units, not because that would affect the notation, 

but because the players had to know where the accents in the music would come - in 

other words, in what metre the piece was written. Since bar lines tended to convey 

metre in only a general sense, as has been shown, this function was particularly 

important. 

The transition from mensuration to time signatures during the seventeenth century 

produced many idiosyncracies and illogicalities. According to Ruff, it was the Italians 

who "in the mid-17th century . .. invented the modern time signature with the lower 

figure showing the note-value, and the upper figure how many notes to the measure",56 

although Houle also notes their derivation from mensural proportions,57 and the term 

'invent' is possibly slightly exaggerated. In England this mathematical system was not 

fully adopted until well into the eighteenth century. During the previous fifty years or 

so composers used a mixture of modern fractional signs, old mensuration signs 

reinterpreted (of which the semicircle survived into modern notation), and hybrid signs, 

derived in part from fractions - though often incorrectly - and in part from mensuration 

signs and proportions. Interpreting this extremely wide range of time signatures and 

their relationships with one another is far from easy: theorists gave different definitions 

of the same signs, and composers were not only very inconsistent in their use of 

55 Minor color would still be a possibility of course. 
56 Ruff (1962) 159. 
57 Houle (1987) 32. 
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signatures, but also in some cases clearly misunderstood the principles on which the 

various systems were based. 

Tactus and Time-keeping 

Almost every theorist throughout the seventeenth century mentioned beating the tactus 

(literally 'touch') as a method of time-keeping. Morley wrote about the stroke, which 

"is a successive motion of the hand directing the quantity of every note and rest in the 

song with equal measure, according to the variety of signs and proportions";58 

Ravenscroft talked of "Tact, Touch, or Time ... a certaine Motion of the hand (whereby 

the quantity of Notes and Rests are directed) by an equall Measure, according to the 

Signes of the Degrees";59 Birchensha's translation of Alstedt included a further 

definition: "Touch is that which Musicians call Tactus, or the Stroke of the hand by 

which Time is measured. Or it is the successive Motion of the hand, directing by equal 

measure the Quantity of all Notes or Pauses [rests] in a Song, according to the variety 

of Signes and Proportions";60 later descriptions include that given in the Synopsis of 

Vocal Musick: "Time is a successive motion, depression and elevation, fall and rise of 

the hand, by which the length of all Sounds, Notes and Pauses [rests] is measured: and 

is either dupla usually called common, or tripla, or sequiatera [sic]" .61 

The method of 'conducting' appears to have been largely inflexible since all theorists -

in England at leasf- described the same rules. The following explanation, taken from 

the anonymous reviser of the first book of Playford's Introduction (thirteenth edition) is 

typical: 

'Tis measur'd by a Semibreve, which you must divide into four equal Parts, telling one, 

two, three,four, distinctly, putting your Hand or Foot down when you tell one , and 

taking it up when you tell three . .. 

There are two other sorts of Time which may be reckon'd amongst Common-Time for the 

equal Division of the Bar with the Hand or Foot up and down: The first of which is 

called Six to Four, each Bar containing six Crotchets, or Six Quavers , three to be sung 

58 Morley in Harman (1952) 19. 
59 Ravenscroft (1614) 20. The similarity between MorJey's definition and that of Ravenscroft is 
explained by Ruff, who suggests that both theorists derived their descriptions from a passage in The 
Pathway to Music (1596): see Ruff (1962) 183. 
60 Alstedt (1664) 67. 
61 Synopsis (1680) 7-8 . See also Mace (1676) 78; Roger North in Wilson (1959) 105,221 and 350; 
Playford (1654) 13 ; Playford (1664) 29; Simpson in Lord (1970) 9-10; and New and Easie (1686) 49. 
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with the Hand down, and three up, and is marked this 6/4, but very brisk and always used 

in Jigs. 

The other sort is called Twelve to eight, each Bar containing twelve Quavers, six with the 

Hand or Foot down, and six up, mark'd thus 12/4 ... 

[There are two sorts of triple time,] the first and slowest of which is measur'd by three 

Minims in each Bar .. . telling one, two, with your Hand down, and up with it at the 

third; so that you are as long again with your Hand or Foot down as up ... 

There is another sort of Time which is used in Instrumental Musick, call'd Nine to six, 

mark'd thus 9/6, each Bar containing nine Quavers or Crotchets, six to be play'd with the 

Foot down, and three up. This I also reckon amongst Tripla-Time, because there is as 

many more down as up.62 

Although for the most part it is clear from the descriptions that the movement was most 

likely to be made by the hand, it could equally well be made by the foot, and, as Houle 

notes, there is plentiful pictorial evidence to show that the beat was often audible. 63 

Fran~ois Raguenet complained in A Comparison between the French and Italian Musick 

and Opera's that the beat was too loud, to which an anonymous annotator in the 

English translation added: 

Some Years since the Master of the Musick in the Opera at Paris, had an Elboe-Chair and 

Desk plac'd on the Stage, where, with the Score in one Hand, and a Stick in the other, he 

beat Time on a Table put there for that purpose, so loud, that he made a greater noise than 

the whole Band, on purpose to be heard by the Performer. By degrees they remov'd this 

Abuse from the Stage to the Musick Room, where the Composer beats the Time in the 

same manner, and as loud as ever. The same was observ'd in London six or seven Years 

ago; but since the Italian Masters are come among us, and the Opera's have been 

introduced, they have put a stop to that ridiculous custom, which was founded more upon 

an ill Habit than any Necessity there was for it, as doing more hmm than good.64 

62 Playford (1697) 10-11. It is clear from this explanation that this author understood the concept of 
compound time. Houle mentions that there were some European theorists who suggested minor 
alterations to the method of beating time; see Houle (1987) 34. 
63 He describes pictures of musicians being conducted with a hand gesture, with a baton struck on the 
floor, and with a roll of paper being struck against the music desk; ibid ., 12. 
64 Raguenet (1709) 42-3; the annotator, who was clearly English, printed his comments beside the 
relevant section of text, and it is likely that he was in fact the translator of Raguenet's polemic. The 
copy of the treatise held in Cambridge University Library (MR.700.c.70.1) contains further English 
annotations in pencil in the margins of the text. 
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The fact that so many theorists spent so much time discussing time-keeping 

demonstrates the extent to which it was considered problematic during the period. Both 

Mace and Roger North mentioned pendulum devices for keeping time, and Mace also 

complained specifically that: "there is a General Fault, in This Particular, in most 

Performers; yea, in Masters Themselves: When in Playing of Divisions, they come to 

Subdivide, (upon a Plain Song, or a Ground) They (Generally) are subject to Break 

Time, and (most what) to Play too Fast".65 In mensural music tactus had represented 

an unchanging tempo with the semibreve as the unit of measurement; Apel suggests that 

it was around 80 beats per minute.66 This meant that all music was in proportion and 

tempo was a pre-decided, and therefore uncontroversial, element of the music. 

Theorists in the sixteenth century hardly discussed it at all because it was "apparently 

too obvious to be considered" .67 By the early seventeenth century, however, the beat 

was no longer constant and the concept of tactus effectively no longer existed.68 

Theorists in the seventeenth century did not discuss hierarchies of beat strengths but the 

development of the idea of tactus during the period gives us some indication of their 

conception of metre. The original function of tactus was simply to indicate a 

propOltional tempo relationship between pieces and movements, and there was no overt 

suggestion that the down- and up-beats were intended to convey strong and weak 

beats. In the seventeenth century tempo relationships were no longer proportional, yet 

performances continued to take place with tactus beating. In the absence of 

proportions, and thus the presence of independent tempo, tactus beating must have 

conveyed metre in the modern sense. In some respects, the function of the tactus

beater in seventeenth-century music could be seen as equivalent (though only in the 

sense of time-beating) to that of the conductor, whose downbeat we perceive as strong, 

and whose upbeat as weak.69 

Implied Tempo Relationships in the Seventeenth Century 

Proportional relationships under the Renaissance tactus were determined by the 

constant semibreve pulse. Although the various possibilities of subdivision of the 

semibreve would produce minims moving at different speeds, the semibreve itself 

always moved at the same tempo. The demise of the concept of tactus meant that by the 

65 Mace (1676) 80, 81; Roger North in Wilson (1959) 106; Wilson suggests that the pendulum 
devices to which North was referring may have been only conceptual. 
66 Apel (1938) 58. 
67 Houle (1987) 5. 
68 The demise of the tactus is discussed much more fully in Houle, Chapter I; ibid., 1-34. 
69 Of course, this interpretation works on the assumption that in the seventeenth century - and for that 
matter in the sixteenth - a downbeat was perceived as stronger than an upbeat; this does not seem 
unreasonable, though it cannot be proved. 
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seventeenth century this speed was variable; moreover, the implied tempo of note 

values themselves was increasing, either a cause or a result of the decline of tactus. 

Evidence from the theorists' examples and from the music manuscripts of the period 

makes it clear that smaller note values were coming into use. The pattern is exemplified 

in the range of note values given by theorists throughout the century: before the mid-

1660s they consistently included the range of values from the large (maxima) to the 

semiquaver;70 in 1667, Christopher Simpson expanded this to the demisemiquaver, 

but wrote "the large and long are now of little use, being too long for any voice or 

instrument (the organ excepted) to hold out to their fulllength";71 from the 1670s, most 

referred to values between semibreve and semiquaver, or breve and demisemiquaver,72 

All the seventeenth-century theorists who referred to tactus-beating used the semibreve 

as the length of a 'whole time' - effectively a bar; given that they described two or three 

beats to a unit of tactus, they implied that the pulse was a minim. Although many 

pieces were notated in a minim pulse, particularly in sacred music, the majority appear 

to have been in crotchets, not minims. Moreover, in 1724 North, in The Musical 

Grammarian, gave a table of note values from semibreve to demisemiquaver, writing: 

I have adjoyned this sinoptick diagram, to shew the names and values of all the notes, of 

which the crotchet stands for the unite whereby the rest are to be measured, as in the 

diagram; and the comon action of the arme at length giveing the crotchet, all the rest will 

follow. For ~ltho' a beginner cannot imagine the length of a [semibreve] at once, yet if 

he strikes it at four pulses, he obtaines it, and these pulses may be done so faintly as not 

to be perceived, and in a litle time it will be done as well mentally, without any action at 

al1.73 

Not only was North suggesting that the pulse was given in crotchets, he also described 

the beating of crotchets rather than minims. He continued by making it clear that the 

tempo of the crotchet was variable: 

It is not pretended here that the baiTS which I have esteemed as fofums should have a 

constant measure; for the unite or crotchet may be taken swifter or slower according to 

humour, and to say truth nothing is amiss when equallitys are fitly preserved,74 

70 See, for instance, Moriey in Harman (1952), 19; Butler (1636) 24; Playford (1654) 13; Simpson's 
annotations in Campion (1655) preface; and Davidson (1666) [3] . In Newton (1677) 99 and New and 
Easie (1686) 3, note values from large to semiquaver were also given. 
71 Simpson in Lord (1970) 7 and 9. 
72 See, for instance, Hudgebut (1679) [6] (paginated 1); Matteis (1682) 6; Playford (1697) 8; HeJy 
(1699) ii ; and Porter (1700) 8. 
73 North in Wilson (1959) 98 . 
74 Ibid., 99. 
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values themselves was increasing, either a cause or a result of the decline of tactus. 
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in the range of note values given by theorists throughout the century: before the mid-

1660s they consistently included the range of values from the large (maxima) to the 

semiquaver;70 in 1667, Christopher Simpson expanded this to the demisemiquaver, 

but wrote "the large and long are now of little use, being too long for any voice or 

instrument (the organ excepted) to hold out to their fulllength";71 from the 1670s, most 

referred to values between semibreve and semiquaver, 01' breve and demisemiquaver,72 

All the seventeenth-century theorists who referred to tactus-beating used the semibreve 

as the length of a 'whole time' - effectively a bar; given that they described two or three 

beats to a unit of tactus, they implied that the pulse was a minim. Although many 

pieces were notated in a minim pulse, particularly in sacred music, the majority appear 

to have been in crotchets, not minims. Moreover, in 1724 North, in The Musical 

Grammarian, gave a table of note values from semibreve to demisemiquaver, writing: 

I have adjoyned this sinoptick diagram, to shew the names and values of all the notes, of 

which the crotchet stands for the unite whereby the rest are to be measured, as in the 

diagram; and the comon action of the arme at length giveing the crotchet, all the rest will 

follow. For ; Itho' a beginner cannot imagine the length of a [semibreve] at once, yet if 

he strikes it at four pulses, he obtaines it, and these pulses may be done so faintly as not 

to be perceived, and in a litle time it will be done as well mentally, without any action at 

all,73 

Not only was North suggesting that the pulse was given in crotchets, he also described 

the beating of crotchets rather than minims. He continued by making it clear that the 

tempo of the crotchet was variable: 

It is not pretended here that the barrs which I have esteemed as totums should have a 

constant measure; for the unite or crotchet may be taken swifter or slower according to 

humour, and to say truth nothing is amiss when equallitys are fitIy preserved,74 

70 See, for instance, Morley in Harman (1952), 19; Butler (1636) 24; Playford (1654) 13; Simpson's 
annotations in Campion (1655) preface; and Davidson (1666) [3]. In Newton (1677) 99 and New and 
Easie (1686) 3, note values from large to semiquaver were also given. 
71 Simpson in Lord (1970) 7 and 9. 
72 See, for instance, Hudgebut (1679) [6] (paginated 1); Matteis (1682) 6; Playford (1697) 8; Hely 
(1699) ii ; and Porter (1700) 8. 
73 North in Wilson (1959) 98 . 
74 Ibid., 99. 
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By the latter part of the seventeenth century all that was left of the concept of tactus was 

a vague idea of implied tempo in note values - in other words, an assumption that a 

piece moving in minims would be slower than a piece notated in a crotchet pulse - but 

the tempo relationship between those two pieces was not proportionaI.75 In 

mensuration the speed of the minim when subdivided into three was one-and-a-half 

times that of the minim when subdivided into two, and the idea that note values in triple 

time were faster than those in duple time does appear to have remained, though again 

there was no exact proportion. Simpson, for instance, wrote "the more common Tripla 

is three minims to a measure, each minim about the length of a crotchet in common 

time",76 Hall acknowledged the same idea, but did not know "why all sorts of Tripla's 

are swifter than Common-Time".77 

It is difficult to calculate the extent to which composers in practice expected the note 

values they used to convey an implied tempo. There is evidence both to suggest that 

the pulse was important to composers, and that there was considerable flexibility in 

interpretation of values. Richard Goodson doubled the note values in bar 36 of the 

opening section of 0 qui potenti in Och MS Mus. 617, presumably because he felt the 

shorter values implied too fast a tempo, and it is significant that he wrote "slow" above 

the stave at this point. He then halved the values in the first bar of p. 12 (bars 27-28 of 

the solo "Quas interincedit"), which may indicate that he wanted a faster tempo at that 

point. James Hawkins went through the section "0 go your way" in the Jubilate of the 

Service in C in Ely MS 7 (p. 413) to double the note values; it seems likely that he felt 

that the implied pulse of the passage was too quick. However, the other three 

autograph sources of this piece (in Ely MSS 9, 17 and 19), all of which appear from 

other evidence to have been copied after MS 7,78 were copied with that section written 

in the original shorter values. Moreover, the immediately preceding section, "Be ye 

sure", is notated in MS 9 in values double the length of those used in the other three 

manuscripts. Different note values in different sources are also found in Hawkins' 

anthems Blessed be thou Lord God (Ely MSS 10 and 12), In thee 0 Lord (Ely MSS 7 

and 9) and 0 Lord Grant the King (Ely MSS 7 and 18). Three triple-time sections of 

75 Laurie believes that "The traditional [proportional] relationships were still accepted, albeit in a 
somewhat modified, more flexible and not always consistent way", but in her following description of 
relative tempo in Purcell's music she outlines only non-strict proportions between different time 
signatures. See Laurie (1995) 196-206. 
76 Simpson in Lord (1970) 15 ; this phrase was quoted in New and Easie (1686) 51. 
77 Hall (1 708) 11. 
78 There are several alterations in the movements of the Service in C made in MS 7 for which only the 
second version is present in the other three manuscripts . Further alterations suggest that the order of 
copying was probably MS 7 - MS 19 - MS 17 - MS 9: MSS 7 and 19 tend to contain the first 
version of each altered section where MS 9 contains the second, and MS 17 either has the second 
reading only or both versions, the first having been corrected to the second. 
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Henry Aldrich's Cantate Domino from the Service in A are also notated with different 

values in Och MSS Mus. 15 and Mus. 19.79 

Time Signatures and Relative Tempo in Theory 

In the sixteenth century the proportional relationships between different mensurations 

were implicitly conveyed in the four mensuration signs 0, C, 0 and C . In 

addition to these fundamental duple and triple proportions, it was possible within each 

mensuration to create further mathematical relationships by the use of special 

mensuration signs: diminution could be indicated by a stroke through a signature, the 

reversing of the sign (in the case of C and C times), or the use of figures placed next 

to the mensuration sign (for example, C 2). Double diminution resulted from the 

combination of two signs of diminution, such as :p or the placing of a cross through 

the mensuration sign. 80 Augmentation was normally indicated through the use of 

fractions, though Morley added that 0 time placed in one part and not in another also 

resulted in that part moving at half the pace of the other. 81 More complicated 

relationships between parts were shown in ratios, of which the most common was 

sesquialtera (32). 

Mathematical complexity of this sort was not part of the musical style of mid

seventeenth-century England, but many of the signs of proportion were still in use. In 

duple time the most frequently found signatures were C, Q: and :p, though the 

French 2 was sometimes used in instrumental dances. Theorists reinterpreted the 

proportional relationship between these signs by making it inexact: the reviser of 

Playford's rudiments in the 1697 edition of the Introduction to the Skill of Musick told 

the reader that in "Common-Time" the signs were of "three several sorts; the first and 

slowest of all is marked thus C ... The second sort of Common-Time is a little faster, 

which is known by the Mood having a Stroke drawn through it, thus Q: ... The third 

sort of Common-Time is quickest of all, and then the Mood is retorted thus :p". 8 2 

Frequently proportion signs were used in conjunction with modern symbols, in 

particular to indicate single diminution: "The Characters for Comon Time are these C 

Q: :p ~ ... The first of these ... denotes a very Grave or Slow Movement, & ye 

Second a more Brisk or quicker Movement. The Third and Fourth signifie ye same 

79 These are: "The Lord hath declared", "Praise the Lord upon the harp" and "Let the Sea make a 
noise" . 
80 Described by Morley in Harman (1952) 43 and Simpson in Lord (1970) 18 . 
81 Morley in Harman (1952) 42. 
82 Playford (1697) 9. See also Synopsis (1680) 7-8; Matteis (1682) 6; Porter (1700) 8; and Hall 
(1708) 11. 
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thing, & are call'd the Mood retorted; ye Movement being as quick again as ye first 

movement".83 

English theorists in the latter half of the seventeenth century did not refer to the use of 

proportion signs in triple time. The adoption of Italianate fractions, in theory at least, 

appears to have been earlier for triple time than it was for duple, possibly because the 

difference between triple time notated in mensuration and triple time in context

independent notation was much greater than that for duple time under the two systems. 

The fractions had, in any case, developed out of proportion signs and, as Houle notes, 

some theorists abroad continued to refer to them as proportions, though without the 

accompaniment of a mensuration sign they could have no meaning as such.84 Fraction 

signatures tended to be given for minim, crotchet and sometimes quaver pulse, but 

there were two additional signs, 3 and 3 i (or 3 I). The former, like 2 in duple time, 

was adopted from the French and simply signified a moderately fast triple time. 85 The 

origins and meaning of the latter are less clear: theorists consistently interpreted it as a 

fast time, but the 'i' appears to have been a Roman figure 1. The author of the 

introduction to Hely's Compleat Violist may have been thinking of this signature when 

he created the fraction sign 31, since he equated it with three crotchets per bar. 86 

Despite the lack of any link to mensuration, the idea that triple-time signatures should 

convey relative tempo was still ubiquitous, and the stroke continued to be used to 

signify faster time: Matteis gave 3 and :) as the principal signs of triple time, stating 

"The first 3 moves i little quick; the Second :) with a barr moves very quick". He 

went on to give 32, 34, 64, 128 and 98 as "other marks" of triple time, and interpreted 

them as follows: "ye first mark 32 signifies Slow Time, that is 3. Minims to a Measure 

& this is used in Passionate & melancholique Arias; The Second Mark 34 a little quicker 

i.e. three Crotchets to a Measure. The Third divides ye time equally 3 Crotchets down, 

& three up[.] The Fourth Mark has 12 Quavers to a Measure 6 down & 6 up[.] ye 

Fifth is out of use, & so are a great many others that would be superfluous in this 

place".87 

83 Hely ([ 1699]) ii. 
84 Houle (1987) 20-5 . 
85 There is no suggestion that the figure 3 was related to the mensural 3 which had been a common 
abbreviated form of 32, indicating sesquialtera proportion. 
86 Hely ([1699]) ii. The author of Synopsis of Vocal Musick understood the signature 31 to indicate 
three semibreves in a bar, as the system suggests; see Synopsis (1680) 9. 
87 Matteis (1682) 6. See also Synopsis (1682) 9-12; New and Easie (1686) 50-I; Playford (1697) 9-
11; Hely ([1699]) ii; Porter (1700) 8; and Hall (1708) 11. Houle discusses relative tempi in his chapter 
"Origins of the Measure in the Seventeenth Century" and gives a detailed account of theorists' 
interpretations of the signs in use in the eighteenth century; see Houle (1987) 2 and 57-60. 
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Interpretation of Time Signatures in Practice 

The relationship between interpretation of time signatures in theory and the way that 

English composers actually used them in the seventeenth century is very slight. It is, of 

course, difficult to deduce in which metre a composer intended a passage under any 

particular time signature to be, since bar lines did not convey metrical accent and many 

different bar lengths might be used within a section. Moreover, for duple time 

determining the pulse of music is, to a certain extent, a subjective process and the 

distinction between, say, 22 and 44 is often blurred. Nevertheless, passages tended to 

be notated with one predominant length in even the most irregularly barred music, and 

it is possible to make many observations about composers' interpretations of time 

signatures during the period. 

In duple-time music English composers used a range of only four symbols: the French 

2 , and the mensuration signs C, «:t:, and :p. The following table summarises the 

range of time signatures used by each composer in duple time and the bar lengths they 

used under each signature.88 Since pulse cannot precisely be determined, interpreted 

fraction signatures do not function in the modern sense;89 those given correspond to 

what appear to be the most common pulses used. 

88 Where bar lengths differ within a single piece or movement, the most commonly used length has 
been taken ; in most pieces one predominant length is clearly detectable. 
89 In other words, 44 might, in some cases, correspond to what we would term 22 . 
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Composer 2 :p ~ C 

Aldrich 42 82, 42, 44 

Blow 42, 44 42, 44 42, 62, 44 

Cooke 44 

John Courteville 44 

Creighton 44 44 

Goodson 42, 44 42, 44 42 

Hall 44 44 

Hawkins 42, 44 

Hingeston 82, 42, 44 

Humfrey 44 

Williarn King 44 

Locke 42, 44 42, 44 

Daniel Purcell 44 44 44 44 

Henry Purcell 44 42, 44 42, 44 42, 44 

Reggio 44 

Richardson 44 44 

Simpson 44 

Tudway 44 42, 44 

Turner 44 

Quite surprisingly, the more modern signature 2 does not appear to have been used by 

the composers educated later in the period, nor was :p -which became obsolete in the 

eighteenth century - used predominantly by the older generation of composers: the latter 

is found in the autographs of Creighton, Goodson, Aldrich, Blow, Tudway, Daniel 

Purcell, Henry Purcell and Vaughan Richardson; the time signature 2 was used only 

by John Blow, Henry Purcell and his brother Daniel; and the signature C was also 

used by an unexpectedly small group of composers - Locke, Reggio , Simpson, 

Goodson, Turner, Hall, Daniel Purcell and Henry Purcell. 

By far the most commonly found sign was G:. Although theorists made it clear that 

there was an implied tempo associated with the sign, which of course the notation itself 

cannot communicate, the fact that it was used so frequently in all genres of pieces 

suggests that there must have been considerable flexibility in that tempo. J ames 

Hawkins, for instance, used no other sign to indicate duple time in the autograph copies 

34 
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of his complete works, preserved in the Ely manuscripts.90 Interpretations of this sign 

also varied widely: most composers predominantly wrote bars of 44 time when they 

used Q: ' but 42 or 84 was also common, and Hingeston and Aldrich also wrote pieces 

in 82. 91 In fact, four crotchets or four minims in a bar were found in most music, 

whatever the time signature, and there was almost no differentiation of pulse or bar

length according to the chosen signature. Daniel Purcell always wrote bars containing 

four crotchets in duple time, regardless of which of the four signatures he was using. 

The range of time signatures used in triple time was far greater. Presumably because 

fractional signs were adopted earlier for triple time than for duple, there were many 

hybrid signatures or variations upon standard signs, and interpretations varied widely. 

In total, there were twenty different signatures used by English composers during the 

period. However, once variations of the same sign and signatures used in only one 

instance are taken into account, the number of signs in common use falls to only five: 

3 (3 i or 3 I), 34, C3 (C3i , C31 or 3h), 32 and 68. The following table summarises the 

range of time signatures used by each composer in triple time, and the predominant bar 

lengths used under each signature. Signs which were used by only one composer are 

given in the final column, together with their interpretations. 

90 (j: is also the only signature used in duple time by Henry Cooke, William King, John Hingeston, 
Pelham Humfrey and John Courteville, but, since each have only a few works surviving in autograph 
form, one cannot reasonably suggest that they never used other signatures in their other works . 
91 These fractions are intended to give some indication of the pulse used but, as has been stated, this 
cannot be clearly defined in duple time, and thus the fractions cannot be considered to correspond to 
modern time signatures. 
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Composer to to' , I, 32 3,3i,31 34 68 Unique 

t oh 01, . signature 

Aldrich 122. 92. 61 = 64 

62. 32. 94. 

64 

Blow 122. 62.32 62. 32. 94. 32.68 38 = 32; 63 

64. 34 = 62. 32. 

68 ; 6812 = 

68; 128 = 
68 

Cooke 64 94. 64. 34 

John Courteville 34 

Creighton 34 C 32 = 32 

Goodson 62, 64 62, 32 122,92, 

62, 64. 34 

Hall 34 

Hawkins 62. 32 32 34 62, 34 

Hingeston 62, 64 

Humfrey 32 34 

William King 3--2 32 

Locke 62, 32 62, 32, 64 

Daniel Purcell 32 34, 38 34 68 

Henry Purcell 62, 32 32. 34 62. 64. 34, 68 64 = 64,68; 

38 69 = 98; 96 

= 98; 812 = 
128 

Reggio 68 34 68 C 34 = 34 

Richardson 34 

Tudway 62, 32 34 64, 34 

Turner 64. 34 

Despite the lack of any reference to the sign in contemporary theory, to was used by 

most composers, even those born relatively late in the period, such as Henry Purcell 

and J ames Hawkins. It is implied from the use of C that the sign originated in 

mensuration and proportions, but it is not possible to interpret it on that basis: C itself 

signified imperfect tempus and perfect prolatio, basically equivalent to 64 in modern 
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signatures. Placing the figure three next to that sign would normally indicate that the 

music in the relevant part moved at three times its normal speed; however, the 

mensuration sign and sign of proportion would have been separated - they would never 

have been written as a fraction. In any case, most of the triple-time music of the period 

was written in the equivalent of 0 time (perfect tempus, imperfect prolatio), not C . 

The sign is illogical in mensuration, and one can only presume that it was a hybrid 

which developed in the early seventeenth century as mensuration signs fell into disuse. 

There are two signs found each in only one instance in the autograph music of the 

period which do relate to mensuration: Pietro Reggio used C 34 in Quand hebbi d'oro 

in Lbl Harley MS 1501, and Robert Creighton used C 32 in the instrumental piece on 

ff. 74v-75r in Lbl Add. MS 37074.92 The latter would have signified sesquialtera 

proportion in imperfect tempus and prolatio, but the former, because the lower number 

is greater than the upper, would have signified augmentation in the ratio four to three, 

which was not referred to specifically by theorists. As we might expect, it is clear from 

the interpretations of these signatures by the two composers that they did not 

understand them in mensural terms at all: both treat the signatures as if the mensuration 

signs were absent, and the proportion signs were modern fractions - in other words, 

Reggio used bars of 34 time in C 34, and Creighton bars of 32 in C 32. 

It appears to have taken English composers in the late seventeenth century some time to 

get used to fractional signatures. Although 32, 34 and 68 were used quite frequently, 

they were by no means always interpreted as modern signs. Goodson and Tudway 

both sometimes wrote bars predominantly in 62 under a time signature of 32; 34 was 

interpreted as 62 by Hawkins in Ely MS 18 and as 64 by Tudway in several pieces; and 

68 was crossed out in favour of 38 by Blow on p. 48 of Cfm Mu MS 240, where the 

music moved from 68 into 32 time. Moreover, Blow and Henry Purcell appear to have 

invented several signs, based on the fraction principle but with no logical meaning, 

leading us to the assumption that they did not understand the system. In Blow's ode 

Welcome every guest in Lbl Add. MS 31457 the ground bass movement has a 

signature of 63 with bars predominantly in 32 until the ritornello where they change to 

62; however, in the bass verse "For when no rival" in the New Year's Ode for 1700 

(Lcm MS 776), the same signature gave rise to bar lengths in 68. Blow also interpreted 

6812 as 68 in the chorus "His leaf shall not whither" in Blessed is the Man in Bu MS 

5001. The reviser of the thirteenth edition of Playford's Introduction did actually refer 

to 96 in his section on time signatures: "There is another sort of Time which is used as 

Instrumental Musick, call'd Nine to six, mark's thus 9/6, each Bar containing nine 

92 This is one of the thirty untitled three-part movements beginning on f. 46v. 
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Quavers or Crotchets, six to be play'd with the Foot down, and three up",93 Purcell 

appears to have been the only composer to have used this signature in practice: he 

interpreted it as 98 in Fly bold rebellion in Lbl R.M. MS 20.h.8; it is likely that he was 

thinking of the same signature at the start of the canzona of Sonata 3 in the Sonatas of 

Four Parts in Lbl Add. MS 30930, where he wrote bars of 98 time under a signature of 

69. 

There is far less consistency of interpretation for triple-time signs than for those used in 

duple time. Daniel PUl'cell again used fewer variations in predominant bar length than 

most, only the signature 3 being interpreted in two different ways (as 38 and 34).94 

For Goodson, Aldrich and Blow, however, the same sign appears not to have signified 

any particular pulse or tempo: the music of Goodson and Blow shows five different 

interpretations of the figure 3, and that of Aldrich six; they used both crotchet and 

minim pulse; and predominant bar lengths range from three to twelve beats. For other 

composers, there is a general pattern that the signatures £3 (plus related types) and 32 

tended to be used with a minim pulse (presumably in slower time), and 3 (plus related 

types) and 34 with a crotchet pulse. 

Time Signatures and Implied Tempo in Practice 

The wide variety of interpretations of both triple- and duple-time signatures suggests 

that any implied tempo associated with the signatures was extremely vague and 

inconsistent. However, there are several pieces where composers altered the time 

signatures at the beginning of a new section of music, despite the fact that the new 

section continues in the same metre as the previous passage. In other words, these 

composers distinguished between different duple or triple signatures, presumably 

because they considered each signature to imply a different tempo. The clearest 

examples of this pattern are found, paradoxically, in the music of Blow, which 

elsewhere shows some of the widest variations in interpretation. In the anthem Behold 

o God our defender in Bu MS 5001 the signature is «t for "The Lord is a light", 

changes to 2 for "No good thing will He behold", then back to «t for a single bar at 

"Life, 0 God of Hosts", returning to 2 for "Blessed is the Man", and to «t for the 

final section. The music in «t is notated principally in quavers and semiquavers, and 

that in 2 mainly in crotchets, and we may therefore infer that Blow intended the 

93 Playford (1697) 11. 
94 As with duple time, the range of interpretations used for triple time-signatures in the music of 
composers for whom very few autograph pieces survive has not been considered here. John 
Courteville, Creighton, Hall, Humfrey, William King and Richardson all used only one predominant 
bar length in each of one or two signature types . 
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sections in 2 to be faster than those in G:. The Prelude of the ode Dum pulsa timpana 

(Och MS Mus. 685) begins under a signature of Q: ' but after the first double bar line it 

moves into :p, the note values increasing in length. In the first vocal section the time 

signatures alternate between Q: and :p; Blow wrote "Slow" above the single bar of Q: 
time at "frendetque"on f. 2v and again seven bars later at "minax", where the time 

signature changes back to Q: ' so the intended tempo distinction is clear. This is even 

better distinguished in Gesta Britannica in Och MS Mus. 686 where tempo markings 

are given for both Q: and :P (see below). John Courteville also distinguished :P from 

Q: where he altered the signature in the last section of To ye great pow'r of Love on f. 

lOv of Lbl Add. MS 31439.95 

For other composers such distinctions are rare, and there are many examples where two 

different signatures were used simultaneously. For instance, in the verse "Blessed is 

the man" in Blessed is he (Och MS Mus. 22), Goodson gave a signature of C in the 

four vocal parts, but Q: in the continuo; Locke used exactly the same pattern at the 

beginning of Praise the Lord all ye gentiles in Lbl Add. 31437. Nine bars from the end 

of Agnosce 0 Christiane in the same manuscript he changed the time from C to Q:, 
but gave a signature of C in the bass voice at that point. Henry Purcell used 

simultaneous C and Q: signatures in the bass verse "For thou shalt eat the labours" in 

Blessed are they (~bl Add. MS 30931), and Q: in the top part against 2 in the lower 

three at the start of What shall be done on behalf of the man? (Lbl RM. MS 20.h.8). 

There are few examples of distinctions being made between different triple signatures, 

presumably because of the large number of triple-time signatures in use during the 

period, and the general inconsistency of interpretation. Thomas Tudway wrote a time 

signature of 34 at the beginning of Thou 0 Lord hast heard our desire in Lcm MS 1032 

but altered it to 3 i at the beginning of the the third section, "In her time shall ye 

righteous"; both passages are barred in 34, so any difference in implied tempo that 

Tudway associated with the signatures must have been only slight. James Hawkins did 

not differentiate 34 from 3 i at all, since on three occasions a piece which he copied 

more than once has a signature of 3 i in one manuscript and of 34 in another.96 

Hawkins also gave the signature 34 in two pieces where elsewhere the same passage 

was given a signature of 32; in both cases a minim pulse was used, and, with only one 

95 Additionally, Laurie mentions several examples of different duple-time signatures juxtaposed in non
autograph sources of Henry Purcell's music; see Laurie (1995) 198-9. 
96 These are: Blessed is he, which begins in 3 i in Ely MS 7 and in 34 in Ely MS 10; Hear 0 thou 
shepherd and In thee 0 Lord, both of which begin in 34 in Ely MS 7 and in 3 i in Ely MS 9. 
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exception, bar lengths do correspond between copies.97 Most composers made no 

distinction between 3 and 3 i and often used both simultaneously. Henry Cooke, 

however, does seem to have differentiated the two in the verse "Rejoice in His holy 

name" in 0 give thanks (Bu MS 5001): the verse begins with a signature of 3i 

interpreted as 94, but at the top of f. 55r Cooke altered the signature to 3, and the bar 

lengths to 64. 

Tempo markings 

It is evident that time signatures conveyed implied tempo to only a minority of 

composers, and even then in only some pieces. This, together with the decline of the 

tactus, meant that contemporary notation systems could not impart to the performer the 

intended speed of the music. Because tempo was no longer an implicit part of music it 

had to be communicated to the performer through overt means, so musicians began to 

add words above or below the stave, showing the performer the relative speed of a 

particular piece or section. Houle explains: 

[The] system [of fraction signatures] required composers to use meter signs uniformly to 

indicate both metrical structures and tempos, but sometimes compositions with the same 

metrical structure were not intended to be performed at the same tempo. This caused 

some uncertainty, which was resolved increasingly by the use of words such as allegro, 

adagio, celer~r, and tardior, which first came into use in the seventeenth century.98 

According to Apel the earliest tempo indications occurred in Spain in 1536, in a lute 

tablature by Luis de Milan.99 However, it was the Italians who began to use them 

consistently, early in the seventeenth century. As Sachs writes: "With the general 

introduction of free-chosen tempi, the Italians began to introduce the modern speed 

indications that we have kept in their original Italian forms... Adriano Banchieri's 

organ repertory L'organo suonarino of 1611 already presents adagio, allegro, veloce, 

presto, piu presto, prestissimo" .100 

The first theorists in England to refer to the new system made clear its Italian origins. 

The author of Synopsis of Vocal Musick added at the end of his discussion of tactus: 

97 The exception is the verse "Both riches and honour" in Blessed be thou Lord God, where in Ely MS 
10 a signature of 34 is interpreted in 32 , in Ely MS 12 32 is interpreted as 32, but in Ely MS 9 32 is 
barred in 62. The other example is the Gloria in Excelsis, where "We give thanks" has a signature of 32 

in Ely MS 9 and 34 in Ely MS 21, both interpreted as 32. 

98 Houle (1987) 32-3. 
99 Ape! (1938) 57. 
100 Sachs (1953) 271-2. See also Houle (1987) 2. 
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"Secondary signs of the Tact or Time are certain words used by the Italians and 

afterwards also of others, to wit, Adagio, and Presto, signifying, that such a part of a 

Song where Adagio is written, is to be Sung slower, and where Presto, swifter" .101 

The preface to Henry Purcell's Sonatas of Three Parts (1683) concludes: "It remains 

only that the English Practitioner be informed, that he will find a few terms of Art 

perhaps unusual to him, the chief of which are these following: Adagio and Grave, 

which import nothing but a very slow movement: Presto, Largo, Poco Largo, or Largo 

by itself, a middle movement: Allegro and Vivace, a very brisk, swift, or fast 

movement". 102 

In practice Restoration musicians appear to have used tempo terms written in Italian 

very infrequently. Both "Grave" and "Largo" are found in the music of Thomas 

Tudway, particularly in Lbl Harley MSS 7341 and 7342. Hawkins wrote "Grave" at 

the beginning and end of the symphony in the Te Deum from the Service in A (Ely MS 

10) and again at "Govern them and lift them up" on p. 156; however, the markings 

"Devout and Grave" at "Holy Lord God of Sabaoth" and "Grave and Majestick" at "He 

hath shewed" in the Magnificat suggest that he was in fact using the English word 

'grave', meaning slow and solemn. The vast majority of tempo markings used in 

England in the latter half of the seventeenth century were written in English. The 

words used gave very imprecise tempo instructions, normally only differentiating 'fast' 

from 'slow', though what we would now refer to as a rallentando also existed. Only 

Hawkins seems to have used words that indicated mood as well as relative speed; in 

addition to those listed above, he also wrote "lively" in the symphony and "slow and 

devout" at "Holy Lord God of Sabaoth" in the Te Deum in Ely MS 10. 

The musical style of the period clearly favoured slowing down at the ends of sections, 

and it is fairly common to find the word "drag" written a few bars from the end of the 

music in such places. Matthew Locke, for instance, used the word at the ends of 

movements on at least five occasions in the consorts he copied into Lbl Add. MS 

17801.103 There are also examples in the music of William King, Hingeston, Blow 

and Tudway. Sometimes the word "slow" would be substituted for "drag", apparently 

with the same meaning. Examples include the end of the section "Plead thou my cause" 

in Tudway's My heart rejoiceth (Lbl Harley MS 7342), and eleven bars from the end of 

the Fantazia on f. 36v in Locke's Lbl Add. MS 17801. 

101 Synopsis (1680) 19. 
102 Henry Purcell, Twelve Sonatas of Three Parts (London, 1683). It is not clear whether the author 
(PurcelJ?) included Presto as "a middle movement" intentionally. 
103 These are: the Fantazia on f. 4v, the Pavan on f. 7v, the Fantazia on f. 37r, the Fantazia on f. 38v 
and the Fantazia on f . 40v. 
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By far the most common marking written at the beginning of movements or sections 

(that is, indicating the tempo for a whole section) was "slow". Since composers felt 

they had to warn performers that the speed of the piece was slower than they would 

normally expect, the implied tempo of the music, although it was obviously very 

flexible, must have been considered relatively fast. Only Daniel Purcell seems to have 

differentiated a pulse beyond "slow" by using "very slow" in four of the sacred pieces 

in Lbl Add. MS 31461. Markings for speeds that were faster than the implied norm 

were relatively rare, and a variety of signs was used. Blow wrote "quick time" at "But 

said the Lord" in I said in the cutting off of my days (Och MS Mus. 628); Daniel 

Purcell used "brisk" at "0 praise the Lord" in My God, my God (Lbl Add. MS 31461) 

and "a littl [sic] faster" in the ritornello before "Thus have I look'd" in I will magnify 

thee (Lbl Add. MS 17841); Tudway used the same marking in the version of Is it true? 

in Lbl Harley MS 7341; and James Hawkins wrote "lively" at the start of the fast 

section of the symphony in the Te Deum in Ely MS 10. 

The transition between proportional and free tempi almost inevitably led to 

inconsistency in the use of tempo markings, but we can nevertheless observe how such 

markings began to replace implied tempo. The Grand Chorus "Eia ergo laetos" in 

Blow's ode Gesta Britannica (Och MS Mus. 686) is in duple time, two sections in :p 
time alternating with two others in <):. Under mensuration, :p would have been in 

proportio dupla to <): ; Blow communicated this less exactly, by writing "Ala Brevis" 

above both sections in :p, and "Slow" at "Instauret agmen" for the first section in <):. 
In this instance Blow must have felt that the notation itself was no longer capable of 

telling the player at which speed to play. The lack of consistency is also demonstrated 

in two pieces by Tudway for which more than one autograph copy survives: in both Is 

it true? and My heart rejoiceth the music in Lbl Add. MS 36268 omits several tempo 

markings found in Lbl Harley MSS 7341 and 7342 respectively, and there is also one 

"drag" mark missing for the latter anthem in MS 7342 which is found in MS 36268. 
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'N othing can Instruct More the Melodious Part of 
Musick than the Full and Compined 

Accords thereof': 
Pitch Structure, Harmony, Tonality and Texture 

Introduction 

The seventeenth century saw the start of a transition which produced one of the most 

fundamental changes in the history of music: the adoption of a vertically, rather than 

horizontally based style, through the decline of modality and the development of 

tonality. This in turn led to the possibility of stlUcture founded on vertical (tonal) rather 

than horizontal (imitative) principles which, by the latter part of the eighteenth century, 

resulted in vastly expanded formal dimensions. During the lengthy transitional period 

theorists and composers used elements of both modality and tonality; it is therefore 

extremely difficult to determine the status of either system at any particular point in the 

century. 1 In order to do this, we must first consider the distinguishing features of the 

modal and tonal systems: 

Theoretical writings on mode might include some or all of the following: 

a) Discussion of the church modes, probably with Greek names. By the late 

sixteenth century theorists tended to refer to Glarean's system of twelve melodic 

modes, as explained in the Dodecachordon (1547), rather than the original 

eight. The seven notes of the diatonic scale were divided at the octave and 

either the fourth or the fifth (C-G-C, C-F-C, etc.); the range of the modes was 

restricted to one octave. The distinction between authentic and plagal modes 

was still made, though strictly speaking these terms were intended for use in the 

eight-mode system in which the range of an authentic mode would be mainly 

above the final of that mode, but the range of a plagal mode would stretch about 

a fifth on either side of the final. 

b) Explanation of the hexachords, solmisation terms and the Gamut. Although 

the connection between hexachords and modes was only made by theorists 

around the end of the thirteenth century and always remained vague,2 theorists 

1 This problem has been the subject of considerable exploration by scholars, the most important of 
whose publications are Wienpahl (1955, 1971, 1972 and 1973), Atcherson (1972 and 1973), Lester 
(1974 and 1978), Lewis (1981), and Rivera (1980, 1984 and 1989). Many of the important differences 
between modality and tonality are mentioned in Wienpahl (1971), Atcherson (1973) and Lewis (1981). 
2 The general implication was that ut was fixed on C, F or G, a mode being in whichever two 
hexachords best suited its range. For instance, in the authentic mode on D the range was from C to E a 
tenth above; the final would then be re in the C hexachord, and the tenor (reciting note) re in the G 
hexachord. 
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normally discussed both and referred to solmisation terms in chapters on 

modes. It was important that in hex achordal theory attention was not drawn to 

octave equivalence, and in order to move up the scale one was required to 

mutate from one hexachord to another by using notes common to both 

hexachords. The total number of notes available was restricted to twenty-one, 

ranging from Gamma-ut (gl) to ee-Ia (e4),3 comprising the equivalent of a C 

major diatonic scale plus B flat (used in the F hexachord). Other chromatic 

notes could only be produced through the use of fictitious (jicta) hexachords. 

c) Separation of the rules of counterpoint from discussion of the modes. As 

Lewis writes, "mode [was] a characteristic of melody alone":4 it was invented 

for monophonic music, and strictly speaking the term 'modal harmony' is 

anachronistic. By around 1450 theorists were suggesting that different modes 

in different voices could be played off against one another (which would allow 

stave signatures not to correspond between parts),5 or occasionally that one part 

was the principal 'modal voice', but these, as well as Glarean's discussion of 

harmonic intervals in the Dodecachordon, were attempts to make polyphonic 

adaptations of an essentially monophonic theory. 

Because modal music was fundamentally melodic in its conception it was put together 

as "a sum of monophonic musics", 6 and in practice there were many features to 

distinguish it from tonal music: 

a) Progressions between parts would be considered to be sets of two-part 

intervals, usually between tenor and soprano with the bass and alto as 

accompanying parts. Therefore the progressions could not be said to be 

harmonic, nor to emphasise a hierarchy of notes or intervals. 

b) There would be no implied harmony in the melody, so phrase endings would 

not necessarily emphasise tonic or dominant. Cadences were melodic 

progressions and because of the rule about flattening an upper returning note 

("una nota sopra la semper est canendumfa"), flattened seventh degrees of the 

scale were common. 

c) Imitation would not be structured so as to emphasise the relationship between 

tonic and dominant; thus imitative entries might be at the fourth or octave rather 

than at the fifth. 

d) The concept of modulation did not exist, though contrast between the final 

and confinal (usually the tenor) might result in a cadence appearing temporarily 

3 Pitches are referred to using the American Standard system (middle C = c3)' 
4 Lewis (1981) 25 ; see also Batchelor (1990) 575. 
5 The term 'stave signature' is intended to refer to the use of accidentals next to the clef in pre-tonal 
music, as distinct from the key signatures of tonal music. 
6 Atcherson (1973) 209. 
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to be in a different 'key'. This sort of contrast was never used in a structural 

way. 

Tonal theory might contain: 

a) Explanation of a pitch system comprising a fully chromatic octave-based 

scale rather than hexachords, with letter names repeated at the octave and not 

distinguishing register. There were two different scale types - major and minor 

- derived from the chromatic scale and made up from different interval patterns. 

b) Harmonic intervals between parts deriving from the bass (rather than the 

tenor as the principal melodic part) so that the bass was the foundation of the 

harmony. 

c) Discussion of counterpoint not just in two parts, but with three-part intervals 

(triads) for each note of the scale. In root position these triads consisted of 

chains of thirds but they were also invertible, first and second inversions being 

harmonically weaker than root positions. 

d) The existence of a hierarchy within the chordal scale, so that the chords on 

the first and fifth notes (tonic and dominant) were considered strongest, with 

secondary importance placed on chords on the fourth note (subdominant) for 

major-mode scales and third note (mediant) for minor-mode scales. 

e) The possibility of modulation and a further hierarchy between the home key 

(tonic) and other related keys visited during the piece. The importance of the 

tonic was strengthened by modulating to related keys because modulation back 

to the tonic was felt as a return. Tonality was thereby accorded structural 

significance, providing musical coherence both on a large scale - through 

modulation - and on a small scale - through hierarchies of chords and their use 

at points of structural articulation (cadences). 

The practical application of these vertical rules led to fundamental differences from 

modal music: 

a) The concept of implied hatmony meant that every melodic note, even if it was 

monophonic, carried with it at least one implicit harmonisation. Because 

harmony stressed the hierarchical relationship between tonic and dominant, 

melody did also. 

b) In the bass part progressions moved in large intervals (fourths and fifths) 

rather than small melodic intervals, emphasising the harmonic nature of the part. 

c) Cadences were harmonic not melodic, again seen through the large intervals 

of the bass, but also through consistent use of sharpened seventh scale degrees. 

Because they were harmonic, they were used structurally to create tension by 

moving away from the tonic or resolution by returning to it. 
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d) Modulation was both possible and desirable, and there would normally be a 

hierarchical relationship between tonic, dominant and relative major or minor 

keys. Departure from and return to the tonic provided structural coherence on a 

large scale. 

Entirely new compositional methods resulted from the gradual replacement of modality 

with tonality. Because the changes were fundamental and took some time fully to be 

implemented, both in theory and in practice the transitional period resulted in 

misunderstandings of the new and old systems. 
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Pitch Structure in Seventeenth-century English Theory 

Note Ranges 

In hex achordal theory the Gamut had served both to illustrate the hexachords and to 

govern the total range of notes in use which numbered twenty, the lowest being 

Gamma-ut (gd and the highest ee-Ia (e4). Ruff comments that "most of the 

comprehensive treatises on musical theory (and some of those on Rudiments), 

published in the European countries in the sixteenth and seventeenth centuries contain 

one or more diagrams of the Gamut".7 She does not, however, add that, by the 

seventeenth century at least, very few did so without making some alterations to the 

range covered. The only theorists who gave the Gamut in its original form were 

Morley in 1597, Butler in 1636, and Locke in Observations upon a Late Book, entitled, 

An Essay to the Advancement of Musick (1672), who wrote: "this Scale contains or 

implies the compass of all Voyces and Instruments by Alphabetical and Gradual 

Motion; so that wherever either of the three Cliffs are plac'd, that Character or Cliff 

takes with it so much of the scale as is pertinent to the Voyce or InstlUment it is applied 

to for any single Part". 8 Locke's comment here was intended as part of his vitriolic 

attack on Thomas Salmon's new clef system which completely negated hexachords, 

and he may deliberately have been trying to exaggerate the importance of the old 

system; but he did give an unextended Gamut again in the page of lUdiments at the front , . 

of his songbook manuscript Lbl Add. MS 14399 (f. 4r), and thus he does seem in 

theory at least to have accepted the original Gamut range.9 

Most theorists described an expanded range, adding one or two notes above and below 

the Gamut. In the first edition of his Introduction, for instance, Playford wrote: "it is 

well known that there are many Notes in use, both above and below [that] exceed . . . 

[the] compass [of the Gamut], both in Vocall and Instrumentall Musick";IO he 

increased the range to a4 at the top of the register and Cl at the bottom. Both Porter and 

the author of the introduction to Rely's Compleat Violist added only one note (f4) at the 

top of the Gamut; Porter did not extend the range at the lower end, but the anonymous 

writer added three notes (to dl).11 Surprisingly, it was in Birchensha's translation of 

7 Ruff (1962) 100. 
8 Locke (1672) 11. 
9 John Hudgebut might be included in the list of theorists who presented the Gamut with no extension 
ofrange, but he did not make clear exactly what he meant when he told the reader to "learn the Gam-ut 
pelfect,forward and backwards"; see Hudgebut (1679) [5]. 
10 Playford (1654) 2. Curiously, the anonymous reviser of the thirteenth edition (1697) reduced the 
range back down to Gamma-ut at the bottom and g4 at the top. 
11 Hely (1699) i, and Porter (1700) 3. 
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Alstedt's treatise - originally written as early as 1630 - that the largest range of all was 

given, with notes from ao to gS.12 Less specific increases in range were described by 

other theorists. For example, Campion wrote: "It is most true that the first invention of 

the gam-ut was a good invention, but then the distance of musicke was cancelled within 

the number of twenty Notes, ... but the liberty of the latter age hath given Musicke 

more space above and below"; and Newton explained: "The number of Musical Notes 

are three times Seven or twenty-one, that is from the lowest Note of a Man's Base, to 

the highest of a Boy's Treble, we usually reckon twenty one Notes; though there are 

some Bases that reach below, and some Trebles that arise above this ordinary 

Compass" .13 Although the range of notes given by each theorist differed, the fact that 

the Gamut was extended at all signified that theoretical use of hexachords was no 

longer possible: in true hexachordal theory extra notes did not exist in musica recta, 

and could only be produced exceptionally in musicaficta. By the time the anonymous 

author of Synopsis of Vocal Musick (1680) wrote his treatise, he was able not to refer 

to Gamut ranges at all. 

Hexachords and Solmisation 

Once the range of the Gamut had been extended it no longer consisted of the seven 

overlapping hexachords for which it had been invented. At the same time the trend 

towards vertically orientated music meant that the horizontal system of mutating from 

one hexachord to another was impossible. As a result theorists had to develop new 

methods of referring to notes and intervals by adapting the solmisation system. 

Atcherson states that the first English treatise in which solrnisation was not presented in 

its original form was Bathe's A Briefe Introduction to the True Art of Musicke 

(1584).14 Morley, in 1597, explained the traditional solrnisation system, with mutation 

andficta hexachords, IS but as Ruff points out, he "was already displaying the tendency 

to omit Ut and Re", as can be seen in the plainsong exercises on p. 18. 16 The only 

other theorists who referred to the original solmisation syllables seem to have done so 

for specific reasons. Three instrumental tutors - Hudgebut's and Salter's recorder 

manuals, and Hely's The compleat violist with an anonymous theoretical introduction -

contain unaltered solmisation. 17 Since the aim of these instructions was to give a 

simple basic training in musical notation it is possible either that the authors did not 

12 Alstedt (1664) 33. 
13 Campi on (1613) 192-3; Newton (1677) 89; see also Salter (1683) 10. 
14 Atcherson (1972) 9. 
IS Morley in Harman (1952) 13-7. 
16 Ruff (1962) 102. 
17 Hudgebut (1679) [6] (paginated I); Salter (1683) 9-10; Hely ([ 1699]) i; it is presumably an 
engraver's error that the pitch f3 is named Cfa ut, not F fa ut in the diagram in Hely's book. 
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wish to explain the complexities of the changing system, or that their own musical 

education was insufficient for them to be able to do so. Matthew Locke defended 

traditional solmisation in his Observations about Salmon's new clef system, claiming 

"His asserting that the former Syllables are now become useless, because English 

Musicians have laid aside Ut and Re, is like the rest; for if some have, some have not; 

and in foreign parts they are generally us'd for the same reasons above-mentioned" . 18 

However, Locke's tone throughout was extremely abusive towards Salmon and he 

frequently attempted to contradict Salmon's suggestions as a matter of principle, so it is 

difficult to know to what extent he really believed his own reasoning. 

As has already been suggested by Morley's and Locke's treatises, the most common 

form of adapted solmisation was a four-syllable system in which ut and re were 

replaced with an additional fa and sol, giving the major scale fa, sol, la,fa sol, la, mi, 

fa, or, as Hall wrote: 

In ev'ry Tune mark'd with a Hand 

Your [mi] above the last Note does stand: 

But where there's none, there you may know, 

Your [m i) the Master-note's below. 

Above your [mi] twice fa, sol, la ; 

Under your [mi] twice la, sol,fa. 19 

According to Atcherson, it was Thomas Ravenscroft, in a manuscript treatise from 

c.161O, who first indicated that the four-syllable system was commonly used in 

England.2o It was referred to by Campion in c.1613, in the first and all subsequent 

editions of Playford's Introduction, in Simpson's new chapter "A brief Exposition of 

the Gam-ut, or Scale of Musick" in the 1655 edition of Campion's treatise, by Simpson 

again in 1667, Newton in 1677, and Porter in 1700.21 

The other method, which does not seem to have been adopted as readily as the four

syllable system, comprised the addition of a seventh syllable to the original six. For the 

18 Locke (1672) 30. Playford's comments at the back of Locke's The Present Practice of Musick 
Vindicated (1673) also included a defence of solmisation on the basis that the newer system did not 
identify the octave in which a particular pitch was found. 
19 Hall (1708) 4. The "Hand" is presumably intended to mean the Guidonian Hand, in fact not drawn 
in any English treatises of the seventeenth century, though it was given in the Aberdeen Cantlls of 
1662; see Ruff (1962) 104 and Atcherson (1972) 8. 
20 Atcherson (1972) 10; no reference or shelf-mark is given for the manuscript, and I have not therefore 
been able to locate it. 
21 Campion (c.1613) 192-3; Playford (1654) 1-2 (the Gamut diagram on p. 4 in fact included ut and re, 
and in the thirteenth edition (1697) the wording of the section was changed, though the four-syllable 
system remained); Campion (1655) [3]; Simpson (1667) 2; Newton (1677) 90-1 ; Porter (1700) 5. 
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most part treatises containing this adaptation of solmisation were published early in the 

century and, at least in the apparent view of Newton, were superseded by the four

syllable method, since he first described seven solmisation syllables (an extrafa being 

added), but then added "modern Musicians in these latter times, have rejected the 

Names of ut and re, as finding the other four to be sufficient for the expressing of the 

several Sounds, and less burthensome to the Memories of Practitioners". 22 The seven

sy lIable system does not seem to have been standardised, since the three treatises in 

which it was described contain three different additional syllables: Alstedt used "si",23 

Butler "pha" (differentiated fromfa in his semi-phonetic orthographic system),24 and 

the author of the Synopsis of Vocal Musick "ci".25 

The principal significance of both four- and seven-syllable solmisation was that neither 

allowed for hexachords or mutation and both emphasised the development of what we 

would now term the major scale. Two of the authors who referred to a seven-syllable 

system, Alstedt and Butler, did not make clear on which note or notes they intended 

their scale to begin: an extended hexachord on F or C would produce a diatonic 

seventh note which was equivalent to the leading note in a major scale; however, a 

hexachord on G would give F natural. Since their treatises included references to all 

three hexachords elsewhere, we must presume that either scale-type was possible, and 

therefore that the addition of a seventh solmisation syllable did not bring with it the 

theoretical adoption of the major scale. The author of Synopsis of Vocal Musick, 

however, did use ills syllables to describe a major scale. He illustl;ated two scales, one 

"in B sharp" beginning on C as ut, and one with a single flat in the key signature, also 

beginning on C, but this time as sol, making F ut. He described the C-scale in detail: 

"the first degree of an eighth [is] represented by the Cliff c, the second by d, the third 

bye, the fourth by f, the fifth by g, the sixth by a, and the seventh by b: which seventh 

Degree, because it is the acuter term of a greater Tone, it maketh a sharp sound, and 

therefore that Cliff b is called b sharp, and the Scale marked with that b, the scale of b 

sharp, and also a Song contained in that scale, a Song in b sharp".26 

In the four-syllable system the situation was more complicated because the loss of the 

first two syllables necessitated that the remaining four were shifted. All the theorists 

22 Newton (1677) 90-1; there is strong similarity between this phrase and the wording of Playford's 
statement on solmisation syllables in the first edition of the Introduction; c.f. Playford (1654) 2. 
23 Alstedt (1664) 35. 
24 Butler (1636) 12; see also Pruett (1963) 502-5. 
25 Synopsis (1680) 26. Atcherson (1972) 10 notes that Bathe's Brief Introduction (1596 edition) 
contained the first reference to a seven-syllable system. Salmon mentioned 'Forreigners" using "bi" as 
the seventh syllable; Salmon (1672) 3. 
26 Synopsis (1680) 34. It was presumably a mistake that in the circular diagram drawn on p. 38 the 
scale in the equivalent of F major was drawn with C as ut. 
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who used these note names were unequivocal about the importance of the position of 

mi. Simpson, for instance, wrote in his added chapter to Campion's treatise: "The 

place of Mi being ... known, the rest of the notes both above it and beneath it follow in 

order",27 Playford told the reader similarly: "Mi is the principall or master note, which 

leads you to know all others". 28 The strong emphasis they placed on finding m i 

derived from the importance of the interval mi-fa, the only semitone in the hexachords; 

similar statements can be found in most treatises from the sixteenth century. However, 

once the hexachord was replaced with an octave-based scale, mi assumed a different 

role because there were two semitones, separated by two and three tones respectively, 

mi being either the leading note or the mediant, depending on the pitch of the added 

note. Since none of the theorists explained what the interval between the sixth and new 

seventh degree was, we must depend on their diagrams and descriptions of the actual 

pitches, where given. Without exception they gave pitches equivalent to a C major 

scale, making mi, as B natural, the leading note. However, none began their scales on 

C (fa) or drew attention to the importance of C, which as the tonic of a major scale 

would have to assume at least as much importance as the leading note. What they did 

instead was outline one of two scales. Campion (c.1613), Playford (1654) and 

Newton gave: GAB C D E F 

sol la nu fa sol la fa 

and Simpson (1655,1667), Hall (1708) and Tudway (c.1718) gave: 29 

F GAB C D E 

fa sol la nu fa sol . la 

In effect, what they appear to have been describing was either a plagal (G-C-G) or an 

authentic (F-C-F) modal scale, and it is mere coincidence that the pattern of notes 

coincides with the modern major scale. That said, it is clear from later descriptions that 

it was via this path that the classification of major scales eventually took place. 

With the exception of that described by the author of Synopsis of Vocal Musick, very 

few examples of scales independent of solmisation were included in seventeenth

century English treatises. Simpson in The Division Viol gave a "Scale of Musick" 

which consisted of three octaves of D major written on a grand stave of eleven lines; he 

did not attach solmisation syllables to it, but the note letters given at the side did include 

r, and in his examples he referred to keys with solmisation (such as C fa ut for C 

27 Campion (1655) [4]. 
28 Playford (1654) 9. See also Campion (c .1613) 193, Simpson (1667) 2-3, Newton (1677) 95, 
Porter (1700) 12-14, and Hall (1708) 3. 
29 The notes on which the scale was intended to start are only implied in Newton, Hall, Simpson 
(1667) and Tudway: they all described the exact sequence of solmisation syllables and made it clear that 
mi was normally in B. Tudway's description is in his introduction to Lbl Harley MS 7342. 
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major).30 The introduction to Hudgebut's Vade Mecum included a "Scale of Flats and 

Sharps for the Rechorder", which is a chromatic scale covering the whole range of the 

treble recorder; the fact that he could refer to sharps and flats independently of 

hexachords clearly demonstrates a modern approach, but nevertheless he instructed the 

reader to "learn the Gam-ut perfect, forward and backwards".3l 

Opposition to the Gamut and Hexachords 

As it became increasingly difficult to reconcile pitch structure based on the Gamut with 

contemporary practice, theorists began to develop vehement opposition to the archaic 

system. Roger North, for instance, commented in about 1710 "As for children, I think 

easyer ways might be found than the sour'd and misterious Gamut, which they must 

rehearse antrorsum & retrosum [backwards and forwards], without the least proffer to 

them of an explanation of it".32 The author of A New and Easie Method to Sing by 

Book complained that musicians had to learn the "hard and useless" solmisation terms. 

He drew the Gamut with solmisation syllables, but only "that you may see what they 

are", and in fact offered alternative syllables which were capable of distinguishing 

flattened and sharpened notes: B was B as B natural but Be as B flat; and E was LE as 

E natural, but ME as E flat. Of course, this system distinguished specific notes rather 

than intervals, and was therefore unconnected to original hex achordal theory and 

solmisation. 

The most notorious incident in the difficult transition between hexachordal pitch 

structure and modern major/minor scales with chromatic independence occurred in a 

very public argument between Thomas Salmon and Matthew Locke.33 The former 

developed a new system of clefs which he published as An Essay to the Advancement 

of Musick in 1672, when he was 24 years old. Salmon believed the Gamut was 

"Gibberish, a Fardle of hard names and fictitious words", because "the plain truth is, 

there are but Seven notes in all, only repeated over and over again in double and treble 

proportion".34 His plan was to replace moveable C, F and G clefs with a single 

configuration, in which G was on the bottom line and A the top line, repeated at three 

or four different octaves, signified respectively by B (Bass), M (Mean), Tr (Treble) and 

Ttr (octave above treble). His principal argument was that music was organised 

naturally in octaves, that the Gamut was irrelevant, and that the clefs, originally 

30 Simpson (1659) 4. 
3l Hudgebut (1679) [7] and [5]. 
32 Roger North in Wilson (1959) 59. 
33 The controversy has been mentioned by many scholars, but is discussed in particular detail in 
Baldwin and Wilson (1970) 103-10. 
34 Salmon (1672a) 11. 

52 



designed to show the position of 111.i in each hexachord, therefore had to be changed. It 

was significant that Salmon made it clear that the notation had to show the vertical 

relationships between parts: "in many parts you shall see the Concords lye in such 

Order, and every Harmonical Relation in so plain a Method before your Eyes; that you 

may perceive the Distances of Notes at first view; and without any laborious 

computing, be made privy to the whole contrivance of Composition".35 

Locke objected strongly to Salmon's suggestions, and replied somewhat abusively in 

Observations upon a late Book (1672). His thinking was obviously based firmly in the 

hexachords, though his statement that six-term solmisation was still favoured in 

England above four-term may, as has already been mentioned, have been more a result 

of his desire to discredit Salmon than due to his true beliefs. Locke did have two 

legitimate criticisms of Salmon's clef system, the most important of which was the lack 

of flexibility which meant that any piece in which the range did not fit into the G-G of 

the stave would require many changes of clef: "His new Scale of G.A.B.C.D.E.F.G. 

Confusedly divides it self at every Octave Note or Tone, and consequently Tinker-like 

instead of mending one hole makes two or three, imposing a necessity of more 

mutability and perplexity, where each part enjoys its own latitude, that was or could be 

in the old, and (by not planting the beginning of his second Octave inclusive to the first) 

making that same Note or Tone to be in several places of distances at the same time".36 

Locke's second comment was that there was no apparent reason why Salmon had 

chosen G as the starting point for his scale at the bottom of the stave. Salmon's 

defence, printed in A Vindication of an Essay to the Advancement of Musick (1672) 

was thus: "The reason why I began my Octave with G, was, because the general 

practice of Musicians is so to do: which I profess'd never to contradict, but when there 

were very good advantages to be gained thereby (Ess. p. 41.) especially mine being a 

circular way, it was no matter where I began so long as the letters went round in their 

own order". He went on to suggest that Guido d'Arezzo had originally begun the scale 

with G because it was "the first great letter of his own name". 37 Although Salmon's 

point that his scale was circular is valid, it is interesting that he chose, while discarding 

the Gamut system, to retain its principal note. 

Locke, as Ruff says, "had the last word in this controversy" ,38 by retorting in The 

Present Practice of Musick Vindicated (1673). This polemic was even more abusive 

35 Ibid., 30. 
36 Locke (1672) 11. 
37 Salmon (1672b) 51. 
38 Ruff (1964) 273. 
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than the first, with very little substance. It was accompanied by two supportive letters, 

one by John Phillips, entitled Duellum Musicum, and containing the most vituperative 

language but apparently no genuine arguments against Salmon, and the other by 

Playford, who had published both of Locke's responses and who, like Locke, objected 

to the inflexibility of the new system. Even as late as 1728 Roger North, who had 

procured a copy of Salmon's Essay, agreed with this shortcoming: "The chain of tones 

and semitones, which should be continued de alto ad bassum, is broke, and the sets of 

lines cannot goe into each other". 39 

Support for Salmon came initially from the scientists of the Royal Society who 

approved his ideas in February 167112 (Transactions, N.80). His Vindication 

contained a complimentary letter from "N.E." of Norwich, and the author of A New 

and Easie Method to Sing by Book (1686) also praised Salmon's system.40 Once the 

Gamut had been comprehensively rejected by theorists there was a slight revival of 

Salmon's method in MaIcolm's A Treatise of Musick (1721) and J. F. De La Fond's 

New System of Music (1725).41 

The fact that Salmon's clefs were inflexible and that even he was forced to suggest that 

all pieces should be played with mi in B (that is, in C major, running from G-G),42 

meant that it was unlikely ever to be adopted by mainstream musicians. Ruff also notes 

that such a fundamental change "would have rendered the considerable mass of music 

already in print and in manuscript obsolete", unless both systems were learnt. 43 

Nevertheless, it was true that clefs in C, F and G were designed as part of the 

hexachord system and it is significant that, towards the end of the century, the positions 

in which these three clefs were placed began to be standardised. Atcherson's 

suggestion that "it may not even be too much to assume that the English practice of 

avoiding the movable C clef is due to Salmon's efforts"44 is probably far-fetched; 

however, and in spite of his objections, Playford apparently stopped using the C clef in 

favour of the G clef for the upper voices in his printed music after having read 

Salmon's treatise just before its publication in 1672.45 There does seem to have been a 

considerable overlap in the replacement of C clefs in the upper voice with G clefs: even 

in the music of James Hawkins, comparatively late in the period, there are examples in 

the Service in C (Ely MSS 7, 9,17 and 19), the Chanting Service in C minor (Ely MSS 

39 Roger North in Wilson (1959) 24l. 
40 New and Easie (1686) 57. 
41 Mentioned in Wilson (1959) 240. 
42 Salmon (l672b) 20. 
43 Ruff (1964) 268 . 
44 Atcherson (1972) 10. 
45 Ruff derives this from a statement on p. 86 of Playford's Letter to Salmon; see Ruff (1964) 274. 

54 



7 and 19) and Blessed is He (Ely MSS 7 and 10) of treble parts written in the Cl clef in 

some versions and the G2 clef in others. 

Accidentals and the Natural Sign 

As well as clefs on G, C and F in the hexachordal system there was a fourth clef, "the 

B Cleaves, which is proper to all parts, as being of two natures or properties, that is to 

say, Flat and Sharp, and doth onely serve for that purpose for the flatting and sharping 

of notes, and therefore is called B fa B mi: the B fa signifies the Flat, the B mi 

Sharp" .46 In the original hexachords the only function of the 'B clef had been to 

demonstrate either that the G hexachord was in operation - so B was mi, denoted by the 

use of b quadratum (q) - or that the F hexachord was in operation - so B was fa, 

indicated by b rotundum ( ~ ). As Morley explained, "for haste, men not being careful 

to see the strokes meet just at right angles, it [the b quadratum] degenerated into this 

figure' #', and at length came to b~ confounded with the sign of the apotome or 

'semitonium majus', which is thus, ' X " and some falsely term diesis, for diesis is 

the half of 'semitonium minus', whose sign was made thus, 'X'. But at length the sign 

by ignorance was called by the name of the thing signified, and so the other sign, being 

like unto it, was called by the same name also".47 Thus by the seventeenth century, the 

two signs in use were visually equivalent to our flat and sharp. 

As theorists stopped referring to hexachords and mutation they had to alter their 

explanations of the function of the two signs. At first they continued to refer to flats 

and sharps operating on only certain solmisation syllables within the scale, adapting the 

previous rules to four- and, in the case of Butler, seven-syllable systems.48 However, 

it must have been obvious that restricting the possible positions of sharps and flats did 

not give a realistic range of notes, and they soon began to suggest that the signs could 

occur on any note. Playford adapted the third edition of his Introduction to add that the 

"B cleaves" were "usually put to several Notes in the middle of any Song or Lesson for 

the Flatting and Sharping of Notes, as the Harmony of the Musick requires".49 By 

1697 the reviser of the thirteenth edition of the Introduction had removed all reference 

46 Playford (1654) 7. Playford's explanation was paraphrased by Newton (1677) 94-5, though he in 
fact was working from the third edition of the Introduction. 
47 Morley in Harman (1952) 110. 
48 Playford, for instance, said that the sharp could be placed "either beforefa or sol", that is on mi or la 
in his scale sol-la-mi-fa-sol-la-fa, which, when the scale started on G, would give B natural and F 
sharp; Butler said "a sharp raiseth fa or ut half a Tone higher" in his scale of ut-re-mi-fa-sol-pha, 
though he gave no specific pitches on which the scale should start. See Playford (1654) 8 and Butler 
(1636) 22. 
49 Playford (1660) 9- 10. 
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to the 'B clef, and instead included a new section on "other marks or Characters used 

in Musick ... The Principal Parts of which Characters are a Flat and a Sharp; the Flat is 

marked thus ~ , and the Sharp thus #: The use of them are to flat and sharp any Note 

they are plac'd before... The Quality of a Sharp being to raise any Note 'tis plac'd 

before half a Note or Tone higher ... A Flat, when 'tis plac'd before any note which 

you should sound a whole Tone or Note higher than the Note immediately before it, 

obliges you to sound it but half so high, in the same manner as from mi to fa, or la to 

fa".50 

There are no overt references to the use or function of the natural sign in English theory 

during the seventeenth century. According to Niecks, the French theorist Loulie was 

the first to explain the meaning of the sign: "he distinctly propounded in 1698 that a 

sharp raises a note a semitone, a flat lowers it a semitone, and a natural brings it back to 

its normal position. However, he immediately gives an example in which a flat revokes 

a sharp, and comments on this thus: "Note that a natural has the same effect"".51 Some 

eighteen years previously the author of Synopsis of Vocal Musick appears to have been 

thinking already of three different signs: 

The less principal contained signs, are signs either pressing down the sounds, or lifting 

them up. Signs which do press down the Sounds is B flat ... B flat maketh every Note 

before which it is placed, by half a Tone graver or lower .. . Signs which lift up the 

sounds are B shmp, and B cancelled. B shmp raiseth every Note, before which it is placed, 

by half a Tone higher ... B cancelled raiseth also every note before which it is placed, by 

half a Tone higher.52 

However, in his examples the author used only flat and sharp signs, the sharp 

apparently acting as "B cancelled" and the flat, oddly, as "B sharp".53 

An intriguing incident during the printing of William Holder's Treatise of the Natural 

Grounds and Principles of Harmony suggests an Italian origin for the re-introduction of 

the natural sign and shows how close he came to including it in his book. The 

publication process for the treatise was fraught with difficulties illustrated in the many 

50 Playford (1697) 21-2. Many other theorists stated, either explicitly or implicitly, that sharps and 
flats could be used on any note. See, for instance, Simpson (1655) [vi-vii]; Locke (1673b) 5-6; Blow 
in Arnold (1965) 164; Simpson in Lord (1970) 3-4; Mace (1676) 218, 225; F. North (1677) 23; 
Rudgebut (1679) [7]; Matteis (1682) 14-5; New and Easie (1686) 28,30-1; Wallis in Salmon (1688) 
39; and Rely ([ 1699]) ii i. 
51 Niecks (1889-90) 94. The role of Loulie's treatise is also mentioned by Williams (1903) 143. 
52 Synopsis (1680) 41 . 
53 Donington mentions similar, though not identical, confusion between signs in the writings of 
Lec1air. See Donington (1963) 66. 
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letters sent to Holder by his publisher, John CarT, the printer, John Heptinstall, and 

chiefly Holder's adviser, one John Baynard. The correspondence is now preserved as 

Lbl Sloane MS 1388, ff. 56r-l08v, and has been analysed in detail by H. Edmund 

Poole in "The Printing of William Holder's 'Principles of Harmony'" (1974-5). In a 

letter to Holder dated 15th December 1692, Baynard wrote: 

In the staff of notes wherein you give an instance of the Authentic and Plagal moodes, 

where immediately after the b in B fa B mi and E la mi you restore the next notes (in 

those keys) to their natural places, you do it by sharpening of them; now # B fa B mi and 

# E la mi are not the notes you design (for one will be more than a 3rd and the other more 

than a sixth) and though nothing is more common among our English composers than 

this custome; yet since the Italians, and of late our Greatest Masters are more exact, this 

may give occasion of criticising; and therefore (if the Printer has such a Mark) I will 

direct him when he comes, to change the sharp for ye character which they now use when 

they would restore such notes to their natural places, which is that of B quarre, as you 

know, i.e. ~ .54 

There is no indication that Holder objected to Baynard replacing his sharps and flats 

with naturals, but in fact the diagram remained in its original form, since on 7th 

November 1693 Baynard wrote: 

As for the little scale it is better to have it pass as 'twas before the alteration; for I do 

since find, that in several Italian books the # is used instead of the ~ (though not so much 

of late). I have drawn it accordingly & enclose it that you may see if it be right.55 

It may indeed be the case that Baynard decided it was not necessary to go to the trouble 

of changing the symbols, but there are two other possible hypotheses: firstly, Holder 

may have been reluctant to use a sign that was not common in England at the time (and 

which would probably therefore have needed explaining); and secondly, it was quite 

likely, as Baynard himself had hinted, that the printer might not possess a "mark" for 

the natural sign, in which case Baynard would diplomatically have had to go back on 

his suggestion. 

The adoption of natural signs in practice considerably pre-dated the sign's first 

appearances in contemporary theory; nevertheless, the vast majority of composers 

continued using only flat and sharp signs until well into the eighteenth century. In the 

autograph manuscripts of the period examples of the natural sign occur only in the 

54 Quoted in Poole (1974-5) 33-4. 
55 Ibid., 38 . 
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music of Locke, Creighton, Tudway and Daniel Purcell. Interestingly, all these 

composers seem to have used the sign for specific purposes rather than, in the modern 

sense, to restore all artificially sharpened or flattened notes to their original state. 

None, for instance, ever used the natural in figuring for the thoroughbass, even though 

that meant that accidentals on the stave did not always correspond with those in the 

figures. For Robert Creighton naturals survive in only one autograph piece, How base 

and unthankful in Lbl Add. 37074, where they function as modern natural signs;56 the 

rest of the vocal and instrumental music in that manuscript was notated with flats and 

sharps only. Naturals are also found only sporadically in the autographs of Matthew 

Locke: there are two in the large book of consort music, Lbl Add. MS 17801, but 

these are both in different ink from the surrounding music, and were probably added by 

a different scribe. In Lbl Add. MS 31437 bar 42 of the Jubilate has a rising scale in the 

bass including the note b2 marked as natural in order to cancel a B flat in the same part 

in the previous bar; all other accidentals required in the piece are sharps and flats, so it 

is difficult to assess whether this natural sign was intended in the modern sense. The 

only other natural signs in his autographs are in Ob MS Mus.c.23, where Supe r 

flumina has naturals on the notes Band E, but sharps on A, in the equivalent of C 

minor, and in Audi Domine, in what we would term B flat, has inconsistent use of both 

sharps and naturals on the note E. 

There are at least some natural signs in each of the manuscripts in which Thomas 

Tudway copied his own works. Possibly because there are many examples of the sign 

in his music, more significant patterns about the use of naturals emerge. Most naturals 

were used in the modern sense, to cancel accidental sharps and flats on the score, 

though in fact there appears to be only one example of a natural being used to sharpen a 

previously flat note. This is in the bass part in bar 3 of the verse "But have thou 

respect" in Is it true? (Lbl Add. MS 36268); not only is the continuo part, which has the 

same alteration from E flat to E natural as the bass, notated with a sharp sign, but the 

other autograph copy of the anthem (Lbl Harley MS 7341) also has a sharp rather than 

a natural in the bass voice. Elsewhere, Tudway had a habit of sharpening a note 

flattened in the key signature by using a sharp sign, but then cancelling the accidental 

by using a natural, meaning that what would in modern notation be written as natural

sharp became sharp-natural. There are several examples in My God, my God 

(Example 1) and Man that is born of a Woman in Lbl Harley MS 7341, and in My 

Heart Rejoiceth in Lbl Add. MS 36268 and Harley MS 7342, though again the notation 

does not always correspond between copies. 

56 The piece is in the equivalent of C minor with naturals on the notes B and A (the E fiats in the key 
signature are not sharpened in either part). 
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Example 1 

Thomas Tudway - Natural Signs in My God, my God 

Lbl Harley MS 7341, f. 43v 



Daniel Purcell was also very inconsistent in his use of natural signs. Although Praise 

the Lord 0 my Soul in Lbl Add. MS 31461 and Put me not to rebuke in Lbl Add. MS 

17841 have entirely modern use of naturals, the signs are unsystematic in two other 

anthems in Lbl Add. MS 17841 - 0 God thou art my God and I will magnify thee. The 

latter is in the equivalent of F major, with one flat in the key signature; in bar 9, the 

right-hand continuo part has a natural to sharpen b3, but this is followed in bar 10 with 

a sharp, also to cancel the flat against B in the key signature. Exactly the same 

progression occurs in the chorus at the end of the section, in bar 38, but here both notes 

have naturals marked (Example 2). 
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Example 2 

Daniel Pure ell - Natural Signs in I will magnify thee 

Lbl Add. MS 17841, ff. 65r-65v 
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The Development of Harmony and Counterpoint 

Intervals and Progressions 

Although there were some important changes of emphasis resulting from the 

development of a vertically based style, rules for intervals and progressions in 

seventeenth-century English theory were much less contentious than those for pitch 

structure and the scale itself. Since detailed account of them has already been given in 

Ruffs thesis (1962), they will be covered only briefly here. 

All the theorists who discussed writing music in more than one part classified the 

consonant intervals as the unison/octave, third, fifth and sixth.57 Morley, Playford, 

and the author of A New and Easie Method further divided consonances into perfect 

(unison/octave and fifth) and imperfect (third and sixth). Playford also explained the 

difference between major and minor imperfect intervals in "A Brief Introduction to the 

Art of Descant", included from the tenth edition of the Introduction, and Charles Butler 

referred to major and minor thirds without clarifying the difference between them.58 

Butler was also the only theorist to class the fourth as a consonance which, as Pruett 

writes, "appears anachronistic in the light of the 16th-century theorists whose works he 

knew and relied upon", 59 since they all considered the fourth to be a dissonance. 

Dissonant intervals were the second, fourth (for all except Butler) and seventh.60 

Morley, Alstedt, Playford and Simpson were explicit about rules of consonance and 

dissonance applying equally to the compounds of each interval. 

The concept of interval inversion was hinted at by Butler, who referred to an "affinity" 

between the third and sixth and the fifth and fourth, all of which he considered to be 

concords. However, at least twenty years earlier, Campion had unequivocally told his 

students: 

57 Morley in Harman (1952) 141; Coperario in Bukofzer (1952) 2v (referred to as 'Perfect chords'); 
Alstedt (1664) chapters 6 and 7; Butler (1636) 48; Playford (1660) 22-3; Davidson (1666) [3]; 
Simpson (1667) 20-1; Play ford (1683) 2; Hall (1708) 11; North in Wilson (1959) 150. 
58 Play ford (1683) 2; Butler (1636) 48. Playford actually wrote initially "The Third, Fifth, and Sixth 
are either Perfect or Imperfect", but his table includes only thirds and sixths and refers to them as major 
or minor. 
59 Pruett (1963) 507. 
60 Play ford (1660) and the author of A New and Easie Method (1686) simply stated that all intervals 
other than the third, fifth, sixth and octave were dissonant, though the second, fourth and seventh were 
cited twice as dissonances in "A Brief Introduction to the Art of Descant" in the tenth edition of 
Playford's Introduction (1683). Coperario refelTed to dissonant intervals as "Imperfect chords" ; see 
Coperario in Bukofzer (1952) 2v. 
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a third under the Base, is a sixt above it, and if it be a greater third, it yeelds the lesser 

sixt above; if the lesser third, the greater sixt. A fourth underneath the base is a fift 

above, and a fift under the Base is a fourth above it. A sixt beneath the Base is a third 

above, and if it be the lesser sixt, then is the third above the greater third, and if the 

greater sixt underneath, then it is the lesser third above. 61 

Consonant progressions tended to be described only vaguely by theorists. Most 

recommended using several thirds or two or three sixths in succession, including 

perfect concords for variety, and mixing major and minor imperfect concords.62 Butler 

suggested that "the diverse sorts of Concords do best follow one an other in Degrees, 

and in Contrary motion". A detailed description was given by Playford in "A Brief 

Introduction to The Art of Descant": 

3. When Two or more Parts ascend or descend together, they ascend or descend either 

gradually, or by Intervals. If they ascend or descend gradually, they do move by Thirds, 

you may have as many Thirds as you please ... Or ascend or descend by Sixths ... Take 

no more than two or three Sixths; Or they move by a Fifth or a Sixth .. . You may have 

as many Notes as you please. If two Parts ascend by Intervals, then you may move from 

A to a 3 or 6 

3 3 or 6 

5 3 or 6 

6 3 or 6 

4. If two Parts do descend together gradually, then as in the Third Rule. If by Intervals, 

you must move from A to a 3 or 6 

3 3 or 5 or 6 

5 3 or 6 

6 3 or 6.63 

By far the most strongly emphasised rule given by theorists was that consecutive 

perfect intervals were not permitted unless the parts did not change pitch. Morley 

therefore suggested that perfect chords were best used only where the parts moved in 

contrary motion,64 and Locke also stated "For prevention of successive Fifts and 

61 Campion in Vivian (1909) 200-l. Coperario wrote in his section on four-part progressions that "of 
the Bass fall a 5, you maie use the same chords, the which you use when the Bass rises a 4", which 
implies that he understood chord inversion also; see Coperario in Bukofzer (1952) 7v. 
62 See, for instance, MorIey (1597) 223; Campion in Vivian (1909) 226; Butler (1636) 58; and 
Simpson in Lord (1970) 18 and 22. Alstedt simply wrote that imperfect consonances could follow one 
another; see Alstedt (1664) 66. Roger North suggested that successive chords progressed best when 
there was a note in common between the chords; see North in Wilson (1959) 75 . 
63 Play ford (1683) 4-6. 
64 MorIey in Barman (1952) 145. 
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Eights in the Extream Parts ... the certainest way for the Beginner, is, to move his 

Hands by contraries".65 Although parallel fifths and octaves were ubiquitously 

condemned, the rules varied for other combinations of perfect intervals. Alstedt, for 

instance, included consecutive fourths in his list of forbidden progressions;66 Morley 

argued that moving from a perfect to a diminished fifth was not allowable because the 

diminished fifth, being neither fourth nor sixth, must therefore be a type of fifth;67 

Playford disagreed, saying "Two Eighths or two Fifths ascending or descending 

together, is not lawful, unless one be the Major, the other the Minor Fifth";68 Simpson 

stated that "The passage from a 5th to an 8ve or from an 8ve to a 5th is, for the most 

part, allowable, so that the upper part remove but one degree";69 and Play ford gave the 

same statement, while disallowing the progression in any other context. 70 Few 

theorists attempted to explain why the rules should exist, and those that did tended to 

suggest that perfect intervals were too 'sweet' to be heard together. Roger North was 

much more convincing because, as Wilson describes, he was aware that the fifth 

functioned strongly in defining key, and objected to parallel fifths because "they carry 

you out of the key, and that makes the worst of discord when ill done".71 

Both Simpson and Purcell also forbad non-consecutive tritones between different parts, 

as a result of which they advised against writing consecutive major thirds, which gave a 

tritone between the lower voice in the first interval and the upper in the second. They 

referred specifically to the relationship between F natural and B natural which, perhaps 

not coincidentally, was the only interval which was discussed in detail by theorists in 

the solmisation system, because the note B was natural in the C and G hexachords, but 

had to be flattened to avoid the tritone with F where B was fa in the F hexachord. 

Simpson and Purcell simply described the progression as "inharmonical" and "harsh", 

but did not explain why it should be so.72 Horizontal false relations were also 

considered poor, as Simpson explained: "Relation ... inharmonical is a harsh reflection 

of flat against sharp in a cross form, that is, when the present note of one part, 

65 Locke (1673b) 8. 
66 Alstedt (1664) 66. 
67 Morley in Harman (1952) 149. 
68 Play ford (1683) back of title page to "A BriefIntroduction to the Art of Descant". 
69 Simpson in Lord (1970) 22. 
70 Playford (1683) 15. Harman notes that Morley also used the progression from fifth to octave in 
descending fOlm in his examples; see Harman (1952) 143. As several analysts have noted, in practice 
parallel fifths and octaves frequently occurred in contemporary music; see Statham (1926) 998-9 and 
Shaw (1949) 139 for discussions of consecutives in Blow's music, and Whittaker (1934) 889 and 891 
for analysis of some in the music of Henry Purcel!. 
71 Roger North in Wilson (1959) 224-5. 
72 Simpson in Lord (1970) 48; Purcell in Playford (1694) 91. 
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compared with the foregoing note of another part, doth produce some harsh and 

displeasing discord". 73 

Dissonant progressions were normally permitted only as suspensions, which occurred 

most frequently at cadences, but could be used in various other contexts. As cadences, 

such suspensions were referred to as "bindings", but they could also be called 

"syncope", demonstrating an apparent inability to distinguish the rhythmic syncopation 

required for the harmonic dissonance and resolution to occur from the harmonic effect 

itself. Suspensions at cadences were considered obligatory by several theorists, and 

indeed the very terminology used exemplifies the inseparable relationship: for most 

seventeenth-century theorists what we would term a cadence was named "close"; 

cadence, from the Latin cado (to fall) signified, as it originally had, a melodic 

progression, firmly associated with both the close itself and with suspensions, and 

increasingly referred to in the modern sense as the century progressed. Morley 

distinguished between 'close' and 'cadence': "there is no coming to a close, specially 

with a cadence, without a discord",74 Matthew Locke, however, wrote: "A Cadence is 

a Fall or Binding, wherein, after the taking of a Discord or Discards, there is a meeting 

or Closure of Concords, as is to be seen in the two Last Notes of all Strains of Pavans 

or any other grave Musick, Vocal or Instrumental; the last of which two Notes 

generally riseth four, or falleth five Notes from the former; by which is known (for the 

most part) to be a Cadence",75 

Morley was the last theorist strongly to associate the 'close' with the 7-6 suspension, 

demonstrating his essentially melodic conception of cadences, since a suspended 

seventh resolving onto a sixth could not occur in conjunction with a perfect cadence 

(that is, a progression from dominant to tonic chords); by the early seventeenth century 

Campion could write instead: "in all these cases [where the Bass rises a fourth or falls a 

fifth] the part must hold, that in holding can use the fourth or eleaventh, and so passe 

eyther into the third or tenth" ,76 and the 4-3 was also strongly recommended by 

Playford in "The Art of Descant" and Simpson in the Compendium.77 Matteis 

suggested in his thoroughbass treatise that a 4-3 suspension could be played at 

cadences even where it was not marked in the figures,78 Playford said that it was 

possible for the 7-6 suspension to be associated with closes, as did Mace, since he 

73 Simpson in Lord (1970) 47; see also, for example, Campion in Vivian (1909) 220, and Locke 
(l673b) 6. 
74 Morley in Harman (1952) 145. Ruff claims that Morley did not differentiate clearly between the 
two terms; see Ruff (1962) 298. 
75 Locke (1673b) 6. 
76 Campion in Vivian (1909) 210. 
17 Playford in "The Art of Descant" (1683) 1 I; Simpson in Lord (1970) 26. 
78 Matteis (1682) 17. 
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included the 7-6 in his list of suspensions used "at the Conclusion of a Song, or 

Strain"; however, Simpson was unequivocal in stating "there is another sort of cadence 

frequent in music (but not at conclusion) in which the greater 6th doth lend part of 

its note to the note which went before, the bass descending a tone or semitone" (my 

emphasis).79 

There were several other common suspensions: 

a) The sharpened seventh resolving onto the octave was described by Butler and 

Purcell, and given as a sequence in Blow's thoroughbass treatise.80 

b) The 9-8 was given by Butler and by Playford in the section on three-part writing in 

"The Art of Descant", and as a two-part progression in Purcell's revised version of 

Playford's treatise. 81 

c) Theorists seem to have had some considerable difficulty in describing suspensions in 

the bass, of which only the 42 or #42 were normally used. Matteis told the reader that a 

suspended second could be used "when the Base goes a note Lower, or a half and 

stops to a note, with a Sixth", but Blow simply said "a 4th & 2nd accompanied with a 

6th must be prepared by concords" and it is unclear whether or not he was aware that it 

was the bass in this progression that was dissonant.82 

d) Although it was strictly not permitted as a melodic interval , the diminished fifth 

could be used harmonically, and it is clear from the examples given by Simpson that it 

functioned in fact as the equivalent of the fourth inversion of a dominant seventh chord, 

reduced to two or three parts.83 Purcell even allowed it to be left unprepared: "The 

False , or Defective Fifth is the only Note like a Discord that needs no Preparation; and 

tho it must not be us'd to begin a Piece of musick with, yet there is no Cord whatsoever 

that has a more grateful Charm in it to please the Ear". 84 

e) Purcell and Matteis also mentioned the flattened seventh, as dominant seventh.8S 

f) As Ruff writes, "before the mid-seventeenth century the music theorists made no 

reference to consecutive sevenths, for until that time it was taken for granted that such a 

dissonance was to be avoided. It could and did occur as a result of the clash of crotchet 

79 Mace (1676) 226-7; Simpson in Lord (1970) 27. The 7-6 was also mentioned in Butler (1636) 64 
and Locke (1673b) 7. 
80 Butler (1636) 65 ; Purcell in Playford (1694) 121; Blow in Arnold (1965) 168-9; as Arnold notes 
"when Blow speaks of the treble ascending 7 8, it is clear that he is thinking only of the apparent 
progression, as heard on a keyed instrument, the real progression 7 6 (indicated by the way in which the 
stems of the notes are turned in the second bar [of the example]) being obscured by the crossing and 
recrossing (in bars 3, 4) of two of the parts" . 
81 Butler (1636) 65; Playford in "The Art of Descant" (1683) 20; Purcell in Playford (1694) 84. 
82 Matteis (1682) 77; Blow in Arnold (1965) 171 and footnote 14. This suspension was also 
mentioned by Playford in "The Art of Descant" (1683) 6. 
83 Simpson in Lord (1970) 45. In this case it would in fact be an augmented fourth. 
84 Purcell in Playford (1694) 120. The diminished fifth was also mentioned by Playford in "The Art 
of Descant" (1683) 20, and Matteis (1683) 19. 
8S Purcell in Playford (1694) 120 and Matteis (1683) 17. 
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or quaver passing notes in independent linear part-writing, but would have been 

condemned in a disjunct progression or on accented notes".86 Simpson simply pointed 

out the presence of parallel minor sevenths in an example, but Playford composed an 

example specifically to show "the exact method of taking two sevenths together in 

whatsoever key you shall Compose in, with this allowance that two Major Sevenths 

together is not good; but two Minor Sevenths together is allowable: Also if you take 

two sevenths, so the one be Minor, and the other Major, it is allowed, but be sure the 

Minor be set before the Major".87 

Curiously, it was common in seventeenth-century theory to refer to the consonant 

progression 6-5 as a suspension. A sequence of suspended sixths resolving onto fifths 

produced consecutive fifths, though they were hidden by retardation and were clearly 

considered acceptable; Ruff comments that the progression did allow composers to 

write sequences of more than two parallel sixths and to follow a major sixth with a 

fifth, both of which progressions, theoretically, were not otherwise allowed.88 The 6-

5 suspension was included in the treatises of Morley, Coperario, Campion, Simpson, 

Locke, Blow, Mace and Play ford in "The Art of Descant". Sixths and fifths could be 

played together in what, in modern terms, would be a first inversion seventh chord on 

the supertonic, used before the dominant in the approach to a cadence. Morley allowed 

the chord only in one context: "when you put in a sixth then of force must the fifth be 

left out, except at a cadence or close where a discord is taken ... which is the best 

manner of closing ' and the only way of taking the fifth and sixth together";89 he seems 

to have been slightly misquoted both by Simpson in The Division Viol, and Playford in 

The Art of Descant, since they apparently forbade the 65 in any progression, "according 

to Mr. Morley's Rule" .90 However, Simpson changed his mind in the Compendium, 

quoting Morley's rule in full, therefore allowing the 65 at a cadence, and commenting 

"All this is to be understood as speaking of a perfect 5th. But there is another 5th in 

music called a false, defective or imperfect 5th which necessarily requires a 6th to be 

joined with it" .91 

86 Ruff (1962) 271. 
87 Playford in "The Art of Descant" (1683) 18. 
88 Ruff (1962) 236. 
89 Morley in Harman (1952) 243. 
90 Simpson (1659) 19; Playford in "The Art of Descant" (1683) 28. Locke also said "Omit ... a Fifth, 
When a Sixth is figured"; Locke (1673b) 7. 
91 Simpson in Lord (1970) 31. 
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The Concept of the Chord 

Before the development of an organised tonal system music in three parts was, in 

theory at least, created simply by superimposing sets of two-part intervals. There was 

no real relationship between the three notes in a chord other than that they were all 

consonant with one another. The theory of the triad was not properly developed until 

Rameau's ground-breaking treatises, beginning with the Traite de l'Harmonie (1722), 

in which he developed a mathematical explanation for the existence of the triad and its 

invertibility. During the seventeenth century it was clear that in practice 

superimposition of two-part intervals was, for the most part, an inadequate way of 

thinking about harmony; however, theorists lacked the terminology to explain any other 

way of constructing three parts and the inevitable result was that, as the century 

progressed, they were forced increasingly to explore alternative methods of describing 

three-part writing. We can identify embryonic elements of triadic theory throughout the 

writings of the seventeenth century. 

As has already been mentioned, one of the most important factors in the development of 

a harmony-orientated style was the shift in emphasis away from the tenor, as the 

principal melodic and imitative part, to the bass, as the foundation of the harmony; the 

theory of the triad was of course incompatible with the idea of calculating intervals from 

the tenor. Even in the late sixteenth century it was clear that ambiguity in the hierarchy 

of parts was growing. Morley, for instance, advised his pupil that when writing three 

parts the intervals in the treble and bass should, as was normal in contemporary theory, 

be derived from the cantus firmus part, the tenor. Later he gave Zarlino's table of 

consonant intervals for four or more parts, in which the treble and bass intervals were 

derived from the tenor but the alto intervals were calculated from the bass. He followed 

this, as Ruff says, "with examples of how the three upper parts may stand in relation to 

the bass". 92 As has been well documented, it was in Coperario's Rules how to 

Compose that "the author abandons the universal Renaissance practice of calculating 

harmonic intervals from the tenor, and counts interval size upwards from the bass" ,93 

according to Wienpahl probably at least partly as a result of his having come into 

contact with the thorough-bass style in Italy.94 Campion was much more emphatic, 

since his entire purpose in A New Way of Making Fowre Parts in Counterpoint was to 

demonstrate that the bass "is the lowest part and foundation of the whole song", as a 

92 Morley in Harman (1952) 173-7, 226-7 ; Ruff (1962) 204. Ruff does not remark upon the 
derivation of alto intervals from the bass in Zarlino's table; Wienpahl does, though he refers to 
'figuring' from the tenor and bass respectively; see Wienpahl (1955) 380-1. Bush (1946) discusses 
works of theory earlier than Morley's in which intervals were taken from the tenor. 
93 Lewis (1981) 38. 
94 Wienpahl (1955) 383. Bukofzer points out that there is no firm evidence to prove that Coperario 
ever visited Italy; see Bukofzer (1952) 1. 
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result of which "the upper three [parts] must proceed from the lowest, which is the 

Base".95 All subsequent English theorists referred to and frequently quoted Campi on's 

statement, and many also used his comparison of the four vocal parts with the 

Elements, in which "the Base expresseth the true nature of the earth, who being the 

gravest and lowest of all the Elements, is as a foundation to the rest". 96 The new 

harmonic function of the bass was emphasised by instructions to write disjunct 

intervals though, among the English theorists, only Simpson referred specifically to 

non-melodic writing: "the movement of your bass must be for the most part by leaps of 

a 3rd, 4th or 5th".97 

From the second decade of the seventeenth century theorists consistently instructed 

their readers to count three-part intervals upwards from the bass, but they could only 

describe the three parts as two sets of two-part intervals. What resulted from their 

instructions was the root position triad. Mace, for instance, wrote: 

Your General Rule for Uniting of Parts, is This, That to every Note of your Bass, (except 

what you shall have excepted against) you may put a 3d. 5th. and sth. or to some, but 

One, or Two of Them; (which Number 3 are all that Nature affords us Single, at the same 

time.)98 

It was clear, however, that there was very little understanding of relationships between 

the intervals: several theorists gave lists of each possible combination of the third, fifth 

and octave - and, in the cases of Coperario and Playford, compound intervals as well -

as if each combination had to be learnt separately.99 Moreover, although it was usually 

stressed that the third, fifth and octave "of themselves, without the help of any other, 

do make sweet symphony ... and therefore as they are good in the beginnings, and 

other places; so are they necessary in the Closes", 1 00 most theorists made no 

connection whatsoever between what we would term root position and first inversion 

triads: the equivalent of the 63 triad was effectively nothing more than an alternative 

combination of consonant intervals. This is certainly the implication given in Morley's 

95 Campi on in Vivian (1909) 195. 
96 Ibid. See also, for instance, Simpson (1659) 13; Salmon (1672a) 15; F. North (1677) 29; Playford 
in "The Art of Descant" (1683) 19; and New and Easie (1686) 69. 
97 Simpson in Lord (1970) 24. . 
98 Mace (1676) 225. Similar rules are given in Simpson in Lord (1970) 25, 27-8 and 29; Locke 
(1673b) 5-6; F. North (1677) 30; and Purcell in Playford (1694) 119 and 134. Campion's list of 
horizontal progressions for vertical intervals in two parts also resulted in different spacings of the root 
position chord; see Campi on in Vivian (1909) 197. Bush analyses consonance tables in earlier 
treatises (by Ornithoparcus, Aaron, Zarlino, Tigrini and Morley) and comments that the third, fifth and 
octave were normally present; see Bush (1946) 238. 
99 Coperario in Bukofzer (1952) 2v; Playford in "The Art of Descant" (1683) 19-20; see also Blow in 
Arnold (1965) 164. One could also include the table given by Campion, cited above. 
100 Butler (1636) 48. 
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treatise, and it is found much later in the works of Playford and also Simpson, who 

stated simply "there can be but three different concords applied at once to anyone note 

of the bass, that is to say (generally speaking) either a 3rd , 5th and 8ve, or, a 3rd , 6th and 

8ve".101 Simpson did, however, make it clear that there were certain chords of the 

scale which were always harmonised with the sixth; he indicated that these should be 

the leading note, mediant and submediant of the scale, though Mace, perhaps more 

reasonably, listed only leading note and mediant. 102 Butler, presumably because he 

considered the fourth to be a consonance, allowed the equivalent of a 64 chord, as did 

Holder, though Butler referred to "the Unison, Third, Fifth, and Octave" as "authentic" 

and "the Unison, Fourth, Sixth, and Octave" as "plagal", so may have been partly 

confusing modern intervallic theory with the essentially melodic modal system of 

Glarean. 103 

The seventeenth-century theorist who approached most closely the logical triadic 

system was the German Johannes Lippius (1585-1612), whose work has been 

described in detail by Benito Rivera and Joel Lester. Lippius' theories, explained in 

Disputatio musica tertia (1610) and Synopsis musicae novae (1612), involved, as 

Lester describes, "the generation of all intervals by octave inversion, a fundamental or 

root form for all intervals (the fifth , third and second), the triad as the source of 

consonance, and the relationship between the different inversions of the triad"; 104 they 

also contained the first classification of the triad, as tryas harmonica. Lippius was 

followed by several German theorists, of whom Alstedt, Baryphonus, Crtiger, Herbst, 

Printz, Ahle and Werckmeister are cited by Rivera. 105 Birchensha's English translation 

of Alstedt demonstrates heavy reliance on Lippius, but it is interesting that Alstedt did 

not explain the concept of chord inversion. In English theory, as both Ruff and 

Wienpahl point out, it was again Campion who was the first to remark: 

if the Base shaH use a sharpe, as in F. sharpe; then must we take the sixt of necessity, 

but the eight to the Base may not be used, so that exception is to be taken against our 

rule of Counterpoint; To which I answer thus, first, such Bases are not true Bases, for 

101 Simpson in Lord (1970) 35. See also Morley in Harman (1952) 221-2, and Playford in "The Art 
of Descant" (1683) 19-20. Playford appears in this passage to have explained a system similar to that 
of Morley, in which the bass part was derived from the tenor, and the alto from the bass, but it is clear 
from his table of consonances and his statements elsewhere about the importance of the bass that he 
was in fact describing the interval between the tenor and bass - the bass being the principal part - and 
simply worded the passage confusingly. . 
102 Simpson in Lord (1970) 31-2; Mace (1676) 226; Matteis discussed mainly figuring of sixth 
chords, but also gave a table, similar to those described above, saying "you must know that in every 
Key there is a place at some notes that you are to play a Six.lh which the Composer never markes" ; 
Matteis (1682) 21. 
103 Butler (1636) 51; Holder (1694) 52. 
104 Lester (1974) 118. 
105 Rivera (1 984) 65-6. 
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where a sixt is to be taken, either in F. sharpe, or in E. sharpe [i.e. natural], or in B. or in 

A. the true Base is a third lower, F. sharpe in D., E. in c. , B. in C., A. in F. 106 

Campion did not discuss triadic inversion as such, and it is significant that no further 

reference to the relationship between what we would term root-position and first

inversion chords occurred in English theory until the eighteenth century. Even Roger 

North, writing in the first Musicall Grammarian (c.1726) had problems putting the 

concept into words: 

It appears that all consort [or 'improper'] bases have the proper bases imaginarily 

underneath them; which may be produced in sound, or not, without changing the air or 

rule of concords. And presupposing a due intelligence of these methods, no one can be at 

a loss in placing proper accords to any base lesson that can be (skill fully) proposed. 107 

Matteis' thoroughbass treatise The False Consonances of Musick contains a slightly 

frustrating possible example of chordal practice at the time. Matteis gave a "Universal 

Scale" - in fact a chromatic scale which, as Congleton explains, "shows the different 

kinds of chords that can be built on any given note in the bass line" . 108 However, 

because the guitar was not a bass continuo instrument, and therefore would not have 

been found at the bottom of the musical texture, no account was taken of chord 

positionings, thus the scale includes the equivalent of 53, 63 and 64 chords, and it is not 

clear whether Matteis had any understanding of a relationship between the chord 

inversions, or whether he simply knew that that was how the chords were used in 

performance. I 09 

Intervals and Chords in Practice 

There are few clues about the development of chords and chordal inversion in practice, 

since the notation of the music itself does not make clear whether composers were 

forming triads knowing how the intervals related to one another, or whether they were 

106 Campi on in Vivian (1909) 204. Ruff (1962) 205; Wienpahl (1955) 386 
107 R. North in Wilson (1959) 86. As Wilson explains, North had previously said, in An Essay of 
Musicall Ayre, f. 27v (c.1715-20), that "a note is a "proper base" when it is a "key" and "its fifth 
sounds with it .. . And the improper is when other notes may be added below, and not change the 
condition of the sound ... with respect to the nature of the key; and of this sort mostly are our comon 
consort bases"" ; ibid., 85 . 
108 Congleton (1981) 467. 
109 Matteis (1682) 8-9. Blow's "scale of flat 3ds and sharp 3ds belonging to every key" is similar in 
principle to that of Matteis, but he did not write out the chords above the scale, nor did he indicate 
which, if any, intervals were to be played with the thirds. Matteis' harmonised scale was ahead of its 
time since, as Christenson remarks, "in virtually every eighteenth-century thorough-bass and 
composition treatise one finds a series of scale harmonizations figured above all 24 ascending and 
descending major and melodic minor scales; see Christenson (1992) 91 . 
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simply using particular combinations of consonant intervals which coincidentally 

resulted in triads. Nevertheless, there are several examples of small alterations made in 

the music of several composers which provide some, if tantalisingly little, evidence 

about those particular composers' practices. 

Comparison of the two autograph organ scores of John Hingeston's instrumental 

pieces (Ob MSS Mus.Sch.D.211 and Mus.Sch.E.382) with the string parts copied by 

Edward Lowe (Ob MSS Mus.Sch.D.205-10) suggests that Hingeston may have 

understood chord inversion. The relationship between part-writing in the string parts 

and that in the scores is complicated throughout; where the music is in two parts the 

left-hand organ part is kept close to the bass viol parts, but where the texture is high 

Hingeston added in lower octaves, and in some cases lower positions of the chord -

usually root positions where the viol parts have first inversions. In theory, intervals by 

this time could only be derived from the bass, which implied that the bass itself was 

unmovable; if Hingeston, like Campion, was aware of the inherent weakness of some 

bass notes, he may well have been aware of triad invertibility. There may be evidence 

of a similar understanding, though from a melodic perspective, in the music of Richard 

Goodson: the opening of the bass solo "lam vidio viros" in 0 cura divum te (Och MS 

Mus. 618; f. 23v) has a fanfare-like arpeggio figure in the first three bars; Goodson 

altered this melody so that the notes are all one position higher in the arpeggio, 

suggesting an awareness of at least a melodic concept of the chord (Example 3). 

The only piece of evidence which seems to show working in intervals is a previously 

undiscovered but, unfortunately, undatable half-sheet of paper in an unknown hand, 

inserted between ff. 288 and 289 in Ely MS 18, itself a guard-book. The notation is 

round and, though no G clefs are used, the shape of the F clef suggests a seventeenth

century hand. On one side of this sheet is a single bar of music for alto, tenor and 

bass. On the other side, however, is a six-stave score for two trebles, two altos, tenor 

and bass, texted "0 be thou our help in trouble[,] our ... wicked Doers, and save me 

from ye blood thirsty men" (Example 4).110 Small figures written above the notes of 

the five upper parts give interval numbers calculated from the bass. Even if these 

numbers were written simply to allow a figured bass to be copied (though it seems 

reasonably unlikely that there would have been a thoroughbass in an imitative piece in 

six parts), or for a didactic purpose, it seems significant that the copyist and/or 

110 This appears to be a partial quotation of the King James translation of Psalm 59 . verse 2: "0 
deliver me from the wicked doers. and save me from the blood-thirsty men". 
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Example 3 

Richard Goodson - Melodic chords in 0 cura divum te 

Och MS Mus. 618, f. 23v 



Example 4 

Unidentified music containing interval numbers 

Ely MS 18, insertion between ff. 288 and 289 
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composer was using exactly the rules for deriving intervals from the bass that the 

theorists described. 1 1 1 

Modes and Keys 

As the theory of triads developed so it became possible to create a larger-scale 

hierarchical organisation of chords, resulting in the formation of major and minor keys. 

European theorists continued to refer to the church modes, as well as the ancient Greek 

modes, until well into the seventeenth century, but the English were much more 

progressive. As Atcherson explains, "Zarlino ... of course recognized that his twelve 

modes were of two main kinds: those with a major third over the final, and those with 

a minor third. But Coperario and Campion appear to be the first to discern clearly that 

there were only two modes" . 112 Campion wrote: 

The first thing to be herein considered is the eight which is equally divided into a fourth, 

and a fift as thus: [example] 

Here you see the fourth in the upper place, and the fift in the lower place, which is called 

Modus authentus: but contrary thus: [example] 

This is called Modus plagalij, but howsoever the fourth in the eight is placed, wee must 

have our eye on the fift , for that onely discovers the key, and all the closes pertaining 

properly thereunto . This fift is also divided into two thirds, sometimes the lesser third 

hath the upper place, and the greater third supports it below, sometimes the greater third 

is higher, and the lesser third rests in the lowest place, as for example: [example] 

The lowest note of this fift, beares the name of the Key, as if the eight be from G. to G. 

the fift from G. beneath to D. above, G. being the lowest note of the fift, shows that G . 

is the key, and is one should demand in what key your song is set, you must answer in 

Gamut, or G solreut, that is in G .113 

111 Compare, for example, these interval markings with those given by Simpson in the Compendium 
as illustrations of three-, four-, and five-to-seven-part writing; see Simpson in Lord (1970) 28-30, 32-3, 
and 35-6. 
112 Atcherson (1972) 11; similar statements are made again by Atcherson (1973) 222 and 225; and by 
Wienpahl (1955) 377-88 . Lester suggests that it was the German theorists Lippius, in his treatises of 
1610 and 1612 "who first presented a comprehensive theory of major/minor polarity and who 
differentiated two types of modes almost exclusively according to the quality of the tonic triad", but 
Lippius' description is in fact no more categorical than is that ofZarlino; see Lester (1978) 65. 
113 Campion in Vivian (1909) 213-4. 
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Campion's use of the terms authentic and plagal here was clearly a reference (albeit 

cursory) to Glarean's version of the modes, in which the monophonic scale was 

subdivided as G-D-G and G-C-G, but it is crucial that there is no other mention of 

modal theory - and particularly the church modes - in the treatise. Campion did not 

associate his two types of subdivision with the different intervallic patterns in the 

modes. From this point onwards, English theorists, rather than trying to derive major 

and minor keys from modal scales as many Europeans did, completely separated the 

two systems. Not only did very few of them mention the church or Greek modes at all, 

those who did so made it clear that they had no relevance to modern pitch organisation. 

Simpson, for instance, decided to discuss the modes in the Compendium, but added 

that he was doing so "not so much for any great use we have of them as to let you 

know what is meant by them and that I may not appear singular, for you shall scarce 

meet with any author that has writ of music but you will read something concerning 

them".114 Playford included a chapter on the "Graecian Moods" in the first edition of 

his Introduction, but this was separated from the main explanation of pitch structure 

and was in fact removed from the third edition onwards. I 15 

English theorists after Campion tended to make it much clearer than he had that the 

distinction between major and minor thirds was both melodic and harmonic, through 

referring to flat (minor) and sharp (major) keys; this emphasis on vertical intervals, as 

Lewis remarks, is in fact much more significant to the development of tonality than the 

adoption of only two different scalic patterns. I 16 Simpson, for instance, wrote: "every 

composition of music, be it long or short, is (or ought to be) designed to some one key 

or tone in which the bass doth always conclude. This key is said to be either Flat or 

Sharp, not in respect of itself, but in relation to the Flat or Sharp 3rd which is joined 

to it" (my emphasis); 117 Mace advised his reader that "That is one of the Main Things 

you are to regard in your Play, viz. whether your Third (to any Key) be Flat or Sharp", 

and later reiterated "Observe whether It be a Sharp, or a Flat Key; which you shall 

know by the Third above your Key"; 118 and PUl'cell said "There are but Two Keys in 

Musick, (viz.) a Flat and a Sharp; not in relation to the Place where the First or Last 

Note in a Piece of Musick stands, but the Thirds above that Note. To distinguish your 

Key accordingly, you must examine whether the Third be Sharp or Flat" .119 Although 

114 Simpson in Lord (1970) 57. Lewis comments that "modal theory is deliberately presented as an 
out-dated system" in Simpson's treatise; see Lewis (1981) 33, and, similarly, Ruff (1962) 165. . 
115 Playford (1654), Chapter VIII. Lewis claims that the chapter was only removed in the twelfth 
edition (1694); Lewis (1981) 36. Tudway included a section on Greek modes as part of his history of 
music in antiquity in Lbl Harley MS 7342 (f. 8r); this is printed in Hogwood (1983) 36-7. 
116 Lewis (1981) 25-6. 
117 Simpson in Lord (1970) 22-3. 
118 Mace (1676) 218. 
119 Purcell in Playford (1694) 95-6. See also F. North (1677) 23, and Porter (1700) 10-11. 
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many of the rudimentary treatises and thorough-bass manuals published in England 

during the seventeenth century did not contain a full explanation of the major/minor key 

subdivision, they usually did mention it in passing: Locke, for example, told his reader 

to play thirds, fifths and octaves above the bass line, "making the Third either Major or 

Minor, according to the nature of the Tone, and Flats and Sharps set by your Cliff';120 

and Matteis wrote "Observe that ye Cadence must end either with a third Maior or 

Minor according to ye Key you play upon".121 

Both theorists and composers tended to distinguish major and minor keys by drawing 

attention to the status of the third. 122 Although in practice the major/minor system was 

well developed, as yet there was no logical classification of keys, and this resulted in a 

variety of problems. The first was the tenacity of the solmisation system which led 

musicians to continue to associate pitch letter names with their syllables in the Gamut, 

despite the fact that solmisation was completely irrelevant in the naming of keys. In 

effect, each letter name simply had standardised solmisation syllables attached to it, 

usually the shortest combination (which was also that of the lowest hexachords in the 

Gamut); thus A would be A re rather than A la mi re, C would be Cfa ut not C solfa ut 

or C solfa, D would be D sol re rather than D la sol re, and so on. There are numerous 

examples in the services John Blow copied into Cfm Mu MS 116, including his own 

Service "in C faut", his Short Service "in Gamut", his Morning and Evening Service 

"in F faut" and Child's Service "in A re". Hawkins similarly referred to his Te Deum 

on p. 133 of Ely MS 10 as "Morning Service in A re". Only in the tran$lation of Nicola 

Matteis' False Consonances of Musick were the longer solmisation names used: he 

discussed "the motion of ye Base, whether it be in G sol re ut, A la mi re, or in B fa be 

mi" .123 

Most composers and theorists tended further to distinguish keys by labelling them as 

'flat' or 'sharp', or more specifically, referring to the flat or sharp third in the chord. 

Blow, for instance, entitled three of his other works in Cfm Mu MS 116 as "Service in 

A Re b3d" and "Evening Service in Gamut b3" and "Morning and Evening Service in D 

sol re #". Where only the pitch letter-name was given, without solmisation, the same 

system would be used, such as in Hawkins' index to Ely MS 7, where the key was 

given for each piece. In many cases the designation appears to correspond with 

modern keys: a piece in E flat major, for example, would be labelled "Eb". However, 

because there was no systematic way of referring to keys, and in particular because by 

120 Locke (1673b) 6. 
121 Matteis (1682) 11. See also Blow in Arnold (1965) 172; and Hall (1708) 3. 
122 Batchelor mentions "a distinct move towards identification by key" in seventeenth-century Service 
titles, but does not describe further the type of identification used; see Batchelor (1990) 580-1. 
123 Matteis (1682) 22. 
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no means all keys were practically in use at the time, many anomalies occurred: Cb was 

effectively an abbreviation of "C with a flat third", and meant C minor; D# similarly 

meant D major, and Db meant D minor; F# normally meant F major. There was 

considerable confusion about where the flat or sharp attached to the letter name referred 

to the third of the key-chord and where it was associated with the letter name itself. 

Problems arose when both sharp- and flat-side keys with a single letter name were 

considered possible, meaning that the same combination of signs could denote two 

different keys . This was illustrated by Blow in the "scale of flat 3ds and sharp 3ds 

belonging to every key" at the end of his thoroughbass treatise. When extracted from 

the different sets of chords the following list of key names emerges: 

C major C #3d Eb major E #3d o major o #3d 

C minor C b3d E major E #3d Ab major A #3d 

C# minor C b3d E minor E b3d A major A #3d 

Dmajor D #3d Fmajor F #3d A minor A b3d 

D minor D b3d F minor F b3d Bb major B #3d 

F# minor F b3d B minor B b3d.124 

Although much duplication was avoided because keys with large numbers of flats or 

sharps were not common at the time, four names still occurred twice (here marked in 

bold). Moreover, there were some inconsistencies in the names given: In Ely MS 7, 

for example, HawKins sometimes referred to D major as D, but for other pieces he 

labelled it D#. By 1697 the reviser of the thirteenth edition of Playford's Introduction 

was able to eliminate the problem for E and E flat majors and F and F sharp minors 

because he used modern natural signs as well as sharps and flats .125 However, an 

anonymous annotator of Daniel Purcell's anthems in Lbl Add. MS 31461 must have 

been very unsure of the new system: he categorised My God my God and 0 Lord 

rebuke me not in C b3 when they were in A minor; Have mercy upon me, in E minor, 

was labelled "0 b3"; In thee 0 Lord, in C minor, was annotated as being in C; beside 

the title of 0 Lord thou hast searched me out he wrote "D b3
11

, though the piece is in 0 

minor with a key signature of two flats throughout; and Blessed is he, in E minor, was 

described as being in 00. 

124 Blow in Arnold (1965) 172. Blow, presumably by mistake, actually omitted one of the 
commonest keys of the time, G minor, which would have been labelled G b3d. 

125 Playford (1697) 24. The reviser only listed A minor/ A major (as A natural and A sharp) and C 
minor/C major (as C flat and C natural) so no duplication could have occurred for those keys. He used 
E natural for E minor, E flat for E flat major, E sharp for E major, F natural for F major, F flat for F 
minor, and F sharp for F sharp minor. 

74 



Some of the categorisations appear simply to demonstrate this annotator's 

misunderstanding of the system, but he does seem to have been trying to connect what 

we would term relative major and minor keys in four cases. Until the latter part of the 

seventeenth century it had been normal in English theory to associate tonic major and 

minor keys, though such connections tended to be made only where authors were 

explaining the difference between the two modes, and they did not overtly refer to a 

relationship between the two. 126 In 1688, however, Thomas Salmon referred in A 

Proposal to Perform Musick in Perfect and Mathematical Proportions to the "Natural" 

keys of A minor and C major, stating "all the rest serve only to render the same series 

of notes in different pitches", and pairing each of seven diationic major keys with its 

relative minor. 127 This was followed by Purcell in 1694, who wrote: "the first Keys 

for a Learner to Compose in ought to be the two Natural Keys, which are A re and C 

jaut, the first the Lesser, the last the Greater Third; from these, all the others are 

formed, by adding either Flats or Shmps".128 

Developing Tonality 

The establishment of a rudimentary system of major and minor keys did not, of course, 

automatically mean that tonality was well developed in English theory. Elements of a 

horizontally based style remained alongside newer harmonic ideas throughout the latter 

half of the seventeenth century. Determining the key of a piece was one such area 

where an overlap occurred: in monophonic modal theory mode was categorised 

according to the final note of each melody, and when modality was extended to 

polyphonic music it was still the end of a composition that was considered more 

important in defining the mode than the beginning. Even as late as 1636 Charles Butler 

stated in his chapter on the Greek "Moodes" that "some Define and Distinguish [the 

modes] ... by the final Key [i.e. note] of the Base".129 Later, where he discussed 

modern pitch structure, he adapted the same idea, this time applying it to key: "The 

proper Tone of each Song, is the Close-note of the Bass in his final key [i.e. note]".130 

Simpson, Locke, Mace and Porter all agreed with Butler that "The Key takes its 

denomination from the last Notes in a Tune".131 From the time of Campion's treatise, 

126 Atcherson quotes Simpson's reference to tonic major and minor in the Compendium (Lord (1970) 
23), but seems to over-emphasise the relationship. He does, however, mention that in France there 
was a tradition of associating C major with D Dorian, and that Salmon was the first to pair relative 
major and minor; see Atcherson (1972) 225-6. 
127 Salmon (1688) 8. 
128 PUI'cell in Playford (1694) 95. There are similar statements in Playford (1697) 23-4, and Hall 
(1708) 4. 
129 Butler (1636) 2. 
130 Ibid., 81. 
131 Porter (1700) 10-11. See also Simpson (1667) 22-3; Locke (l673b) 5-6; and Mace (1676) 225. 
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however, other theorists were beginning to suggest that key was established at the 

opening of a song: Campion wrote "To make the key knowne is most necessary in the 

beginning of a song"; and Blow told his readers "The principal key [i.e. chord] is 

where ye Song or Lesson begins ".132 While it is a tonal principle to establish the tonic 

at the start of a piece, thereby allowing departure from the tonic and its return at the 

end, even in the seventeenth century it was a simplification to suggest that all pieces had 

to begin with the tonic chord in root position. The reviser of the thirteenth edition of 

Playford's Introduction was somewhat more flexible: "Suppose you have a Lesson or 

Song prick'd down, you must observe in what Space or Line, the last Note of it stands 

on, and that is the Key[note]: Now it very often begins in the Key [note], but 

sometimes a Third or Fifth above it, and so you cannot so well tell, but it certainly ends 

in it". Francis North was even more explicit: he suggested that a piece should both 

begin and end "in the Key Note" (i.e. with the tonic in the bass), but added "this is not 

such a Rule that sometimes a Tune begins or ends upon Notes relative to the Key; and 

the Key is shown by them, though it be not struck: as in the progress of a Tune the Key 

is to be traced by the relatives to it as well as by the Note it self: Hereby it appears that 

any Note may be the Key Note, as to the pitch".133 

North's distinction between the words "key" and "key note" implies that for him "key" 

denoted either key in the modern sense, or at the least key chord. Presuming that that 

was the case, he was suggesting that chords other than the tonic could strengthen its 

importance; he therefore came very close to defining a modern chord hierarchy, and this 

was made even clearer by the emphasis he placed on the dominant: 

Before any Note [is] struck the Ear is indifferent to all Sounds, but when any Tone is 

heard, that indifferency is determined, and the mind taken up with the present Sound. If 

the second note be not of relation to the first, the impression made by the first will be 

wholly obliterated and forgotten, the Sounds will be disjoynted and incoherent: But if the 

second Note be of relation to the first ... the mind and fancy is drawn from the Key Note 

by the present Sound; but by repeating the Key Note and its relatives with loudness and 

emphasis, the memory of the Key Note may be restored again. Thus in passing to and 

from the key, by Notes that have relation to the preceding notes may a Tune proceed to 

any length, and amuse the hearer: but when the fifth, which is the principal chord to the 

key, and most strengthens the memory of it, comes in play, nothing can be more perfect 

and satisfie expectation but the Key Note it self, which gives a perfect acquiescence to the 

132 Campion in Vivian (1909) 216; Blow in Arnold (1965) 166. 
133 Playford (1697) 23; F. North (1677) 22-3. 
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hearer, and a conclusion to the Tune. For this reason all Tunes end in the Key Note, and 

the next preceding Note is the Fifth above.134 

This emphasis is crucial because, as Brunswick writes, "the paradox of tonality is that 

it is fully created not by the tonic, but by the dominant. Floating about in one key is not 

enough; a definite secondary point of emphasis must be obtained".135 No other 

English theorist in the seventeenth century defined key and chord relationships in such 

a tonal manner, but several did hint at the importance of the relationship between the 

first and fifth scale degrees. Campion, for instance, warned "wee must have our eye 

on the Fift, for that onely discovers the key, and all the closes pertaining properly 

thereunto"; and Simpson said that "the cheif and principal [close] is the key itself ... 

[but] the next in dignity is the 5th above" .136 

Tonic-dominant polarity was also beginning to be stressed in instructions on imitation 

("fuge"): in pre-tonal music, imitative entries were allowed on the octave or unison, the 

fourth, the fifth, and sometimes the third and sixth as well, as Morley made clear; 137 

tonal imitation required the dominant to follow the tonic and melodic fourths or fifths to 

be inverted so that the implied harmony also led from tonic to dominant (as in a fugal 

answer). It is therefore extremely significant that both Simpson and Purcell seem to 

have suggested tonal imitation. Simpson defined "fuga" as "some point (as we term in 

music) consisting of 4, 5, 6, or any other number of notes, begun by some one single 

part and then seconded by a following part repeating the same or such like notes, 

sometimes in the unison or octave, but more commonly and better in a 4th or 5th above 

or below the leading part. .. Take notice that you are not so strictly obliged to imitate 

the notes of the leading part, but that you may use a longer note instead of a shorter or 

the contrary when occasion shall require. Also you may rise or fall a 4th or 5th, either 

instead of other, which is oftentimes requisite for better maintaining of the air of the 

music".138 

134 Ibid., 21-2. 
135 Brunswick (1943) 430. See also the comments made in Lewis (1981) 24-5 . 
136 Campion in Vivian (1909) 213; Simpson in Lord (1970) 23. Wienpahl comments that Alstedt 
apparently referred to Zarlino in his statement that the interval of a fifth was next in importance to the 
octave and unison, but that "the translation scarcely resembles the way Zarlino described it, and thus it 
is probably Alstedt's own idea, since the tendency to plagiarize without significant change was very 
strong at this time" ; Wienpahl (1955) 389-90. 
137 Morley in Harman (1952) 150. Similar instructions were given in Butler (1636) 84. 
138 Simpson in Lord (1970) 70-\. Although Simpson's statement could be interpreted as implying 
that entries should be at the fourth above and fifth below, rather than the fifth above and fourth below, 
his examples of imitation where the point begins on the tonic note make it clear that he in fact was 
referring to a tonic-dominant relationship. See also Purcell in Playford (1694) 96-7. 
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The dominant took on an even more significant structural role as cadential progressions 

began to be described harmonically rather than melodically. As has already been 

explained, the pre-tonal concept of a close comprised a horizontal progression with a 

suspension - for Morley and earlier theorists the 7-6 suspension, but from the early 

seventeenth century the 4-3. From the time of Coperario and Campion, although the 4-

3 suspension continued to be associated with closes, theorists also explained that 

"When you make a Close, the Bass must always fall a Fifth, or rise a Fourth" .139 

Purcell's statement was the only one not to mention suspensions at all, though Simpson 

did draw a distinction between a "cadence" and a "binding cadence". 140 It was Charles 

Butler who introduced the terms "perfect Cadence" and "Imperfect Cadence", according 

to Ruff "with their modern meaning", 141 though Butler's definitions did not make clear 

the harmonic distinction between the two: 

A perfect Cadence is that which to the disjoined measure-note and the Binding Concord, 

addeth a third Note in the Key of the disjoined: which must be either an Eight or an 

Unison to the Bass .. . 

The Imperfect Cadence ... differeth from the perfect in the third or last Note: which either 

it silenceth . .. or moveth from the proper key of an Eight or Unison, to some other. 142 

Roger North was much clearer in his definition of the "Half Cadence ... when the base 

falls downe slowlifrom the key [tonic] to the cadence note [dominimt]",143 and he also 

defined the interrupted cadence, "the Baulk, as they term it, or more properly, 

dissappointment" where "the cadence is perfectly formed" but "instead of a close, the 

base riseth a note" .144 Morley had in fact given examples of interrupted cadences as 

'''false closes', being devised to shun a final end and go on with some other 

purpose",145 but he did not attempt to describe either the melodic or the harmonic 

progressions. 

139 Purcell in Playford (1694) 88 . See also Coperario in Bukofzer (1952) 4r; Campion in Vivian 
(1909) 210; Simpson in Lord (1970) 26; Locke (1673b) 6; Mace (1676) 226-7; Matteis (1682) 17; and 
North in Wilson (1959) 80-1. 
140 Simpson in Lord (1970) 26. 
141 Ruff (1962) 309. 
142 Butler (1636) 66-7. 
143 North in Wilson (1959) 82; extracted from the first Musical! Grammarian (c. 1726). Wilson 
comments "In speaking of cadences, [North] calls the dominant bass-note the 'cadence note' or just the 
'cadence', and the tonic the 'close note' or 'close"'; Ibid., footnote 11, 81. 
144 Ibid., 83; this quotation was taken by Wilson from All Essay of Musical! Ayre (c.1715) and he 
presents it broken up in this fashion. 
145 Morley in Harman (1952) 223. 
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As Ruff explains, "in modal practice, one could make a cadence on any note of the 

mode",146 and thus the fact that English theorists began in the seventeenth century to 

outline larger-scale chordal hierarchies by specifying a limited number of chords on 

which cadences could be made during the course of the piece demonstrates a further 

development towards tonality. Campion, Simpson, Blow and Pm'cell gave details of 

intermediate cadences, though only Campion and Simpson gave the same list of scale 

degrees for both major and minor keys: the tonic itself, the dominant and the relative 

major for a minor key; and the tonic, dominant and either subdominant or supertonic in 

a major key.147 Blow differed in his recommendation for the major key, since he gave 

examples in the tonic, subdominant, dominant and then mediant. 148 Purcell suggested 

that, after the tonic and dominant, cadences could occur on the submediant (that is, the 

relative minor) or supertonic; he was also unusual in stating that, as well as the relative 

major, one could cadence on the leading note in a minor key.149 Presumably he 

intended this to be the flattened leading note, according to Ruff "a rather remote key, 

not generally acknowledged as a related key" and she continues: "the fact that Purcell 

sometimes modulated to the key of the flat leading note in his own compositions is one 

of the reasons why his music has a strong modal flavour" .150 This is possibly a slight 

overstatement, since the flattened leading note is actually the relative major of the 

dominant, scarcely more remote than cadences on the relative minor of the subdominant 

(that is, the supertonic) in a major key. 

Modulation, Transposition and Key Signatures 

It is clear from the theorists' examples of cadences on scale degrees other than the tonic 

that they actually intended local modulation to take place at these intermediate cadence 

points. Morley, for instance, had told his pupil that "leaving the key" was "a great 

fault, for every key hath a peculiar air proper unto itself"; nevertheless he had conceded 

that "though the air of every key be different one from the other yet some love (by a 

wonder of nature) to be joined to others, so that if you begin your song in Gam ut you 

may conclude it either in C fa ut or D sol re and from thence come again to Gamut; 

likewise if you begin your song in D sol re you may end in A re and come again to D 

sol re, etc.". He clarified further by saying that in the "Eight Tunes [Tones] .. . 

according to the tune which is to be observed at that time, if it begin in such a key it 

146 Ruff (1962) 292. 
147 Campion in Vivian (1909) 214; and Simpson in Lord (1970) 23-4. 
148 Blow in Arnold (1965) 166. 
149 Purcell in Playford (1694) 95-6. 
150 Ruff (1962) 293. Cadences in related keys are also discussed in Lewis (1981) 39 and 41; and 
Wienpahl (1955) 388. 
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may end in such and such others".151 The examples he gave of the eight modes, 

though complicated by transposition and alteration of the psalm tones in the tenor part, 

did include melodic chromatic intervals and frequently did not end harmonically in the 

same place as they had begun. Although tonal modulation was not taking place, strictly 

speaking, these examples could not be said to be modal either. 

Seventeenth-century English theorists do not seem to have been able easily to put into 

words the concept of modulation, but in thoroughbass treatises they could describe the 

function of sharpened sixths and fifths . Locke talked about "the inclination or change 

of the Ayr or Descant from one Key to another, which you must be careful to listen 

after, and follow, applying the Sixes in every Introduction, as if you were really in the 

Key, you are going to"; he followed this with "an Example or two by way of 

Transition, or passing from one Key to another" .152 Matteis warned his readers that 

"sometimes you must take notice, there is a change in ye Key or else a cadence, in that 

place where the Sixth should be given upon such occasions you must play a fifth", and 

gave a series of examples to demonstrate the principle. 153 As Lewis comments, "the 

implication is that the process referred to is a change of key in the tonal sense of the 

term" .154 

Modulation was technically impossible in modal theory because a mode connoted not 

only a set of intervals within a scale, but also a particular set of pitches: the Dorian 

mode included a minor third, major sixth and minor seventh, and also the notes F, B 

and C, meaning that F sharp, B flat and C sharp did not exist within that mode. It was 

possible to transpose a mode for a whole piece, but all the pitches of the mode had to be 

moved, and it was not normal to transpose by more than two steps, always flatwards, 

meaning that the Dorian mode would occur transposed only on G and C. Inflexibility 

of transposition was compounded by the fact that solrnisation was considered difficult 

when mi had been moved far from its normal positions in B, E or A. Morley criticised 

Polymathe's use of the B flat hexachord (with mi in D), saying: "you have set [the 

music] in such a key as no man would have done ... you shall not find a musician (how 

perfect soever he be) able to sol fa it right";155 Simpson was slightly more flexible, but 

even he commented that "such Songs are irregular as to the naming of Notes" .156 

Where transposition did take place it would be indicated by the use of one flat per 

151 MorIey in Hannan (1952) 249. Morley did state elsewhere that the mode was defined by its final 
bass note, but only in his explanation of Glarean's modal system; see ibid., 30 I. 
152 Locke (1673b) 7-8. 
153 Matteis (1682) 24 and 48-58. 
154 Lewis (1981) 34. 
155 MorIey in Harman (1952) 261. 
156 Simpson (1655) [v]. 
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transposed step, placed next to the clef and applied to all notes in that position on the 

stave. The visual effect was that these 'stave signatures' would have one less flat than 

we would expect key signatures to have under the modern system. 

The crucial difference in the case of the major/minor key system was that scales 

consisted of a set of intervals, but could theoretically be used on any pitch within the 

chromatic scale. This meant that transposition could occur freely , both sharpwards and 

flatwards of the original key.157 Although English theorists were slow to make this 

explicit, it is implied strongly by statements such as that of Porter, who wrote: "There 

are as many keys as in Musick, as Notes, (viz.) Seven, or more, into which, either flat 

or sharp Tunes may be Transpos'd".158 Salmon claimed that one of the main benefits 

of his new clef system was that it allowed the player "to transpose a Lesson from any 

Key given, to any Key required, and shew which must be the Sharps and Flats in that 

Key", and "to bring a Key filled with what regular Sharps and Flats soever, into some 

Key where all Notes are natural". He even suggested that all pieces should be 

transposed so that mi was in B (that is, corresponding to a C major scale starting on G, 

which was the only key that would fit well into his clef arrangement). 159 Interestingly, 

Locke's comment in The Present Practice of Musick Vindicated was to claim that 

transposition "is a thing so frequent, that no one is esteem'd a Master who cannot do it 

Proper",160 though it is not clear whether he was referring to limited modal 

transposition or to free tonal transposition. Evidence of tonal transposition in practice 

is plentiful in the' book of theatrical songs Henry Purcell copied into Gresham MS 

VI.S.6 since he changed the keys of eleven pieces, originally composed for a variety of 

different voice types, apparently to suit the soprano(s) for whom he copied the work; 

similarly the first setting of If Music be the Food of Love was published in a full 

version in 1693 in Comes Amoris in A minor, but the voice part alone was published in 

The Gentleman's Journal in 1692 in G minor. 161 Three autograph copies of James 

157 Similar comments are made in Atcherson (1973) 226, and Ruff (1962)173 and 179. However, 
Ruff is of the opinion that "for the greater part of the seventeenth century [practising musicians] did not 
appear to be aware that a major or minor key was a certain arrangement of tones and semitones which 
could be built upon anyone semitone", and also claims that "although there is no evidence that the 
practical musicians of the seventeenth century were [in?]capable of transposing music from one key to 
another, the subject is not explained in any of the treatises before 1700 . .. The knowledge of 
transposition seems to have been important only to organists at this time" . As will be shown below, 
there are several examples of transposed compositions in autograph manuscripts from the period which 
do not appear to have been made purely for the benefit of an organist. 
158 Porter (1700) 10-11. 
159 Salmon (1672b) 19-20. 
160 Locke (1673b) 14. 
161 Margaret Laurie suggests that the G minor version may have been earlier than the A minor; see her 
editorial commentary in Henry Purcel!: Secular Songs for Solo Voice, The Works of Henry Purcell, 
volume 25 (London : Novello, 1985) 300. 
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Hawkins' anthem Blessed be thou Lord God survive, and of these two are in F major 

(Ely MSS 10 and 12) and one in D major (Ely MS 9). 

Theorists tended to be non-specific about the function and origin of what we would 

term key signatures during this period. Simpson, in 1655, was the last to mention only 

the possibility of flats next to the clef, but in his Compendium in 1667 he included 

sharps.162 Play ford appears to have been the first to refer to 'key' signatures in the 

modern sense, since he altered the end of the second chapter of his rudiments in the 

third edition of the Introduction to add a section on flats and sharps in the stave, though 

he did not define their function .163 The reviser of the thirteenth edition of the book 

clarified: "when these Flats or Sharps are plac'd at the beginning of your five Lines 

immediately after your Cliff, they serve to all the notes that shall happen in that Line or 

Space where you observe them plac'd upon, unless 'tis contradicted by a Flat or Sharp 

plac'd before that Note which the Composer has a Mind should be so" .164 

Descriptions given by other authors were very similar in that they informed the reader 

of the effect of the signs - that all notes on the line or space marked were sharpened or 

flattened - but did not explain further why the signs were placed at the beginning of 

each stave. There could be no real logic to the placing of accidentals next to the clef 

until solmisation and modes were finally rejected and a comprehensible theory of keys 

and key relationships was developed. During the seventeenth century, the perpetuation 

of mode in theory, together with the impossibility of playing music in keys with many 

sharps and flats because equal temperament was not yet in use, meant that signatures 

with more than two flats or sharps were rare. Given that theorists in this period 

separated modal theory from explanations of modern pitch structures, it was probably 

more due to habit and lack of theoretical understanding than to a genuine application of 

the modes that signatures continued to appear with too few flats; it is therefore difficult 

to agree with Atcherson's belief that "so long as C minor ... is given a signature of two 

flats, we can be sure that it was thought of as transposed Dorian" .165 

Examples of incomplete signatures demonstrate two important points that contradict the 

idea that they were intended as signs of modal transposition. First, sharp keys tended 

to be given signatures with one sharp too few, for which there was no precedent in 

modal theory since sharps were not used to show transposition at all; second, 

162 Simpson in Campion (1655) vii; Simpson in Lord (1970) 3-4. 
163 Playford (1660) 9-10; This passage was also quoted in Newton (1677) 95. 
164 Playford (1697) 22. Similar definitions were given in Locke (1673b) 6; Matteis (1682) 14; New 
and Easie (1686) 33; He1y ([ 1699]) iii; and Porter (1700) 10-11. Wienpahl mentions in particular 
Locke's casual reference to "Flats or Sharps set by your Cliff' because "only during Locke's time had 
the use of more than one sharp in the signature become at all prevalent"; Wienpahl (1955) 393. 
165 Atcherson (1973) 215. 
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accidentals within the music itself show categorically that the music was in modern 

'keys', and signs missing from the clef had repeatedly to be given as accidentals on the 

score. The numerous examples of incomplete signatures include Hall's ode While he in 

triumph leads, in Och MS Mus. 1212 where C minor sections have only two flats in the 

signature, Cloris qui dompte copied by Locke in Lbl Add. 14399 in D minor but with 

no key signature, Blow's Post haec audivi and Laudate nomen in Och MS Mus. 14, 

which are in G major but have no key signature, and Daniel Purcell's 0 Lord rebuke 

me not in Lbl Add. MS 31461 where the last section is in A major with two sharps in 

the signature. There is further evidence in the work of two composers that incomplete 

signatures were not intended to be modal: John Hingeston copied three instrumental 

movements (numbered as set 19) in the organ score Ob MS Mus.Sch.D.211 with one 

flat in the signature, although the music is in B flat major; he recopied the same 

movements (here numbered 39, 40 and 41) in the organ score Ob MS Mus.Sch.E.382 

with two flats in the signature. Similarly the last two sections of Is it true?, in G major, 

were copied by Thomas Tudway with no signature in Lbl Add. MS 36268, but with 

one sharp in Lbl Harleian MS 7341.166 

Large-scale Key Relationships 

Seventeenth-century theorists did not usually mention connections between the keys of 

different movements and pieces, but Mace did state that a suite of instrumental dances 

could include any type of movement "provided They be all in the same Key".167 This 

was demonstrated in practice by Matthew Locke in his large collection of consort music 

in Lbl Add. MS 17801 where, although it is not overtly identified as such, each group 

of movements is arranged as a suite of dances in the same key, though occasionally one 

or more movements within a suite may be in the tonic major/minor, and suites 

themselves are often paired as major/minor sets. Successive suites and suite-pairs in 

turn are often, though not always, placed in sequential keys. Some create ascending or 

descending diatonic scales, such as in suites six to nine of The Little Consort, which 

are in F major, G minor/major, A minor and B flat major respectively; others are in 

tonally close relationships, such as the 'triad' G minor/major, B flat major, D 

minor/major found in movements one to twenty-two in the consort For Several 

166 Although the two Hingeston scores cannot be accurately dated, the revisions made in both 
manuscripts suggest that MS 211 was copied before MS 382. The copy of Tudway's Is it true? in 
Harley MS 7341 forms part of the collection of sacred music he made for Lord Harley, and the title 
page for the manuscript is dated 1718; on f. 3r, and recopied on f. 2v of Add. MS 36268, Tudway wrote 
that the some of the music had been written "For ye solemnity, & Consecration of the Right 
Honourable Edward Lord Harleys Chappell at Wimpole AugSl ye 311h Anno Dom. 1721", so it is likely 
that this copy of the anthem was made after that in Harley MS 7341. 
167 Mace (1676) 120. 
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Friends .168 Mace expanded further on the importance of key juxtapositions between 

sections: 

I think it very requisite to inform you in one most necessa/)' Piece of Mastership; which 

is ever performed, by Those of Good Skill, when They End a Suit of Lessons, in anyone 

Key, and do intend presently to begin another, in a Differing Key; which is: They do not 

Abruptly, and Suddenly Begin, such New Lessons, without some Neat, and Handsom 

Interluding- Voluntary-Like-Playing; which may, by Degrees, (as it were) Steal into That 

New, and Intended Key. Now, that you may be able to do It Handsomly, and without 

Blemish, or Incompleatness, (for you must know it is a Piece of Quaintness so to do) 

you must take Notice, that always, when you have made an End of Playing, upon any 

One Key, (if Discourse, or some other Occasion, do not cause a Cessation of Play, for 

some pritty Time, so as the Remembrance of That Former Key, may (in a manner) be 

Forgotten) It will be very Needful, that some care be taken, that you leave That Key 

Handsomly, and come into that Other you intend Next to Play upon , without 

Impertinency.169 

There are two examples of key 'transitions' of this sort being used in practice, though 

neither is in instrumental dance music. James Hawkins frequently wrote "Ritor" or 

"Organ" between two sets of double bar lines on the stave, indicating that the ritornelli 

between vocal sections in his anthems should be improvised. 170 Where the end of the 

previous verse or chorus was in a different key from the following section, Hawkins 

would indicate the key in which he wished the ritornello to be played, allowing the 

instrumental music to provide a transition between the vocal sections. For instance, he 

wrote "Ritor in ff h" (F minor) between the F major opening and the slow F minor 

section "He made darkness" in I will call upon the Lord, and "Ritor in F #3rd" before 

the music returns to the major mode at "For this cause" (Ely MS 7, pp. 287-8); 

similarly "Ritor with a #3" was written in Hear 0 thou Shepherd between sections in C 

minor and C major respectively in Ely MS 9.171 Daniel Purcell connected movements 

in completely different keys in the ode In Lofty Numbers in Lbl Add. MS 30934: 

between the end of "Then may this day" and the beginning of "Music's the language" 

on f. 65v he added a two-bar passage for the left-hand continuo part which provides a 

modulation from D minor at the end of the chorus to A minor as the tonic of the 

following piece (Example 5); he also removed the last bar of the ritornello following 

168 The many sources of Locke's consort music sometimes show different sequences of suites, and 
their connections with the score-book are complicated. Details of the suites themselves and key 
relationships between them are given in Field (1970) and followed in Tilmouth (1971-2) . 
169 Mace (1676) 134. 
170 This point is discussed more fully in Chapter IV, 142. 
171 Hawkins also copied this anthem in Ely MS 7, where he wrote "in C#" at the ritornello . 
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Example 5 

Daniel Purcell - Key Transitions in In lofty numbers 

Lbl Add. MS 30934, f. 65v 
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"Great Jubal" on f. 72v and added three bars, again for left-hand continuo, in which the 

music modulates - somewhat rapidly - from C minor to A minor, while maintaining the 

running-bass style of the continuo part. There is another linking passage at the end of 

the A minor section on f. 73v to lead to the final chorus in D minor. 172 

172 Laurie mentions that in Henry Purcell's multi-movement works "the key-notes of two movements 
are frequently joined by basso continuo runs ... [which] occur between movements with the same key
note, ... but more typically they connect movements in different keys"; see Laurie (1995) 192. 
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Figured Bass 

Very early in the transitional period between horizontally and vertically based styles a 

new type of shorthand notation - effectively a tablature system - was invented, in which 

the bass melody was annotated with Arabic figures informing the player which intervals 

from the bass part should be played to fill in the harmony. The method relied upon the 

bass-treble polarity and non-imitative approach which characterised music throughout 

the seventeenth and early eighteenth centuries. In fact the first continuo parts appeared 

in Italy as early as 1594 and 1595,173 well before systematic calculation of intervals 

from the bass had been mentioned in theoretical treatises, and this demonstrates the 

extent to which theory lagged behind practice at the time. Interestingly, the first 

publication to include basso continuo parts in England was, according to Pike, Philips' 

Gemmulae Sacrae, the first edition of which appeared in 1613 around the same time as 

the treatises of Coperario and Campion, although "a solitary sharp is the only 'figuring' 

and each piece has an organ part which consists of at least one upper voice in addition 

to the bass".174 

It is beyond the scope of this thesis to enter into the current debate about 

instrumentation of the continuo line, specifically the idea that seventeenth-century 

continuo did not, as had been assumed, always consist of a string bass and a keyboard 

part playing together as in the high Baroque, but instead involved either string bass or 

keyboard. 175 The aim of this section is merely to analyse the manner in which 

composers in England during the Restoration period figured their music, and what the 

patterns of figuring can tell us about contemporary understanding of harmony and 

tonality. 

Figuring in Theory 

Figured bass instruction manuals were surprisingly rare in seventeenth-century England 

and evidence survives of only three: Matthew Locke's Melothesia (1673), which 

included brief instructions "For Playing on a Continued Bass"; Lbl Add. MS 34072, 

containing John Blow's handwritten and undated "Rules for playing of a Thorough 

Bass upon Organ & Harpsicon"; and the English translation of Nicola Matteis' Le False 

Consonanse della Musica, printed by John CarT in 1682. 

173 Croce, Spartitura delli motetti a oUo voci (Venice: Vincenti), and Banchieri, Concerti eccliesiastici 
a oUo voci (Venice: Vincenti); cited in Borgir (1977) 124. 
174 Pike (1973) 327-8. 
175 Evidence supporting this principle is given, for example, in Garnsey (1966), Jones (1972), Jones 
(1975), Borgir (1977), Allsop (1978-9), Dixon (1986), and Parrott (1995) 395-400. 
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The principal points made by Locke, Blow and Matteis for harmonising figured and 

unfigured basses are given below: 176 

Figured bass: a) a sharp or flat written above or below a note refers to the third above 

the bass note (Locke, 5; Blow, 164; Matteis, 14); 

b) a figure 6 requires a third to be played with it (Locke, 7 (implied); 

Blow, 164; Matteis 18); 

c) a figure 2 requires a fourth and sixth to be played with it and the 

fourth itself may be figured as flat or sharp (Blow, 167); Matteis simply 

said that both a figure 2 and a figure 4 mean a 42, but later figured an 

example of #42 (Matteis, 18 and 81); 

d) all other figured discords require a fifth and a third to be played with 

them (Blow, 167); Blow's figured examples only include the 75[3] (168-

9), but Matteis (18) also gave b53 and 95[3]; 

f) When a fourth, sixth or seventh is figured, a third, fifth or sixth 

respectively is not permitted (Locke, 7), though Matteis did give figured 

examples of the 65. 

e) figured suspensions include the 4-3 (Matteis, 17) and the 7-6 (Locke, 

7; Blow, 168-9; Matteis, 17 and 81); Locke said that the seventh should 

resolve onto a sharp sixth. Figured examples of the 5-6 and 6-5 were 

also'given by Blow (167). 

Unfigured bass: a) with the exception of the rules given subsequently, all bass notes 

that are unfigured should be played with an octave/unison, fifth and a 

third, the third being major or minor according to the key (Locke, 5-6; 

Blow, 163; Matteis 60-2); 

b) sixths should be played instead of fifths on the leading note, mediant, 

submediant, B natural (except in E major), and any sharpened note (i.e. 

not normally in the key scale), unless the music is modulating (Locke, 

6; Matteis, 16,21-2 (does not mention submediant), 24, 63); Blow just 

wrote "One may observe generally yt when 2 notes ascend or descend, 

one ofym requires a 6th" (Blow, 168); 

176 Although this list is similar to that given in Hancock (1977), rules have been restricted to those in 
treatises specifically written for thoroughbass playing, thus not including the more general guidelines 
for part-writing found in Morley, Coperario, Campion, Butler, Playford, Simpson, Mace and North 
that she cites. Hancock does not in fact refer to Blow or Matteis at all. The only general seventeenth
century English treatise to include a reference to figures was Playford (1660) 36: "The Figures usually 
placed over Notes in the Through Basse of Songs or Ayres, is for the Organ or TheOl-bo, to direct the 
Performer to strike in other parts to those Notes as thirds and Sixes and the like to the Ground"_ 
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The principal points made by Locke, Blow and Matteis for harmonising figured and 

unfigured basses are given below: 176 

Figured bass: a) a sharp or flat written above or below a note refers to the third above 

the bass note (Locke, 5; Blow, 164; Matteis, 14); 

b) a figure 6 requires a third to be played with it (Locke, 7 (implied); 

Blow, 164; Matteis 18); 

c) a figure 2 requires a fourth and sixth to be played with it and the 

fourth itself may be figured as flat or sharp (Blow, 167); Matteis simply 

said that both a figure 2 and a figure 4 mean a 42, but later figured an 

example of #42 (Matteis, 18 and 81); 

d) all other figured discords require a fifth and a third to be played with 

them (Blow, 167); Blow's figured examples only include the 75[3] (168-

9), but Matteis (18) also gave b53 and 95[3]; 

f) When a fourth, sixth or seventh is figured, a third, fifth or sixth 

respectively is not permitted (Locke, 7), though Matteis did give figured 

examples of the 65. 

e) figured suspensions include the 4-3 (Matteis, 17) and the 7-6 (Locke, 

7; Blow, 168-9; Matteis, 17 and 81); Locke said that the seventh should 

resolve onto a sharp sixth. Figured examples of the 5-6 and 6-5 were 

also' given by Blow (167). 

Unfigured bass: a) with the exception of the rules given subsequently, all bass notes 

that are unfigured should be played with an octave/unison, fifth and a 

third, the third being major or minor according to the key (Locke, 5-6; 

Blow, 163; Matteis 60-2); 

b) sixths should be played instead of fifths on the leading note, mediant, 

submediant, B natural (except in E major), and any sharpened note (i.e. 

not normally in the key scale), unless the music is modulating (Locke, 

6; Matteis, 16,21-2 (does not mention submediant), 24, 63); Blow just 

wrote "One may observe generally yt when 2 notes ascend or descend, 

one of ym requires a 6th" (Blow, 168); 

176 Although this list is similar to that given in Hancock (1977), rules have been restricted to those in 
treatises specifically written for thoroughbass playing, thus not including the more general guidelines 
for part-writing found in Morley, Coperario, Campion, Butler, Playford, Simpson, Mace and North 
that she cites. Hancock does not in fact refer to Blow or Matteis at all. The only general seventeenth
century English treatise to include a reference to figures was Playford (1660) 36: "The Figures usually 
placed over Notes in the Through Basse of Songs or Ayres, is for the Organ or TheO/'bo, to direct the 
Performer to strike in other parts to those Notes as thirds and Sixes and the like to the Ground". 
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c) perfect cadences should be accompanied with a 4-3 suspension 

(Locke, 6; Blow 165; Matteis, 17), and with a flattened seventh (i.e. 

dominant seventh before the resolution - Blow, 165); a cadence in 

which the supertonic descends to the tonic should be accompanied by a 

75-64_3 suspension (Locke, 6; Blow, 170); 177 

d) suspensions and discords require preparation (Blow, 165) and can 

include the 9-8 (Blow, 165), the 7-6 (Locke, 7 (when the bass 

descends); Blow, 165; Matteis, 77 (when the bass moves up a fourth or 

down a fifth)), the 42 or #42 (Blow, 171 (resolving onto a sixth); 

Matteis, 77 (when the bass descends a tone or semitone)), the 5-6 when 

the bass is ascending by step (Locke, 7; Blow, 165), the 6-5 when it is 

descending by step (Locke, 7) and the b5 on any sharpened note 

(Matteis, 77); 

e) the player must listen for the possibility of modulation and, where it 

takes place, play sixths and fifths appropriate to the key to which the 

music is modulating (Locke, 7-8). 

Various other indications about the style of realisation, and general part-writing rules 

were also given: 

a) consecutive octaves or fifths between the outer parts are not allowed, 

and contrary motion should therefore be used (Locke, 8; Blow, 163); 

b) if the bass is moving in fast notes play chords only on every minim 

or crotchet beat in duple time (Locke, 7; Blow, 166; Matteis, 19) and on 

every dotted minim in triple time (Matteis, 19); 

c) if the bass part is below C2 then right-hand chords should be played at 

least an octave above the bass (Locke, 8); 

d) in five-part realisation three notes should be played with the right 

hand and two with the left (Blow, 168). 

The rules given in these treatises, though complicated by inadequate vocabulary and 

lack of understanding of triadic principles, were reasonably simple; they were rarely 

systematic, but they did cover what would have been the most important aspects of 

improvised harmonisation for a seventeenth-century amateur musician - where to play 

consonances, dissonances and suspensions, and how to realise cadences. To what 

extent a professional musician would have required such instruction is difficult to 

177 As Arnold notes, this cadence was essentially modal and very old-fashioned by the mid-seventeenth 
century; see Arnold (1965) 170. Blow gave examples of various cadences in related keys to the tonic 
(170-1) but none have different suspensions to those already described; there are two imperfect cadences 
among the examples, though he did not define them. 
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judge, though it is very unlikely that a practising musician would have been aware of 

the theoretical explanations for all the identified scalic progressions. As such, the 

theory of figuring as presented by Locke, Blow and Matteis is unreliable as an exact 

guide to the figuring we might expect to find in music copied by and for working 

musicians; it can only provide approximate information of the type of figuring that 

might have been included in scores and continuo parts , and we need to turn to the 

music itself in order to try to assess how figures were applied and what they can tell us 

about knowledge of harmony in the Restoration period. 

Figuring in Practice 

Some seventeen of the autograph manuscripts which have been analysed contain pieces 

in which there is no figuring at all. 178 The question which one must ask is whether the 

absence of figuring in this music necessarily implies that there was no chordal 

accompaniment, or whether some or all of the pieces might in fact have had improvised 

continuo accompaniment played simply from the scores themselves. 179 Evidence for 

the former practice in orchestral pieces is shown by Parrott, who mentions "an 

engraving of the 1685 coronation feast in Westminster Hall [which] affords a rare 

glimpse of the royal band ('ye Musick') in action - twenty players and apparently no 

continuo instruments", 180 but, as Parrott continues, it is not clear to what extent 

continuo was used in theatre pieces. Roger North seems to have been advocating the 

latter practice when he wrote: "a score is certeinly the best thro-base part, and a master 

will serve himself of it, on many occasions, to embellish his play; but the figures added 

also, have no inconvenience, tho' in such case the use of them is onely to learners, that 

cannot observe the composition, as they goe along, from the score" .181 The music in 

the autographs does very little to clarify in which contexts continuo might have been 

absent or improvised since the pieces do not fall easily into any generic or stylistic 

groups: they include sacred music in the old-fashioned imitative style, which one might 

expect not to have been accompanied, but also modern verse anthems; there are large

scale odes, in whose choruses the continuo might have been superfluous, but where 

solo movements and verses would probably have required harmonic in-filling; there are 

consort fantasias by Locke and Henry Purcell in contrapuntal style, meaning that the 

178 Working drafts and sketches have not been included in this statistic, since the purposes for which 
figures were included or omitted might have been different from those for figuring in neat scores; they 
are discussed separately in Chapter IV, 143-9. 
179 This subject is also touched on in Fuller (1989) 122. 
180 Parrott in Burden (1995) 399; the engraving was made by Francis Sandford and entitled "A 
Prospect of the Inside of Westminster Hall" . 
181 North in Wilson (1959) 249; from All Essay of Musicall Ayre, c.1715 . Donington notes that 
similar sentiments were expressed by Viadana (1602), Piccioni (1610), Werckmeister (1702) and 
C.P.E. Bach (1762); see Donington (1963) 225-6. 
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harmony would not be readily decipherable (though Locke's Broken Consort in the 

score-book Lbl Add. MS 17801 does include a figure); 182 and there are homophonic 

instrumental dances, plus Creighton's set of sonatas, with relatively simple 

harmony.183 

Where figures were written in the manuscripts we do at least know that a continuo part 

would probably have been included, but it is far from clear precisely what function the 

figures were intended to fulfill. As Borgir writes with respect to Italian figured-bass: 

"When present, the figuring is often incomplete and in need of additions and/or 

emendations. The accompanist must be prepared to play from an unfigured bass as 

well as from one with figures" .184 The density of figures varies considerably within 

the works of individual composers, and it is often very difficult to find logical patterns 

to explain why particular harmonic features should be figured in one instance but not in 

another. One has to take into account that composers were very unlikely to figure 

music with complete consistency and that the often unknown purpose for which they 

were copying each manuscript would have influenced the amount of care they gave to 

the figuring. Matters are complicated by the fact that where more than one autograph 

copy of a piece has survived, the figuring almost never corresponds between the two 

copies: Hawkins' figures are the same in his different scores of Blessed be thou Lord 

God and 0 sing unto the Lord, but they are not in Lord who shall dwell in thy 

tabernacle, Hold not thy tongue, In thee 0 Lord, I waited patiently and the Service in A; 

Tudway's two copies of Is it true? have different figures, and in My-heart rejoiceth not 

only do the quantity and positioning of figures rarely correspond, but where they do the 

actual figures given are dissimilar. 185 Nevertheless, over the range of manuscripts 

which has been analysed, it is possible to suggest some of the factors that influenced 

figuring practice in the period. 

182 This is a 65 in bar 32 on f. 37v. 
183 The pieces are as follows: Henry Aldrich's sacred music in Ely Music MS 12, Och MSS Mus. 
11, 12 and 17, Salvator mundi and 0 Lord our Governor in Och MS Mus. 18, and Consurge Tandem 
in Och MS Mus. 619; Blow's six anthems in Och MS Mus. 628; Cooke's odes Good morrow to the 
year and Rise thou best, plus the anthems We will rejoice and The Lord hear thee in Bu MS 5001; 
Creighton's secular songs and instrumental pieces in Lbl Add. MS 37074; Goodson's odes Sacra 
musarum, lam resurgit divus, 0 cura divum te, and the instrumental music in Och MS Mus. 618, plus 
the anthems in Och MS Mus. 1219; Humfrey's anthem in Bu MS 5001; Locke's score of the Consort 
of Four Parts in Lcm MS 939; Henry Purcell's Fantasias in Lbl Add. MS 30930, III the midst of life 
and Thou knowest Lord in Lbl Add. MS 30931, My beloved spake, Who hath believed Ollr report and 
Behold now praise the Lord in Lbl Add. MS 30932, and the Benedicite in Ob MS Mus.a.1; Tudway's 
anthem The Lord hear thee in Lbl Harley MS 7338, and Turner's anthem in Bu MS 5001. 
184 Borgir (1977) 126. 
185 For instance, in bar 6, Lbl Add. MS 36268 has the figuring 6 6 #4 6, but Lbl HarJey MS 7342 
has 66#42. 
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The nine song settings in Lbl Add. MS 14399 in the autograph of Matthew Locke must 

have been written for one or more inexperienced performers, presumably pupils or 

acquaintances, who would have sung the songs in the manuscript: at the front there is a 

brief account of the fundamental principles of music, including the Gamut and note

and rest-values. Since the manuscript was probably intended for unskilled amateurs, it 

is not surprising that the figures are much more detailed than those found in most other 

manuscripts. For Locke's own pieces and those he was simply copying figures are 

almost complete: in Cupid once when weary only major-mode 53 chords are left blank 

(Example 6), though in the other pieces all 53 chords are unfigured. In copying this 

music Locke presumed that the reader would be unable to infer anything that 

contradicted the fundamental rules of thorough-bass playing and harmony. He also 

cancelled every accidental, despite the fact that musicians of the period would normally 

have expected an accidental only to apply to the note against which it was placed. 

Detailed figuring is given in several other pieces but for these it is much less easy to 

determine why such care should have been taken. Daniel Purcell's anthem Praise the 

Lord 0 my soul in Lbl Add. MS 31461 follows the text-book rules for figuring almost 

exactly; the piece is in two parts almost throughout so it would have been simple for the 

continuo player to read the score without the presence of any figures at all. Given this 

attention to detail, the complete lack of figures in the final chorus section of the piece 

might indicate that Purcell did not intend the continuo to take part when full voices were 

singing. However, there is no apparent reason why this piece should have been so 

much more fully figured than the ten other pieces in Daniel Purcell's autograph in the 

manuscript: My God, my God comes closest to Praise the Lord 0 my soul in density 

of figures, but the figuring had to be completed by another scribe, who used pencil to 

annotate several parts of the manuscript. The sections of Hail bright Cecilia which 

Henry Purcell copied in Ob MS Mus.c.26 are very unevenly figured, with some 

sections containing no figures at all; however, the opening bass solo has figures for all 

chords with the exception of root-positions and one first inversion on the leading note 

of the tonic scale, and the solo 'liTis nature's voice" has only 53S left unfigured. Again, 

it is not clear why these movements should have required figuring more than the other 

solo and ensemble movements in the ode. 

There are several sections of pieces where the abundance of figures appears to have 

resulted from harmonic complexity. The contrast between slow-moving chromatic 

music and more rapid simpler harmonies can best be seen in instrumental pieces, such 

as Daniel Purcell's ode Again the Welcome in Lbl Add. MS 30934, which opens with 

an Italian-style Trumpet Sonata in which two fast sections are separated by a slow, 

chromatic Adagio. Although there are one or two figures to show thirds and sixths on 
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Example 6 

Matthew Locke - Figuring in Cupid once when weary 

Lbl Add. MS 14399, ff. 4v-Sr 
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Daniel Purcell - Differences in density of figuring in Again the Welcome 

Lbl Add. MS 30934, ff. 36v-40r 
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Example 7 

Daniel Purcell - Differences in density of figuring in Again the Welcome 
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Example 7 

Daniel Purcell - Differences in density of figuring in Again the Welcome 

Lbl Add. MS 30934, ff. 36v-40r 
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Example 7 

. . A . the Welcome Daniel Purcell - Differences in density of figurmg m gazn 

Lbl Add. MS 30934, ff. 36v-40r 



show departures from the tonic key. In Thou 0 Lord hast heard our desire, in Lcm MS 

1032, Tudway gave only three sets of figures, all #6s, of which one occurs when the 

music is in the tonic, G minor, but the remaining two both warn of impending 

modulations back from B flat major to G minor, the first in bar 22 of "Thou shalt grant 

the Queen", and the second in bar 33 of the same section. The only figures which 

occur in the first copy of John Blow's The Lord is King in Bu MS 5001 are #3-4-4-#3 

in the verse "The Lord hath put on his apparel", which show a modulation to E minor; 

these figures are also the only set in the second version of the anthem, also copied in 

Bu MS 5001. In Henry Purcell's By the waters of Babylon (Lbl Add. MS 30932) the 

only figures occur in the third and fifth bars of the tenor solo "As for our harps"; these 

are a 7-#6 and a 6 both on gl, which draw attention to modulations to F minor and A 

flat major respectively. The pattern is even clearer in Daniel Purcell's anthem I will 

magnify thee in Lbl Add. MS 17841: the modulation from F major to its dominant in 

bars 31 and 32 is marked by two #3s in the figures, but the rest of the phrase continues 

in C major with no figures to sharpen the B flat in the key signature (Example 8). This 

might suggest that Purcell was using the figures to show the process of modulation 

itself, but assumed that the player would be able to continue playing in the new key 

even when the figures did not, strictly speaking, tell him to do so. 

The figured-bass treatises mention several possible harmonic formulae at cadences, and 

it is not surprising that these should frequently have been figured in practice. 
"-

Composers tended either just to figure suspensions or to give entire standard 

progressions on the approach to cadences, and it seems likely that the intention was to 

allow players to identify the formulae so that they would not have to read the score at 

these articulatory points. In Daniel Purcell's Welcome glorious day (Lcm MS 989), for 

instance, the only figures in the overture are in the first two bars, for continuo alone, 

which contain a 6 and a 4-3; these figures give a full progression to the cadence since 

the remaining chords are all root positions. In Blow's Blessed is the man (LSp Case 

B.13) at the first chorus entry in "Praise the Lord ye house of Israel" (f. 11 v) there is a 

6-5 on B flat approaching a perfect cadence in F, followed in the next chorus entry on 

f. 121' with a 6 75 for exactly the same progression, a tone higher. Tudway only figured 

the opening eleven bars' solo in the Nunc Dimittis in Lbl Harley MS 7341, in which the 

same cadential figure returns repeatedly, each time figured as 665 4-3. An imperfect 

cadence is figured as 6 6 7 6 in bars 3-6 of the opening verse of It is a good thing to 

give thanks by Henry Purcell (Lbl R.M. MS 20.h.8, f. 41'), and exactly the same 

figuring occurs for a similar cadence on f. 6v, after the first set of verse Alleluias. 

Other than giving formulae for cadences and modulations, composers tended to alert 

players to unusual or unexpected harmonies and suspensions which would prevent 
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Example 8 

Daniel Purcell - Figured modulation in I will magnify thee 

Lbl Add. MS 17841, f. 65v 
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them from realising the bass with conventional chords. By far the most frequently 

found figures in these manuscripts are 7-6, 4-3 and 9-S, though no composer 

consistently gave figures for all suspensions in his pieces. Where the harmony was -

for the most part - very predictable, but occasionally became more complex, figures 

must have been very important in preventing errors of realisation: in Hail bright Cecilia 

(Ob MS Mus.c.26), for example, Purcell only gave figures in one of the ground bass 

movements, "Hark each tree", and the single #6#5 on al is an unexpected harmony in an 

otherwise repeating harmonic pattern. Later in the same piece there are figures at the 

beginning of the tenor duet in "Fill ev'ry heart" on f. 26v, most of which are for a 

series of unusual parallel 63S in bars 2-5. The only figures in Blow's Blessed is the 

man in Bu MS 5001 are on f. 130v, in the section "And he shall be like a tree"; they 

give a particular progression of 7-6 suspensions in a rising sequence. Occasionally, 

where sections of music were repeated and copied more than once, the same groups of 

figures would be notated each time, demonstrating consistent attempts to draw attention 

to those harmonic features. In 0 praise the Lord ,(Lbl Harley MS 7342) Tudway 

repeatedly figured 64 53 64 above C natural each time the progression occurred. My 

heart rejoiceth was copied by Tudway in both Lbl Harley MS 7342 and in Lbl Add. MS 

36268; figures for the same progression, in bars 15-17 of the section "0 pray for the 

peace" are present in both copies, though written as 64 53 64 53 and 75 64 53 respectively. 

In Daniel Purcell's ode Welcome glorious day (Lcm MS 939) the same melodic unit, 

figured with a 7-6 over B natural, is given three times in the first solo section (bars 5, 

13 and 23) and the r epeat of that section contains the same markings; in the chorus 

"Welcome happy day" the sequence 6 6 7 7 4 3 is also repeated three times. 

Henry Purcell seems to have paid particular attention to the figures 42 and #42, though 

frequently he wrote only the single figure 2, assuming the fourth to be implied. In Lbl 

RM. MS 20.h.S, for example, the section of the manuscript containing anthems has 

figures on only nineteen of the sixty-six leaves, and normally there are only one or two 

figures per page; nevertheless, figure 2s are given on nine leaves, 187 and there are ten 

similar bass suspensions figured in the end of the manuscript containing odes. A 

disproportionate number of such figures is also found in 0 Lord thou art my God in 

Cfm Mu MS 88, In thee 0 Lord and Hail bright Cecilia (both in Ob MS Mus.c.26), 

though in the latter several 42S are missing even in the few sections where figures are 

included. The fact that so many 42S are figured, while other suspensions are given 

much less frequently, suggests that Purcell was concerned that the bass suspension 

would not be recognised by players realising his scores, and that consequently incorrect 

harmonisation would be given. 

187 These are ff. 18r (In thee 0 Lord), 22v and 23r (The Lord is my Light) , 34v (Praise the Lord), 40r, 
41 v and 42r (Why do the heathen) , 50v (I will give thanks) , and 55v (My heart is inditing) , 
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The figures in these manuscripts are by no means consistent, and in many cases we can 

only make speculations about why certain figures are given while others are absent. In 

Courteville's song I once was free in Lbl Add. MS 31439, none of the 6s or #42S is 

marked, but in bar 11 the density of figures suddenly increases, despite the fact that the 

harmonic character of the piece does not change. Goodson's copy of Blessed is he in 

Och MS Mus. 22 contains superfluous figures, such as a h3 above D at a tonic cadence 

in D minor, but a #5 above E is not given where the music modulates to A minor in bar 

5, and there are many suspensions and modulations which are also not figured. 

Nevertheless, patterns of figuring overall show that it was precisely the devices to 

which the three theorists - all of whom, of course, were also composers - referred 

explicitly that were most likely to be figured: cadences, suspensions, and chromatically 

altered notes (often at modulations). The chordal vocabulary of the period was limited, 

and few other figures would have been required. 188 What is not always clear, as a 

result of the lack of a methodical approach to figuring, is the extent to which continuo 

players were expected to follow the figures, and where they would have concentrated 

more on reading the harmony from the parts. 

We can attempt to discover more about the intended function of figuring in the period 

by assessing the proportion of figures which provide harmony additional to that written 

in the score, and where reducing the score itself would therefore have been insufficient. 

Of the pieces which contain figures in the group of manuscripts which have been 

analysed, 59% have figures for which the harmony is not otherwise present in the 

parts, and 22% have figures for harmony which is in the given parts; the remaining 

19% comprises pieces in which some of the figures are in the parts but others are not. 

It is difficult categorically to decide whether particular composers were consistent about 

giving figures which either were or were not in the parts in all of their pieces, since for 

some composers there is a very limited number of figured examples available for 

examination, and the number of figures within each piece is often small. Taking that 

into account, the composers who tended only to give figures which were not in the 

parts were Locke, Aldrich, Hall, Reggio and Richardson; those who predominantly 

gave figures which were already in the parts were Hingeston and Hawkins. Goodson, 

Blow, Henry Purcell, Tudway and Daniel Purcell wrote pieces where figures were both 

present in and absent from the score, and it is unclear exactly how they wished the 

figures to function. In Gesta Britannica (Och MS Mus. 686), for instance, Blow 

frequently omitted figures where the parts showed sharpened thirds and 63S on 

unconventional notes of the scale, but elsewhere he figured progressions and 

188 A similar comment is made with respect to Italian music at the beginning of the seventeenth 
century in Borgir (1977) 126. 
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suspension sequences which were present in the score, as well as harmonic in-filling 

where the number of parts singing was insufficient to convey the harmony to the 

player; the only method of realising a continuo part from the manuscript would be 

continuously to read the figures at the same time as reducing the score, though score

reading would make many of the figures superfluous. 

The proportion of figures given often varies according to the forces for which the music 

is written. There are several examples of pieces where most figures are given . in 

sections where least information about the hmIDony is provided by the music itself, that 

is, in solo sections and passages for continuo alone. The pattern is clearest in the few 

organ scores in which there is no right-hand continuo part (discussed below), but there 

are also continuo-only sections in full scores which contain many figures: in Daniel 

Purcell's ode Again the Welcome (Lbl Add. MS 30934), for instance, all the figures, 

which were added by another copyist, are found in the sections where music is given 

for the left-hand part of the continuo only, such as the introduction to "Oh may this 

theme" . 

Large numbers of figures in solo vocal sections, where melody and bass lines are given 

in full scores, tend to be found most frequently where the solo singer is a bass; 

although it is rare that the continuo doubles the bass voice exactly for complete phrases, 

it often just simplifies the voice's melodic line, meaning that in effect the written music 

is monophonic - fig lit es are then required to clarify the implied harmony. In the anthem 

I was glad in Bu MS 5001, the only figures Henry Purcell notated are 7 5 6 in bar 3 of 

the solo bass verse "Jerusalem is built"; similarly he figured 76 #6 in bar 3 of the bass 

solo in The Lord is my light in the same manuscript. Although none of the figures 

occur in the written music, they are insufficient, and several harmonies are left unclear 

to the continuo player. The few figures that Vaughan Richardson gave in Lord who 

shall dwell (Lbl Add. MS 42065) all occur in the bass sections of the verse on f. 61', in 

which bass voice alternates with alto and tenor, though once again the figures are 

incomplete. The only other figures in the manuscript are in the bass solo at the start of 

The Lord hear thee; although there is a part written for right-hand continuo, the figures 

are placed only where there are hmIDonic features not given by the organ part. 

We might expect that figures would be least common in the sections with most parts, 

and there are some examples to confirm this idea: in Daniel Purcell's Praise the Lord 0 

my soul (Lbl Add. MS 31461), for instance, the music is figured very fully 

throughout, but there are no figures in the final chorus. However, the principle is 

contradicted by several pieces where there is a significant increase in figure density in 

the ensemble sections - in other words , in those sections where the composer's 
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harmonic intentions are already clear. In the partial autograph of Blow's Te Deum and 

Jubilate in Lbl Add. MS 31457, not only did the main scribe (probably Croft) write the 

greatest density of figures in the choruses, Blow also added further figures in the 

chorus "Thou art the King of Glory" on ff. 54v-57r; 189 he also added a realisation for 

the right-hand continuo part for several phrases in the full sections, and this may 

indicate that he felt it was more difficult to derive the harmony when the score was 

written in many parts. Full figuring was also given by Hawkins in the final chorus of 

Lord who shall dwell in thy tabernacle (Ely MS 19), though there are very few figures 

in the previous sections of the music. 

It is not entirely clear how most composers intended the continuo to be realised during 

sections for full strings. Tudway gave the greatest proportion of figures in My heart 

rejoiceth (Lbl Harley MS 7342) in the instrumental passages, and the opening 

symphony is almost fully figured, but other composers tended to give only one or two 

figures in ritornelli and symphonies. None of the figures given by Henry Purcell in 

Hail bright Cecilia (Ob MS Mus.c.26) occurs in symphonies or instrumental 

movements, and there are no figures in sections without voices in the large-scale works 

in Lbl R.M. MS 20.h.8. Bearing in mind Roger North's comment that the harpsichord 

"in a great consort, tho' struck at every note, ... is lean and soundless", 190 it is 

possible that a relatively simple continuo accompaniment was intended where the 

strings provided all, the notes of the chords, because the harpsichord would not have 

been sufficiently audible to contribute much to the fullness of the harmony itself. 

Figuring and Styles of Continuo Realisation 

Nine of the autograph manuscripts surviving from this period are organ scores - that is, 

scores from which the continuo part would have been played. 191 Since we can be 

more sure that these manuscripts were copied specifically for use in performance than 

we can many full scores, the information that they provide about styles of realisation is 

particularly valuable. In addition, there are several examples of figuring in full scores 

which raise questions about realisation methods. 

189 For a fuller discussion of the hands in the copy of the Te Deum and Jubilate in Lbl Add . MS 
31457 and Blow's role in the copying process, see Appendix A. 
190 North in Wilson (1959) 248; from All Essay of Musical! Ayre, c.17l5. 
191 These are Cfm Mu MS 116, in the hand of John Blow; Cfm Mu MS 152, a guard book with 
autographs by Blow, Humfrey, Henry Purcell, Tucker and Croft; Ely Music MSS 2, 4 and 9, copied by 
John Hawkins; Mp MS BRm 370.Bp.35, again in the autograph of Blow; Ob MSS Mus.Sch .D.211 
and Mus.Sch.E.382, by John Hingeston; and Och MS Mus . 1219 including an organ score by 
Matthew Locke. 
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In organ scores figures tend to be given only very rarely. As has already been 

mentioned, the greatest proportion of figures occurs in the pieces for which only the 

left-hand of the continuo part was copied, where there was least information about the 

implied harmony in the music itself. Henry Purcell's autograph copy of 0 give thanks 

in Cfm Mu MS 152 is incomplete, and after the first three pages each of the verse 

sections is for bass line only.l92 The density of Purcell's figuring increases 

significantly during the passages for left hand only, and the implication is that he 

assumed the organist would be able to derive the harmony when given two or more 

parts, but could not do so with only one part (Example 9). The anthem 0 sing unto the 

Lord by lames Hawkins is also copied for left hand only in Ely MS 2, where again 

there is a large quantity of figures, some of which were added by Hawkins after the 

main copying process. Tucker's copy of Child's anthem The Earth is the Lord's, 

however, has very few figures, though again only the bass part was copied, and it is 

difficult to understand how the continuo player could have derived enough information 

from the single part to be able confidently to realise the bass. 

For the majority of the organ scores in which there are both right- and left-hand parts 

only one or two figures tend to be given for each piece, and the density of figures is 

apparently unaffected by the number of parts in the score. As for full scores, where 

figures do occur they draw attention to suspensions, modulations, and chromatically 

altered notes; in Hawkins' Praise the Lord ye servants (Ely MS 2), for example, the 

only figures are 'for a short passage of parallel thirds, and in Blow's The Lord is King 

and Lord remember David (Mp MS BRm 370.Bp.35) the unusually detailed figuring 

shows suspensions, sharpened thirds and some first inversions. 

In a few cases the lack of figures can be explained by the composers' tendency to add 

notes in the score for harmonic features which might otherwise have been figured. 

Humfrey's Magnificat and Nunc Dimittis in Cfm Mu MS 152, for instance, is mainly in 

three parts, but the inner part is by no means always present, and it is clear that 

Humfrey tended to add isolated notes where they were in parallel sixths or thirds with 

the treble or bass line, for suspensions, and where there were unusual harmonies -

precisely the points at which figuring would normally be given in full scores. Similar 

patterns can be seen in Hawkins' anthem 0 be joyful (Ely MS 2), where some of the 

added inner parts show sharpened and flattened thirds (that is , major and minor 

chords), and in bar 9 of the verse immediately following the first chorus there is an 

unprepared seventh which is both shown in the parts and figured. 

192 The full sections do have a right-hand part, but the final page was apparently lost at some stage, 
and was recopied by an eighteenth-century copyist; the empty right-hand bars of the verse sections were 
fi lled in in another eighteenth-century hand. 
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Example 9 

Henry Pur cell - Full figuring in left-hand only sections of 0 give thanks 

Cfm Mu MS 152, ff. 2v-Sr 
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The majority of pieces in organ score are written in two and three parts. There are 

isolated examples of pieces written in two parts almost throughout, such as Portman's 

and Child's services in Blow's organ score Cfm Mu MS 116, where the music is 

homophonic and the harmony simple. In the majority of cases, however, to the treble 

and bass parts are added important structural and harmonic features of a piece. Most 

commonly composers would write in the first few notes of each imitative entry in the 

inner patts, presumably so that the continuo player could emphasise the counterpoint in 

his realisation. Almost every piece in the organ scores contains such entries, but they 

are particularly exemplified in 0 be joyful in Ely MS 2, where in the verses "0 come 

hither" and "0 praise the Lord" Hawkins appears to have added some of the imitative 

entries in the inner parts after having copied the outer, and he notated them in smaller 

note sizes than the main parts in the pieces (Example 10). 

The other principal reason to add inner parts to the bass-treble texture appears to have 

been in order to show where passages of parallel thirds and sixths could be played. 

Locke mentioned in his rules for figured bass that "when a Bass hath many swift Notes 

running one after another, 'tis sufficient ... to Play Thirds or Tenths only, during such 

motions",193 and this was also Purcell's advice in his section on three-part 

composition, where he wrote "in my Opinion, the Altus or Second Part should move 

gradually Thirds with the Treble", 194 so it is not surprising that the majority of organ 

scores contain a high proportion of added inner parts moving in parallel motion with the 

outer parts. In Purcell's own organ score of 0 give thanks (Cfm Mu MS 152) sections 

for which both right- and left-hand parts are present include additional inner parts 

showing consecutive thirds or sixths with the outer parts very frequently, and many 

examples are also found in the music of Blow, Humfrey and Hawkins. 

In some cases the density of inner-part inclusion may be connected to the number of 

voices for which different sections of particular pieces were set. We have to take into 

account the possibility that, because inner parts sometimes functioned to replace 

figures, an increase in inner parts might be more connected to a newly complex 

harmonic style than to a coincidental change of section. However, where there appears 

to be no such stylistic contrast, it is still the case that cholUses and verses are sometimes 

given different types of realisation. There are no examples which are completely 

unequivocal, but, in the music of both the composers for whom most organ-score 

pieces survive, cholUses tend to be written predominantly in two-part score, and verse 

sections (in two and three parts) predominantly in three. In Hawkins' In thee 0 Lord 

193 Locke (1673b) 7. 
194 Purcell in Playford (1694) 105-6. 
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Example 10 

James Hawkins - Imitative entries in 0 be joyful 

Ely MS 2, pp. 7-8 
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(Ely MS 2) both choruses are in two parts and all the verses are in three, although there 

are no inner parts until the sixteenth bar of the two-part verse "0 let my mouth"; Behold 

now praise the Lord, also in Ely MS 2, shows the same pattern, as does the opening of 

the Service in E flat in Ely MS 4. Blow's anthems Lord I have sinned and Lord how 

are they increased in Cfm Mu MS 152 have only two-part writing in the choruses, 

though not all the verses are in three parts. 

Blow's anthem 0 sing unto the Lord survives in autograph form both as a full score (in 

Lbl Add. MS 31458) and as an organ score (in Mp MS BRm 370.Bp.35) and, though 

the latter version is an arrangement of the piece with the string parts removed, it is 

possible to analyse Blow's style of realisation by comparing the two sources (Example 

11). The reduction is very simple: the left-hand part in the organ book comprises the 

original continuo line, with minor differences caused only by the fact that in the score 

the bass voice often shares a stave with the continuo; the right-hand part carries the 

highest melody part, with fragments of the next highest part down added where the top 

part rests, and imitative entries included for all parts. Figuring is rare but tends to be 

given most frequently in the full vocal sections; only in the ritornelli and introduction, 

where most of the music was written specifically for the organ arrangement, are three 

parts given throughout. With the exception of the instrumental sections Blow's 

arrangement is a straightforward reduction of the melody and bass lines to the anthem, 

and it is tempting to speculate that many organists would have played in a similar sty.le 

when reducing parts"from a full score. 

Two particularly interesting styles of realisation are demonstrated in Hingeston's organ 

scores of his instrumental music (Ob MSS Mus.Sch.D.211 and E.382) and Locke's 

autograph copy of How doth the city sit solitary (Och MS Mus. 1219). Comparison of 

Hingeston's organ books with the parts copied for the pieces by Edward Lowe (Ob 

MSS Mus.Sch.D.205-1O) shows that the autographs are essentially short scores of the 

pieces. Where the parts are arranged in standard texture the treble and bass are present 

mainly intact in the organ scores, but, in addition, much of the harmony and most of 

the entries for the inner parts are given, so that three- and four-part writing is most 

common. In the two-part pieces the left-hand organ part is very similar to the given 

bass in the parts, but where the texture is high Hingeston sometimes added lower 

octaves, or replaced a first inversion chord with a root position.1 95 He almost 

completely avoided the given treble part, and the melody line with which he replaced it 

tends to remain lower in the texture than the treble had been; thus both the melody line 

and the other inner parts are unique to the thoroughbass. Where the pieces are in three 

195 Although this is an isolated example, this demonstrates the principles of triadic inversion which 
were only beginning to be explored by theorists in the late seventeenth century. See pp. 68-9 above. 
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Example lla 

John Blow - Organ score of 0 sing unto the Lord 

Mp MS BRm 370.Bp.35, ff. 9v-lOr 
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Example lla 

John Blow - Organ score of 0 sing unto the Lord 

Mp MS BRm 370.Bp.35, ff. 9v-lOr 
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Example lla 

JOhn Blow .. Organ score of 0 Sing Unto the Lord 

Mp MS BRm 370.Bp.3S, ff. 9v-IOr 



Example lIb 

John Blow - Full score of 0 sing unto the Lord 

Lbl Add. MS 31458, ff. 1r-5r 



Example lIb 

John Blow - Full score of 0 sing unto the Lord 

Lbl Add. MS 31458, ff. lr-5r 
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Example lIb 

John Blow - Full score of 0 sing unto the Lord 

Lbl Add. MS 31458, ff. lr-5r 
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Example lIb 

John Blow - Full score of 0 sing unto the Lord 

Lbl Add. MS 31458, ff. lr-5r 
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Example lIb 

John Blow - Full score of 0 sing unto the Lord 

Lbl Add. MS 31458, ff. 1r-5r 
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Example lIb 

John Blow - Full score of 0 sing unto the Lord 

Lbl Add. MS 31458, ff. 1r-5r 
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Example lIb 

John Blow - Full score of 0 sing unto the Lord 

Lbl Add. MS 31458, ff. lr-5r 
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Example 12a 

Matthew Locke - Organ score of How doth the City 

Och MS Mus. 1219 
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Example 12b 

Matthew Locke - Full score of How doth the City (hand of John Blow) 

Och MS Mus. 14, ff. 140v-143r 
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Example 12b 

Matthew Locke - Full score of How doth the City (hand of John Blow) 

Och MS Mus. 14, ff. 140v-143r 
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words, there are some figure groupings in which the largest figure does not occur at the 

top of the group: in Lbl Harley MS 1501, Pietro Reggio distinguished between 63 and 

36; in Bu MS 5001, John Blow's Blessed is the man, containing only one set of 

figures, included the pair 79 58; and in Lbl Add. MS 30930, Henry Purcell consistently 

gave exact interval placements in both the sacred and instrumental pieces in the 

manuscript. 197 Given that tonal theory was largely undeveloped at the time, as has 

been explained, one could identify these transposed figures as examples of intervallic, 

rather than triadic derivation of chords. Whether or not this is the case, the fact remains 

that these three composers appear to have been instructing players precisely how to play 

the chords, rather than simply which notes to include. 

Henry Purcell's sonatas in Lbl Add. MS 30930 are also the source of a further enigma. 

The figuring in the sonatas is very unevenly dispersed: Sonatas 1, 2 and 3 contain only 

one or two figures in their respective opening movements and Sonata 8 has only two 

groups of figures, at the start of the Canzona and at the end of f. 33v in the second 

system of the Largo; Sonatas 7 and 10, however, are very fully figured throughout, 

though they do not differ greatly in style from the other pieces. In Sonata 7, 

particularly, it is clear that in the fast-moving Canzona, where figures are given for each 

quaver beat, a continuo player could not possibly harmonise all the chords for which 

Purcell provided figures (Example 13). Unless modern interpretations of the tempi of 

Italian-style fast movements are seriously miscalculated, which seems unlikely, we 
-, 

have to consider the possibility that Purcell's figures in this piece were not intended to 

be realised in the continuo at all. It is unfortunate that the purpose for which Purcell 

copied the sonatas in Lbl Add. MS 30930 is so unclear, particularly given their 

complex relationship with the posthumously printed partbooks; 198 it is by no means 

unlikely that he copied that section of the manuscript purely for his personal use, in 

which case it would not have mattered to him if the figuring was illogical, since he 

himself had invented the harmonies. But if composers could and did figure pieces for 

reasons other than to allow realisation of the continuo, we have to question the extent to 

which we can rely on contemporary figuring as a guide to performance practice per se. 

197 These are: 56 and 62#4 in Plunged in the confines; #46 in J ehova quam multi sunt hostes lIleam; 26 

in Ahfew and full of sorrows; 2#46, 36 and 2#4 in Sonata 8 of the Sonatas of Four Parts; and 69 75,49 38 

and 37426 in Sonata 7. 

198 For discussions of the complicated sources for the Sonatas of Four Parts, see, for example, 
Hogwood (1978) iv-vii; Shaw (1979) 496; and Herissone (1995) 57-64. 
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Example 13 

Henry Purcell - Full figuring in Canzona of Sonata 7, Sonatas of Four 

Parts 

LbI Add. MS 30930, ff. 35v-34r 
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Example 13 

Henry Purcell - Full figuring in Canzona of Sonata 7, Sonatas of Four 

Parts 
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Example 13 

Henry Pure ell - Full figuring in Canzona of Sonata 7, Sonatas of Four 

Parts 

Lbl Add. MS 30930, ff. 3Sv-34r 

---::::":_.= _ ::-:-:-:' .. __ =~=== .---,-"7:C-_-o_.~-. .. 



'The Constituent Parts must Fall into due 
Connexion and Unity': Formal Organisation 

Introduction 

Fundamental changes in the way composers structured their music were occurring 

throughout the seventeenth century. The transition was between melodic construction, 

which was imitation-based, and harmonic construction, which was founded on 

hierarchies of chords and keys; this transition, of course, ran parallel with the 

development of tonality which, by the middle of the eighteenth century, had opened up 

structural possibilities on a much larger scale than had previously been conceivable. 

The significance of the new vertically based style was that an organised tonal system 

allowed rhythm to function in a much more protracted manner than it could when 

structure was based merely on repetition of small-scale melodic units. 

It is very difficult to assess formal organisation from the primary sources of 

seventeenth-century English music, not only because there were v~ry few notational 

signs capable of communicating the structure of a piece, but also because the subject 

was not systematically discussed by theorists until towards the end of the eighteenth 

century. As Mangsen writes, "although standard designs dominate much Baroque 

music, specific formal plans were rarely mentioned except as departures from a norm"; 1 

the only descriptions of formal types given concentrated on the character and mood of 

movements, usually in instrumental dance music, and at most theorists defined only the 

tempo and metre of particular genres. 2 Composers did not usually draw the 

performers' attention to the implicit form of a piece in the notation unless it affected the 

way the music was to be played or sung. However, they did develop notational signs 

to emphasise contemporary formal principles and these, together with the many 

examples where composers made alterations to the structure of their works, 

demonstrate the most important formal developments during the period. 

I Mangsen (1989) 376. 
2 See, for example, Morley in Harman (1952) 292-8; Playford (1654) 16-7; Mace (1676) 117-8, 123, 
126-9; and North in Wilson (1959) 117-8, 123, 184-94, 197-8, 289-90,295 and 342. Simpson's 
section "Of music designed for Instruments" in the Compendium is a slight exception, in that he 
discussed (though only vaguely) a hierarchy of cadences for each strain; see Simpson in Lord (1970) 77-
9, and below. Mace also gave more details about form than most of his contemporaries by specifying 
balanced phrase lengths; see Mace (1676) 127-8 and below. 
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Structural Principles in the Seventeenth Century 

Sections, Repetition and Contrast 

In Renaissance imitation-based music the style promoted a smoothly flowing, 

continuous texture, described by Meyer as "epical evenness";3 the emphasis placed on 

text expression in vocal music of the early seventeenth century led to a more punctuated 

style with "functional, dramatic consistency",4 but largely text-based forms. As 

tonality became more settled composers began to allow it to function structurally, and 

the result was that both vocal and instrumental music became much more clearly 

divided into sections. 

Although he was discussing instrumental dance forms in particular, Mace made it clear 

in Musick's Monument that the idea of the sectional style was to create balance, at least 

at the level of the phrase: 

When I talk of Uniformity in a Lesson, I mean Thus. We are to consider of the Lesson, 

chiefly as to Form, or Shape; which Thing concerns the Composer, principally to be 

careful of; But as for Fugue, or Humour, you may let Them be what they will; yet They 

would be so contriv'd, as to have Neatness, and Spruceness in Them; and to be maintained 

Uniformly, and Evenly. In which Thing we must ever have a Care, first to make our 
---. 

Barrs of every Strain, in Number, Even, (viz 4,6,8, 10, 12, or &c.) and Rarely, or Never 

to make a strain of Odd, (viz. 5,7,9,11, or 13, &c.) Bal.,.s in a Strain, .. . with an Odd 

Barr, you will find it Incompleat, and Dis-satisfactory; that is, It will not thoroughly 

please you, (if you have a True , and uniform Fancy.) '" The 2d. Thing, which makes 

Uniformity more Lovely in a Strain, is, That Those Even Barrs, may bear some kind of 

Correspondency, (as I may say) Affinity, or Likeness in their Form, or Shape, one to 

another; ... But the 3d. Thing, which will make an Absolute, Compleat, and Pofect 

Uniformity in a Lesson, is , when both strains, are so contriv'd, That They agree Equally, 

both for Number of Ba rrs , and for Shape and Form. 5 

Structural coherence could be achieved within the sectional format by repeating one or 

more phrases or strophes. As Szabolsci writes, "repetition is the natural way to 

3 Meyer (1938-9) 46, originally in italics. 
4 Ibid., also in italics . 
5 Mace (1676) 127. Mace did concede that in larger-scale forms even phrase-lengths were less 
important to the structure because "that in the Exceeding Length of Them, there cannot be such a Nice 
Notice, taken of their Cuts, or Shapes; besides, they have many times Humours of Pauses, and 
Flourishes, in a mild way, according to their Nature, that it is not expected from Them , to appear in 
such an Exact, and Punctual Form, as one of These Short Ones" ; ibid ., 128. 
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prolong and preserve the life of a melodic idea",6 and it is also "an aid to tying together 

the successive components"7 of the music. There are many different hierarchical levels 

at which exact or slightly varied repetition of material can occur, the lowest of which, 

recalling the motive, gave rise during the Baroque period to the melodic sequence; it 

also generated ostinato forms in which a bass melody was repeated throughout a piece, 

usually at the same pitch, but often, and increasingly towards the latter part of the 

seventeenth century, with transposition.8 On a larger scale it allowed for fundamental 

binary form (AA or AA'). It is significant that repetition was the only structural 

principle referred to by contemporary writers. Roger North was unequivocal: 

It is certein that the air of musick is improved by repetition, and is always better the 

second time than the first, and so on, till some novelty suppresseth it. For this reason it 

is that wee have so many repeats and retornel!o's, for it must presuppose that the first 

hearing is but preparatory, and that the next iteration is the better for it. And this more 

when either the musick or the manner is new; for at first it is wondered at, and the 

humour of criticising getts the start, but a litle acquaintance reconciles. Therefore to 

secure the caracter of good air, the musik must be of itself exquisite, but in the manner, 

as comon as the high way; otherwise they will say, Wee doe not understand this.9 

With the addition of a contrasting section or sections, binary form was expanded to 

ternary (ABA) and rondo (ABACA etc.) forms . As Berry states, "the practice of 

making a musical sta-tement, following it with a contrasting statement, and then 

restating the original material is, when carried out convincingly, an extremely 

satisfactory solution to the problems of unity and variety in musical form" .10 Ternary 

form was by no means new in the Baroque period, and occurred even in medieval 

forms, such as the virelai and Spanish villancico. 11 However, what was most useful 

about the ternary principle was that it could operate at several different levels 

simultaneously; thus, once tonality could be included in the contrast between sections, 

it was theoretically capable of expanding form almost indefinitely. By the late 

6 Szabolsci (1965) 85. 
7 Berry (1966) 51. 
8 The repetitive nature of ostinato form is mentioned in Berry (1966) 270; Clarke (1949) 418; 
McGuinness (1970); Shaw (1938) 31; Spink (1974) 209; and Tilmouth (1959) 109. 
9 North in Wilson (1959) 69; from an untitIed essay, now preserved as Lbl Add. MS 32537, and dated 
by Wilson c .1710. North wrote a similar passage in the second Musical! Grammarian, c.1728; see 
Wilson (1 959) 177-8 . 
10 Berry (1966) 53 ; see also ibid. 122-3, and Mangsen (1989) 379-84. 
11 Mentioned in Berry (1966) 52. 
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seventeenth century da capo aria forms were producing much larger-scale vocal 

movements than had been possible with ground basses. 12 

Although structural advances did not progress much further than da capo form in the 

seventeenth century, the concept of block-like repetition tempered by contrast pervaded 

most of the musical genres of the period. The most extreme contrasts occurred in the 

Venetian concertato style early in the century, in which variation of texture was 

produced by using two different choirs (cori spezzati), changes of metre, both 

homophony and imitation, and variations in register. Contrasts of tempo in 

instrumental forms produced the so-called French and Italian overtures (slow-fast and 

fast-slow-fast respectively), and multi-movement sonatas using different dance types. 13 

Contrast occurred in seventeenth-century English music at many different levels: the 

whole style, in almost every genre, was designed to create binary opposition between 

sections. As well as contrasts of tempo and metre (discussed in Chapter I), and key 

and mode (discussed in Chapter II), structures were based on contrasts of texture 

(verses and choruses), interplay between decani and cantoris in sacred pieces, vocal 

music alternating with instrumental, and terracing of dynamics. 

Sectional organisation in practice 

The extant music fro m the latter half of the seventeenth century in England 

demonstrates clearly that structural organisation was based almost entirely on contrast 

and repetition of clearly defined units. In addition to developing notational signs which 

emphasised sectional forms, composers often left evidence in their manuscripts to show 

that their music was conceived as a series of structural blocks. 

Where composers made alterations to a piece or movement they frequently either re

wrote entire sections, or they unnecessarily re-copied a whole section in which there 

might be only one or two changes. There are many such examples in Locke's consort 

music in Lbl Add. MS 17801 , in which there are some twenty slips of paper to cover 

the original versions of the many movements he revised. For instance, on f. 141' there 

is paper covering the whole of the Pavan (movement 36) of the consort For several 

friends, although only the first 512 bars have alterations, there being only minor 

decorative changes in the second half of the piece; on f. 24v the whole of the Ayre 

12 The da capo form and other types of extended recapitulation in seventeenth-century music are 
described in Adams (1990); Berry (1966) 52; Glyn (1909) 219-20; Meyer (1938-9) 54-5; Spink (1974) 
209, 221 and 240; and Tilmouth (1959) 109 and 114. 
13 See Sachs (1953) 271 -2. 
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(movement 30) from the Little Consort was re-copied, although only the first half was 

altered; on ff. 29v-30r paper covers the whole of the Courante (movement 8) from the 

Flat Consort, but the only differences between the first and second versions are the 

removal of one bar from the first section and the replacement of one four-bar passage in 

the second section with a new three-bar phrase; and the whole of the Courante 

(movement 14) on f. 32v in the same consort was re-copied merely because Locke 

wanted to avoid the awkward change from an F4 clef to C3 and back to F4 all in bar 3 

in the bass viol part. The same tendency to re-copy sections can be seen in the work of 

other composers such as Aldrich, who attached paper over the section "and was 

crucified" in the Creed from his Service in A (Och MS Mus. 19, pp. 27-8), despite the 

fact that he had only removed a single beat from the second bar of the section. 

Many of the alterations made in the autograph manuscripts show composers removing 

or replacing complete sections of music, rather than individual progressions or phrases. 

Although this would undoubtedly have been the most logical way to make major 

changes in a piece, it does at least show the ease with which the music was divisible 

into self-contained sections. In Lbl Add. MS 31437 Locke wrote the annotation "false 

scord" 14 on f. 12r of From the depths, using the marking 'x' to indicate that the whole 

of the section "and for thy laws I have expected" was to be deleted; similarly in In the 

beginning he wrote "flase [sic] skord to the marke on the former leafe :+:", showing 

that the whole of the section "they shall perish" should be omitted. Goodson re-copied 

the tenor verse "Quis-explicabit" in Quis efficaci carmine (Och MS Mus. 618) without 

making many alterations to the music, but adapting it so that he could add a completely 

new 18-bar section in four parts, using the text of the opening of the piece. Of the four 

autograph copies of Hawkins' Service in C, three (Ely MSS 7, 17 and 19) contain 

fundamentally the same setting of the Te Deum, but in Ely MS 9 the section "The 

glorious company of the apostles" is set to completely different, much more florid 

music than the same verse in the other manuscripts (Example 1). Hawkins also 

removed a complete section of 0 sing unto the Lord (Ely MS 7, pp. 325-7). Aldrich's 

o God thou art my God has a verse for tenor and treble set to the text "Have I not 

remembered" in Och MS Mus. 15, but this verse is completely absent from the other 

autograph version of the anthem in Och MS Mus. 19. 

Where sections overlapped and were not fully separated from one another composers 

tended to notate the music in such a way that the sections would appear to be distinct, 

meaning that written instructions were needed to show the players how to connect 

them. The most common rubric was "upon ye close note", signalling that the new 

14 · 1 d I.e., wrong y score . 

\ ' 
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Example la 

James Hawkins - "The glorious company" in Te Deum from Service in C 

Version in Ely MS 7, pp. 401-2 
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Example Ib 

lames Hawkins - "The glorious company" in Te Deum from Service in C 

Version in Ely MS 9, pp. 5-6 



section should begin on the note of resolution of the cadence ending the previous 

section rather than, as had been notated, after that resolution. The marking is found 

several times at the beginning of ritornelli in Blow's anthem When the Lord turned 

again (Och 628); it occurs in Hawkins' anthem Thy righteousness 0 God in Ely MS 7; 

and it is also written at the start of the five-part verse "he that hath not given" in Lord 

who shall dwell in the same manuscript, though interestingly the marking is not given 

in the other autograph copy of the anthem (in Ely MS 19), which would presumably 

result in a performer waiting until after the resolution to begin the next section. This 

practice may have led to a mistake made by Hawkins in Ely MS 7: at the end of the 

second system of p. 122 in Behold how good and joyful a cadence is prepared at the 

conclusion of the three-part verse, but at the beginning of the third system of the page 

the music moves forward to the beginning of the next section, an alto solo, leaving the 

cadence unresolved. It is possible that Hawkins felt that it was not necessary to 

complete the cadence (which would have meant starting a new system of four staves), 

partly because the phrase was a repeat of an earlier passage and partly because the 

resolution would have been considered obvious. 15 There are other examples of 

unresolved cadences where sections overlap, such as in Aldrich's anthem Who's this 

that comes (Och MS Mus. 15), where between the verse and the chorus he wrote 

against the upper part "here want ye 2 close notes", and against the bass "here want 2 

notes in B mi wth a ..L rest'i6 (Example 2); the resolution notes in the tenor part are 

written, but in the alto and bass Aldrich merely sketched the pitches required to 

complete the cadence. " 

15 The third option, of course, is that Hawkins simply made an error. The fact that the mistake was 
not rectified later strongly suggests that Ely MS 7 was not used in performance; for a discussion of the 
possible purpose for which the volume was copied, see Appendix A below, and also Dickson (1861) . 
16 i.e., a minim rest. 
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Example 2 

Henry Aldrich - Unresolved cadence l'n W:ho IS 

Och MS Mus, 15, f, 35r 
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The Notation of Structure 

Although, as has already been mentioned, there were very few notational signs capable 

of communicating structure in the seventeenth century, theorists did describe two 

symbols that had structural significance: the double bar line, and the corona. 17 

The Corona 

At least four entirely different uses for the corona were identified in contemporary 

theory: it could signify the end of a canonic entry; 18 it could be an ornament, though 

interpretations of the sign differed; 19 it functioned as the modern fermata, normally 

referred to as a "Hold";20 and it was also a structural marking to indicate the end of a 

piece. 21 The first two interpretations of the sign would have been clear from the 

context in which they were placed and, in any case, seem to have been limited mainly to 

pedagogical works; the latter two, however, could easily have occurred simultaneously, 

and it might not therefore have been easy for performers to decide what the sign was 

intended to mean. 

This problem is perhaps solved if we ask ourselves why it should have been thought 

necessary to demarcate the structure at the end of a piece at all. Coronas at section 

endings would have been completely superfluous unless they altered the way 

performers played or sung the music, and we might therefore logically assume that the 

structural corona carried with it its common function as a fermata, making it 

unnecessary to distinguish between the last two theoretical definitions listed above. 

However, both Playford and Simpson seem to have taken care to separate the two 

interpretations: in the first edition of his Introduction, Playford wrote that the corona 

was "A Hold t:\ Or a Close, put at the end of a Song or lesson".22 In the third 

edition he re-wrote this description, but the distinction was retained: "A Hold is thus 

t:\ made, and is placed over the Note which the Author intends should be held to a 

17 The term 'corona', used in Hogwood (1987), refers to what, in modern notation, we would term the 
fermata or pause. Both modern names are inappropriate here since, as will be shown, the corona had 
several functions during the seventeenth century, not all of which implied lengthening the value of the 
note above which it was placed. 
18 See Morley in Harman (1952) 285-6 and 186; Bevin (1631) 51; and the examples on pp. 81, 82, 
84,88,90 and 91 of Simpson in Lord (1970), plus Lord's comments on p. \3, footnote 21. 
19 In Hudgebut (1679) [5] it was described as a "beat"; in Salter (1683) 6 it symbolised notes "that are 
to be shook on" . 
20 See Ravenscroft (1614) 21; Playford (1654) 21; Playford (1660) 36; Simpson in Lord (1970) 13; 
Mace (1676) 102; and New and Easie (1686) 54. 
21 See Butler (1636) 38; Playford (1654) 2\; Playford (\660) 36; Simpson in Lord (1970) 13; Mace 
(1676) 209; and Newton (1677) 101 -2. 
22 Play ford (1654) 21 . 
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longer measure than the Note contains. And over the last note of a Lesson" .23 

Simpson was equally decisive: "This mark or Arch t':\ is commonly set at the End of a 

song or Lesson, to signifie the Close or Conclusion. It is also set sometimes over 

certain particular notes in the middle of songs when, for humour, we are to insist or 

stay a little upon the said notes and thereupon it is called a Stay or Hold" (my emphases 

in bold).24 As Hogwood writes, Simpson "does not suggest that the final chord is to 

be prolonged when so marked" .25 

The way composers used the sign in practice does little to clarify whether or not a 

distinction was made. There are significant inconsistencies where coronas were used at 

section endings: in some manuscripts they occur only on the final note of the music, 

particularly in the autographs of Simpson, Reggio, Humfrey, Blow, Tudway, Henry 

Purcell and Richardson; in others, coronas were consistently placed at all the main 

section endings in a piece;26 however, in the vast majority of cases the sign was not 

used consistently to delineate every section ending within a movement, and the 

markings rarely correspond where there is more than one autograph score of a piece. 

Coronas normally occur as section markings only in conjunction with double bar lines, 

but there are isolated instances where no double bar lines are present which does at least 

suggest that they had an independent structural function: in Aldrich's song I an1- come 

into my garden (Och MS Mus. 18) structural breaks are shown by four coronas and 

two double bar lines, but coronas and double bar lines are never used together and there 

is no stylistic evidence10 suggest a distinction between the two types of markings; in 

Salvator mundi in the same manuscript the ending is marked with a double bar line 

alone, one section has both a corona and a double bar line and two have coronas alone, 

again for no apparent stylistic reason; and in Fantasia 9 and Sonata 2 in Lbl Add. MS 

30930 Henry Purcell drew coronas without double bar lines at two structural 

boundaries.27 It is impossible to be certain from the notation of these pieces whether or 

not composers did always associate a corona with a pause on a note when it was used 

at section endings but, given the inconsistency with which the sign was applied, it 

seems most likely that no fermata was intended. 

23 Play ford (1660) 36. 
24 Simpson in Lord (1970) 13. 
25 Hogwood (1987) x, footnote 1. 
26 For example, in Locke's psalm settings in Lbl Add. MS 31437 in addition to coronas at the ends, 
there is a set before the final Alleluias in Behold how good alldjoyful, and another set with double bar 
lines before the doxology in Praise the Lord all ye gentiles; William King's continuo part to Praise the 
Lord 0 my Soul (Ob MS Mus.c.48) has coronas at the ends of the two Alleluias. 
27 Tilmouth adds an editorial "Slow" marking for the strophe after the coronas in Fantasia 9; see 
Tilmouth (1990) 23. 
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It is usually possible to identify places where coronas functioned as fermatas but had no 

structural purpose: where more than one corona was used within a short space, for 

instance, we can be fairly certain that pauses were intended. In the Chamberlain's entry 

on f. 20v of Locke's score of Cupid and Death each of the three successive settings of 

"Oh yes" has a corona; in the Courante on f. 121' of Lbl Add. 17801 Locke marked 

coronas on several consecutive notes, possibly to indicate that the tempo should be 

slow; coronas may also be associated with general slowing of tempo in Locke's A 

Hymn 0 God becometh thee (Lbl Add. MS 31437), where there are two coronas 

during a passage of complex chromatic hatmony where the harmonic rhythm increases. 

In I was glad in Lbl RM. MS 20.h.8 Henry Purcell wrote coronas on the word "walls" 

in the phrase "Peace be within thy walls"; the phrase appears to be too short to be 

articulated as a series of individual sections, and it therefore seems probable that Purcell 

intended the coronas as pauses, particularly since the same markings also occur in the 

earlier autograph copy of the anthem in Bu MS 5001 (Example 3) and he clearly took 

care to transfer the coronas into the neater copy. 

Yet there are many non-structural coronas written in places which, stylistically at least, 

do not seem appropriate for pauses. In Hingeston's organ score of instrumental 

consort music, Ob MSS Mus.Sch.D.211, he placed a corona two bars from the end of 

the Almand (movement 49) on p. 104;28 this could be a fermata but, given that it occurs 

so near the end of the piece, and that it was a stylistic feature of instrumental 
-, 

movements at the time to include slow closing passages, the marking could also be 

structural, showing an otherwise unmarked change in pace for the last few bars of the 

movement. In Aldrich's motet 0 bone Jesu in Och MS Mus. 18 there is a corona two 

bars after the marking "Adagio" during the Hallelujahs which again may be a pause, but 

equally could have been intended to separate the slow section from an unwritten a 

tempo after the cadence, implied by the corona. In the parts to Locke's Broken Consort 

(Och MS Mus. 772-6) there are coronas over the first two downbeats of the Courante 

(movement 46) in the bass viol part. As was described in Chapter I, these parts have 

no bar lines, and it is likely that the coronas relate to directions in the other parts which 

inform the players that the upper parts begin the movement with an anacrusis, but that 

the bass viol does not enter until the first downbeat. 

28 This movement was not copied into the other autograph organ score, Ob MS Mus.Sch.E.382, so it 
is not possible to compare the markings. 
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Example 3 

Henry Purcell - Coronas at "Peace be within thy walls" in I was glad 

Version in Bu MS 5001, pp. 299 and 301 





,... 

The Double Bar Line 

According to seventeenth-century theorists, the function of the double bar line was 

much less complicated than that of the corona, and it was always associated with 

structural elements of the music. Butler and Newton wrote that a double bar line with a 

corona marked a close at the end of a piece.29 Playford, Mace, and the authors of 

Synopsis of Vocal Musick and the introduction to Hely's viol tutor were slightly more 

flexible, explaining that "the Double Barrs are set to divide the several Strains or 

Stanzas of the Songs and Lessons".30 In practice, double bar lines tended to be applied 

as inconsistently as coronas were during the period, and markings rarely correspond 

between different autograph copies of the same pieces. To some extent the genre and 

style of a piece did determine where they could be used: obviously, in pieces where 

one or more sections overlapped with one another it was not possible to use double bar 

lines; in some relatively short pieces there are no major contrasts of texture or voice 

groupings, and again double bar lines would have been superfluous so composers 

tended simply to write a corona and decorated double bar line at the end. However, in 

other pieces the presence or absence of a double bar line at a section boundary seems 

almost arbitrary. 

Composers used several alternative symbols to the double bar line. Some of Aldrich's 

service settings contain very few metrical bar lines and they appear to function as 

structural markings: in the Te Deum from the Service in G (Och MSS Mus. 15 and 

19), for instance, bar lines are - with three exceptions - only given in conjunction with 

instructions to change from Decani to Cantoris or vice versa; similar patterns can be 

seen in the Jubilate, Creed, the second Magnificat setting and the Nunc Dimittis. There 

is also evidence that time signatures could delineate structure: Cooke, Blow, Reggio , 

Daniel Purcell and Tudway occasionally re-stated a time signature at the beginning of a 

new section where no contrast of metre occurred. In Tudway's Te Deum (Lbl Add. 

MS 36268) the first and last of three consecutive (j; markings occur with the tempo 

"Largo", so it is implied that each new marking signifies a change of pace; but in the 

majority of cases there is no suggestion that a new tempo might be intended. In 

Cooke's Good morrow to the year (Bu MS 5001) the signature 3i is marked at the 

beginning of five consecutive sections, though each of these is also demarcated with a 

double bar line (Example 4). Reggio re-stated the C time signature between the end of 

the first duet and the soprano solo in 0 misera Dorinda (Lbl Harley MS 1501). 

Identical time signatures appear consecutively in Daniel Purcell's anthems It is a good 

thing, 0 Lord thou hast searched me out, 0 Lord rebuke me, I will sing unto the Lord 

29 Butler (1636) 38; Newton (1677) 101-2. Newton's definition is a quotation from Butler. 
30 Playford (1660) 35. See also Playford (1654) 21; Mace (1676) 209; Synopsis (1680) 21 ; and Hely 
([ 1699]) ii. In New and Easie (1686) 54 both definitions were given as alternatives. 
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Example 4 

Henry Cooke - R . epeated tIme signatures in G d B MS 00 morrow to the year 
u 5001 ff. 6r-l0v 
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Example 4 

Henry Cooke - Repeated time signatures in Good morrow to the year 

Bu MS 5001 ff. 6r-l0v 
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Example 4 

Henry Cooke - Repeated time signatures in Good morrow to the year 

Bu MS 5001 ff. 6r-10v 



Example 4 

Henry Cooke - Repeated time signatures in Good morrow to the year 

Bu MS 5001 ff. 6r-l0v 
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and Have mercy upon me in Lbl Add. MS 31461, in each case without additional 

section markings. 

In the music of Locke, Tudway, Blow, Henry Purcell and Daniel Purcell there is a 

slightly altered version of the bar line, differentiated from metrical bar lines and 

obviously intended as a structural marking. In some pieces one separate line would be 

drawn for each individual part, whereas the normal bar lines formed a single line 

through the whole system; in others, the single bar would additionally be thickened, 

with two or three strokes of the pen. Locke, Blow and Henry Purcell also sometimes 

replaced the double bar line with a diagonal stroke (I) in one or more parts. 

Generally, a combination of double bar lines and one or both types of single line were 

used within a single piece with no clear patterns to suggest that the choice of symbol 

was deliberate. There are, however, some examples where consistent differentiation 

between each type of structural bar line does seem to occur, suggesting that the 

composer intended specific interpretations of the music according to the type of line 

used. In Daniel Purcell's ode Welcome glorious day (Lcm MS 989), for instance, all 

the section markings given are single bar lines drawn through each part separately with 

the exception of two double bar lines, given at the end of the piece and between the 

symphony and first vocal section; since repeat dots were by no means always used 

during the period (see below), it is possible that Pm'cell intended the double bar line in 

the symphony to indicate a repeat. In Henry Pm'cell's anthem The Lord is my light in 

Bu MS 5001 structural boundaries are marked with single lines throughout the vocal 

music and between two of the four sections in the symphony, but the remaining section 

markings are double bar lines, and again may symbolise repeats. In Locke's organ 

score to the anthem How doth the City (Och MS Mus. 1219) an oblique stroke was 

placed at the end of every verse section and a double bar line at the end of every chorus 

section, though it is not clear from the music itself whether the signs should be 

interpreted differently. The only possible alternative function of the oblique stroke is 

suggested in Blow's autograph anthems in Och MS Mus. 628: in I said in the cutting 

off of my days, The Kings of Tharsis, When the Lord turned again, and 0 give thanks 

unto the Lord; they are placed just before ritornello sections, and with only two 

exceptions, in the continuo part only;3J it is therefore possible that Blow was drawing 

the organ player's attention to the change of texture between vocal and instrumental 

sections, presumably so that he could alter the organ registration or the style of his 

realisation. 

3J In When the Lord turned again one of the markings is in the top part, and in 0 give thanks IInto the 
Lord one is in both the top part and the continuo. 
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Repeat markings 

Several notational symbols to indicate strophic repetition existed in seventeenth-century 

England but there was considerable confusion among both theorists and composers 

about how and where to use the signs. The dotted double bar line (:11:) was 

distinguished by the author of Synopsis of Vocal Musick from the signum congruentiae 

( ·S·): "The repeating signs are the Repeats, which signifie that a part of a Song must be 

sung over again. And are either of a General part of a Song thus signed :11: Or of a 

particular part of it over against a note thus marked ·S· ";32 it is by no means clear 

exactly what the writer meant by "general" and "particular" but he may have intended 

the signum congruentiae to be used for the small repeats of phrase endings (petites 

reprises) that were characteristic of the style and the dotted double bar line for larger 

repeats of entire sections. The author of A New and Easie Method to Sing by Book 

was slightly more specific about the signs' function: the signUln congruentiae "shews, 

that from thence you must repeat the following over again", while the dotted double bar 

line "signifies, that the foregoing Strain must be repeated" ;33 the implication here is 

that the ·S· sign should be placed at the beginning of a repeated section (though we are 

not informed how much of the following music would be played again) and that :11: 

should be written at the point from which the repeat of a phrase would begin. 

Unfortunately, this writer's views apparently differed from those of other theorists. 

Playford agreed that the signum congruentiae was an instruction "To repeat over such a 

part of a Song or Lesson againe", but claimed that the sign :11: simply "divides the 

strains of a Song or Lesson",34 thus being equivalent to the undotted double bar line; 

the author of Hely's instructions also wrote that -S- was "Call'd a Repeat", but he did 

not refer to dotted double bar lines, and in fact told the reader that "when you meet wth 

double Bars [i.e. those without dots] these shew that you are at ye end of the part or 

Strain, which is to be play'd twice & then to proceed".35 

The theoretical evidence presents us with two problems: first, according to different 

writers both dotted and undotted bar lines could indicate the end of a phrase with no 

implied repetition, but they could both also signify the repeat of a section; second, even 

in the fairly detailed instructions in A New and Easie Method to Sing by Book there 

was no suggestion that either the dotted double bar line or the signUln congruentiae 

32 Synopsis (1680) 21-2. He later added that the signum congruentiae also "signifieth that a part of 
the Text must be sung over again" ; ibid, 43. 
33 New and Easie (1686) 52-4. 
34 Play ford (1654) 21. 
35 Hely ([1699]) iii and ii . Newton simply referred to the signum congruentiae as "a Repeat .. . of 
words or music or both"; Newton (1677) 101. Ravenscroft gave several signs for repeats, :11 :, ij, :)( : 
and ·S· , but did not explain how they should be applied; Ravenscroft (1614) 21. 
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would inform the player of exactly which passages of music to repeat - all we can infer 

is that the presence of either symbol signified that there should be some sort of sectional 

repetition. It is also worth noting that, although the modern interpretation of the sign :11: 

is that the music on both sides of the double bar line should be repeated, none of the 

seventeenth-century theorists who discussed the sign mentioned that it might function 

in that way. In a musical style in which structure relied heavily on sectional repetition 

one might expect inconsistent notation, but as a result it is extremely difficult for 

modern performers to be confident that they can interpret the music of the period 

accurately.36 

The evidence of the autograph scores is by no means unequivocal. In some cases it is 

clear from either ·S· or :11: signs, or both used together, which portions of the music 

should be repeated. The signum congruentiae, for instance, frequently indicated petites 

reprises of the last few bars of a section, and here composers tended simply to draw the 

symbol at the point from which the repeat was to begin because the end of the section 

(usually marked with a double bar line) would indicate the end of the repeat. The many 

examples include: the last bars of Cupid once when weary and Sing forth sweet 

cherubin, copied by Locke in Lbl Add. MS 14399; the end of the section "All Kings 

shall fall down" in The Kings of Tharsis by Blow (Och MS Mus. 628; Example 5); the 

last three bars of the verse "And to give thanks" and the last two bars of the tenor solo 

"For there is a seat" in the copy of Henry Purcell's I was glad in Bu MS 5001; and 

several phrase endings in Hawkins' anthems Behold now praise the Lord (Ely MS 2), 

and Sing 0 daughter of Sion (Ely MS 7). The symbol X 01,' oX- was sometimes used as 

an alternative to ·S·, for example in Aldrich's anthem Whose this that comes from EdOl1'l 

(Och MS Mus. 19), and Locke's copy of Bone Jesu in Lbl Add. MS 14399. 

Sometimes composers would also use signa congruentiae to indicate larger repeated 

sections by writing ·S· symbols both at the beginning and the end of the repeat. There 

are many examples in Henry Purcell's large volume of sacred music and odes, RM. 

20.h.8, such as in The Summer's absence unconcerned we bear, From hardy climes, 

Fly bold rebellion and Sound the Trumpet. Similarly Hawkins indicated the repeat of 

the first verse in the copy of 0 praise the Lord all ye heathen in Ely MS 2, and the last 

section in the copy of the same anthem in Ely MS 7 using pairs of ·S· signs. 

It was quite common for signa congruentiae and dotted double bar lines to be used 

simultaneously to indicate a repeat; in some cases one or both signs appear to be 

superfluous, and the composers' apparent concern that the repeat would be unclear to 

the reader of the manuscript exemplifies the extent to which the system for notating 

36 Similar comments are made in Donington (1963) 311-3. 
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is that the presence of either symbol signified that there should be some sort of sectional 

repetition. It is also worth noting that, although the modern interpretation of the sign :11: 

is that the music on both sides of the double bar line should be repeated, none of the 

seventeenth-century theorists who discussed the sign mentioned that it might function 

in that way. In a musical style in which structure relied heavily on sectional repetition 

one might expect inconsistent notation, but as a result it is extremely difficult for 

modern performers to be confident that they can interpret the music of the period 

accuratel y. 36 

The evidence of the autograph scores is by no means unequivocal. In some cases it is 

clear from either ·S· or :11: signs, or both used together, which portions of the music 

should be repeated. The signum congruentiae, for instance, frequently indicated petites 

reprises of the last few bars of a section, and here composers tended simply to draw the 

symbol at the point from which the repeat was to begin because the end of the section 

(usually marked with a double bar line) would indicate the end of the repeat. The many 

examples include: the last bars of Cupid once when weary and Sing forth sweet 

cherubin, copied by Locke in Lbl Add. MS 14399; the end of the section "All Kings 

shall fall down" in The Kings of Tharsis by Blow (Och MS Mus. 628; Example 5); the 

last three bars of the verse "And to give thanks" and the last two bars of the tenor solo 

"For there is a seat" in the copy of Henry Purcell's I was glad in Bu MS 5001; and 

several phrase ending-s in Hawkins' anthems Behold now praise the Lord (Ely MS 2), 

and Sing 0 daughter of Sion (Ely MS 7). The symbol X o~' oX- was sometimes used as 

an alternative to -S-, for example in Aldrich's anthem Whose this that comes from Edom 

(Och MS Mus. 19), and Locke's copy of Bone Jesu in Lbl Add. MS 14399. 

Sometimes composers would also use signa congruentiae to indicate larger repeated 

sections by writing ·S· symbols both at the beginning and the end of the repeat. There 

are many examples in Henry Purcell's large volume of sacred music and odes, R.M. 

20.h.8, such as in The Summer's absence unconcerned we bear, From hardy climes, 

Fly bold rebellion and Sound the Trumpet. Similarly Hawkins indicated the repeat of 

the first verse in the copy of 0 praise the Lord all ye heathen in Ely MS 2, and the last 

section in the copy of the same anthem in Ely MS 7 using pairs of -S- signs. 

It was quite common for signa congruentiae and dotted double bar lines to be used 

simultaneously to indicate a repeat; in some cases one or both signs appear to be 

superfluous, and the composers' apparent concern that the repeat would be unclear to 

the reader of the manuscript exemplifies the extent to which the system for notating 

36 Similar comments are made in Donington (1963) 311-3. 
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Example 5 

John Blow - Petite reprise at "All nations shall do him service" in The 

Kings of Tharsis 

Och MS Mus. 628, p. 35 
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sectional repetition was inadequate. Blow wrote out an incipit to lead back to the 

beginning of the chorus "sacred rest presumes" in Rise great monarch (Bu MS 5001) 

but also gave a signum congruentiae at the point to which the music repeats. Hingeston 

used ·S· signs to indicate repeats in both the Amande [sic] and Ayre on pp. 77-8 of Ob 

MS Mus.Sch.D.21l, despite the fact that both already have dotted double bar lines 

dividing off the sections (Example 6). 

Where dotted double bar lines occur independently of signa congruentiae it is 

sometimes fairly easy to determine which section of music should be repeated. In his 

consort music (Lbl Add. MS 17801, Lcm MS 939 and Och MSS 772-6) Locke was 

consistent in drawing dotted double bar lines at phrase endings in all movements except 

the fantasias, and it is therefore likely that he intended each segment to be repeated; the 

fantasias rarely include section markings since their texture is normally imitative rather 

than paragraphic, but where they are divided into sections dotted double bar lines are 

used, with undotted double bar lines at the end of each piece. This suggests that only 

the earlier parts of the music should be repeated. Where Sarabands and Jiggs contain 

coda sections the final double bar line is never dotted, meaning that the concluding 

sections should be played only once; it is significant that in Lcm MS 939 one such 

section does not contain Locke's habitual marking "conclude thus", so the lack of 

dotted double bar lines is the only notational indication to the player that the piece ends 

with a coda. 

However, there are many pieces in which, although repeat marks are given, it is far 

from clear exactly which sections of music should be played again. In Hingeston's 

consort music in Ob Mus.Sch.D.211 and E.382, for example, most Ayres contain three 

sections, the first of which ends with the sign :11:, and the second and third with 

undotted double bar lines. The final section, incorporating a change of time signature, 

appears to be a coda, as in Locke's music, and this presumably should not be repeated. 

However, it seems likely that the second section of the dance is repeated, and it may 

simply be due to the fact that in this period the symbol :11: did not determine on which 

side of the double bar line music was to be repeated that Hingeston was forced not to 

write a dotted double bar line between the second and third sections. Similar problems 

of interpretation frequently occur in other movements in which the dotted double bar 

line was written between two sections: most symphonies have a dotted double bar line 

at the end of the first section of music or at a change of time signature and, although it 

is likely that both sections should be repeated, this is not clear from the notation. In 

Cooke's COIne let us pray in the same manuscript the second prelude has four sections, 

with a double bar line dividing the first and second, a single bar line the second and 

third, a dotted double bar line the third and fourth, and another double bar line at the 
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end; the sign :11: could in this case refer either to a repeat of the third section, or to a 

repeat of the fourth, or both. 

For the most part it is necessary to extrapolate from insufficient notation even in order 

to guess where or if repeats should occur at all. Both Courteville and Reggio used 

dotted double bar lines for the majority of their section markings in their autograph 

songs in Lbl Add. MS 31439 and Harley MS 1501 respectively. In Reggio's Ten 

pentirai credilo, for example, there is a dotted double bar line for each change of time 

signature, and in the lengthy piece To ye great power Courteville wrote four sets of 

dotted double bar lines, all but the last of which coincides with a change of time 

signature. Although Courteville did give first- and second-time bars just before the :11: 

marking at the end of I cannot change, the prevalence of dotted double bar lines leads 

one to suspect that he, together with Reggio, might occasionally have been using the 

symbol as Playford had suggested, simply as an alternative symbol to an ordinary 

double bar line. 

Conversely, there is considerable evidence that a double bar line could function as a 

repeat indication even where it was not dotted. There is no doubt that this is the case in 

pieces where an undotted double bar line is accompanied by first- and second-time 

bars. In Henry Purcell's partial autograph score of Hail bright Cecilia (Ob MS 

Mus.c.26), for example, the repeat of the final section of "Thou tun'st this world" is 

made clear only by the presence of a double bar line followed by "2d" and a further bar 

of music; "In vain the amorous flute" also has" 1st" and "2d" written on either side of a 

double bar line. There are several further examples in Lbl RM. MS 20.h.8 in In thee 

o Lord and Unto thee will I cry. Similarly in Blow's Rise great monarch (Bu MS 

5001) the double bar halfway through the three-part verse "Or jealousies" has a first

time bar, so a repeat must be intended. There are also some undotted double bar lines 

used in conjunction with signa congruentiae , where again it is clear that the music 

should be repeated. Examples include 0 give thanks, copied by Aldrich in Ely MS 17, 

where there is a double bar line with a ·S· just before the Alleluias, presumably 

indicating the start of a repeated section, and the ritornello following the chorus "draw 

near and sing" in Blow's ode Great Sir the Joy in Bu MS 5001, which has a double bar 

line and signum congruentiae at the start, and a further double bar line at the end. 

If double bar lines without dots could signify repeats when first- and second-time bars 

were required or when signa congruentiae were also used, one has to explore the 

possibility that in at least some cases they might indicate repeats without the presence of 

other signs of repetition. Double bar lines are marked most consistently in instrumental 

dance movements where the structure is simple: in Hingeston's organ scores Ob MSS 

\Iri' 
i 
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Mus.Sch.D.211 and Mus.Sch.E.382, for instance, there are normally three sections in 

Almands and two in Ayres, with double bar lines dividing each of them; similar 

patterns can be seen in Locke's consort music in Lbl Add. MS 17801 and Lcm MS 

939, and in Simpson's parts in Och MS Mus. 1183 where each division or new 

statement of the ground is separated by double bar lines. It would be entirely 

appropriate to the style of these instrumental pieces to repeat each section, and the 

composers may have felt that double bar lines were sufficient to convey such repeats to 

the performer. 

It is significant that in choral pieces undotted double bar lines tend to occur most 

frequently in instrumental ritornelli and symphonies. For instance, in Locke's psalm 

Domini est terra (Lbl Add. MS 31437), with the exception of the end of the opening 

vocal section, all the double bar lines occur at the end of ritornelli and the symphony 

and each of the ritornelli is marked; similarly in 0 be joyful (Och MS Mus. 1188-9) 

three of the four sets of double bar lines occur in instrumental sections, and only one of 

the three ritornelli does not have a section marking. In Goodson's ode Sacra musarwn 

(Och MS Mus. 618) the opening dance movements are all divided into sections, each of 

the ritornelli concludes with a double bar line, and there is also a marking just before 

one of the ritornelli; similar patterns occur in lam resurgit divus, Quis efficaci and 0 

cura divum te in the same manuscript. In the first copy of Blow's anthem The Lord is 

King (Bu MS 5001) double bar lines occur in the symphony, at the end of the second 

ritornello, and in the second symphony, although none of the remaining four ritornelli 

are marked; the only difference in markings in the second setting of the anthem, also in 

Bu MS 5001, is an additional double bar line just before the second ritornello. In 

Turner's anthem in Bu MS 5001, God standeth in the congregation, there are double 

bar lines in the symphony, just before and at the end of the first ritornello, and just 

before the fourth ritornello. Since the notation consistently differentiates instrumental 

and vocal sections in these examples, and repetition is stylistically more appropriate to 

the instrumental sections than the vocal, again it is probable that one should interpret the 

double bar lines as repeat markings. 

Matters are complicated by the simultaneous presence of dotted and undotted double bar 

lines in different parts: at the end of the first vocal section of Domini est terra in Lbl 

Add. MS 31437 Locke wrote :11: in the bass, but double bar lines in all the other parts; 

similarly in the Ayre (movement 76) on p. 153 of Ob Mus.Sch.D.211 Hingeston 

notated the mid-point section marking in the left hand as a double bar line, but in the 

right hand he wrote a dotted double bar line (Example 7). Since both signs could 

symbolise repeats or merely section markings, it is extremely difficult to know how to 

interpret this music. Given that repetition of all sections in consort music appears to 
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Example 7 

John Hingeston Dotted and non-dotted double bar lines in Ayre 

Ob MS Mus.Sch.D.211, p. 153 
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have been common, it seems probable that the dotted double bar line should take 

precedence in Hingeston's Ayre, while the fact that the majority of the section markings 

in the Locke psalm are double bar lines might suggest that this is not intended to be a 

repeat. 

There are also numerous examples of pieces surviving in more than one autograph 

version in which repeats indicated in one source are not notated in the other. For 

instance, in Aldrich's anthem Give the King thy judgements there is a signum 

congruentiae to show the beginning of a petite reprise in the section "In his time" with a 

double bar line to mark the conclusion of the repeat in Och MS Mus. 15, but in the 

version in Och MS Mus. 19 neither the ·S· sign nor the double bar line is present. 

Cooke copied two versions of the opening symphony to Come shepherds; in the first 

the section marking at the end of the first strophe is a double bar line, but in the second 

it is a dotted double bar line (see Example 5 in Chapter 1).37 It is possible that Cooke 

only decided that the first part of the movement should be played twice after having 

copied the first version, but equally he might simply have used two different methods 

of notating the repeat. In Hawkins' anthem Praise the Lord ye servants the final 

Hallelujah has a repeat marking in Ely MS 17, but no repeat is indicated in Ely MS 7; in 

In thee 0 Lord he included the rubric "Cho: twice" at the end in Ely MS 9, but again did 

not notate a repeat in Ely MS 7; and in Lord thou art become gracious there are two 

examples of repeats which were written out in the score in Ely MS 7 (rather than shown 

in the notation), but which were not included at all in the version of the anthem in Ely 

MS 17. It is possible that these are isolated examples of recomposition which 

coincidentally involved the removal of phrase repetition but, given the somewhat 

haphazard notation of repeats in English Restoration manuscripts as a whole, it is 

tempting to think that they instead demonstrate a flexible attitude towards the principle 

of reiterating musical material in the period.38 

Where composers clearly considered repeats to be important to the structure of the 

music and the notation was insufficient to communicate them, they tended to write 

detailed verbal instructions to performers in the manuscripts. In Locke's score of the 

anthem 0 be joyful (Och MS Mus. 1188-9) the opening symphony concludes with a 

dotted double bar line and clearly should be repeated. At the end of the first verse 

37 The copy referred to here as the second version (II) is in fact now bound into the manuscript first, 
but it was clearly copied after the version on the unfoliated sheet (I): I contains many alterations and 
corrections; and II not only consistently transmits the revised versions, but is also much neater in 
appearance than 1. 
38 Judd suggests similarly with respect to the inconsistent notation of repeats in canzoni alla jrallcese 
in Italian keyboard sources of the sixteenth and seventeenth centuries: "perhaps we should not dismiss 
the variants too quickly in our quest for one 'correct' version, but rather acknowledge the flexible nature 
of canzonas in the 17th century"; Judd (1989) 213. 

119 



section, in G: time, Locke wrote out a single bar in t 3 , which serves as the first half of 

the bar for which the end is provided by the anacrusis of the symphony. At this point 

Locke instructed the player: "Here, play the sinphony again once, & begin the 

following vers on the Close-note there of" (Example 8). It is clear that the symphony 

was to be played through again without repeats. The first instrumental piece is untitled 

in Aldrich's copy of the ode lam satis somno but the second, on f. 7v, is labelled 

"Ritornella" and it was obviously intended genuinely to return: at the end of the first 

movement of "Songs" he wrote "immediately upon the Close play the Ritornella and go 

on wth the Recitative following"; then after the next full section ("Stat bonis vita") he 

wrote "Ritornell as before", though this section was later crossed through in red ink. 

At the end of the ode Dum pulsa timpana in Och MS Mus. 685 Blow wrote: "End with 

the last Cho. again of the 1st Song "Eia ergo laetos Choros""; this in fact is the final 

chorus of Gesta Britannica, now preserved as Och MS Mus. 686, so Blow's rubric 

informs us that the two pieces were supposed to be performed as a pair. Henry Purcell 

gave one of the most complex instructions at the end of What shall be done on behalf of 

the man in Lbl R.M. MS 20.h.8, where he wrote: "Cho. again as before leaving out ye 

Interlude of ye Instrumental part between & sing it thro, each strain twice". It would 

obviously have been very difficult to attempt to not ate this large-scale, non-exact 

repetition in the music, particularly since the lack of sectional markings in the chorus 

suggests that the strophes were not repeated when it was sung for the first time. 
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Example 8 

Matthew Locke - Repeat instructions in 0 be joyful 

Och MS Mus. 1188-9, ff. 1r-1v 
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Large-Scale Coherence 

The Structure of Movements 

The innate problem in trying to create structural integrity through repetition and contrast 

of strophic units was that it was difficult to prevent the series of repeated blocks from 

seeming disparate and unconnected: in many seventeenth-century pieces the structure 

of the music was insufficient to alert the listener to an approaching conclusion or 

climax, and at times the position of the ending might seem almost arbitrary. Thomas 

Mace even suggested that in voluntaries an organist could choose where to finish 

playing: he gave an example of a piece "which although It seem long, may be Divided 

(as it were) into 13 Several strains; which you may perceive by the Pauses, and Double 

Barrs, I have made; and also set Figures at the Beginning of every Place: So that you 

may (if you please) leave off at any of Those Places".39 

Tonality eventually provided a solution to the problem of large-scale continuity, and 

Christopher Simpson provided one piece of theoretical evidence to suggest that tonal 

contrast was beginning to be used in a structural sense in the seventeenth century: 

... as to any piece of music that consists of strains, take these following observations. 

All music concludes in the key of his composition which is known by the bass as hath 

been shown. This key hath always other keys proper to it for middle Closes. If your 

pavan, or what else , be of three strains, the first strain may end in the key of the 

composition as the last doth, but the middle strain must always end in the key of a middle 

close. Sometimes the first strain does end in a middle close, for two strains following 

immediately one another ought not to end in the same key. The reason thereof is 

obvious; to wit, the ending still in the same key doth reiterate the air too much and 

different endings produce more variety . Therefore when there are but two strains, let the 

first end in a middle close, that both strains may not end alike.40 

But composers began to develop more coherent structures long before tonality was 

fully established, and there is evidence that they were experimenting with form 

throughout the Restoration period. 

Matthew Locke made an important contribution to the development of the consort suite 

by adding short coda passages to the last movements of many of his suites . These 

39 Mace (1676) 209 . 
40 Simpson in Lord (1970) 78 . 
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slow 'conclusions' had been a feature of the Galliard from the time of Coperario, but 

Locke extended them to other final movements and as a result they took on a structural 

significance within each suite itself. According to Field's proposed model of suite 

organisation (see below), slow codas are used at the conclusion of each of the suite

groups in the Flat Consort, The Second Part of the Broken Consort and the Consort of 

Four Parts; in addition, several of the suites are also articulated by opening slow 

introductions.41 It is particularly significant that many of the revisions in the consort 

For Several Friends consist of the addition of slow codas at the end of Jigs with the 

rubric "Conclude thus". As Tilmouth says, this gives the set something of the 

regularity of structure that we see in the later consorts.42 

It is always difficult to analyse revisions of seventeenth-century pieces, since one can 

rarely be certain that the changes were intended as improvements rather than simply as 

alternative versions,43 and we can only speculate about their reasons for making the 

revisions. Nevertheless, several composers in the period substantially re-worked some 

of their pieces, resulting in complete or partial re-structuring, and it seems very likely 

that at least some of their intention was to improve formal continuity. Two holograph 

copies of John Blow's anthem The Lord is King survive, one in G minor and one in A 

minor, both of which are now bound into Bu MS 5001 (Example 9). As Bruce Wood 

has written, there is circumstantial evidence from secondary sources to suggest that the 

version in G minor (I) preceded that in A minor (H), and the differences between the 

two copies support this view.44 The vocal sections of the piece were almost completely 

unaltered,45 but the symphonies and ritornelli were considerably revised. There are 

four string parts in I, but only three in H, the second violin part apparently combining 

the inner parts from I. More importantly, the dimensions of the instrumental sections 

differ: in I there is an eight-bar opening prelude before the first verse, but in H this 

prelude is preceded by a twenty-bar, slow, imitative section, and the whole is re-titled 

'Symphony'; the first ritornello is repeated in I, but played only once in H; the second 

ritornello in IT includes only the first phrase of the version of the ritornello in I; and the 

central instrumental section - entitled 'Symphony' in both copies - consists of only 

thirteen bars of 64 time in H, but is thirty-one bars in I, each version being based on the 

same material. Although the remaining three ritornelli were not changed, the 

41 Field (1970) 18-25; see also Field (1992) 243-4. 
42 Tilmouth (1971-2) 97; see, for example, movements 28, 35 and 42 in For Several Friends in Lbl 
Add. MS 17801. 
43 This point is discussed more fully in Chapter IV, pp. 152-3 and 159. 
44 Wood (1976) vol. 5, 343-6. 
45 There is a number of melodic differences, mostly resulting from the transposition (which would 
have made the tessitura of the parts very high), the use of alto (C3) clefs rather than tenor (C4) clefs in 
the verses "The floods are risen" and "The waves of the sea" (presumably also because of transposition), 
a few alterations of melodic detail , and an added violin part at the start of the final chorus. 
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dimensions of the A minor version of the piece differ considerably from those of the G 

minor version: it seems most likely that Blow wanted to increase the emphasis on the 

grand orchestral opening and balance the lengths of the central symphony and internal 

ritornelli, thereby ensuring that they were not disproportionately long with respect to 

the vocal sections of the anthem. 

William Turner's anthem 0 Praise the Lord is extant in several non-autograph 

manuscripts, transmitting at least two different states of the piece (Example 10).46 The 

version on ff. 92r-97v of Lbl Add. MS 31445 almost certainly pre-dates that on ff. 

122r-126r of Lbl Harley MS 7339, copied by Tudway, since the latter copy contains 

expansion of the formal and melodic ideas in the former copy of the anthem, in addition 

to re-workings of the many of the melodic details in all the parts.47 Most of the 

instrumental sections were left intact, in contrast to Blow's The Lord is King: the 

second half of the opening symphony is notated with first- and second-time bars in the 

second version, but has no repeat indications in the first version;48 the ritornello after 

the solo verse "He healeth those that are broken in heart" has a written-out repeat in the 

first version, but this repeat is not notated in the second, meaning that the ritornello is 

halved in length;49 Turner may have wanted to shorten the ritornello to accommodate 

the new verse for alto solo, "He telleth the number of the stars" , immediately after it. 

Each of the original verses is expanded in length through the use of more text repetition: 

Turner re-shaped many of the melodic lines, resulting in better phraseological climaxes. 

The two verses which had been set for alto and tenor were re-cast to include bass voice. 

Rather than completely re-writing the verses, Turner left the structure of the alto and 

tenor entries largely unaltered and simply added in the bass part:50 in the opening verse 

a bass line was added to the alto solo entry, and it then continues alone for several bars 

before the original tutti at the end of the verse, which is expanded to three parts; in 

"Great is the Lord" the bass part is present throughout, and again the pre-existing 

entries are largely unchanged. The final section of text, "The Lord setteth up the 

meek", was set in the first version as a three-part verse followed by a short ritornello 

(based on the same material) before the chorus entry. In the second version the verse is 

46 The sources of the first version, listed in Wood (1976) vol. 5, 362, include Nanki MS N-5IIO; due 
to the difficulty in accessing the Nanki manuscripts this bass part book has not been consulted for this 
study. 
47 The second violin part contains the largest number of alterations. 
48 Obviously this does not necessarily mean that Turner added in the repeat since - as has been seen -
the notation of repeats was ambiguous during the period. 
49 Again the notation is not unequivocal, since in Lbl Barley MS 7339 Tudway wrote thickened single 
bar lines at the end of the ritornello, and it is not impossible that these were intended to convey repeats. 
50 It was, of course, necessary to change some melodic writing - particularly in the tenor part - because 
of the added bass line. 
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re-cast: whereas each of the three voices had entered in turn with the entire text and then 

repeated the words singing together, here they are made to interact with one another, 

allowing imitation of the newly descriptive descending phrase on "bringeth the ungodly 

down" and contrary motion between this figure and the ascending melody on "the Lord 

setteth up the meek". The expansion of this verse is compensated for by the removal of 

the ritornello, so the chorus entry follows directly after the verse. The chorus itself is 

almost entirely unchanged, meaning that none of the new melodic material from the 

verse is present. There is therefore some discontinuity in the revision of the final 

section, and one cannot help speculating that Turner may have decided to leave the 

chorus intact simply in order not to have to re-copy the chorus part-books for the 

anthem. 

Lbl Add. MS 50860 contains the solo bass part to the piece. The music corresponds 

closely with the first version as preserved in Lbl Add. MS 31445, but below the 

completed part an unidentified scribe added further material which relates to the second 

version of the first verse copied by Tudway in Lbl Harley MS 7339. The same scribe 

also crossed through the markings "Symphony" and "Vers 2 voc" at the beginning of 

the anthem and the new music was presumably intended to be inserted in place of these 

sections. The added music corresponds approximately to the first three bars of the bass 

solo and the last two phrases of the verse, with three extra bars in between. It seems 

likely that his material belongs to an interim version of the piece which Turner may 

never have completed. -, 

Henry Purcell's What a sad fate was one of the songs copied into Lgc MS VI.5.6, but 

it was also published posthumously in the first edition of Orpheus Britannicus (1698), 

and the differences between the two copies are so substantial that Purcell must have re

written the piece at some point. Since the Gresham manuscript was largely made up of 

arrangements of pre-existing pieces, we cannot be certain which version was composed 

first, and it seems unlikely that one was intended to replace the other. There are major 

structural variations between the sources and, in general, in the manuscript version 

phrase repetition is replaced with expansion and development of phrases in the printed 

version, even though it is only three bars shorter overall: for example, the voice enters 

during what, in the Orpheus Britannicus version, was the second introductory playing 

of the ground,51 with an extra exclamation of the opening text; the opening phrase is 

then expanded melodically, as a result of which there is no direct repetition of the 

51 Purcell's normal practice in ostinato movements was to state the complete ground once before the 
melody part entered, and it was presumably because the text demanded that the melody begin on an 
anacrusis that he decided to give almost two complete playings of the ground in the introduction. 
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melodic material. The same principles are demonstrated by comparison of the overall 

structure of the two versions: 

Bars 

1-31 

34-64 

69-94 

Orpheus Britannicus 

AABBAA 

12CCDD 

E 12F F F 

Bars 

1-22 

25-62 

57-91 

Lgc MS VI.S.6 

ABBA 

12CCD 

E 12F F F F 

The manuscript version is structurally much more sophisticated than that in Orpheus 

Britannicus, and it seems likely that it was composed later.52 Similar arguments could 

be made for Purcell's anthem My beloved spake, in which the autograph version of the 

symphony and the longer versions of the verses "For 10 the winter is mine" and "My 

beloved is mine" in Lbl Add. MS 30932 would appear to be less advanced than those 

found in the secondary sources, which the editor of the Purcell Society new edition 

suggests "are all traceable to an autograph copy of the second working that is now 

lost".53 

Multi-Movement Forms 

Systematic organisation of movements was relatively rare in Restoration choral music, 

but isolated examples demonstrate that at least some composers did implement large

scale formal plans. In 1964 Franklin Zimmerman suggested convincingly that Henry 

Purcell's anthem 0 God thou art my God was intended to belong to the set of 

movements in the Service in B flat: not only are there direct references to the anthem 

and service as a set in Cfm Mu MS 117, the substantial sacred collection copied by 

Isaack,54 and Lbl R.M. MS 23.m.I-6, but there is ample evidence of thematic, motivic 

and gestural relationships between the anthem and each of the service movements, 

particularly the Magnificat.55 lames Hawkins seems to have made some attempts to 

unify parts of his Service in A, copied in Ely MSS 7 and 18. At the end of the Cantate 

Dominum in MS 7 he began to copy the Gloria from the end of the Benedicite on p. 

52 Adams believes that the Gresham manuscript version preceded the version printed in Orpheus 
Britannicus; see Adams (1995) 218. 
53 Dennison (1988) 162. 
54 When Bruce Wood first revealed that the two volumes of Cfm Mu MS 117 were not, as had once 
been thought, in the hand of John Blow, he suggested tentatively that they might instead have been 
copied by Bartholomew Isaack; see Wood (1975) 308-12. Since then Holman has stated that the 
manuscript is more likely to be in the hand of Bartholomew's brother, William Isaack; see Holman 
(1 987) 381-5. 
55 See Zimmerman (1964) 207-14. Strangely, the one piece of evidence that Zimmerman did not cite 
was the reference in the Michaelmas accounts of Westminster Abbey for 1681 to a payment for 30 
shillings npde "for writing Mr Put'cell's service and anthem", though he did make the connection in the 
first edition,of Henry Purcell: his life alld times; see Zimmerman (1967) 87-8 and 282 . 

. , 
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465, but crossed this out after eleven bars, replacing it with a second Gloria which in 

fact corresponds to that at the end of the second Benedicite in MS 7 (p. 504), and 

which, though he did not write it out again, he also instructed performers should be 

used at the end of the Deus Misereatur. In the version of the service in MS 18 the Deus 

Misereatur has the same Gloria, but in the Cantate Dominum the Gloria is that which 

occurs at the end of the extra Jubilate, copied only in MS 7, after the first Benedicite. 

Although Hawkins clearly had not decided exactly how to unify the service, there is 

little doubt that he intended the Glorias to form a structural link between movements. 56 

In instrumental consort music much more comprehensive organisational principles can 

be seen. Composers in the seventeenth century did not tend to draw attention to the 

division of dance movements into suites or sets , but during the century clear patterns 

started to emerge, showing the development of the tonally unified instrumental suite 

with a specific movement order. Matthew Locke's consort suites are particularly 

significant in this development because, although William Lawes, Coperario and 

Jenkins had composed movements as suites consisting of a Fantasie, Alman and 

Galliard or Corant, Locke's "flexible and imaginative grouping of movements, and his 

subtle ways of balancing and framing these groups, find no parallel among the suites 

either of [these] composers ... or of more immediate contemporaries such as John 

Hingeston, John Birchensha or Christopher Gibbons". 57 This intricate ordering is 

found not only in Locke's suites, but also (for the first time) in printed music: in the 

collection of keyboard music which Locke edited as Melothesia. 58 

Locke was the first to begin to establish the order of Almand - Courante - Saraband -

Jigg which can be seen in several suites in the consort For Several Friends and the Flat 

Consort. 59 Nevertheless, the consorts in Lbl Add. MS 17801 do show a wide variety 

of movement sequences, with Fantasies or Pavans replacing some movements , 

56 Given the emphasis that Hawkins placed on the Glorias in this service, it may not be coincidental 
that in Goodson's Jubilate in Och MS Mus. 616 there are three different Glorias, of which the first two 
are in Goodson's hand, and the third, thematically linked to the second, was copied by an unknown 
scribe who wrote at the top "This is ye right glory" . There is, however, no surviving evidence that 
Goodson linked any of these Glorias with other service movements. 
57 Field (1970) 16. 
58 Hogwood notes that, although the lessons in the 1668 edition of Playford's Musiek's Hand-lIlaide 
are grouped according to key , there is "only an embrionic attempt at associating separate dances into a 
suite"; see Hogwood (1987) v. 
59 Kooiker discusses Froberger's contribution to this development, since one of the twelve suites in 
Froberger's manuscripts uses the order Almand - Courante - Saraband - Jigg, but he concedes that the 
suites were not actually published until 1696, twenty-three years after Froberger's death and nineteen 
years after Locke's death; see Kooiker (1962) 25-6. Daverio notes that the English fantasia suite as 
developed by Locke "has a parallel in the seventeenth-century Austro-German "ensemble suite"" , while 
Buch sugges~s that the suite order may have been influenced by the French suite tradition , developed 
from the bllllet de eou,.; see Daverio (1985) 197-8, Buch (1985) 94-105, and also Mangsen (1989) 397, 
where both $tylistic origins are noted. , 
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particularly at the opening of a suite, and the frequent use of the title Ayre in place of 

Almand, though stylistically it is clear that the movement-types themselves do not 

greatly differ. None of the source manuscripts for Locke's suites actually includes any 

indication of which movements belong to which suite and at times we can only 

speculate about the precise number of movements belonging to any particular group. 

The most extensive scheme for suite organisation was given by Christopher Field in his 

1970 paper "Matthew Locke and the Consort Suite".60 Here Field followed what is 

straightforwardly stated by Locke as sets of movements in the same key in the 

approximate order PavanlFantazie - Almand/Ayre - Courante - Saraband - Jigg. Field 

then additionally placed the suites themselves in larger groups, often as suite-pairs with 

contrasting modes, or in collections each of which begins with a slow introduction and 

ends with a coda. For example, his groupings for the Consort of Four Parts are as 

follows (numbers given are Locke's movement numbers; t indicates that the suite 

begins with an introduction and * indicates that it ends with a coda):61 

D F G 

minor minor/ major major minor major 

major 

Fantazie It 5 9t 13 17t 21 

Courante 2 6 10 14 18 22 

Ayre 3 7 11 15 19 23 

Saraband 4 8* 12 16* 20 24* 

That Locke spent a considerable amount of time considering the order of movements in 

his consorts is clear from the fact that he revised this order in several suites. In two 

movements (in the Flat Consort and Consort of Four Parts) he simply changed the title 

from Courante to Galliard (ff. 36r and 49r). Stylistically there is little to separate these 

movements from others in the suites with either title, and it is probable that "by the 

1650s distinction between the corant and the obsolescent galliard ... was growing 

hazy" .62 It is particularly interesting that movement 20 in the earliest source for the Flat 

Consort (Guildhall Library MS G.Mus. 469-71) was a canonic Jigg, but was replaced 

by Locke in Lbl Add. MS 17801 with a canonic Saraband, thereby following the 

movement order of Fantasie - Courante - Fantasie - Saraband in the two suites on either 

side of it. Neveltheless, the original closing coda is found in both movements. 

60 The suite orders proposed by Field are also followed in Lefkowitz (1980). 
61 Field (l~70) 25 . 
62 Ibid., 22. ,The Galliard in the COl/sort of FOllr Parts in Lcm MS 939 remains entitled COUl·ante . 

. j 
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In several suites the order of movements varies between sources, apparently 

demonstrating that Locke was attempting to create a standard order. Withey's early 

part-books for the consort For Several Friends, for instance, show a miscellaneous 

collection of movements in each suite, but these are shifted around in Locke's 

autograph so that each suite has movements in the order Fantazie - Pavan - first Alman 

or Ayre - Courante - second Alman or Ayre - Saraband - Jigg. Even once he had 

copied the consort into Lbl Add. MS 17801 he continued to revise the movement order, 

indicating with the rubric "Play the Courante next and then that which followeth" that 

the Ayre and Courante in the suite in E minor should be swapped (f. 11 v) . 

In The First Part of the Broken Consort the order Fantasie - Courante - Ayre - Saraband 

in Lbl Add. MS 17801 was almost certainly an alteration to an original arrangement 

where the middle movements were in the opposite order, as found in the Paris 

manuscript Conservatoire MS Res . F.770. Locke's autograph parts for the consort in 

Och MS Mus. 772-6 appear to be for two suites and show a different ordering again. 
I 

The second suite consists of movements 17-20 following the numbering in Lbl Add. 

MS 17801 which, according to Field, comprises one half of a pair of suites.63 The 

first is more complex: although it contains movements 9-12 of the Lbl Add. MS 17801 

ordering, movement 15 - from the second of the pair of suites in Field's analysis - is 

added between movements 10 and 11, entitled Almand rather than Ayre. This gives the 

order Fantasie - Courante - Almand - Ayre - Saraband. Interestingly, Locke numbers 

these movements 45-413, but there is no number given for the added Almand. 

Moreover, in the first treble part the Almand is copied at the end of the two suites with 

the rubric "Play this Almand after the 46" (Example 11), so Locke must have decided to 

add this movement only after having copied the part. Field suggests that this 

arrangement of movements was made for one specific occasion, demonstrating that "the 

composer was [not] incapable of extracting and even rearranging sequences of 

movements to fit the practical needs of actual performance" .64 

Consort suites by Locke's contemporaries in the mid-seventeenth century are less 

clearly organised. Those of Creighton in Lbl Add. MS 37074, for example, cannot 

easily be arranged as suites because of the lack of key contrasts: everyone of the four

part pieces is in C major and all of the three-part pieces are in D major; in addition, only 

the first movement of the collection has a title ("Grave"). Hingeston's instrumental 

music in Ob MSS Mus.Sch.D.205-211 and Mus.Sch.E.382, however, does show 

some similarities to that of Locke, since Hingeston appears to have made several 

alternative arrangements of movement order. There is a complex relationship between 

63 The other half is made up of movements 21-24 in D major; ibid. , 23. 
64 Ibid . ,I ,. , , , 
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Example 11 

Matthew Locke - movement order instructions in The Broken Consort 

Och MS Mus. 772 

..:. ',.>:"" 
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the two organ scores MSS Mus.Sch.D.211 and Mus.Sch.E.382, and it is likely that 

one was not intended to supersede the other but instead, as in the sources of Locke's 

consorts, they were copied for different purposes. In both manuscripts the dance 

movements are arranged by key into suites which, though not entitled as such, are 

clearly delineated. The order of movements differs significantly between the two organ 

scores, but the individual suites are kept intact with only two exceptions: the final 

movement of the suite beginning at movement 45 in MS 211, which corresponds to 

movement 81 in MS 382, is missing in the latter manuscript; and the Fantasia numbered 

60 in MS 382 replaces movement 57 in the version in MS 211, as the Fantasia at the 

beginning of the previous suite, so that movements 31, 32 and 32a in MS 211 

correspond to movements 60, 58 and 59 in MS 382.65 It seems very likely that 

Hingeston, like Locke, was attempting to create a systematic ordering system for the 

movements within his suites. 

I r 
I 

65 '32a' is ' ap untitled and unnumbered movement, presumably an Ayre, which follows the Almand 
numbered 32 . .. 
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'The Masters Comonly have a Loose Aim in what 
they doe': Compositional Process 

Introduction 

Studying the creative process by which a composer develops a piece from its initial 

conception to its completion has always been one of the most difficult jobs for the 

musicologist. It has to be accepted that much of the original substance of the music is 

generated in the composer's imagination and, to a great extent, is unreachable even by 

the composer himself. Moreover, we have to question how and if such studies actually 

contribute to our understanding and appreciation of the music. In other words, should 

our analysis of a composer's music be restricted by the extent to which we can 

confidently deduce his intentions, or is it legitimate to discern in a piece musical 

char~cteristics and techniques of which the composer certainly or probably was not 

" aware? 

For the majority of composers before the late eighteenth century - and many after - the 

harsh realities of aristocratic patronage and the consequent lack of artistic freedom 

frequently negated the lUxury of being able to work with creative ideas over long 

periods. Pieces had to be produced on demand, often at short notice, and usually for 

specific occasions. Where preliminary material did exist it was not preserved in 

methodical 'sketch-books', and thus survival has been haphazard; very few sketches, 

drafts and alterations are extant before the late eighteenth century, so it is difficult to 

make a comprehensive study of compositional techniques for earlier music. 

Schulenberg wrote in his review of Robert Marshall's book, The Compositional 

Process of I.S. Bach: A Study of the Autograph Scores of the Vocal Works, that "the 

nature of the sources reveals relatively little of Bach's actual creative process"; 1 analysis 

of autograph material from Restoration England might be open to similar criticism. 

Only a few scholars have attempted to assess compositional procedures in the work of 

English seventeenth-century composers, and those who have have tended to limit their 

explorations to sometimes superficial discussion of specific works: Locke's consort 

music in the case of Michael Tilmouth,2 and Henry Purcell's anthems in general, and 

funeral sentences in particular in papers published by Robert Manning and Robert Ford 

respecti vely. 3 

1 Schulenberg (1982) 57. 
2 See Tilmou'tq (1971-2). 
3 See Manning (982) and Ford (I 986a) . . , 
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Nevertheless, there is a fairly large body of material from which information about 

compositional processes during the period can be derived. It may not be possible - or 

desirable - to define the characteristics that distinguished one composer's work from 

another's, or that enabled a composer like Henry Purcell to write music that was (to 

make a value judgement) better than that of most of his contemporaries; but there is 

evidence - partly derived from the observations in preceding chapters - of general 

compositional practices, plus specific information about pieces for which preliminary 

material has survived. These make it possible to discuss the ways in which the stylistic 

principles, guidelines and rules of the time were applied and manipulated by composers 

in their works. 

I , 

',,' 

,I 
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Methods of Composition 

Theoretical approaches to composition 

Most of the theoretical treatises published in England during the seventeenth century 

were rudimentary manuals intended to enable the amateur reader to develop a particular 

skill - proficiency on an instrument, in singing, or in realising a bass line, for instance -

rather than to instruct him or her in all aspects of the musical education of the time. 

More scholarly books tended to concentrate on specific musical issues, such as clef 

types in the case of Salmon, and pitch structure in that of Holder. As a result, beyond 

simple part-writing instructions, very little information about technical approaches to 

composition survives in these publications and almost none is described systematically. 

Even where suggestions were made about processes of composition, they were directed 

tO,wards amateur students, of course, and it would be dangerous to assume that 
I 

mtrthods used by professionals bore any relation to those described in the treatises . 

Alstedt, for instance, talked of a "conjoyned system" comprising a ten-line stave, which 

"serveth for the composing of a Song", but later mentioned that it was "convenient to a 

young Beginner", that "for a longer Practitioner" being a five-line stave.4 The most 

detailed instructions were given in Simpson's Compendium of Practical Musick, where 

he described a process of composing the parts separately, but concluded "though I have 

shown this composition'by adding one part after another which I did conceive to be the 

easiest way of giving you a clear understanding of it, yet now that you know how to 

place the concords, it is left to your liberty to carry on your parts (so many as you 

design) together, and to dispose them into several concords as you shall think 

convenient".5 

Although they sometimes gave bar-by-bar instructions for writing canon,6 for music 

that was not strictly imitative theorists rarely did more than suggest the order in which 

the parts might be written. As has been described, the development of the harmony

orientated style had already, in the early years of the seventeenth century, led to a 

strong theoretical emphasis on the bass as the root of the harmony, and this led to 

intervals being derived not from the tenor, as had they had been until towards the end 

of the sixteenth century, but from the bass.7 The new structural importance of the bass 

part led some writers to instruct students to compose the bass first. Alstedt, for 

4 Alstedt (1664) 31-2. 
5 Simpson in Lord (1970) 29. 
6 See, for example, ibid., 81 and Playford in The Art of Descant (1683) 29. 
7 See Chaptt:;r Il, 66-7. 
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instance, wrote "Let the Bass be first composed, Because it is the foundation of the 

Triads";8 and Roger North advised those wishing to learn the art of improvising 

voluntaries that they should "Practise much in the way of composition; as by choosing 

notes for a base, in manner as may be observed of that part as it ordinarily moves in 

consort; and then above write a descant, or upper part" .9 

However, the majority of theorists were far from unequivocal about the order of part 

writing. Much has been made of Purcell's statement in the twelfth edition of Playford's 

Introduction: that "FOlmerly they used to Compose from the Bass, but Modern Authors 

Compose to the Treble when they make Counterpoint or Basses to Tunes or Songs" .IO 

Lewis, for instance, sees it as "a crucial new idea of the bass function", because 

although "Coprario, Campion, and succeeding theorists all recognised that the bass 

line, because it required primarily consonant intervals above it, determined, to a certain 

extent, the content of the upper parts[,] ... Purcell goes one step further and makes it 

cle~r that he considers the supportive, harmonic role of the bass to be its most important 
, I 

fUn'~tion" .11 The evidence suggests, however, that Purcell's statement was much less 

revolutionary than it might at first seem, or than he himself may have believed: there 

are several earlier treatises in which it is clear that the authors intended the composition 

of the treble part to precede that of the bass, but in these works it is also implied that in 

different circumstances the bass might precede the treble; Purcell's novelty was simply 

in suggesting that only the former might occur. 12 Simpson, for example, stated in his 

edition of Campion's New Way of Making Fowre Parts ill Counterpoint that the parts 

should be composed from the bass upwards: "When you have made a fOl'mall Base, 

and would joyne other three parts to it, set the first Note of your Tenor either a third, 

fift [sic], or eighth above your Base (which of them you please) which done, place 

your Mean in the next Cord you find above your Tenor, and your Treble in the next 

Cord above your Mean, then follow the Rule of your figures according to the rising or 

falling of your Base, and the other notes will follow in due order" . 13 In the 

Compendium he described a process of writing the bass followed by the treble, then the 

alto and finally the tenor. 14 However, when discussing methods for writing figurate 

8 Alstedt (1664) 66. Since most of Alstedt's ideas on harmony and part hierarchies were lifted directly 
from the theories of Johannes Lippius , it is likely that here he was following Lippius' system, outlined 
in Synopsis I1lllsicae novae, that "the beginning student should start with a bass line and mark with 
dots the triadic notes above the bass" ; see Rivera (1984) 68. 
9 R. North in Wilson (1959) 138; taken from All Essay of Musical! Ayre, c.1715-20. 
10 Purcell in Playford (1694) 91-2. 
I1 Lewis (1981) 40. A similar idea is expressed in Colles (1928-9) 42. 
12 Ruff, incidentally, notes that the French theorist Salomon de Caus had written in 1615 that "The 
subject on which the other parts are composed is usually the Tenor for Motets, Chansons or Madrigals. 
But if it is a French Air the subject will be in the highest part"; see Ruff (1962) 206. 
13 Simpso'n, in 'Campion (1665) 9. 
14 Simpson' i~' Lord (1970) 24-9. 
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descant (that is, fifth-species counterpoint), he wrote "we will begin with setting a bass 

to a treble, as we formerly did with making a treble to a bass".15 Similarly, Butler was 

unequivocal that "The Bass is so called, because it is the basis or foundation of the 

Song, unto which all other Parts be set", but his instructions for writing homophonic 

music made it clear that the melody should be chosen first, and then a bass set to it. 16 

The theorists' apparent confusion about part hierarchies 17 in the compositional process 

is explained by a much more important new concept which resulted from the 

development of the vertically based style: implied harmony - the idea that any note 

within a melody necessarily suggested at least one harmonisation beneath it, even when 

it was monophonic - meant that treble and bass parts were effectively conceived 

together. As Roger North wrote: 

, I 

I 

A single part must suppose it [harmony], and have relation accordingly or it will not be 

well; Uust] as a draught of a head and shoulders onely, must suppose a whole posture, the 

action, place, and the position of objects about it, according to perspective, else it will 

not be right and moving in imitation of the life . So sound must be such as fitt a 

compleat accord, in case it were lay'd to it, otherwise it is not aiery and pleasing. For 

this reason it is, that no person can performe a single part, either with the voice or hand , 

well, unless he understand the harmony, and force of it. 18 

If the melody was to be written down before the bass, the conception of parts was 

relatively unchanged, since the bass part came into existence alongside the treble; the 

only difference to the compositional process was that greater emphasis was placed on 

the melodic character of the treble line. The more important stylistic implication was 

that this treble-bass polarity resulted in the function of the inner parts being reduced to 

one of filling-in the harmony produced in the outer parts. Francis North clarified this 

hierarchy: "the formality of the Treble must be airy and brisk, that of the Base slow 

and robust, the inner parts are generally employed to fill the Musick with Chords, and 

have little curiousity of formality, excepting following a point" .19 

IS Ibid., 60. 
16 Butler (1636) 41 and 89. 
17 The term 'part hierarchies' is intended to refer to the order of part writing and, though only generally, 
the relative importance of the parts to the compositiona\ process with respect to that order; it is not, 
however, intended to suggest unequivocally that the first-written part was always considered more 
important than the others. 
18 R. Nor'th ill Wi\son (\959) 20; from As to MLlSick, c.1695. See also ibid. , 69, 84, 89 and 162-3. 
19 F. North', (1 677) 31. 
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Part hierarchies in practice 

Identifying the order in which parts were written in manuscript scores is possible only 

where pieces have been left incomplete, where corrections have been made, or in the 

rare cases where there were changes in ink colour during the copying process. 20 In the 

case of scores which do not appear to have been working drafts or sketches it is 

frequently unclear whether any such patterns that are evident demonstrate the order in 

which the parts were composed, or merely the way in which they were copied; it is 

therefore necessary to treat with caution evidence in many sources. There are, for 

instance, several pieces in which the composer almost certainly copied the text before 

the music, and it seems unlikely, though not impossible, that this would have been the 

copying order in the initial compositional process. The most conclusive example of this 

practice is in Henry Purcell's anthem Blessed is he in Cfm Mu MS 88, where the ink 

changes on f. 1101': the text for the end of the bass solo and in the outer parts for the 

following chorus and verse until the bottom of f. 109v21 is in the lighter ink with which 

the piece begins, but the music is in the darker ink with which it ends.22 
) I 

" 

Nevertheless, there is a sufficient number of examples which do appear to demonstrate 

compositional practices for us to be able to assess confidently the order of part writing 

in several composers' works. The manuscripts seem to indicate that the part hierarchies 

demonstrated by theorists were indeed followed by professional musicians. There are, 

for instance, examples where composers almost certainly wrote the bass line before the 

treble. In Locke's working score to the Prelude and Gloria in Ob MS Mus.Sch.C.44 

the bar lengths are regular and bar lines are drawn through all staves, but their spacing 

appears to have been made to accommodate the bass part since music frequently 

overlaps the bars in all the other parts. Och MS Mus. 48 contains two pieces adapted 

by Aldrich from music by other composers plus another untexted fragment, almost 

certainly another adaptation, which is written in sixteenth-century polyphonic style 

(Example 1). Full music was copied on the first page, but on f. 141 the tenor part is 

given for only the first two bars, then the bass part alone for the next three pages. 

Since it is unlikely that Aldrich was actually composing music into the manuscript, even 

though the piece is unfinished, it is possible that this was simply the order in which he 

had decided to copy the parts, but it seems significant that even in an imitative style he 

20 In these manuscripts it has been possible clearly to distinguish genuine ink changes made during 
copyin'g from fading due to the effect of sunlight on a page because the colour changes relate 
unequivocally to specific parts and systems, 
21 The anthem occurs at the reverse end of the manuscript, so the pages are foliated in descending order. 
22 The darker ink is also used for the text incipits in the inner parts, and the text in the bass part at the 
start of the chorus "I will acknowledge" . The following verse is fully texted in the lighter ink, 
however, with/ the exception of the isolated entry "for this" in the bass voice in bar 8, 
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Example 1 

Aldrich - Untexted fragment of Palestrina-style piece 

Och Ms Mus. 48, pp. 140-143 
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Example 1 

Aldrich - Untexted fragment of Palestrina-style piece 

Och Ms Mus. 48, pp. 140-143 
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Example 2 

Hawkins - Sketches for Commandments in Service in E flat 

Ely MS 4, p. 169 
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Example 3 

Henry Pur cell - Incomplete music in They that go down to the sea 

Lbl R.M. MS 20.h.8 
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demonstrate that John Blow was copying the continuo part first in the first instance and 

the treble part first in the second.24 What is clear is that compositional procedures 

strongly emphasised the melody-plus-bass style prevalent during the period: most 

incomplete or altered pieces show that the inner parts were unequivocally written last, 

regardless of whether the bass or the treble was first. Rowen notes that Lully "under 

certain circumstances wrote only the outer voices of the score himself, enlisting the aid 

of one or other of his secretaries, Jean-Baptiste-Fran~ois Lalouette and Pascal Colasse, 

to fill in the less essential inner voices". 25 The principle of the treble and bass parts 

being the most significant clearly influenced methods of composition in England during 

the period also. In the Hallelujahs at the end of 0 come let us sing unto the Lord on p. 

26 of Ely MS 7 Hawkins made a copying mistake in the repeat of the chorus, but he 

only made errors in the two outer parts: what is given of the inner parts is correct, and 

demonstrates that he realised his error and crossed out the phrase while writing the alto 

part. At the end of the partial autograph copy of Blow's Te Deum and Jubilate in Lbl 

A~d ; MS 31457 there is a sketch, probably in Blow's hand, which demonstrates the 

corrtposition of outer parts before inner since at the end of the sketch the outer parts 

continue alone (Example 4).26 

Henry Purcell's music includes many examples of the same pattern, the most 

conclusive of which are in the instrumental pieces in Lbl Add. MS 30930. Towards the 

end of the section of the manuscript containing consort music Purcell's copying 

becomes increasingly less tidy: in the Chacony the middle parts are copied in a 

different ink-type from that used for the outer, with the exception of the places where 

the ground bass moves to one of the inner parts, showing that Purcell copied the treble 

and ostinato first. In the Suite in G immediately following, the overture is complete, 

but the next movement, an air, is less tidily copied, apparently having been composed 

directly into the manuscript; the next three movements, an untitled dance, a Minuet and 

Jigg, have no inner parts at all (Example 5). Interestingly, in the pieces which have no 

inner parts there are almost no corrections made to the music, but in those for which 

second violin and viola are given the number of alterations increases greatly, and it is 

clear that the majority were part-writing revisions made when he returned to the music 

to write the inner parts. A similar pattern can be seen in the version of I was glad in Bu 

MS 5001 , where the inner parts are in a darker ink than the outer and contain many 

alterations to part writing which make it clear that Purcell was composing these parts 

24 Blow may in fact only have been copying the music into these manuscripts, rather than composing. 
25 Rowen (1 979) 180. 
26 For a fuller explanation of the hands responsible for Blow's Te Deum and Jubilate in Lbl Add. MS 
31457 see p. 144 and Appendix A below. Additionally, Wood follows Watkins Shaw's suggestion that 
the widely v~riant inner parts in different sources of Blow's anthem J beheld and la may indicate that 
Blow's own coPy of the anthem did not include the inner parts ; see Wood (1976) vo!. 5, 360. 
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Example 5 

Henry Pure ell - Inner parts missing in Suite in G 

Lbl Add. MS 30930, ff. 54r-52r 
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directly into the manuscript. 27 The ink colours for the middle parts also differ from 

those of the outer in sections of It is a good thing to give thanks in Lbl R.M. MS 

20.h.8, and inner parts are absent in some sections of Rejoice in the Lord and the last 

chorus of Swifter Isis, swifter flow in the same manuscript. 

Section hierarchies within pieces 

Establishing contrasts between clearly delineated sections was, as was observed in 

Chapter Ill, the basis of structural organisation in music of the latter half of the 

seventeenth century. As we might expect, these contrasts between different textures are 

emphasised in the notation of incomplete pieces and working drafts but, perhaps more 

interestingly, the autograph manuscripts also demonstrate hierarchies in the order in 

which different sections were written in some works for voices and instruments. 

The most clearly documented examples are in several pieces by Cooke in Bu MS 500l. 

Thefe is considerable evidence to suggest that many of the instrumental sections for 

strings were added after the main copying process: 0 give thanks, as Wood writes, "is 

preceded by a prelude copied on a loose sheet"; Christ rising has "a 'Prelude' and a 

'2nd Prelude' - i.e., a prelude to the second verse - both on separate sheets"; there is a 

further prelude on a separate sheet at the start of We will rejoice, which "is misplaced, 

[since] it belongs thematically to the next anthem, The Lord hear thee, [and] ... is in 

the handwriting of Pelham Humfrey", who, Wood suggests, may have been "not 

merely the copyist but the composer".28 There is also a mistake in the catalogue entry 

for Come let us pray, where the second prelude is written on a separate verso leaf, and 

in a different ink to the previous music; as a result, the entry places this prelude with the 

beginning of the following section as a separate piece. This is certainly incorrect since 

on f. 93r the end of the first section of the anthem has no decorated double bar line -

normally used by Cooke at the end of a piece - and the word "prelude" clearly leads the 

performer on to the next part of the anthem. 

Cheverton links the retrospective addition of these instrumental sections to Charles I1's 

newly established string orchestra: 

27 In bar 3, for instance, one note of the viola part was changed, apparently because it did not fit with 
the surrounding harmony; in bar 22 there was originally no third in the chord, and this may have led to 
the alteration in the second violin part; and in bar 157 a note in the second violin part was changed after 
the viola part was added. 
28 Ibid ., vol.5 , 362, inserted on a type-written slip at the front end of Bu MS 5001. Wood also 
suggests that, although there is no firm evidence, the fact that several different arrangements of the 
instrumental sections of John Blow's anthem I said ill the cutting off of my days survive in non
autograph sQl,lrces may suggest that he, too, composed the ritornelli after the vocal sections this 
anthem; see ibid., 279-81 . 
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In 1662 a band of violins (by which we must assume a string orchestra of some sorts) 

was introduced into the Chapel Royal and, when the King was in attendance, passages for 

strings were included in the anthems used at the service. Instruments were not entirely 

new to the anthem form since several works from before the Commonwealth era 

employed them in various accompanying roles, producing textures not unlike the consort 

songs of the earlier part of the century. The Restoration usage, however, was completely 

different; the role of the strings became, in virtually all cases, to perform independent 

passages between the various vocal sections. Cooke's music provides unique musical 

evidence of the actual introduction of strings since several of his autograph scores include 

abbreviated indications for their addition , made after the completion of the anthems 

themselves.29 

It may, however, be slightly misleading to suggest that Cooke initially wrote these 

anthems without strings and then, because the twenty-four violins were to be present , , 
wheIl' the music was performed, added the symphonies and ritornelli afterwards. 

Cheverton notes the use of repeat markings "~ Ritor" and "X Ritor" to indicate that 

ritornelli in We will rejoice and The Lord hear thee should be played as petites reprises 

of the last few bars of the previous instrumental sections;30 while it is possible, as 

Cheverton implies, that Cooke decided to add these repeats retrospectively, it is equally 

likely, given the prevalence of petite reprise markings in the period,31 that he simply 

did not see the need to write out the music again. In other pieces in the manuscript it is 

clear that Cooke had allowed for the instrumental sections in his copying, but that he 

wrote the music for them after that for the voices. Come shepherds, for instance - a 

secular ode - has seven ritornelli in total (Example 6). Of these the first, the second and 

the fifth are at the ends of pages, and the music had to be squashed in in the available 

space; the third ritornello is at the top of f. 17r, copied over a whole system, with the 

result that the music is much more widely spaced than necessary; the fourth is indicated 

at the end of f. 17r with the word "Ri tor" , but this was smudged out before the ink had 

dried, and replaced with the words "Cho:" and "Cho over", though nevertheless the 

whole of the first system of f. 17v was left blank, presumably for the inclusion of the 

ritornello; and the sixth ritornello is indicated as a repeat of the last two vocal bars on f. 

18v, both "Ritor:" markings having been added in later ink. Only the seventh 

ritornello, at the beginning of the second system of f. 19v, appears to have been written 

during the main copying process, and it seems very likely that space was left for each 

of the remaining instrumental sections to be composed after the vocal music. A similar 

29 Cheverton (1982) 84-5. 
30 In fact , a similar marking is also given at the end of "And didst set" in The King shall rejoice. 
31 See Chapter Im. 114-6. 
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Example 6 

Cooke - Poorly spaced instrumental sections in Come Shepherds 

Bu MS 5001, ff. 15r-20v 

\ , 

, 
I 
I 

" ' 
, • '"d. ' 

~ 
, I . 
, I 

~J" " 
: 11lL, 

f...".:"_1I 

"' , . 
~J III 

' ~ v 11 

" .l>. ' '. "...-r,. 
, . ": . \ 

I 

J I.' 

•• to. 

i ,' I . .' l' 1-\' ,,,, !, :"), 

jr i!"~~~~~~-;' -~"I~~' ~' $-~-j-~"~-'nl~g~~~-'~i":~j,~~'f' ~' ~~~~'/~I~~C~ 
~I~" ~~:~>;' ~~\~~~~'~~,~~~~V~~~~\\l~~~~~~~~~\~~.~_~~~~~ 

. . ,[. ~;:~Jt~J 
- _ .. - . _-...-.. .... - - ---- ~~ , / 

'+ 



R ::os 

n 

... 
) , 

.: 

Example 6 

Cooke - Poorly spaced instrumental sections in Come Shepherds 

Bu MS 5001, ff. 15r-20v 

' ,--

~~~I~~5, .. _ge .... ~~~:;-~ 
-?dLtA"" ..v" tr..l-!I~1j~~!? aJq~' , 

"'L '·~~~~ 

. .. ;' 

.4 ';,' • 

I 

"1 
" 

J 
/ 

'f 

,! 
" 

~ 
, \ 

I 



... , 

" \ 
" I 

I 
" I , 

} 

,/ 

j , 

Example 6 

Cooke - Poorly spaced instrumental sections in Come Shepherds 

Bu MS 5001, ff. 15r-20v 

• 

'1 

I 
! 

, , 
l 

t 
I 



\ ; 
! ·f 
It 
I " 

\ ~ 

.l 

Example 6 

Cooke - Poorly spaced instrumental sections in Come Shepherds 
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pattern can be seen in the anthem The King shall rejoice, where there is space left 

between the end of the first prelude and the start of the vocal music and where the third 

prelude, at the bottom of f. 831', had to be fitted into a very small space, with eleven 

bars in one system; again it seems likely that space was left for these two preludes to be 

added, though the second prelude is spaced regularly. It is also likely that in We have 

sinned the opening prelude, on f. 771', was copied after the first vocal section, since the 

end of the page is left blank so the voice entry occurs on the verso of the leaf. 

It is just possible that Cooke may have already composed and copied out each of these 

pieces without parts for orchestra, and that he decided to re-copy them in order to add 

instrumental sections when he realised that music would be needed for the strings; if 

that had been the case he might well have copied the pre-composed music before 

writing the ritornelli. This does seem unlikely, however, particularly in the case of the 

ode Come shepherds, since strings were customarily used in pieces of that genre. It is 

much more plausible that Cooke was composing the pieces into the manuscript directly .. 
and that he made a hierarchical distinction in the compositional process between vocal 

and instrumental sections. 

This thesis is strengthened by similar patterns seen in the autographs of Henry Purcell: 

as has already been noted, the ink colours for the inner parts in some sections of It is a 

good thing to give thanks., in Lbl RM. MS 20.h.8 differ from those of the outer parts. 

Significantly, with the exception of the alto and tenor parts in the final alleluias (for 

which the text is in fact written in the same ink as that for the outer parts), all the 

sections containing these ink variations are for instruments rather than voices. 32 

Similarly, the darker ink used in the copy of I was glad in Bu MS 5001 is used for the 

inner parts only in instrumental sections,33 and passages in this ink colour show many 

alterations and corrections, suggesting that Purcell was composing these parts directly 

into the manuscript. The incomplete copy of Rejoice in the Lord alway in Lbl R.M. 

MS 20.h.8 throughout has no music for the inner parts in either the instrumental 

sections (including the opening symphony on a ground bass) or the choruses. This 

suggests that, in this piece at least, although Purcell composed the melody and bass 

parts for all the music he considered it more important to provide harmonic 'filling' in 

the verse sections than in the choruses and instrumental sections. In Behold now praise 

32 These are: the opening symphony; the ritor in bars 75-88, where the upper three instruments are in 
browner ink than the bass; the ritornello in bars 112-6, though the inner parts are in the same colour as 
the outer for the first bar of the bottom system of the page; the tenor violin part in the ritornello in 
bars 230-3 ; and the inner parts of the ritornello in bars 274-87. 
33 These are: the opening symphony; the ritornello at bar 69; the symphony on p. 103, with the 
exception of the second violin part between bar 114 and the end of the ritornello, and the viola part in 
bars 116-19; <"\nd the symphony at bar 150. 
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the Lord in Lbl Add. MS 30932 there are several pieces of evidence to suggest that the 

opening symphony was composed after the main part of the song had been copied 

(Example 7): the first system of the symphony is covered with a slip of paper, 

concealing some non-autograph music below and allowing the whole of the page to be 

used; 34 this extra space, however, seems not to have been sufficient, since the 

movement does not fit into the single page left for it and it appears that Purcell had to 

copy the end onto an additional slip of paper, presumably lost, since the section was 

subsequently re-copied by the eighteenth-century musician Philip Hayes; it is 

noticeable that, again, the number of alterations and corrections made by Purcell in the 

symphony is significantly greater than that for the rest of the piece, and it seems likely 

that he had not composed this section prior to copying it into the manuscript. 

There are also two possible examples of ritornelli which may have been added 

retrospectively to works by Daniel Purcell. The ritornello on f. 83r of Lbl Add. MS 

17841, in the anthem Hear my prayer, has music for only the right-hand part of the 

continuo and, since the final note is given for the left hand, it seems likely that this 

ritornello was left incomplete and that Purcell intended to complete the music after the 

main body of the piece had been composed. Again the Welcome in Lbl Add. MS 

30934 is only partly in Daniel Purcell's autograph, and, as his brother had done in the 

score of The Fairy Queen (Lam MS 3), Pm"cell appears to have supervised the portions 

of the piece copied by the other scribe. The verso of the folio on which the conclusion 

of the verse "Virtue neai:S" is written was left blank by the copyist, and Purcell here 

inserted a ritornello; presumably at the time of copying there was no music available for 

the other scribe to add the ritornello and Purcell may not yet have composed it. The 

music itself repeats almost exactly the verse after which it is placed, with a few minor 

alterations, and the addition of a viola part.35 Since this ritornello was probably a late 

addition to the piece, it may be significant that the two instrumental lines, added above 

the vocal parts on ff. 39v and 43r, are in Purcell's hand, while the rest of the music 

was copied by the other scribe: it is possible that these parts were composed directly 

into the manuscript after the main part of the piece had been copied, again suggesting 

that the instrumental parts were written after the vocaJ.36 

34 Arkwright asked for identification of the material on the reverse side of the slip - which in fact is the 
second violin part from the Fanfazia Three Parts on a Ground - in Arkwright (1920) 128. 
35 PurcelI actually wrote at the top of the page "This ritor is to come after the following verse" , 
though there is no other indication that the ritornello should be played at that point. 
36 The alternative explanation would be that Purcell copied the instrumental parts into the score first 
and then left the copyist to add the vocal music, but this would have been slightly illogical since, 
although the instrumental parts do double the voices, Purcell did not copy the bass line, and thus the 
scribe would have had to use an additional score copy (or part) to fill in the bass, and there would have 
been little point in Purcell copying the three higher lines . , 
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of the verse "Virtue nears" is written was left blank by the copyist, and Purcell here 

inserted a ritornello; presumably at the time of copying there was no music available for 

the other scribe to add the ritornello and Purcell may not yet have composed it. The 

music itself repeats almost exactly the verse after which it is placed, with a few minor 

alterations, and the addition of a viola part.35 Since this ritornello was probably a late 

addition to the piece, it may be significant that the two instrumental lines, added above 

the vocal parts on ff. 39v and 43r, are in Purcell's hand, while the rest of the music 

was copied by the other scribe: it is possible that these parts were composed directly 

into the manuscript after the main part of the piece had been copied, again suggesting 

that the instrumental parts were written after the vocal,36 

34 Arkwright asked for identification of the material on the reverse side of the slip - which in fact is the 
second violin part from the Fantazia Three Parts on a Ground - in Arkwright (1920) 128. 
35 Purcell actually wrote at the top of the page "This ritor is to come after the following verse", 
though there is no other indication that the ritornello should be played at that point. 
36 The alternative explanation would be that Purcell copied the instrumental parts into the score first 
and then left the copyist to add the vocal music, but this would have been slightly illogical since, 
although the instrumental parts do double the voices, Purcell did not copy the bass line, and thus the 
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Example 7 

Henry Purcell - Opening symphony to Behold now praise the Lord 

Lbl Add. MS 30932, f. 1211' 
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The thematic connections between vocal sections and subsequent ritornelli 

demonstrated here and in the petites reprises marked in several of Cooke's pieces in Bu 

MS 5001 may provide the explanation for a curious phenomenon seen in the music of 

lames Hawkins. Many of his pieces include the section markings "Ritor" or "Organ", 

enclosed between two sets of double bar lines, but with no music given.37 Some, in 

addition, tell the player in which key the ritornello should be played38 and it is clear that 

these sections were intended to be improvised by the organist. Given the stylistic 

tendency towards repetition in general, and examples in the music of other composers 

of ritornelli re-stating the ends of vocal sections, it seems likely that Hawkins intended 

players to base their improvisations on earlier music in each piece. However, this 

would not have been possible in ritornelli for which Hawkins' instruction was to play 

in a different key from that of the music at the end of the preceding section. Moreover, 

there are at least five examples of pieces for which more than one autograph source 

survives in which either composed or improvised ritornelli are not mentioned at all in 

one of the manuscripts: My God, my God has a three-bar ritornello based on "And art 
I , 

so far.oirom my health" in the copy in Ely MS 7, but not referred to in the copy in Ely 

MS 17; in 0 Lord my God there are two ritornelli written out in Ely MS 7 which are 

absent in Ely MS 10; the "Ri tor in E#" before the solo section "Let me not to be 

confounded" in the version of In thee 0 Lord in Ely MS 7 is not mentioned at all in the 

copy in Ely MS 9; and similarly there is an improvised ritornello in Ely MS 9 before the 

solo tenor verse "But 0 God" in Hold not thy tongue, but none in Ely MS 7. 

Hawkins' attitude towards -iitornelli in pieces with organ accompaniment must have 

been relatively flexible, and presumably the manuscripts were not intended to be used 

simultaneousl y. 

37 Examples are found in: In thee 0 Lord, Turn thy face 0 Lord, In the Lord put I l11y trust, I will 
give thanks, Hear 0 thou shepherd and 0 praise God in his holiness in Ely MS 7; I will give thanks, 
o how amiable and Hear 0 thou shepherd in Ely MS 9; and pieces in Ely MSS 18 and 20. 
38 See Chapter II, 84. 
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Stages in the Creative Process 

Sketches and preliminary drafts 

There are few sketches surviving in the autograph manuscripts of composers in 

Restoration England, but some of those which are extant reveal interesting aspects of 

compositional process. Henry Purcell's anthem Let mine eyes run down with tears, 

now bound as part of the guard book Ob MS Mus.c.26, was systematically revised and 

Purcell attached several slips of paper over his original score to cover the sections that 

had been re-written. As was common in a period when paper was expensive, most of 

the added slips of manuscript contained discarded music on the reverse sides: two, ff. 

7b and 8a, contain instrumental dance music in the hand of an unknown scribe, but ff. 

7a and 8b have autograph fragments of music from the anthem itself, which appear to 

be genuine sketch material (Example 8). On f. 8b the music is from the second version 

of baes -72-4 (that is, music which appears on the front side of the slips of paper); it 
'" demonstrates that Purcell made an alteration at that point in order to add an extra point 

of imitation in the second treble part, resulting in some part swapping between the first 

and second treble lines. The sketch on f. 7 a is taken from bars 13-16 of the anthem, 

which were not revised on the score. There is no text underlay, but the quaver staves 

are un grouped meaning that, although Purcell was clearly writing vocal music, he did 

not consider it necessary to ,copy out the text at that point in the creative process. Ties 

are not given and several of the notes in the alto part differ from those of the neat 

version, but it seems far more significant that the alto is copied directly beneath the first 

treble part with no space for the second treble line: the bar lines (written as was 

Purcell's habit through each stave separately, but extending beyond the staves so that 

the separate lines overlap) extend down below the alto part but not above the first 

treble, so it seems very unlikely that the two treble lines might simply have been 

swapped at this point. The immediate conclusion one would draw is that this sketch 

was written at the stage before the working copy, presented in the first version of the 

anthem in Ob MS Mus.c.26 itself, and that Purcell decided to add another part to the 

texture as well as making some improvements to the part writing. If this is the case the 

sketch must have come at a very early stage in the composition, because in the final 

version the second treble part is integral to the texture and gives no impression of 

having been a later addition. 

Blow's anthem 0 sing unto the Lord appears to have been copied as a working draft in 

Lbl Add MS 31458, since the layout is poor and frequent mistakes and alterations were 

made. It also contains what appear to be sketches on the bottom four staves of the back 
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Henry Pure ell - Sketch fragments in Let mine eyes run down with tears 

Ob MS Mus.c.26, ff. 7a and 8b 
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page of the piece (f. 5v): Blow wrote out the two tenor lines from the top of f. 4r and 

from "together be joyful" on f. 4v; the notes are unchanged in the score, though barring 

for the second section is slightly different, so the fragments contain no direct 

information about Blow's compositional techniques. More revealing is the sketch at the 

end of Blow's Te Deum and Jubilate in Lbl Add. MS 31457: the service itself is not in 

BloW'S hand, but Blow added the singers' names and several alterations to the music; 

the sketch following the Jubilate also appears to have been written by him (see Example 

4, above).39 The bars that are given demonstrate the fundamental melodic ideas of 

scalic movement and syncopated entries in all four parts, though at the end the outer 

parts continue alone which, as in the work of other composers, suggests that these 

parts were considered to be hierarchically more important than the inner parts. Barring 

is irregular, but is still given at the end of the sketch where the parts are incomplete. 

Although text is written in only one voice, occasional slurring indicates that the 

composer was considering underlay even in the earliest stages of composition. 

) . 
There itre five composers for whom what appear to be preliminary drafts for pieces 

survive and, as with the sketches, some of the drafts provide more information about 

compositional procedures than others. The differences between the rough and neat 

scores of Cooke's symphony to Come Shepherds in Bu MS 5001 , for instance, are 

very slight:4o Cooke made many part-writing alterations in the first copy, all of which 

are carried over into the second; the earlier copy has no key signature, though the music 

is in G major and the later nas a signature of one sharp; the first version also has an 

undotted double bar line as a section marking in the centre of the piece, whereas the 

second has :11:, denoting a repeat.41 Aldrich's ode Consurge tandem in Och MS Mus. 

619 is copied in neat form to the end of f. 4v, but then breaks off, and f. 5 contains a 

rough copy of the whole of the last chorus from f. 4v, plus some music at the end 

which is not present in the neat version. Although it is clear that Aldrich did not 

complete the piece, the only differences between the working copy and the neat version 

are that the former is without text, and there are several minor differences of note 

length.42 

Three of the working drafts, however, are much more revealing. William King's 

Fantasie in Dm MS Z2.1.13 is copied untidily, containing many alterations and 

39 For a fuller discussion of the hands responsible for copying the Te Deum and Jubilate, see Appendix 
A. 
40 What is clearly the working copy is actually bound into the manuscript after the neat version. See 
Example 5 in Chapter 1. 
41 It is possible that the double bar line in the first version was also intended as a repeat; see Chapter 
Ill, 119. 
42 The disparities could have been caused by Aldrich adapting the music to different texts, as he 
commonly did in his many arrangements; see below . 
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page of the piece (f. 5v): Blow wrote out the two tenor lines from the top of f. 41' and 

from "together be joyful" on f. 4v; the notes are unchanged in the score, though barring 

for the second section is slightly different, so the fragments contain no direct 

information about Blow's compositional techniques. More revealing is the sketch at the 

end of Blow's Te Deum and lubilate in Lbl Add. MS 31457: the service itself is not in 

BloW'S hand, but Blow added the singers' names and several alterations to the music; 

the sketch following the lubilate also appears to have been written by him (see Example 

4, above).39 The bars that are given demonstrate the fundamental melodic ideas of 

scalic movement and syncopated entries in all four parts, though at the end the outer 

parts continue alone which, as in the work of other composers, suggests that these 

PaIts were considered to be hierarchically more important than the inner parts. Barring 

is irregular, but is still given at the end of the sketch where the parts are incomplete. 

Although text is written in only one voice, occasional slurring indicates that the 

composer was considering underlay even in the earliest stages of composition. 

I . 

There 'fire five composers for whom what appear to be preliminary drafts for pieces 

survive and, as with the sketches, some of the drafts provide more information about 

compositional procedures than others. The differences between the rough and neat 

scores of Cooke's symphony to Come Shepherds in Bu MS 5001, for instance, are 

very slight:4o Cooke made many part-writing alterations in the first copy, all of which 

are carried over into the second; the earlier copy has no key signature, though the music 

is in G major and the later has a signature of one sharp; the first version also has an 

undotted double bar line as a section marking in the centre of the piece, whereas the 

second has :11:, denoting a repeat.41 Aldrich's ode Consurge tandem in Och MS Mus. 

619 is copied in neat form to the end of f. 4v, but then breaks off, and f. 5 contains a 

rough copy of the whole of the last chorus from f. 4v, plus some music at the end 

which is not present in the neat version. Although it is clear that Aldrich did not 

complete the piece, the only differences between the working copy and the neat version 

are that the former is without text, and there are several minor differences of note 

length.42 

Three of the working drafts, however, are much more revealing. William King's 

Fantasie in Dm MS Z2.1.13 is copied untidily, containing many alterations and 

39 For a fuller discussion of the hands responsible for copying the Te Deum and Jubilate. see Appendix 
A. 
40 What is clearly the working copy is actually bound into the manuscript after the neat version. See 
Example 5 in Chapter 1. 
41 It is possible that the double bar line in the first version was also intended as a repeat; see Chapter 
III, 119. 
42 The disparities could have been caused by Aldrich adapting the music to different texts, as he 
commonly did in his many arrangements; see below. 
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corrections, and it is likely that King composed the piece directly into the manuscript 

(Example 9). The Fantasie is imitative in style and the vast majority of changes were 

made to entries of the various imitative figures. In bars 11 and 53 he simply transferred 

entries from one part to another: it is not clear in bar 11 why he moved the opening 

figure from the bass to the viola, but the latter entry, shifted from viola to second 

violin, allows the sequence of entries in bars 53 to 56 to descend in turn from the 

highest to the lowest instrument. In bar 15 King originally wrote an entry in the 

dominant for second violin with the first violin in thirds above; he crossed through 

these parts and replaced them with an entry on the dominant in the bass part; the first 

violin was then free to imitate the bass one bar later. The melody of the second violin 

part in bar 17 leads the listener to expect a resolution from D natural onto E flat in bar 

18, and this is what King originally wrote; however, he smudged out the resolution 

before he finished writing it, changing the E flat to a G natural to allow for a further 

entry of the opening imitative figure in the dominant. An additional entry was also 

addtrd in the bass part in bar 57, in thirds with the second violin. There are two 

remlIning alterations: bars 39 and 40 are replaced with two new bars, in sequence with 

bars 37-8, written to the left of the bottom stave on f. 5v;43 and in the final two bars the 

notes are doubled in value, presumably to incorporate a written-in rallentando at the end 

of the piece. 

The most valuable information about Locke's composition techniques is provided by 
"-

the Prelude and Gloria Patri in collection D21 of Ob MS Mus.Sch.C.44, parts for 

which are also found in partial autograph in Ob MS Mus.Sch.C.138 (Example 10). 

Edward Lowe wrote on the recto of the first page of the score: "This Prelude for two 

violins & a Base Viol was made, prickt, & Sunge, at ye Musicke Schoole, betweene ye 

Howers of 12, & 3 afternoone the 9th of November [1665]:44 by Mr Lock who did it 

to add to his Songe - Jubelate & sunge the Base then him-selfe: & Mr Blagrave the 

Countertenor". This is a remarkably detailed picture of the three hours Locke spent 

writing the Gloria Patri which we must assume was to be performed with the Jubilate in 

Lbl Add. MS 31437.45 The partial autograph parts add further to this picture: both 

violin parts are in Locke's hand for only the latter half of the piece, from the change to 

C time at "Sicut erat". It is at precisely this point that Locke's score becomes untidy 

with a large number of alterations and corrections; it is possible that, having found 

Locke writing the piece, Lowe began to write out the parts that were already composed, 

but since they were not at that stage complete, Locke himself had to finish the copying 

43 This change is inconsistent because the figure occurs again in bars 47-9 and was not deleted. 
44 This year is confirmed in Harding (1971) xxviii, and le Huray (1976) 154. 
45 Although there is no direct evidence that this is the lubilate to which Lowe was referring, the two 
pieces are in the same key , and are both set for the unusual combination of alto and bass, as noted by le 
Huray (1976) 154. 
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William King - working score of Fantasie 

Dm MS Z2.1.13, ff. 5v-6v 
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_ Working score of Prelude and Gloria Patri 
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after writing the score. Both the sections of the parts copied by Lowe and those in 

Locke's autograph are almost exactly the same as the autograph score, with a very few 

minor alterations of rhythm and one added ornament. All the changes that Locke made 

in the score are carried over into the parts, but a small revision to the first beat of bar 6 

in the second violin part occurs in both the score and the part, so was presumably 

calTied out at a later stage than the other alterations. 

Although the score is clearly more than a sketch, it is less complete than Locke's other 

autographs, and may give a useful indication of his compositional techniques. Four

stave systems are used throughout, even though some of the writing is in two and three 

parts, so it seems likely that Locke planned in advance the total number of parts he was 

going to use, but did not know where the full and reduced sections were likely to be 

when he began writing.46 He also could not predict how much space he would need 

(and therefore how long the piece was going to be), since he wrote on one side of the 

opeqing rather than straight across, but on the last system, when it was clear that the 

piectwas about to end, he extended the bar lines across to the other half of the page. 

Very unusually for his time, Locke always wrote bar lines of equallength,47 and it is 

significant that even in this rough score there is no irregular balTing. The bar lines are 

drawn through all four staves, and appear to have been made to accommodate the bass 

line (which is also that used for the continuo), so it is possible that he began with this 

part. Frequently the other'parts have too many notes to be able to fit within the space 

allowed and they overlap into the next bar. All the parts have alterations, but none has 

proportionally more than any other, and the order of part writing for the upper parts is 

not clear. Most of the alterations appear to have been made in order to make the parts 

fit with one another both texturally and harmonically: often the melodic movement of 

an individual part was altered in order for the harmony to make sense. There were 

some grammatical changes made to correct consecutive fifths and octaves, and also to 

rectify part writing in one part once another had been altered. Rhythmic alterations 

were made to standardise points of imitation and possibly also to maintain the rate of 

movement. Locke began to write a descant line in the first violin where the voices enter 

(bar 16), but later crossed this out. 

46 Locke generally laid his scores out in an efficient manner, reducing the number of staves wherever a 
solo or verse section was long enough to be spread over more than one system. For instance, in his 
Score of Ad te levavi (Ob MS Mus.Sch.C.44, section DI) the bass solo "Ecce, ecce sicut occuli" 
begins in the latter half of the three-stave system which had begun with the previous three-part 
ritornello, but continues at the bottom of the first opening with only a two-stave system. Locke wrote 
the final note of the solo on the fifth stave down of the next page in preparation for the entry of the 
ritorneIlo and the following chorus. 
47 See Chapter I, 13-14. 
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Richard Goodson's two autograph scores of the ode Janus did ever are particularly 

significant because they provide information about composition on such a large scale. 

The working copy, in Och MS Mus. 616, is incomplete: it begins on f. 1 v,48 but a 

large section of the outer edge of the leaf has been torn out, so not all the music is 

present; Goodson wrote across the opening, and it is unfortunate that the second folio 

has been misbound after the third; although the music breaks off at the end of f. 3v, 

further parts of the piece are copied on ff. 22v to 21r at the reverse end of the 

manuscript, f. 22, like the first folio, having been partially ripped out (Example 11). 

Comparison of this score with the neatly copied version in Och MS Mus. 618 reveals 

that Goodson apparently did not compose the music in the order in which it was finally 

placed. The sketch begins not with the opening symphony but with the first vocal 

section, giving the highest and lowest voices (alto and bass) only, almost always in 

alternation, and with the text and the tenor part absent. The end of this section does not 

occu,r at all in the finished version of the piece, and indeed the music breaks off at the 
, 

apprO'ach to a cadence; Goodson clearly decided to discard this material, since he then 

began again, this time completing all the parts, including the figured continuo, and 

adding text. The whole of this three-part verse and the following ritornello are then 

substantially the same in both copies, but on f. 3v a treble solo verse, "They see with 

stupid haggard eyes", begins in Och MS Mus. 616, and this is not present at all in Och 

MS Mus. 618. Since this verse was also written across the opening, and f. 4r has been 

lost, not all the verse survives, but the music again breaks off on the bottom system of 

the page in what, from the clefs, appears to be a subsequent five-part chorus, left 

untexted, so both sections must also have been discarded by Goodson. 

Although only part of f. 23v survives there is sufficient music to identify the opening 

Prelude to the ode, and from the extant music it appears that only the faster triple-time 

section of the movement is present. The surviving part of f. 23r contains, written in 

Goodson's hand in a narrow column on the inside of the page, what appears to be a 

drinking song on an anti-French text,49 but the outer part of the page contains two parts 

of some music in triple time, separated by two empty staves. Folios 22v to 2lr contain 

part of the rest of the ode, not written across the openings; it begins halfway through 

the bass solo "Rook o'er the seas asserts our Anna's sway", and ends with the first alto 

solo section in the final chorus ("Lewis for oppression born"). Thus the sections 

48 The recto of the first leaf has a fragment of a first violin part, entitled "The Symphonie 1 Treb", 
which is not in Goodson's hand. 
49 This is: "Count Osery / why what of He / He beat out ye French out / of their own French / then 
take of yf Bear and / remember Men (7) here and / sing hy ho' for / ye poore mousieur". Since the text 
of Janus did ever clearly expresses similar anti-French sentiments, it is possible the two pieces were 
connected in some way, or at least composed to celebrate the same English victory. 
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Example I1a 

Goodson - Working score of Janus did ever 

Och MS Mus. 616, ff. lr-3v and 21r-23v 
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Goodson - Neat copy of Janus did ever 

Och MS Mus. 618, ff. 26v-34v 
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which are not preserved at all in the working score are the opening of the symphony, 

the end of the piece, and the middle section from the chorus "In vain the hills and 

streams oppose" to the first sixteen bars of the bass verse. 

Musically, the relationship between the working draft and the completed copy of Janus 

did ever is close, but there are, nevertheless, many minor differences. In general, the 

later copy tends to have more melodic decoration, as can be seen in the opening verse 

section, and there are several examples of dotted rhythms written in one copy notated as 

non-dotted rhythms in the other. There are some differences of register, mainly in the 

continuo part, and it is usually the case that in the version in MS 618 lower octaves are 

written for the continuo than in MS 616. Alteration of individual notes is relatively 

common: in bar 5 of the section "When first at Blenheim" the tenor note is altered from 

d3 to b2, presumably in order to give a third to the G major chord; the bass melody at 

"The French equal in the fight" is rewritten at a lower pitch within the sketch, and it is 

~ossible that Goodson was trying to improve the shape of the melody to allow a 

r~gistral climax in the consequent phrase; in bar 8 of the section "To the rough 

Danube's winding shore" both alto and tenor are altered, apparently to bring the 

programmatic setting of "winding" forward by one bar. At the back end of MS 616, 

the two violins have one blank bar in bar 19 of the bass solo and, since the bars for 

which they do have music are the 'fanfares' played between the bass phrases, it is 

likely that Goodson composed these principal melodic lines first, and filled in the less 

important textures later: 

The bar lines in the two versions do not often correspond and, although there are more 

regular bar lengths in the second copy, neither have evenly spaced bars, in common 

with most of Goodson's music copied elsewhere. With the exception of one double 

bar line separating two phrases within the section "To the rough Danube's winding 

shores", MS 616 does not contain many section markings. In the final chorus at the 

back of the manuscript the treble line, rather than being written on the third stave down, 

is copied on the top stave, leaving the third blank and not allowing space for a first 

violin part; this occurs again where an alteration to the treble part makes the original 

melody at the end of the second system of f. 211' illegible. If Goodson was able to use 

the top stave for the treble part, one might speculate that he had already decided not to 

add in violin parts in this section, though nevertheless staves are left for the two violin 

parts in the neat copy of the piece in MS 618. The overall relationship between the two 

sources could suggest that Janus did ever was composed in two stages: in the first, 

represented by Och MS Mus. 616, Goodson shaped the main sections of the piece; and 

in the second, preserved in Och MS Mus. 618, he changed and improved details of the 

music itself, and the way it was laid out in the manuscript. 
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The final example of a working score in this period stands slightly apart, since it 

appears to represent not compositional process but techniques of arranging the music of 

other composers. Most of Henry Aldrich's surviving autographs include complex 

arrangements of music, mainly taken from Palestrina and Carissimi, set to new text. 

Lbl Add. MS 30931 includes a piece in Aldrich's autograph which was derived from an 

anthem attributed to Farrant, Hide not thy face from me, and the alterations and 

additions on the score make the process of adaptation clear (Example 12). Aldrich 

began by copying the music in its original form, and then added the new words. He 

appears originally to have attempted to compensate for the imitative entries in the parts 

by setting each part entry to successive lines of text, so that the treble alone begins with 

"Give ear 0 Lord unto my prayer", then continues when the alto enters with "And let 

my crying come unto thee", then both parts have the next line of text with the tenor 

entry "Hide not thy face from me 0 Lord in the time of my trouble", and the bass part 

joins for the final line, "Incline thine ear to me when I call". However, having copied 
~ 

the words into the first music phrase of each part he must have decided instead to use 

the opening line of text for each of the imitative entries; as a result, he had to cut out all 

the text from "Hide not" to "I call", because the lower parts had insufficient notes to set 

the complete phrase. Having changed the underlay, he was then forced to alter some 

notes in order to incorporate different numbers of syllables within specific bars. After 

the verse "For my days" there were no further text problems, but Aldrich continued to 
---make minor compositional alterations to mould the music to the words, particularly in 

the last five bars, where the tenor part had to be substantially re-written. In addition, he 

made a copying error at bar 39 on f. 161 v by writing part of the treble part into the alto 

stave at "Throughout all generations". A further indication of the adaptation process 

may be provided by Aldrich's part-books Och MSS Mus. 510-14. These contain two 

settings of I look for the Lord, which Aldrich adapted from Tallis. One is in A minor 

and the other in G minor, but other than this the pieces are the same until "And he shall 

deliver Israel from all his sins": here the A minor version has only one setting of that 

line of text, followed by a Gloria; the G minor version sets the line three times and has 

no Gloria. It seems likely that Aldrich in fact arranged this music twice, presumably 

either using additional material for the later version or composing some music of his 

own. 

Revision Techniques 

The majority of the extant manuscript scores from the period are fair copies and little 

can be learned from them about the methods used by their composers in the initial 

creative processes. However, many of these sources do contain alterations and 
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corrections representing one or more levels of revision and these can be extremely 

useful in determining how and for what purposes composers re-wrote their works. 

Occasionally it is clear that the music has been changed during copying. In Goodson's 

ode 0 cura divum te in Och MS Mus. 618, for example, most of the alterations occur in 

the alto solo "Te pax"; music is deleted from the top system of f. 22r with the altered 

music copied immediately afterwards, so, here at least, Goodson must have been 

making revisions as he was copying. Some of the changes seem to have resulted 

simply from the fact that he was writing out the text first and he could not align the 

music accurately within the space he had allowed; but there are also musical changes, 

particularly on the approach to the melisma on "honoribus", where note values are 

doubled. Henry Purcell made significant alterations to his anthem Hear me 0 Lord, 

and it was the second version of this piece that he copied into Cfm Mu MS 88 (Example 

13). The manuscript in fact reveals that there was a further level of revision, because in 

the first bar Purcell added accented appoggiaturas in the treble and alto and altered the 

~hird note in the tenor from d3 to C#3 by making changes on the score itself - it is clear 

that when he first copied the anthem into Cfm Mu MS 88 the first bar stood as it had 

done in the first version. 50 

Most revisions appear to have been made more methodically and, although we must 

speculate to an extent, it is probable that the composers systematically returned to 

particular pieces in order to make changes. Immediately after Hear me 0 Lord in Cfm 

Mu MS 88 Purcell copied the anthem Bow down thine ear. The piece begins in a light

coloured ink which continues throughout f. l03v, but which is replaced by a much 

darker ink at the top of f. 103r at the start of the solo verse "Amongst the Gods there is 

none like unto thee" (Example 14).51 Several corrections made on f. 103v are in the 

darker ink so, after the break in copying, Purcell must have returned to the piece, 

checked through what he had already written into the manuscript, made various 

alterations, and then copied the final sections with no further compositional changes 

(though mistakes were corrected). The darker ink on f. l03v shows that Purcell was 

composing the revised material directly into the manuscript: he added an extra bar at the 

end of the first system with new text for the bass part, but no music was given and he 

eventually crossed out the addition; in bar 32 the entry of "and great mercy" was 

brought forward by a bar in the solo tenor part and the word "upon" was inserted in the 

same part in bar 40; and the slur in the treble part in bar 43 was extended. 

50 Interestingly, in the version of the anthem in Cfm Mu MS 117, although the melodic decoration in 
the upper parts is present, the tenor still has a d3. 

51 The anthem is copied at the reverse end of the manuscript, so the folio numbers run in descending 
numerical order. 
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Example 13 

Henry Purcell - Corrections in first bar of Hear me 0 Lord 

Cfm Mu MS 88, f. l06v 



Example 14 

Henry Purcell - Ink changes in Bow down thine ear 

Cfm Mu MS 88, f. l02r 

" 



A similar process appears to have occurred in Tudway's Te Deum in Lbl Add. MS 

36268, where there are two changes of ink - on f. 14v before "Thou art the King" and 

on f. 251' at "Make them to be numbered".52 The different inks are progressively more 

yellow in colour and several annotations earlier in the music were almost celtainly made 

in the lightest ink, used consistently from f. 251': it is likely that Tudway revised what 

he had written either at the end of the copying process or before the last section of the 

piece was copied. The annotations include dynamic and tempo markings, plus on ff. 

5v-6r a new ritornello: at bar 39 he drew a double bar line and placed a cross in several 

parts, and although this is the only indication that the added music should be inselted at 

this point, it duplicates almost exactly the last two bars of the preceding vocal section 

which, as has been shown above, was a common structure for ritornelli during the 

period, and which occurs again at the end of the following vocal phrase. Since only 

two staves were left free at the bottom of the page, Tudway had to write the first and 

second hautboy parts separately first, then the first and second violins, and finally the 

viola and continuo parts. The change of ink on f. 14v occurs in the middle of a section, 
# 

at the top of a page, and it may not be coincidental that the first three bars of this page 

have a large number of corrections, specifically to change a perfect cadence in A minor 

to an imperfect cadence in the same key: possibly Tudway originally broke off copying 

at this point because he decided that some changes should be made to this section. 

Even where no changes Qf ink colour are perceptible, there may still be evidence of 

systematic alteration. Two autograph copies of Aldrich's anthem Give the King thy 

judgements survive, and in the version in Och MS Mus. 15 the end of the anthem has 

an untexted passage of music which had to be fitted into the end of a folio and which 

appears to be a working draft, although the rest of the anthem is copied neatly. In Och 

MS Mus. 19 the same music occurs with text as the final chorus of the piece; since it is 

in fact an extended version of the chorus after "They shall fear", earlier in the same 

piece, Aldrich may have decided to make the adaptation after copying most of the 

anthem in MS 15. The copy of 0 praise the Lord also appears to have been copied in 

this manuscript before it was written into MS 19: in the first bar of the six-part 

Hallelujahs in MS 15 Aldrich wrote "put in Hallelujah yt ye whole may be but 4 parts", 

apparently an instruction to himself to reduce the number of parts for the section, since 

in MS 19 the Hallelujahs are, in fact , only in four parts (Example 15). 

52 There is also a fourth colour, darker and browner than the surrounding music, used to add part 
designations for the lower instruments ("2d Hautb.", "1 st violin" , "2d violin" and "Tenor") on f. 16v at 
the beginning of the full section "Thou art the everlasting Son", though "Trump." and "Hautb:" are in 
the original ink colour for this part of the music. 

~ 
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Example 15a 

Aldrich - Annotation in 0 praise the Lord 

Och MS Mus. 15, f. 26v 
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Example 1Sb 

Aldrich - Reduced parts in later copy of 0 praise the Lord 

Och MS Mus. 19, p. 203 
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More substantial alterations often required the composer to re-copy sections of music 

onto slips of paper which he would attach over the original version. Most of these slips 

were at some stage pasted down, and have since been lifted to allow analysis of the 

music originally copied into the manuscripts,53 but it is likely that many were originally 

attached only with pins. Thompson writes with respect to the slips used by Henry 

Purcell in Lbl Add. MS 30930: "Joseph Warren made it clear that when he owned the 

autograph [in the nineteenth century] the slips were held in place by pins, not glue, a 

method quite familiar in seventeenth-century documents and, of course, reversible ... it 

is possible that the so-called 'correction slips' were deliberately pinned rather than 

glued to permit alternatives" .54 The only slip in this group of manuscripts which is still 

pinned in place is in the Morning Service in A in Ely MS 10, where Hawkins made a 

copying mistake at "Be thankful unto him" in the Jubilate and had to re-write the second 

treble part. Although it is only a single example, the fact that pinning was used for a 

conection rather than a revision makes it clear that not all pinned slips were regarded as 

alternatives, but one must nevertheless bear in mind the possibility that paper additions 

mtght not always have been considered irreversible. 

As Thompson suggests, the slips of paper in Henry Purcell's Sonatas of Four Parts in 

Lbl Add. MS 30930 may provide a case in point. On f. 36v two slips of paper were 

added by Purcell in order to alter the end of the third movement of Sonata 9 (bars 106-

8). On the reverse of these slips are copies of bars 93-94 and 95-98 of the lower two 

parts in the Adagio o{'Sonata 8.55 This sonata itself appears to have undergone 

considerable revision, and the material on the slip of paper is from the version of the 

sonata printed in the 1697 edition, not that found in the neat copy in Lbl Add. MS 

30930. Tilmouth, in the revised Purcell Society edition of the sonatas, assumes that 

the printed copy preserves the second setting of both this Largo and the two movements 

of Sonata 7 in which significant alterations were made.56 Hogwood, however, 

considers that the autograph version of the sonatas was in fact Purcell's revised 

working.57 This theory would appear to be confirmed on stylistic evidence,58 and it 

also seems to be the only way in which the fragments of Sonata 8 can be explained: 

53 Unfortunately the slips have not been lifted in Hingeston's consort music in Ob MSS Mus.Sch. 
D.2l1 and Mus.Sch.E.382. 
54 Thompson (1995) 15-16. 
55 The fragments were identified by Christopher Hogwood in comments made at the beginning of the 
reverse contents of Lbl Add. MS 30930 and also in Hogwood (1978) VI and XVII-XVIII; see also 
Tilmouth (1981) xii and xv. Shaw criticises Hogwood for printing the material under the slip of paper 
saying that "the value of such an investigation lies in the knowledge it gives us of a composer's 
thought and method, but ... it does not issue as one of the final results of an edition"; see Shaw 
(1979) 496. 
56 Tilmouth (1981) xv . This view is also followed in Adams (1995) 112-3. 
57 Hogwood (1978) VI. 
58 See Herissone (1995) 59-60. 
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Purcell must have had another copy of the sonatas which he used when writing Lbl 

Add. MS 30930; having already re-worked Sonata 8 he no longer needed the first 

copy, and could thus use it as scrap paper. The third possibility is Thompson's thesis 

that the "revisions in the sonatas may be seen as offering alternatives either 

contrapuntally erudite (as in the largo of Sonata VIII) or technically challenging, as in 

the canzona of Sonata VII, perhaps made especially for Goodson and for the use of the 

Oxford Music School. In the case of Sonata VII those responsible for the 1697 

publication naturally chose the technically simpler version without the octave leaps in 

the canzona, although such figuration can have caused no problems to capable amateur 

players, let alone Purcell's professional colleagues". 59 

Purcell's two other manuscripts in which revisions were made on slips of paper are 

slightly less problematic, and were almost certainly intended to transmit permanent 

alterations to the music. The unbound copy of the Benedicite from the Service in B 

flat, Ob MS Mus.a.l, has many alterations and corrections. For the most extensive of 
# 

these Purcell attached a slip of paper at the end of the recto folio, covering an earlier 

version of bars 141-8 (Example 16). The music underneath this slip shows several 

alterations itself which would suggest two stages of revision.60 The final version of 

the passage differs quite significantly from the first, but at the top of the verso folio the 

corrections cease suddenly and the music no longer coincides with the version of the 

service in Cfm Mu MS 117; it would seem most likely that another slip of paper was 
" 

originally attached to this part of the page (until the point where the two versions join 

one another in bar 158) but was subsequently lost. The paper revisions in Let mine 

eyes flow down with tears in Ob MS Mus.c.26 have already been mentioned with 

respect to the sketch-like material found on the reverse of two of the slips. Paper was 

attached because Purcell substantially revised the music in bars 66-83 of the anthem. 

Of the three slips of paper added two cover half the page and one of these (f. 7a) 

contains a partial watermark which reveals the paper to be of the same type as the main 

body of the anthem. We must therefore assume that the revisions were carried out only 

shortly after the original version was copied when Purcell was still in possession of the 

same paper. 

Most of the other composers of the period appear to have intended paper attachments to 

produce permanent alterations to their music also. Blow's copy of Dread Sir Father 

Janus in Bu MS 5001 is neat, but the end of the three-part verse "Our floating Delos" is 

written on both sides of an additional slip of paper attached to f. 28r. There are seven 

59 Thompson (1995) 16. 
60 In addition, the reverse of the slip contains the opening of Monteverdi's Cruda Amarilli, in PUJ'cell's 
hand, copied without text. See Zimmerman (1958) 368-9, and Zimmelman (1983) 52-3 and 84-5. 
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Example 16 

Henry Purcell - Corrections on paper slips in Benedicite (Service 

in B flat) 

Ob MS Mus.a.l, ff. lr-lv 
~~~~~~~~~~~q~~~n~~t 
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Example 16 



bars replacing approximately three on the top of f. 28v which Blow crossed through so 

that they are now illegible. However, these bars were laid out with only two staves in 

the system and, from the lead in the bass part at the end of f. 28r, it seems likely that 

the passage may originally have been for solo bass; the revised version has a single bar 

of bass solo, then imitative entries in alto and tenor so that the section ends in three 

parts. Cooke added half a sheet of paper, now foliated as f. 12r in Bu MS 5001, to 

cover the three-part chorus "Of all ye faire" in Rise thou best with a new verse section 

set to the same text. The slip is not attached permanently over the original chorus, but 

Cooke made significant alterations to the harmonic progressions in the section as well 

as altering the texture, and it seems unlikely that he would have intended that both 

versions could stand. In Aldrich's Service in F in Och MS Mus. 19 there is an extra 

leaf inserted, as f. 60a, containing an alternative setting of "And was crucified" in the 

Creed (Example 17). An annotator wrote at the top of the slip "This verse the Author 

intended in the Room of the Other (page 60) having though fit to make some Alterations 

in W. Although this scribe also wrote other comments in the manuscript on p. 47, he 

cannot be identified, and obviously it is not possible to verify his statement, but the fact 

that he wrote explicitly that the second version of the passage should stand "in the 

Room" of the original must be significant. 

Locke's consort music provides perhaps the most complicated example of revision 

processes in the period: the autograph score Lbl Add. MS 17801 itself includes 

extensive revisions, but there is also another autograph score of the COlisort of Four 

Parts (Lcm MS 939), plus a set of autograph parts to some of the First Part of the 

Broken Consort (Och MSS Mus. 772-6), both of which differ from the scores in Lbl 

Add. MS 17801. In addition, it is clear that many surviving secondary sources 

preserve earlier versions of some suites than those found in the autograph score. 

Tilmouth gave a detailed account of proposed stemmata for each of the consorts in his 

article "Revisions in the Chamber Music of Matthew Locke"; 61 this forms the basis for 

the following observations. 

The Little Consort is probably shown in its original form in Lbl Add. MS 17801. The 

printed edition and at least four other manuscript scores plus a set of parts must, 

however, have been copied after preliminary revisions which precede the final versions 

given on the added slips of paper in the autograph manuscript. 

The Duos for Two Bass Viols survive uniquely in Lbl Add. MS 17801, which 

Tilmouth describes as a fair copy. Although this is indeed the only extant complete 

61 Tilmouth (1971-2). 
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Example 17 

Aldrich - Annotations to show altered copy in Creed in Service in F 

Och MS Mus. 19, f.60v and 603 r 
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copy, Tilmouth is not entirely correct in his statement that no other version of this 

collection exists: the slips of paper attached by Locke to movements in the consort For 

Several Friends on ff. 8r and 14r were cut from manuscript pages which had already 

been used; the reverse sides of both slips contain previously unidentified sections of the 

Duos, which were probably taken from an autograph copy destroyed after Locke had 

finished the neat copy which is now part ofLbl Add. MS 17801. The fragment on f. 8r 

is from the opening of Fantazie 5, with the end of the previous movement above; the 

music itself is basically identical to that copied neatly on f. 4r, but changes of clef do 

not always correspond exactly, and some of the clefs used are placed on different lines 

of the stave. The fragment on f. 12r contains bars 6-21 of Fantazie 4 from f. 3v; again 

there is little difference between this and the neat version, but the clef alteration in bar 7 

in the lower part does not occur in the same place, and bars 7-8 of the lower part do not 

include the double stopping that is found in the neat score. It could be significant that 

the fragments from the Duos are from adjacent pages of the collection. 

The consort For Several Friends was extensively revised. The earliest version is 

probably given in the parts copied by Frances Withey (Och MS Mus. 8) and the 

autograph manuscript must have been copied after the major revision process had been 

completed. At least one source (Lbl Add. MS 31431) is close to the Withey part books 

and so probably pre-dates Lbl Add. MS 17801. In addition, two further manuscripts, 

Lbl Add. MS 10444 and 10445, are close to the final version seen in the autograph 

score, but have some differences which must place them before these final alterations 

were completed. Thompson suggests from the secondary sources and Locke's known 

visits to Oxford that most of the revisions to the consort were not carried out until the 

mid 1670s.62 

The original version of the Flat Consort is seen in the autograph score and a set of parts 

in the Guildhall Library follows this principally, with a few small revisions. The 

process of alteration is represented by the many slips of paper pasted over the first 

version of the collection in Lbl Add. MS 17801, and one entire new leaf (f. 35). 

The First Part of the Broken Consort probably originated in a lost original score from 

which the autograph parts in Och MS Mus. 772-6 derive, as did a group of seven 

secondary sources. These manuscripts seem to show two stages of revision before the 

final version of the consort was copied into Lbl Add. MS 17801.63 

62 Thompson (1990) 26-7. 
63 Field suggests that the Christ Church parts from the second layer of Tilmouth's proposed sequence 
of revision may have been rearrangements of the original suites for the purpose of a specific 
performance: the order of movements in this source does not fit into his scheme for dividing the 
movements into suites. See Field (1970) 23 . 
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The Second Part of the Broken Consort may well also have existed in another early 

autograph version, to which the parts copied by Withey are related, though not directly. 

Locke may have copied another score after his first set of revisions to the consort and 

Edward Lowe's parts were probably transcribed from this. Locke's partial second 

revision of the set is seen in Lbl Add. MS 17801, though only the first suite was copied 

and it is likely that Locke never finished this final series of alterations. 

The Consort of Four Parts was also probably copied in an earlier autograph score and it 

is possible that part of this score, containing the final Saraband of the set, was used as a 

slip of paper to stick over the end of the first movement of the consort in Lbl Add. MS 

17801, where revisions were copied onto the blank side. Three different layers of 

alteration are seen in Lbl Add. MS 17801 itself; Harding argues that the autograph copy 

in the Royal College of Music MS 939 predates the first version in Lbl Add. MS 

17801,64 but Tilmouth is of the opinion that Lcm MS 939 represents the second form 

of th~ consort in Lbl Add. MS 17801, that it was then itself altered, and that some of 

the changes made there were then transferred back to Lbl Add. MS 17801. 

Tilmouth's view would seem to be confirmed by the fact that it is the second version of 

the ending of the first movement as presented in Lbl Add. 17801 which is copied into 

Lcm MS 939. However, there does not appear to be any evidence that changes made in 

Lcm MS 939 were fed back into Lbl Add. MS 17801 as Tilmouth suggests. The 

version of the consort in Lbl Add. MS 17801 does contain a considerable number of 

very small alterations; in all cases Lcm MS 939 contains the first version of these 

altered passages so these represent a third state of the consort. The changes include 

alterations of the pitch of single notes, alteration of dotted rhythms to even notes or vice 

versa, alterations to anacruses at the beginning or in the middle section of pieces from 

minims to crotchets and the addition of anacruses for the lower parts where the 

previous version had an anacrusis for only the upper part of the consort. The only 

explanation for the large number of discrepancies is that Lcm MS 939 was copied after 

the first version of the consort in Lbl Add. MS 17801 had been written, but that 

subsequent to this Locke carried out revisions in Lbl Add. MS 17801 which he did not 

transfer to Lcm MS 939, and which were not related to that manuscript. 

64 Harding (1971) 166. 
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Revisions and disparities in multiple autograph copies 

Where more than one autograph copy of a piece survives it is very rare that the different 

sources preserve the music in exactly the same form. Sometimes the disparities 

between manuscripts are slight, but in most cases there is evidence that the composer 

made quite substantial changes. Alterations were often made in one copy and then 

carried through to another source, in which case it is clear not only in which order the 

manuscripts were copied, but also that the composer intended the second version to 

replace the first. The largest number of examples of such variations is found in the 

music of James Hawkins, principally because he copied so much of his music into so 

many manuscripts. Occasionally the information provided by alterations is 

contradictory: for example, in My God, my God, several changes were made to the 

parts in the copy in Ely MS 7 and the altered passages were the only ones copied into 

Ely MS 17, suggesting that MS 7 was the earlier version; however, the penultimate bar 

in the bass part was deleted and re-written in MS 17, and it was the second version 

which was copied into MS 7. Generally, however, the evidence is surprisingly 

cor!sistent in the seventeen pieces which Hawkins copied more than once,65 and it can 

be stated reasonably confidently that Ely MS 7 was the first source to be copied, MS 9 

was the last, and between these two came MSS 19 and 17, probably in that order, plus 

the smaller manuscripts MSS 18, 10, 12 and 21. It is particularly interesting that the 

alterations should suggest unequivocally that MS 7 was an early manuscript: it is an 

enormous volume, and contains almost all of Hawkins' sacred music, so we can only 

presume that he began copying the other scores relatively late in his career, possibly for 

distribution to other cathedrals or collegiate establishments. He was probably copying 

large amounts of both his and other composers' works by at least 1693 (when he 

would have been about thirty-one, though he did not die until 1729): the Dean of Ely 

apparently objected to the amount that Hawkins was being paid for copying and issued 

an order that "ye organist shall not be allowed any bill for pricking books, setting any 

chorus, or composing any anthem or doing anything else for the church unless his 

design shall be first allowed before he performs it by ye Dean or Resident 

Prebendary" . 66 

Although it is often relatively easy to determine in which order multiple manuscript 

copies of a piece were written, as with pieces in which alterations were made on slips 

of paper, we must not assume that the composer necessarily thought of the second 

65 These are: the Service in G, the Te Deum from the Service in C, the Chanting Service in C minor, 
the Chanting Evening Service in D minor, the Morning Service in G, an independent Gloria, Blessed 
be thou Lord God, Bow down thine ear, Hear 0 tholt shepherd, Hold not thy tongue, In thee 0 Lord, I 
waited patiently, Lord thou art become gracious, My God, my God, 0 sing unto the Lord, Praise the 
Lord ye Servants, and Rejoice in the Lord. 
66 Quoted in R.H.G. (1932) 1041. 
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version of a piece as an 'improvement' on the first: at a time when music was largely 

functional and when pieces were frequently adapted for different purposes, several 

different forms of a piece might exist simultaneously, all regarded as equally valid by 

the author. The clearest examples are those such as Henry Purcell's theatrical songs in 

Lgc MS V1.5.6 or the keyboard pieces published as Ayres for the Theatre, which were 

arrangements of theatrical songs and dances for different forces than those for which 

they had originally been written, and which therefore contained substantial revisions. 

Obviously, there is no suggestion that Purcell intended these arrangements to supersede 

the original orchestral and choral music.67 Blow removed the string parts from several 

of his anthems (replacing the instlUmental sections with organ ritornelli) not because he 

wanted to improve the anthems but simply because, as Wood writes, he "evidently 

preferred his symphony anthems to be performed thus rather than wholly neglected" .68 

We cannot ignore the possibility that the same idea might apply to many other works 

from the period for which several different versions survive. 

FoI"instance, Henry Aldrich's anthem 0 Lord our governor has a Gloria for solo voice 

in the copy in Och MS Mus. 18, but in Och MS Mus. 19 there is an unrelated four-part 

Gloria, presumably intended for a performance in which a choir was available.69 

Who's this that comes survives in Och MS Mus. 19, but there is also a fragment in Och 

MS Mus. 15 which differs fundamentally from the complete version (Example 18): the 

first music in the fragment is the end of the section "I that speak in righteousness", 

which in MS 19 is for bass solo but which in MS 15 appears to have been set for four 

parts, the bass nevertheless corresponding with the bass part in the solo version. In the 

following verse, "I will tread down", there is a complex relationship between the two 

manuscripts because in MS 19 the section is in four parts, but in MS 15 it is in three, 

without a treble part. The initial entries of each of the voices differ, but the verse 

remains substantially intact until the the entry marked "Cho" in MS 15, where the music 

returns to repeat from the fourth bar of the verse, this time with a treble part, though it 

is not related to that given in the verse in MS 19 until the last bar of the section. In MS 

19 there is an internal repeat of the end of the four-part verse, but no marking for 

cholUs. The next verse begins substantially the same in both copies, though there is an 

extra bar for the alto in MS 19, and after the cadence in bar 5 different music is written, 

only three bars in the alto and bass corresponding. It could be argued that, since the 

version in MS 15 is fragmentary, it may have come from an earlier form of the anthem 

which Aldrich subsequently destroyed; but it is extremely unlikely, given the 

67 Blow made similar arrangements of several pieces in Amphion Anglicus; see Wood (1976) vo\. 5, 
347-8. 
68 Ibid., 358. Rearrangement became necessary after the death of Charles Il, when the twenty-four 
violins were employed much less regularly in the chapel than they had been during his reign. 
69 The rest of the piece is for solo treble throughout in both versions. 
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Example 18a 

Aldrich - Sketch version of Who IS this that comes 

Och MS Mus. 15, ff. 35r-36r 
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Aldrich - Alternative version of Who's this that comes 

Och MS Mus. 19, pp. 174-179 
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Aldrich - Alternative version of Who IS this that comes 

Och MS Mus. 19, pp. 174-179 
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fundamental differences between the sources, that he could have considered MS 15 to 

be a draft of the finished work in MS 19. 

The four autograph sources of the Te Deum from Hawkins' Service in C have many 

minor differences, but there is also one complete section in which the music in Ely MS 

9 is not that in Ely MSS 7, 17 and 19 (See Example 1 in Chapter Ill). The setting of 

"The glorious company of the apostles" is much more florid in MS 9, and it is possible 

that it was written for one or more performances in which accomplished singers took 

part. The two copies of the anthem Hold not thy tongue in Ely MSS 7 and 9 differ 

considerably: the repeat of "Refraine not thyself" is not present in MS 9, and the 

following bass entry is in a different key from that in MS 7; "And that the name of 

Israel" is in C major in MS 7 and in F major in MS 9; the first tenor phrase in 

"Confounded be they" is shorter in MS 9 than in MS 7; and in the final chorus MS 7 

has alterations at "The most high", but MS 9 has the text set to completely different 

,music. Since none of the many alterations made in both copies corresponds between 

fnanuscripts, the two sources must have been revised independently. 

Comparison of different autograph copies of the same piece frequently reveals a 

number of disparities between the sources which do not appear to have resulted from 

conscious re-composition but instead demonstrate flexibility, either simply in the 

notation of the period, or in performance practice. For instance, rhythms that were 

written in one manuscript as pairs of dotted notes (such as dotted crotchet plus quaver) 

would often be notated in the other source as non-dotted pairs (simply two crotchets); 

there are no examples where such differences are consistent, one copy always 

maintaining dotted rhythms in the place of the non-dotted rhythms in the other, so the 

evidence suggests strongly that composers did not always distinguish between these 

rhythmic groupings. Examples of this pattern usually occur in different neat scores of 

pieces, most of which were probably copied to be used in separate institutions, and 

where such minor differences would therefore have gone unnoticed;70 nevertheless, 

there are some, such as Locke's three separate autograph theOl'bo parts to the First Part 

of the Broken Consort in Och MS Mus.772-6, where the music would almost certainly 

have been used for the same performances, meaning that some performers would have 

played dotted rhythms where others did not; presumably decisions about such rhythmic 

details were left to the performers. 

70 These include: Aldrich's anthem 0 Lord our governor and the Service in A; Hawkins' Service in C, 
Service in E flat, Chanting Evening Service in D, In thee 0 Lord and Lord thou art become graciolls; 
Hingeston's two organ scores, Ob MSS Mus.Sch.D .211 and Mus.Sch.E.382; Locke's scores of the 
Consort of Four Parts in Lbl Add. MS 17801 and Lcm MS 939 ; and Tudway's two autographs of My 
heart rejoiceth, in Lbl Add. MS 36268 and Lbl Harley MS 7342. Dotted rhythms also do not 
correspond at several points between Goodson's rough score of Janus did ever in Och MS Mus. 616, 
and his neat copy in Och MS Mus. 618 . 
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The autograph sources also demonstrate that differences in details of melodic parts were 

apparently considered insignificant by composers: melodic decoration, passing notes 

and other individual pitches often vary between sources where there is no evidence that 

compositional alterations have been made. In some cases, such as Hawkins' In thee 0 

Lord, one source, here Ely MS 7, tends to have more melodic ornamentation than the 

other, here Ely MS 9, but it is rare that such disparities are systematic. As with 

rhythmical differences the variations normally occur in scores which we must presume 

were kept separate,7) but Locke's parts copied to be performed together are also 

inconsistent. The only manuscripts for which an explanation can be found for melodic 

variations are those such as Purcell's book of song arrangements, Lgc MS VI.5.6, 

where nineteen pieces include written-out ornamentation not present in other primary 

sources of the same music, and the elaborate melismas in Thus the gloomy world and 

Thrice happy demonstrate that the singer(s) for whom the manuscript was copied must 

have be,en accomplished: either Pm'cell decided to add more complex melodic lines 

because~ the pieces were arranged for solo performance without full orchestral 

accompaniment as part of a large-scale work, or for some reason he felt it was 

necessary to notate ornamentation that he would otherwise have left to the discretion of 

the singer. 

The third area for which composers appear to have considered differences between 

sources to be unimportant concerns the continuo part: there are many choral pieces for 

. which the continuo was copied onto a separate stave in one manuscript, but where in 

the other autograph it shared a stave with the bass voice, meaning that, even if the 

composer occasionally separated the parts within the stave, the continuo could never 

differ substantially from the vocal line. As a result, there are frequent differences 

between the sources, palticularly of register, since in a continuo part written on its own 

stave composers usually took advantage of the lower range of the instrument.72 One 

could suggest that the fact that the continuo was not consistently written out on a 

separate stave merely signifies its unsettled status in English music towards the end of 

the seventeenth century: after all, according to the author of the introduction to 

7) In addition to the pieces named above, further examples occur in Aldrich's Give ear 0 Lord, 0 praise 
the Lord, Out of the deep, and Unto thee 0 Lord; and Hawkins' Chanting Service in C minor and Lord 
who shall dwell. 
72 Examples include Hawkins' Service in C, where the alto is at the bottom of the texture in "Thou 
sittest at the right hand" in the Gloria, and a separate continuo stave is added in Ely MS 7, but not in 
MSS 9, 17 and 19, though free staves are left; the Chanting Service in C minor, Blessed be thou Lord 
God, Blessed is he, In thee 0 Lord, and My God, my God, also by Hawkins; Locke's Gloria Patri, 
where at the point at which the voice enter the working score (Ob MS Mus.Sch.C.44) has the bass 
voice and continua on the same stave, in Lowe's continuo part (Ob MS Mus.Sch.C.138) the first note 
is an octave lower; and Tudway's Is it true ?, where Lbl Harley MS 7341 has a separate continua line in 
the opening section, but Lbl Add. MS 36268 does not. 

I"~". 
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Purcell's Sonatas of Three Parts (1683), Purcell had "thought fit to cause the whole 

Thorough Bass to be Engraved" only late in the publication process, because it "was a 

thing quite besides his first Resolutions".73 Moreover, in Janus did ever Goodson's 

neat copy in Och MS Mus. 618 frequently includes lower octaves in the continuo not 

found in the working score, and this, together with the fact that there are some blank 

staves left in the draft where Goodson did not fill in the continuo would suggest that 

differentiating between bass voice and continuo occurred late in the compositional 

process. Nevertheless it is clear from additions made during rests for the bass voice 

that in most pieces for which no separate stave was given the composer did still intend a 

continuo part to be present, and the discontinuities between sources must therefore 

demonstrate that the improvisatory character of the continuo part in fact extended to the 

bass notes themselves. This is apparently confirmed in sources where both copies have 

separate continuo parts, but where there are still minor differences between the parts; 

again the disparities usually involve the use of lower octave positions plus some 

,decorative or other non-harmony notes.74 

« 

There are some inconsistencies in these observations about insignificant details of 

pieces: composers sometimes made alterations in one manuscript that indicate that the 

rhythmic and melodic features they often apparently ignored in some cases could in 

other instances be considered important. Locke, for instance, altered dotted and non

dotted rhythms in the Saraband of the third suite, the Courante of the fourth suite, the 

Fantasie of the fifth suite, and the Ayre of the sixth suite in the Consort of Four Parts in 

Lbl Add. MS 17801, though these do not correspond with the rhythms in Lcm 939. 

Blow returned to his copy of Welcome every guest in Lbl Add. MS 31457 to add a 

passing note to the first violin part in bar 31, and Hawkins added decoration to the 

opening verse of Hear 0 thou shepherd in Ely MS 9 and at the end of The souls of the 

righteous in Ely MS 21. He also made many alterations to the bass part in My God, my 

God in Ely MS 7 to add decoration and lower octaves to the continuo part. Henry 

Purcell made alterations in bars 146-50 of "Then Thames shall be Queen" in the Ode for 

the Duke of Gloucester (Lbl Add. MS 30934), apparently because the original continuo 

part, which combined the imitative entries of the bass voice and alto in alternation, was 

too melodically elaborate to delineate the harmonic outline of the music. Given that 

improvisation of rhythm, melodic detail, ornamentation, and harmonic realisation was 

implicit to the style of English Restoration music, it is perhaps stretching the point to 

draw further attention to inconsistencies in the notation of such features; it is simply 

73 Quoted in Rowen (1979) 177. 
74 Examples include: Aldrich's Service in G, 0 Lord our govemor, and Unto thee 0 Lord; Hawkins' 
Service in C. In thee 0 Lord, Lord thou art become gracious , and 0 Lord my God; Henry Purcell's 
anthems I was glad and My heart is fixed, plus many of the pieces in Lgc MS VI.5 .6; and Tudway's 
My heart rejoiceth. 
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worth observing that, although at times they obviously did design their scores and parts 

to convey an exact representation of pitches and durations, composers also intended a 

certain amount of flexibility in the interpretation of their music. 
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Conclusions 

Music in Restoration England superficially bears close resemblance to that of the later 

Baroque period, but closer analysis shows that both the notation and conception of 

music during the period were still heavily influenced by earlier traditions. Theorists 

continued to make reference to mensuration throughout the seventeenth century, though 

their frequent misunderstandings of the system reflected the gradual establishment of 

context-independent notation, in which only duple and triple time were distinguished. 

The function of the bar line differed from that in the eighteenth century in that no direct 

association was made between bar lines and metrical accent; as a result bar lengths 

varied widely in notated music and were consistent in the music of only a small 

minority of composers. Isolated examples of bar numbering suggest that some 

regularity in barring was assumed. Mensuration signatures were gradually replaced by 

Italian-derived fractional time signatures, but many illogical hybrid signs combining 
• 

both systems were in use during the period. Elements of proportional relationships 

between signatures - which had been governed by the tactus - still remained, but they 

were inexact and composers interpreted the most common signs in many different 

ways. Because time signatures did not imply tempo as accurately as mensuration 

signatures had, tempo words gradually became necessary. 

The most fundamental transition occurring during the seventeenth century was from 

modality to tonality. The theory of pitch structure was still based on the Gamut and 

hexachords but adaptations of solmisation - particularly those designed to emphasise 

octave equivalence - demonstrated the obsolescence of the old system; several writers 

voiced vehement objections to hexachord theory. Accidentals began to be applied 

chromatically rather than being associated with particular solmisation syllables, but the 

natural sign was still very rare in England, and the four composers in whose music it is 

found tended to use it for specific purposes rather than in the modern sense. Rules for 

intervallic progressions had changed little since the sixteenth century and three-part 

writing was still explained as the superimposition of two-part intervals. However, 

early in the century intervals began to be derived from the bass rather than the tenor, the 

combinations of intervals described - though not explained as such - were equivalent to 

the triad, and some writers appear to have understood the concept of chord inversion. 

English theorists did not attempt to derive major and minor triads or scales from the 

ecclesiastical modes, instead using the status of the third degree of the scale to 

categorise chords; there was no consistency in the naming of keys, and the association 

of flats or sharps with both minor or major keys and flattened or sharpened third scale 
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degrees led to considerable confusion. The development of tonality can be assessed 

through increasing references to the importance of the dominant, harmonic rather than 

melodic descriptions of cadences, fully chromatic transposition, and the possibility of 

modulation. The purpose of the key signature was not fully explained in treatises, but 

illogical signatures did not result from modal transposition. Composers and theorists 

were beginning to place importance in large-scale key relationships and avoiding harsh 

juxtapositions of key in multi-movement works. 

The invention of figured bass emphasised the vertical relationship between parts. 

Theoretical explanations of the shorthand system were insufficient and could not have 

been reliable in practice. Some manuscripts were not figured at all, but the pieces do 

not belong to specific genres and it is unclear whether the composers intended a 

continuo realisation to be improvised from the music or whether no thoroughbass 

would have been included at all. With the exception of a small group of pieces, some 

~f which were probably copied for inexperienced players, those manuscripts in which 

figuring was given were figured incompletely. The greatest concentration of figures 

tended to occur in one or both of two contexts: first, in passages which were 

harmonically complex, where there were modulations, suspensions and other 

dissonances, or for harmonic formulae at cadences; second, where there were few parts 

so there was least information about harmony in the score. Most of the figures were 

for harmony notes not already present in the written parts, though for some composers 

the converse was true and it is unclear how they intended the figures to function. 

Written-out continuo realisations normally comprised the instrumental bass line from 

the full score plus the highest melodic part for each respective phrase; inner parts were 

sometimes used conspicuously instead of figures to show particular harmonic features, 

but also gave imitative entries in the inner parts and passages of parallel thirds or sixths. 

Some organ scores were extremely complex, adding in new imitative melodic lines, 

embellishing the harmony, and - in the case of Locke - disguising the counterpoint of 

the parts. Figuring in the manuscripts of three composers suggests specific chord 

positions and this, together with one example in the music of Henry Purcell where the 

figuring does not seem to have been intended for practical use, calls into question 

traditional modern assumptions about the purpose of figured bass. 

Structure was based on contrast between clearly differentiated sections of music and 

repetition of those sections to create continuity; such forms were emphasised by the fact 

that composers tended to copy and alter entire units of music rather than individual 

elements within those units. Although many aspects of formal coherence in a work 

could not be notated, according to theorists section endings were marked with coronas 

and double bar lines; in practice several other signs were also used. It is unclear 
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whether or not the corona when used at sectional boundaries was intended to instruct 

the performer to pause. The double bar line could - with or without the addition of two 

pairs of vertical dots on either side of it - denote a repeat as well as a section ending; it 

is frequently unclear from the notation whether the player should repeat, and such 

ambiguity appears merely to reflect a flexible attitude towards repetition in the period. 

As tonality developed it became possible to organise pieces on a much larger scale than 

had previously been conceivable and during the seventeenth century theorists began to 

discuss structural hierarchies of chords and keys . Evidence from several composers' 

revisions of their own works demonstrates that increasing importance was being placed 

on large-scale coherence, in which instrumental and vocal sections were balanced, and 

repetition was tempered through tonal contrast and introduction of new material. In 

instrumental music particularly, composers were experimenting with tonal organisation 

of multi-movement works. 

:pnglish theorists did not generally discuss compositional processes in the seventeenth 

century, and the few references they did make were directed towards young students 

rather than would-be professional musicians. They did, however, suggest the order in 

which parts should be written. Scholars have traditionally emphasised PUl'cell's 

statement that the melody line should be composed before the bass, which apparently 

contradicts earlier statements that the bass line should be written first; however, in 

practice the distinction was probably unimportant, since the new concept of melody 

implying harmony meant that both parts were effectively conceived together. The 

limited evidence from the autograph manuscripts suggests that composers used both 

methods, and that the inner parts were almost always the last to be composed. 

Sectional hierarchies in large-scale pieces were established during the period: at least 

four composers appear to have written the instrumental sections of some of their works 

after the vocal. 

Although preliminary material was not methodically preserved in Restoration music, 

several sketches and working drafts have survived. Some are small fragments which 

reveal isolated information about compositional techniques such as late addition of 

imitative parts, attempts to improve the continuity of imitation, and the need to make 

grammatical corrections to part-writing fairly late in the creative process. One 

substantial draft by Goodson demonstrates that he rejected complete sections of music 

and that he altered the order in which the sections were placed. Composers sometimes 

revised their works during copying, but more frequently they made systematic 

alterations , shown through the use of different ink colours and - in the case of 

substantial revisions - the presence of slips of paper on which new material was copied. 

Since these slips were often attached only with pins it has been suggested that they 
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were regarded as alternatives rather than corrections, but it is clear that most were 

intended to be permanent changes. Alternative arrangements tended instead to be 

preserved in different (autograph or non-autograph) manuscript sources, though some 

of these were also replacement versions. Composers do not appear to have attached 

inportance to the notation of various details of rhythm and melody, and such features 

were usually copied entirely inconsistently in different autograph copies of the same 

pieces. 

In many respects this is a preliminary study, covering large amount of material in order 

to give an overview of late-seventeenth-century compositional practices in England. It 

is, however, the first comprehensive assessment of the notation of autograph sources 

during the period, and provides information on many sources for minor composers 

which have traditionally been overlooked. Considerable scope remains for deeper 

research into specific elements - particularly the question of changing approaches to 

formal organisation - and for broadening the chronological or geographical areas 

cbvered; study of printed sources and reliable copies from the period might also prove 

valuable. What can be concluded is that, while Restoration music is clearly not 

stylistically consonant with the end of the Renaissance, nor can it be said to include all 

the elements that we traditionally associate with the Baroque: instead it lies - sometimes 

uncomfortably - in between. There are significant implications for both performance 

practice and analysis in the fact that both the music itself and its notation are a complex 

mixture of the two styles, and unequivocally must be interpreted on their own terms. 

I I 
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Appendix A 

Catalogue and Contents of Autograph Manuscripts Consulted 

Birmingham University, Barber MS 5001 (Bll MS 5001) 

Guard book of holographs and autographs of sacred music by several composers of the 

Chapel Royal. There are iii + 174 + i leaves; folios 6-173v are paginated 1-331 and ff. 

174-177 are not paginated. The pages have been trimmed to about 319mm x 200mm, 

but the writing blocks differ. The pagination is in the same hand as that of the two 

pages of contents added at the front (ff. 4-5), almost certainly the hand of John Barker 

who signs his name and the date 1731 on f. 178; the Fenlon catalogue claims that this 

is the same hand as is found in MS 5002. The autograph contents are as follows: 

6r , Good morrow to the year Henry Cooke 

llr Rise thou best and brightest morning Henry Cooke 

15r Come shepherds Henry Cooke 

21r Dread Sir Father Janus Times great overseer John Blow 

32r Rise, great Monarch [John Blow] 

41r Great Sir, the joy of all our hearts [John Blow] 

52r o give thanks ur.to the Lord Henry Cooke 

60r Thou, 0 God art praised in Sion Henry Cooke 

66r Behold 0 God our defender [Henry Cooke] 

70v Christ rising again from the dead Henry Cooke 

74r I am the Resul1'ection [Henry Cooke] 

77r We have sinned and have committed iniquity Henry Cooke 

80r The King shall rejoice Henry Cooke 

85v We will rejoice in thy salvation Henry Cooke 

89r The Lord hear thee in the day of trouble [Henry Cooke] 

91r Come let us pray and God will hear [Henry Cooke] 

97r Almighty God who madest thy blessed Son Pelham Humfrey 

100r o sing unto the Lord a new song John Blow 

11 Or Lift up your heads 0 ye gates [John Blow] 

113r The Lord is King and hath put on glorious apparel John Blow 

120r The Lord is King and hath put on glorious apparel John Blow 

128r Blessed is the man that hath not walked John Blow 

134r I will hearken what the Lord God will say John Blow 

142r Let thy hand be strengthened John Blow 
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143v Behold 0 God our defender 

146r 

154r 

162r 

168r 

172r 

The Lord is my light and my salvation 

I was glad 

My heart is fixed 

God standeth in the congregation 

Plunged in the confines of despair 

John Blow 

Henry Purcell 

Henry Purcell 

Henry Purcell 

William Turner 

Henry Purcell 

Cambridge, Fitzwilliam Museum Mu MS 88 (Cfm Mu MS 88) 

A full score of sacred music in the hand of Henry Purcell and probably one other 

scribe. The music is written on 15 five-line staves of about lImm per page, drawn as 

three blocks of five; hand-drawn staves are often added after the fifth and tenth staves. 

Pages measure 428mm x 279mm and the writing block 404mm x 245mm. The table of 

contents in the front part of the manuscript was written in two stages and in two 

d~fferent inks - in the second part Blow is referred to by the title of 'Dr', which he 

g<fined in 1677. The date given at the top of the contents list, of which only the first 

three figures (167-) are legible, refers only to the first five items on the list and the rest 

of the music in this end of the manuscript could have been copied some time later. 

At the back end of the manuscript is written "God bless Mr Henry Purcell September ye 

10th 1682". This is certainly in Purcell's hand, but the list of contents below this is not 

autograph. Since it is unlikely that the unknown scribe would have begun the contents 

list before Purcell's inscription had been written on the top part of the page, the list 

probably post-dates 1682; nevertheless, it is incomplete, containing only the first of 

Purcell's own pieces (Save me 0 God), and the remaining anthems may have been 

copied after 1682. Purcell's autographs, at the reverse end of the manuscript, are: 

116r Save me 0 God 

ll1r Blessed is he whose unrighteousness is forgiven 

106v Hear me 0 Lord 

104r Bow down thine ear 

102r Man that is bornlIn the midst of life 

99r Remember not, Lord, our offences 

96r o God thou hast cast us out 

92r o Lord God of hosts 

89r o God thou art my God 

87v Lord how long wilt thou be angry? 

86r o Lord thou art my God 

83v Hear my prayer, 0 Lord (incomplete) 
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Cambridge, Fitzwilliam Museum Mu MS 116 (Cfm Mu MS 116) 

An organ score which, since the corners of the top and bottom right-hand pages are 

often missing, must have been in practical use for some time. A six-line stave is used 

throughout, varying between 16mm and 16.5mm; there are ii + 252 + ii pages, but 

pages 1-48 are missing and the flyleaves are modern; the writing block varies between 

about 177mm x 310mm. The manuscript is in the hand of Blow throughout, except 

for pp. 63, 64 and 141 (Hand B), 96-97 and 240-end (Hand C). It appears that the 

two other copyists were working alongside Blow since all the pieces except for 0 

Praise the Lord on p. 141 follow on from one another. The Morning and Evening 

Service in D on p. 235 was dated by Blow 1707. The autograph contents are as 

follows: 

I 74 Morning and Evening Service in A minor 

~98 Morning and Evening Service in C 

108 Lord, thou art become gracious 

109 Thy hands have made me and fashioned me (authorship uncertain) 

110 Morning and evening service in D minor 

130 Be merciful Lord and bless us 

144 Morning and Evening Service in G minor 

155 Praise the Lord, 0 my soul 

158 Morning and Evening Service in F 

169 Teach me thy way, 0 Lord (authorship uncertain) 

170 Put me not to rebuke (authorship uncertain) 

181 Praise the Lord, ye servants 

182 In the time of trouble 

184 Morning and Evening Service in A 

204 0 God, my heart is ready 

206 I will praise the name of God 

224 Morning and Evening Service in D 

236 Lord, Thou knowest all my desires (authorship uncertain) 

238 My days are gone like a shadow (authorship uncertain) 

240 Evening Service in G 
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Cambridge, Fitzwilliam Museum Mu MS 152 (Cfm Mu MS 152) 

A guard book of organ scores in five fragments, two pairs of which are taken from the 

same volumes of music. Six-line staves are used throughout with the exception of one 

five-line leaf inserted into fragment A. There are 21 folios in total; the paper is of 

different dimensions, measuring approximately 210mm x 315mm. Eleven different 

scribes were involved in the copying including Purcell, Blow, Humfrey, Tucker and 

Croft; Shaw's attributions in the Fitzwilliam catalogue are unreliable since he identifies 

all signed pieces as holographs. The autograph contents are as follows: 

2v o give thanks Henry Purcell 

6v Magnificat and Nunc Dimittis in E minor Pelham Humfrey 

12v Sanctus and Gloria in B minor William Croft 

141' Unto thee, 0 God, do we give thanks William Croft 

161' Unidentified anthem (incomplete) William Tucker 

16v Lord, I have sinned John Blow 

~ 181' Lord, how they are increased John Blow 

19v My heart is fixed (incomplete) William Tucker 

20v o praise the Lord, all ye heathen William Croft 

Cambridge, Fitzwilliam Museum Mu MS 240 (Cfm Mu MS 240) 

A manuscript in full score taken from a collection of two volumes possibly compiled by 

Green, Boyce and Arnold for Cathedral Music and now stored in three parts, the 

remaining sections being held in the Bodleian Library and the British Library. There 

are three autographs by John Blow written on different types of paper, now paginated 

together. The five-line staves measure 11.5mm, 12mm and lOmm respectively, and 

the writing blocks 267mm x 169mm, 266mm x 166mm, and 252mm x 170mm. The 

anthems are as follows: 

7 Blessed be the Lord my strength 

23 Awake, awake, utter a song 

43 Let the righteous be glad 

Cambridge, Fitzwilliam Museum Mu MS 652 (Cfm Mu MS 652) 

A full score of keyboard works. Six-line staves are used for ff. 1-241', but five-line 

from f. 24v to the end; since f. 24 has both types of stave ruling the manuscript must 

either have been bought as a blank pre-bound book or was pre-ruled with the intention 

that half the book would be used for non-keyboard music. There are 85ff. , of which 
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the front half of the manuscript contains music on ff. 1-21 v, and the reverse part on ff. 

85v-44v. The Corelli and Purcell sonatas copied into the reverse end of the book are in 

the hand of John Harris, son of Renatus Harris the organ-builder. The first section of 

music written on six-line staves at the front end of the book may be in the hand of 

Ralph Courteville, though in a note at the front end of the manuscript Cummings 

suggests incorrectly that Blow was the scribe; the latter part of the music in this section 

of the manuscript is again in the hand of Harris. Pieces which may be in Courteville's 

autograph are as follows: 

7v [Voluntary in G minor] 

8v [Voluntary in G minor] 

9v [V oluntary in G minor] 

Several of the compositions have times and dates written beside them. The fact that 

I three of the pieces are attributed to Blow and three to Courteville seems to preclude any 

~ossibility that these dates refer to the length of time it took to compose the pieces, 

though in fact only one of the Blow pieces is given both time and date. There is also no 

evidence that the scribe was composing directly into the manuscript: each piece is 

copied neatly, without any corrections or alterations. 

The three Courteville pieces are marked "Eleven a Clock att Night", "a little past 12 a 

Clock att Night" and "allmost one a Clock". All three were copied on Monday 

February 23rd 170112; they are each only two sides long, and yet it appears to have 

taken the copyist about an hour to copy each one. The first pieces are copied at 

intervals from one another - two pieces by Blow on Saturday 7th February and one on 

the following Thursday (or Friday - he dates it Thursday 13th, when in fact Thursday 

would have been the 12th); but the last four pieces were all copied together ten days 

later, which could suggest a deadline close to the 23rd for performance or presentation 

of the manuscript. 

Cambridge, Peterhouse MS Former Set 1-7 (Cp Former Set 1-7) 

A set of part-books containing sacred music and entitled "Dec[ani]: Med[ius]", "Dec: 

Countertenor I", "Dec: Countertenor 11", "Dec: Bass", "Cantoris: Med[ius]", "Cantoris: 

Countertenor I", and "Cantoris: Bass". Each book has pages containing ten five-line 

staves of 14mm, and the writing blocks average 257mm x 162 mm. The part-books 

include several different hands and the same scribe is often responsible for copying the 

same piece throughout the part books. Two of the pieces, for which there are no parts 
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for Decani Tenor n, are in Henry Loosemore's holograph in all manuscripts (the 

foliation given below is for the Decani Medius part): 

121r Praise the Lord 0 my soul 

121 v Tell the daughter of Sion 

Ely Music MS 2 (Ely MS 2) 

An organ score. It is paginated 17-177 at front end and 2-193 at the back, and since the 

missing pages have clearly been cut out of the volume it may have been a pre-bound 

manuscript. Six five-line staves are used throughout, measuring approximately 18mm, 

and the writing block is 211mm x 326mm. Most of the bottom corners of the pages are 

damaged and have been folded, several are completely absent, and three at the end of 

the reverse-end contents have been repaired; in addition most of the pieces have pencil 

:t;narkings - mainly to add figures and text incipits - suggesting that the volume was used 

it. performance. The entire manuscript is in the hand of James Hawkins, though many 

pieces are by other composers, identified in the contents lists at both ends of the book. 

The autograph contents are as follows: 

5 0 be joyful in God 

31 0 give thanks 

40 0 sing unto the-Lord 

43 0 praise the Lord all ye heathens 

46 Lord, thou art become gracious 

53 Bow down thine ear 

55 0 Lord grant the King a long life 

57 Praise the Lord ye servants (? Ja: Hawkins mbbed out from opening page) 

65 0 praise the Lord 

69 Haste thee 0 God 

86 Hold not thy tongue 

93 In thee 0 Lord 

142 Behold now praise the Lord 

153 Praise the Lord 0 Jemsalem 

Ely Music MS 4 (Ely MS 4) 

An organ score of services and anthems. There are ten five-line staves per page, 

measuring 13mm, and the writing block is 251mm x 167mm. The services are copied 

at the back of the manuscript and the anthems at the front. Only the last three services 
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are in the hand of Hawkins, so it is possible that his part in the copying process came 

fairly late in the manuscript's conception. Of these pieces only one was composed by 

Hawkins, the Service in E flat on pp. 155-60. Parts of the rest of the manuscript were 

copied by Ferrabosco and Thomas Bullis junior, who both preceded Hawkins in the 

post of organist at Ely Cathedral. 

Ely Music MS 7 (Ely MS 7) 

A full score anthems. There are twelve five-line staves per page, measuring 13 mm; the 

writing block is 270mm x 173mm. The pagination runs from 1-532 and the manuscript 

seems to be a prebound book, but one leaf is misplaced between pages 288 and 297, 

which could indicate that it was partly or completely rebound after copying. The 

pagination is correct, but Hawkins gave instructions on the misbound leaves to tell the 

reader how to read the manuscript properly, so the misbinding must have happened 

, only shortly after copying or at least when the manuscript was still in Hawkins' 

,",ossession. 

It appears that the volume was copied as a record rather than for use in performance, 

since there are no performance markings or folded page corners. However, there are 

non-autograph brackets to join staves within the system on pp. 253 (in ink) and 256 

(in pencil), plus some pencil figures in 0 give thanks, and it is possible that this piece 

at least was performed from this copy . Similarly there are red pencil marks to 

differentiate systems in Bow down thine ear on p. 365. Hawkins' lengthy contents list 

at the front of the manuscript is organised by genre with services and anthems 

separated. 0 sing unto the Lord on p. 509 at the end of the manuscript is separated 

from the rest of the anthems and it is possible therefore that this was a later setting than 

the one on p. 321. Hawkins also wrote "Semper Laus Deo" at the end of the Gloria on 

p. 508, suggesting that he considered the manuscript to be finished, though his 

pagination continues to p. 532, the anthem finishing on p. 522. The contents are as 

follows: 

1 In thee 0 Lord 

10 Lord thou hast been our refuge 

15 o come let us sing 

21 o be joyful in God 

27 Hold not thy tongue 0 God 

34 In Jury is God known 

37 Lord who shall dwell 

50 The Lord is King 
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61 The Lord is my strength 

67 Thy righteousness 0 God 

76 My God, my God 

87 Lord thou art become gracious 

98 Blessed is he 

104 Unto thee 0 Lord 

113 Man that is born of a woman 

122 Behold how good and joyful 

129 Great is the Lord 

138 o Lord my God 

145 Sing 0 daughter of Sion 

152 Behold how good and joyful 

156 Turn thou thy face 0 Lord 

160 In the Lord put I my trust 

164 The King shall rejoice 
1 

HO I will exalt thee 0 Lord , 
188 Christ being raised from the dead I 

192 o give thanks for he is gracious 

197 o praise the Lord 

201 I will give thanks (Ps. 111) 

206 Rejoice in the Lord alway 

211 Haste thee 0 God 

216 I will give thanks (Ps. 9) 

227 I will give thanks (Ps. 138) 

235 Sing joyfully 

242 o give thanks for he is gracious 

253 o give thanks and call upon him 

257 Hear 0 thou shepherd 

265 Blow up the trumpets 

271 Hymn for Easter Day (The Lord is risen) I 

278 o praise God in his holiness 

285 I will call upon the Lord 'I 

289 o sing unto the Lord 

296 Lord remember David 

300 I will magnify thee 0 Lord 

305 Arise 0 Lord 

311 Ascribe unto the Lord I 
321 o sing unto the Lord 

i 332 Hear my prayer 0 Lord 



341 The Lord is my strength 

345 o Lord grant the King 

350 Rejoice in the Lord 

354 o praise the Lord all ye his people 

357 Deliver us 0 Lord 

362 Praise the Lord ye servants 

365 Bow down thine ear 

374 Evening Service in E 

382 Evening Service in E flat 

392 Evening Service in C minor 

400 Morning Service in C 

416 Whole Service in G 

451 Double Service in A 

505 Gloria Patri 

509 o sing unto the Lord 
I 

Ely Music MS 9 (Ely MS 9) 

A full score of sacred music with one organ score at the reverse end of the manuscript. 

The contents of the front end are paginated 5-315, and and those of the reverse end 1-

132, of which all except pages 1-52 are in Hawkins' hand. There are eighteen five

lines staves per page, measuring approximately lOmm; the writing block is 372mm x 

232mm. The bottom right hand corners of pages, particularly in the reverse end of the 

manuscript, are worn and have been turned and there are other added markings, so at 

least some of the manuscript was probably used in performance. On the first of two 

front flyleaves is a list of contents not in Hawkins' hand where pieces are listed by 

composer; the second front flyleaf has Hawkins' own contents list on the recto page. 

Pieces are categorised as "verse and full anthems in score" and "services in score" . In 

the reverse end of the manuscript the organ score pieces are listed in another of 

Hawkins' contents lists as "anthems" and "services". The first eight pages of this part 

of the manuscript are bound the right way up (rather than reversed) and Hawkins 

explains on the contents page that "N.B. the first 8 pages - in which are Tallis's 

Responses - Tallis' Service in D and Bird Morning Service are inverted by the Binder; 

and wd soon be loose if only pasted in"; presumably they did not originally form part 

of the collection in the manuscript, although they do follow the pagination of the 

reverse end of the manuscript. Hawkins' autograph contents are as follows: 

Forward end: 

5 Morning Service in C 

10 Chanting Evening Service in B flat 
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17 I will give thanks unto thee 

25 Glory be to God on high 

27 I waited patiently 

35 In thee 0 Lord 

44 0 how amiable 

171 Hear 0 thou shepherd 

231 The souls of the righteous 

243 Miserere 

244 Merciful Lord we beseech thee ("The Collect for St John's Day Sung for the 

Grace at St. Johns College in Camb: on ye Day by James Hawkins.") 

248 Blessed be thou Lord God 

257 Praise the Lord 0 Jerusalem 

260 Hold not thy tongue 0 God 

280 0 that the salvation of the Lord 

290 0 praise the Lord 
I 

.Rteverse end: 

29 Chanting Evening Service in B [minor] 

o Lord thou hast searched me out on p. 51 is attributed to Hawkins both in the index 

and on the page, but Hawkins himself crossed this out in pencil and wrote "Mr Walkely 

Salisbury Cathedral" in its place. 

Ely Music MS 10 (Ely MS 10) 

A full score of anthems and services. It is paginated 1-324, but only the (odd) outer 

pages are numbered in first section, Croft's Te Deum; Hawkins' Te Deum and Jubilate 

following on from this were originally paginated from 1 again, but these numbers have 

been crossed out and pages made to continue from the end of the Croft piece, 

suggesting that some re-numbering took place after the works were bound together. In 

the remaining part of the manuscript only Hawkins' works have altered numeration, 

the other composers' works containing only the pagination appropriate to the current 

binding. There are twelve five-line staves per line measuring approximately 10.5 mm, 

and the writing block is 288mrn x 165mm. The second front flyleaf has Hawkins' list 

of contents in which piece are catalogued by genre as anthem and service. Hawkins' 

pieces are as follows: 

133 Morning Service in A: 

162 

181 

TeDeum 

Jubilate 

Commandments 
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183 Creed 

218 Magnificat 

243 Nunc Dimittis 

263 Blessed be thou Lord God of Israel 

273 0 Lord my God 

282 Blessed is he that considereth the poor 

Ely Music MS 12 (Ely MS 12) 

A full score with i + 203 leaves paginated as 1-405. There are twelve five-line staves 

per page, measuring approximately Ilmm, and the writing block is 277mm x 166mm. 

The main body of the manuscript is "Mr Hendales [sic] Te Deum & lubilate [Utrecht]", 

after which there is a total of nineteen anthems by Purcell, Blow, Croft, Humfrey, 

Aldrich, Turner, George Loosemore and one by Hawkins. The entire manuscript is in 

tpe hand of Hawkins, but only one piece, Blessed be thou Lord God of Israel, on p. 

2~7, was actually composed by him. 

Ely Music MS 17 (Ely MS 17) 

A full score of sacred music with twelve five-line staves per line, measuring 

approximately 11 mm; the writing block is 274mm x 160mm. This is a composite 

manuscript containing four different hands, of which only those of Hawkins and 

Aldrich have been identifed. There are two lists of contents, the first for pages 1-69 

only and in alphabetical order by composer, the second differentiated by genre (i.e. 

verse and full anthems) and giving both original and second pagination. Both appear 

to be in Hawkins' hand. Where the last section of the manuscript starts there has been 

a slight error in binding: one leaf, p. 129 in the original pagination, is placed two 

leaves too early (before p. 125). The new pagination for the whole manuscript does 

not take this into account so the mistake must have occurred when the manuscript 

sections were originally placed together. On the contents page an unidentified scribe 

wrote "leaves wrong placed" against the relevant section. Hawkins' autograph pieces 

are all contained in the section from pages 134-169: 

134 My God, my God 

145 Lord thou art become gracious 

154 Morning Service in C [Te Deum and lubilate] 

163 Praise the Lord ye servants 

166 Rejoice in the Lord 0 ye righteous 
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Pieces in Aldrich's autograph are: 

72 We have heard with our ears 0 Lord 

78 Why art thou so vexed 

82 My heart is fixed 

86 The eye of the Lord 

90 o God the King of Glory 

94 Hold not thy tongue 

97 Give ear 0 Lord (holograph) 

102 Behold now praise the Lord (holograph) 

111 I look for the Lord 

115 o Lord rebuke me not 

121 o give thanks 

124 God is our hope and strength 

Ely Music MS 18 (Ely MS 18) 

A guard book of full scores of sacred music. There is a total of five different hands in 

addition to that of James Hawkins. On the verso of the front flyleaf is Hawkins' list of 

contents , categorising pieces by genre, and also giving the number of voices and the 

key for each piece. Hawkins autograph contents are as follows: 

17 Morning Service in A 

46 0 Lord grant the King 

49 [Chanting] Morning Service in D 

65 0 Sing unto the Lord a new song 

155 Behold 0 God our defender 

179 The earth is the Lord's 

Ely Music MS 19 (Ely MS 19) 

A guard book of sacred music . In the first part of the manuscript there are twelve five

line staves per line, measuring approximately 10.5mm, with a writing block of 282mm 

x 173mm; in the second section there are twelve five-line staves per line, measuring 

approximately 12mm, and the writing block is 272mm x 168mm. The three sections of 

the manuscript have not been repaginated so Hawkins writes "The pages begin 3 times 

over with 1 [in] this vol. 3 collections bound together". On the verso of the front 

flyleaf Hawkins' contents list gives the author, title and page, in approximate but not 

exact page order. The entire book is in Hawkins' hand and the pieces composed by 

him are as follows: 
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First part of guard book: 

121 Who so dwelleth under the defence 

141 0 be joyful in God all ye lands 

Second part: 

1 Service in G 

17 Service in C 

25 Chanting Evening Service in C minor 

29 Lord who shall dwell in thy tabernacle 

41 Bow down thine ear 0 Lord 

Ely Music MS 20 (Ely MS 20) 

A full score of sacred music, paginated 1-340. There are twelve five-line staves 

rpeasuring about 13.5mm, and the writing block is 310mm x 204mm. The contents list 

ob the verso of the front flyleaf lists pieces approximately alphabetically by anthem 

title; pieces are described as full or verse and the number of voices is given in each 

case. The entire manuscript is in Hawkins' hand and his compositions are as follows: 

247 Blessed be the Lord my strength 

289 Praise the Lord 0 Jerusalem 

Hawkins ascribed 0 Lord God of my salvation on p. 219 to himself both in the 

contents list and on the first page of the anthem, but another scribe crossed this out and 

wrote "Mr Richardson" in both places. Hawkins actually copied the chorus "I am 

counted as one of them that go down into the pit" twice in this anthem and the unknown 

scribe wrote "Richardson" against the verse "Free among the dead" on p. 222; it seems 

quite likely that Hawkins actually re-composed part of Richardson's anthem. 

However, on the sheet where the chorus is re-written, Hawkins added the annotation 

"Chorus - in 0 Lord God of my salvation Hawkins / This belongs to my - Scores vol 

VI pag.221". It is not clear whether, in writing "my score", he was referring simply to 

the manuscript that he had copied or to his own music. 

Ely Music MS 21 (Ely MS 21) 

A full score of anthems and some instrumental music. There are twelve five-line staves 

measuring approximately 14mm, with a writing block of 348mm x 240mm. The entire 

manuscript is in Hawkins' hand, including the instrumental music at the back, which is 

not referred to in the list of contents; the pieces may well be Italian sonatas. The 

179 



contents list on the verso of the front flyleaf lists the pieces alphabetically by anthem 

with the number of parts, though written in a different hand for the full anthems. 

Although Hawkins did not refer to recto or verso in the contents list, the manuscript is 

actually foliated; Hawkins used the number on the facing page rather than the number 

on the reverse side of the page for his reference, so many of the pieces are actually 

found one page earlier than the page given in the contents list. Hawkins' autograph 

contents are as follows: 

11 v The souls of the righteous 

40v I waited patiently 

52v Glory be to God on high 

65r I will give thanks 

London, British Library Additional MS 14399 (Lbl Add. MS 14399) 
I 

It full score of secular songs. There are ten five-line staves per page measuring 

approximately 12.5mm, and the writing block is 254mm x 166mm. On the verso of 

the first front flyleaf is written " ... in the possession of Mr Benjamin Goodison", "9 

original songs in MS of Matthew Locke / £1=8-0", "Vincent Novello / 66 Gt Queen 

St. / Lincoln's Inn", "For the Index see the Paper opposite page" and "This is a most 

curious & valuable ms", all in different hands. On the recto of the second flyleaf is 

written "Benj Strutt [?]: the gift of / B Goodison Esqr" and "9 Songs in the 

Handwriting of / Matthew Locke". The contents list, in the hand of the scribe for the 

fourth inscription on the first flyleaf, lists the following pieces in Locke's hand: 

4v Cupid once when weary grown 

5v Cloris qui dompte tout le monde 

6r Bone lesu, verbum patri "Evidently Mw Locks composition altho' his name is 

not to it" and on f. 6 "This is a composition by Mw Lock as appears by a copy 

thereof with his name to it, in the possession of lones" 

7v Hark the storm grows loud [in C] 

10v Thirsis I wish as well as you [in A] 

11 v Sing forth sweet cherubin 

12v No my divine Fidea 

13v Thirsis I wish as well as you [in G] 

14v Hark, hark the storm grows loud [in A] 

[Pelham Humfrey] 

[William Gregory] 

Henry Lawes 

WmGregory 

Pelh. Humphrys 

In addition, on f. 41' Locke wrote some brief instructions on the rudiments of music. 

About two thirds of the book is completely blank. The fourteen pieces at the end are all 
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in the hand of another scribe, as is I'll have no more dealing on f. 9v. Other than Sing 

forth sweet cherubin, none of the pieces have Locke's customary initials in the top 

corners of the page and it is possible that he was not the composer of the other pieces. 

London, British Library Additional MS 17799 (Lbl Add. MS 17799) 

The autograph score of Matthew Locke's Cupid and Death (also with music by 

Christopher Gibbons). The covers are original and bear Locke's initials ML embossed 

in gold and with a crest between the letters, though the manuscript has been rebound. 

Locke initials the top right-hand corner of each page with ML ("Math: Locke" on the 

first page), but for pieces written by Gibbons he writes "Mr Gibbons" instead, so the 

authorship for each piece in the masque is unambiguous. There are 32 folios plus one 

front flyleaf. It was written on ten five-line staves of 12mm; the pages measure 286mm 

x 186mm and the writing block 234mm x 144mm. 

Pasted just before the first original flyleaf is an engraving of "A View of Leicester 

Square London", undated, but printed by "J. Bowles Delin et Soulp" . On the original 

front flyleaf Locke wrote "The Instrumentall and vocall Musique in the Morall 

representation att the Millitary Ground In Lescester ffeilds 1659"; another scribe wrote 

"1650, and in" in front of the date 1659. Below this Hayes wrote "This is the original 

manuscript of Mat: Locke Esq. Composer to King Charles the 2d.", to which another 

unidentified scribe added "who in conjunction with Mr Chris Gibbons Composed what 

is contained in this Book". This annotator also wrote to one side of the page "Dr 

Orlando Gibbons who was the music master of Mathew Lock", which was corrected to 

"Dr Christopher" by a different hand. At the bottom of the page in another unidentified 

hand is written "This M.S. of M. Lock formerly belonged to Hannah Lanier". The 

same annotator wrote on the verso of the flyleaf "Cupid and Death; a private 

Entertainment represented with scenes, and music, Vocal & Instrumental , written by J. 

Shirley, 1653. A Masque[.] This was presented before His Excellency, the Portuguise 

Ambassado'r, on the 26th of May 1653. For the design, See Ogalby's Alssop. Vol. 

1st Fable 39". Written sideways at the edge of the page is "bought at Dr. Haye's [sic] 

sale at Oxford, by Ed. Jones". Below this in pencil is written "This vol. was part of 

Lot 476 in E. Jones Sale by Sotheby in 1825. The above is Jones' handwriting". 

London, British Library Additional MS 17801 (Lbl Add. MS 17801) 

A large volume containing all of Locke's instrumental music. All the pages are initialed 

ML on the top right hand corner. On the second front flyleaf is written "Purchd at a 

Sale at Puttich's 25 June 1849 Lot 579" ; there is a further pencil marking on f. 2v: 
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"Lot 477 in E. Jones's Sale by Sotheby in 1825 bought by ... Palmer for £3.3.-". On 

f. 2r is Locke's own title for the volume: "Compositions for Broken and Whole 

Consorts, of two, three, ffower, ffive, and Six Parts, made by Matthew Locke, 

Composer in Ordinary to his Majestye" . The latter part was added by Jones, who also 

wrote beneath "M: Locke composed the music for the King's Restoration, and Entry; 

The Music in Macbeth; several fine church services and anthems - This manuscript in 

his own hand, was presented to the King by the author 1672. He died 1677; organist 

to the Queen of Portugal. Vide Hawkins History of Music Vol 4th". There is no 

evidence that this manuscript was ever intended as a presentation volume for Charles n. 

The manuscript may have been pre-bound since the staves were ruled in systems of 

varying sizes, each with pre-ruled bar lines. Locke grouped all the pieces according to 

the number of parts (and therefore the number of staves needed) and there are lengthy 

gaps between sections where he moved forward to the next grouping of staves. 

Ifowever, a few groups of leaves do not follow this pattern, since they do not have pre

ruled bar lines. In addition, the nineteen blank leaves from f. 62 are bound with sewing 

marks visible on the outside. The folia are organised as follows: 

7-15 

18-26, 39-45 

48-61 plus 8 blank bifolia 

62 plus 19 blank bifolia' 

63-65 plus 20 blank bifolia 

two-stave systems 

three-stave systems 

four-stave systems 

five-stave systems 

six-stave systems 

Folio 17, at the end of the consort For several friends, is only partly ruled, with just 

two staves on the recto page; the rest of the bifolio is blank. The Flat Consort on f. 27r 

begins on eighteen-stave paper without pre-ruled bar lines, and the single sheet f. 35 is 

a replacement leaf; just after the beginning of The Broken Consort ruled three-stave 

paper returns on f. 39. The self-contained single opening on ff. 46-7 has eighteen 

staves, like the preceding paper, but without pre-ruled bar lines. The page dimensions 

differ according to the ruling of the staves. Locke did not write a contents list, but the 

pieces are organised as follows: 

3r Duos for two Bass Viols 12 pieces 

7r For several friends 54 pieces 

18r The Little Consort 40 pieces 

27r The Flat Consort for my Cousin Kemble 24 pieces 

37v The Broken Consort 24 pieces 

46r The Second Part of the Broken Consort 6 pieces 
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48r 

62r 

63r 

63v 

64r 

65r 

A Consort of Four Parts 24 pieces 

For his Majesty's Sagbutts and Cornetts: Ayre and Courante (incomplete) 

Canon 4 in 2 "ad placitum" 

For his Majesty's Sagbutts and Cornetts: Pavan and Almand 

"A Plaine Song given by Mr William Brode of Hereford 54: Canon 4 in 2 'ad 

placitum'" 

Rest of the consort on f. 63v, copied by lones, with the inscription "See this 

mark a leaf back, where this follows the music for the Sagbutts & Cornetts 

composed for King Charles's Restoration" (a statement to which Hayes 

comments "this must be mere conjecture on the part of Mr lones") 

London, British Library Additional MS 17841 (Lbl Add. MS 17841) 

A guard book of sacred music. The first flyleaf has the book plate of lames Kent 

W,inton. There is an index in Novello's hand on the second flyleaf and several 

anhotations: "Presented in the Musical Library of the British Museum, by Vincent 

Novello autumn 1849"; and "1 purchased this fine colln of rare MSS at the sale of 

Batteman's valuable & choice Musical Library[.] V. Novello. The pencil remarks and 

annotations are in the handwriting of that incomparable Bass Singer, who was also a 

most tastefully judicious & remarkably well-informed musical antiquarian". The pieces 

in Daniel Purcell's autograph are as follows: 

65r-71v 

81r-86r 

871'-891' 

90v-93r 

1 will magnify thee 0 God my King 

Hear my prayer, 0 God 

Put me not to rebuke 

o God thou art my God 

Each piece has twelve five-line staves per page, and the writing block averages 279mm 

x 168mm. I will magnify thee seems to have been copied as a separate piece since it 

forms a single gathering and has dirtied outer covers. The other three anthems were 

also copied separately, but were clearly stored together as all have a horizontal fold 

down the middle. 

London, British Library Additional MS 30930 (Lbl Add. MS 30930) 

An autograph manuscript containing sacred music at one end (where the modern 

foliation begins) and at the other fantazias, sonatas and other instrumental music, all by 

Henry Purcell. There are two front flyleaves plus 140 foliated leaves, of which ff. 12-

20, 23, 35-6, 39-41,43-8, 50-4, 68-9, 71-2, 76-86, 88-9, 92-7, 99-100, 102, 104-
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10, 113, 120-1, 124-8, 132-6 and 140 are blank. The modern foliation does not take 

account of the blank pages, running from 1-71, and the empty pages themselves 

frequently dissect pieces of music, so it is clear that the manuscript has been misbound. 

The music is written on 16 five-line staves of 11mm, the pages measuring 407mm x 

265mm and the writing block 373mm x 225mm. On the second modern flyleaf are the 

book-plates of "Revd John Parker" and "Edmd. J. Warren Home Esqr.", plus the 

annotation "Purchased of Julian Marshall 27 July 1878". On the verso of the first 

original flyleaf is written "T. Jones Sale FebY 1826 No.187 [the rest is illegible]", 

"Music, p.2", "Joseph Warren", and (in pencil) "This valuable Volume is described in 

my Music of Henry PUl'cell Printed in my edition of Dr. Boyce's Collection of 

Cathedral Music 1849[.] Joseph Warren". On f. 2r Purcell wrote the title "The Works 

of Hen; Purcell. Anno Dom. 1680". The contents are as follows: 

Front end: 

3~' Plunged in the confines 

4r" 0 all ye people clap your hands 

6r When on my sick bed 

7v Gloria Patri 

8v Jehova quam multi sunt hostes meam 

11r Beati omnes qui timent dominum 

Br Domine non est exaltatum (first two staves only then nineteen blank sides) 

14r Lord not to us (one page only then two blank sides) 

15v Ah few and full of sorrows (one blank page is inserted between 15v and 16r; 

breaks off at the end of 17r, then one blank page) 

18r 0 Lord our governor 

20v O! I'm sick of life 

22r Lord I can suffer thy rebukes 

23v Hear me 0 Lord (breaks off after "that go down unto the pit" with two blank 

pages following) 

24v Since God so tender 

26r Early 0 Lord (two blank pages inserted after the first page) 

28r Hear me 0 Lord the great support (three blank pages inselted after the first 

folio) 

Reverse end: 

71r "Hear begineth ye 3 part Fantazia's" No.l , D minor 

70v Fantasia No.2, F major, incomplete 

69v Fantasia No.3 , G minor (then eleven blank sides) 

68r "Here begineth ye 4 part Fantazia's" 
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67r Fantasia No. 4, G minor "June ye 10. 1680" 

66r Fantasia No.5, B flat major "June ye 11. 1680" 

65r Fantasia No.6, F major "June ye 14. 1680" (five blank folios separate the 

opening page from the end) 

64r Fantasia No.7, C minor "June ye 19. 1680" 

63r Fantasia No.8, D minor "June ye 22. 1680" (the opening page is separated 

from the end by two blank folios) 

62r Fantasia No.9, A minor "June ye 23: 80" 

61r Fantasia No. 10, E minor "June ye 30 80:" 

60r Fantasia No.11, G major "August ye 1980." (changed from 16th) 

59r Fantasia No.12, D minor "August ye 31. 1680" 

58r Fantasia No. 13, A minor "Feb. ye 24th 1682/3" (incomplete) 

57r Pavan 

56r Chacony (followed by seven blank folios) 

54r Suite in G major: Overture (the last movement of suite is separated from the 

first three by one blank page; then three further empty pages) 

51 v "Here Begineth ye 5 Part: Fantazies" (followed by two blank pages) 

50r Fantazia upon one Note (followed by two blanks) 

48r "Here Begineth ye 6, 7, & 8 part Fantazia's" In Nomine (G minor) 

(the beginning and end are separated by twelve blank folios) 

46r "7 Parts" In Nomine (then five blank folios) 

43v "Sonnata's" (No. 1, B minor) 

41v "Sonnata" (No. 2, E flat major) 

39v "Sonnata" (No. 3, A minor) 

37v "Sonnata" (No.9, F major) 

35v "Sonnata" (No.7, C major) 

34r "Sonnata" (No.8, G minor) 

32r "Sonnata" (NoA, D minor, first three bars only) 

31r "Sonnata" (No. 10, D major. Five blank leaves separate the first leaf from the 

second; there are a further six blanks pages between here and the vocal music) 

London, British Library Additional MS 30931 (Lbl Add. MS 30931) 

A guard book containing autographs of Henry Purcell and Henry Aldrich. There are 

three pieces by Purcell and in his hand, each written on paper with twelve five-line 

staves per page, measuring 12.5mm, Ilmm, and 10mm respectively; the writing 

blocks average 271mrn x 169mrn. The pieces are: 
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671' Fantasia No. 4, G minor "June ye 10. 1680" 

661' Fantasia No.5, B flat major "June ye 11. 1680" 

651' Fantasia No.6, F major "June ye 14. 1680" (five blank folios separate the 

opening page from the end) 

641' Fantasia No.7, C minor "June ye 19. 1680" 

631' Fantasia No.8, D minor "June ye 22. 1680" (the opening page is separated 

from the end by two blank folios) 

621' Fantasia No.9, A minor "June ye 23: 80" 

611' Fantasia No. 10, E minor "June ye 30 80:" 

601' Fantasia No.l1, G major "August ye 1980." (changed from 16th) 

591' Fantasia No.12, D minor "August ye 31. 1680" 

581' Fantasia No. 13, A minor "Feb. ye 24th 1682/3" (incomplete) 

571' Pavan 

561' Chacony (followed by seven blank folios) 

~4r Suite in G major: Overture (the last movement of suite is separated from the 

first three by one blank page; then three further empty pages) 

51 v "Here Begineth ye 5 Part: Fantazies" (followed by two blank pages) 

501' Fantazia upon one Note (followed by two blanks) 

481' "Here Begineth ye 6, 7, & 8 part Fantazia's" In Nomine (G minor) 

(the beginning and end are separated by twelve blank folios) 

461' "7 Parts" In Nomine (then five blank folios) 

43v "Sonnata's" (No. 1, B minor) 

41 v "Sonnata" (No. 2, E flat major) 

39v "Sonnata" (No. 3, A minor) 

37v "Sonnata" (No.9, F major) 

35v "Sonnata" (No.7, C major) 

341' "Sonnata" (No.8, G minor) 

321' "Sonnata" (No.4, D minor, first three bars only) 

311' "Sonnata" (No. 10, D major. Five blank leaves separate the first leaf from the 

second; there are a further six blanks pages between here and the vocal music) 

London, British Library Additional MS 30931 (Lbl Add. MS 30931) 

A guard book containing autographs of Henry Purcell and Henry Aldrich. There are 

three pieces by Purcell and in his hand, each written on paper with twelve five-line 

staves per page, measuring 12.5mm, 11mm, and 10mm respectively; the writing 

blocks average 271mm x 169mm. The pieces are: 

185 



61r-66v 

67r-70v 

81 v-84r 

Blessed are they 

Out of the deep 

In the midst of lifeffhou knowest Lord 

Aldrich's autograph, on f. 161 v, is an arrangement of Farrant's Hide not thy face from 

me. 

Lbl Add. MS 30932 

A guard book of sacred music with four autograph pieces by Purcell, one by Blow and 

one which has been attributed both to Humfrey and to Richard Henman (see Ford 

(l986b) and below). The pages have been trimmed to measure approximately 322mm 

x 208mm, though there are some variations. The autograph contents are as follows: 

87r , My beloved spake Henry Purcell 

94r ,. Who hath believed our report Henry Purcell 

121r Behold now praise the Lord Henry Purcell 

1281' My God, my God John Blow 

1321' Behold I bring you glad tidings Henry Purcell 

The Blow holograph is signed at the end "at Aspinden Hall Sep. the 6th 1697". 

Purcell's Behold I bring you glad tidings: is signed at the end "Mr Henry Pilcell 1698"; 

Hayes comments "NB This date cannot be right as Purcell died in 1695 three years 

before the above date" and Flackton writes "dated the year in which it was transcribed", 

but this cannot be the case, since the piece is undoubtedly autograph. Presumably the 

signature, though it appears to be in a similar ink to the music, was not written by 

Purcell; no other similar misspelling "Pucell" is known to have been written by Purcell 

himself. 

London, British Library Additional MS 30934 (Lbl Add. MS 30934) 

A guard book of secular odes containing three autographs of Daniel Purcell and one of 

his brother Henry. The pages have been trimmed to measure approximately 319mm x 

200mm and all the music is written on twelve five-line staves per page. The contents 

are as follows: 

36r 

58r 

Again the welcome" Song on her Royall Highness 

Birth Day Feb: 6th 169911700" 

In lofty numbers 

Daniel Purcell 

Daniel Purcell 
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94r 

79r 

The loud-tongued war 

Who can from joy refrain? 

Daniel Purcell 

Henry Purcell 

All three of the odes by Daniel Purcell are certainly in his autograph, but two different 

styles of writing are evident: in the first and third odes, both treble and bass clefs differ 

very slightly from those used in In lofty numbers, and strokes joining groups of 

quavers and semiquavers are straight, whereas as those for the second ode form 

zigzags where there are groups of four notes. A second copyist was responsible for 

copying part of Again the Welcome, and Daniel Purcell appears to have supervised the 

copying process, taking over at certain points as shown below: 

36v-39r 

39v-40r 

41r 

43r 

47r 

48r 

50v 

SIr 

51v 

52v 

54r 

Trumpett Sonata 

end of Trumpett Sonata 

Purcell 

copyist 

First system of f. 39v trumpet and violin parts and two corrected 

bars in second violin on the first system of f. 401' are in Purcell's 

hand. 

"Again the welcome" vers a 2 

"Behold great Princess" chorus 

copyist 

copyist 

The three instrumental upper parts are in Purcell's hand throughout; 

in bar 10 on f. 44r the basso continuo goes into Purcell's hand, all the 

music is in his hand from bar 12, and the text is also his from bar 13, 

though the clefs remain in the copyist's hand until f. 461'. 

"0 may this Theam continue" alto solo copyist 

"Come, come ye Britains" bass solo copyist 

"This ritor is to come after the following vers" Purcell 

"Vertue near it takes her feet" a-t-b trio Purcell 

"Next the younger" bass solo Purcell 

"Sound your Trumpetts" s-a duet Purcell 

"Now your loud Applause" Grand Chorus Purcell 

In addition, the overture on ff. 94v-95r in The loud-tongued war was not copied by 

Daniel Purcell; although Novello wrote on f. 93r that the section appears "to be in the 

hand of Jer. Clarke", this is clearly not the case. 

London, British Library Additional MS 31437 (Lbl Add. MS 31437) 

A guard book of sacred music and some instrumental music purchased by the British 

Library from Julian Mm'shall on "10 July, 1880: 26 March, 9 April, 1881" . At the 

beginning of the first section of the manuscript Hayes wrote "This Manuscript is an 
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original of Matthew Lock, and contains many of his own productions, which were 

given by himself to the Musick-School Phil: Hayes" . The final section, from f. 44, is 

not in Locke's hand and consists of parts for "Mr Diseners Sonata". The three sections 

copied by Locke are as follows: 

Iv Blessed is the man that hath not gone 

2v Lord rebuke me not in thy fury 

3v o Lord how marvellous is thy name 

4v Let God arise 

5v Behold! How good and joyful 

6v Praise the Lord all ye Gentiles 

7v When I was in tribulation 

7v Sing unto the Lord 

9v From the depths have I called 

12v o Lord hear my prayer 

Bv In the beginning 0 Lord 

14v Arise 0 Lord 

15v Nunc Dimittis 

16v A hymn 0 God becometh thee 

20r Agnosce 0 Christiane 

22r Jubilate Deo omnis terra 

24v Domini est terra 

27v Jesu auctor Clementiae 

29r "A Collection of Songs when I was in the Low = Countrys 1648". 

The composers include Galiato Sabbatino, Ejusdem, Joannis Rovetta and F. 

Buonaventura di Rogliano alias Francesco Costanzo. 

The first section is copied on twelve five-line staves arranged as three groups of four; 

the writing block measures 279mm x 159mm. Locke wrote across the page, filling in 

the gaps in the staves. All the psalms are consecutively numbered until From the 

depths (8), and the next piece may have been figured 9, though the figure has been cut 

off of the side of the page. The second section of the manuscript is written on ten five

line staves per page with a writing block of 224mm x 156mm. Locke added an extra 

stave at the top and bottom of each page to make twelve staves per page except where 

this was unnecessary; Domine est terra is written across the page. 
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London, British Library Additional MS 31439 (Lbl Add. MS 31439) 

A full score of songs by and in the hand of John Courteville. There are 18 leaves and 

the music is written on eight five-line staves of 9.5mm; the writing block measures 

143mm x 204mm, though the guidelines are faint. On the back of the first leaf Stafford 

Smith has written "Raphael Courteville, was Gent of the Royal Chapel at the time of the 

coronation of King Charles ye 2d 1661. In ye ColI. The 2d song probably was 

composed before ye Restoration". Courteville's dedication to Bennett Sherard, his 

patron, is on the second leaf; at the beginning of the piece on f. 15r is written "On the 

Honorable Bennett Sherard Esqs Birth Day Oc: ye 9t 91". The contents are as follows: 

31' I once was free as I thought 

3v Since all ye world is distracted with war 

4v When first I saw Clorinda's charming eyes 

5v Behold and listen 

6v My Phillis is young 

11' Fain I would have leave to tell the charms 

7v I cannot change as others do 

8v Tell me lovely loving pair 

91' To the great power of love 

11r The Ghost - A Papist died 

131' Purgatory - When the Almighty had his palace framed 

151' We're happy and we know it so 

16v With a Bumper in hand 

17v A Jigg "to be play'd immediately after ye Song" 

London, British Library Additional MS 31457 (Lbl Add. MS 31457) 

A guard book containing an autograph copy of John Blow's Ode for St. Cecilia's Day 

Welcome every guest (ff. 1-10) and a partial autograph of the Te Deum and Jubilate (ff. 

45-75). The ode is written on paper with twelve five-line staves of 12mm, and a 

writing block of 279mm x 164mm. The service is written on paper with twelve five

line staves measuring approximately 11.5mm; the writing block is 277mm x 164mm. 

Watkins Shaw (1980) writes that the Te Deum and Jubilate is in Blow's hand but that it 

was actually composed by Tudway, yet in his article "The autographs of John Blow" 

he states that the piece is by John Blow but the only autograph writing was the 

annotation of the singers' names. Wood (1976) vol. 4, 272 states confidently that the 

service is in the hand of William Croft, but agrees with Shaw that the singers' names 
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and various musical additions were added later by Blow. These additions are as 

follows: 

TeDeum 

Jubilate 

One bar at the foot of f. 47v, fitting with the music above it, which is set 

to the text "the Father everlasting"; the bar is presumably an alteration or 

addition to the instrumental patts; 

the trumpet parts and some figures at "Thou art the King of Glory'.' on 

ff. 54v-57r; 

two time signatures at "Govern them and lift them up" on f. 60v; 

the continuo realisation on f. 61r; 

the first trumpet entry in bars 1-3 on f. 65r; 

the continuo realisation at the chorus entry "0 be joyful" on ff. 65v-66r. 

The sketch at the end of the Jubilate is not part of the same gathering as the service, but 

th,e paper is of the same type and dimensions, differing significantly from that of the 

following piece in the manuscript. The treble clef and text are closer in appearance to 

Blow's hand than that of Croft, and the sketch is probably in Blow's autograph. 

London, British Library Additional MS 31458 (Lbl Add. MS 31458) 

A guard book of sacred music containing the autograph of Blow's 0 sing unto the Lord 

a new song (ff. 1-5) and'the Messe Prima of an unknown composer. The book plate of 

Julian Marshall is on the front cover and the British Library stamp on the front flyleaf 

says "Purchased of Julian Marshall, esq. 10 July, 1880; 26 March, 9 April 1881". 

Blow's piece is written on paper with twelve five-line staves of about 13mm and a 

writing block of 308mm x 194mm. 

London, British Library Additional MS 31461 (Lbl Add. 31461) 

A manuscript containing full scores of sacred psalm settings, Latin motets, an anthem 

by Croft and English/Italian secular song. Part of the manuscript is in the autograph of 

Daniel Purcell. There are ii + 112 pages, the paper has twelve five-line staves of 

9.5mm, and the writing block measures 243mm x 195mm. The front flyleaf has the 

stamp of the British Library "purchased of Julian Marshall, esq. 10 July 1880; 20 

March, 9 April, 1881" . In addition "Ja: Kent" is written on the top right-hand corner 

on f. 2r where the music begins. The contents list on f. 11' comprises the English 

anthems, attributing to Daniel Purcell only those anthems which are holograph; all the 

sacred pieces in his hand are solo psalms and could be seen as a set, particularly since 
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they share various stylistic features, so it is possible all the pieces were composed by 

Daniel Purcel!. The contents are as follows: 

13v Praise the Lord 0 my soul 

211' My God my God (holograph) 

271' In thee 0 Lord (holograph) 

31 r It is a good thing 

351' 0 Lord thou hast searched me out (holograph) 

391' 0 Lord rebuke me not (holograph) 

431' Have mercy upon me 

481' I will sing unto the Lord (holograph, but the final chorus is in the hand of a 

scribe who, according to a pencil annotation, was also responsible for copying 

Lbl [Egerton] MS 5337) 

62v Blessed is he whose unrighteousness 

7Qv Lord let me know mine end 

92t How sweetly does Maria's charms 

London, British Library Additional MS 36268 (Lbl Add. MS 36268) 

A full score of Tudway's music for the consecration of the chapel at Wimple. There are 

86 pages, written on cotton-like paper with twelve five-line staves of lOmm; the writing 

block measures 263mm~x 192mm. On f. Ir is written in an eighteenth-century hand 

"Dr Tudway's Music for the Consecr: of the Chap: at Wimple. M.S.", and on ff. 2v 

and 31' Tudway wrote the same inscription twice: "Te Deum, et lubilate. For ye 

solemnity, & Consecration of the Right Honourable Edward Lord Harleys Chappell at 

Wimpole Augst ye 31th. Anno Dom: 1721 Compos'd wth instrumental Music, By 

Tho: Tudway D.M. and Master of ye music, in his Lordships Chappell, together wth 

the Ev'ning Service, of Magnificat & Nunc Dimittis, and likewise, Anthems suited, to 

that Solemn Occasion". The version on f. 31' appears to be slightly earlier than that on 

2v. Below the inscription on f. 2v the eighteenth-century annotator writes "May 29th, 

1745. This Book was bought at the Sale of the late Earl of Oxford's Library. Note the 

Chapel at Wimpole never was consecrated, but probably this Music was compos'd in 

order to such a solemnity. H.". The contents are as follows: 

3v TeDeum 

36r lubilate 

Pages 95-102 are blank, and 100-101 are missing 

51 v The Commandments 

53r 0 how amiable 
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58r Is it true that God will dwell with men? 

621' Magnificat 

66r Nunc Dirnittis 

68v My heart rejoiceth in the Lord, "An Anthem of Thanksgiving on ye Peace" 

London, British Library Additional MS 37074 (Lbl Add. MS 37074) 

A full score in the hand of Robert Creighton throughout. There are 105 pages with 

modern foliation, each page having four five-line staves, apparently cut from larger 

paper since the guides for ruling extend both above and below each system; the writing 

block measures 72mm x 170mm. The signature in the front flyleaf is that of T.W. 

Taphouse, Oxford. On the f. lr Creighton wrote in Greek and Latin: "Riper age 

condemns often the Honest endeavours of ambitious youth", translated by one "HH" 

who was also responsible for the contents list on f. Iv. On f. 3v Creighton copied a 

poem: I hear a Thunder rolling here beneath, 

Where Curtals & Bassoons their murmurs breath; 

And Sackbuts there enfolded tubes of Brass 

Unsheathing, push & draw their Counter-Bass; 

While Clarion's, Hautboy's, Chirrirnia's mix 

Here 7 with 5, there 4 and 2 with 6. 

Loud Violin abruptly checks it's Bow, 

To listen to the narmony below 

The contents of the manuscript are as follows: 

Front end: 

4r Six airs in tablature for lute 

7r Hark how the pleasant thunder 

9r This world more or less 

10v Hail shepherd of Arcadia 

Br Plato and Phoedo 

17v Would'st thou this world's true features 

20r Air for keyboard 

20v Duet in Greek "MaxaptpeO-/-le'U Oe oe'tOte" 

21 v Trouble me no more 

22v Air for keyboard 

23r 24 pieces headed "Sonata" in 4 parts 

46v 32 three-part movements without title 

R.C. 1724 

R.C. 

R.C. 

R.c. (f. 46r) 

R.C. 
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Reverse end: 

101 v Peace noisy world 

98v 0 David teach me 

971' How base and unthankful 

961' Thou whose extended arm 

941' Put me not to rebuke 

87v I will arise 

R.C. 

841' "Orlando Gibbons his Hymn alterd by R.c. Dent veniam magni maries" 

79r "Mr Cartwright Duet", Come from ye dungeon R .C . 

Cartwright could be either the singer or the composer. 

London, British Library Additional MS 42065 (Lbl Add. MS 42065) 

A full score of anthems by and in the autograph of Vaughan Richardson. There are 18 

leaves with twelve five-line staves of Ilmm per page; the writing block measures 

2*i32mm x 168mm. Both the first two leaves are fragments only, now mounted on 

modern paper; on these pages Richardson wrote the titles of the anthems contained in 

the manuscript, and for the first list he signs his name or his initials against the pieces. 

It is likely that his original plan for which anthems were to be copied into the 

manuscript was altered, since in the first list the last anthem is listed as Have pity upon 

me 0 ye my friends, whereas in the second list the anthem that was actually copied, 

The Lord hear thee, is given. The contents are as follows: 

lr Hear my prayer 0 Lord 

3v Lord who shall dwell in thy tabernacle 

9r Lift up your heads 0 ye gates 

12v The Lord hear thee 

London, British Library Egerton MS 2956 (Lbl Egerton MS 2956) 

The autograph copy of Henry Purcell's Yorkshire Feast Song, Of old when heroes. 

There are 22 leaves plus modern flyleaves; the paper has twelve five-line staves of 

12.Smm, and the writing block measures 279mm x 164mm. On the back of the 

modern front cover is the book-plate and signature of W.H. Cummings, and written by 

an unknown scribe on the first front flyleaf is: ""The Yorkshire Feast Song" 

Performed at the "Merchant Taylor's Hall" London - on Thursday March the 27th 

1689 ."; lower on the same leaf there is an inscription by the British Library, 

"Purchased at Sotheby's, W.H. Cummings sale, 17-24 May 1917, lot 1391" . Both 
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outer covers of manuscript paper are dirty and have been folded horizontally down the 

middle, though strangely the inside pages appear not to have been folded. 

London, British Library Harleian MS 1501 (Lbl Harley MS 1501) 

A large manuscript in full score copied by Pietro Reggio, with some autograph 

compositions. There are 71 pages, foliated by Reggio himself, plus two fly-leaves. 

The paper has twelve five-line staves of 15mm, with a writing block of 359mm x 

219mm. On the last folio Reggio wrote: "Scritto a richesta di Monsieur Didie In 

Londra. Anno Domini. 1681 Pietro Reggio". The contents list on the front flyleaf 

may be in Reggio's hand also, though the size of the hand is considerably smaller than 

that for the music texts, so it is difficult to compare them. The works are all Italian 

secular songs in up to four parts by Reggio, Luigi Rossi, Carissimi, Cesti, Barbara 

Thozzi, Cavalli, Lucio, Cassatri, Grahani, Tiani, and Albrici. In total there are 45 

pieces, of which the following are by Reggio: 

6r 0 misera Dorinda 

29r Ten pentirai credilo a me 

39r Quand'hebbi d'oro il crin 

61r Sassi ch'hor qua tra le mine 

67v Amor chi ti die l'ali 

London, British Library Harleian MS 7338 (Lbl Harley MS 7338) 

The second volume in Tudway's collection of sacred music. There are 259 pages and 

the music is written on twelve five-line staves of 12mm; the writing block measures 

277mm x 191mm. Tudway's title is "A Collection of the most celebrated Services and 

Anthems both Ancient and Modern used in the CHURCH of ENGLAND beginning at 

the Restauration of K. CHARLES 11 Compos'd by the best Masters And Collected by 

Tho. Tudway DM and Musick Professor to the University of Cambridge AD. 

MDCCXVI". This and the five other volumes in the series are dedicated to Edward 

Lord Harley. This volume contains a four-page dedication and brief account of musical 

history, plus music by Child, Humfrey, Farrant, Rogers, Henry Loosemore, Wise, 

Holder, Creighton, Aldrich, Albertus Bryan, [William?] King, Ferrabosco, Jackson, 

Blow, Henry Purcell, and two anthems by Tudway himself: 

p. 468 (f. 238r) 

p. 481 (f. 244v) 

The Lord hear thee in the day of trouble 

Quare fremuerunt gentes 
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London, British Library Harleian MS 7340 (Lbl Harley MS 7340) 

This is volume four of Tudway's collection of sacred music. There are 272 pages with 

music written on twelve five-line staves of 12.5mm per page; the writing block 

measures 273mm x 196mm. Tudway's title page is "A Continuation of the most 

Celebrated services & Anthems both Ancient & Modern, us'd in ye Church of England 

from ye Reformation to ye Restauration of KING CHARLES, II down to ye Accession 

of QUEEN ANNE, Compos'd by the best Masters, And Collected by Tho. Tudway 

D.M. Musick Professor to ye University of Cambridge A.D. MDCCVII [1717?]". The 

introductory dedication is on ff. 2r-3v. The pieces are by Amner, Tye, Barcroft, 

Orlando Gibbons, Farrant, Wilkinson, Laud, Shepherd, Fox, Gibbs, Mudd, Lugg, 

Hooper, Hutchinson, Ramsey, Locke, Christopher Gibbons, Hall, Morris, Wildbore, 

Jeremiah Clarke and a single piece by Thomas Tudway. This is The Lord hath declared 

his salvation on p. 503 (ff. 255v-259v), dated 1682. 

London, British Library Harleian MS 7341 (Lbl Harley MS 7341) 

This is volume five of the collection: "A Continuation of the most Modern celebrated 

Services and Anthems, us'd in the Church of England, at this day, Compos'd, for the 

most part, in the Reigne of her Majesty Queen Anne, by the best of Masters And 

Collected by Tho. Tudway D.M. Music Professor to the University of Cambridge A.D. 

MDCCXVIII Vol. V". "The dedication and historical account is written on ff. 2r-v. 

There are 301 pages, with twelve five-line staves of lOmm per page; the writing block 

measures 263mm x 190mm. The composers whose music is copied into the volume 

other than Tudway are: Henry Purcell, Turner, Hawkins, Holmes, Cooper, Wanless, 

Richardson, Bishop, Nalson, Hart, Lamb, Goldwin, Charles King, Thomas Williams, 

Woolcott, Bowman, Croft, Church, and Weldon. Tudway's pieces are: 

50 28r Magnificat in B flat 

59 32v Nunc Dimittis in B flat 

64 35r Is it true that God will dwell with men? 

73 39v Sing we merrily unto God 

80 43r My God, my God look upon me 

86 46r Man that is born of a woman 

92 49r I am the resurrection 

95 50v I heard a voice from heav'n 

97 51v I will lift up mine eyes 

102 54r Sing 0 Heav'ns 

110 58r I will sing unto the Lord 
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London, British Library Harleian MS 7340 (Lbl Harley MS 7340) 

This is volume four of Tudway's collection of sacred music. There are 272 pages with 

music written on twelve five-line staves of 12.5mm per page; the writing block 

measures 273mm x 196mm. Tudway's title page is "A Continuation of the most 

Celebrated services & Anthems both Ancient & Modern, us'd in ye Church of England 

from ye Reformation to ye Restauration of KING CHARLES, II down to ye Accession 

of QUEEN ANNE, Compos'd by the best Masters, And Collected by Tho. Tudway 

D.M. Musick Professor to ye University of Cambridge A.D. MDCCVII [1717?]". The 

introductory dedication is on ff. 2r-3v. The pieces are by Amner, Tye, Barcroft, 

Orlando Gibbons, Farrant, Wilkinson, Laud, Shepherd, Fox, Gibbs, Mudd, Lugg, 

Hooper, Hutchinson, Ramsey, Locke, Christopher Gibbons, Hall, Morris, Wildbore, 

Jeremiah Clarke and a single piece by Thomas Tudway. This is The Lord hath declared 

his salvation on p. 503 (ff. 255v-259v), dated 1682. 

London, British Library Harleian MS 7341 (Lbl Harley MS 7341) 

This is volume five of the collection: "A Continuation of the most Modern celebrated 

Services and Anthems, us'd in the Church of England, at this day, Compos'd, for the 

most part, in the Reigne of her Majesty Queen Anne, by the best of Masters And 

Collected by Tho. Tudway D.M. Music Professor to the University of Cambridge AD. 

MDCCXVIII Vol. V". The dedication and historical account is written on ff. 2r-v. 

There are 301 pages, with twelve five-line staves of lOmm per page; the writing block 

measures 263mm x 190mm. The composers whose music is copied into the volume 

other than Tudway are: Henry Purcell, Turner, Hawkins, Holmes, Cooper, Wanless, 

Richardson, Bishop, Nalson, Hart, Lamb, Goldwin, Charles King, Thomas Williams, 

Woo1cott, Bowman, Croft, Church, and Weldon. Tudway's pieces are: 

50 281' Magnificat in B flat 

59 32v Nunc Dimittis in B flat 

64 351' Is it true that God will dwell with men? 

73 39v Sing we merrily unto God 

80 43r My God, my God look upon me 

86 461' Man that is born of a woman 

92 491' I am the resurrection 

95 50v I heard a voice from heav'n 

97 51v I will lift up mine eyes 

102 541' Sing 0 Heav'ns 

110 581' I will sing unto the Lord 
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119 62v Thou 0 Lord hast heard our desire 

London, British Library Harleian MS 7342 (Lbl Harley MS 7342) 

This is volume six of the collection, entitled: "VOL ye 6th & last A continuation of ye 

Most Modern Celebrated Services & Anthems, us'd in ye Cathedral Churches, & 

Chappells of England at this day Compos'd, Cheifly, in ye Reigne of her Majesty, 

Queen Anne, by the best Masters And Collected By Tho: Tudway D.M. Music 

Professor to the University of Cambridge A.D. MDCCXX". The dedication and a 

detailed history is written on ff. 2r-13v. There is a total of 388 folios, including the 

flyleaves, and the music is written on twelve five-line staves of 11mm; the writing 

block measures 279mm x 194mm. Composers whose music is present in the volume 

are: Croft, Roseingrave, Nalson, Lamb, Goldwin, Hall, Finch, Hawkins, Richardson, 

Broderip, Charles Jones, Maurice Greene, Charles King, Walkly, Church, Hendale, 

and Tudway himself, whose pieces are: 

68 48r My heart rejoiceth in the Lord 

101 64v Behold how good and joyful 

110 69r o praise the Lord 

121 74v Arise, shine, for thy light is come 

131 79v Plead thou my cause 0 Lord 

138 83r Give the Lord the honour due 

London, British Library Royal Music MS 20.h.8 (Lbl Royal Music MS 

20.h.8.) 

A large score-book of Henry Purcell's anthems and odes in his autograph, though two 

other hands are also present and there is one piece by John Blow copied in Purcell's 

hand. There are 248 pages; the music is written on sixteen five-line staves of 11.5mm, 

and the writing block measures 384mm x 229mm. The modern foliation begins from 

the end containing the anthems; on the first leaf is the inscription "Ed, H. Purcell 

Grandson to the Author of this Book", plus several other single words, written in 

neither Henry or Edmund Purcell's hands. Henry Purcell gave a title for the book on 

the recto off. 2: "A SCORE BOOKE Containing Severall Anthems wth. Symphonies". 

Purcell's contents list on f. 3r, "The Table", was originally ruled for two columns of 

titles, but only the first half of the first column was filled. The numbers in this index 

refer to openings rather than leaves. On the first leaf at the reverse end of the 

manuscript is written "Score Booke", then "Anthems and Welcome Songs and other 

Songs all by my Father", in the hand of Edmund Purcell. The contents are as follows: 

.... ----------------------------------------------------- ----- -
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Forward end: 

4r 1 

7v 5 

13v 11 

17v 

22v 

25v 

28v 

32v 

37v 

39v 

4~r 

48r 

52r 

53v 

67r 

75r 

81r 

14 

19 

22 

25 

29 

34 

36 

39 

Reverse end: 

It is a good thing 

o praise God in his holiness 

Awake put on thy strength 

The title, the first four bars in violin 1 and bar 3 in the continuo part are 

in Purcell's hand, but the rest is in the hand of Scribe A 

In thee 0 Lord 

The Lord is my light 

I was glad 

My heart is fixed 

Praise the Lord 0 my soul 

Rejoice in the Lord alway 

Why do the heathen 

Unto thee will I cry 

I will give thanks unto thee 0 Lord 

They that go down to the sea 

Only one side only is copied, and there are eight blanks bifolios left. 

Pm'cell's index has two further anthems listed which he did not copy: I 

will give thanks unto the Lord and 0 Lord grant the King a long life. 

The Table ends here. 

My hearfis inditing 

o sing unto the Lord (in the hand of Scribe A) 

Praise the Lord 0 JelUsalem (in the hand of scribe A) 

Praise the Lord 0 my soul (in the hand of scribe A) 

The music breaks off on f. 84v, and there are then sixteen blank leaves 

before the music in the reverse contents. 

245v Swifter Isis, swifter flow, "A Welcome Song in ye Year 1681 For ye 

King" 

238r What shall be done on behalf of the Man? "A Welcome Song for his 

Royall Highness at his return from Scotland in ye Yeare 1682" 

232v The Summer's absence unconcerned we bear, "A Welcome Song for his 

Majesty at his return from New Market October ye 2d 1682" 

226r How pleasant is this flow'ry plain 

223v We reap all the pleasures (only the first side is copied and three blank 

leaves are then left) 

222v Hark how the wild musicians sing 

------------------------- --- -
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218r Hark Damon hark 

217 r Above the tumults 

216r While you for me alone, "The 9th Ode of Horrace imitated A Dialogue 

betwixt ye Poet & Lydia" 

215r Haste gentle Charon, "A dialogue between Charon & Orpheus" 

213r Underneath this myrtle shade, "ye Epicure" 

212v No! To what purpose should I speak, "The Concealment" 

211 v Draw near you lovers 

211r Let the night perish, "Jobs Curse" 

210r Amidst the shades, "Song" 

209r See where she sits 

207r From hardy climes, "A Song yt was perform'd to Prince George upon 

his Marriage wth yee Lady Ann" 

201r 

198v 

' 197v 

190r 

1881' 

186v 

185v 

184v 

183v 

182v 

175r 

173r 

172r 

170v 

169v 

169r 

166r 

In a deep vision's intellectual scene, "Mr Cowley's complaint" 

With sick and famish'd eyes, "(Song) out of Mr Herbert" 

Fly bold rebellion, "Ye Welcome Song perform'd to his Majesty in ye 

Year 1683" 

Laudate Ceciliam, "A Latine Song made upon St Cecilia, whoes day is 

commerated [sic] yearly by all Musitians made in ye yeare 1683" 

Oh what a scene does entertain 

Though my Mistress be fair 

Soft notes and gently raised, "(A Seraneding Song)" 

Silvia thou brighter eye, "A Seranading Song" 

Go tell Aminta 

From those serene and rapturous joys, "The Welcome Song perform'd 

to his Majesty in ye Yeare 1684" 

Cease anxious world, "(Song on a Ground)" (Scribe A from the top of 

f. 174v until the end of f. 174r) 

When Teucer from his Father fled 

If prayers and tears, "(Sighs for out Late Sov'raign King Charles ye 

2d.)" 

"(The Thraledome out of Mr Cowley)" (blank page) 

In some kind dream 

Awake and with attention, "(The 34 chapter ofIsaiah paraphras'd by Mr 

Cowley)" 

Why are all the muses mute?, "Welcome Song 1685 being ye first song 

performd to King James ye 2d" (scribe B from f. 162r at "triumphant 

shouts") 

157r Here's to ye, Dick, "The words by Mr Cowley" (Scribe A) 
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155r Ye tuneful Muses, "Welcome Song 1686" (Scribe B) 

144v If ever I more riches did desire 

140r This poet sings the Trojan wars, "(Anacreon's defeat)" 

139r Sound the trumpet, "Welcome Song 1687" 

128r Begin the Song, "The Resurrection of Cowley's Pindaricks" (only the 

opening two bars are copied, and three blank sides are left) 

127r "Crucior in hac flamma" [Carissimi] 

125v Celestial Music, "A Song that was perform'd at Mr Maidwells a school 

Master ye words by one of his scholars" (autograph until the bottom 

system of f. 124r then in the hand of Scribe B) 

116v How does the glorious day (Scribe A) 

105v Of old when heroes (Scribe A) 

90r Arise my muse (Scribe A). The music breaks off on f. 86r with clefs, 

barlines and text only, and nothing is written on f. 85r. 

London, British Library K.9.b.9 (5) (LbI K.9.b.9 (5)) 

A collection of four printed mass settings by Orlando de Lassus, dated 1607, 1613, 

1587 and 1587 respectively, bound at the end of which are anthems and services by 

and in the hand of John Blow. On the back of the front cover of the book is written, 

though it was later crossed through: "This most rare and valuable Volume I prize still 

more from its having b'een bequeathed to me by my beloved friend Dnigoneth. It has 

also an additional charm in my estimation from having previously belonged to 

Bartleman. Vincent Novello 4 Craven Hill Bayswater". The Blow autograph was 

identified by Bruce Wood in his Ph.D. thesis "John Blow's Anthems with Orchestra" 

(Cambridge, 1976; vol. 5, p. 417). There are forty-four manuscript folios, ruled with 

sixteen five-line staves of 13mm; the writing block measures 397mm x 230mm. The 

contents are as follows: 

lr Glory be to the Father "Cannon 2 in one" 

lr 0 Lord God of my salvation 

4r My God my soul is vexed within me 

6r "The Commandments and Creed in Gamut #" 

6v Creed 

8v Sanctus 

8v Gloria 

10v " ... Evening Service in Gamut", Magnificat 

131' Nunc Dimittis 

14r Jesus seeing the multitudes 
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17v 0 God wherefore art thou absent from us 

19v "Morning Service in A re", Te Deum 

22v Jubilate 

24r Commandments 

24v Creed 

26v "Evening Service in A re #", Cantate Dominum 

29r Deus Misereatur 

31r "Morning Service in Gamut", Te Deum 

34r Jubilate 

35v Commandments 

36r Creed 

38v Sanctus 

38v Gloria 

40r "Evening Service in Gamut", Magnificat 

42v Nunc Dimittis 

On f. 43v an anonymous scribe drew clefs, key and time signatures for one whole 

page, plus the title "0 Lord God of my Salvation", but copied no music. 

London, Royal Academy of Music MS 3 (Lam MS 3) 

A full score of Henry Purcell's music to The Fairy Queen including several sections in 

his autograph. There is one front flyleaf plus 165 folios ruled with twelve five-line 

staves of 15mm; the writing block measures 325mm x 201mm. Folios 108-62 are 

blank and the Chaconne 'Dance for a Chinese Man and Woman' is copied with the 

volume reversed on ff. 165v-1633v by one of the four anonymous scribes whose 

hands are present in the manuscript. The inside cover contains the signature of RJ.S. 

Stevens, dated 1817 at Charterhouse, and it was as part of Stevens' bequest to the 

library that the manuscript came to the Royal Academy. The word "Savage", also on 

the inside of the cover, refers according to J.S. Shedlock (who edited the first Purcell 

Society edition of the opera in 1903) to the singer William Savage, born in c.1700. 

The parts of the manuscript in Purcell's autograph are as follows: 

Iv 

3r 

3v-5v 

20v 

35v 

Title "First Musick" 

Titles "2d Musick" and "Arre", all clefs for the final system of music on 

the page, and the music for the first violin and bass viol parts 

Rest of Second Music and all of Overture 

First Act Tune 

Title of dance "For followers of Night" , and "4 in 2" beneath first violin 
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36r 

40v 

54v 

76r 

77r-77v 

8lv 

82v-83r 

85v 

97r-100r 

stave 

Title "Aire" in Second Act Tune 

Title "Overture" in Symphony while the swans come forward 

Third Act Tune 

"Violins" at start of "See my many coloured fields" 

Whole of continuo pmt, and final two bars of first system in all parts, 

continuing to the end of "See my many coloured fields" 

Fourth Act Tune (title is not autograph) 

Whole of duple-time section of "Thrice happy" 

Title "Symphony" 

From entries "We'el rouse him" in bar 5 of "Sure the dull God of 

marriage" to the end of the cholUs "Our Queen of Night demands ye not 

to stay" 

Uondon, Royal College of Music MS 776 (Lcm MS 776) 

A holograph score of John Blow's "A Song on New Years Day - 1700 - Composed By 

Dr Blow". There are fourteen folios of paper with twelve five-line staves of 12 mm; 

the writing block measures 266mm x 170mm. The manuscript is signed at the front 

and dated 1700 at the end of the piece. 

London, Royal College of Music MS 910 (Lcm MS 910) 

A holograph copy of James Hawkins' anthem Behold 0 God our defender. There are 

fourteen folios, though music is copied on only the first eight leaves of lUled paper (ff. 

2v-9r). The paper has twelve five-line staves of Il.5mm per page, and the writing 

block measures 284mm x 170mm. On the f. lr is written by Hawkins "This Anthem 

of Intercession is most humbly Dedicated to the very Rev.nd Mr Tomkinson and the rest 

of the Great, Good and Just Non jurors of St. Johns College in Cambridge, by Ja: 

Hawkins Organist of Ely". On the reverse of this leaf he wrote out the full text of the 

anthem with the text from which it was taken in the Bible. 

London, Royal College of Music MS 939 (Lcm MS 939) 

An autograph score of the Consort of Four Parts by Matthew Locke. There are twenty

one leaves plus one front flyleaf; the paper has ten five-line staves of 12mm, and the 

writing block measures 230mm x l50mm, though Locke wrote across the page and 

added one stave at the top and another at the bottom of the page to give twelve staves 
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per page. All the movements are titled, but the suites themselves are not differentiated. 

Locke signed "ML" at the end of each piece. 

London, Royal College of Music MS 989 (Lcm MS 989) 

A holograph score of Daniel Purcell's ode Welcome glorious day. There are 23 leaves 

plus one flyleaf at either end, though the last has been torn out; the final page of staved 

paper is also blank. On f. lr Purcell wrote "A Song On the Anniversary of Her Royall 

Highness the Princess Ann of Denmarke Composed by Daniell Purcell Anno 1697/8" 

and on f. 2r "To Her Royall Highness the Princess Ann of Denmarke[:] Madam The 

gracious reception I found att the Musicall Entertainment upon Your Royall Highness's 

Birth day, has encourag'd me so farr as to believe that there is somthing valuable in it, 

and embolden'd me to dedicate it to your Royall Highness doubting nothing less than 

Security from the Censures and malice of either the unskillfull or ill natur'd under so 

Illustrious a Patronage, therefore with all Humility I presume to lay it att your Royall 

Highness's Feet, with this inwards satisfaction, that hereby I lett your Royall Highness 

& the World know that I am with all respect Imaginable madam Your Royall 

Highness's most humble most faithfull and most obedient Servant Daniell Purcell". 

London, Royal College of Music MS 1032 (Lcm MS 1032) 

A holograph full score- of Thou 0 Lord hast heard our desire by Thomas Tudway. 

There is one front flyleaf, plus nine folios. The paper has twelve five-line staves of 

10.5mm, with a writing block of 243mm x 186mm. On f. Iv is Tudway's inscription: 

"An Anthem Sung to the Queen in Kings College Chappell on the occasion of her 

Majestys presence there Aprill the 16th ... 1705[.] To Theophilus Pickering D D And 

Prebendary of Durham This Anthem is humbly dedicated By Dr Tudway". 

London, Gresham College MS VI.S.6 (Lgc MS VI.S.6.) 

An autograph manuscript of secular song and song arrangements by and in the hand of 

Henry Purcel!. There are 77 leaves, measuring 212mm x 280mm, with six five-line 

staves of 15mm per page. The contents are as follows: 

lr Now the maids and the men 

4r Thus the gloomy world 

5v Come all ye songsters 

6v May the God of wit 

7v Hark how all things 
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8v Thrice happy 

lOv I looked and saw 

I2r Now the night 

I3r Hark the echoing air 

I4r Turn then thine eyes 

I5v No, no, poor suffering heart 

16v In vain 'gainst love 

l7v Yes Daphne 

l8v Corinna is divinely fair 

19v Thus to a ripe consenting maid 

20v 'Tis nature's voice 

22v Thou tun'st this world 

23v The fife and all the harmony 

25r April who till now 

26v Kindly greet Maria's birthday 

Zlv Ah, cruel nymph 

29v Behold the man 

34v I see she flies me 

36r I love and I must ("Bell Barr") 

37v Come let us leave the town 

39v Not all my torments 

40v Fair Chloe my breast 

43v What can we poor females do? 

44v Celia frowns 

46v What a sad fate 

48v When first I saw 

50v Since from my dear 

5lv Sawney is a bonny lad 

52v Leave these useless arts 

53v I sighed and owned 

55v There's not a swain 

56v Strike the viol 

57v Olinda in the shades 

58v I fain would be free 

60v Ah, how sweet it is to love 

6lv Let the dreadful engines 

66v Lucinda is bewitching fair 

67v Whilst I with grief 

69v Ah, what pains 
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70v 'Tis vain to fly 

72v What ungrateful Devil 

'Tis vain to fly and What ungrateful Devil were copied but not composed by Purcell, 

and Since Cloris the powers is not in Purcell's hand. 

London, St. Paul's Cathedral MS Case B.13 (LSp MS Case B.13) 

An autograph manuscript of Blow's Blessed is the man. A small slip of paper on the 

inside of the front cover contains biographical material about Blow and the title 

"'Blessed is the man', MUSIC AND WORDS IN HIS AUTOGRAPH 26 pages, 

folio. From the collection of Julian Marshall - very rare". The bookplate of St. Pauls 

is also inside the front cover. A small type-written slip amongst the modern flyleaves at 

the back of the manuscript reads "JOHN BLOW (1649-1708) Autograph copy of his 

Anthem: "Blessed is the man that feareth the Lord". This is one of the very few Blow 

'autographs which remain where they originally belonged. The earliest possible date for 

this anthem is 1696 in which year "Dr" Turner became a Doctor of Music. John Blow 

was almoner and master of the Choristers at St. Paul's Cathedral, 1687-1693." The 

pages are worn, and it is possible that the manuscript was not originally bound. There 

are fourteen unfoliated leaves, written on ten five-line staves of 13rnrn per page, with a 

writing block of 264rnrn x 163rnrn. 

Manchester, Public Library MS BRm 370.Bp.35 (Mp BRm 370.Bp.35) 

An organ score of anthems by Purcell and Blow in the hand of John Blow throughout. 

There are fifteen leaves with modern flyleaves. The music is written on twelve five-line 

staves per page; each sheet consists of an opened bifolio with hand-written staves 

joining the pages, thus the writing block measures 291 x 377mm. Most of the pieces 

follow directly on from the end of the previous piece, and Blow must have copied them 

consecutively. The works by Blow are as follows: 

1 l' The Lord is King 

21' Lord remember David 

9v 0 sing unto the Lord a new song 

10r Bring unto the Lord 
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Nottingham University Library, Portland MS PwV23 (NO MS PwV23) 

A guard book of theatre music including three autograph songs by Locke, of which the 

first two are taken from his music for the 1674 production of The Triumphant Widow, 

and the third from the 1668 revival of Albumazar: 

2r Oh the brave jolly gypsy, "Foot Padds Song" 

2v Fie, fie, the Love keeps such a coil, "A Cooks song" 

3v Flow streams of liquid saIt 

The following codicological information is taken from Hulse (1994): the music was 

copied on two single sheets; f. 2 was folded twice and f. 3 folded once. Both sheets are 

approximately of the same size and have writing blocks of 260mm x 162mm. The 

music was written on ten five-line staves of 13mm. Hulse notes that the setting of Flow 

streams of liquid salt was copied at a different time than that of the first two songs, 

since a different pen nib was used. It is not entirely clear why this song should have 

~ been included in the selection, since it has no direct relationship either with the other 

two songs by Locke or the rest of the music in the manuscript. According to the text of 

The Triumphant Widow, the Cook's Song should in fact be bound before the Foot 

Padds Song. 

Oxford, Bodleian 'Library MS Mus.a.l (Ob MS Mus.a.l) 

The autograph score of Henry PUl·cell's Benedicite from the Service in B flat. It was 

written on a very large single-sheet opening measuring about 527mm x 735mm, though 

the sides are badly worn since the sheet has never been bound. There are two writing 

blocks joined together in the middle by hand-drawn staves, each measuring 481mm x 

295mm. Each page has 16 staves of about 16mm. PUl·cell signed the manuscript "HP" 

at the end. 

Oxford, Bodleian Library MS Mus.c.23 (Ob MS Mus.c.23) 

A guard book containing five pieces by Matthew Locke, of which four are autograph. 

There are thirty-six leaves, measuring approximately 330mm x 210mm; for the Grand 

Chorus in the Song of Thanksgiving the paper measures 425mm x 326mm. The two 

Latin anthems were copied together since the second begins on the same leaf as that on 

which the first ends; the following song has dirty outer leaves so probably formed a 

separate unit. The autograph contents are as follows: 
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10r Audi Domine 

18v Super flumina Babylonis 

25r "A Song of Thanksgiving for his Majestys Victory over the Dutch on St James 

his Day 1666" 

35r Responses to the Commandments and part of Nicene Creed 

Oxford, Bodleian Library MS Mus.c.26 (Ob MS Mus.c.26) 

A guard book containing three separate autographs of Henry Purcel!. Each is written 

on paper with twelve five-line staves of about 12mm, and the pages have been trimmed 

to 321mm x 205mm. For the first two pieces the writing block measures 286mm x 

168mm, and for the ode 270mm x 172mm. The pieces are: 

4r-9v 

10r-17r 

21r-69v 

Let mine eyes run down with tears 

In thee 0 Lord 

(paginated 1-15, but not by Purcell) 

Hail bright Cecilia (partial autograph) 

The first anthem was entitled by Purcell on f. 4r "Let mine eyes run down wth teares 

&c. Jermy ye 14th. beginning at ye 17th vers"; Philip Hayes wrote above this "Hen.ry 

Purcel's original score of an Anthem to the following words. Phil Hayes" and above 

this the number 97; since in thee 0 Lord is numbered 98, these figures probably refer 

to Hayes' cataloguing system for his own collection. He also seems to have been the 

annotator who paginated In thee 0 Lord. 

In Hail bright Cecilia the non-autograph sections are the first folio (from the opening of 

the Symphony to halfway through the duple-time section), and the whole of the final 

chorus, where there are two different hands: one copied ff. 66r-67v, presumably under 

the authorisation of Purcell himself, but this hand breaks off for the last page of the 

ode, and f. 68 is in another hand. It seems likely that both the first and last leaves of 

the ode were lost at some stage, but f. 68v contains the names "Mr Woodson", 

"Bouchier", "Snow", "Pate" and "Freeman" in Purcell's hand, so the leaf was probably 

added shortly after the original copying. The names of both sets of singers are in 

Purcell's hand, and he was presumably involved in two separate performances of the 

piece in which this manuscript was used, the replacement sheets being added for the 

second performance. 
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Oxford, Bodleian Library MS Mus.c.48 (Ob MS Mus.c.48) 

A thoroughbass part-book for sacred music which is part of a collection from New 

College. There are 103 leaves with paper of twelve five-line staves of 12mm per page; 

the writing block measures 315mm x 170mm. According to the Bodleian catalogue, 

the book was "much augmented by William King ... and apparently compiled by him" . 

Composers represented in the manuscript other than King include Mudd, Richard and 

John Fan'ant, Tallis, Tomkins, Mundy, Batten, [Thomas?] Boyce, Gibbons, BYI'd, 

Rogers, Pickhayer, Child, Wise, Ferrabosco, and Blow. Autograph pieces by King 

are as follows: 

7r Praise the Lord 0 my soul 

7r Praise the Lord 0 Jemsalem 

7v I will always give thanks 

8v Behold I bring you glad tidings "for Christmas Day" 

91' Behold a virgin "For Lady day" 

'18r Out of the deep 

18v Praise ye the Lord 

19r The Lord is King 

191' 0 be joyful in God 

19v 0 Lord our Governor 

40r Unto thee 0 God 

40v Have mercy upon me 0 God 

41r Thou art gone up 

41 v I will give thanks "for the Founders Commemoration" 

42v Turn thee again 

43r Now that the Lord "For the Restoration of the King" 

46v Lord who shall dwell 

82r Te Deum, Jubilate, Commandments and Creed in B flat 

93v Lord how are they increased 

All the works are holograph, mostly initialled "W.K." or "Wm King". 

Oxford, Bodleian Library MS Mus.d.226 (Ob MS Mus.d.226) 

A full score of anthems by Daniel Purcell, with 163 pages plus four flyleaves at the 

front of the manuscript; there are twelve five-line staves of 9mm per page and a writing 

block of 243mm x 188mm. The music is principally in the hand of two unidentified 

copyists, and although an annotator wrote on f. ii that pages 1-66 are "written in hand 

of D. Purcell's early years" and 67-160 are "in the hand of D. Purcell's later years" , in 
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fact there are only two small sections of autograph material: on p. 11 he wrote "Organ 

alone" for the ritornello between the end of "0 lett my mouth" and its concluding 

Hallelujahs in the first anthem in the manuscript; and he added the introduction to My 

God, my God on p. 45 on the last six staves of an empty verso - the anthem itself 

begins at the top of p. 76. 

Oxford, Bodleian Library MS Mus.e.23-S (Ob MS Mus.e.23-S) 

A set of part-books for countertenor, tenor and bass, from the New College collection 

(see also Ob MS Mus.c.48). There are 91, 85 and 103 leaves respectively in the three 

volumes, and each has a flyleaf at the front end. There are six five-line staves per page 

in all three part-books and, though there are slight variations between and within 

volumes, the writing blocks average 165mm x 241mm. The books include music by 

Byrd, [Thomas] Boyce, Richard Farrant, Morley, Tallis, Weelkes, William Wigthorpe, 

Rogers, Child, Portman, Patrick, [Orlando] Gibbons, Hall and Hine, Charles lones, 

~ishop, Nathaniel Priest and Kelway. At least three scribes can be identified, Richard 

Goodson senior, Morgan Cove and William King. For the latter there appears to be no 

autograph material in MS 23, only the Litany on pp. 51-3 in MS 24, and the Litany 

again on p. 55 of MS 24, plus Child's Creed. 

Oxford, Bodleian Library MSS Mus.Sch.C.44 with Mus.Sch.A.641 (Ob 

MSS Mus.Sch.C.44 and Mus.Sch.A.641) 

Separate parts and some full scores of miscellaneous instrumental and vocal music, 

organised as thirty-two sets of pieces. There are 196 leaves plus two front flyleaves, 

with page dimensions of 397mm x 270mm. The larger leaves have been removed and 

remain unbound as MS Mus.Sch.A.641. A large number of scribes was involved in 

the copying of the pieces and the music includes autographs by Matthew Locke, 

William King and Christopher Gibbons, though the supposed autograph by Benjamin 

Rogers in set D28 is doubtful. The remaining pieces are as follows (numbers refer to 

number of set given in MS): 

Dl Ad te levavi oculos - score and some parts Matthew Locke 

Fantazia a 4 - parts Matthew Locke 

D21 Instrumental and vocal piece - rough score Matthew Locke 

Prelude for 2 violins and Base Viol - rough score Christopher Gibbons 

D30 Cantate Domino + Act Music - full score William King 

D31 Four-part Fantazia - full score Christopher Gibbons 

D32 Four-part Fantazia - full score Christopher Gibbons 
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Oxford, Bodleian Library MS Mus.Sch.C.128 (Ob MS Mus.Sch.C.128) 

Vocal and instrumental parts of an Oxford Act Song, Carminum praeces, mainly in the 

hand of Richard Goodson senior. Madan suggests in the Bodleian catalogue that "the 

music was probably ... partly by R. Goodson senior, and partly adapted by him from 

Carissimi". There are 35 leaves plus one front flyleaf, with twelve five-line staves per 

page and a writing block of 311mm x 208mm. The parts have clearly been used 

separately, and may have become damp at some point as the paper is crinkled and the 

edges are curved. The parts given are as follows: 

First violin 

Second violin 

[Treble] 

Countertenor 

Countertenor Cho: 

TenorCho: 

Tenor 

Bass 

three parts; the First Musick is on the reverse side of the 

end of the second and third parts and in the second part it is 

not in Goodson's hand. The third part is in the other hand 

throughout. 

two parts, both with First Musick; the first part is not in 

Goodson's hand, neither is the First Musick for the second part. 

two parts, the first not in Goodson's hand. 

two parts. 

one part. 

one part. 

two parts. 

two parts, the first not in Goodson's hand. 

Oxford, Bodleian Library MS Mus.Sch.C.135 (Ob MS Mus.Sch.C.135) 

Vocal and instrumental parts to the ode Janus did ever to thy sight by Richard Goodson 

senior. Madan dates it to January 1705. There is an overture in B minor which does 

not belong to the ode, and according to Rosamond McGuinness' annotation in the 

manuscript, it is by Eccles. There are 43 leaves and one front flyleaf, but the last 25 

folios are blank (with no staves); pages measure 410mm x 270mm. The parts are as 

follows: 

[Treble] 

[Countertenor] 

[Countertenor] 

Bass 

three parts giving chorus only; the last is in Goodson's hand. 

one part, chorus only, but with the earlier verse section 

written out on the back; only some of the music is in Goodson's 

hand. 

one part containing both verse and chorus. 

one part giving chorus only in Goodson's hand. 
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[Bass] 

First violin 

Second violin 

Tenor[viol] 

Bass 

Basso continuo 

one part giving both verse and chorus. 

two parts containing the "Symph to the Song" with the B minor 

overture by Eccles on the reverse side. 

two parts with the Eccles symphony on the reverse side. 

one part containing only the Eccles symphony. 

one part with the Eccles symphony on the reverse side, and 

with an extra copy of this symphony following. 

the B minor Eccles symphony followed by Goodson's 

symphony. 

Oxford, Bodleian Library MS Mus.Sch.C.138 (Ob MS Mus.Sch.C.138) 

Four partial autograph parts to Locke's Gloria Patri, for which Edward Lowe was the 

other scribe. Each of the parts is written on paper with five five-line staves, with a 

writing block of 121mm x 162mm. It is possible that the parts were taken from ten

stAve pages cut into two since the top or bottom edges of most pages are torn and the 

guides for the writing block continue right to the limit of the torn edge. There are 

relatively larger gaps at the torn edges of the pages than between the other staves, so the 

complete page may have been ruled as two sets of five-line staves. The bass voice part 

has presumably been lost and the remaining parts are as follows: 

1. Alto voice (autograph) 

2. Violin 1 (autograph from "sicut erat") 

3. Violin 2 (autograph from "sicut erat") 

4. Basso continuo (not autograph) 

Oxford, Bodleian Library MS Mus.Sch.C.144 (Ob MS Mus.Sch.C.144) 

A full score and parts to Diva quo tendis, and Oxford Act Song by John Blow. Only 

the full score is in the hand of Blow, and the parts were probably copied from that 

score. There are 39 leaves plus one front flyleaf; the score measures approximately 

291mm x 189mm and the music is written on five-line staves, though these were ruled 

by hand. On the front flyleaf an unidentified seventeenth-century scribe wrote: 

Mr Estwick 2 papers the Score & partes. Instrumentall & vocall of a peice of a Songe 

composed by Dr Blow designed for the Act 1678. but that Act beinge putt off it was not 

finisht: the next yeare 1679. It was transcribd & performd as a 2d Songe in the Theatre on 

Fry day the 11 of July: withe the addition onely of a prelude of Mr Banisters in the same Key 

to bringe the Songe in. 
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Oxford, Bodleian Library MS Mus.Sch.D.205-11 (Ob MS Mus.Sch.D. 

205-11) 

Part-books to John Hingeston's instrumental works entitled as follows: 

205 Treble 209 Bass / Duoes 

206 Countertener et Treb: 

207 Contratenor 

210 Cantus & Baseis Duoes 

211 Organ 

208 Bass 

Only the organ score is in Hingeston's autograph, the rest being in the hand of Edward 

Lowe, though the inscriptions at the front of MSS 205,207,208 and 210 were written 

by Hingeston. These dedications read: "These Bookes & workes of mine I freely give 

to ye Musique Schoole at Oxon. to weh I was ye more in couraged; from what I have 

~eard & seen of ye Care, dilligence and industry, of ye present Professor of that Faculty 

in ye University, my Honored friend and fellow servant Mr Edward Lowe". The parts 

have eight five-line staves per page measuring 15mm, with writing blocks of 

approximately 233mm x 179mm; the organ score has 167 leaves plus seven front 

flyleaves, with eight six-line staves of 15mm, and a writing block of209mm x 317mm. 

On the contents page of each copy Lowe explained that the manuscript was organised 
, 

according to the number of parts in each piece, and in MS 211 he gave a list of 

references to show where each collection starts in each part-book. The contents of the 

organ score are as follows: 

1 

3 

5 

7 

9 

11 

13 

15 

17 

19 

21 

23 

G minor 

G minor 

1 "Fantazia a 3 pts for treb. Con: & Basso" / Almand 

2 "Fantazia a 3 pts treb. Con. & Basso" / Almand 2d 

"The 3d Fancie after ye Almaine beinge left out was prickt in Page next to 

ye 18. page 35" [Lowe's hand] 

G major 4 Fantazia / Almand 

A minor 5 Fancie 5 [title non-autograph] / Almand 

E minor 6 "Fantazia a 3 Treb. Con. & Bas" / Pavan Almand / Almand 

G major 7 "Fantazia a 3 a Treb. Con. & Bas." / Almand 

D minor 8 Fantazia 8 / Almand 

D major 9 "Fantazia 9th for 1 treb & Bas" 

C minor 10 "Fantazia a 3.2 treb. & Bas" 

C minor 11 Fantazia 11/ Almand 11 

C major 12 "Fantazia 12 a 3" / Almand 12 

D minor 13 "Fantazia a 3.2 treb. & Bas." / Almand 13th 
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25 D minor "14th Fantazia a 3.2 Treb. & Bas" / Almand 14th 

27 D minor 15 Fantazia / Almand 15th 

29 D major 16 "Fantazia a 3. for 2 treb. & Bas." / Almand 16 

31 B flat major 17th Fantazia 

33 B flat major 18 Fantazia 18/ Almand 18 

35 G minor "This is ye 3d Fantazia" [Lowe] / Almand 

39 B flat major 19 "Fantazia for one violin Base & Organ" / Almand / Galliard 

43 C minor 20 Untitled movement / Almand / Ayre 

47 C major 21 Fantazia / 22 Almand / Ayre 

52 G major 23 Fantazia /24 Almand / Ayre 

56 G major 25 Fantazia /26 Untitled movement / Ayre 

60 A minor 27 Fantazia / 28 Almand / Un titled movement 

64 A major 29 Fantazia /30 Almand / Ayre 

67 D minor 31 Untitled mvt / 32 Almand / Untitled movement 

71 D major 33 Fantazia /34 Untitled movement / Ayre 

7S G minor 35 "Fantazia for 2 Violins Base Violl & Organ" / 36 Almand / 

Ayre 

79 G major 37 Fantazia / 38 Almand / Untitled movement 

83 A minor 39 Fantazia / 40 Almand / Ayre 

87 A major 41 Fantazia / 42 Almand / Ayre 

91 D minor 43 Fantazia a 3 /44 Almand / Ayre 

95 D major 45 Fantazia a 3 / 46 "This Almand is after ye 46 in number 

in ye other Bookes" [Lowe] / Untitled mvt 

99a D major 46 Almand "This is ye 46 in ye other Bookes" / Untitled 

movement 

100 "Fancies of 4 Partes for the violes or violini 2 Bases & 2 

Trebles" 

G minor 47 Fancies of 4/ Almand 

102 G minor 48 Fantazia / 49 Almand 

106 G minor 50 Fantazia / 51 Almand 

110 Gmajor 52 Fantazia / Almand 

112 A minor 53 Untitled movement / [54] Untitled movement 

116 A major 55 Fantazia a 4 / Almand 

118 D minor 56 a 4 / Almand 

120 D major 57 Fantazia / Untitled movement 

124 "Fancie & Almaine of 5 Partes for ye violes: 2 trebles &c." 

F major 58 Fantazia a 5 / 59 Untitled movement / Untitled movement 

128 G minor 60 Fantazia /61 Almand / 62 Untitled movement 

132 A minor 63 Fantazia a 5 / Almand 
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134 C major 

142 

A minor 

144 F major 

146 D minor 

152 F major 

156 F major 

64 Fantazia a 5 / Almand 

"3 Fancies & Almaines of 6 Partes for ye Violes" 

69 Fantazia a 6 / Almand 

70 Fantazia a 6 / Amand 

71 Fantazia a 6 / Almand 

74 "Fantazia for one Cornet, Sagbut wth ye Organ" /75 

Almand / 76 Ayre 

77 "Fantazia for 2 Cornets & Sagbut wth ye Organ" /78 

Almand / 79 Ayre 

Oxford, Bodleian Library MS Mus.Sch.E.382 (Ob MS Mus.Sch.E.382) 

Another organ score of John Hingeston's instrumental pieces. There are 110 pages 

plus six front flyleaves; the paper has eight six-line staves per page and the writing 

block measures 181mm x 236mm. The order of contents is as follows: 

3 A minor 1 "Fantazia a 3 for Treb. Con. & Base" /2 Almand 

5 E minor 3 "Fantazia a 3 for Treb. Con. & Base" /4 Pavan Almand / 

5 Un titled movement 

6 C major 6 Fantazia a 3 /7 Almand /8 Ayre 

10 D minor 9 "Fantazia a 3 2 Treb: 1 Bas" / 10 Almand 

12 D minor 11 Fantazia a 3 / 12 Almand 

14 D major 13 "Fantazia a 3.2 Treb. 1 Bas." / 14 Almand 

18 C minor 15 "Fantazia a 3.2 Bas. 1 Treb." / 16 Almand 

20 G minor 17 "Fantazia a 3.2 Bas. 1 Treb." / 18 Almand 

22 G minor 19 "Fantazia a 3.2 Bas. 1 Treb." / 20 Almand 

24 G major 21 "Fantazia a 3. 2 Bas. 1 Treb. double fugue" /22 Almand 

26 D minor 23 "Fantazia a 3. 2 Bas. & 1 Treb." / 24 Almand 

28 D major 25 "Fantazia a 3. 2 Bas. & 1 Treb." / 26 Almand 

30 G minor 27 "Fantazia a 4. 2 Bas. & 2 Cont." /28 Almand 

32 G major 29 " Fantazia a 4. 2 Bas. 2 Cont." / 30 Almand 

34 A minor 31 "Fantazia a 4. 2 Bas. & 2 Treb." / 32 Un titled movement 

38 A major 33 "Fantazia a 4.2 Bas. & 2 Treb." / 34 Almand 

40 D minor 35 "Fantazia for 4. 2 Bass. & 2 Treb." / 36 Almand 

44 D major 37 "Fanatazia a 4. 2 Bas & 2 Treb." / 38 Almand 

50 B flat major 39 "Fantazia for one Violin Base Viol, and ye Organ" / 40 

Almand /41 Ayre 

54 C minor 42 "Fantazia for one Violin. Base Viol wth ye Organ" /43 

Almand / 44 Ayre 
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58 C major 45 Untitled movement / 46 Almand / 47 Ayre 

62 G major 48 "Fantazia for one violin Base Violl & Organ" /49 Almand / 

50 Ayre 

66 A minor 51 "Fantazi for one Violin, Base Viol & Organ" / 52 Almand / 

53 Ayre 

70 A major 54 "Fantazia for one Violin, Base Viol, & Organ" / 55 Almand / 

56 Almand [Ayre?] 

74 D minor 57 "Fantazia for one Violin, Base Viol, a Pedal Harpsicord, 

or Organ" /58 Almand /59 Ayre 

78 D minor 60 "Fantazia for one Violin" / 61 Almand / 62 Ayre 

82 D major 63 "Fantazia for one violin. Base Viol & Organ" / 64 Almand / 

65 Ayre 

88 G minor 66 "Fantazia for two viollins Base Violl and Organ" /67 

Almand / 68 Ayre 

92 G major 69 "Fantazia for two Violins" / 70 Almand / 71 Ayre 

96 A minor 72 "Fantazia a 2 violins wth ye Base Viol & Organ" /73 Almand 

/74 Ayre 

100 A major 75 Untitled movement /76 Almand / 77 Ayre 

104 D minor 78 "Fantazia for two Violins, wth ye Organ" /79 Almand /80 

Ayre 

108 Dmajor 81 "Fantazia a 2 Violins" [first line only] 

110 D major 81 "Fantazia for two violins wth ye Organ" / 82 Untitled 

movement 

Oxford, Christ Church MS Mus. 11 (Och MS Mus. 11) 

A score-book of sacred music in the hand of Henry Aldrich. There are 104 leaves, but 

only 36 folia contain music, paginated 1-71 by Aldrich. The paper has twelve five-line 

staves of 12mm per page, and the writing block measures 309mm x 197mm. Other 

than Aldrich, the composers whose music is represented in the manuscript are Tallis, 

Farrant, Child, Rogers and Whyte-Husbands; there is also a piece attributed to Henry 

VIII, though it is probably by Maundy. Aldrich's pieces are as follows: 

29 By the waters of Babylon 

43 Out of the Deep 

46 0 praise the Lord 

48 Give ear 0 Lord 
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According to an unknown annotator, By the waters of Babylon was attributed to 

Farrant in [Och MS Mus.] 16. There are several anthems which Aldrich adapted from 

pieces by Palestrina: 

3 We have heard with our ears 

8 Why art thou so vexed 

11 My heart is fixed 

14 The eye of the Lord 

17 o God the King 

20 Hold not thy tongue 

Oxford, Christ Church MS Mus. 12 (Och MS Mus. 12) 

A score of sacred music in the hand of Henry Aldrich. There are 100 leaves, but the 

last ten staved pages are blank; the manuscript was paginated from 1-163 by Aldrich. 

~ach page has twelve five-line staves of 11.5mm, and the writing block measures 

308mm x 200mm. Apart from Aldrich's own music, there are pieces in the manuscript 

by Orlando Gibbons, Cooke, Christopher Gibbons, Blow, Wise, Carissimi, Locke, 

Child, Hurnfrey and William Lawes. Pieces attributed to Aldrich are as follows: 

10 Blessed is the man 

45 God is our refuge 

There are also arrangements by Aldrich of Carissimi's music: 

28 0 how amiable 

40 Haste thee 0 Lord 

54 0 Lord I will praise thee 

67 0 Pray for the peace 

74 I am well pleased 

Oxford, Christ Church MS Mus. 14 (Och MS Mus. 14) 

A score-book of sacred music in English and Latin by Blow, Locke, Cooke, Wise, 

Christopher Gibbons and Child, plus a New Year's ode by Locke, All things their 

certain periods do have. In addition, there are some twenty secular Italian pieces by 

Giovanni Rovetta, Alessandro Vincenti, Monteverdi, Carissimi and Savioni, plus 

several anonymous pieces and a sacred ode by Cechilli. All the music is in the hand of 

Blow. There are 143 leaves plus four flyleaves at either end and the manuscript is 
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foliated 1-143 by Blow. Each page has twelve five-line staves of 13mm and the 

writing block measures 314mm x 202mm. There is a contents list in Blow's autograph 

on the second front flyleaf, entitled" A Table of the Songs contained in this Book". It 

lists the pieces in page order, though Blow made two minor copying errors and the 

folio references are for openings rather than leaves. The pieces by Blow (all of which 

are holograph) are as follows: 

lr Turn thee unto me 0 Lord 

3r How doth the city sit solitary 

5v o Lord I have sinned 

llv How art thou fallen from heaven 

13r Jesus seeing the multitudes 

40r Gloria Patri 

43v I will cry unto thee 0 God 

46r Sing we merrily 

1041' Post haec audivi quasi voce 

106v In lectulo meo per noctes quasivi 

108r Paratum cor meum Deus 

109v Cantate Domino canticum novum 

113r Quam diligo legam tuam 

114v Laudate nomen Domini 

122r Salvator mundi salva nos 

124v Gloria Patri qui creavit nos 

136r As on Euphrates shady banks we lay 

Oxford, Christ Church MS Mus. 15 (Och Ms Mus. 15) 

A score of services, anthems and keyboard works. With the exception of ff. lOv-13v, 

for which the scribe was Richard Goodson senior, the whole manuscript is in Aldrich's 

hand. There are 89 leaves with two flyleaves at either end; ff. 1-43 are ruled with 

twelve five-line staves of 13mm, but ff. 44-89 have twelve six-line staves of 13mm. 

The writing block for both sections measures 314mm x 197mm. 

The contents of the manuscript are diverse: ff. 1-3 contain three fragments of 

instrumental pieces, attributed to Christopher Gibbons; ff. 4-36 consist of sacred music 

by Aldrich; on ff. 44r-46r are organ parts to Tallis' I call and cry and Byrd's Bow 

down thine ear, plus on f. 46r the opening six bars of Gibbons' Hosanna to the Son of 

David; at the reverse end of the volume there are three fancies by Christopher Gibbons, 

two unattributed fancies by Orlando Gibbons and an unidentified voluntary by John 
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Price. From f. 85r the next 37 folios are blank; there are also Fantazias, an Almand and 

a Galliard by John Coperario on ff. 43r-36v. The pieces by and in the autograph of 

Aldrich are: 

3v Te Deum in G 

5r Cantate Domino in G 

6v Out of the deep 

7v Unto thee 0 Lord 

14r Kyrie and Credo in G 

15v Magnificat in G 

16v Magnificat in G 

17v Nunc Dimittis in G 

18v Praise the Lord 

21 v 0 God thou art my God 

26r 0 praise the Lord 

27r Cantate Dominum in A 

29r Deus misereatur in A 

30v For thou 0 Lord [end of "0 God thou art my God" from f. 22] 

31 v Give the King thy judgements 

33v Unto thee 0 Lord [the same as the copy on f. 8] 

35r End of another piece" ... and I will tread down the people" 

Oxford, Christ Church MS Mus. 16 (Och MS Mus. 16) 

A full score of sacred music in the hand of Henry Aldrich. There are 96 leaves with 

two flyleaves at either end, but several leaves are blank. Each page has twelve five-line 

staves of 15mm and the writing block measures 322mm x 204mm. The manuscript 

includes works by Tallis, Bull, Farrant, Humfrey, Blow, Wise, Orlando Gibbons, 

Carissirni, Palestrina, Byrd, Mundy, Hooper and Aldrich himself. According to an 

unidentified annotator, the works attributed to Aldrich are in fact anangements of pieces 

by other composers: 

From Carissimi: 

55 o how amiable are thy dwellings 

63 For Sion's sake 

69 o pray for the peace 

76 o Lord I will praise thee 

82 Haste thee 0 Lord my God 

92 I am well pleased 
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From Palestrina: 

103 Hold not thy tongue 

107 0 God the King of Glory 

109 Hold not thy tongue (another copy) 

115 Why art thou so vexed 

118 The eye of the Lord 

121 My heart is fixed 

123 The eye of the Lord (another copy) 

Oxford, Christ Church MS Mus. 17 (Och MS Mus.17) 

A book of Italian, English, French and Latin secular song in the hands of Aldrich and 

Richard Goodson senior. The latter is responsible for ff. 30v-46v at the end of the 

manuscript, though f. 48v, containing the treble line of an instrumental dance, is almost 

~ertainly in Aldrich's hand. There are 52 leaves in total and each ruled page has twelve 

five-line staves of 13mm; the writing block measures 320mm x 195mm. The 

composers whose music is present in the manuscript are Carissimi, Michaeli, Jenkins, 

Wilson, Nicolas Lanier, William Lawes, Edward Lowe, Luigi Rossi, Wyatt, Battista 

[Lully?], Vicenzo Albrici and Gratiani, and there is a single song by Aldrich, Philomela 

praevia, on f. 19v. 

Oxford, Christ Church MS Mus. 18 (Och MS Mus. 18) 

A manuscript in the hand of Aldrich containing English and Italian secular song and 

English and Latin sacred pieces. There is a total of 52 leave; the paper is ruled with 

twelve five-line staves of 13.5mm per page, and has a writing block of 322mm x 

195mm. For the secular music the identified composers are Carissimi, Mozzochi, 

Jeffreys, Wise and Aldrich himself. The sacred pieces are by Orlando and Christopher 

Gibbons, Carissimi, William Lawes, Blow, Jeffreys, Ramsey and Aldrich. The 

holograph pieces by Aldrich, all of which are signed "HA", are: 

57 Salvator mundi 

77 I am come into my garden 

81 0 Lord our governor 

83 0 bone Jesu 

218 



Oxford, Christ Church MS Mus. 19 (Och MS Mus. 19) 

A complete volume of full scores of sacred music by and in the hand of Henry Aldrich. 

There are 118 leaves, with music written on twelve five-line staves of 14mm and a 

writing block of 322mm x 201mm. The contents are: 

1 Service in G: TeDeum 101 o Lord our governor 

5 Jubilate 103 The Lord is King 

7 Kyrie 109 I waited patiently 

8 Credo 115 Praise the Lord 

12 Magnificat 122 o God thou art my God 

15 Nunc Dimittis 127 Have mercy upon me 

17 Service in A: TeDeum 133 Give the King thy judgements 

23 Jubilate 139 o Lord I have heard thy voice 

26 Kyrie 147 I will love thee 

26 Credo 154 o sing unto the Lord 

'30 Cantate Dominum 157 I will exalt thee 

34 Deus misereatur 163 If the Lord himself 

37 Service in F: TeDeum 168 Unto thee 0 Lord 

46 Jubilate 174 Who's this that comes from Edom 

51 Jubilate 184 Comfort ye my people 

57 Kyrie 191 We have a strong city 

65 " Magnificat 199 Out of the deep 

73 Nunc Dimittis 201 o praise the Lord 

76 Benedicite (unfinished) in E minor 204 Sing unto the Lord 

Blank from pp. 79-100 207 Give ear 0 Lord 

210 Sanctus in G 

210 Gloria in Excelsis in G 

213 God is our hope 

218 Behold now praise the Lord 

223 o give thanks 

Aldrich ascribed If the Lord to Child on p. 163, but a twentieth-century annotator 

comments on an inserted slip of paper: "If the Lord himself. Not by Child. Child's 

setting is a full anthem a 4, & is to be found in 1220-4. All in this vol (19) are by 

Aldrich and no doubt this anthem is also by him". 
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Oxford, Christ Church MSS Mus. 22 and 22a (Och MSS Mus. 22 and 

22a) 

Och MS Mus. 22 is a full score of sacred music, of whch the first part is in the hand of 

Edward Lowe (ff. 1-79v) including anthems by Blow, Christopher Gibbons, Locke, 

Cooke and Henry Purcell. Humfrey's Like as the Hart on ff. 80r-84r is in two other 

hands, the ending on f. 84r being separated from the earlier music. Folios 88r-130v 

are in the hand of Richard Goodson senior and contain works by Aldrich, Purcell and 

Locke, plus one anonymous piece They prevented me. Folios 133v-178r were copied 

by Richard Goodson junior, with pieces by Goodson senior, Child, Maurice Green, 

[Christopher] Gibbons and Stanley. Blow's Jubilate, Cantate Domino and Deus 

Misereatur on ff. 180r-199v are in another unidentified hand. Unbound at the back of 

the manuscript as MS Mus. 22a are three sheets folded horizontally, containing the 

autograph of Goodson senior's Blessed is he, for which Goodson junior provided a 

neat copy in the main part of MS 22. Och MS Mus. 22a is written on three single 

sheets folded both horizontally and vertically, with sixteen five-line staves of 1O.5mm; 

the writing block measures 197mm x 126mm, though Goodson sometimes writes 

across the openings. The copy of the anthem in the hand of Goodson's son was almost 

certainly made from MS Mus. 22a, since the two are very similar. 

Oxford, Christ Church MS Mus. 48 (Och MS Mus. 48) 

A full score of Latin and English sacred music in the hands of Goodson senior (ff. 1-

41), Frances Smith (ff. 51-8), Henry Aldrich (ff. 140-3, 150-67 and 170-86), John 

Church (ff. 168-70), and one unknown scribe eff. 42-139). There are 96 leaves, with 

music written on twelve five-line staves of 11.5mm and a writing block of 276mm x 

166mm. The pieces are by Bassani, Sances, Reggio, Stradella, Locke, Edward and 

Christopher Gibbons, Jeremiah Clark, Gratiani, Fiocco, India, Henry Lawes, FatTant, 

Hooper, Tye, Blow, Tallis, and there are the following adaptations by Aldrich: 

150 Not unto us (at the end Aldrich writes "This anthem is translated from two 

others viz. Zadok the Preist by Mr Henry Lawes & Lord for thy tender 

mercy's sake by Mr Richard Farrant") 

153 0 Lord God of our salvation ("from Palestrina" according to an annotator) 

There is also an incomplete untexted piece on ff. 140-143 in Aldrich's hand and in the 

style of Palestrina. 
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Oxford, Christ Church MS Mus. 510·14 (Och MS Mus. 510·514) 

A set of part-books numbered as follows: 

510 Bass 513 AltoII 

511 Tenor 514 Alto I 

512 Treble 

There are 143 leaves in each part-book, though the number of additional flyleaves 

varies; each page has six five-line staves of 13mm and the writing block measures 

144mm x 205mm. Only the first four pieces are in Aldrich's hand and most of the 

manuscripts are empty, though on pages 97-140 are a series of secular Italian songs in 

an anonymous hand. The pieces in Aldrich's hand are as follows: 

1, 2 Two versions of "I look for the Lord", one in A minor, the other in G minor 

3 0 pray for the peace 

'5 Litany 

"Tallis" is written in an annotation above the A-minor version of I lookfor the Lord in 

the alto and treble books, though the library's contents list attributes them to Aldrich. 

Oxford, Christ Church MS Mus. 616 (Och MS Mus. 616) 

An autograph of Richard Goodson senior containing fragments of his ode Janus did 

ever at the front end and his Te Deum and lubilate at the reverse end. There are twenty

three leaves, each of which is ruled with twelve five-line staves of 11-12mm; the 

writing block measures 138mm x 198mm. 

Oxford, Christ Church MS Mus. 617 (Och MS Mus. 617) 

Another autograph score of Richard Goodson senior. On the inside of the front cover 

is the inscription "Musick compos'd (on account of some early successes in Queen 

Anne's reign) for the Theatre- In Oxon (By Richard Goodson sen. Professor of 

Musick. The author's original manuscript bequeath'd to Christ Church Library by his 

successor and Son, Richard Goodson together with his own collection, except some 

few Articles left to the Musick Schoole)". (The bracketed words were added by Philip 

Hayes.) The contents are as follows: 

1 0 qui potenti numine temperas 

32 Ormond's Glory, Marlborough's Armes 
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Pages 29-31 are blank, as are pages 55-57 at the end of the manuscript. Only for the 

first ode does Goodson give pagination, but pp. 39-41 are numbered 132-4 and 

numbers are given at the foot of pages 45-4 (96-7) and 34 (108) as if the manuscript 

had been inverted. Loose in the front end of the manuscript is a single bifolio on which 

Goodson senior wrote two bars of music with Greek text. In the main part of the book 

each page has twelve five-line staves of 14mm and a writing block of 316mm x 

194mm. 

Oxford, Christ Church MS Mus. 618 (Och MS Mus. 618) 

A guard book containing act songs by and in the hand of Richard Goodson senior, with 

non-autograph pieces by Aldrich and Sampson Estwick. Not all pages have been 

trimmed, but their average dimensions are 374mm x 242mm; each piece has twelve 

five-line staves of 13mm per page. The music by Goodson is as follows: 

11' Sacra Musarum 

5r lam resurgit Divus 

9v Quis efficaci carmine "Song composd for & performd at ye Theatre Oxon." 

20r 0 cura Divum te 

26v Janus did ever "Musick compos'd for the Theatre Oxon After the Victory 

at Blenheim" 

52r Unidentified instlUmental music, possibly a suite since all the music is in 

B flat major. In the middle of this, on f. 53v reversed, is the opening to a 

piece entitled 0 vere summa gaudia in the treble clef only. All this music is 

unattributed, but there are some alterations to the instlUmental works so it is 

possible that Goodson was the composer. 

Oxford, Christ Church MS Mus. 619 (Och MS Mus. 619) 

A manuscript of act songs in score by Aldrich, Locke, Allsop (text only?) and Sampson 

Estwick. Julio Festas, the last piece by Estwick, may be autograph. The pieces in 

Aldrich's autograph are written on paper with twelve five-line staves of 13mm per 

page, and a writing block of 320mm x 202mm; the contents are as follows: 

11' Consurge tandem "Adapted by Dr Aldrich probably to music of Carissimi 

except the overture". 

71' lam satis somno "adapted by Dr Aldrich probably to music of Carissimi 

except the InstlUmental Pieces" 

, < 
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12r Revixit 10 Carolus "adapted by Dr Aldrich probably to music of Carissimi". 

Oxford, Christ Church MS Mus. 628 (Och MS Mus. 628) 

A manuscript entirely in the hand of John Blow containing autograph compositions, 

works by Humfrey and anthems in Latin and English by Henry Purcell. There are 72 

leaves with four flyleaves at the front and back, though some of these have been ripped 

out, so only stubs remain. The paper is ruled as three sets of five five-line staves, 

measuring Ilmm; the writing block measures 368mm x 224mm. The manuscript is 

paginated in the top right-hand corner to p. 23, then in the top centre of each page on 

pp. 24-146. The change in pagination is in the middle of a piece and the middle of a 

gathering, and there is no change of ink in either the music or the pagination itself. 

Blow's pieces are as follows (numbers given are for pagination): 

8 Go perjured man 

19 I said in the cutting off of my days 

32 The Kings of Tharsis 

52 When the Lord turned again 

74 The Lord is my shepherd 

96 0 give thanks unto the Lord 

Oxford, Christ Church MS Mus. 685 (Och MS Mus. 685) 

Blow's autograph score to the ode Dum pulsa Timpana. On the back flyleaf Blow has 

written "for ye Revd Dr Aldridg Dean of Xt Church In Oxford"; the remains of part of a 

seal are just below this, and he may have sent it by messenger to Oxford. The present 

binding is modern, but one original flyleaf remains at either end, in addition to the eight 

leaves. Each page has twelve five-line staves of lOmm, and the writing block measures 

270mm x 165mm. Blow's title is "2d Song", which confirms that the ode is the 

second of a pair of which the first is now preserved as Och MS Mus. 686. 

Oxford, Christ Church MS Mus. 686 (Och MS Mus. 686) 

Blow's autograph copy of the ode Gesta Britannica. An unidentified scribe, who wrote 

an annotation on the back leaf of MS 685, copied onto the outer edge of the front flyleaf 

here, "For ye Revd Dr Aldridg Dean of Xt Church In Oxford"; this scribe also wrote 

"1st Song" on the top of f. Ir. There are fifteen folios with a flyleaf at either end; each 

page has twelve five-line staves of IOmm per page, and a writing block of 270mm x 

165mm. The paper is almost certainly the same as that used for MS 685. 
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Oxford, Christ Church MS Mus. 772-6 (Och MS Mus. 772-6) 

The autograph parts to some of The First Part of the Broken Consort by Locke. The 

surviving parts are for First Treble, Bass, and three copies of the TheOl'bo part, but 

there is no Second Treble. Only in the bass part did Locke write his customary initials 

in the top right-hand corner of each page, and this is also the only set of parts for which 

the movements are not numbered. The numbers given are in two consecutive sets, 

from 45 to 48, and from 53 to 56, but the movements correspond to those numbered 9 

to 12 and 17 to 20 (plus movement 15, which is unnumbered and was a later addition 

in this source) in Lbl Add. MS 17801. After the two autograph suites there are a 

further three suites, copied in a different hand and on different-sized paper. There is no 

reason to assume that these pieces were originally intended to form part of Locke's 

autograph set. The movements here are unnumbered in the parts, but correspond to 

the suite in D major (movements 21-24), the suite in G minor (movements 1-4), and the 

suite in G major (movements 5-8). Each page has ten five-line staves of 13mm, and 

the writing blocks measure 259mm x 168mm. 

Oxford, Chist Church MS Mus. 1183 (Och MS Mus. 1183) 

A guard book of parts for instrumental pieces by Robert Smith, Banister, Farinelli, 
'. 

Tollett, Henry Purcell, Farmer, Twist and Christopher Simpson. The pieces are mainly 

Grounds, Brawles and dance movements. They include a holograph by Simpson, 

entitled "Division Treble and Bass", for which the two grounds survive (f. 29v), and 

their divisions (ff. 28-9). They are written on paper with ten five-line staves of Ilmm, 

and a writing block of 242mm x 161mm. 

Oxford, Christ Church MS Mus. 1188-9 (Och MS Mus. 1188-9) 

A guard book of sacred vocal music containing several autograph pieces: 

lr-6v o be joyful Matthew Locke 

15r-15v Unidentified, untexted fragments of vocal music Henry Aldrich 

161' We have a strong city (fragment) Henry Aldrich 

17r o pray for the peace (fragment of Aldrich's arrange- Henry Aldrich 

ment from Carissimi) 

18r Unto thee 0 Lord (fragment) Henry Aldrich 

19r Unidentified untexted sketch in five parts Henry Aldrich 

19v Unidentified fragment from doxology Henry Aldrich 

224 

'I 
I I 



32r Untexted fragment labelled "Psalm 50" Henry Aldrich 

33r-32v Unidentified untexted fragment Henry Aldrich 

34r-35v Give ear 0 Lord (fragment) Henry Aldrich 

39r-40r o give thanks (fragment) Henry Aldrich 

43r-45r My song shall be alway Henry Purcell 

Locke's anthem 0 be joyful is guarded in as one bifolio (ff. 1-2) and one gathering (ff. 

3-6); the pages measure approximately 350mm x 192mm. Locke's title page on f. Iv is 

"0 be joyful!. A vers Anthem for ffower Voyces, & Instruments at Pleasure. By Matt: 

Locke". The staves were hand-drawn by Locke and there is an inconsistent number of 

staves per page. Parts to the piece in the hand of Edward Lowe are bound in as ff. 7-

14. 

The parts to Henry Purcell's anthem My Song shall be alway are partly in his 

autograph: 

42r 

43r 

44r 

45r 

Treble violin 

bass viol 

tenor violin 

2d treble violin 

non-autograph 

autograph from first "vers" marking 

autograph from first "vers" marking 

autograph from first "vers" marking 

The scribe of the first 'treble part did not copy the symphony in the other parts. In 

addition to the latter half of the piece, Purcell seems to have written the title and the 

marking "Symphony" in the partial autograph parts, though he did not write "Slow" at 

the top of the tenor and second treble parts. The parts are written on three leaves of 

paper with twelve five-line staves of 12.5mm; the writing block measures 279mm x 

161mrn. 

The first Aldrich fragment has clefs for two trebles, alto and bass. It is written on five 

five-line staves of 13mm, with a writing block of 114mm x 261mm. This sheet must 

have been cut from a more complete copy since the fragments on the reverse side, 

though neat, do not correspond with those on the recto. For the second fragment the 

music is written on paper with twelve five-line staves of 14mm, and a writing block of 

319mrn x 198mm, though the inner edge of the page has been cut off. The fragment 

from 0 pray for the peace is written on twelve five-line staves of 13mm, with a writing 

block of 280mm x 166mm. The fragment of Unto thee 0 Lord is written on paper with 

hand-drawn staves, written on the reverse of the lower half of a sheet of printed paper. 

The printed text appears to be an advert for subscribers to a map series of Britain or 

England. The page measures 151mm x 336mm. Folio 19 is a bifolio sheet with staves 

: , 
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joined in the middle of the page; there are five five-line staves of 13mm, and a writing 

block of 127mm x 194mm. Both ff. 32 and 33 are bound in upside-down. The paper 

appears to have been cut from sheets of twice the size, with eight five-line staves of 

13mm and a writing block measuring 192mm x 260mm. The same paper is used for 

the fragment of Give ear 0 Lord. 0 give thanks was copied on paper with twelve five

line staves of 12mm and a writing block of 358mm x 212mm. Folio 40 has been 

ripped below the first four-stave system. 

Oxford, Christ Church MS Mus. 1205 (Och MS Mus. 1205) 

A guard book of vocal music containing: a secular piece by Henry Cooke; an anthem 

by Blow; I will wash my hands in innocence, adapted by Aldrich from Robert White's 

o how glorious; and an anonymous set of responses, Pater de caelis; the last two items 

were copied by Aldrich. These pieces were written on twelve five-line staves of 

between 12.5mm and 14mm, with a writing block of 320mm x 203mm. Since the 

paper is quite worn it is not possible to see how the pages were originally arranged but 

the responses appear to have been misbound, dissecting the anthem. 

Oxford, Christ Church MS Mus. 1212 (Och MS Mus. 1212) 

Two holograph scores of Henry Hall, now bound together. The first piece, While he 

in triumph leads, is entitled "Song to ye Queen", and the second is No sullen Cloud 

obscured the Sun, sung by a Shepherd and Shepherdess. They are in separate 

gatherings, both with soiled outer leaves, and both have previously been folded 

horizontally. The first piece has five folios, plus an extra half-sheet attached to the side 

of f. 41'; there are twelve five-line staves of 13 mm, with a writing block of 268mm x 

174mm. The second piece has eight folios with twelve five-line staves measuring 

13mm per page, and a writing block of 277mm x 177mm. 

Oxford, Christ Church MS Mus. 1219 (Och MS Mus. 1219) 

A set of unbound papers with music by Orlando Gibbons, John Bishop, Daniel Taylor, 

Tobias Langdon, several autographs of Richard Goodson senior, some music in the 

hand of Richard Goodson junior, and an autograph of Matthew Locke. Locke's 

anthem How doth the city sit solitary is written on a single sheet measuring 328mm x 

423mm, opened out so that the total writing block is 254mm x 380mm. There are ten 

five-line staves per page, but Locke added a sixth line at the top of each left-hand stave. 

Locke wrote the title "How doth the Citty sitt solitary ML" . 
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Not unto us, labelled as Fragment H, is annotated in an unknown hand: "Not unto Us: 

composed by Richard Goodson Senr. at an early period of his life". It is written on 

one gathering of two bifolia plus one leaf and sewing marks on the edge of the pages 

suggest that it was once bound. The music is written on paper with two groups of five 

five-line staves of 13.5 mm, and a writing block of 276mm x 175mm. Fragment I is 

Rejoice in the Lord, entitled by the same scribe "Anthem with Instruments, for four 

Voices By Richard Goodson Senr NB The Author's original Manuscript Probably 

compos'd for the Public Act in 1713 and Perform'd at St. Mary's Church or still earlier 

upon the Accession of King William". At the end of the anthem Goodson junior wrote 

" June - 15 - 1731 This Anthem having been for a considerable Time lain by, was in ye 

Single parts wanting, excepting Instrumental parts 4 - - Tenor Part & Treble". The 

music is written on two different types of paper: the first is a gathering of three bifolia, 

though the last three leaves are blank; there are twelve five-line staves of 11.5mm, and 

a writing block 268mm x 170mm. At the point where the music stops on the first paper 

two further bifolia are inserted, with twelve five-line staves of 12mm and a writing 

olock of 309mm x 197mm. The first paper type is paginated 1-8 and the second 9-16, 

both in the hand of Goodson. Parts to the anthem were copied by Goodson junior and 

now form fragments J to T. One side of Fragment U is music from Not unto us, 

containing most of the verse in f. 31', "They that make them". The music on the reverse 

side of the page belongs stylistically to the same anthem, but does not appear in the 

final version. 

Tenbury MS 1008 (T MS 1008) 

A full score of John Blow's anthem God spake sometime in visions, given the title "An 

anthem compos'd for the Coronation of King James the 2d: in the year 1685". There 

are ten folios, with twelve five-line staves per page and a writing block of 291mm x 

377mm. The pages are bifolio sheets folded outwards with hand-written staves joining 

the writing blocks in the centre of the page. Holes from the original binding are still 

visible, but the sheets are now bound singly, with folio 5 bound backwards so that the 

verso preceeds the recto. 

Eire, Dublin, Archbishop Marsh's Library MS Z2.1.l3 (Dm MS 

Z2.1.13) 

A guard book of instrumental scores including, on ff. 5v-6v, a Fantasie signed 

'Factum est: W.K.'. Comparison with the signatures and initials in Ob MSS Mus.c.48 

and Mus.e.23-5 proves unequivocally that the scribe was William King. The music 

was copied on a single bifolio; staves were drawn in two sets of six staves per page, 
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each five-line stave measuring 12mm; the writing block is approximately 328mm x 

208mm. King's score is in four parts, so for the middle system of each page there is a 

wide gap between the two upper and two lower parts. He also wrote across the page 

on ff. 5v and 6r, filling in the staves between the pre-ruled writing blocks. 

Spurious autographs 

Manuscripts attributed to John Eccles (Cfm Mu MS 681, Lbl Add. MS 

12219, Lbl Add. MS 29378, Lbl Add. MS 31456, T MS 765) 

Griffin is correct in his annotation to Cfm Mu MS 681 that two different hands are used 

in these four manuscripts: Cfm Mu MS 681 and Lbl Add. MS 29378 are in the same 

hand and Lbl Add. MSS 12219 and 31456 were copied by a different scribe. In Lbl 

Add. MS 29378 each of the pieces is signed "Mr John Eccles" at the end and, since 

composers tended not to sign themselves with titles, it is unlikely that this is an 

autograph. In Cfm Mu MS 681 there are many uncorrected mistakes in the score that 

would probably not have been made by a scribe who was an accomplished musician. 

In Lbl Add. MS 31456 the signature at the end is not in the same hand as the piece itself 

and is given as "Jon Eccle". In T MS 765 all the additional markings are given in 

Italian, which suggests strongly that this piece is not in Eccles hand and was not copied 

by an English scribe. In addition, there are several passages of text which may indicate 

that the scribe did not fully understand English. 

London, British Library Additional MS 30932 (Lbl Add. MS 30932) 

At the top of Have mercy upon me 0 God on f. 56r Philip Hayes wrote "This Anthem 

is in the hand writing of the Author R Humphries". Though the initial was later 

changed to "P", the two pairs of initials written in the top right-hand corner and at the 

bottom of f. 59v at the end of the anthem are also certainly "RH" rather than "PH"; the 

letter R in both cases is identical to the R of "Ritor" at the end of the first system of f. 

59v, so it would seem that the name initials were written by the scribe of the piece. 

The authenticity of the anthem has long been doubted on stylistic grounds and Robert 

Ford (1986b) has suggested that this may in fact be a parody anthem by Richard 

Henman. 

London, Royal College of Music MS 1089 (Lcm MS 1089) 

A guard book containing a copy of the printed book Melopeia Sacra (1721) and Blow's 

anthem 0 sing unto God on ff. 46r-50v. At the front on the original cover have been 

written the names "E. Prowse" and "Cath: Sharp 1810". The title for the anthem is 

I 
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given as "0 sing unto God Dr Blows" and at the end is written "Dr John Blow"; since 

this signature does not correspond with that of Blow written on Humfrey's will , and 

the musical hand also differs from that of Blow autographs, it is unlikely that this is an 

authentic autograph. 

London, Royal College of Music MS 1097 (Lcm MS 1097) 

A large volume of music in score containing several pieces identified as autographs of 

John Blow in Wood (1976) vol. 5,419-421. Wood notes that there are several curious 

characteristics of the hand which would lead one to doubt its authenticity. He believes, 

nevertheless , that the music was copied by Blow and suggests that the various 

disparities can be explained by the fact that the manuscript is a presentation copy, so 

Blow would have taken care to make his writing neat. The quantity of differences 

between the hand in this manuscript and Blow's identified autographs makes it very 

unlikely that the attribution to Blow is correct. The text, though similar, contains 

several uncharacteristic letter shapes, particularly the upper and lower case f, the 

reversed e and long s shape used in the middle of words. The word 'verse' is written 

as "Vears" in one instance, a spelling not used in any of Blow's other autographs. The 

music script is also not dissimilar to that of Blow, but the degree of overlapping 

between the vertical and horizontal beams for groups of quavers and semiquavers is 

more exaggerated thaf! in the other autographs, and the size of note heads is 

proportionally smaller. The strongest evidence to suggest that this is not an autograph 

of Blow is the fact that Hail Monarch, Is it a Dream? and Ye Sons of Phoebus are each 

signed "Dr Blow" or "Doc: Blow". There are no other known manuscripts where 

Blow signed himself using his title rather than his first name or its shortened form "Jo: 

Blow". Moreover, the dates given at the ends of two pieces - 1687/8 and 1695 - are 

relatively late in Blow's career; it seems very unlikely that by this stage in his life 

Blow's job would have allowed him sufficient time to make presentation copies of his 

pIeces. 

London, Gresham College MS GMus 452 (Lgc MS GMus 452) 

A manuscript of John Blow's odes and some sacred music which does not appear to be 

autograph: the pieces are consistently attributed to "Dr John Blow", rather than being 

signed in Blow's habitual "John Blow" or "Jo: Blow"; in addition, the musical hand 

contains several uncharacteristic clef shapes and time signatures, and the text hand is 

also dissimilar to that of Blow's autographs. 
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Oxford, Christ Church MS Mus. 1215 (Och MS Mus. 1215) 

A guard book including, as item 2, an autograph of John Blow identified in Wood 

(1976) vol. 5, 424. The music is written on the back side of a sheet on which is 

printed an advertisement: "Proposals For Printing a New Compleat Book in Folio 

Entituled, Atlas Anglicanus". The sheet has been torn and only the upper part remains. 

Blow drew the three systems of staves by hand; each system contains three five-line 

staves. The bottom part of the final stave has been ripped away, suggesting that the 

paper may have been torn after Blow copied the music. Only the final bar of the bass 

part seems to be missing. The music is a three-part piece for two trebles in canon, bass 

voice and interpolated continuo during rests in the bass part. The somewhat lascivious 

text suggests that the piece is a catch or drinking song. There is no indication that Blow 

was the author of the piece, thus it has not been included in this study. 

Tenbury MS 296-9 (T MS 296-9) 

Four parts to Christopher Simpson's The Seasons, described as autograph in the 

second edition of the Tenbury Library catalogue; an annotation in the Bodleian Library 

copy of the catalogue, signed by Margaret Urquhart, states that the parts are not in 

Simpson's autograph. The music and text bear no similarity to Simpson's hand in T 

MS 390, the autograph copy of A Compendium of Practical Musick. 

Brussels, Conservatiore Royal de Musique, MS 15418 (Bc MS 15418) 

A manuscript of keyboard music known as the Elizabeth Edgeworth keyboard book 

because of the name written on the front flyleaf. Dart (1969) noted that the book 

contained an incomplete copy of John Blow's Ground in E minor, and that the principal 

hand in the manuscript might be that of Blow himself. The hand is similar to Blow's, 

though it also resembles those of most of his contemporary musicians at the Chapel 

Royal, and none of Blow's idiosyncracies are apparent. The ground itself is in an 

entirely different hand and could not have been copied by Blow. 

Manuscripts Not Consulted 

'Lisa Cox' MS 

A manuscript of keyboard pieces containing autograph works by Purcell and possibly 

also Jean-Baptiste Draghi. The volume was discovered by Lisa Cox in 1993 and 

Purcell's hand authenticated by Dr. Curtis Price; it is described in Price (1995) 87-93. 

Having been sold privately at auction on 26th May 1994 to an overseas buyer, the 

manuscript was refused an export licence, and is now being kept in the British Library. 
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Unfortunately the volume is currently undergoing conservation work and is unavailable 

for study. However, facsimiles of several pages, printed in the Sotheby's sale 

catalogue, have been consulted. 

United States of America, Yale University Library, Osborn MS 515 (NH 

MS 515) 

A guard book of bass-viol parts including several pieces which appear to be in the 

juvenile hand of Henry Purcel!. Detailed description of the manuscript is given in Ford 

(1983); Ford notes that there are many false attributions to Purcell in the collection, but 

that "Folios 9, 19,20 ... and 20v were undeniably copied by the composer" (p. 174). 

Although none of the ascriptions to Purcell can be regarded as completely reliable, there 

is an additional source of one piece, The Stairre Case Overture (f. 19r) in the library of 

Tatton Park, Knutsford, Cheshire, in which Purcell is named as author (See Fortune 

(1964) and Browning (1980)); on the basis of this and general stylistic evidence, 

scholars have now generally accepted that the overture was probably written by Purcell 

early in his career. Since the autograph source is incomplete, unavailable in facsimile 

form, and the attribution uncertain, it has not been consulted. 

Japan, Nanki Music Library, Ohki Collection MS N-7 

The entry in Catalog'"ite of Rare Books and Notes: The Ohki Collection, Nanki Music 

Library (Tokyo: n.p., 1970) reads: "On the back side of the front cover [of the 

manuscript] is attached an autograph of Dr. Blow - End [last 212 bars] of an anthem of 

five parts with the words "Allelujah to the Almighty King" with signature: Jo: Blow 

Decem ye 15th 1683". This manuscript is part of a private collection to which access is 

extremely difficult to achieve. The expense incurred in attempting to see the manuscript 

itself or a copy of the Blow fragment would almost certainly have exceeded the value of 

the autograph to this thesis. 
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Appendix B 

List of Autograph Manuscripts Extant for Each Composer 

Henry Aldrich (1648-1710) 
Ely MS 17 
Lbl Add. MS 30931 
Och MS Mus. 11 
Och MS Mus. 12 
Och MS Mus. 15 
Och MS Mus. 16 
Och MS Mus. 17 
Och MS Mus. 18 

John Blow (1649-1708) 
Bu MS 5001 
Cfm MS Mu 116 
CfmMS Mu 152 
CfmMS Mu 240 
Lbl Add. MS 30932 
Lbl Add. MS 31457 
Lbl Add. MS 31458 
Lbl K.9 .b.9 (5) 
LcmMS 776 

Henry Cooke (c.1616-1672) 
Bu MS 5001 

Och MS Mus. 19 
Och MS Mus. 48 
Och MS Mus. 510-14 
Och MS Mus. 521-4 
Och MS Mus. 619 
Och MS Mus. 1188-9 
Och MS Mus. 1205 

LSp MS Case B .13 
Mp MS BRm.370.Bp.35 
Ob MS Mus.Sch.C.144 
Och MS Mus. 14 
Och MS Mus. 628 
Och MS Mus. 685 
Och MS Mus. 686 
T MS 1008 
Japan N Ohki MS N-7 

Ralph (or John?) Courteville (fl.1687-c.1735) 
Cfm MS Mu 652 Lbl Add. MS 31439 

Robert Creighton (c.1639-1734) 
Lbl Add. MS 37074 

Richard Goodson senior (1655-1718) 
Ob MS Mus.Sch.C.128 
Ob MS Mus.Sch.C.135 
Och MS Mus. 22 
Och MS Mus. 616 

Henry Hall (c.1655-1707) 
Och MS Mus. 1212 

Och MS Mus. 617 
Och MS Mus. 618 
Och MS Mus. 1219 
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James Hawkins (c.1662-1729) 
Ely MS 2 
Ely MS 4 
Ely MS 7 
Ely MS 9 
Ely MS 10 
Ely MS 12 

John Hingeston (c.1630-1683) 
Ob MS Mus.Sch.D.205-11 

Pelham Humfrey (1647-1674) 
Bu MS 5001 

WiIIiam King (1624-1680) 
EIRE Dm MS Z2.1.13 
Ob MS Mus.c.48 

Matthew Locke (c.1622-1677) 
Lbl Add. MS 14399 
Lbl Add. MS 17799 
Lbl Add. MS 17801 
Lbl Add. MS 31437 
LcmMS 939 
NOMS PwV23 

Daniel PurceII (c;1660-1717) 
Lbl Add. MS 17841 
Lbl Add. MS 30934 
Lbl Add. MS 31461 

Henry PurceII (1659-1695) 
Bu MS 5001 
CfmMuMS 88 
Cfm Mu MS 152 
Lbl Add. MS 30930 
Lbl Add. MS 30931 
Lbl Add. MS 30932 
Lbl Add. MS 30934 
Lbl Egerton MS 2956 

Pietro Reggio (1632-1685) 
Lbl Harley MS 1501 

Vaughan Richardson (c.1665-1729) 
Lbl Add. MS 42065 

Ely MS 17 
Ely MS 18 
Ely MS 19 
Ely MS 20 
Ely MS 21 
LcmMS 910 

Ob MS Mus.Sch.E.382 

CfmMuMS 152 

Ob MS Mus.e.23-5 
Ob MS Mus.Sch.C.44 

Ob MS Mus.c.23 
Ob MS Mus.Sch.C.44 
Ob MS Mus.Sch.C.138 
Och MS Mus. 772-6 
Och MS Mus. 1188-9 
Och MS Mus. 1219 

LcmMS 989 
Ob MS Mus.d.226 

Lbl KM. MS 20.h.8 
Lam MS 1 
Lgc MS VI.5.6 
Ob MS Mus.a. l 
Ob MS Mus.c.26 
Och MS Mus. 1188-9 
US NH MS 515 
'Lisa Cox' MS 
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Christopher Simpson (d.1669) 
Och MS Mus. 1183 

Thomas Tudway (c.1650-1726) 
Lbl Add. MS 36268 
Lbl Harley MS 7338 
Lbl Harley MS 7340 

William Tucker (d.1679) 
CfmMu MS 152 

William Turner (1651-1740) 
Bu MS 5001 

T MS 390 

Lbl Harley MS 7341 
Lbl Harley MS 7342 
LcmMS 1032 

Autographs for the following Restoration composers are not catalogued: 
Albertus Bryne John Goldwin 
William Child Louis Grabu 
Jeremiah Clarke George Hudson 
Charles Coleman Nicola Matteis 
Alexander Damascene John Nicolls 
Jean-Baptiste Draghi Francis Piggott 
Edward Dyer . Henry Purcell (elder) 
John Eccles Thomas Purcell 
Alphonso Ferrabosco Nicholas Staggins 
Henry Ferrabosco John Wilson 
Gottfried Finger Michael Wise 
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Appendix C 

Catalogue of Music Treatises Consulted 

Johann Heinrich Alstedt 

TEMPLUM MUSICUM: OR THE MUSICAL SYNOPSIS, OF The Learned and 

Famous Johannes-Henricus-Alstedius, BEING A Compendium of the Rudiments both 

of the Mathematical and Practical Part OF MUSICK: OF which Subject not any Book 

is extant in our English Tongue. Faithfully translated out of Latin By John Birchensha. 

Philomath. Imprimatur, Feb. 5. 1663. Roger L'Estrange. London, Printed by Will. 

Godbid for Peter Dring at the Sun in the Poultrey next Dore to the Rose-Tavem. 1664. 

Elway Bevin 

A briefe and short instruction of the arte of musicke, to teach how to make discant, of 

all proportions that are in use: very necessary for all such as are desirous to attaine to 

knowledge in the art; and may by practice, if they can sing, soone be able to compose 

three, foure, and five parts: and also to compose all sorts of canons that are usuall, by 

these directions of two or three parts in one, upon the plain-song. By Elway Bevin. 

(London: R. Young, 1631). 

John Blow 

Rules for playing of a Through Bass upon Organ & Harpsicon. [Lbl Add. MS 34072, 

ff. 1-5; reprinted in Arnold (1965) 163-172.] 

Charles Butler 

THE PRINCIPLES OF MUSIK, IN SINGING AND SETTING: WITH The two-fold 

Use therof, [Ecclesiasticall and Civil]. By CHARLS BUTLER Magd. Master of Arts. 

LONDON, Printed by John Haviland, for the Author: 1636. 

Thomas Campion 

A NEW WAY OF MAKING FOWRE parts in Counter-point, by a most Familiar, and 

infallible RULE. Secondly, a necessary discourse of Keyes and their proper Closes. 

Thirdly, the allowed passages of all Concords perfect, or imperfect, are declared. Also 
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by way of Preface, the nature of the Scale is expressed, with a briefe Method teaching 

to Sing. By THO: CAMPION LONDON: Printed by T[homas] S[nodham] for John 

Browne, and are to be sold at his shop in Saint Dunstanes Church-yard, in Fleetstreet. 

The Art of SETTING or COMPOSING MUS/CK in PARTS. By a most Familiar and 

easie Rule: In Three several Treatises. I. Of making Foure parts in Counterpoint. H. 

A necessary Discourse of the Severall Keyes, and their proper Closes. Ill. The allowed 

passages of all Concords perfect and imperfect. By Dr. THO: CAMP/ON. The 

Second Edition with large Annotations thereon by Mr. CHRISTOPHER SYMPSON: 

Also two Discourses (by way of Preface) on the GAM UT or SCALE of Musick, 

setting forth a shorter and surer Way for the calling the Notes in Singing , then the 

Gam-ut doth demonstrate: The First by Dr. Campion, the Second by Mr. Ch: 

Sympson. London, Printed for John Playford, & are sold at his Shop in the Inner 

Temple, 1655. 

Giovanni Coperario 

Rules how to Compose [Manuscript in the Huntingdon Library, San Marino, 

California; printed in facsimile in Bukofzer (1952) .] 

Henry Curson 

THE THEORY OF SCIENCES ILLUSTRATED; OR THE Grounds and Principles 

OF THE Seven Liberal Arts: Grammar, Logick, Rhetorick, Musick, Arithmetick, 

Geometry, Astronomy. Accurately Demonstrated and Reduced to Practice. With 

Variety of Questions, Problems and Propositions both Delightful and Profitable. By 

H. Curson, Gent. LONDON, Printed for Richard Smith at the Angel and Bible 

without Temple-Bar. MDCCH. [Largely quoted from Simpson (1667) and Playford 

(1697).] 

Thomas Davidson 

Cantus, Songs and Fancies, To three, Four, or Five Parts, Both apt for Voices and 

Viols. With a brief Introduction to Musick, As is taught by Thomas Davidson, in the 

Musick-School of Aberdene . Second Edition, Corrected and Enlarged. Aberdene. 

Printed by John Forbes, and are to be Sold at his Shop, Anno Domini. M.D.C.LXVI. 
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Elias Hall 

THE Psalm-Singers COMPLEAT COMPANION: BEING A COLLECTION OF Most 

of the PSALM-TUNES now us'd in CHURCHES, in 3 and 4 Parts; WITH Full 

Directions how to Sing 'em, in a more Easie and Accurate Way than any heretofore. 

To which is added, Some New PSALM-TUNES, and ANTHEMS in 3 Parts, 

Compos'd by the Best Authors. By ELIAS HALL. LONDON, Printed by 1. 

Heptinstall, for D. Midwinter at the Three Crowns in St. Paul's Church-yard, and Sold 

by W. Clayton Bookseller in Manchester, 1708. 

Benjamin Hely 

THE COMPLEAT VIOLIST or An Introduction to ye Art of Playing on ye Bass Viol 

wherein the necessary Rules & Directions are laid down in a plain &fmniliar Method. 

WITH A Collection of the Psalm Tunes set to the VIOL, as they are now in use in the 

Churches where there are Organs. To which Are added some select Aires & Tunes, set 

according to ye divers manners of Playing by the G-sol-re-ut Cliff, the C sol-fa-ut 

Cliff, & ye F-fa-ut Cliff, Also several lessons, viz. Almans, Sarabands, Courants, 

Iiggs, &c. Compos'dfor that Instrument by ye late famous Master Mr. Benjamin Hely. 

LONDON Printed for & Sould by I. Hare Musicall Instrument maker at ye Golden 

Viol: in SI. Paules. Church=yard, and alt [sic] his Shop in Freemans=Yard in Cornhill 

near the Royall Exchange; also sould by B: Norman Instrument maker at ye Bass Viol 

in SI: Paul's Alley. [1699]. 

William Holder 

A TREATISE OF THE Natural Grounds, and Principles of HARMONY. BY 

WILLIAM HOLDER, D.D. Fellow of the Royal Society, and late Sub-Dean of their 

MAJESTY'S Chapel Royal. To which is Added, by way of APPENDIX: RULES For 

Playing a Thorow-Bass; with Variety of Proper Lessons, Fugues, and Examples to 

Explain the said RULES. Also Directions for Tuning an Harpsichord or Spinnet By 

the late Mr. GODFREY KELLER. With several new Examples, which before were 

wanting, the better to explain some Passages in the former Impressions. The whole 

being Revis'd, and Corrected from many gross Mistakes committed in the First 

Publication of these Rules. LONDON: Printed by W. PEARS ON, over against 

Wright'S Coffee-House in Aldersgate-street; for J. WILCOX in Little Britain; and T. 

OSBORNE in Gray's-Inn. 1731 [First edition 1694]. 
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John Hudgebut 

A VADE MECUM For the LOVERS of MUSICK, Shewing the EXCELLENCY of the 

RECHORDER: With Some RULES and DIRECTIONS for the same. ALSO, Some 

New AYRES never before Published. LONDON, Printed by N. Thompson for John 

Hudgebut at the Sign of the Golden Harp and Hoe-boy in Chancery-lane near Fleet

Street, MDCLXXIX. 

Matthew Locke 

Modern CHURCH-MUSICK Pre-accus'd, Censur'd, and Obstructed in its 

Performance before His MAJESTY, Aprilll. 1666. Vindicated by the Author MATT. 

LOCK, Composer in Ordinary to His Majesty. 

OBSERVATIONS UPON A Late BOOK, ENTITULED, An Essay to the 

Advancement of MUSICK, &c. WRITTEN By THOMAS SALMON, M.A. Of Trinity 

Colledge in Oxford. By MATTHEW LOCKE, Composer in Ordinary to His Majesty, 

and Organist of Her Majesties Chappel. LONDON, Printed by W[illiam] G[odbid?] 

and are to be Sold by John Playford at his Shop near the Temple Church. 1672. 

The Present Practice OF MUSICK VINDICATED Against the Exceptions and New 

Way of Attaining MUSICK Latelly Publish'd by Thomas Salmon M.A. &c. By 

MATTHEW LOCKE~ Composer in Ordinary to His Majesty, and Organist of Her 

Majesties Chappel. To which is added DUELLUM MUSICUM By JOHN PHILLIPS, 

Gent. Together with A LETTER from John Playford to Mr. T. Salmon by way of 

Confutation of his Essay, &c. Martial Lib. 3, 67. Irasci nostro non debes, Cerdo, 

libello, Arstua, non vita, est carmine laesa meo. Innocuos permitte sales. Cur Iudere 

nobis Non liceat, licuit si jugula re tibi? London, Printed for N. Brooke at the Angel in 

Cornhill, and J. Playford near the Temple-Church. 1673 . 

MELOTHESIA: OR, Certain General RULES for PLAYING UPON A CONTINUED

BASS. WITH A choice Collection of LESSONS for the Harpsicord and Organ of all 

Sorts: Never before Published. All carefully reviewed by M. Locke, Composer in 

Ordinary to His Majesty, and Organist of Her Majesties Chappel. THE FIRST PART. 

LONDON, Printed for J. Carr, and are to be Sold at his Shop in the Middle Temple 

Gate, 1673. [Facsimile in Hogwood (1987) vii-xvii.] 
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Edward Lowe 

A SHORT DIRECTION FOR THE PERFORMANCE OF Cathedrall Service. 

PUBLISHED FOR THE INFORMATION OF SUCH persons, as are Ignorant of it, 

And shall be call'd to officiate in Cathedrall, or Collegiate Churches, where it hath 

formerly been in use. By E[dward] L[owe]. OXFORD, Printed by William Hall for 

Richard Davis. 1661. 

Thomas Mace 

Musick's Monument; OR, A REMEMBRANCER Of the Best Practical Musick, Both 

DIVINE AND CIVIL, that has ever been known, to have been in the World. Divided 

into Three Parts. The First PART, Shews a Necessity of Singing Psalms Well, in 

Parochial Churches, Or not to Sing at all; Directing, how They may be Well Sung, 

certainly; by Two several Ways, or Means; with an Assurance of a Perpetual National

Quire; and also shewing, How Cathedral Musick, may be much Improved, and 

Refined. The Second PART, Treats of the Noble Lute, (the Best of Instruments) now 

made Easie; and all Its Occult-Lock'd-up-Secrets Plainly laid Open, never before 

Discovered; whereby It is now become so Familiarly Easie, as Any Instrument of 

Worth, known in the World; Giving the True Reasons of Its Former Difficulties; and 

Proving Its Present Facility, by Undeniable Arguments; Directing the most Ample way, 

for the use of the Theorboe, from off the Note, in Consort, &c. Shewing a General 

Way of Procuring Invention, and Playing Voluntarily, upon the Lute, Viol, or any 

other Instrument; with Two Pritty Devices; the One, shewing how to Translate 

Lessons, from one Tuning, or Instrument, to Another; The other, an Indubitable Way, 

to know the Best Tuning, upon any Instrument: Both done by Example. In the Third 

PART, The Generous Viol in Its Rightest Use, is Treated upon; with some Curious 

Observations, never before Handled, concerning It, and Musick in General. By Tho. 

Mace, one of the Clerks of Trinity Colledge, in the University of Cambridge. 

LONDON, Printed by T. Ratcliffe, and N. Thompson , for the Author, and are to be 

Sold by Himself at His House in Cambridge, and by John Carr, at His Shop at the 

Middle-Temple Gate, in Fleetstreet, 1676. [Reprinted in Facsimile as Mace (1966).] 

Nicola Matteis 

THE FALSE CONSONANCES OF MUSICK Or Instructions for the playing a true 

Base upon the Guitarre, with Choice Examples and cleare Directions to enable any man 

in a short time to play all Musicall Ayres, A great help likewise to those that would play 

exactly upon the Harpsicord, Lute or Base-Violl, shewing the delicacy of all Accords 
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and how to apply them in their proper places In Foure Parts By NICOLA MATTEIS. 

[1682] [facsimile edition, ed. Tyler (1980).] 

Thomas Morley 

A PLAINE AND EASIE INTRODVCTION TO PRACTICALL MVSICKE, set downe 

in forme of a dialogue Deuided into three partes, The first teacheth to sing with all 

things necessary for the knowledge of prick song. The Second treateth of descante and 

to sing two parts in one upon a plainsong or ground, with other things necessary for a 

descanter. The third and last part, entreateth of composition of three, foure, five or 

more parts with many profitable rules to that effect. With new songs of 2. 3. 4. and 5. 

parts. By Thomas Morley, Batchelor of musick, & one of the gent. of hir [sic] 

Maiesteis Royall Chappell. Imprinted at London by Peter Short dwelling on 

Breedstreet hill at the signe of the Starre. 1597. [Reprinted in Harman (1952).] 

John Newton 

THE ENGLISH ACADEMY: Or, A Brief INTRODUCTION TO THE SEVEN 

LIBERAL ARTS. Grammar, Arithmetick, Geometrie, Musick, Astronomie, 

Rhetorick, & Logick. Chiefly intended for the Instruction of Young Scholars, who are 

acquainted with no other than their Native Language; But may also be very useful to 

other Persons that have made some progress in the Studies of the said Arts. By John 

Newton, D.D. LONDON, Printed by W. Godbid, for Tho. Passinger, at the Three 

Bibles, on London-Bridge, 1677. [The section on music is strongly related to the first 

edition of Playford's Introduction (1654).] 

Francis North 

A Philosophical ESSAY OF MUSICK Directed to a FRIEND, Feb 3d 1676/7 [by 

Francis North.] Imprimatur, Guil. Sill. LONDON, Printed for John Martyn, Printer 

to the Royall Society; at the Bell in Saint Paul's Church-Yard, 1677. 

John Playford 

A Breefe INTRODUCTION to the Skill of MUSICK for Song & Violl by J[ohn] 

P]layford] London Printed 1654 Sould by Jo: Playford at his Shop in the Inner 

Temple. [Playford's Introduction ran through some eighteen editions from 1654 to 

1724, during which time several major changes were made to the book, and the work 

of new authors was introduced. The major differences between editions are as follows: 
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1st edition 1654 Playford's own rudiments 

Preface to Campion's A New Way of Making Fowre parts 

"Directions for Viol de Gamba" 

2nd edition 1655 Playford's rudiments 

Simpson's "Rule for the Gamut" 

Whole of Campion's New Way with Simpson's annotations 

"Of tuning the Voice" (added to rudiments in later editions) 

"Directions for Viol de Gamba" 

"Questions propounded by Doctors in Musick" 

3rd edition 1660 Playford's rudiments revised with additions 

Campion's New Way omitted 

Twenty-two psalm settings 

"Directions for Viol de Gamba" 

4th edition 1664 13 pages "Of musick in general" 

Playford's rudiments with revisions 

Translation of Caccini's preface to Le Nuove Musiche 

"Directions for Viol de Gamba" 

Campion's New Way of Making Fowre Parts 

6th edition 1672 

7th edition 1674 As fourth edition, but Lowe's instructions for performing 

the -Divine Service were added 

8th edition 1679 

10th edition 1683 As seventh edition, but Campion is replaced by a new section 

by Playford "The Art of Descant" 

11 th edition 1687 

12th edition 1694 As tenth edition, but Purcell's revised version of "The Art of 

Descant" is used - the last twenty-four pages were re-written 

13th edition 1697 Playford's rudiments re-written by an anonymous writer 

A new chapter on the trill or shake replaced the Caccini 

preface, but otherwise as twelfth edition. 

14th edition 1700 

15th edition 1703 

16th edition 1713 

17th edition 1718 

18th edition 1724 

19th edition 1730] 



Samuel Porter 

Plain and easie DIRECTIONS FOR Psalm-singing WITH A COLLECTION OF THE 

Best Tunes (now in Use) In TWO PARTS; BASS and TREBLE. By Samuel Porter, 

Philo-Mus. LONDON: Printed by William Pearson, next door to the Hare and 

Feathers in Aldersgate-Street. 1700. 

Fran~ois Raguenet 

Francois Raguenet A COMPARISON Between the French and Italian MUSICK AND 

OPERA'S. Translated from the French; With some REMARKS. To which is added A 

CRITICAL DISCOURSE upon Opera's in England, and a Means proposed for their 

IMPROVEMENT. LONDON 1709 [First printed in 1702]. [Facsimile in Cudworth 

(1968).] 

Thomas Ravenscroft 

A BRIEFE DISCOURSE Of the true (but neglected) Use of Char act' ring the Degrees 

by their Perfection, Imperfection, and Diminution in Measurable Musicke, against the 

Common Practise and Custome of these Times. Examples whereof are exprest in the 

Harmony of 4. Voyces, Concerning the Pleasure of5. usuall Recreations. 1. Hunting, 

2. Hawking, 3. Dauncing, 4. Drinking, 5. Enamouring. By Thomas Rauenscroft, 

Bachelor ofMusich~. LONDON Printed by Edw: Alldefor Tho. Adams 1614 Cum 

privilgio Regali. 

Thomas Salmon 

An Essay to the Advancement of Musick, by Casting away the Perplexity of Different 

Cliffs, and Uniting all Sorts of Musick, Lute, Viol, Violin, Organ, Harpsechord, 

Voice, &c. In one Universal Character. By Thomas Salmon, Master of Arts of Trinity 

College in Oxford. Frustra fit per plura, quod fieri potest per pauciora. London, 

Printed by J. Macock, and are to be Sold by John Carr at the Middle-Temple-Gate. 

1672. [Reprinted in facsimile as Salmon (1966).] 

A VINDICATION OF AN ESSAY To the Advancement of MUSICK, FROM Mr. 

MATTHEW LOCK'S OBSERVATIONS. By enquiring into the real Nature, and most 

convenient Practise of that SCIENCE. By THOMAS SALMON, M.A. ofTrin. Col. 

Oxon. A senis Notis, ah! qualis mutationum mora, confusio claviwn, subtitutio 

vocum? videas plerosq; an indigneris, bonam cetatem impendisse huic arti, & exiguum 

tamen profecisse, perfectos ann is prius quam ejus. modi lectione. Erycii put. 
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musathena. LONDON. Printed by A. Maxwell, and are to be Sold by John Car at the 

Middle-Temple-Gate, 1672. 

A PROPOSAL TO Perform Musick, IN Perfect and Mathematical Proportions. 

CONTAINING, I. The State of MUSICK in General. II. The Principles of PRESENT 

PRACTICE; according to which are, Ill. The Tables of PROPORTIONS, calculated 

for the Viol, and capable of being Accommodated to all sorts of Musick. By Thomas 

Salmon, Rector of Mepsal in the County of BEDFORD. Exemplaria Grceca Nocturna 

versate manu, versate diurna. Hor. de art. Poet. Approved by both the Mathematick 

Professors of the University of Oxford. With Large REMARKS upon this whole 

Treatise, By the Reverend and Learned John Wallis D.D. IMPRIMATUR. Gilb. 

Ironside, Vicecancel. Acad. Oxon. LONDON: Printed for John Lawrence, at the Angel 

in the Poultrey. 1688. 

Humphry Salter 

THE Genteel Companion; Being exact Directions for the RECORDER: With a 

Collection of the Best and Newest Tunes and Grounds Extant. Carefully Composed 

and Gathered by Humphry Salter. LONDON, Printed for Richard Hunt and HUlnphry 

Salter, at the Lute in St. Pauls Church-Yard. 1683. 

Christopher Simpson 

The Division-Viol, OR, The Art of PLAYING Ex tempore upon a GROUND. 

DIVIDED INTO THREE PARTS. Part I. Of the Viol it Self, with Instructions to Play 

upon it. Part Il. Use of the Concords, or a Compendium of Descant. Part Ill. The 

Method of Ordering Division to a Ground. Authore CHRISTOPHORO SIMPSON. 

EDITIO SECUNDA. LONDON, Printed by W. Godbid for Henry Brome at the Gun 

in Ivy-lane. M.DC.LXV. [Facsimile edition, ed. Dolmetsch (1955) .] 

A COMPENDIUM OF PRACTICAL MUSICK IN FIVE PARTS: Teaching, by a 

New, and easie Method, 1. The Rudiments of Song. 2. The Principles of 

Composition. 3. The Use of Discords. 4. The Form of Figurate Descant. 5. The 

Contrivance of Canon. by CHRISTOPHER SIMPSON. Cantate Domino Canticum 

novum: Laus ejus in Ecclesia Sanctorum. Ps. 149. London, Printed by William 

Godbid for Henry Brome in Little Britain. M.DC.LXVII. [Reprinted in Lord (1970); 

Simpson's autograph copy of the work, apparently a printer's draft, is preserved at T 

MS 390.] 
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THE PRINCIPLES OF PRACTICAL MUSICK DELIVERED In a Compendius, 

Easie, and New Method: For the Instruction of Beginners, EITHER In Singing or 

Playing upon INSTRUMENTS. To which are Added, Some Short and Easie AYRES 

Designed for Learners. By Chr. Simpson LONDON, Printed by Will. Godbid for 

Henry Brome at the Gun in Ivy-lane. M.DC.LXV. 

Robert South 

Musica Incantans: OR, The POWER OF MUSICK. A POEM. Written Originally in 

Latin by Dr. SOUTH. TRANSLATED: With a PREFACE concerning the Natural 

Effects of MUSICK upon the Mind. Semel insanivimus omnes. LONDON, Printed 

for William Turner, at the Angel at Lincolns-Inn Back Gate, and are to be Sold by John 

Nutt, near Stationer's-Hall, 1700. 

Anonymous 

A New and Easie METHOD To Learn to Sing by Book: WHEREBY One (who hath a 

good Voice and Ear) may, without other help, learn to Sing true by NOTES. Design'd 

chiefly for, and applied to, the promoting of PSALMODY; and furnished with variety 

of Psalm Tunes in Parts, with Directions for that kind of Singing. LICENSED, Jan. 

29. 1685/6. Rob. Midgley. LONDON, Printed for William Rogers, at the Sun, against 

St. Dunstan's Church In Fleet-Street, 1686. 

Synopsis of Vocal Musick: CONTAINING The Rudiments of Singing Rightly any 

Harmonical Song, DELIVERED In a Method so Solid, Short and Plain, that this ART 

may now be Learned more Exactly, Speedily and Easily, than ever heretofore. 

Whereunto are Added Several PSALMS and SONGS of Three Parts. COMPOSED 

BY English and Italian Authors for the benefit of young Beginners. By A.B. Philo

Mus. LONDON, Printed for Donnan Newman, at the Kings Arms in the Poultrey, 

1680. 
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J ohann Heinrich Alstedt 

TEMPLUM MUSICUM: OR THE MUSICAL SYNOPSIS, OF The Learned and 

Famous Johannes-Henricus-Alstedius, BEING A Compendium of the Rudiments both 

of the Mathematical and Practical Part OF MUSICK: OF which Subject not any Book 

is extant in our English Tongue. Faithfully translated out of Latin By John Birchensha. 

Philomath. Imprimatur, Feb. 5. 1663. Roger L'Estrange. London, Printed by Will. 

Godbid for Peter Dring at the Sun in the Poultrey next Dore to the Rose-Tavern. 1664. 

Elway Bevin 

A briefe and short instruction of the arte of musicke, to teach how to make disc ant, of 

all proportions that are in use: very necessary for all such as are desirous to attaine to 

knowledge in the art; and may by practice, if they can sing, soone be able to compose 

three, foure, and five parts: and also to compose all sorts of canons that are usuall, by 

these directions of two or three parts in one, upon the plain-song. By Elway Bevin. 

(London: R. Young,1631) . 

John Blow 

Rules for playing of a Through Bass upon Organ & Harpsicon. [Lbl Add. MS 34072, 

ff. 1-5; reprinted in Arnold (1965) 163-172.] 

Charles Butler 

THE PRINCIPLES OF MUSIK, IN SINGING AND SETTING: WITH The two-fold 

Use therof, [Ecclesiastical! and Civil]. By CHARLS BUTLER Magd. Master of Arts. 

LONDON, Printed by John Haviland, for the Author: 1636. 

Thomas Campion 

A NEW WAY OF MAKING FOWRE parts in Counter-point, by a most Familiar, and 

infallible RULE. Secondly, a necessary discourse of Keyes and their proper Closes. 

Thirdly, the allowed passages of all Concords perfect, or imperfect, are declared. Also 
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by way of Preface, the nature of the Scale is expressed, with a briefe Method teaching 

to Sing. By THO: CAMPION LONDON: Printed by T[homas] S[nodham] for John 

Browne, and are to be sold at his shop in Saint Dunstanes Church-yard, in Fleetstreet. 

The Art of SETTING or COMPOSING MUS/CK in PARTS. By a most Familiar and 

easie Rule: In Three several Treatises. I. Of making F oure parts in Counterpoint. 11. 

A necessary Discourse of the Severall Keyes, and their proper Closes. Ill. The allowed 

passages of all Concords perfect and imperfect. By Dr. THO: CAMP/ON. The 

Second Edition with large Annotations thereon by Mr. CHRISTOPHER SYMPSON: 

Also two Discourses (by way of Preface) on the GAM UT or SCALE of Musick, 

setting forth a shorter and surer Way for the calling the Notes in Singing, then the 

Gam-ut doth demonstrate: The First by Dr. Campion, the Second by Mr. Ch: 

Sympson. London, Printed for John Playford, & are sold at his Shop in the Inner 

Temple, 1655. 

Giovanni Coperario 

Rules how to Compose [Manuscript in the Huntingdon Library, San Marino, 

California; printed in facsimile in Bukofzer (1952).] 

Henry Curson 

THE THEORY OF SCIENCES ILLUSTRATED; OR THE Grounds and Principles 

OF THE Seven Liberal Arts: Grammar, Logick, Rhetorick, Musick, Arithmetick, 

Geometry, Astronomy. Accurately Demonstrated and Reduced to Practice. With 

Variety of Questions, Problems and Propositions both Delightful and Profitable. By 

H. Curson, Gent. LONDON, Printed for Richard Smith at the Angel and Bible 

without Temple-Bar. MDCCII. [Largely quoted from Simpson (1667) and Playford 

(1697).] 

Thomas Davidson 

Cantus, Songs and Fancies, To three, Four, or Five Parts, Both apt for Voices and 

Viols . With a brief Introduction to Musick, As is taught by Thomas Davidson, in the 

Musick-School of Aberdene. Second Edition, Corrected and Enlarged. Aberdene. 

Printed by John Forbes, and are to be Sold at his Shop, Anno Domini. M.D.C.LXVI. 
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Elias Hall 

THE Psalm-Singers COMPLEAT COMPANION: BEING A COLLECTION OF Most 

of the PSALM-TUNES now us'd in CHURCHES, in 3 and 4 Parts; WITH Full 

Directions how to Sing 'em, in a more Easie and Accurate Way than any heretofore. 

To which is added, Some New PSALM-TUNES, and ANTHEMS in 3 Parts, 

Compos'd by the Best Authors. By ELIAS HALL. LONDON, Printed by 1. 

Heptinstall, for D. Midwinter at the Three Crowns in St. Paul's Church-yard, and Sold 

by W. Clayton Bookseller in Manchester, 1708. 

Benjamin Hely 

THE COMPLEA T VIOLIST or An Introduction to ye Art of Playing on ye Bass Viol 

wherein the necessary Rules & Directions are laid down in a plain & familiar Method. 

WITH A Collection of the Psalm Tunes set to the VIOL, as they are now in use in the 

Churches where there are Organs. To which Are added some select Aires & Tunes, set 

according to ye divers manners of Playing by the G-sol-re-ut Cliff, the C sol-fa-ut 

Cliff, & ye F-fa-ut Cliff, Also several lessons, viz. Almans, Sarabands, Courants, 

liggs, &c. Compos'dfor that Instrument by ye late famous Master Mr. Benjamin Hely. 

LONDON Printed for & Sould by I. Hare Musicall Instrument maker at ye Golden 

Viol: in Sf. Paules. Church=yard, and alt [sic] his Shop in Freemans=Yard in Cornhill 

near the Royall Exchange; also sould by B: Norman Instrument maker at ye Bass Viol 

in Sf: Paul's Alley. [1699]. 

William Holder 

A TREATISE OF THE Natural Grounds, and Principles of HARMONY. BY 

WILLIAM HOLDER, D.D. Fellow of the Royal Society, and late Sub-Dean of their 

MAJESTY'S Chapel Royal. To which is Added, by way of APPENDIX: RULES For 

Playing a Thorow-Bass; with Variety of Proper Lessons, Fugues, and Examples to 

Explain the said RULES . Also Directions for Tuning an Harpsichord or Spinnet By 

the late Mr. GODFREY KELLER. With several new Examples, which before were 

wanting, the better to explain some Passages in the former Impressions . The whole 

being Revis'd, and Corrected from many gross Mistakes committed in the First 

Publication of these Rules. LONDON: Printed by W . PEARSON, over against 

Wright's Coffee-House in Aldersgate-street; for 1. WILCOX in Little Britain; and T. 

OSBORNE in Gray 's-Inn . 1731 [First edition 1694]. 
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John Hudgebut 

A VADE MECUM For the LOVERS of MUSICK, Shewing the EXCELLENCY of the 

RECHORDER: With Some RULES and DIRECTIONS for the same. ALSO, Some 

New AYRES never before Published. LONDON, Printed by N. Thompson for John 

Hudgebut at the Sign of the Golden Harp and Hoe-boy in Chancery-lane near Fleet

Street, MDCLXXIX. 

Matthew Locke 

Modern CHURCH-MUSICK Pre-accus'd, Censur'd, and Obstructed in its 

Performance before His MAJESTY, Aprilll. 1666. Vindicated by the Author MATT. 

LOCK, Composer in Ordinary to His Majesty. 

OBSERVATIONS UPON A Late BOOK, ENTITULED, An Essay to the 

Advancement of MUSICK, &c. WRITTEN By THOMAS SALMON, M.A. Of Trinity 

Colledge in Oxford. By MATTHEW LOCKE, Composer in Ordinary to His Majesty, 

and Organist of Her Majesties Chappel. LONDON, Printed by W[illiam] G[odbid?] 

and are to be Sold by John Playford at his Shop near the Temple Church. 1672. 

The Present Practice OF MUSICK VINDICATED Against the Exceptions and New 

Way of Attaining MUSICK Latelly Publish'd by Thomas Salmon M.A. &c. By 

MATTHEW LOCKE, Composer in Ordinary to His Majesty, and Organist of Her 

Majesties Chappel. To which is added DUELLUM MUSICUM By JOHN PHILLIPS, 

Gent. Together with A LETTER from John Playford to Mr. T. Salmon by way of 

Confutation of his Essay, &c. Martial Lib. 3, 67. Irasci nostro non debes, Cerdo, 

libello, Arstua, non vita, est carmine laesa meo. Innocuos permitte sales. Cur Iudere 

nobis Non liceat, licuit si jugulare tibi? London, Printed for N. Brooke at the Angel in 

Cornhill, and J. Playford near the Temple-Church. 1673. 

MELOTHESIA: OR, Certain General RULES for PLAYING UPON A CONTINUED

BASS. WITH A choice Collection of LESSONS for the Harpsicord and Organ of all 

Sorts: Never before Published. All carefully reviewed by M. Locke, Composer in 

Ordinary to His Majesty, and Organist of Her Majesties Chappel. THE FIRST PART. 

LONDON, Printed for J. Carr, and are to be Sold at his Shop in the Middle Temple 

Gate , 1673. [Facsimile in Hogwood (1987) vii-xvii.] 
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Edward Lowe 

A SHORT DIRECTION FOR THE PERFORMANCE OF Cathedrall Service. 

PUBLISHED FOR THE INFORMATION OF SUCH persons, as are Ignorant of it, 

And shall be call'd to officiate in Cathedrall, or Collegiate Churches, where it hath 

formerly been in use. By E[dward] L[owe]. OXFORD, Printed by William Hall for 

Richard Davis. 1661. 

Thomas Mace 

Musick's Monument; OR, A REMEMBRANCER Of the Best Practical Musick, Both 

DIVINE AND CIVIL, that has ever been known, to have been in the World. Divided 

into Three Parts. The First PART, Shews a Necessity of Singing Psalms Well, in 

Parochial Churches, Or not to Sing at all; Directing, how They may be Well Sung, 

certainly; by Two several Ways, or Means; with an Assurance of a Perpetual National

Quire; and also shewing, How Cathedral Musick, may be much Improved, and 

Refined. The Second PART, Treats of the Noble Lute, (the Best of Instruments) now 

made Easie; and all Its Occult-Lock'd-up-Secrets Plainly laid Open, never before 

Discovered; whereby It is now become so Familiarly Easie, as Any Instrument of 

Worth, known in the World; Giving the True Reasons of Its Former Difficulties; and 

Proving Its Present Facility, by Undeniable Arguments; Directing the most Ample way, 

for the use of the Theorboe, from off the Note, in Consort, &c. Shewing a General 

Way of Procuring Invention, and Playing Voluntarily, upon the Lute, Viol, or any 

other Instrument; with Two Pritty Devices; the One, shewing how to Translate 

Lessons, from one Tuning, or Instrument, to Another; The other, an Indubitable Way, 

to know the Best Tuning, upon any Instrument: Both done by Example. In the Third 

PART, The Generous Viol in Its Rightest Use, is Treated upon; with some Curious 

Observations, never before Handled, concerning It, and Musick in General. By Tho. 

Mace, one of the Clerks of Trinity Colledge, in the University of Cambridge. 

LONDON, Printed by T. Ratcliffe, and N. Thompson, for the Author, and are to be 

Sold by Himself at His House in Cambridge, and by John Carr, at His Shop at the 

Middle-Temple Gate, in Fleetstreet, 1676. [Reprinted in Facsimile as Mace (1966).] 

Nicola Matteis 

THE FALSE CONSONANCES OF MUSICK Or Instructions for the playing a true 

Base upon the Guitarre, with Choice Examples and cleare Directions to enable any man 

in a short time to play all Musicall Ayres, A great help likewise to those that would play 

exactly upon the Harpsicord, Lute or Base-Violl, shewing the delicacy of all Accords 

. \ 
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and how to apply them in their proper places In Foure Parts By NICOLA MATTEIS. 

[1682] [facsimile edition, ed. Tyler (1980).] 

Thomas Morley 

A PLAINE AND EASIE INTRODVCTION TO PRACTICALL MVSICKE, set downe 

in forme of a dialogue Deuided into three partes, The first teacheth to sing with all 

things necessary for the knowledge of prick song. The Second treateth of descante and 

to sing two parts in one upon a plainsong or ground, with other things necessary for a 

descanter. The third and last part, entreateth of composition of three, foure, five or 

more parts with many profitable rules to that effect. With new songs of 2. 3. 4. and 5. 

parts. By Thomas Morley, Batchelor of musick, & one of the gent. of hir [sic] 

Maiesteis Royall Chappell. Imprinted at London by Peter Short dwelling on 

Breedstreet hill at the signe of the Starre. 1597. [Reprinted in Harman (1952).] 

John Newton 

THE ENGLISH ACADEMY: Or, A Brief INTRODUCTION TO THE SEVEN 

LIBERAL ARTS. Grammar, Arithmetick, Geometrie, Musick, Astronomie, 

Rhetorick, & Logick. Chiefly intended for the InstlUction of Young Scholars, who are 

acquainted with no other than their Native Language; But may also be very useful to 

other Persons that have made some progress in the Studies of the said Arts. By John 

Newton, D.D. LONDON, Printed by W. Godbid, for Tho. Passinger, at the Three 

Bibles, on London-Bridge, 1677. [The section on music is strongly related to the first 

edition of Playford's Introduction (1654).] 

Francis North 

A Philosophical ESSAY OF MUSICK Directed to a FRIEND, Feb 3d 167617 [by 

Francis North.] Imprimatur, Guil. Sill. LONDON, Printed for John Martyn, Printer 

to the Royall Society; at the Bell in Saint Paul's Church-Yard, 1677. 

John Playford 

A Breefe INTRODUCTION to the Skill of MUSICK for Song & Violl by J[ohn] 

P]layford] London Printed 1654 Sould by Jo: Playford at his Shop in the Inner 

Temple. [Playford's Introduction ran through some eighteen editions from 1654 to 

1724, during which time several major changes were made to the book, and the work 

of new authors was introduced. The major differences between editions are as follows: 
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1st edition 1654 Playford's own rudiments 

Preface to Campion's A New Way of Making Fowre parts 

"Directions for Viol de Gamba" 

2nd edition 1655 Playford's rudiments 

Simpson's "Rule for the Gamut" 

Whole of Campion's New Way with Simpson's annotations 

"Of tuning the Voice" (added to rudiments in later editions) 

"Directions for Viol de Gamba" 

"Questions propounded by Doctors in Musick" 

3rd edition 1660 Playford's rudiments revised with additions 

Campion's New Way omitted 

Twenty-two psalm settings 

"Directions for Viol de Gamba" 

4th edition 1664 13 pages "Of musick in general" 

Playford's rudiments with revisions 

Translation of Caccini's preface to Le Nuove Musiche 

"Directions for Viol de Gamba" 

Campion's New Way of Making Fowre Parts 

6th edition 1672 

7th edition 1674 As fourth edition, but Lowe's instructions for performing 

the Divine Service were added 

8th edition 1679 

10th edition 1683 As seventh edition, but Campion is replaced by a new section 

by Playford "The Art of Descant" 

11 th edition 1687 

12th edition 1694 As tenth edition, but Purcell's revised version of "The Art of 

Descant" is used - the last twenty-four pages were re-written 

13th edition 1697 Playford's rudiments re-written by an anonymous writer 

A new chapter on the trill or shake replaced the Caccini 

preface, but otherwise as twelfth edition. 

14th edition 1700 

15th edition 1703 

16th edition 1713 

17th edition 1718 

18th edition 1724 

19th edition 1730] 



Samuel Porter 

Plain and easie DIRECTIONS FOR Psalm-singing WITH A COLLECTION OF THE 

Best Tunes (now in Use) In TWO PARTS; BASS and TREBLE. By Samuel Porter, 

Philo-Mus. LONDON: Printed by William Pearson, next door to the Hare and 

Feathers in Aldersgate-Street. 1700. 

Fran~ois Raguenet 

Francois Raguenet A COMPARISON Between the French and Italian MUSICK AND 

OPERA'S. Translated from the French; With some REMARKS. To which is added A 

CRITICAL DISCOURSE upon Opera's in England, and a Means proposed for their 

IMPROVEMENT. LONDON 1709 [First printed in 1702]. [Facsimile in Cudworth 

(1968).] 

Thomas Ravenscroft 

A BRIEFE DISCOURSE Of the true (but neglected) Use of Char act' ring the Degrees 

by their Perfection, Imperfection, and Diminution in Measurable Musicke, against the 

Common Practise and Custome of these Times. Examples whereof are exprest in the 

Harmony of4. Voyces, Concerning the Pleasure of5. usuall Recreations. 1. Hunting, 

2. Hawking, 3. Dauncing, 4. Drinking, 5. Enamouring. By Thomas Rauenscroft, 

Bachelor ofMusicke. LONDON Printed by Edw: Alldefor Tho. Adams 1614 Cum 

privilgio Regali. 

Thomas Salmon 

An Essay to the Advancement of Musick, by Casting away the Perplexity of Different 

Cliffs, and Uniting all Sorts of Musick, Lute, Viol, Violin, Organ, Harpsechord, 

Voice, &c. In one Universal Character. By Thomas Salmon, Master of Arts of Trinity 

College in Oxford. Frustra fit per plura, quod fieri potest per pauciora. London, 

Printed by J. Macock, and are to be Sold by John Carr at the Middle-Temple-Gate. 

1672. [Reprinted in facsimile as Salmon (1966).] 

A VINDICATION OF AN ESSAY To the Advancement of MUSICK, FROM Mr. 

MATTHEW LOCK'S OBSERVATIONS. By enquiring into the real Nature, and most 

convenient Practise of that SCIENCE. By THOMAS SALMON, M.A. of Trin. Col. 

Oxon. A senis Notis, ah! qualis mutationum mora, confusio ciaviwn, subtitutio 

vocum? videas plerosq; an indigneris, bonam cetatem impendisse huic arti, & exiguum 

tamen profecisse, perfectos annis prius quam ejus. modi lectione. Erycii put. 
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musathena. LONDON. Printed by A. Maxwell, and are to be Sold by John Car at the 

Middle-Temple-Gate, 1672. 

A PROPOSAL TO Perform Musick, IN Perfect and Mathematical Proportions. 

CONTAINING, I. The State of MUSICK in General. Il. The Principles of PRESENT 

PRACTICE; according to which are, Ill. The Tables of PROPORTIONS, calculated 

for the Viol, and capable of being Accommodated to all sorts of Musick. By Thomas 

Salmon, Rector of Mepsal in the County of BEDFORD. Exemplaria Grceca Nocturna 

versate manu, versate diurna. Hor. de art. Poet. Approved by both the Mathematick 

Professors of the University of Oxford. With Large REMARKS upon this whole 

Treatise, By the Reverend and Learned John Wallis D.D. IMPRIMATUR. Gilb. 

Ironside, Vicecancel. Acad. Oxon. LONDON: Printed for John Lawrence, at the Angel 

in the Poultrey. 1688. 

Humphry Salter 

THE Genteel Companion; Being exact Directions for the RECORDER: With a 

Collection of the Best and Newest Tunes and Grounds Extant. Carefully Composed 

and Gathered by Humphry Salter. LONDON, Printed for Richard Hunt and Humphry 

Salter, at the Lute in St. Pauls Church-Yard. 1683. 

Christopher Simpson 

The Division-Viol, OR, The Art of PLAYING Ex tempore upon a GROUND. 

DIVIDED INTO THREE PARTS. Part I. Of the Viol it Self, with Instructions to Play 

upon it. Part Il. Use of the Concords, or a Compendium of Descant. Part Ill. The 

Method of Ordering Division to a Ground. Authore CHRISTOPHORO SIMPSON. 

EDITIO SECUNDA. LONDON, Printed by W. Godbid for Henry Bronte at the Gun 

in Ivy-lane. M.DC.LXV. [Facsimile edition, ed. Dolmetsch (1955).] 

A COMPENDIUM OF PRACTICAL MUSICK IN FIVE PARTS: Teaching, by a 

New, and easie Method, 1. The Rudim,ents of Song. 2. The Principles of 

Composition. 3. The Use of Discords. 4. The Form of Figurate Descant. 5. The 

Contrivance of Canon. by CHRISTOPHER SIMPSON. Cantate Domino Canticum 

novum: Laus ejus in Ecclesia Sanctorum. Ps. 149. London, Printed by William 

Godbid for Henry Brome in Little Britain. M.DC.LXVIl. [Reprinted in Lord (1970); 

Simpson's autograph copy of the work, apparently a printer's draft, is preserved at T 

MS 390.] 
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THE PRINCIPLES OF PRACTICAL MUSICK DELIVERED In a Compendius, 

Easie, and New Method: For the Instruction of Beginners, EITHER In Singing or 

Playing upon INSTRUMENTS. To which are Added, Some Short and Easie A YRES 

Designed for Learners. By Chr. Simpson LONDON, Printed by Will. Godbid for 

Henry Brome at the Gun in Ivy-lane. M.DC.LXV. 

Robert South 

Musica Incantans: OR, The POWER OF MUSICK. A POEM. Written Originally in 

Latin by Dr. SOUTH. TRANSLATED: With a PREFACE concerning the Natural 

Effects of MUSICK upon the Mind. Semel insanivimus omnes. LONDON, Printed 

for William Turner, at the Angel at Lincolns-Inn Back Gate, and are to be Sold by John 

Nutt, near Stationer's-Hall, 1700. 

Anonymous 

A New and Easie METHOD To Learn to Sing by Book: WHEREBY One (who hath a 

good Voice and Ear) may, without other help, learn to Sing true by NOTES. Design'd 

chiefly for, and applied to, the promoting of PSALMODY; and furnished with variety 

of Psalm Tunes in Parts, with Directions for that kind of Singing. LICENSED, Jan. 

29. 1685/6. Rob. Midgley. LONDON, Printed for William, Rogers, at the Sun, against 

St. Dunstan's Church in Fleet-Street, 1686. 

Synopsis of Vocal Musick: CONTAINING The Rudiments of Singing Rightly any 

Harmonical Song, DELIVERED In a Method so Solid, Short and Plain, that this ART 

may now be Learned more Exactly, Speedily and Easily, than ever heretofore. 

Whereunto are Added Several PSALMS and SONGS of Three Parts. COMPOSED 

BY English and Italian Authors for the benefit of young Beginners. By A.B. Philo

Mus. LONDON, Printed for Donnan Newman, at the Kings Arms in the Poultrey, 

1680. 
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