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Abstract

The sonata foviolin and basso continuo wase of the most popular instrumental genres
in early eighteentltentuy Europe, as is clearly gent from the numerous works by
Italian, German and Frencomposers of thperiod, whose contributions anedely
known and documentetfiolin sonatas byBritish-born composerof the period, on the
other handhave largely been negled by scholarand performerandno systematic
examination of this repertoire hdmis farbeen conducted.he present thesatemps
to contextualie thisrich and fascinating repmire and view it holistically. It aim®
contributesubstantially t&knowledgeabout theBritish violin sonata during #period
and enhance our understanding of its function, content, dissemination and performance.
Fifteen collections o$onatador violin and continuo written british-born
composers in the first half of thegbteenth century have been selected for detailed
analysis.These work$ave been examined from two @ifént perspectives: ascial
phenomenand as aesthetic objecEollowing relevant introductory materials
contextualising the research, timst part of thisthesis presentsiographi@l accourd of
the selected composetieir careers andhusical environment, arttie circumstances
surrounding th@ublicationand distributiorof their sonatadn Part lithe sonataander
scrutinyareanalysed in terms of their external designs and internal féomal scope,
andharmonicandmelodic vocabularyas well as their technical demands. Technical
discussion focuses on issuegls agangerequirementspositiorwork and shifting,

fingering, bowing, articulatiorembellishmentdynamicsandchordal playing.
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The Julian calendar was used in Britain until 1752, whelans that after 158@hen
PopeGregory Xlllinstitutedthe Gregorian cdendar dates inBritish sources were eleven
days lehind those on theddtinent. In this thesis all dat@recited exactlyasthey appear
in thesources.

The system employed to indicate different octaves is as follew€ c ¢! ¢? ¢ ¢* ¢>

%

NF

> =
B! ( c ¢! o2 A ele

Under this system the rest of the violin tuning artusrepresented as d d' €.
Minor keys are identified by lowerase letters or Roman numerals (c, d, or &ta.),
major by capitals or upp@ase Roman numerals (C, D, or | dfc.).

Individual movements of cited works are indicated by leesgsseRoman numerals

(Sonata No. 4/i, etc.).



INTRODUCTION

The sonata foviolin and basso continuo wase of the most populanstrumental
genres in early eighteententury Europeas is clearly edent from thenumerousvorks
by Italian, German and Frendomposers of the period, whose contributions are widely
knownand documented/iolin sonatas byBritish-borncomposer®f the period, on the
other handhave largely beeneglected by scholars and performers. No comprehensive
andsystematic examinatioof this repertoirdnas evebeen conducted’ hosestudies that
surveyeitherthe sonata or British chamber music as a whol@ot coveBritish violin
sonatasn anydepth! The aim of the presetttesisis to fill this gapin violin sonata
researchand trigger aevival of interest in these works.

The time frame chosen begins in 1700 with theipublat i on of ,a@d of t 6 s
ends with the last collection&fe st i ng 6 s s ch/aQtThesyear 1i70fssaalgoe d 1 n
significant because it markise beginning ofa new era in the historyf theviolin sonata.
On 1January 170@rcangeloC o r e tivélve Sosate a violino e violone o cimbalp. 5
werefirst published inRome. Publication in London then followed in Augukg first of
Cor eworkstdbgprintedin BritainnHi s ear |l i er compQ@pp.ilti ons
(Rome, 1681), 2 (Rome, 1685), 3 (Rome, 1689), and 4 (Rome, 1694) had already been
circulating inBritain in manuscriptopiesand Continental print§heOp.5 sonatas
immedately achievedstonishing succeseachingpverfifty reprints by 1806.They

becameahe exemplarymodel for contemporamnusiciansanda mainstay of the

Vi ol irepert@re.ld early eighteentltcenturywr i t i ngs Corel |l i 6s sol c
'!Sometimes the term 6British violin sonatasd is use.
in various ways: as an indicator of geographical area (poldichAimi ni strati ve), and/ or of
identity, or of some characteristcani t s, stylistic and formal qualities

works written by British composers, active either in Britain or abroad.

2 peter AllsopArcangelo Corelli:dNew Orpheus of ourifhe®(Oxford: Oxford University Press, 1999), p.

120. According to Allsop, this set Omay claim to ha
music ever to have been publisbed ( p.. 120)



are raised to classical stapar excellencg and theirenormouspopularityat the time

in Europe wasvithout precedent in the history of musks CharlesBurney noticed,

Cor ewad n Kesecantributed longer to charm the lovers of Music by the mere

powers otthe bow, without the assistance of the human vditen those of any

composer t ha t*TheravwerengdartCorellxwiaspartieutadystrongin

Britain, wherehe was treated almost likea rchaagelo f  mansl hiswibrks
6continued i n f av oinanpotherpartgfEuroparhlZl®Rogen | t al vy
Northremarkedthab | t [ i s] wo nd e adkatdhihg of Gorello[&icktieerev e wh a
is every wheré nothingwi | | relidh but Corellio.

The decision to studipis particular periodf historywas al® based on other
factors.The years 1700 tb750 witnessethe first publications of significance to the
developmenbf the violin sonatan Britain andthe arrivalin London (1714pf Francesco
Geminani, who hadapowerfulinfluenceon the Englishviolin school.The period
producedlosepltGibbs,the author of one dhe finestsets ofviolin sonatas in the
European repertoirandMichael ChristiarFesting,one of the most prolific Btish
composers of thgenre.Further, this was a period of remarkable growtthanmusic
bushness, publiconcertgiving andpublishing industy with unprecedented outputs of
engraved musi¢British and ContinentallConcert rooms and theatres were built,
festivals inaugurated andusicalsocieties founded. n Br i t ai n 6 theapdyner a l
eighteentltenturybroughtimportant social, economic and political changes. In 1707
the Act ofParlianentary Union was signed, heraldiing birth of Great Britainandin

1714 the Hanoverian line succeedeththrone. During the Hanoverian era, Britain

*For example, in his definition of the sonata Sébastien BrosBartiopnaire de nusique Amsterdam,

c1708)givesCao el | i 6s wor ks as ;sseoatb@dohasin Matthesem®er yollkom#nenb e | o w
Capdlmeister(Hamburg, 1739), trans. Ernest C. Harrisslash ann Matt hesondés Der vol |
Capellmeister: A Revised Translation with Critical Commen(amn Arbor, Ml.: UMI Research Press,

1981), p. 658; antlawkins 11, p. 677.

4 Burney, i, p. 437.

' bid., p. 444. See also Owain Edwar é&se,nt@The ERes paonrd
Studia Musicologica Norvegica (1976),pp. 5296; ard Allsop,Arcangelo Corellj pp. 18899.

® Wilson, p xx. A similar statenentcan be found itCharlesAvison, An Essay on Musical Expression

(London: C. Davis, 1752), p. 95.



experienced ansiderablalemographicurban and economgrowth andndustrial
progresstogether withthe expansion ohermaritime powergolonial tradeand
agricultural productivity

The meaning of severtdrmsfundamental to the scope of thisesisrequires
clarification. Firstthe works ofonly those composemctually born irBritain have been
classified as BritishHence composers such &seorge Frideri¢tdiandel orJohn
ChristophetPepusch who were naturalised as Britistzeitshave not been taken into
consideratiora s 6 p r .iTmere iarg@laoksevayalcomposeréncluded in this study
whose exact date and placebath areunknown. However primary and secondary
sourcesstronglyindicate that they were @fritish descent.

Secondly, sonatas for violin and basso contineoviolin sonatagor shor) are
defined asvorkscomprising twandependenparts:onefor solo violinandone for
continuo(S/k).” In theearly eighteentisenturythe continuo pamvasusually executed
by the harpsichordor organ reinforcedad libitumby a melodicinstrumentsuch aghe
cello, theorbq violone bass viah or bass vialSometima this additionalcontinuo
instrument isspecifiedon the titlepage, for examplen the sonatasf McLean, Gunn and
Oswald (discussed iBhapter 32 However, even though the numberptdyers intended
may normally behree the number o$eparatgartsin these sonatas still two (S/kx).

A melodiccontinuoinstrument merely doublebdbass lineThreepart sonataare
excludedfrom this studysince they areonsidered aadifferent categoryvhich requires
to be examined separately Britain the solo sonatgenre(Shc) is usually indicatedn
the title pageunder the headingf Solg whereas the trio sonatadesignatedsSonata.

In order to appeab a wider markettomposers and/or publishesmetimeoffered

"Inthis thesisthetersb sonat a f or uwi6o lainmd adrn chwithoutiaddind s o$ o a b a &
used interchangeably. Sonatas for solo violin are for unaccompanied violin, and those for two violins and
continuo are called trio sonatas.

8 Apart from title pages, this practice is described in sooméemporary treatises, for example: Johann

Adolph ScheibeCritischer Musikus2nd rev. edn (LeipzigBreitkopf, 1745), pp. 6783; and Carl Philipp
EmanueBach,Versuch Uber die wahre Art, das Clavier zu spi€¢erlin, 1753), trans. and ed. William J.
Mitchell asEssay on the True Art of Playing Keyboard Instrumédesv York: W. W. Norton, 1949), p.

173.



sonatas foflute/recorder or oboe with thealin as an optionahstrument These sonatas
are not examined because thikyer from thosefor violin only in the avoidance of the

lower rangeandthe lackof multiple-stopping anatherviolin idioms.
Thirdly, the term sonata is understomct c or d i n g sdefinitidde wma n 6

Certain traits have prevailed throughout its history: most sonatas have
beenindependent instrumental music, without voice parts; absolute music,
without programme; concert or diversional music, without specific social
function; solo orchamber music for one to four playensthout orchestral

or multiple performance of the parts; cyclic music, in two to four movements
rather than one; and broadly conceived music, exhibiting some of the most
extended designs of abaté music,

Early eighteenticenturydefinitionsof the sonataftendifferentiate betweeda chiesa
andda cameravarieties.One of thdfirst lexicographesto define a sonatelearlywas
Sébastien ddBrossard. In the third edition of hidctionnaire demusique(Amsterdam,

c.1708 he notes that:

The ltalians reducespnatasprdinarily to two types. The first comprises the
Sonataslachiesait hat i s, pr o pvehichbégmwusudllywith c hur ch
agraveandmajesticmovement, suitetb the dignity and sanctityf the place;
after which comes some sortgdy and animated fugue, elthose are what are
rightly knownasSonatasThe second type compristise Sonatascdled da
Camerai that is, proper at Court [Chambre]. Theseactually suites of several
little pieces suitable for dancing and composed in the Salke or Key. Such
Sonatas begin ordinarily withRrelude or little Sonatawhich serves as a
preparation for all the other [pieces]. Next comeAlemandethe Pavane

the Courante and other dances or seriodss; then come th&igues the
Passacaillesthe GavottestheMenuets theChaconnesand othegayAirs;

and all that composed the same Key dscale and playedonsecutively
comprises a Sonatia camera[ é ] nfodefs see theorks of Corelli*

In the above definition Brossastresses distinction between church and chamber

*WiliamNe wma n, @h® dlew@rove Digtionary of Music and Musicianed. Stanley Sadie, 20
vols. (London: Macmillan, 1980xvii, pp. 47980 (p. 479)

1% Quoted inwilliam Newman,The Sonata in the Baroque Emav. edn (Chapel Hill: Universitgf North
Carolina Press, 1966), pp.-34my underlining].Other contemporary definitions tife sonata are very
similar to that of Brossardsee for example: Johann MatthesoBas neuertffnete OrchestréHamburg: B.
Schiller,1713), p. 175f?John Christopher Pepud¢iA Short Explication of Such Foreign Words as Are
Made Wse of inthe Musick BookgLondon: J. Brothertor, 724), pp. 746; Ephraim Chambers,
Cyclopaedia; @, an UniversalDictionary of Arts and Science® vols. (London: James & John Knapton,
1728),11, p. 96;James Grassineaf,Musical Dictionary(London: J. Wilcox, 1740), p. 231; and Jean
Jacques Roussedbictionnaire de musiquéParis: Veuve Duchesne, 1768), p. 451.



sonatas, which wastandardisdby Corelliin Opp. 1 and in the church styl¢* and

Opp. 2 and 4in the chamber styleBrossardonly concedes thehurchtype,comprising

abstract movementsene of which is in strict fugal counterpaiata true sonata

whereade simply equatethe sonatala camerawith the dance suitén the eighteenth
centurysuchchamber sonatagereusuallyentitiedsuites( or O0sui t es/ col |l ect

| e s s, pantiag) Prirs’? as exprined in this definition of theonata:

Of Co r e Mdsickaéhe First and Third Operas are Church Sonatas, and
the Second and Fourth Operas are Chamber Sonatas; though the common
Distinction among us is made by calling his First and Thirdr&pby the

Name of Sonatas, and the Second and Fourth by the Name ot Airs.

However,elements of these two sonata types can be found juxtaposed in many single
works, regardless of their titte€hurch (or freeabstractsonatas often includexplicit
dance movementas inCorellid ®p. 5, No. 5/v)justassets é dance suitesan
incorporateabstract anflugal movementsheadedsolelyby tempo designatior(@s in

Ha n d leeybbdasdSuites HWV 427, 428, 431Arguably, thereforeany work which
reveals a sonata paiple should be included in tipEesenstudywhateverit is called
However, the sheeuantity of music rendered this task unrealidticorder to contain

the amount of material within mageable proportionghe scope othisresearch has

been limited to a selection aforks whicha r e e 8 b n ®@ridsald andlwhich were

! 1n seventeentitentury Italy sonatas weranimportant part of the church service, usually performed

during the GraduaElevation and Communion; for exampé¢,San Marco in Venice on spacoacasionsa

violinist provided a musical background fitve Elevation of the HosseeEleanorSelfridgeField, Venetian

Instrumental Misicfrom Gabrieli to Vivaldi Ox f or d : Bl ackwell, 1975), p. 18;
Uses of thdiSonata da fiesad JAMS22/1 (1969), pp. 5484.In the second half of the seventeenth

century lmth types othe sonata were often performed in the same location, therefore thetistin

between them, based on locatiams no longer relevant; these designations refesrdg to stylistic norms.

12 There are several examples of early eighteasthtury violin sonata collections labelle 6 da camer ad o
6chamber 6, Nifoa CosimmbSanatp daeamera aolino, Op. 1 (702);Michele Mascitti,

Sonate da cameraaolino solg Opp. 2 (1706) and 3 (170Aranc¢ois DuvalAmusemens pour la

chambre, snates a violon seuQp. 6 (L718); Giovanni Battista SomiSpnate da camera a violinols,

Opp. 1 (1717), 2 (1723), and 3725); Stefano CarbonelKIl Sonate da caara a volino (1729); and

Pietro Locatelli XIl Sonate a violino solo & basso da caméda. 6 (1737); the designatigia chiesaon

the other hand, is added to the sonatas of Tomaso Albionate da chiesa a violino sdi@1709).

132 Pepusch A Shot Explication of such Foreign Wordpp. 745.



publishedn singlecomposecollectiors of sonatas/solo¥ Altogether109 sonatas of

eleven composetsave been examinddiable 1) To t he best of the aut|
these works have never been surveyea &hole, andHtis is a first attempt at providing a
comprehensive account of this rich and fascinating repertalieh is largely neglected

nowadays.

Table 1.The arly eighteentkcenturysonatas for violin andontinuo by British
composerselected for this study.

Composerand date of publication Opus number Number of violin
sonatas

1. William Croft (1700) 3
2. William Viner (1717) 1 6
3. Henry Eccle$1723) 10
4. John Humphrie€l726) 1 6
5. Robert Valentin€1728) 12 12
(c.1735) 13 6
6. Michael Christian Festing.730)" 1 12
(1736) 4 8
(1747) 7 6
(c.1750) 8 6
7. Charles MLean(1737) 1 8
8. Henry Holcombég1745) 1 6
9. Barnabas Gun{1745) 6
10. Joseph Gibbd.746) 1 8
11.James Oswal(t.1747) 6
Total: 109

14 Generallyspeaking, manuscripts, suites, partitas, lessons, and examples of single sonatas included in
multicomposer anthologies or violin methods are not examined in this study (as, for example, a sonata by
Nicola Matteis Jr. which is included Bix Select Sold# ] of Six Eminent Mastergssued by Walsh in

1706).

'3 For the sake of conciseness, only the sonatas of Festing and Valentine will be identified throughout this
thesis by their opus number, the other sonatas are identified by their number.



A survey of fterature

A survey ofthe secondargnusicological literaturabout the sonataveals that
some of the workBsted abovéhave beementionedn studies which are concerned with
the general history of the sonaa@deighteenthcenturyEnglish/British or Scottish
chamler music or music history.

William Newmard smmonumental and groundbreakitigeevolumecompendium
(History of the ®nataldeafrom the Baroque tc.1915provided a worthy starting point
for the present thesig hefirst volumetraces the history ofhe $natain theBaroque
Era (from 1597 to about 760).Partl exploreshe generahatureof the Baroqueaata
(terminology,function,spreadinstrumentationandstructure) and Part i an
encyclo@edic survey othesolo and ensemblonatady approximately 300 composers
grouped by region¥ Chaptes 13and14 aredevoted tahe sonata ifEngland,covering
a hundreeyear period from 1660 to 1760 afiy -threecomposersltogetherincluding
twenty-sevendoreigrers). The violin sonatas dfroft, Valentine(Op. 12) Humphries,
FestingMcLean,andGibbsar e menti oned i n paischapterds her e,
whichexamineghe sonata ifranceNe wman 6 s ¢ o rihesedoeatdg,t i on of
however very sketchy includingonly the dateand place opublication, scoring ahone
or two sentences about eaclo mp o s e rTilesraswusigal repertoryeviewedin
N e wma n 0 lsavds bittte koom for detaileahalysis otheformal, stylistic and
technical detail ofthese worksorthe context otheir publication.Nevertheless,

N e w ma gtudy with itsthoroughbibliography andexhaustive references sonata
manuscripts, printgndcaaloguesremainsnvaluableas a referenceork andguide to
the sonata literature.

Michael Tilmoutld s 6 C h aswlndnglaiMd, 1673 7 2abdStanleysadiéd s

O0Br it i s h usihl@a2eib7edwEi@hefirst thoroughstudies ofEnglish/British

“This grouping is based on t hetimpthescnatasavére dorhpesed o mp o s e

(Italy, Austria/Germany, England, northern countries and France).



chamber music of these two peridd8oth worksare divided intdwo parts the first
investigatingconcert life andhe sociabndmusicalbackgroundof contemporary
EnglandBritain, andthe secondshorter)examiningthe music itselfTilmouth and

Sadie providan impressive amounf materialon concertife, especially in London
andthe provincs, whichcontributesonsiderablyto knowledge of general musical
activity in late seventeenttand eighteentltenturyEnglandBritain. The secongharts

of their studieg as | n N e wdimab with sharhberankisio summaryform only.
These ar@verall survey, broad outline of the development of all instrumental genres,
including the solo sonata, popular at that tiffiee violin sonatas of Croft and Viner
(Tilmouth), Eccles, Humphries, Valentif@p. 12) McLean, Holcombeand Gibbs
(Sadie) aralescribed very briefly. Soenof these descriptions are gu@eonic such as
thisoneof Hu mp h r i e s élamplsriesrwastoalysnineteen years wld 726, when
his solos wer@ublished, and once again we see an imredtarmonic and contrapuntal
techniqué™® Understandablyhie scop®f these theses and thelrematic cataloguse
(almost seven hundred worksn S a d i) didnet pérrhiteclesie sonsideration of each
work or even each genr8.a dsicatafbgueof solo and trio sonatas, duets, accompanied
sonataspiano quartets, quintets and sextstsing trios and quartetdarifies many
problems of chronology and attributicsthough the data are outdatedh s i n Newman 6
volumey, since hisvork waswritten more than fifty yearsagSa di e6 or t hesi s, f
instancepmitsthe violin sonatas of Festing, Valenti@p. 13 and Oswaldc.1747.*°
Involumes 3 and 4 ofhe Blackwell History of Music in Britaira few violin sonataby

British composerarealsomentioned in passifd.Inthec hapt er 6 Conmamort Mu

YStanl ey Sadi e, usicBl720lt 7 %0hé ChRatmble.y ofdlarsbsidge, 1957), ppv e r s i t
15871; and Michael TdiclinfRoglatl, 2675172 Olba ralPérr. DM di ss., Uni ve
Cambridge, 1959), pp. 294, 34

®sSadi e, OBr i tsic4me1®BHa miper 1N 2 .

YFestingbs works are not discussed or |isted in Sad
of Germanoriginsk t s houl d be ad &dodis listdd anthe catalogoe) lmut itssendt o f

mentioned in the text.

“Michael Tilmouthand Clirs t opher D. S. Firednd, 1 6/40&¢inBoiairt Thédusi ¢ | |
Seventeenth Centyrgd. lan Spink (OxfordBasil Blackwel] 1992), pp. 24%81; and Harry Diack Johnston,



16606 of vol ume 3 brieflyaiscaseepvhéreathe sorfatasdf of t ar e
Eccles, Festing, and Giblase describeth volume 4, bapterd: 6 Mu s i ¢ oime tlhbe H
Severaltudies ofScottish music mentiotine sonatas d¥ficLean andOswald but only in
general termé'

In addition to the above workthereare a few incidental contributions
investigatinghe single sets of Croft, Festing and Gibbs. These occur as dissertations,
journal articles, and prefacesdditions ofthemusic InJohn ki s s e | | Harrisonos
0The SeawklsarofWWilliam Croftdé, ten pages ar
sonatas? In his shortanalysis(accompanied by six musical examplé#arrison focuses
on the structure cdachmovementsometimesadding a brieEomment aboutheir
hamony. The thesis ends withtah e mat i ¢ ¢ a tsadcuagworksorgahiedCr of t 6
by genrewhich isof greatassistance to specialists in eighteecghtury musicCr of t 0 s
sonatas aralsobriefly discussed in the preface to gseholatye di t i on of Cr of t &
6Compl et e ChandtieBrtext ddition bf hid violin sonatds.

The Ph.D. thesis of Eldon LaVar Krangza practia | editioBixof Festi
Solos Op. 8%* Theeditionitself is precded by an introduction (pp-39), includinga
short biographwf the composera discussion of the form and style of the sonatas,
Geditorial consideratiorignotation and errors, realization of the figured bass, ornaments),
and performance suggestioAschapter (II) on form and style iee most detailed of the

thesis After exploring he overall structure of each sondeantz concentrates osuch

60 Musi c oime tIMasgc irtiBntain: The Eighteenth Centyrgd. HarryDiack Johnstone and Roger
Fiske (Oxford: Basil Blackwe]l1990), pp. 15201.

ZJohnPurseSc ot | an d o sstorivlaf the Teaditiodal aHd Classical Music of Scotland from Early
Times to the Presentdy (Edinburgh: Mainstream, 200,pp. 17680; David JohnsonMusic and Society in
Lowland Scotland in the Eighteentlei@ury(London Oxford University Pressl972) pp. 622; andHenry
George Farmet History of Music in Scotlan@London: Hinrichsen Edition, 1947), pp. 331
2JohnFusseHar ri son, @GTtkes SDdc wWidr iim Crofté (Ph.D. diss.
pp. 17988.

“BWi | I'i am Cr ofhta,mbdC o, VB8, teddHaByDiack JohnstongLondon:Stainer &
Bell, 2009); and William CroftdSonatas IM V16 in Severinus Early Music Editien4-6, ed. lan Payne
(Sutton St Nicholas: Severinus Press, 1998).

“Eldon LaVar Kr dganbfSix Soaatas fard/iolin andidho By tMichael Christian Festing
(Ph.D. diss., University of Rochester, 1973).
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elementsas form, harmony, tempo, rhythm and melddis observationesnF e st i ng 6 s
harmony andbinary formsare particularly interestingnd informativeHe draws attention
toFestingds abiéssiyve oanmnd i b*@amdhis ikdsig, lwriteme | o d i e ¢
forty years ago, is still the most extensstady onF e s t Om §ad any of hisiolin
sonatass well aghe only practicak d i t i o n widlin sEtosiytaifewgngls
sonatasave been issued in modern practical edijions

The sonatas of Festing anabBs have been discussedamiclesby Gwilym
Beechey and SergBiezkorvanypublished inTheStrad?® At the beginning of his article,
Beecheyor i efly touches upon Festi nlpt@sachlbpac k gr ou
F e s t Botogrdlaction, including itgull title, date and place of publicatiodowever,
he describesnly three sonatas fro@p. 4 (Nos. 2, 3and8), sincethis opus contains
6some of FestBeechéysi hlelsit g Is oxpentBedirsviriingpadd s
harmonic progressiorand modulationsxpressiveand eleganmelodic lines and
violinistic figurations The article is illustrated with five musical examples.

Bezkor v aaigyaveyshonotverviewofe ach sonata from Gib
Because of limitedmace, Bezkorvany outlingse most interesting featurtésathe found
in these pieceshoughhis choices aresometimes surprising. Fexample, Sonata Vi
described as followsiThe sonata No. 7 in A minor ends with a movement marked
Affettuoso.lt is a simple twelvébar tune in A major wit two variations. fie second
variation alschas a suggestion of the Scottish Sifdjn other sonataBezkorvany
notices Gibbsbdés Omastery tafngc dbretaaurt p diurdt dne
and passages demanding virtuoso techni§ueprisingly, & does not menti on
rich harmonyGi b b s 6 s s asntlaetsubject o/ Elizabeth Skinrieghesisfor an

MMus in Performance dahe Royal College dflusic; unfortunatelythe workis

“bid., p. iv.

®Gwi lym Beechey, OMichael Chr iThetStraaBs/10841978)ipp.g and hi s
33951; and Sergei Bezkorvany, OTha®tradB9/105B 978),pp.Sonat as
189and191.

““Beechey, O6MichaahdChissViahi reSohagasdé, p. 343.
®Bezkorvany, 6The 8 Violih Sonatas of Joseph Gibbsbo
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unavailablefor examinatiorf®

Of all these eleveBritish composersCroft is the only one whose life has
beenthe subject of ahoroughstudy.Biographical information othe others ivery
sarce.For example,ieGrovere nt r y o doestmot evemelud@ abibliography.
Some ofthese composers are mentidnie secondary sources, but usuatiyelation
to other composers (&unn with William Hayes), institutions or everitsThere is a
thematic cat al og u@erdsD piededly EmesHradferdYsungi’o r k s
In aconcise clearly writtenintroduction Youngd i scusses the composer ¢
publication patterns, and providas extensivebibliography of secondary literaturgll
V a | e n publisheddospositionsarranged by opus numbarethenlisted, with works
in manuscriptarrangements and fragmentary pieces placed at th&aold.entry
incorporateghetitle of the earliest extant publication, an inventoryhakey of
individual pieces, an account of all manuscripts, editions and recordings, cexedr
two-barincipit of each movement he cataloguecontributegyreatlyto theidentification
of each composition n  Val ent i anggravesto lee @reimvaluabilessource in
providing bibliographianformation onthese work.

To conclude,tenumber of studies on early eighteestntury violin sonatas by
British composers igery small in comparison to the breadth of scholarship surrounding
Italian, French and German violin sonatas. One of the reasons why this repertoire has not
received morattentionfrom scholas is that Britaimproduced no Vivaldi, Locatelli,
Veracini, Leclair,or J. S.Bach TheGrover entryonviolin music ineighteentkcentury

Englandillustrates this point

®Elizabeth Skinner, 6Ei gh t-BaSsddithe sardsiocord oraBas¥ Viain i n  wi t h
Composedby Joseph Gibbs 169B788: An Interpretative and Stylistic Sidy 6 ( MMus t hesi s, R C
of Music, 1997)Dr Peter Horton, Deputy Libran at the Royal College of Music in London, could not

6find any trace of this thesisd (extracted from ema
30 All these sources are listed in Chapter 2.

31 James Bradford Youngdy, Thematic Catalog of the atks of RoberValentine vol. 27 of MLA index and

bibliography serie¢Canton, MA:Music Library Association]994).Mor e det ai l s about Val e
have been discovered by Cecilia Lopr iNupvatvista Robert V
musicale italana 30/1 (1996), pp. 19208.
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In the 18h century London, as the largest and most cosmopolitan city in
Europe, became a mecca for foreign virtuosos, many of whom (Geminiani,
F. M. Veracini, Felice Giardini and Viotti) settled there at least for a time.
Native Englishviolinists seem not to have been able to hold their own
againstthis sort of competition. Had he not died in a boating accitent
theage of 22, Thomas Linley (ii) might havedn an exception to this treffd.

An examination of early eighteententuryBritish violin sonatashows thateen though
Britain did not produce its own unique violin schabkhetime, it produced a corpus of

sonatas which at least memgcognition andevival, on purely musical grounds.

Approach

Thisthesis isdivided into two parts. Partdonsistsof threechaptersThe first
chapteilis introductory discussinghe principalbackground issugsrecedinghe
development of the violin sonata in Britains Adetailed history otheviolin sonata
from its beginnings to 1700 is a subject of enormous s¢opan begivenonly in its
basic essentiaia the first sectiorof Chapterl, making reference to the literature already
written on the topicnotably byPiotr Wilk, Willi Apel andPeterAllsop.® In order to
understané context of the development of the violin sonata and violin playing in Britain
at thebeginning of the eighteenthe nt ury, the chapterds seconoc
introduction of the violin sonata in seventeenémturyBritain,** highlighting only the
most important historical phenomena relevant to this subject.

The next two chaters consider theiolin sonata as a social phenomenon,
addressing suchuestiors as: who composed, played and published these 109 sonatas?

Examination of contemporary newspapetsriesand otheprimary and secondary

¥David BoydenandPetéWa | | s, 6Vi ol i n, 4: 423 (ioiolpistsandd Repertory
Repert or y GroEhxgv,ppn deR] (p. 719).

% piotr Wilk, Sonata na Skrzypce Solo w Siedemnastowiecznych Wi¢dzeahc § aw: Wy dawni ct wo
Uniwersyet u Wr o c § a ws k i Apdl, halian ZidiroMu$ic, of tWiSéventeenth Centued.

Thomas BinkleyBloomington, IN: Indiana University Press, 1998nd Peter AllsopThe ItaliandTriod

Sonata: From its Origins Until Corell{Oxford: Oxford University Press, 1992), aAdcangelo Corelli:

@New Orpheus of our Timés

% Of course, lhie term Britairis not used in Chapter 1 as a synonym for the sovereign state of the United

Kingdom, but itrefers geographically tthe island oBritain, politically to England, Scotland and Wales in
combination.
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sourceasenabled thesaspectdo bemore fully documentethan beforelt hasalso
providedvaluable insights intprofessional musical life in early eighteententury
Britain. The aim of this investigation is to achieve a better understaodlithgse
composesd  w ohe ace thepccupied in contemporagultural lifeand the
contribution they made to it, as well #se circumstances surrounding the publication
and digribution of theirSolos As eéghteenthcentury musical lifen Britain has already
been examineth detailby severalscholars, it i©utlined in Chapter 2only very biiefly
in orderto place the selectesbmposersand thedissemination angerformance other
violin sonata in appropriate environments

Part Ilis directlyconcerned with thenusic itself andorms the central focus
of the thesisln Chapter 4he 109sonatas arthoroughly examined in terms of their
external designs and internal forms, tonality, harmanit melodic vocabularZhapter
5 investigats someremarkableaspect®f violin technique used in these piec&ralysis
of this repertoireeanassumevariousforms and approaches witlifferentinterests,
emphaseand prioritiesgenerating different questions and answschenkerian
analysistopictheory, formalanalysis according to James Hepokoski and Wddaaay,
andpartimentotheory areamongthe mosiprominent analytical methodologieien used
to examinesighteenthcentury repertoireEach of these approacha®vides deep
insights into the musical material aogers up vastareas of interpretative discouraad a
whole range of analytical possibilities

Broadly speaking t he ai m of Sc élidakedhe waytha&tnal ysi s
individual pieces of music (generally movements) articulate the tonal realm. This is
achieved through a distinction between the
underpinning the piece) and variouschl evels
this harmonic structure attains individualityn S c h e n khefundlaanental e w t
structuré(Ursat2 is common to altonal music andan be described melodically as

descent from th tonicbeginning on the thirdhe fifth, or the eighth degree of the scale
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(Urlinie) underpinnedy al-V-I BaBbrechung®

The topic orgesturaknalyticalapproachon the other handipcuses on the
citation of discrete styles (such as marches or gigues) outside their normal generic context
(for example in sonatad)utextends welbeyond purely musical issu&sin order to give
a comprehensive account of signifier anghified, it is necessary investigate thie
roots and associationwhich often are embedded in téextramusicaworld (in history,
culture, literature, argndbr contemporargocial life). A topic can bgusta passing
fashion(such as the Turkish toppopular at the end of the eighteenth centona
centuriesold musicalsign (for instance, the hunt, the pastoral, the militéing, masculine,
the pianto).®’

Hepokoskd and Darcy sonata theorpffersanewmode f anal ysi s f or
form movements and the larger workings of multimovement sonatas, symphonies, and
chamber music of the fear PPyepakosik andDaccg| 6 and
propose taeplacea singlestandardsonata typéexpositiondevelopmentecapitulation)
with five differenttypes which appeain a widerange of compositions from that
period>® They view sonata form as a mixture of spatial and temporal processes. Thus,
instead othemes, thematic groups andseajon t her e ar e -sOmaocibess®d. or

6fundament al axiomsd of theiriatebyeliogrofy ar e:

% The Ursatzprinciple is well described by Carl Schachtenfoldings: Essays in Schenkerian Theory and

Analysis ed. Joseph N. Straus, New Yorkk® or d Uni ver si ty Pnmatzstsnustb# 999, p.
remembered, is not only the final reduction of the
expression, in the piece, of fundamental properties of major/minor tonality. Among tbpsetips are: the

origin in the tonic triad of melodic and harmonic progressions, the stepwise character of melody, the

har monic primacy of the fifth relationship, and pro
% The idea of topics is discussed by, for exampémnard RatneiClassic Music: Expression, Form, and

Style(New York: Schirmer, 1980); Kofi V. Agawwlaying with Signs: A Semiotic Interpretation of

Classic MusiqPrinceton: Princeton University Press919, Robert Hatterylusical Meaning in

Beethoven: Markedness, Correlation, and Interpreta{®ioomington: Indiana University Press, 1994);
andRaymondMonelle The Sense of Music: Semiotic Esg@rinceton: Princeton University Press, 2000).

" Theorists of the musical topic also divide topics into different categdfigsexample, Ratner divides

them into three categories: dance measures, styles, and examples of word painting; or Monelle classifies

topics as iconicmitation of natural sours) and indexical §epresentation of musical evedts

% James Hepokoski and Warren DarEjements of Sonata Theory: Norms, Types, and Deformations in the
Late-EighteenthCentury Sonat@New York and Oxford: Oxford University Press, 2006), p. V.

¥Typelit he 6sonata widtypeRithe edleil npmedtor OpoyYypgt hemat i
31 the stadard format with developmentyffe 4it h e & s o n aypesbi thesondtaitdrnello T

hybrid employed in concertos



15

the thematic pattern established in the exposffiann d 6 d e f(o06r gneatteifaaned t s 6 )
ifadeparturerdr omaro ®h@geaerdear i cThsmewstylesortatao n s 6
analysis has its owsystem of symbols, acronynabreviationgandtechnical
terminology, which draven scientific conventions or metaphoféie generatliscourse
is enhanced by the useaiastscientificjargon(suchat r aj ect ori es 6, Or o
&/ e c t) andfamulae(for examplet h a@eforénationat ecapi t ul at ory r ot a:
FinaleofMo zart 6s Pi arnoc 3 empa t@h[e.t(e@Edsas S ]
(&HsHEs =R T 1) [P(nast] ) ¢ 8t 9.4

Another way of exploring eighteentienturymusicis through the window of
schemata thears combinatorieof pre-existing, interrelated schemata was an important
aesthetic doctrine in that periddesearch ipartimentostudiesandanalysisof replicated
patternsn eighteentkcentury workshasbecanevery popular in recent yeaf$The
scheméga can be analysed from different perspectives: simpfgm@sal ormusic
theoretic constructs/categories, or can be placadinader e s e a r ¢ hhistorwal, t e x t
cognitivepsychologicaf philosophical to namea few.

As theabovebrief outlineof only fourpotentialanalyticalapproacheshows,
analyticaldescriptionof eighteentkcentury musicanbe undertaken imanydifferent
waysl n t he abseanlcled oafn dabdyahelystisackbd o setect a
combination of approaches that bessuited to the project in hand. Consequently, i
this thesis conventional analytical categories and methbased largely on those of

HugoRiemann, and Hugbeichtentritt)enriched bya semiotic perspectivere employed

“? Rotation comes iseveral varieties, frorhalf-rotationabto doubk-, tri-o r 6 guwadrtii onal 6.
“ Hepokoski and DarcyElements of Sonata Theogy. 412.

2 The following sources offer only a glimpse of g@rtimentoliterature:Giorgio SanguinettiThe Art of
Partimento: History, Theory, and Practi¢®xford: Oxford University Press, 2012); Felix Diergarten,
60The True Fundamentals of Co mpo EightederdhCentury Musiy dnoés Pa
8/1(2011), pp.5F 5; Ro b er t h6foematibn and)BeiormationTof Classic/Romantic Phrase
Schemata: A Theoretical Model and Historical Studysic Theory Spectru (1986), pp. 2513, and

Music in the Galant Style: Being an Essay on Various Schemata Characteristic of Eigi@eatihy

Music (New York: Oxford University Press, 2007).

“3The concept of musical schemaderstood as a cognitigsychological category was popularised by
Leonard Meyer, see for example Bityle and Music: Theory, History, and Ideold@hicago: University

of Chicago Press, 1989).
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in order to describe the musical surface of early eightesttury British violin snatas.

Al t hough only O6foreground eventso6 are anal:

idea of $ructural hierarchy are used marmonic and melodic analysi®pics such as the
pastoral andhelamentqg and som@opular galanschemata aralsodiscussed here.
However, these two theorié@®pic andpartimentq are not used in the present thesis
because it seems that a topic appraggblies best to music of thate eighteenth

century® whenmultiple topicsusuallysucceed each otheithin a singe movement; and
partimentotheory tends to focus on local progressions, whereas the aim of this analysis is
to describe the larger formal schemes of movementsoegigle a general account of the
principalformal traits found in the sonaander discussion and the nature of their violin
writing.*® Thus,corventional analytical categoriegifferentiation, segmentatioand
standardisatiohave been chosdar theanalytical descriptionThesebasiclevel musical
observationsvill assistin answeing the questiors. Wastherea distinctive British idiom

for thegenreWhatare the principal differences and similarities between British and
other European examples of this repertoire? What were the chief foreign influences on

British composers and how did they manifest themselves in their violin sonatas?

Editorial policy

The absence of modern editions of most of the sonatas studied has required the
presentation of a substantial number of musicatrgles, the most extensive ones being
included in Appendix A. All these examples are quoted from sources listed in Appendix B.
Some editorial amendmertiave been made theexamples incorporated in the text.
Theseare simplymodernigtions of musical otation, affecting only the appearance, not
the performance, of the music. Thus, they have been charitpedit comment. For

example, dginal accidentals, and kewnd timesignaturefiave been altered to suit

44AIso,Hepokoski 6s and Darcyds analytical met hod i s
late eighteentitentury sonata and to sonata form.
“5 Further research on this repertoire could broaden its perspective with a pamirmentotheory.

not
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modernconventionsredundant accidentaése omittedan accideral applies throughout

the bar),cancelling accidentals have been added where necessary; the natural sign is used
to cancel sharps and flats; amie signature markedoy the figure6 3 6 ohavebeeit 3 6
replaced by their modemquivalents. Trills are indicated by the comntiosign. Figures
arepositioned angbrinted as in the original sourcesly redundant accidentals have not

been retaineddccasional editorial additiors clarifications(for example, fingerings) are
enclosed within square brackd®erformance suggestions (such as slurs, staccato,
dynamics, ornaments, etc.) have not been add#tbrial slurs (dashed lineshave been

includedonly in Ex. 4.42a in order to clarify the harmonic changes inghssage.
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CHAPTER 1

The violin sonata before 1700

I n his thesi s, Harrison begins a descri|

continuo with an ambiguous, if not misleadj statement that these works:

Assume garticular importance when one considers that the eakhestn

sonatdor violinandr eal i zed keyboard, by Pachelbel [, w,
and thatCorel i 6 s Ogwlo sobatag) appeared in 1700, the year following

the Croftworks!

Harri sonds stldtemémadf ti dnp Ithe @arliesexamplesiaf this a mo n g
genre in the European repertoindiich is inaccuratdn fact,the publication osonata

forviolinand continuhhad begun i n |t a&SbmatasWhe bbject btkis or e Cr
chaptetis to providea concisechronology of the genéedevelopment from itsriginsto

Croftin order tounderstand theontext ofearly eighteentitentury British contributions

to therepertoire.

The origins ofthe violin sonata
The termd s o ndarives from the ligan verbsonareor suonare meaningdo
sounddor do play an instrumeftAlready & the beginning of the sixteententury
composers started to uthee termsonareeither to denotaninstrumental piece or to
emphasis¢he distinction between instrumenfper sonarg and vocaberformances
(per cantarg as forexampleinOt t avi ano Pet r drottolasdbgepubamntcat
e s o(Veeniae,01509)Andrea Antic@d Erottole intabulate dasonare organ{Rome,

1517),andAgostino Licin@d Brimolibro di duocromatici[é ] dacantare et sonare

'Harrison, 6The Secular Works of William Croftod, p.
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(Venice,1545)? In the first printed vihuela musi&|l Maestro(Valencia, 1536py Luys

Milan, the word6é s o nisamaldyedas a second referentedistinguish somef the

dancef 6vi l |l ancicoseyeasohadas 6 knhobvmt occurrenc
actual title of a work appears in Giaco@® r z almtabaatus di liuto (Venice,

1561)°0One of Gonitexwishradall®® n alt ia uamdédomprisea 6 Pas s 0 e
mez@@a@nd a O(B/&. davardsthe end of the sixteenttentury the number of

sonatas included in ltalidnstrumentabr instrumental/vocatollectionswas increasing

However, hesefirst uses of the terrd s 0 n a t adgenericrmgdning oainstrumental

pieces ratherthananyformal or stylistic characteristics.

In the first half of the seventeentbntury the sonata still diabt exist as an
independentform; it wassubsumed intgenres such as tltanzona, sinfonia, ricercar,
toccatavariationor fantasiaT he wor d 06 s o nemplayddsynorysiouslys ual |y
with &canzondor Ginfoniad® Occasionally, this resultdd inherent contradictiongsin
St ef ano MBargaatif é fod alcunesonate a treDp. 12 (1621)in whichthe

title lists sonatasgespite the fact thaione of the workincludedis actually called

(@}

sonat ad; or iCanzdBiidasoraithe2s),pigdeeiNc. ¢Ssidedcibed as
6canzona6 i n t hneonienfdhe patakstBy thesmiddle df thed
seventeentkentury Gsonatéhad eventuallyeplacedanzonéas the most popular term

for anabstract worlcomprisingseveral section&ome of which are fugatjearly

Forafulaccount of the wordoés origins TherSBdnataihtte sonat aos
Baroque Erapp. 1719; and Sandra Mangsen 6 So n at a :Grole7 xxB,app. 6T e 0 ,

¥ Newman,The Sonata in the Baroque Em 18.

“lbid., pp.18,99F or examp | e, i Ihbalrind(1581) 42@iecE€ssappeas undes the heading
6sonata6d; and Gi ov awosonatdanthiSacrae sympleohigdb97)i ncl uded t
®See, for exampl e, Ilinalibrodeliecanion{1628); and Baitotbingd s

Mo nt a | Sirdonie &t sinoe doi violini(1629) As early asl619 Praetoriusin the third volume of his

Syntagma musicurtried to describe the differences between the canzaha@rata. Theubject isalso

dscussed by: Eunice Crocker, O6An Introductory Study
and its hfluence upon the Bague ® n a t a 6dis$.,RRadclife. College, 1943); Eleanor Seljed-ield,
6Canzona and Sonat a: dSenmtdRABMY]{1278)epp. 41418; Alisap, TiRo c i a | I
I'talian qpprdras@andSandraagsen, Ol nstrument ahlialuos and T
Sources, 1600 6 756 (Ph. D. diss., Cornell Uni versity, 1989)
® For more examples, sédisop, Th e | tri@d i % appadiFs and NewmarThe Sonata in the

Baroque Erap. 132, wherehd escri bes di fferent titlieray)in Stradel!]l
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demarcatetby changes in metre, tempmharactermoodand style’. Theterm
Ginfonia on the other handavasstill usedinterchangeably with the sonata in some
late seventeentbenturyworks notably inAngeloBer a r 8infodis a violino solo
Op. 7 (1670), Giovant¥ i v i @apricd armonicj Op. 4 (1678)andBattistaBa s sani 0 s
Sinfonie a due, e trg 683)®

The earliest known sonatéor violin and continu@ppear irBiaggioMarinié s
Affettimusicali, Op. 1(Venice,1617).° The setontains, alongvith dances, canzonas,
sonatas andinfoniasfor a variety of instrumentshreeviolin sonatas entitled
respectivedlya 6Qrml #@bhi e §'f Thenmekavidlin sonatas were
alsopublishedn Venice, the city which played an importaote in the early history of
this genre'! In 1620InnocentioVivarino issued! primo libro de motett{ é ¢on otto
sonate per il violino @ltro simile stromentoandeight years latetwo publications
appearedTomaso Cecchiro €inque messe € ¢on otto sonatand OttavieMaria
Grandd Sonate d.2.3.4&6., Op. 222 Oversubsequendecades the Italhsonat&or
violin and continudlourished,chiefly through the work ofhe composersisted in Table

1.1%3

"Allsop(The | tr@d i Sop. &lfhaot es t hat the word 6Canmonad was
overalltitle for an instrumental collectiotdowever, it was sometimesemployd a headi ng for a
fugal movement (for examplbey William Young and Henry Purcell).

8 For more examples, see Allséph e | triad | Sap. 8ATa

®Wilk, Sonatana Skrzypce pp. 46, 65. As Wil k points out, Giovan
Concerti eclesiastici(Milan, 1610) are wronglglassified by NewmarnTthe Sonata in the Barogue. 118)

as the first solo violin sonatas; they are in fact trio sonatas.

Y They all have a twwoiced textureL a Or | andinadé (53 bars) and 6La Gar
60 sy mfao ruina 66, L awthBdnei s ena idued To&Wiolimptchsange is very

limited (from d'to &, f# to i, andd" to b?, respectively).

“"For a full acc o heearlyaddvelograentiofdhe dosatar SeHridgeField, Veanetian

Instrumenal Music from Gabrieli to Vivaldipp. 88282. It should be added that tkisvelopnent was

facilitated by the Venetian presses which produced the majority of editidtady until 1650. In the second

half of the century they had been overtaken by tHed@®se publishing houses (including those of Monti,

Silvani, andMicheletti).

12\ilk, Sonata na &zypce p. 46.

¥|bid., pp. 448;According to Wil kods r dashieayysansitas foaviolmamid 220 abs
continuo were written by 30 Italian ogosers in the seventeenth century. Seetddsoy G. Mishkin,

66The Sol o Vi ol i nScShooMg 264l (184B), pp 3212 Bp. D46, 4GB H).
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Table 1.1.Seventeentitentury Italian composers of the sonata for violin and continuo.

Centre Composer

Venice Biagio Marini, InnocentioVivarino, TomasoCecchino, Dario
Castello,Giovanni Battistd-ontana
Modena Marco Uccellini, Giuseppe Colombi, Giovanni Battista Vitali,

Carlo Ambrogio Lonati

Bolonia-Ferrara Ottavio-Maria Grandi, Bartolomeo Montalbano, Maurizio Cazzati,
AngeloBer ar di |, Pietro Degl 6Antoni i,
Rome Girolamo Frescobaldi, Gvvanni Antonio Leoni, Alessandro

StradellaArcangeloCorelli

Innsbruck Giovanni Antonio PandoiMealli, Giovanni Bonaventura Viviani

Thefirst extantcollectionentirely devoted to violin sonatasasUccellinid s
Sonate overcanzonj Op. 5(Venice,1649),andL e o rSondtesdi violing Op. 3(Rome,
1652 followed.™* By the end of theeventeentisentury violinsonatashaddeveloped
from canzondike piecesof onelong, sectionalied movemento multi-movemenforms.
Also the violin writing hacevolvedfrom non-idiomaticto technically advanced
exploiting a whole range of virtuoso devices suctbasolage arpeggioand upbow
staccato figurationsnultiple-stops scordatura high positions, violinistic leaps
diminution formulasand difficult passageork (thesonatas obccellini, Pandolfj
Lonatiand Corelliare the mostechnicallychallenging. Further,Corelli codified the
0 f r e ed sdnatanarmscwinigh, broadly speaking, are:

a) the slow-fastslow-fastsequence of movementssuallyanintroduction induplemetre
i allegrofuguei slow tipla a dancdike finale intriple metre;
b) the first movement treated not as a very brief introduction to the fugue, but as an

independenentity, full of emotional intensity;

“Wilk, Sonata na Ezypce pp. 22, 32.
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c) internal coherence amity within the cycle as a wholeecamegreater than before
achieved by applying general consistency of maonic vocabularyandmelody, and
some crosseferencesuch asorrespondingnelodic materia(typically movement
beginnings)andcadential formula*

The popularity of Italian sonaand a virtuoso approach to violin playisgread
first northwardto Austrian and Germadands, where manialian composerand
musiciangound employment® The mostsignificantcontributionsto the evolutiorof the
genreand violin techniquén the Germarspeaking countrieaereJohann Heinrich
Sc hme | zSomataesUnarumxFidiufNuremberg, 1664)johann Jakolvalthe r 6 s
Scterzi daviolino solocon il bassaontinuo(Dresden1676) HeinrichBi ber 6 s
ORosenkranzdo (¢1IRO=adBongdtae,violinoasdl@usemberg, 1681)
andJohann PaulVe s t h Qoate & siolino solo con basso contitfDoesden, 1694Y’
Ther sonataslisplayformidable violintechnique, inelving advancegolyphonic
writing, elaboratanultiple-stopping, the use of high ptiens, passages of rapid scales
scordaturg arpeggios and frequent striegossing showingthat in the lastiecades of the
seventeentkentury GermangndAustria enjoyed a hitherto unparalleled development of
violin virtuosity. Walther and Bibein particularexploitedviolin techniqueo such a level
thattheymight be regarded ake Paganinis of the seventeeoémtury™® Despite strong
Italian influences, indigenous traitgere alsancorporated in the Austro/German soniata
especially the contrapuntal and ensenthlite tradition:® Of particularinterest in these
sonata is thefrequentemployment ovariationmovementga type rarely founch the

Italian violin sonatd, programmatic effectandindependentelaboratdasdines.

!> See Allsop,Arcangelo Corellj pp. 69105, 12038.

' For example, Giovanni Battista Buonamentetohio Bertali, Giovanni PriuliMarco Antonio Ferro,

Giovanni Arrigoni and Giovanni Valentini in VieanStefano Bernardi in Salzburg; Marini in Neuburg;

and Carlo Farina in Dresden.

7 See NewmariThe Sonatari the Baroque Erapp. 20154,

®Burney(, p. 462) noted that 6o0of all t hi@04wseem$to n pl ayer
have been the best, and his solos are the most difficult and the most fanciful of any Music | have seen of the
same p r i Alsb &rancoisloseph FétisBiographie universelle des musicieBsvols, Paris: Didot

Freres, 1865vm,p. 413) notes that Walther was 6l e Paganini
YSeedhn Daverio, 6hat 8ednc BameérAeM 657¢1885)rpp. 1%xi4. el | i 6,
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After Germany and Ausga the sonata spre&o England and theronto France.

The onata and volin technique in Britain before 1700

In Britain the first violn consort was created irb4Q when six stringplayers
from Venice received postsst He nr y .% The vidirswagirgtially ased only
atCourtto accompany such activities as danangl masques, butwards the end of
the centuryit began to be part agleveralgroups of waits andlsoinstrumentaensembles
employedn aristocratic householdmd theatre$" During masques, comediesnd
tragedi es & hper dOviidald edancse music (often con
roles) and the musical accompaniment to songs and various so&se® heighten their
dramatic effecor tointensifyemotiors.*> When the playhousesereclosedand the
theatre companies dissolvddring thegreate part of the Interregnungsome violinists
had to earn theliving by playing at taverns andsRogerNorth putit,in6 pr i vat e
societyo:

During the troubles; and when most other good arts languished Musick
held up her head, not at Court nor (in the cant of those times) profane
Theatres, but in private society, for many chagberto fidle at home,
thanto goe out, and be knockt on the head abfdad.

In sixteenth and earlyseventeentitentury Britain the violin had been

associategrrimarily with dance music. For example, the few surviving sources of

0 peter HolmanFour and Twenty Fiddlers: Theiafin at the English Court 1540690(Oxford:

ClarendorPress, 2002), p. ix; gop. 3257 Holman explores the beginnings of this consodetail By

1631 there were fourteesolinistsin the Royal Band.

1 bid., pp. 12343; Holman notes that references to violins caridund in documents relatedlteicester

House in London and the households of, for example, Sir Henry Sidney, Sir Thomas éfyitsengrave

Hall in Suffolk, the Earl ofLeicester at Kenilworth Castle, Lord Lumlegnd to the waits dflalton,

Chester, and York.

?See John P. Cutts, 0JacMBEaM54MppslgR@0anbDaGi dgEuMusi
Jonsoni an Mas q Mle544(hod3), pp. SBACU”iIS Ac Brice Music in the Restoration

Theatre with a @talogue ofnstrumental Music in thelRys 16651713(Ann Arbor, MI: UMI Research

Press, 1979), pp. 78 ; Har o | he Fiddierg @ the BeBtoration & gEM®&/3 (1978), pp. 399;

and Andrev J. Sabol (ed.four Hundred Songs andabces from thet8art Masque(ProvidenceRI.:

Brown University Press, 1978).

ZWilson, p. 294. Some musical meetings were docueteby contemporary writers (such Esomas

Mace, Anthonya Wood, Lucy HutchinsoriRoger Northpr Samuel Pepys); thus it ksown that concerts

were organied, for example, in the househslaf the violinist David Mell, the composers William Lawes

and Thomas Tomkins (Worcester), the organist Willia
John HutchinsorRogerNorth, andSamuelPepys.
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ElizabetharandJacobean coutonsort repertory contasmost entirelydances
especiallypavans, galliards and almaifidn 1613 heItalian composer Angelo Notari
whowas in the service of Prin¢¢enry andhenCharles? publishedn Londonhis
Primemusiche nuove collection ofcanzonettafor one to three voicesnd continuo
executed by | a Tet altrriSk & ,u m@re ofithésong®, Cosi di,indudes amar 6
adé Si nf onifertwd vialins and aord@inuo whichaccording to Peter Holmads a
landmark in the history dhe violin in Englandas this i$ the earliest datable piece in an
English source that uses the violin outside those reperthaes/ere principally
associated with dance mudfé Further the form of the canzorfaor 6 vi olihnod6 an.
the Notari autograp®B-Lbl, Add. MS 31440s similarto the edrest Italian sonatas and
canzonassuch as thodey Cima (1610)Giulio Belli (1613) andSiovanniBattistaRiccio
(1620)?’
Although Italan violin music reached Brita@ndarousedsomeinterest™
British composers did not tretite violinbefore 1650n a mannecomparable to the
advanced practices of the Italian composers of veBimatasThe fantasiasuite, a

distinctly English genre, was the basic type of English e r (ora@antsapuntal)

24 See HolmanFour and Twenty Ridlers, pp. 14493, where the followingoures are described in detail:

theprint of Tallis and ByrdCantioneq ¢é Facrag(London, 1575)JUS-NH, Filmer MS 2; andsB-Lbl,

Egerton MS 3665; and dances found in the manuscripts of Jacobean masques.

% Notari came to London in 1610 or 1611 from Venice where he was a member of themidedg|i

Sprovisti.

%5 Holman,Four and Twenty Fdlers p. 203.

#"bid., p. 205. In addition to the canzona, the autograph contains three variations for violin and continuo

and vocal music from Italian prints issued between 1620 and 1633. There isi@ocevihat Notari is the
composer of these violin pieces. See also Pamela J.
Ma dr i M-43/481962), pp. 3289,and6 Aut ogr aphs o ML5A/h @9€9), pp. I8®.t ar i 0,

28 Apart from Notari, Italian musiwas promoted by a London bookseller Robert Martin, who imported

many lItalian edibns in the first half of the seventeenth century, among ttiersonatas dbiuseppe

Scarani (Op. 1), Castello (Op. 1), G. Gabrieli, and Marini (Op.d) these itemsgpear in he Martin

1633 catalogue; see Donad. Kr ummel , 6 Venet i aronBekshopgTheRobetesi ¢ i n &
Martin Catalogues, 1638 0 6 Musit and Bibliography: Essays inddour of Alec Hyatt Kinged. Oliver

Neighbour(New York: CliveBingley, 1980), pp. 127. Two books of Italian sonatas (t8®nateof

Giovanni Battista Buonamente, 1636; and Salomone Rerslsedn1638 were probabhacquired by

Richard Nicholsor{d1639) the first Pofessor of Music at Oxfords e e Deni s St ewvens, O6Seve
Century I talian I nstr ume nAcM26 (1956d)spp.6774. n t he Bodl ei an
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chambemusic andwasmost closeljidentified withviols;*® andyet, it was alsahe main
vehicle for the violin until after the first years of the Restorafiaventy-three fintasia
suites by John Coprario (composed between 1622 and a628)e first British
contrapuntapieces tdancludethe violin*® The trend of writing fantasiauiteswith
violins was f ol | oweliam baywes® dhp sinalaritieshétseerthe u d e n t
0 v i dantasmothese two composesse apparentot only in theirscorings one or
two violins, bass viol and organbut alsoin thesequencef movements fantaza-
almane-galliard >

Thesame texture and formal structure appear J ohn Jenskitempsds f an
but unlike Coperario andLawes, Jenkins does not use tlesignatiordvioling but the
ambi g u o u¥However,ahe figardtions, especiallyhiis later pieces, are
characteri sti c frdtfartasiasuiteswithltheimich, cangistektly n s 6 s
polyphonic texture, chromatic progressions and complex mgtbontinuity, represent
t he O astyle buteas Modth observedfterwards Jenkin6 di vert ed t o a mol
ayre, and was not onely an i nA@heatylistic , but |
change which took placethe n k i n sherslded the nkeve erln thenewstyle
fantasiasuites(composed after 1650enkinsshowsa preference fothreepart writing.
This scoringandte f a nt assbdidsis intacorgrasted addscontinuous
sectionsf different tempo and texture suggest the influenddeitalian trio sonata

J e n k hew sppreach ttreblewriting T more elaborate, technically challengingla

®The ter ms wiftamd aiss amodern musicelayists to descutife most common pattern of

this hybrid form of the earlBaroque era: namely, a fantasia followed by two dances, one in duple (usually
almaine) and one in triple timéy@lliarddor &coranf). Sometimes adancetiles r epl aced by dayr
seeChi st opher D. S. Fipeltdo, 1GcOnBrimminiThe Beventeenth Century

ed. lan Pink (Oxford: Basil Blackwell, 1992), pp. 19/44.

%9 John Coprario: FantasisBuites in MB 46, ed. Richard Charteris, (London: Stainer & Bell, 1980). Fifteen

of these fantasias are for one violin and efghtwo violins, accompanied by the bass viol and organ.

'For a ful |l a tctasiasoites, sed John EumeirgléBhe Consort Music of William

Lawes 16021645(Woodbridge: The Boydell Press, 2010), pp.-P12.

%2 awes wrote eight fantasiuites for one and eiglior two violins, bass viol and organ; see Ibid., p. 202.

®¥For a fuller discussion of Jenki n3obnsenknsankhis see And
Time: Studies in English Consortugic (Oxford: Oxford University Pres4,996).
#wilson,p.345. From about 1654 Jenkins was a frequent gt

music with him); thus, there are many references to
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vi ol i maybkave beemnspired bythe performances difis friend, a German virtuoso
violinist ThomasBaltzar, whoresidedin Englandfrom 1655until his death in 166%°

The English publisvas a st oni s hreqgdentluse ofityh positores,rapid
passageork, scordaturaanddifficult multiple-stopping and een hetechniqueof the
best English violinist Bvid Mell wasovershadowedly Baltzad s p I*’dheiviolig
alsoappearsn fantasiasuites byMatthewLocke,John Hingeston, an@hristopher
Gibbons.

It was not until the Restoration of Cheslll in 1660 thathe fantasiasuitelost its
popularity, evidently largely on accounttbiek i n g éical taste; foCharles lihad a
utter detestation of fancyand[ € ¢ould not forbear whetting his witt upon thebgect
of the fancymusick, ad [ a®@dld not bear any music to which he could not keep the
t i meHé established bandb f 6 T-foue Vidingdmo del | ed directly on

6 Vi -Quatre \iolonsdu Rod*®

French musiians began to arrive in Londom perform

at Court (includingRobert Cambert, Jamesisible Francois La Richd)anielde
Moivre,andMaxentde Bresme}, andEnglishmusiciansvere senby the Kingto Paris

to absorb at first hanBrenchstyles of string playing and compositi¢for example John
Banisterand Pelham Humphrey}he repertoire ofhe Bandconsisted mainlyf French

style airs and dances, particularly the suites of brdfildewever Charleslé's | ove f or

the airy and brisk French style did not find univefsaburand enthusiasmA voguefor

Italian music wagirowingrapidly among Englisitomposers and thmublic, and

®For a fuller account of Bahtszasée Pertfeor Hahoaasn, amd
(7163116 6 3) , the &1 ncompar @helyse3 (1984 ppcR8.Baltpanprobablg Vi ol i n o,

studied with Johann Schop

% See Andrew Clark (ed.Jhe Life and Times of Anthony & Wpbdiols. (Oxford, 18941900),1, pp. 256

7; and Esmond Samuel de Beer (efle Diary of John Evely(London: Oxford University Press, 1959),

p. 367.

*"Holman,Four and Twenty Edlers pp. 26870. As Holman noteshe manuscripGB-Och Mus. MSS

433, whth contains solo violin pieces and the divisions on the étottn, come kiss me néwritten by

Baltzar and Mell, gives us some idea of their violi

third position an giecedregbire a ratheemodelstwiolintschniqike | | 6 s

% Mary Chan and Jamie C. Kassler(ed®Bp ger Nort hés The MyGainhridge:! Gr ammar
Cambridge University Press, 1990), p. 262.

¥I'n Northdéds view the band 6di shaededsakl Wi heoal dpEn
0 Holman,Four and Twenty Fdlers, pp. 30530.
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eventually6 t he French was wholly | ayd aside and
spi ce 8 fhisicharmge ih fashion can be ascribetivo main factoré? First, from

about 1660 the custom trhwelling to Italy as part of the Grand Tdilwurished.The trip

was undertakenyowedthy young men for the sake ldarningandintellectual seK

improvementThe GrandTouristshad the opportunity to heand in some cases even to

study withthe besttalian mastersuchas Corellj Bassanor Torelli, whose workshey

brought back home anmkrformedat their privateconcerts™ which played a significant

role in forming public tasteSecondincreasing numbers of ltan musicians arrived in
England(amongthemFrancesc&orbettaGiovanni BattistdDraghi, andvincenzo

Albrici), of whomNicola Matteiswasthe most famous and influential fige inLondon

from aroundhe late 166s.** This virtuoso violinist and composerok the English

capitalby storm with the bliiance of his violin techniqu€ So me aspects of Ma
playing are revealeth his four sets oAyres for violin and continuogublished in

London between 1676 and 1§8Whichi ncl ude mostly dances, a f
preludes and fugal mo v e meea busonly td designdtee r m 6 s 0 |
short introductory movementsla t t f&agilisy & sloublestops,the mamerof holding

the violin and bowthe variety of bowingsand the techniquef playing in highpositions

wereall quitenovel to the Eglish,as North remarks:

Hewas an excellent musitian, and performed wonderfully upon the
violin. His manner was singular, but in one respect excelled all that had

“wilson, p. 310.

“2These factors are also discussedurrey, I, pp. 407, 990; Wson, pp. 358; and Hawkinsy, p. 806.

3 For example, the collectiomhich belonged to $iGabriel Roberts in 168@E-Lbl, Add. MS 31431),

includes sonatas composedl®grenzi, ColistaVitali, and Cazzati; anthe source&B-Ob, MS

Mus.Sch.C.79 and C.80 contain Italian sonatas, copied by Edward Lowe aG8ihtbd the Oxford Music
Schoolisee P bert Perry Thompson, OEngl i shraddjael8 6 8Bdnuscr i
(Ph.D. diss., Universjtof London, 1988), pp. 43@&7.

“The exact date of Matteisds arrival in England is
years earlierthan 16v4 he f i rst known record of his presence th
Ni cola Matteis: An Exploration of his Life, his Wor

(Ph.D. diss., University of York, 2003),pp.8, 18. For a full discussion dthlian musicians in Restoration
England, see Margaret Mabbett, &6I1-90pNML6ANABBYyPpi ci ans i
237-47.

“0Of the contemporary sources, by far the most det ai
violin technique see Wilson, pp. 169, 30710, 3558; and Chan and Kassl@mhe Musicall Grammarian

p. 165.
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bin knowne before in England, which was thieata; his stoccatas
tremolos devisions, and indeed highole manner was surprising, and every
stroke of his was a mouthfufi.

Not surprisingly, thenMa t t exansple®lsiered interest in the violijolin music,
and6t he | tal i an .‘hCharles®urnepedven piés@mfyr astajadm that it
w a she @mnpositions angerformance of Nicola Matte[that] had polished and refined
ourears, and made them fitandyear f or t he &motherwordsaof Cor el |
climate wasestablished in which the sonata, especially for the vialould eventually
flourish inBritain.

Theearliestknowrw o r k' s e n t iby Brigsbborh somposetrwaré
intendedfor three omoreinstrumentsand werawvritten on the Continentl heir authors
iHenry Butl er a nwoCatholic kexileal bassWiol playgrspent most of
their lives inSpain andnnsbruckrespectively’’ B u t $ tleree drio sonatas for violin,
bass viol and continyand one untied piecefor solo bass viol and continuo appeaty
in manuscript source8 Since Butler died in@52, these works must have been
composed before thatda¥ou n g 6 s  sndhe atlie@handppear in prinasSonate
a 3, 4, 5 con alcune allemande, correnti e balletti(@8sbruck, 1653, whichis the first
extantpublicationof sonatas by a BritisbomposerY o u njguénsy toltaly in 1652
with his patron Archduke Ferdinand Karobablygave himthe opportunity to study the
newly developingitalian sonata’ The eleversonatasaind nineteedances in hiSonate
arefor a groupof two to four volins withbas viol andcontinuo. The piece®llow the
pattern of manytalian sonatagrintedat thetime, comprisingfrom three to five

contrastingnovements, one of whidk afugal allegro in common timelabelled

“SWilson, p. 355. Also John Evelynweits about his own admiration for Mat
Bédoyeére (ed.)The Diary of John EvelytfWoodbridge:Boydell Press, 2004), p. 202.
“Wilson,p. 310; North notes that Matteis O6bredld such a

gentl emen openly professed to owne that, and no oth
“8Burney, i, p. 990.

“*“Min-J ung Ka n g,onataTnRestoftion Engléhd (16607 1 4) 6 (Ph. D. di ss., Uni
2008), p. 82.

*0bid., p. 83. Kang lists all British sources astiero ncor dances of Butl et ds sonat
Drc, MSS.D2, D.5 and D.10.
Mi chael Til mouth and Peter GavéZmamnpp.60oung [Joungh]
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0 ¢ a n zTheyaedfull of angularhythms,dissonancesshromaticismandrobust
passages of dialogueetween the violinsThe violin stays in thérst position, with onlya
few fourth-finger extensions reachirg. Notably, neitherHawkins nor Burney mentian
Young in theirHistories whi ch mi ght ssangtgseveré notwidelf Y o un g ¢
known in England? Instead, theyointtoJ e n k @welseBasnatas for two violins and
a b a@&9pg b nondahabautthe yearl660andat Amsterdam in 166@ asthe first
sonatagvrittenby an Englishmarandét he f i r st essay towards tF
Sonata i n*Mocdpyod!| alrech&k i rniskrown teshave sutviges!, and his
1664 seprobablyd er i ved f r GouwtlyMasguying Ayre@.@ndon,1662),
which were, in fact, dance suit¥s.
Thirty vyear SonaeHens PurclpublishgdizSonnatads of Il
Parts: Two Violins and BasseTo the Organ or Harpsecordondon,1683) which is
the first collection of sonatdsy a British composer publishéd Britain>>Pur cel | 6 s
seconcsetTen Sonat ad swas pninteBosthumolgimr 1699, In the
Prefaceo the first sePurcellemphasiesthat the pieceare inthe Italian style andhe
audience should begtint o | oat h t he | eneighbar,swidchaf bal | adr
courses a criticismof the superficiality of French instrumental mu&o popular at the
Court of Charles Il)Indeed, theverallform of his sonataderives fronthe Italian
sonata with respect to the number and order of movernfeht®y comprisdrom four to
seven movements anabs with Young(andalsoColista,Uccellini, Leoni,or Berardi)in
his sonatasPurcell uses the teroanzonao describe the fugal movemsnivhich are

usually placed secondlthough nomovements beatance titles, somare written in

*2The set was not reprinted in England; only a few pieces froidhatehave beerfound inGB-Ob, MS
Mus.Sch.E.449;GB-Lbl,R. M. 20. h. 9, and t he Durdcdmat a5, p.ee8 Kang,
3 Hawkins, II, pp. 584, 706; and Burney, p. 322.

Rudi A. RascBentSGeyebPueehtBditions MU53/E@2),i sh | nst
pp. 2703.

*>There are a few trio sonatas in manuscript by native composers such as Anthony Poole, Isaac Blackwell,
Robert King and John Blow, which may have been composed before the Printetege Kang 6 The Tr i o
Sonat 81111, hee.she describes in detail all these manuscript sources.

®For a fuller account of Purcell éds sonatas, see Mic
S 0 n a Mla49/8 (1959), pp. 1021.
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dance style and charactgrgues arespecially commanThe sonatas displajense,
adventurous and ingenious contragalimterplay,harmonic richneswith bold strokes of
chromaticismand sequential chains dissonanes rhythmic vivacityandmelodic
invention Theviolin technical requiremente modest(asn Yo un g owhichssonat as
appropriatgor trio sonatasAlthoughthe pitchrangei n P ur c e Isfraingtod®’onat as
the Gstringand thoseotes abovb® (the first positionreonly rarelyused

From the mid1680sto July of1701,a Moravian viol player and composer
Gottfried Fingerwas active in Londonyorking mostlyas afreelance musiciarf
In 1690hepublishedvl Sonat as or Winl&dliee foralFlutewittea f or a
Thorough Bass for ye Harpsychagnathich isthe first collection of sonatas feolo
instrument and continueverto beissued inBritain.> Like Purcell in his 1683 set, Finger
claims in hisdedication to Charles Montag8rd Earl of Manchestgithathe adoptedhe
l'talian styl e: [sonathsgs pritcipally talian: & tort of mesim which
théthe best in the Worldjetisbul at el y nat ur &li inmg@iin@matasen gl an
(in Bb, F, andE majorrespectively are divided intesix contrastingnovemers. Sudden
shiftsin tempoand charactemandthe frequent use @&olocontinuoat the end of
movemend are themost striking features @hese sonata3he harmonic vocabulary is
ratherconservative and unadventurous.

I t appear sSonatasmspire@DiamepPeircedl ® issue in 1698s Six
Sonatabs or Sol os hreetfdn theeFute,fwithra Treough Bass forthe A n d
Harpsicord whichis the first printed sedf sonatagor violin and continudoy a British

composer, although they may not necessarily have been thadinstsonatago have

*"RobertRws on, O6Fr om Ol ohe&arlgMuk of GattfrieddFioger¢.16551 73 0) 6 ( Ph. D.
diss., University of London, 2002), pp-1B.

%8 |bid., p. 10. After publishing his 1690 set, Finger sold the plates to Walsh, who then reprinted these

sonatas irt.1702 and in other various collectionses William C. SmithA Bibliography of the Musical

Works Riblished by John Walgturing the Yeal 6951720 2nd edn(Oxford: Bibliographical Society,

1968, p. 26 (No. 82a).
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beencomposed by a native compos&the collection, publishetby Johnwalsh, was
advertisebn2 6 June 1698n theLondonGazette® However, he sonatasere
probably composed deer, for in thePrefacePurcelld e s cri bes them as o6t h
Il uv eni | .8heyaeededieteddto FrancRoberts (165A.718) who wasanM.P.
andVice-President of the Roy&ociety ascholar and a younger son of thetEarl of
Radnor.Contray to the title the first three sonatas & flute and the following three
(1 abel |l ¢sit], 6 QQ@ar h b & arefarniadin; th&rkeystaadchems areas
follows:
@GonataQ u a r, D noajpr(116barg i 4 movementsS-F-S-F;
@GonataQ u i nA najor(118barg i 5 movementsS-F-S-S-F;
@GonataS e s F mida, (138barg 4 movementsS-F-S-F.
Fi ngi®luedbcec an be not i aveidince atoumarpoiotandhisdseof
brief passages afontinuo solqone or two bars longt the beginningr the end of
movementsBinary, ternary, rondo andariation structureare not employed here.
Harmonich | y, t he most ilasttseahatavisichincludesafew Pur cel | 6 s
chromatic passages, diminished sevenths, and the augmented sixth.

In the PrefaceDanielwrites ofdny Brother Henry Prcell, whose least perfection
Ishoul d esteem my .Be h i dedstépgfpcliodis apparend ishie e s s 0

plain opening of the first and second sonatas (Ex. 1.1) tedGrave movements.

Ex. 1.1.Purcell, Sonat&lo. 4/i, Poco Largo, bars-4; and No. 5/i, Adagio, barsa.

fs & f © £ & g ¢ o ﬁ;ﬂ'ﬂ!’___‘l prfe t "
25 - & —— 7 o & ! g
S : o

: e

%9 For exampleThe Second dtt of the DivisionViolin (London: Henry Playfordl6®8 ) cont ai ns a 6 S
Mr Finch [Edward Finch] called the @udkodoédd SohoA mgj
Thomas Farmer, with six movementgcording to Holman, Robert King was probably the first

Englishman to write a violin sonata; seedPet Ho | man, 6 KGromed xii,@R@08.er t (i ) 6,
®Acopyofthispri nt is housed in the Rowe MusimarkLi brary, K
Rw.13.7.(5).). Three violin sonatas from this set a

reprinted by Walsh in 1709 &ix Sonatas or Solos for the Vio]né § o mpos 6d by Mr. G. Finc
D. Purcell
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The passagewoik n P u r c e Is faidlyselersentay,adévaid ofmultiple-stopping,
wide jumps across the stringsttended sequencetscale runsand embellishments,
indicated bysymbols or little notesTheir pitch range isiarrow from b to € In fact, the
first and third sonatas can also be executed on flutecorder as their ranges do not
descend belowdThe dynamics are limited forte andpiana, used only in echo effects.
In Britain the seventeenttentury closes with two important publicatiohenry
Pur cel | 6 s which by theirslteer acalagdgenturousnesmdoriginality are
amongst the most outstanding works a$ trenreandD a n i e | Purcell 6s vio
which, to paraphrase Hawkinsreamongtheveryfirst essagtowards the introduction of
the violinsonatanto this countryFurther,in the 16904enryPurcell and William

Turnerobservedhesetwo significantdevelopment@ British musical life:

Sonat ads [ alnseumentahvisikmdwiinerdgesst t

The Treble Viol also is much out of Doors, since‘thain cameso
much inrequesf. € ] Midfinds now arrived to a great Perfection
of Performancét

Further evidence fdhe rise of interest in violin playing and violin musiclate
seventeentitentury Britainis provided bythe quantity oWiolin tutors publishedt the
time. All the violin tutorsssuedbeforeG e mi n iTleArt o Baying onthe \olin
(London,1751) were addressed the beginnef?

First instuctionsabout violin playig appeared in works intended fousicians
as awholesuchagd o h n P | sacprid cevisgdeslition éf Brief Introduction to the

Skill of Musick(London, 1658, which includes #éhreepage sectiolfpp. 7880) entitled

®1 The first quote is fromthe #2e d i t i o n  oAn InfPoldustipr to thedSkilsof MusicEorrected

andAmended by Mr. Henry Purcéllondon, 169 ) , Part 111; and TinMichael s comn
Tilmouth, &é Some | mpr o voetneedn thsy iWi | Mu saiG8JIONLIST),p. 5@ (pp. 1 6 97 6,
58, 59).

%2 For a full account of all these violin tutorsese C1 ai r e S lotatedBibliography of Edxip n

English Violin TutorsPublished 1658731 Including Reissues and Subsequent Editions of Single W s 6 ,

in A Handbook for Sidies in 18-century English Msic vol. 10, ed. Michael Burden and Irena Choljj

(Oxford: Burden & Chaj, 1999), pp. 35 0 ; S hist ingluéed 66 editions.egalsoDavid D. Boyden,
6Geminiani and t AdM3IFi9%9s pp.168¥ 0§ i andudArBoestscript to
the First AMB82(L960), pgpudércandiMalcomBoydah John Rayson, O6The Ge
Diversion: John Lent oBMI18/8 @982), ppe328B32.r st Vi ol in Tutor 6,
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6l nstructi ons fdheinstrhcionsTare @dryl basfofekamplgan 6 .
fingerboardshowingthe positiorof the notes in th first position on each string) and do
notcontaina n essons andune$® However, Playford refethed Badedto hisCourt-
AyresandThe EnglistDancingMaster, which was one of the most popular sets of airs
used forcountry dancefissuedn 1651 and followed by numerous reprints until 1)728
A BriefIntroductionran through fourteeaditions by 1700and fivemoreup to 1731
After the 1658 editionall subsequeri® | a y fpontsthdorporate tunesfor violin. His
violin instructionsgradually expaned reaching in the 1700 editi@s many as twenty
pages:temf & An | nt rRadngont hen Tre bt e Vi ol i nd and
Tunes fotheTr eb | e.PVYiaglfiom@ 6Ap amlelxa 6 doniBearabte Vielit
is devoted solely teheviolin. Its first edition inc.1669(no copy has been foundjas
followed bysevenfurtherreprintsuntil 1713 with somerevisions along thevay.
Signfficantly, the 1678Banquet the firstextant violin tutor intheEnglishl angu age
triumphantlyannounce its Prefacdhatohe TrebleViolin is atthis presenthe only
Instrument in fashion, and the delight of most Young PractitsoinéV usick for its
cheeful and sprightly  u n lddiedthelarge numbeof tutorsand theireprins,
required tosatisfy thecontinuingdemandor this musicpoints to thes i o Igieat 6 s
popularityat the time

It appears thatefirstb ook actual by &otithedvbdbal t ob
0 fb.r Clind68kasDuctor ad Pandoum; Or, a Tutor for the Trebl¥iolin;
unfortunately no copy has been tra2th the 1690s as many as four new violin methods

were issuedby John Lentonand threéoy anonymous writer All of these tutors

%3 The first edition appeared in 1654, but it does not contain violin instructions.

“®See Sharpe, OEarloy, B:pgl i3sh Violin Tutors

%t was announced in tHEhe Loyal Protestant and True Domestick IntelligeBeMay 1682), and the
Eastertermcatalgue for 1682; see Sharbpe,p.0Ea6r.l y Engl i sh Vi
®JohnlentonThe Gentl emandés Di ver §ondon1683);inl@@®Thamaodrossn Ex p | ¢
publishedNolens Volens or You shall learn to Play on the Violin whether you will dréheditions

appeared altogether until 1716; in 1695 Walsh, Hare and Miller iSgue&eHnstructor on the Violin or

the Art of playingpn that Instrumenit 4 editions altogether until 1700; in 1699 Cross and Young published

The Compleat Tutdr 10 edittn s unt i | 1730; see Shaopepq96E2dly Engl
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includeafew pages of instruction (such @® basics ofotation keys,time signatures,
tuning,how to hold the violin and bow, fingering, asidnple ornamenjsfollowed by
short tunesDuring the first half of the eighteenttenturythe number ofiolin methods
increasedignificantly. Theywere publishedh continually updated editiorfeaturing
0t he 0n eAaraesdsnce tunebor examplethel719 print ofThe Compleat Tutor to
the Violincontainsonly eightpagesof text andiwenty-sevenpagesof tunes Tutorsare
usuallyadvertised on their front pages@@s o mp | e at ordvesytplailvandeasy n s 6 ,
methodor Ot he whol e ar t,yebtieingruciopsprovigledarensot he v i
rudimentary that withouhe assistance of a violteacherwonly scanfrogress could be
made

Who weae these amateur violinisthiese6 p r a ¢ t anthat aeligletful s
I nst rAalrheeigid conventions deventeenthand eighteenticenturyBritish
societyplacedclearrestrictions upon women and ma their choice of instrument.
According to these conventions, the violin wag of themost appropriateastruments
for men only.In conduct books s uc h as Theddung LtiesConddcs
(London,1722), one carfind typical advice that: 6The Harpsicord SpinnetLuteand
BaseViolin, are Instruments moagreeable to the Ladies: There are some others that
really areunbecomindto] the Fair Sex; as thelute, Violin andHautboy®’ North also
lists theinstruments suitable for medé=or men the viol, violin, and the thimase
instruments organ, harpsicoehd double base, are prop®t

Amongwell-known amateur viofiists werefor exampleSi r Thomas Hanme
Speaker of the House of Commgphse n r y N AceodiritaattGeneral in the Excise
Office; Sir John Clerk of Penicuikvho studied with Corelliin Romé a Scottish judge,

politiciainand ant i quar yabotansshasdsapothécetyrd Richard

®7 John EssexThe Young Ladies Condugiondon: John Brothertori,722), p. 84

% wilson, p. 16. The violin was regarded as too difficult for a woman, and also it deformed her body. The

role of music in a womandés | ife is disclhaughsd in the
[ € dn the Use and Advantages of $ity and Other Amusements Most in Esteem in the Polite World
(London,1765),pp. 634 ; and O Wr i tThedMnoletDuty af a Woendny ad a Guide to the Female

Sex, Fom the Age of Sixteen to Six8yd edn(London, 1701), pp. 49.
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EdgcumbeThomas Erskine,tf Earl of Kelly and John Perceval, 1st Earl of Egmont
politicians. They allorganigd informal domestic concerts in whiamateur as well as
professionaliolinists took partSonatas orany artmusice r e 6f or t he | earn
S c i e namelydfqr those performeveho had to e both educated and in regular
training This in turn requiredeisuretime and money for priate lessonsheet music,
instrumentswhich, of courseonly the betteroff classes could affordconomic
development inthe late seventeenttentury markedhe increase of affluemlasses and
the beginning of thé ¢ o n sruenveorl ut i 0.% e growingsrosperiagi n
dniddling sort®had the meanambitionand desire to consunh@ury commodities and
the fashionabl@astimes pnaously accessible only to théite. To be part of thbeau
mondeo r Ot h eequihdlcortirdlig evidence ad n ed&f si n eandclaasiyt e 6
amateumusicmakingor some musical educatiéeatured among such eviden@es

the @mmentator inhe Weekly Journa{18 Decembel 725) observed:

Musi ck i s so ge kegltarglthhtytislaopopkr bodv 6udp conf i n
as a want of Breeding not to be affected by it, insomuch that every

Member of theBeauMondeat this Time either do, or, at least, think

it necessary tappear as if they understand'it.

The increasing numbers ofthes&e w connoi sseur shadafgreabimpaets si c a
on musical life ineighteentkcenturyBritain, particularly oncomposersthe subject of

discussiorin the next chapter.

Conclusiors
In the first few decades of tlseventeentibenturyVenice was the principal centre

for the composition of violin sonataseforeit was passed tblodena Bolognaand

%9 0On the consumeevolution in eighteenticentury England, see NéilcKendrick, John Brewer, and John

H. Plumb,The Birth of a Consumer Society: The Commercialization of Eighté&antury England

(London: Europa Publication$982).

For a fulldiscussion ontheeaumodei n London, see Wi Culuremmd thev@apir , 6 Mu s
City: The Epoch of th8eau Mondein London, 17061 8 7 0 Goncerit Life in Eighteentl@entury Britain

ed. Susan Wollenberg and Simon McVeigh (Aldershot: Ashgate, 2004),{89. 71

" Quotd in Ibid., p. 77.
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Rome whereC o r sadrtistic acivity opereda new chapter in thg e n ristarys
Throughout the century in Itglgndthen Austria and Germanyiolin techniquewas
developedapidly throudn the medium of the solo sonataeawhile, the tio sonatavas
nottreated as a vehicfer virtuoso displayThetechnical achievementd British
violinists were comparatively modekefore 1650not leasbecause violins were used
almost exclusigly for dance musicandviols and fantasia( fancie$ held the most
significant positiorin contrapuntal consort musithe Englishschoolof viol-playingwas
famousthroughout Europand according to André Maugar§,s ur pass® toutes |
n at i “oCorgirtentaliol-players, especially fror@ermary (includingPaul Kress,
David Adams, andugust Kuhnel)travelled toLondon to perfect their techniquehile
English violistswere invited to perform a&ontinental courts (for instanc@/illiam
BradeandThomas Simpsor® The excellence of Hylish viol musicin the middle
Baroqueis alsoattestedy the remarksf Continentalauthors such aglarin Mersenne,
MaugarsandJeanRousseatl’ This strong tradition andtatus of viomusicin England
was one of theeasos why there wasome resistance the new trenaf empbying

violins in chamber musidn Thomas Macé ewnwords

It is no Good Fashion to bring up a New, and cry down an Old,

whichisfarBetter [ é] Now | apprehend | hear some s
Newsf ashi ondd Musick the Best; so does a Chi l
Pipe, &c. which must needs be, because they never Heard any’Better.

Howeer, in spite of oppositiofrom manystaunch supporters of the vidisho

neverthelessemained faithful to this instrument well into teghteentttentury),the

“Andr® Maugars, OResponse faite “ un Curieux sur |e
premier Octobre, 1 6 3 9Maugars céiebre jauelr dieore (PEris:rAeCaudinT hoi nan,
1865R 1965), pp. 3.

Blffrey Pulver , OPMAd&nhGess. (1820) pp. 1A fpg.I12,dh.d 6 ,

" Marin MersenneHarmonie wiverselle(Paris Pierre Ballarg 1636), pp. 204; for Maugars see note

above;and Jean Roussealraité de la vole (Paris: Christophe Blrd, 1687), pp. 1718; Native authors

such as Simpson, North, and Madsoemphasiséthe high status of English viol playing.
“ThomasMaceMusi ckdés Monument ; Or , a Remembrancer of the
Civil, that has ever been known, to have been in the Wbadddon, 1676), pp. 233, 237.
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ascent ofhe violin could not be preventé¥Further the polyphonic ideal of viol music
became increasinglybsolete.

The fantasissuitesof Coprario, Lawes, Jenkins and Uaeinitiated a taste for
violins in Britishchamber musiduring the Restoration the violeventuallysupplanted
the viols,becominga |l | t he rage among the fashionabl e
utensil of Apollo, the violin, is so universally courted, and sought after to be had of the
best sort, that some say England hath dispeopled Itallyiob | ’T Thenircr@asing
number of amateur violinists or lovers of the viplamd the birttof a new type of the
violinist i the virtuosowvho, along with a vocalist, was treated likéstal6 had an
important effect in raising theocial statusf the violin and violin musié® This ever
expanding passion for the violand for musical seléducations further reflected in the
number of violintutors published at the time.

Although Italian sonatas had been circulating in both manuscript and print in
early seventeentbenturyBritain, they did not at once triggardeluge of imitations.
As Lockenoted in 1656n the Preface to hisittle Consortof Three Partsd never yet
sawany Foraininstrumental Composition (a few French Corants excepted) worthy an
English mans T a n s ¢ rButBmost ghisty years lateRurcellfound a foreign style
oworthyoé to be r ec whitheemtheudcadtle 168%e2of ENngl i s h
sonatas6 6ritsAuthad , he has faiahjffwst yi mndeaaivonur d@fd
I 't al i an Ma snbtenistaken ir tiée]powbkref thie Balian Notes, or elegancy of
therCompositions, which he woul Atthe#medhmmend t

mosto f a moé d | t avhsjuadoubteysCorellr, whoseccess had a powerful

" The important factor in the fall of the viols is that they could not provide sufficient volume of tone for
performances at theatres and concert halls.

TWilson, p. 359.

'8 Beforethe Restoration the violin was strongly asgated with itinerant fiddlerperforming dance music

atfairs, taverns, and innas Hawkins need(l, p. 687), the violin 6was in th
been so degraded that the appellatn  of Fi ddl er was a term of reproach
|l icentious behaviour; in 1657 a clause addressing 6
Vagrants and wandring, idle di s st¥agantsandoamding, ns d; see

i dl e di s s oActsdneOrdinances ofithe Iditerregnum, 1:84650(1911), pp. 1099;
http://www.britishhistory.ac.uaccessed 15 September 2011].
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influenceon the popularity of the Italiagonata. b sondas became models of authority
and excellencér contemporarfEuropean composershey were valued especially for
their welkproportioned formp gr ace, and el egance in mel ody:
purityinh ar mé°ny 6 .
The firstBritish sonatas were written not for solo violin fumsembleThe
violin sonata tok rootin Britain relativelylate,at the clos®f the seventeenttentury.
Throughouthe seventeenttenturyviolin technique was developirigrough the medium
of airs, dance tunes and music émsemble, whiclvere not intended forirtuoso
display.As a resultviolin techniquen Britain was not as highly developed as in Italy,

Austria and Germany.

" Burney, i, p. 990.
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CHAPTER?2

Composers and centres

In the first half of the eighteenth century eleven British composers published
collections of sonatas for violin and basso contifigthese composerare little known
today some brief account of thdives should be included ihe presenstudy This
chapter seeks to answer such questiong/ase thee composensell known in the early
eighteentltentury?Did they havesuccessfuimusical caree®What was the musical
environment in whictheyworked? Wheremight theirviolin sonatahave been
performed?n order to facilitate the following discussidmetcomposergoncernedTable
2.1)have been grouped integional centregéTable 2.2) according to thelace oftheir

musical activity

Table 2.1.Composers in order of birth date.

Composer Place of birth
Robert Valentine 16747 1747 Leicester
William Viner ? 1716 ?

William Croft 16781 1727 Nether Ettington
Barnabas Gunn €.1680i 1753 Birmingham
Henry Eccles c.16811 173545 London
HenryHolcombe 1690-371 1756 Salisbury
Joseph Gibs 16981 1788 Colchester
Michael Christian Festing 17057 1752 London

John Humphries c.17077 1733 ?

James Oswald 17101 1769 Crail (Scotland)

Charles McLean 1712.1770 Marnoch (Scotland)
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Table 2.2.Composers and cass.

Centre Composer
London Croft
Humphries
Festing
Holcombe
Edinburgh McLean
Oswald alsoactive inLondon
The English Provinces Gunn Birmingham, Gloucester
Gibbs Dedham, Colchester, Ipswich
Dublin Viner
Paris Eccles
Rome Valentine
London

In 1700London with half a million inhabitantswvas the largest city in Europe and
thefourth largestin the world, aftelConstantinople, Peking and E(itokyo).! In thefirst
half of the eighteentbentury he numbenpf affluentprofessionals (such &swyers,
physicianssurgeons, apbecarieshigher clergy, accountantsiilitary officers,or better
off artisan$ and families engaged in trade ar@immercancreased to approximately 20
25per cent of L 4Atdoaghtbissecpon pisodiety(teferoed to at the
time as 6t he middl e)wasleastwielofhtidan therweaithypper mi d d |
class (35 per cent), it wastill financiallyindepemlentandofteneagerto be part of the
beau mondeThiswas the markefincluding the uppeclasg which performers,

composers and publisrs targetetbr the sale oprinted music, concert tickets antlusic

! peter EarleThe Making of the English Middle Class: Business, Society and Family Life in London, 1660
1730(London: Methuen, 1989). 17.

Z|bid., pp. 801. The remaining threquarterso f t h e ¢ dafion toaslstédsof lgbaurens, servants

and the unemployed.
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lessons.
By the middle of the century Londdrecame one of the most important musical
centes inEurope where theumberand variety of musal activities on offer were
unrivalled byanyother Ewopearcity, and where musicians hathnymore possibilities
for various types of employment and fteece careerdn 1754 acommentator in the
London Magazine o mp | ai ned t h greatbosiness af a fe@ple.&rete 0
how far, how scandalously it has of late prevailedweh, in our country, let the
shameful number of concerts now subsadiffor in this kingdom, declafe é§° These
opportuniti es f oalsor@agnieddytmartyioreignmasiandas we r e
Mattheson observed 1713 6 Blwho in the present time wants to make a profit out of
musicbea akes hi mse'lf to Engl andbo.
At that timeltalians comprisethelargest group of foreigmstrumentalists,
singersand composetving in London?® It is astonishing tdearn that among themere
as many as four of Corelliés most cel ebrat.
Geminiani,who remained in the English metropolisr most of his life ¢n andoff
betweerl714 andlL759)° contributing to the development of an English school of
violinists and composers, and influencing a circle of his stisgamong therkesting,
Matthew Dubourg, and Charles Avison;
Gaspardvisconti, known a soro6 @aGagguaidoniindmd702 td706);

Pietro Castruc171550)| eader of Handel s opyearsa or c hes

5Quoted in Sadie, OBrli7t90s6h, Cph.anthler Musi c, 1720
* MatthesonDas Newuerdffnete Orchestre. 211; trans. John Fullddaitland, The Oxford History of
Music 6 vols. (Oxford: Clarendon, 1902y, p. 316.

®SeeL owe | | E. Lindgren, 6The Great Influx of- Italians
1 7 1 0 Ar¢angelam Corelli: fra mitce realta storica (Fusignano, 114 settembre 2003¢d. Gregory
Barnett, Antonella D6Ovidio and Stieppalhdd4, Sinon Vi a, 2 v

McVeigh, Ol tali an-C¢indluirryi dToeEijbteedientiy Dasmpora oflitalian

Music and Musiciansed. Reinhard Strohm (Turnhout: Brepols, 2001), pp-28%nd Stanley Sadie,

6l talians and Italian -Cast uwuyndhigianddd @B, ipxr 29809. Ei ght ee
® See Enrico CarerkrancescaGeminiani (16871762)(Oxford: Oxford University Press, 1993)p. 845.

Between 1714 and 1759 Geminiani spent some time in Paris and Deilelimi ni ani 6s i nfl uence
advancement of the violinoThehettdsroiDr@huiles i s menti oned
Burney.Vol.1:17511784 ed. Alvaro Ribeiro (Oxford: Clarendon Press, 1991), p. 144.
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GiovanniStefano Carbonel(i171972) lealer of the Drury Lane Theatre band and

freelance violinist.
There, too, passeatiroughsuch renowned virtuosos Beancesco Maria Veracini (1714,
17338 and 17415), and Carlo Tessarini (1748). In addition tdtalians an increasing
number of German musiciaf@lowed in thefootsteps of ThomaBaltzarandsettledin
London where they became part of thea p i nuaidal 6cene mostnotably Gottfried
Keller, Pepusch, Handel, Johann Ernst Gallard Johann Friedrich Lampe.

Thenumberof chambemusic compositionpublished in early eighteenttentury
Britain (discussed in Chapter B)dicates the popularity of domestic musiaking in this
period.Records othese private concerése,understandably, very rare; few references
can be found icontemporaryetters, novels, odiaries(including thosey Claver
Morris, JohnEvelyn,andRogerNorth). One suchdiary referencementions a dinner
party during whictsevenyearold JeremyBenthamhad givenba s peci men of hi
Proficiency i nHBno d#dingssnbtys.A puttheninsighgiriio the
repertoire of domestic musimaking can be gaingdom records ofrivate music
collections For instance, among the violin music collected-ingerthere weresolosby
Veracini,and¢Corelli, & oth. greaMast™®

Unlike elsewhere in Europeyistocratic familiesn eighteentkcentury Britain
rarely had permanent musical ensembles in timiseholds® They usually organé

small private concerts for selegtoups of friends during whiclpaid professional

" After George | became the first British monarch of the House of Hanover (1714), German musicians
appeared in Britain in ever increasing numbers

8 See for exampleEdmund Hobhouse (edJhe Diary of a West Country PhysicighD. 16841726

(London Simpkin Marshall1934), pp. 18, 393, 64, 845, 96, 103, 125, 134, where he mentions concerts
in the household of Claver Morris.

° Charles W. EveretlThe Education bleremy BentharfNew York: Columbia University Press, 1931), p.
6.

YsSee Peter Hol maegoneof 6T dhtet fSrail @d CRitrager 6 s Music Librar:
Concert Li f,&MARR43(20160), pp.@I80 s 6

1 James Brydges, the Duké Chandos employed a baatiCannons in the 1710s and 20s, for which
Handel and Pepusch composed several pieces. Also Wriothesley RussBilik2 of Bedforgdto whom
Nicola Cosimi and Francesco Haym dedicated their sonatas, had his private ensemlmifidanse of
musical life at Court gradually declined, and members of the royal family more and more frequently
attended public concerts.
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musicians performedhamber musid-esting in hisdedication to Other Winds@rd Earl
of Plymouth notes that hisanatafrom Op.1 were performed at such privatencerts:
dMy first essayhave hadthg ood f ortune to please your Lol
Appendix B).Regularconcerts were helJ&among othersat the housesf Lord Brooke (a
subscriber to Hol cs@pb®%heDuepof Rutlanddansdbschbers t i n g
to Fespilivgdsl Gl combeds Op.asubscripertohe Ear |l o
Festing ©p. 1),andthe amateur violinists Henry Needler and Lord Edgcurbbéh(
subscribedo Holcomb@® ©p. 1)*° Some of them were responsible fiviting Italian
musicians to Englandor examplethe Duke of Rutlanihvited Carbonelli**

With the opening ofhe firstcommercialpublic concerts byohn Banistein 1672
chamber muis increasingly became a pubbwent> In 1678 Thomas Britton, eoal
dealer and book collector, transformed his house in Clerkenwell into a fashionede
room,where br almost fortyyears(until 1714), onThursdag, concerts werattended by
renownedmusicians (such ddandel,or Pepu s ¢ h )the ald, the ydung, the gay and
fair of all ranks, includingt e hi ghest o%Thesalecaf ahobiuéi 6f 6Br i
largecollectionof musicfeatures, among otteCroft6 s vi ol,CorebhadasOp.
ando vi ol i n s o bhndRepushhsyggeltny thatViolini sonatasverevery much
partoft hes e meet i ‘hHpwkis meatipns in hisistory thatthe famous

violinist Matthew Dubourgperformed as a chilthe firstsolo,6 whi ch wasonbabl y

I'n his letter (dated 19 December 1741, London) to
concertat or d Brookeds where Carbonell i pl ayed the first
performers of note that | have yet heard [in London

http://ichriss.ccarh.org/HRD/ [accessed March 2014].

3 The concerts in these hses are mentioned in Hawkinis,p. 806.

“The Duke of Bedford invited Francesco Haym and Nicola Cosintiprd Burlington invitedPietro

Castrucci.

' For a full account of the first public concerts in England, see Tilmoéuthh emMusic in England,

16751720 6, PP. B2 concertsvere firss mentioneth the presén December 1672, though

they may have been in existence earlier (since 1660, according to Pepys), and they can be traced through
newspaper advertisementdsun | January 1679, a Theyaaalsoldestribedby Bani st e
North, see Wilson, pp. 362.

® Hawkins, I, p. 700, see also pp. 788; and EdwardVard,A Compleat and Humorous Account of all the
Remarkable Clubs and Societies in th#eS of London and Westminst@nd edn (London, 1746pp.

2993 06; and Curt i-Goallrli MIod19/1630 (h9Z8), BpmEOB2I

Y This catalogués reproduced in Hawkins, pp. 7923; see lots31, 67, 68 and 143 in particular.
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of Cogirepullidad s Brittdhoés concerts

By the 170sat least a hundredifferent venuesn Londonwere usedegularly
for public concertd® including theatres, playhousdis ery halls tavernsandGreat
Rooms (such ahe Little Tennis Courtyork Buildings Mr Ogled s R or Mm
Topham of whichHi ¢ k f o r daitilame®&teatwasthe most importarhall at the
time). Two types ofconcerts: thesubscriptiorseries ando-called benefit concerts
predominated’

The Londonconcert seasopegan in October anénded in Mayor June
Concertconsisted oboth vocal and instrumental music, occasionally with a chorus.
There was nauch thingas a violin recitalThe price of admittance was generalsy bhe
following is a typical concert announcement in the contempamaass (thedaily

Journal 20 September 173&sue 5795

For the Benefit of Mr. Clarke [é] a Concert
Musick. Particularly, a Solo on the Violin by Mfesting, and several

Songs by Mr. Beard from the Opera in Covgatden, Mr. Clarke, and

others. The best Hands that can be got are provided from the Operas.

[ €] Tickets Five Shillings each.

Advertisementi newspapers confirtihatin early eighteentitenturyBritain the violin
sonatapsuallyc al | ed © h e SV | as bne oftie mosixcommon items the
programme opublic concerts, especially at benefltsfortunaely, thec o mp os er s 0
nameswererarely specifiedn the pressiotice

Otherthriving performance locations dlhe timewereprivate and semprivate
music clubs and societies, for whigdmission wasestricted tanembers antheir
guests Groups of botramateuand professionglerformeramet on aregular basis tplay
chamber music. Some of the mpsbminentLondonsocieties weréhe Apollo Society

the PhileMusicaeet Architecturae Societagth masonic rituals led by Geminiaratthe

8 Hawkins, i1, p. 791.

¥ Rosamond McGuinness and Harry Diackdn st one, 6 Co nc e rMusidin Hritain:The Engl an
Eighteenth Centuryed. Diack Johnstone and RogerkeigOxford: Basil Blackwe]l1990 ), pp. 305 (p.
38).

20 For a full account of thesmncerts see Ibidpp. 3943.
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Queenbds Head) , (athhe CastidavermtiaPatel$oster R@ytagdthe
Philharmonic Societyat the Crown anénchor Tavern)The subscription listso the
Solosunder scrutiny (discussed @hapter 3)nclude several musical societjg@gich
means that violin sonatas wererformed at theoncertof societiesSignificantly, n his
dedication to the Apollo SocietiFestingemphasises that he composed®s 4 Solos
for dhe practicéofthnes o c i et y 6 seeApeendix 8)rlt shoyld beadded thadt
that timepublic concerts were usually given to fairly small audieraféen of no more
than 200 people, particularly in placeslsas taverns, clubsey GreatRooms and heir
emphasisvas on informal musienaking?*
At the turn of the eighteenth century, the demand for music and dance in plays
wasincreasing.m  Pi n k et h mbormedvghout lotenesid6@9),for example, a
sorata is performed during Act I, Scen&i6 G a s p, a vidlinist irothe Theatre Royal
orchestra, gtablished the common practieeperforming violin sonatalsefore aplay
and/or between the acts. From 1702766he appeared as a soloist at the Drury Lane
or DorsetGarden Theatre on at least eiglkight evenings® Press notices usually
includebrief informationthatt her e wi | | b enatas srethe@iolimbdy 1t al i an
SigniorG a s p e*tThertradition of performingiolin sonatas in theatres wesntinued
afterGaspa i n i drtare ftbm fhecapital in 1706as is evidenin thel714 season of
the Haymarket Theatrduring whichVeracini performedd a Sol o of Cor el | i 0
operaCroesu®, and al so O0the aomndé@rdal plvowpwed @d I
the ViolinoAminiusp;a whedWAmml A723 aa 22 April 1724 at Drury

Lane Carbonel |l pl ayed iom Ascotn altla,6 ScoeneBeivid

L Large concert halls desigd for 8081000 people were buiih the secondhalf of the eighteenth century.

In 1775 Johann Abraham Schulz in his article 6Sonat
performancesn such small music societies, see William NewnTdrg Sonata in the Classic Eflew

York: W. W. Norton, 1983), p. 24.

2 price Music in the Restoratiofiheatre p. 32.

#Lindgren, o6ThealGraaso)npl ug30f |

4 See, for example, the announcemiartheLondon Gazettef 29 Oct. 1702and inthe Daily Courantof

19 Apr. and 13 May 1703, 30 Ma7M4, 15 Jan. 1705, and 22 June 1706
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comedyThe Conscious Lovefd

Fi nger 0s Sonatak XllgRrotDiversis Instrument@p. 1 (London, 1688)
suggests that sonatas were usethéliturgy during the reig of James Il. Finger, who
wasemployed at the Royal Chapel in 168,/dedicated this set to the king and noted that
these pieces were pl aymeusiicna tCaep éRolyaael Roehgaipa
However, the edier Venetian use ofiolin sonatasn the liturgyhad no counterpart in
the eighteentkcentury Anglican Church.

The artistic activity of Croft, Humphries, Festing and Holcombe took place in this
vibrant and highly competitive musical environme®xoft [Crofts]*’, a descendant of the
Crofts family of Croft Castle, was born at the Shirley Manor house, at Nether Ettington,
Warwickshire, and baptised there on 30 December 1678. He was brought up as a
choristef® of the Chapel Royal under John Blow, of whom he was also a student and
protégé®l n 1700 he was appointed organist at t
in 1711) and in May 1704 he and Jeremiah Clarke became joint organists of peé Cha
Royal. Three years | ater, after Clarkeds d
on 1 October 1708, Croft succeeded his master as organist at Westminster Abbey as well
as O0Tuner of the Regals and Or gapons$, tkNesCén

|30

Royal™Fr om t hat point onwards Croftodés career

% See theDaily Courantof 19 Feb. 1714 ¢sue 3845) and 1 May'14 (ssue 3906)for Carbonellj see
Philip Highfill, Kalman Burnim, and Edward A. LanghaisBiographical Dictionaryof Actors, Actresses,
Musicians, Dancers, Managers & Other Stage Personnel in London; 1800, 16 vols. (Carbondale, II.:
Southern lllinois University Ress, 1973.993),111, p. 54; and th®aily Courant 22 Apr. 1724 @sue 7021).
% Holman,Four and Twentyiddlers, p. 413.The set contains 3 sonafas violin, bass viol and continyo
3 for 2 violins, bass viol and continu8for 3 violins, bass viol and continuand 3 for queet
““"Croft6s name was sometimes written with the added
that period.

%8 The exact date when he became a chorister is unknown, but he would probaliigémedout eight or
nine because that was the age wirarst boys entered the serviceedan SpinkRestoration Cathedral
Music 16601714(Oxford: Clarendon Press, 1995), p. 52.

®Forafulleraccounto€r of t 6s | i fe see: orkdafWr i kb appp.@SBpMEdiaGecul ar
Carpeh er , O Wi | | Flarm2(PaED. dids.t Univetsidy 6f8Birmingham, 1970); aatso Burneyi,

pp. 4807; and Hawkinsyi, pp. 7967.

®For further details of Croftos eantDawddiasackit i cal appo

Biographical Dictionary of English Court Musicians 148314 2 vols.(Aldershot: Ashgate, 1998}, pp.
319-21; Watkins ShawThe Succession of Organists of the Chapel Royal and the CathefliEahgland and
Wales from d.538(Oxford: Claendon Press, 1991), pp. 1I®-20; Andrew Ashbee and John Harley (eds.),
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music. In July 1713 he matriculated at Christ Church, Oxford, gaining the Doctor of
Musicdegre€? Hi s 6exerci sesd on t haatngtheTceatgdf on we 1
Utrecht, published in 1715 &usicus Apparatus Academicus$e died on 14 August

1727 in Bath and was buried close to Henry Purcell in Westminster Abbey.

According to several contemporary writers, Croft was, in his day, one ofdkie m

admired English composers and O0the univers.
eminence in the profession seems Mo have b
ThomasBisse one of Croftodés admirers, dedicated

on 7 September 1726 (at the anniversary meeting of the Three Choirs) to Croft, during

which he expressed his:

Esteem for [ Croft 6®hnhappygenius, comstaimt, by j oining
study and application, h a vialis,8icdual 6d6 any of
Gibbons, Child, Blow,Ruc el I , gr eat namealithesen t he Pr of es:
if living, would readily admit Croft upon thelRoll. These Masters in Musick,

as allother Authors in their kind, havewerally their owrStiles, each differ,

yet all excellent: Ad you have yours, which is not inferior to &fly.

Robert Gould in his el egy -MaStarMt. Heery Deat h of

Purcell 6 (1wm®sgtanal etdo c@nt @fst ,a twhose Southay ¢ 0o mp o s

Seeds of equal [to Purcell] Harmoh@n Thee (ifPoetsWishes may befriend double

Portion of his Skilldescend¥ ou f ol l ow fastest® the bright I
Croftds out put -khosvn fprhisMugich $acrgdl724%), aive b e st

volume collection of thirtyone anthems for one to six voices in addition to his famous

Burial Service, which has begerformed at almost every state funeral in Briarner

The Cheque @&ks of the Chapel Roy&vols., (Aldershot: Ashgate, 2000i),pp. 45, 47, 49, 51, 196, 208,

221.

%'seeHarnDi ack Johnstone, OMusite afndlChic&dife iniBighteentne Ox f or
Century Britain,ed. Susan Wollenberg and Simon McVeigh (Aldershot: Ashgate, 2004), p21899

% Burney,li, p. 481; A similar st@ment can be found in Hawkins,p. 797; and William Haye®emarks
onMr.Avibknbés Essay on Mondon:d.aRbbingor, 768),es17. o n

% Thomas BisseMusick the Delight of the Sons of Men: A Sermon Preached at the Cathedral Church of

Hereford, at the Anniversary Meeting of the Three Choirs, Glocaatercester, Hereford, September 7,

1726(London: W. & J. Innys, 1726), pp-8

% Robert Gould;The Works2 vols. (London: W. Lewis, 1709),p. 241.
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since®® Al t hough Qndadputalion asfa@ameoser are derivedstmntirely
from his religious music® heleft a considerable number of secular wotk fact, his
first published pieces (betwe&i@00 and 1704) were all secular and included songs,
suites for harpsichord, violisonatas, trio sonatas and also ieaighl music for at least
four plays staged at the Drutgne Theatré®

Unl i ke Croft 6s, otwel dopumentedE\erdtboud afwek iinss 6ns
entry on Humphries in hidistoryi ncl udes only a short descri|
style, itis still the most informative eighteententury source on thigiolinist.>
Humphries is mostly known as the comgiosf twentyfour concertos irseven parts in
which he was one of the first in Britain teauwind instruments (publish@dsthumously
in 1740 and 1741). He also wrote twelve trio son&td@orn inc.1707* hewas, in
Hawki ns6és vi eoffpromisiag paris,andg gopdem f or mer on t he
Unfortunately thispromisig t al ent , wlIMornirgofie lde opehsawith 6t h e
Brightness, [and] hisMerd i an may a p pdedprematirdlyrghelageft r e 6 ,
twenty-six on 26 March 173%

Festing born on 29 November 1705 in London, was a student of the violinist

Richard Jonesi(L744) and afterwards of GeminidfiHis first recorded public

(@}

appearance took place on 6 March 1723 at

% Significantly, this is the first singleomposer anthology of English ecclesiastical music printsdane

format rather than in parts.

¥For details of Cr of ResterationtCathedrhl Musips 17685;alsoe e Spi nk,
Christopher Dearnleygnglish Church Music 1650750 in Royal Chapel, Cathedral and Parish Church

(London: Barrie & Jenkinsl970),pp.248; and Robert L. Scandrett, O6The |

(16781 727) 6 (Ph.D. diss., University of Washington, 1
On Croftodd csecwlearHamus soks o6Thavi SécamaCrwifto; for

Price,Music inthe Restoration Theatyg@p. 1578, 171, 1978, 2289, 23841.

% For afull list of these works, se&/at ki ns Shaw and Graydon Breveks, O6Crof
VI, pp. 71316.

%9 See Hawkinsy, p. 893.

“Foraf ul | list of HRepekkas &Fs i war k $ HGRBexdpp.i5228., John, .

“1t is not known where he was born and this date of

to hisSolos(1726) that he was nineteen years old at that (8ae Appendix B)

“Thisquot e comes from t hSolofHisddathiseoteth DheluGehtr i emdsos
Magazine for the ¥ar 1733 p. 158.

“Elizabeth M. Lamb and Mel ani e Gmowiwgpp.&323;and6Festing
Charl es CudgnvorMihe h aoeFNMER I, pp. $0857.a n 6
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of William Douglass** For the nexttwentp i ne years, Festingods |if
in involvement in variouaspecs of music makng: as a composer, violinisteacher,
conductor, publisher, impresario, music director, antbemder of musicadocieties.
At the time of his death, 24 July 1752ewas one of the most promindigures in the
musi cal l i fe of LsgFedsotni.n g ndé vBaushiefeymustorefeod edr  a
the musical establishment here, [whojjaired a weight and influen@e his profession,
at which hardly any muéfician of his class
On 4 November 1726 Festingceived a postih h e K iusicgBasd, akidn
1737 hebecameleaderf t he or chest r & Agearlateh(8738Khengds Th
founded, along with a flautist Carl Wei dem.
for the Support of Decayed isflknewnfromali®® and T|
asthe Royal Society of Musicians. For the following thirteen years he acted as honorary
Secretary of the Socief§lIt is worth noting that in 1740 the Societyeadyhad228
membersamong whom were some of the most illustriousisiass ofthe daynotably
Handel, Boyce, Greene, Arne, Pepusch, Stanley and Hayes.
Pleasure gardens became very popular musical venues for summer concerts in
eighteentkcentury LondonOne such gardemanelaghyas opened to the pubiic 1742
andFesting wasippointed itdirst Musical Director. Hs responsibilities included
conducting t he dBpmsingdvocahstrivhergal ncudic fahese
concerts? Additionally, accading to press notices, performed in numerous concerts

organsed at Hi ckforddés, York Buildings, the LI

4 TheDaily Post,March 6, 1723 @sue 1072).

“His deathis notediihe Gent | eman 6 s edmlgsep B3, &estngis desciibed hate as

6an excellent performer on the violiné.

“°Burney, i, pp.1011-12.

“"lbid., 11, p. 1004.

“8 Betty MatthewsThe Royal Society of Musicians of Great Britain, A History 17383(London: The

Royal Society of Musicians, 1988), p. 5.

49 Seelbid., p. 3; and Betty Matthew3he Royal Society of Musicians of Great &irit List of Members
17381984 (London: The Royal Society of Micians, 1985), pp. 184; andPi ppa Dr ummond, O6The
Society of Musici ansML58/319A8, ppE26§ht eent h Cent uryod,
* See Mollie Sanddnvitation to Ranelagh, 1742803(London: John Westhouse, 1946), pp-43
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Hall, the Devil T aMesrohthesgenomnardesvere leenefitd Hal |
for different musicians, duringwhidhe pl ayed ¥YanoSohoé. oReshengd
benefits were usually givenatHieckr d 6 s Hal | , fMach 1824, 80viiafcle , o n
1726, 15 March 1728, and 21 February 1729.
Festing was involved, both as violinist and composer, in several musical societies
such as the Academy of Ancient Music, the Apollo Society, the Philharmonic Society, the
societies at the Swan (Cornhill) and Castle taverns (Paternoster Row) and as leader in the
series of ¢ on%leadditontadompdsing &nd performing in almost
every London orgestra, hevas also sought after as a violin teacher; one ahlost
famous students was Thomas Arne (1780). Besides violin sonatas, Festing composed
twenty-six Concertosa SevenPdas, tri o sonatas, Mi nuets on Q
KingGe or ge 6 s odescantataglaadysengs.
Hawkins summed up Festwssngbs achievement .
A master of the violin, and a very el egant
wasperfected in his musical studies by Geminiani, under whom he acquired
such a degree of skill, as, cultivated by his own natural genius, enabled him,
at least so far as regards composition for the violin, to form a style original

asitwaseleganf. ] as a composer, particularly of s
the nature and genius whereof he perfectly understood, he had but few&quals.

The writer and composer John Potter al so o]

esteem, for obliging us with some compositions in a fine taste. He is a composer of great

mer*Bwr.ney, on the other hand, considered 't
composition, and but a sKFBRespiwvt enBasmedygeées i
Festingbés violin sonatas were very popular
6a benefit concert for any English profess:

*1He performed, for example, on 26 Feb. 1724, 2 Apr. 1731, 8 and 16 Apr. 1736, 25 Sept. 1736, 4 Jan.
1739, 4 Jan., 22 Feb. and 11 Apr. 1740, 10 Feb. 1743, 4 Apr. 1744, and 6 Feb. 1745.

2 Burney, I, pp. 1005, 1011also Hawkins|i, p. 892. Festing dedicated his 12 Concertos Q@.734)to

the Philharmonic Society.

Foraf ull |l ist of FesQovelgbp.7280r ks, see Lamb,

> Hawkins, I, pp. 8923.

%5 John PotterDbservations on the Present State of Masd Musicians, &c(London: Printed for C.
Hendersonl1762), p. 59.

*Burney, i, pp. 101112.
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Mr . M. C> ThéseSslositherefabe, musthavebemy ar ded by Festing

contemporaries as interesting and entertai

reprint Festingb6s sonatas after the compos:

considerable demand for this music.
In contrast td~esting,Holcombewas primarily a singer and composer of vocal
music. He was born probably in Salisbury but the exact year of his birth is uncdfiain

suggested dates range from 1690 to 18®irney states that Holcombe was brought

upasachoriste of Sali sbury Cahehogaktoaglashastreblewas ¢ al

voi ce c 9 intthe eadyeyehts of the eighteenth century Holcombe arrived in

London, where he began his singing cameR6 February 1705 at the Theatre Royal in

DruryLane®®*Duri ng the 1705 season he was call ed

andthe press, but in 1706 he was eventually called HolcdhBem 1705 to 1710 he

wasvery active as a singer a’hHesdangRiemesteina O c O

thef i rst perf or manc e sCamila(1@6)thegpartrof theBagaionci ni 6

Thomas CRosapandin®Psur c el | 6TéimomodAthgnaed3he Tempest;

or, the Inchanted Islancalso between the acts Bifie Recruiting Officef’* and in several

concerts held for his as well as other proj

After 1710 his name does not appear again in press advertisements or concert bills until
26 February 1729, when he lLane®®Mpartfaom sitgingg o wn

Hol combe was a very successful teacher of

*"bid., p. 1012.

%8 According to Highfill (A Biographical Dictionaryvii, p. 357, Holcombe was born in 1693 in Salisbury;
wher eas iHistolBdo Ineymlse 6 s djigen @ax.1690 (Shlisbury).h i s

**Burney, I, p. 985.

%0 See théDaily Courant 26 February 1708ssue 894)

®11n 1705he performed at Drury Lane on 27 Feb., 1 and 12 Mdrand 30 Apr., 16 May, 16, 26 and 28
June, and 5 July.

2Burney, I, p. 985.

#¥See Olive Baldwin and Th eGravey, xiWp.l6Xk617 nalso Highfil, A c o mb e, He

BiographicalDictionary, vii, p. 357.

% See Emmett L. Avery (ed.Jhe London Stage 166&B0Q 5 wls. (Carbondale, Ill: Southern Itibis
University Press, 1960), pp. 112 (forTimor), 119 (forThe Tempe}t126 and 131 (foThe Recruitiny
® For example, in 1706 he germed on 30 Mar.1 and 18 June, 13 Oct. Nov., 3 Dec.; then on 4 Mar.
1707, 8 Aug. 1709, 31 Mar29 June and 8uly of 1710.

% See thd.ondon Evening PosEebruary20-22,1729 (issue 189).
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constant attendance at the Italian opera, he qualified himself in @ manner superior to most
Engl i shme n® Hefdiechbeefere 3 Augudi766°2
Vocal music remained a primary interest for Holcombe throughout his life. He
published two collections of songs and cantafas: Garland1748) andl'he Musical
Medley(1755), and a number of songs issued separately, some of which were véay popu
at thetime (particularlyA r n o 6 8anddappgHoud ) . The set of vi ol i

only knowninstrumental work attributed to him.

Edinburgh
Although McLean and Oswald spent only a few years in Edinburgh, it was this city
the artistic and musical capital of Scotlandthich had a great impact on their artistic
lives.

After the departure of the Scottish Court in 1603 there was no principal musical
centre in Scotland until the eighteenth cenfiy.Ar t mu s i ccémusimyst | y dan
English and French composers, was performed in the houses of the nobility, such as the
Ker, the Skene, the Muse and Maule familftEhe seventeenth century was a period of
great popularity and developmédiar Scottish folk music, in which there was a strong and
distinctive tradition of fiddle playing* Contemporary Scottish manuscripts of instrumental
music were a mixture of classical and folk pieces, as is clearly evident in one of the earliest
Scottish sarces of violin music GHENn MSS 5778/9, entitledessomes for yeviolin
(dating from the last third of the seventeenth century). The manuscript belonged to Robert

Ker, 4th Earl of Newbattle, and coaihs Scots airs alongside ssgi dances by Banister,

" Burney, I, p. 985.

®Hol ¢ o mill wa8 sroved on 3 Agust 1756 in Londonese 6 Wi | | of Henry Hol combe
in the Fields, Mi d d | e s e Gataloub Refeldrecé RROB HLIB24ATr c hi ves, L
% JohnsonMusic and Societin Lowland Scotind, p. 9

“See Evelyn Florence Stell, 6Solwfx7%ds (oFh.SR.otdiiss. | nl
of Glasgow, 1999)

"' See DavidlohnsonScottish Fiddle Musiin the 18h Century A Music Collection and Historical Study

(Edinburgh: John Donald Publishers, 198#H)d Johnsonyiusic andSocietyin Lowland Scotlangpp. 111-

29.
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Locke, Jenkins, Farmer and other compa&ecsnfirmingthat folk music was also studied
and performed by the uppelassesin the main towns of Scotland music education was
avail able at 06Sang Sc hpranbystiie tovrecbupcisThe al | ed M
primary object of these schools wadrain boys as choristerfheywered aught o6t he e
of musickd which was r a-sirgiag; elementhny imsgructioain y , i |
psalmody and instrumental lessons up tcaifye of about fifteef’

Scottish musical life begeto flourishin the 1690s, and the first known Scottish
public conceriseries was orgares in Edinburgh in 169% The earliest detailed record of
a concert is for a St .Noxmberil6oB 46 gentl@neyofcel eb
the first rank and fashion, supported by 1
among others, sonatas by Bassani, Corelli, Torelli, Finger, and Pfuscthe
programme shows, the Edi nb u-todate. Imtheccarlg nceods
eighteenth century, Edinburglaw the rise of public concerts, amateur musaking, the
Edinburgh Musical Society, the Edinburgh Assembly, and the arrival ofjfforeusicians,
mostnotably Lorenzo Bocchi (17283 or 24), Francesco Barsanti (178%), Johann
FriedrichLampe (175€61), and Pasquali (17527). By 1770 the city had been
transformed from @arovincial backwater (1700) intoEeuropean musical centrecagnised
for its concertctivities.

ApartfromJ o h n F Gantbse&sengssand Fanci€¢gdinburgh, 1662, 1666,
1688),there was ngecular music printed by a Scottish press until 1726, when Cooper
issuedMusick forAl | an Ramsayod6s SGgsaahdctooendédd Boothi
Musical Entertainment for a Chambérbut by 1750 Scottish music publishing had

developed into a significant business (among the-kvaivn publishers were Cooper,

“?Stell, 6Sources of Scot42i sh Instrumental Musicd, p
73 JohnsonMusic andSociety in Lowland Scotlangp. 910, 2831.
" bid., p. 32.
“See William Tytler, 6The Order of the Instrument al
716 6 9 ib Dransactios of the Society of Antiquaries of ScotlgBdinburgh, 1792)pp. 50610.

Ibid., p. 508.

" Farmer A History of Music in Scotlang. 251.
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BremnerandOswald).The first regular Scottish newspapitie Edinburgh Gazettevas
launched in 1699

TheAct of Union of 1707 fuelle@ vigorous sense of nationalismScotlandhat
was reflectedfor examplein a whole series dblk songpublicatiors. The Edinburgh
elite tried to promote&Scottish artmusic and literaturel'he poet Allan Ramsathe chief
spokesman of thisew artisticnovementwasagainst the dominance of the Italian style in
music or the sealleddoreignimportatior§ andchampioneddt r ue & Scotlhi sh f ¢
his view the best Scottish traditial music should be collectegtitedandpresented in a
0r ef i e thebfaosrhm o wridd(deesp. 9, ¥ihceonly such musiccouldenhance
S c ot | peestigednd identityabroad As a resultmanycollections of Sctiish traditional
music wergoublishedn the first half of the eighteenttentury(by, among otherslames
Watson Allan RamsayWilliam Thomson Adam CraigandOswald.”® However, the
majority of Scottish composemndprofessional msicianscultivated bothartand folk
music Unlike ther EnglishcounterpartsScottishprofessional violinist wereinvolved in
these two styleef must simultaneouslyndhad to earn theidiving part of the time by
playing folkf i d d | e’ Timus,& Wwas dormon practice amongolinist-composerso
publishwo r ks f or 668 Far indtanceWlilliach MEGibbon(c.169061756),the
most respected violinist iBdinburgh at the time, issudlaree collections of fiddle
variations in the folk style (Edinburgh, 1742, 1746, 1755) in additi@otosfor
fluteiviolin, trio sonatas and concertds.

The first set osonatador violin and continudy a Scottish composer was

published in 1737 biylcLean who washorn on 12 June 1712 in Marnoch, a parish of

8 For example, William Thomso@rpheus Caledoniud.ondon, 1725 and 1733), Allan Ramsaga

Table MiscellanyEdinburgh, 1724), Adam Craig, Collection of Choicest Scots Tur{&slinburgh, 1730).
 JohnsonMusic and Societin Lowland Scotlangp. 19.

8SeePurserSc ot | a ncdpp. 4739 where he analyses the meaning of this expression.

8L At that time some very notable Italian musicians (including Geminiani) took aeshiarScottish tunes,
arranging, publishing or performing them; see Peter
of Scott i GeminidhuSsudiesd. Christopher Hogwood (Bologna: Ut Orpheus Edizioni, 2013),

pp. 183214.
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north-eastBanffshire and probably died by:1770% Nothing is known about his

childhood andnusical education, biuttis likely that he was educated in one of Swottish
SangSchoolsThe earliestknowd o c ument i n which McLeanb6s ne
from 1736 andecords a licence he obtained from Montrose Town Council to teach music

int he town. The following year, on May 19,

A b e r dwitk duitesto teach boys to sing and to play the spinet, harpsichord, violin,
flute and recorder, and also to attend morning and afternoon Sunday serviéetsmas g i v e
good example to the ¥®obLbanoseinadubeddatiahhs mr u
andChurchmusi@ anddcots Tunes In 17378, healso workedas a violinist in
the Edinburgh Musical Society orchesfta.

McLean probably moved tbondonin ¢.174Q where from 1743 to 1745 he
rented a house iAngel Court, wherdesting lived in the years 1781%° It is possible
that the two violinists knew each other ahdtMcLean moved to this houssaF e st i ng 6 s
recommendatiolJnf ortunately, this is the |l ast tra
nothing more is known about the life of this shadowy figure.

Like many other Scottish violinists, McLean was drawn into an Edinburgh fashion
for writing fiddle variations in the 1& style. Severalof his pieces were included ix
Collection of Scotch Airs with the Latest Variations for Vigkainburgh, 1740and inA
Collection of Favourite Scots Tunes with Variations for the violé py the late MiIChs
McLean(Edinburgh,c.17702), whichconstitute along with theviolin sonatashis entire
work.

Oswaldwas one of the ost prolific Sottish composers and hgentribution to

the popularity of Scottish muverysgbifcanhat i ve |

8SeeMoiraeA. Harris and Jane Mal |l i nson, MGGAWKehpe78Gl., Macl ear
The form Macklean appears on the title page oSbles However, as in th&rover, the form McLean is

used inthisstudy; sé@davi d Johnson, GdveZkwe@a®9. Charl esd,

8A copy of Mc L e heflatshe AberdeargBergheRedorisfjuoted in JohnsoMusic and

Societyin Lowland Scotlangdpp. 2930.

#Jennifer Macleod, 6The Edinburgh Musilg®PhSoci et y:
diss., The University of Edinburgh, 2001), p. 256.

®Harris and Mal | i nFseosnt,i nogMcsL eCapn.61, vpKesnp@6oBiidMapt hi s ho |
1730, and Is next Opp. 5 (17319) were issued at his house in Angel Court, Windmill Street
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and influeential. He was born in the Scottish east coast fishing villagaf and was

baptised there on 21 March 17f(He studied music with his father John Oswald, who

was town drummer of Crail and later leader of the town waits of Berupck Tweed.

By 1735, after working as a dancing master in Dunfer@lJames had made his way to
Edinburgh®’ In the Scottish capital he soon earned such admiration and affection as a
cellist, violinist, composer, teacher and publrstiat when he decided to leae city

for London in 1741 Allan Ramsay et e 0 An @swalds théSedds Magazine
lamentinghow greata dossdit was for Edinburgh and @ainbfor London®® Before

leaving Edinburgh, Oswald issued in 174@uriousCollection of Scots Tungshich

brought him wider recognition and appreciation, and the publication of its second volume

was advertised in theondon Daily Posfissue 2027pn 22 April 1741 aollows:

Mr. Oswald, at the Desire of his Subscribers, is now come ta]Jiow
orderto publish a second Collection of Scots Tunes; and astdmals
to male some Stay here, he is willing to teach any Persdrsdesire
to beinstructed in the Scots Musick.

Apparent|l gomewalk d§$ otwentytioreegeams, urtild 268 and
was very active and saessful. He performed regulgrusually on theello, atthe Castle
Tavern,Drury Lane Theatre, RuckheHouse,andRanelagh Gardenandheworked for
the music publishetohnSimpsor° Additionally, as we learn froffihe Champiormf

2527 May 1742

Mr . Oswal d teaches in the City, and is to b
every Monday, Thursday, and Saturday: and every Tuesday, Wednesday
and Friday, athe Scotch Holland Warehouse in Pall Mall.

®Davi d Johnson and Heat h eroveRbevii pp. 7901, 6Oswal d, Jamesoéo,
8" He advertised on 12 Augus?34 in theCaledonian Mercurhis publication of a collection of minuets

forviolinand bassviol noting that subscriptions are taken O6at
Master.

8 SeeThe Scots Magazin@ October 1741p. 455 6 An Epi st | e 6 i Ssc catllsaon dqduso t Muds ii
pp. 179, 180, 186.

®¥Aft er hi s Oswaldmairied adidow,tLdonora Robinschytton, in 1764 andetired to her

country house at Knebworth.

% For example, he performed on 1 and 3 Dec. (D48ry Lane), 18 Mar1745( hi s 6Benef i t & at
Tavern) 24 Aug. 1747 hi s 6 B e n e f-Housé); fa Rael&yh Gatdens,|s&ands)nvitation to

Ranelaghpp. 59, 238.
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Oneconcertnoticeme nt i ons Oswal d, addClae | foi Mets saironon
fir st playingptdgétheid aé Gr aandh®™ IB 1745 Oswaldstarted publishing the
Caledonian Pocket Companioa collection of Scottish folkunes some with his own
variations,which ran to fifteervolumes such wasts popularityBe nj ami n Fr ank | i
letter toLord Kames (dated 2 June 17¢by ovi des a gl i mpse into Os
of Scotstunes n t he «c el |tlwan oncéelseem Teearseof Rieasure in the Eyes of
his Audtors; and yet | think even hBlaying those Tunes would please mdrbae gave
them | ess modern Ornament d.

In 17470swaldset uphis own publishing house StMar t i nés Chur chya
Strand.In the 1750s & contributed music to sevemntommes and other productions
stagedat Drury Lane, Covent Gardeind theHaymarket Theatr&® He wasalsoinvolved
in the production of ainglish version oP e r g ollasesva @adron&17589), which
becameso popular that it was performed almost every negiMarylebonesardens
duringthe summer of 1758.

On 31 Januaryb61 Oswaldwvas appointed Chamber Composer to George lll.
Moreover, he founded the Society of the Temple of Apollo, a small secret group of
composers and musicians who orgautigheir concerts at John Robindory t t housé s
in Queen Squar¥ Severamemberf the Society, notabl@iuseppe Sammartini, John
Reid, Benjamin Hallett, Dr. Burney, and Thomas Erskine, 6th Earl of Kailylished
some of their wor ks*®Qswateliedon JamianS201769att y 6s n a
Knebworth, Hertfordshir®Consi deri ng Oswal dés achi evemen

in his time, it is surprisinghatBurney, who collaborated with hinin the production of

%1 See thaGeneral AdvertiserApril 24, 1747 (issue 3897).

“Quoted in Holman, 6Geminiani, David Rizziod, p. 207
% For exampleQueen Mal{1750),Th e Ol d Wo m§l7A54)Harlequia Rangel751),The

Genii (1752),Fortunatus(1753) The Gamestef1753)The Reprisa(1757) andCleone(1758); seHighfill,

A Biographical Dictionaryxi, pp. 1234.

“purserScot | andpp.486Musi c

% |bid., pp. 1867; also Klima,Memoirs é Dr. Charles Burneypp. 8897.

®Hisdeathisnotedifhe Gentl emanéds Maga®dine 4f ol vasprwdddppesamw 17 6
31Januani769i n London; see O6Will of James Oswalddéd, The N
Reference PROB 11/943/2.
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Queen Mal{1750), omitted eveto mention himin his History. Heonly givesa brief

descriptionot hi s &6 S c o tin his snanusCriptpniensouss 6

During my connexion with Drury Lane theatre, | became intimately actpahin

with Oswald, the ScottisBrpheus, the celebrated performépld Scots tunes

on the violoncello, and makef many more, wch, by his manner of playthgm

and keepingaMusis hop on t he paveme-dard,torfedt8t . Martin
good account’

Oswalds pr odi gi o umanpsortggiéuexamplatieelsang oycte
Co |l i mss@¥ ninktysix Airs for the Seasonsluets, trio sonatas, colteans of Scots
tunes, and incidentahusic®® Some of his works were published underriben de plume

David Rizzio or Nicholas Dothéf

The English Provinces

Theearlyeighteenttcentury witnessed a remarkalgl®wth of musical activities
not only in London and Edinburgh but also in BErgglishprovincesThe regional
industrialdevelopmentan expandingammerceand a growing populatiomad profound
effectson provincial musichlife. Newly built assembly rooms, music societtesl dubs
appearedn many towns throughout the countf.In the first three decades thie
century onlyafew provincialnewgapers werestablishedthe firstprobably in Norwich
in 1701) but from the 1730their number grewapidly, reaching around 150 publications

in over fifty towns by 1760'** Such local newspapefsrm a principal source of

" Highfill, A Biographical Dictionaryxi, p. 123.

Brorafulllisto f Os wa | ,de&l®hnseoGrokes, xvii, p. 791.

% David Rizzio (153366) was an Italian musician, composer and the private secretary of Mary, Queen of
Scots, brutally murdered by Lord Darnley and his friends; Nicolas or Niccolo Dothel-{BAZ) was an
Italian flautist and composer.

10 seeMichael Tilmou h , Bédhhimgs of Provincial Concert Lifa England in Music in Eighteath-
Century England: Essays indvhory of Charles Cudwortled. Christopher Hogwood and Richard Luckett
(Cambridge: Cambridgeiversity Press, 1983), pp-1I7; Rachel Cowgill ad Peter Holman (edsMusic

in the British Provinces, 1690914 (Aldershot: Ashgate Publishing007) pp. 986; JennyBurchell,Polite

or Commercial ©ncert® (New York and London: Garland Publishing, 1998)ollenberg and McVeigh,
Concert Life inEighteenthCentury Britain pp. 1953, 199218;andSadi e, 6Br i ti sh Chamber
21-62.

191 peter BorsayThe English Urban Renaissand@ulture and Society in the Provincial Town 166070
(Oxford: Clarendon Press, 1989), p. 129.
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information about concerts in the provincal®ng withreferences in letters, private
papers, diaries, accounboks, or evefew notices inthe London pres The availability
of thisinformation variesrom one period to another argparticularlytrue of the first
threedecadesguring whicheven if alocal paper was alreadsstablishedmusical events
were not so widely advertiseflirther, many issuesf newspapers no longer survivor
example, in Gunndés home t ownBirBinghami ngham t h
Journal was founded in 1732, butas unfortunatelghortlived, and the next title, the
Ari sos Bi r mjwaglduacheditkayeaars taterp 1741.As a result,
information abouGu N n 6 s p ein tha towme very sketchy.

Provincial concets were usually orgaresl by locaimusic sotiesor cluks,
which wererun by ahandfulof enthugasts(such aClaver Morris in Wellsor the Ferrar
brothers in Stamfoddincluding bothprofessionabndso-called gentlemeamateur
musiciansA study ofthe subscription listso theSolosunder scrutingemonstratethat
evenvery small towns andillageshadt hei r own O0Soci ekdnes of Lo
addition to provincial societies, these lisgaturesubscribers from places such as
BadinghamDunston,Norwich, Bath,Rossin HerefordshireSkene, Chester, Killamarsh,
Lewes, Warmwell, Kinnardy, Dorchestddunninald, Bristol, Balcham, Yelham,
CheshunandLincoln, whichshows thathambemusic andviolin sonatas in particular,
continued to be populanroughout theountry.For exampleaccording taheaccount
books andliary of Claver Morris violin sonatas by Mascitti, Valentini, Reali, Bassani,
Corelli, Visconti, and Albinoni were performed fais private concert®?

Like London concertrovincial concerteompriseda mixture of vocal and
instrumental musiddowever the frequency and the basistbéir organisatiowvaried,

largelydependingonthe general prosperity of tla@eaand the charaet of thetown or

192 HarryDiackJohnsb ne, 6 Cl aver Mo r r-Cestyry Emglish PlysiclaryandEAmataur e e n t h

MusicianEct r a o r dARMAE38 (2@8H pp. 93127 pp. 1235). Johnstone al so obser ve
range and variety of music per f WelsdudngthefirstQuasger er Mor r
of the eighteenth century is quite extraordinaryo (
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city.’%®In spas andtathedral cities, wittheir choirs and grand orgafes inHereford,
Worcesterpr Gloucester)the environment fomusic to flourish was especially
favourable In Bath, whichwas the most fashionable resoutside Londorandwherethe
court am highsociety took the watersoncerts wer@rovided forvisitorsthroughouthe
yearandinvolved many celebrity performesuch as, among otheBubourg (n 1718)
and Geminianiift 1721).2%* In othertowns/citiesconcerts(usually follaved by an
0 As s embl ywereargadiedmairllyFol local residentsandthe performers
included a higlproportion of amateurs.ocal organist (like Gunn in Birmingham, and
Gibbs in Dedhamdften played an important roie thedevelopment of musical life in
the tovn and surrounding arearganisng concerts, promoting festivals and music
societies, teaching, performing and composing.

Such popular events &ace Week and Assizegere often accompanied by
musical soiréessome ofwhich attracted leading soloists from Londéior instance
on 1 August 170%heDaily Courant(is sue 2424) announced Hol con
of the current.ondon operatic repertoiduringthe Sizes and Races York and

Nottingham:

York, August the 8. During the Sizeswillbp er f or m6d a Consort of
Musick, by Mr Holcomb, Mr Corbet, &c. Who will perform the same in

NottinghamAugust the 18, 17h, 18&h, and 1%h, after the Races are over,

viz. All the choicesBongs out of all the new Operas, in Italian and English,

wi th their pasoptehreySianrfeonpelyadysod i n t he Queen

Birminghamwaspn e o f fstasttdegloping tewns in that periogt
became a citin 1889. By the mddle of theeighteenttcentury itbecame a major
financial,commercial and mercantile centre in Britain.dtgulationrose from 8)00

in 1700 to 24000 in 1750, moving from the fiftrargest to the thirdargest town in

193 For a detailed account of eighteew#ntury concert life it©xford, Manchester, Newcastle, Durham,
Wells, Hereford Stamford, and York, see sources listed above, note 100

104 Claver Morris, a regular visitor to Bath, noted in his diary that he Heabdurg (entry for 26
September 1718) and Geminiani (7 October 1721) at BathHobhous& he Diary, pp. 64, 88For a
fuller account of concert life in Bath, see Burchblite or CommercialConcerts? pp. 10168.
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Englandand Wales®B i r mi n gpectaoutarseconomic expanstued an impaocon
the social structure of the town and its character. The number of wbakmessmen,
merchants, and professionals increased significaniywth the growth othese
@orospering middlean k thére was a growth ithe demand for public concerts. The likes
of Barnabassunn,an enterprising musiciaanda prominent figurén themusical life of
Birminghamb ecame 6one of t he “promotingsserieswén i n t he
performance$or thesedevelopingaudiences.

Gunn was borprobablyaround 1680 in Birminghaff” Nothing is known about
his life until 1715 when he was appointedganist of thenewhp ui | t S€hurchP hi | i p
in Birmingham (from 1905 CathedraBpostwhich he retainedntil 173Q For thenext
tenyears (173840) he was the organist of Gloucester Cathedral and then, from 1740 to
1753, of St. Philip6s and rromiaWaril 1780n6s Chu |
until his death on 6 February 1753 Gunn additionallyworked as deputy organist at the
Chelsea Hospital in Londdr® In 1740hebegan to be involveduntil 1753)in organisng
performances ithe newly-openedvioor Street Theatre the first regular theatri@
Birmingham'* From 1748 to 1753 he rasummer concerts at Duddeston (l&eown as
Vauxhall) Gardensyhich includedmnusic by for exampleHandel,Arne, Boyce, Stanley,
andJohn Alcock*?He also worked as an impresarim vi t i nge 6bese béandbo
from Germany (suchsthe violinistdMr Kneller andfromKi ng o s *Chap el

In 1751 William Hayes published under t |

the author was, in facGunn) a satirical pamphlet entitl@the Art of Composing Music

“Maxine Berg, 6Commer ce -Cemd uGrye aBtiirMaiketyamianmoEi gt een't
Manufacture in Early Industrial Europed. Maxine Berg (London: Rdaetige, 1991), pp. 173202, (p.

180).

196 joseptButcliffie Smith,The Story of Music in Birmingha(Birmingham: Cornish Brotherg945), p. 10.

Wsee Stanley SadiMSG Vo EuU2BeLl, Barnabaso,

1% 5ee ShawThe Succession of Organispp. 27,123-4.

YGunnds de athélLoriden Evenirtg @asEebrumry 1315, 1753 $sue 3947) andiAr i s 6 s

Birmingham Gazettel2 February 1753.

"Y'Wat kins Shaw and Si mon Giweixgh%86., 6Gunn, Barnabasbd,
! Margaret HandfordSounds UnlikelySix Hundred Years of Music in Birmingham, 13982, rev. edn

(Studley: Brewin Books, 2006), p. 15.

“2Mar garet Handf oGrode? @B 61218i nghamo,

113 5mith, The Story of Musiin Birminghamp . 1 0 . Smith mentions L6Mr. Bail
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by a Method Entirely NevBuited to the Meanest Capacity In it, he ridiculed Gunn,
suggesting that the composer wrote his mus.]
(in Italian spruzzaremeans to sprayr to splash), a fictional device that splashed dots of

ink randomlyonto music paper°"Gunnés career is caricatured
by Hayeq a | | Gunnods wadllv5hk are liptetierd. Signidicamthe, in @ 13@&

Hayes had bedpeatenbyGu nn t o t he GlouestariCatlieddangip st a't
seemg hat some twenty geevasrstdlnursadtagamstiina Ces d® sgr U
response to this pamphlet was his publicaliarelve English Sondg ] Set to Musick by

the Newinvented Method a@omposing with the Spruzzarifioondon,1752), which

begins withthis ®©c asi onal Bal |l ado:

By the Musick and Words it will plainly be seen

ltds composdbd in high taste with a new Spru
Of late has been Printed a Treatise of Music,

The purport of kemeantiyomsickk6d bot h ma
BraveFellowssuchwitswh o woudd bring a man down,

By forging his Name, and Suppressing tloim.

Let such Criticks snarl on, Still my works are the same,

Their impotent Censure increases my Fame,

And if my good Fortune does give them Vexation,

They maytune off this Song, and use Gesticulatigh.

Moreover the frontispiece of this set (designed by John Devoto) presemmsliman
(probably Gunh composingoy me ans roifn od6és parnudz zaa musi ci an (
standing in frontofanorganand¢ | i ng out 68Will do! Twil I (

Hayes 0s igaaaualiadowde of some biographical details concerning

Y4 william Hayes (170877) was an organist, composer, writer and the Oxford Professor of Music. For

more details on Hayesds paBRppdnd SgurGuaee OOt idhEr Ach DE
Composing Music inthe Ne8 t y IM8 8361315 (952), pp. 4013.

“5I'n the pamphlet Hayes explains that éspruzzarinobd
bookbinders in order twes®prdmdklteh ee¢ WikanidEtaggsgleeo wdr ¢ ;h es
Art of Composing Music byMethod entirely NeLondon: J. Lion1751), p. 25.

16 See Simon Heighe$he Lives and Works of William and Philip HayNew York andLondon: Garland

Publishing 1995), p. 5. Infact, Glaue st er was Hayesds bi rGlolcesed ace. He w
Cathedral (1712 7) and t h eHireyagsestant wtil 57289 ( Mr

117 Barnabas GunmwelveEnglish Songs&ious and Humourous with the Thorough Béssndon John

Johnson 1752), p. 1; Gunnds emphasis.

YHayes describes Gunmp1l4s adnod tthhee esxnparl e sessito ns idzTewi I(I
by Hayes on p. 25.
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(@}

Gunn It appears thaBunn first learned to piy the violint he i nstr ument he
made [ hi msel f hestidied theeharpsalioddorganardalso
compositiond u n d eDirectiorhoéthe learned Doct® __ § presumably Dr. Pepusch,
wh o oarigid id his Principles of Harmony; too stricttire Observance of
Preparation and ResolutidH® Moreover,during his employmert Gloucester
CathedralGunnwas very active ih p r o p aanpétéachimgnasic in that cityand
6many Mil eswirbhundno t$ma |1°HebastsuralybaveobbenSuc c e s s
involved in orgarsing concerts during thennuathreed ay 6 Musi ¢ Meet i ngo
known as the Ttee Choirs Festival) bas@dthecathedrals of Gloucester, Heref@ad
WorcesterDuringthe Gloucester Race Weekhichwas a popular time for music
everts!**Gunn arranged concerts for hisonown ben
26-27 August 173%nd 7 September 1737 He wasalsoa me mber of 6 The Mu
ClubbofGl ocester 6 ( est dantedestirglgon@7 March 1739ée 172 0s ) .
Gloucester Journafissue 882announced h at 6 MNewInGuntadOdgan and
Harpsiord, wilbeo peln @ Mr . Saunder sdés GhesavariedRo o mo .
musicalactivities,Gunnand his business partné&whn Pascéa dealer in timber from
London sol d d6al l Sorts of attheNeWw Sugaddlgsh eirns, and
Gloucester®

The numbeofGunn 6 s c oisnpaesti Hisifirst published workasTwo
Cant at ads §&todcesti, X736% whicky lsad an impressive longfigic5
subscribersor 619 copiesincluding such eminent composasHandelfFesting,

PepuschJohnStanley and eveHayesd t h e p a oHehldo eamposai& Setts of

19Hayes The Art of Composinilusic, pp. 1314. Pepusch lived in London from 1697 until his death,
1752.He was one of the founders of the Academy o€i&nt Music and was much sght after as a
teacher. His pupils were, for exampWilliam Boyce,BenjaminCooke,Johan HRoman JohnTravess,
andJamedNares. Apart from many vocal piecé® wrote around 200 ¢riand solo sonatas.

1201pid., pp. 1314.

121 As it appears from conceshnouncements printed ingGloucester Journalfor example, on 23 July

1728 (issue 329) the paper notes that O6There wild.l b
Racesbo.

122 The Gloucester Journal8 July (issue 689and 22 July 173Gssue691), ard 6 Septembet737(issue

801)

123 The Gloucester Journall2 Octobet 736(issue 755)and 30 May 173@ssue 840).
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Lessongdor theHarpsichord(London, 1750) andeveral songswvhich wereissued in
eighteentkcenturyarnthologies.

Like Gunn, Joseph Gibbs was an organist and compas&mngin theEnglish
provincesbutin East AngliaBorn in the parish of St. BotolpiGolcheser, North Essex
on 12 December 1698¢ probablyreceived his first musical educatitmom his father
John Gibbs, &olchester wait?* Unfortunately, mthing isknown of hs early life.

In 1744 he became organatDedham, Essex, and four years ldtemwas appointed
organist of St. Manfe Tower in Ipswich, Suffolk, where he remained until his death
12 December 1788

Ipswich wasa thriving port anane ofthe leadingnarket towns of Eastidglia,
which was undoubtedly one of thehest parts of England at the tirfreainly due to the
wool tradeand agriculture Already on20 August 1720 the firgpswichnewspape(the
Ipswich Journal was foundedAs the frequent notices in this paper sh@bbswasa
prominent figure in the msical life of Ipswich ColchesterDedham, and the surrounding
area andwas engaged in a variety of musical activitikhough these tweownsand
village werevery small,they nevertheleshadtheir own musical societiggwo of which
(Ipswichand Dedham) occun the subscription lisof Gi b ISslds # is probable,
therefore, thaG i b Isenatasvereperformed atthes o c i et i e Bobhsocietiesc er t s
were in existence alreadly the 1730sat Ipswich, concertsvere organied fortnightly
throughout the yeawhereasat Dedhamtheywere held quarterly?®

The earliesknown reference 0 Gi bbs s peinthelpswmichnces o0ccl
Journalon 24 Novembel 733 advertising hivenefit comert on10 December at the
Ki n-gl€ag in Colchestein addition totheK i n-gl€énd, e also heldbenefitconcerts

at the Assembly Room in Ipswiend Dedhamandat the Free School in Harwich

see Peter Hol maGrove7 &®i8Bb ldojmanisoggestp thalbBs may also have

studiedin London with Thomafoseingrave. The manuscript@Bk ¢ 121 t hat seems to be
hand¢€1730) includes Roseingraveds works and the in
see Peter Hol man, OHenry Pur cel {ParaFantiasizé32adh Gi bb
z 7 3 @hélys25 (19967), pp. 97100.

Sadie, O6Briti,dm01®ba mpepr. MWOsi S 4.
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sometimesttwo or threeof these venues year-*® For examplein 1739 he hathree
benefit concerts: o0 nAHedd CQohgsteretmemextrddye n t he Ki
13th) at the house of Sir Roger Martin at Long Melford, and on 3 October@ottoert
Room in DedhamtkeIpswich Journal 1 and 29 Septemb#i739).Thereappears to have
beenenough local irdrestand financial commitmerib encourage Gibbs to orgamis
benefit concerts almost every ydar over fifty years Some of these benefits were held
duringRaceWeek, for exampleon 19 and 20 Jul$763.

In addition tobenefit concerts, Giblgawe organ recitalssometimedor instance
to mark thenstallation of new or rebuilbrgans at various churches. One of these
occasions was obb June 1756 at Hadleigthen Gibbs opened the organ, whicas
0l ately mapgi ned & OpléSovembed E/d3Giadlagh he
openedhe new ogan during @oncert ofchoral music by PurcelGroft and Handet?’
In 1763 Gibbsvas involved adarpsichordist in the production thfe balladoperalLove
in a Village, stagedt the Ipswich Theatre in Tankard Str&ét

In  Gi hkinbegpdunsch wasa garrison town where the Royal ScGteys
regiment vas stationedPerlapsitwasther e gi ment 6 s band ibncludet i nsp
in his works severakferences to Scottish musktGi bbs 63 hde&eht | emanos
Magazinenotedthab i n hi s pr of emwmisently distifgushed, tbathas ava s
composerandaperor mer [ é] unamdr s a bHtysond supdsing d
then,thathe was given a full cividuneral with music played by the bands of the Scots
Greys andhe East Suffolk Militia*°

Gi b bmudcal output is slendeBesidesightviolin sonatas, his surviving

workscomprisefive unpublished organ voluntarieSB-Lbl, Add. 63797 and a sebf Six

126 According to notices in thipswich Journal Gi bbs 6 s b e n tofekamplehelchat B8r t s wer e
June 1734; 3Dec. 1734; 28 June 1736; 20y)1741;22 Dec. 1743; 19 Sept. 1746; 9 June 1748; 21 Nov.

1748; 13 and 18 Oct. 1749; 3 Nov. 1756; 12 May 1778; 30 Apr. 1782; 1 May 1783; and 6 May 1784

12’ Thelpswich Journal 12 June 1756 and 27 November 1773.

128 The Ipswich Journal 3 December 1763

The Gentl|l emands odalgs8@dcamber, 1788), p.t1h3e. Y

10 Wwalter Willson CobbettCobbett 6s Cycl opedi ¢2Bls (Londop: Gfoild Chamber |
University Press, 1963), p. 461.
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Quartettos for two Violins, a Tenor and Violoncello or Harpsich@gd. 2(London,
1777) which were among the first printed quartets cosgal by arEnglishman.

Along with Gibbs Thomas Gainsborougthe painter and enthusiastic amateur
musician was a member of the Ipswich Musical Sogiéuring his sojourn impswich
(from 1752 to 175BGainsborougip ai nt ed Gi b b s 6 gshe Natianal r a i t
Portrait GalleryNPG 2179). Gibs is presented by the paintet as a performer but
as a composén profession regarded asore respectablef quill and nexto it an open
manuscri pt sncaotraed hreeasdte dahafrSgmentseobnkusiqvisibleo u g h
are not fSologmAbdéve thebssofms the shelthere are two volumes of
music, one bearing the name Corelli and the aiBex m(Géminiani).
Acknowledgemenin the portraitof these two great composers of violin musiaybe
interpretecasGai nsboroughos tribute to Ghebtélsos
of his sonats. . Il n ot he rviolmesamataxompade fédvbumldlygth the finest

examplesof thegenre

Dublin, Paris, and Rome
Althoughmusical lifein Britain was flourishingattractingmanyforeign
musicians some native composelft the country toifhd bettercareeropportunities
abroad Among them were Viner, Eccles and Valentdmerwas o6 Mast er of

Musi c ko6 from21703 uatil hismaehth on November 12, 173an addition to this

post, heserved a® Ma st er o fMutshiec k@u ei en2dl@cteberda i f r om

Thedat e and pl ac areumknowdnevertheldgsmusibologichl Bources

describe him aa violinist and composer of English descEfiVi ner 6s yout h,

Blsee Brian BoydelGlwe7xW,pnebp1lWi bhdadarra BGGdel |,
st at

XVil,pp.2t2. The exact date of WewG@ovédrdMGE; ¢ths informatien haso t
been found in the register of the Parish of St. Mary in Dublin, p. 160, record identifie’{BW-160304.
http://www.irishgenealogy.ie [accessed 2 DecenfiEQ].

132Brian Boydell,A Dublin Musical Calendar 1760760 (Dublin: Irish Academic Press, 1988), p. 35.

t

(ow

o n

as

0\

133 For exampleGroveandMGG (see abovegndHar ol d E. Samuel , o6nlentdon Si gi sm

and D uMbb1i21(1880), pp. 1581 (p. 162)
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many other interludes of his life, remain essentialigccounted for.

Eventhough n Vi ner 6s t i mearly6DQO0 ihhabitgntswas theh it s
second city of the British Isles, the status of its musical life was natbeincial** Apart
from Viner, only two notable composetwed in the Irish capitain the first two decades
of thecentury:Daniel Rosengrave (a pupil of Purcellprganist athe twocathedralsand
JohnSigismwnd Coussemwho arrived in Dublin inl707 and in 1716 suce#ed Viner as
Master of the State Wik .GAt that timeconcets forthelarger audiences could be
givenonly atThe Theatre Royal in Smodkley, thetwo cathedralsseveralarger
churches and DuliliCastle(the first concert hall was built ihi731).**> Smaller concerts
of vocal and instrumental musigereorganigdin the household of the local nobility
0 Gr e ats @&erres and halls (for examptlee TaylorsHall, andthe Blue Coat Ha)|
and theirepertory was almost entirely Italiam.short, o ncert | i fe i n Viner
nowhere near as highly developed as it was in the much larger city of London. However,
from thethird decade®nwards the city saa remarkable upsurge ihe number of public
concertsattracting such distinguished composersiasdel, Pasquali, Castructampe,
Pinto, TenducciGemiriani, Dubourg, Arne aniordani*®

Because of the |l ack of contemporary soul
muscal activities in Dublin*>’| n  V idayeDublirsnewspapers (unlike London
newspapersannounced musical eventery sporadicallyiner is mentioned in the Irish
press only oncelhe DublinGazettaeporting (1620 June 1713y i ner 6 s pr epar at
musicon 9 Junat the Theatre Royal i@BmockAlley for the celebration of the Treaty of
Utrecht.As Master of the State Musigewas in charge of the musical activities at the

Castle, which involvednly the high societyOne of his dutiesip to 1708wvas to write

¥Dubl i ndés p arpundeGEO0ind T0Q ame rese to about 14M0 in 1760; see Boydel

Dublin MusicalCalendar p. 11.

1% bid., p. 14

1% a n d Mdsdashad its first perfonance in April 1742, in Dublin.

1371n 1922 the Four Courts building, in which the Public Record Office is housed, was bombed. As a result,
sources on the Irish State music are very patchy.
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anannual ode on the occasion of tlhyehemonarch

Castle Band**® Presumably, he wassponsible fothe preparation che Castle Blls, for

which hemayhave composesome dancenusic'®® Unfortunately, lesides th&olos

only oneof hisworks,asongNo Coel i aé | 6 ldbhassurvived.Benagser mo ur
of his pos, Viner must have beeacquainted with a large number of theal aristocracy

and therefore it seems reasomrdblassume that heasalsoemployedfor theirown

private concertand as anusicteacher

Al t hough t her e i s liceancertsancDablird theopbeni¥ie ner 6 s |
Progress of Musick in Irelanbly Matthew Pilkington (Dublin, 1725) ar@n the Death
of Mr. Vinerby Thomas Parnell (London, 1722yicatethat he was very famous as a
violin virtuoso 6 a Baaesseéd by all, bg | |  a ¥mand lisdbérformances made
a great impression ddubliners. He igpraised as arbliant violinistandé aut hor of
refined delightsd, who 6knew the elegance
fibres o'ffParnkllalsohotesithahetoften savthis greatvirtuosodn apublic
stagé

Oft have | seen him, on a public stage,

Alone the gaping multitude engage;

The eyes and ears of each spectator draw,
Command their thoughts, and give thesssion law;

Whil e other musi c, in oblivion drownod,
Seembd a dead pulse, or a neglected sound.
Al as! heés gone, our great Apollobs dead,

And al dweat amcatunéfid with him fled?

Benefit concertsverenot advertisedh the Dublin press at the timdowever,in

¥Erom 1708 it was Cousser 6s dGastlybatdpromalyngnsisied of 7 he Bi r
violins, 2 tenors, 2 hautboys, 2 French horns, 4 bassettla #drummer, and 6 trumpetersgsSamuel,

6John Sigismondd, p. 165.

9Af t er Vi n ebtindpeblisteesaftenprintddo | | ect i ons o flectéddremteect Mi nuet
Castle Balls and other public Assemblies in Dultip mposed by t thezefobitispossiblea st er s 0,
that Viner, toomight have contributéhis music for these occasiosgeBoydell, A Dublin Musical

Calendar p. 14.

“OMatthewPik i ngt on, 6 The Pr o @oemsos SeveraldddsionsDabkin, 17805, i n
34.
“'Thomas Parnell, 60On ThéRoetibabWrksbf Do Tho Rarnell. Odritaing r 6, i n

those Published by Mr Pofieondon,1797), pp. 244 (p. 247)
12 1bid., p. 247.
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Cousdemnimmonpl eneschevwriikBenef it f ¢thel6Mune CoUuS S«
17 10 6 SmockAltehTdeatrel is documentegdwith a detailed descriptioof how to
organi®atypicalbenefiti n t he 6Theatr umd “fThigleadstoound 430
speculation that Viner, too, mayave hadis own begfits in the Theatre arttiatthis is
oneof the @ublic stage8whereParnellsaw6 ogr eat .Apol | 06

Viner also vsited LondonOn 23 May 1707 his benefvas heldn the Great
Room of York BuildinggVi ner 6 s e ar | ipefermhande)wlene he played | i ¢
6Cor el IDobusb | Sei xN'Shit appeBrahat/idier and Thomas Dean were
among the first English violinists fzerformCorellid solosonatas ire public concert,
announcedn the newspaper$>Thr ee years | ater, at the sam
concert for Mron9lMaehadd advartsedgnitheatien(1709)*°as
foll ows: OMr. Hol combe will si nEngla@veral |
accompanied biir. Viner who will play a new Solo, composed on purpose for him by
Mr . Pephisseamgba Vi ner and 6 Mmusthadeobkeddennyb e 6, wh
Holcombe kneweach otherFinally, it is worthadding that amonyinerd s pwagno | s
less a virtuoso thadohn Clegd*’

On the dher side of the English Chiael there was another English violinist
Henry Eccleswho soughhis fortune abroadiVhenEccles arrived in Pariprobablyin

1713, Italian musi@and the violin sonata had already become-established in France.

“Harold E. Samuel, 6A Ger man WNI182/1668B @981),Qp. 5% s t o Lonoc
(p. 592).

%4 The Daily Courant 21-23 May 1707 @sue 1643). Cousser left London for Dublin on 29 May 1707. It

seems probable thae travelledwith Viner; e Boydell A Dublin MusicalCalendat p. 33. Boydell

wrongly claimst hat it was Cousser who played Corellibés Sol
“Thomas Dean performed 6Corellids SDailyGdwrah7 18 Apr il
April 1707, ssue 1614). This conclusion regarding Viner and Dean is based on advertisements published in

daily English newspapers from 1700 until 1707 held in the Burney Newspaper Collection, British Library.

190 SeeTatler (1709),28-30 March 1710 @sue 152).

“See | an Bar t | @Gave7,v,péXZ.llteppenrs thadt 6légg.O714 ¢.1750) was taught by

Viner from an exceptionally early age. According to Burfigyp. 1003) Clegg and Veracini were two of

the most sougkafter solo violinistsinLonde during the 1730s. Unfortunatel.y
1743 because of his mental illness.
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Inthatyeam n unknown wr i doreatas spribgsright outeoftthe grouad heré

[in Paris]; no musician arrives without a

wh o d o e s rcanposauia owh settmbe engraved and stsmart the Italiason

their owng r o ufiItinot surprising, therthatin 1720Ecclesalsodecided to have

his own sebf sonatasn his pocketThis widespread popularity of the violin sonata

resulted mainly from the enorMbus success |
Compared to London, there reefar fewer Italiarcomposers active iRaris.

Among themonly Michele MascittiCo r e | | ), Giavanp Anponid Piani and

JeanPierre Guignon (born Giovanni Pietro Ghigopeplishedsonatagor violin and

continua Mascitti arrived in Paris in 1704vhere until 1738 hissuedninevolumes of

violin sonatasHis Op. 1 appeared in 1704the year whethe first set of violin sonatas

by a Frenchmawas printed in Francé&ramois Duvab Bremier livre de snates

Duval, with his six sets ofonatagor violin and bas$Opp. 1, 37; 1704 20), was the

most prolific French composef thisgenre inthefirst half of theeighteentlcentury

After his first gous,which, according to Newmary w a s rstoffi@allyfsanctioned

acknowledgement of the French tastefan ¢ h | t &9tHe\dofini ssnaia fidurished

in Franceand itsmost prominent composers wedeanFéry Rebel, JeanFrargois

Dandrieu, JeanBaptiste Senal§, Louis and Fragois Francoeur]Jacques AuberMichel-

Gabriel Besson]JeanJacquesBaptiste AnetFrargois BouvardandJeanMarie Leclair

0 I n@étavhoseOpp. 1, 2, 5and9 aresone of the most challengirand finest examples

s

of theeighteentkcenturyviolin sonatalt seems thaEcclesmusthavd el t o0 at homedod

198 Newman,The Sonata in the Baroqiiga, p. 353. Already in 1705 le Cerf de la Viéville in his

Comparaison de la musiquelienneet de la musiquedncaisec o mp |l ai ned t hat &énot only
musicians, but men of quality and Prelates who sing nothing else and have nothing else played in their
homesbutithi an Pi eces an dR. AthongHRrench 8aroque dMasic freamrBeasjoyeulx to
RameayLondon: Batsford1973), pp. 31412.

149 jonel de la Laurencid, &c@e francaise deiglon de Lully a Viottj 3 wls. (Paris: Delagrave, 1922,

repr.Genéve and &is: Editions Minkoff, 1991), p. 59.The influence of Corelli is mentioned Byancois

Coupein in the preface to hises rations: sonades et suites de simphoniesier(Raris, 1726) and by

Michel Corrette irhisLema "~ t r e de c lcampagnémeriParis, 1 153)Préfaae

%0 Newman,The Sonata in the Baroque Ena 365.
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when workingin a citywhere asin London,there wasa great vogue for the violisonata
andviolin virtuosity.

Unfortunately, little isknown a b o u t lifeEcParlsandLondon, wherdne
wasbaptisedorobablyon 28 February 168 He came frona London family okeveral
generations of musicians and composers, of whom thefmasno us waceusiHe nr y 0 s

John Ecclesq16681 735; appointed in 1700™as Master

The first indication of Ecclesods activi:
he performedl 6aevepahtasod at Mr-Sodard®™ 6s Dan
Later that month his Prelude in C mmwas published bwalsh inSelect Preludes &

Vollentarys for the Violifi>*and four years later (1709) his safNp more let Damons

Eyes persuappearedn Comical Songs>®and a fecein the collectionWit and Mirth

third edition (published by William Pearsornfhesecompositions and the two sets of
violin sonatas coeuset i tute Ecclesds whol e

On 15 May 1713 Ecclesrgani®d his own bnefitconcert at the StatiorsrHall
0 For t h e enktohHiseExcellancynthra Dulkdt 6 A u mo n t gdor Exirdoraisasy
f r om FYand poleablyin Novembetrthat year héravelled with theDuketo Paris
where he rsided until his death (betwed@35 anl 1745)**" He musthave been assured
by the Duke that he could thrive Raris with concerts for theobility and private

teaching Although Hawkins claimshat Ecées was a member of the Frerich ngdés band,

151 See the Regisr of St. Bride Parish, Fleet Street, London.

25ee Margaret Lauri e, GkeeZViegnsss9. Thé Jthertkmowr musiciaesinl e s (i i
the Eccles family were Solomon.161782), Soloma (16491710), Henry (164%0-1711), and Thomas
(c1672c1745) . Someti mes Henry was referred to as OHenr
33 TheDaily Courant,2 January 1705gsue 847).

134 SeeSmith, A Bibliography of the Musical Works Plighed by John Walsh, 16952Q p. 53; and also

Post Man,20-23 January 17054sle 1366).

15 According to Laurie Grove7, vii, p. 859), the song appeared in 170€amical Songdn the Walsh

catalogue, however, this publicatiomiat listed under the year 1706, ahé preserved print at the British
Library is dated 0617096.

%0 TheDaily Courant,12-15 May 1713 sue 3612) . Louis do6éAumont de Roch
(16671723) was commissioned by Louis XIV to stay in London (from January to November 1713) to
negotiate a treaty of commerce (after the Treaty of Utrecht), see TiISuhasp er , O Fr ench and Er

Trade Ater the Treaty of Utrecht: Theissions of Anisson and Fenellon in London, 1-213 1 JE89/1
(1986), pp- 118 (pp. 34).
57| aurie, Grove7, vii, p. 859
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no supportingevidencehas been fount?® Because of the lack diocumentary material
Ecclesds musical career i nStudyafrconsertlifesn a mat t
Paris at the time shows that fEcclesand other musiciarthe courtwas notthe aly

available source gfatronageThe monopoly held by Versaillewert he countr yds
musical life waggraduallywaningin the eighteenth centurfaris saw growth in the

number of private and public concerts provided by the wealthy nobility and merchants.

As Nemeitz noticedBy the end of the regencyl723)one could hear a concert every

day in Pari&™® New musical societies for amateur sizians were established (such as

0 Mophilét e s 6 )he firsapaldicsubscriptionconcertsvere given, of which the most
famouswerethe Concers Spirituek (founded in 1725) held in the Tuileries Palace and

led byAnne Danican PhilidorApart from sacred choral works, therogammedeature
instrumental music, including Italian and French violin sonatas performsddby
virtuososasGuignon,Senallg, Aubert andLeclair.*®° It should be emphasised, however,
thatParis could not rival London iits number and varietgf public concertsand

6musi cal e nThe mospapwarconcessm the French capitalereheld

atthegreat aristocratibouseholds thatupported a retinue of musicia#snongthe most

illustrious musical salons werthoseof the Duke of AumontDukeof Orléans & patron

of Mascitti, Duval, andAnet), Duke of Noailles (Duva@ s  p)aDuke of Bourbon

(Aubergs patron)a f i nanci er Pi er r e andlosegBobniedf Masci tt i
(Lecl ai rHEedes mpay walhave gnjoyed moneermanent employmeand

patronagen some of these households

138 Hawkins, II, p. 787. According to Laurie, Eccleswas notamemr of t he Kingés Band b
is not mentioned in Marcelle Benoltersaillesetlesmusiciensdu Roi, 1661-1733(Paris: A. et J. Picard,

1971 ) ; and Rober tusicieMarHraamae du temppdde #danm| i ppe Rameau dob
dusecrétariat de la Maison du Roi 1784,RMFC11 (1971)pp. 21 7 7. Ho we vevidenceBaoh o i t
convincing as hevrites only about several prominentigicians working at the Frenclo@rt.

¥james R. AntWmonyri ¥§RaGiIveZao.RI t s 0,

180 seeMercure de FranceFebruary 1728, p. 385 (Senallié); April, 1728, p. 856 and August, 1728, p. 1859
(Leclair); April, 1729, p. 819 (Aubert, Guignon, Senalli€); and September 1730, p. 2080 (Senalli€, Aubert).
1S e e We b Epoch ofdlelBeae Monden Londorf) p. 77. As Weber obsersgone of the reasons for

such atrepreneurism was the weakne$giovernment control. The majority of London concerts did not

need to seek permits which was unique in Europe, sinceothewas to contrathem by the Gurt or the

municipal theatre. In Paris, the Académie Royal de Musique had authority over all musical events and
limited the number of public concerts.



73

Thesearch for Britisthom composers ofiolin sonatadinally leads toRome, the
city of Corelli. In early eighteentitentury Rome, or in Italy generally, there were two
main sources of musical patronage: the church and the nobility. In contrast to London,
public concerts founded oncammercial basigandindependent of the court or church)
for paying middleclass audiencesdjd not exist in the Eternal City; and in the absence of
extensive commerce and manufactusindh e c i t glasswasreladively small.
Musical life revoved around the Church, great papal households and palalzzi It was
desirable to enter the service of such enlightened @adthy patrons aSardinal Pietro
Ottobani, Cardinal Margis Francesco Maria Ruspoli, 6ardinal Benedetto Pamphilij
(all of them patrons of Corelliwho organied lavish performancesd founded different
kinds of Academies, where music was a regular feafuwe example, dring the meetings
of the prestigioussc c ad e mi a ,deld at tite OttobomidPalamlefterati, artists
andthe most distingulsed instrumentalistsf the daysuch as Bernardo Pasquini,
Alessandro Scarlatti, Francesco Gasparini@acklli discusedliterary and philosophical
issuesand listeedtomusicAf t er Cor el | i 6 s d@lentiniwastiiel 713) Gi
most outstanding virtuosoalinist in Rome. IronicallyCor el | i 6 s best stude
seek employment elsewhere, usually in Britdine career of thEnglish composer
Robert Valentine, on the other hate] in an opposite direction, from Britain italy.
Like EcclesValentingl bapti sed on 16 January 1674 a
was born inta family ofwell-knownmusiciangincludingJohn Valentine 17301).
His father ThomasFollintine wasa musician who hadedtled in Leicester around
1670°? and hisdescendants, mosf them musicians, werto play an important role in
Lei cest er 6 =l imutkeibegianing df theé nineteertdntury*®® Robert, the

most famous of the Valentine family, evidently did not pursue his musical profession in

“The family name was originally spedtahdadfornffeeel enti ne
Young,A Thematic Catalog of the Works of Robert Valentipe vxii.

8See Martin Medforth, 6The Val enhCiemd urgf Mueii cedt &ra:
MT 122/1666 (1981), pp. 81P8; andK a r | Kr oeger , ohtdeothCentuydMuse Mastemire : Ei

t he Engl i sNotesNecdnld Semieb,s44/3988), pp. 444565.
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his home town bumoved to Romewhere hevorked as dlautist, oboist, and composer
until his death or26 May 1747-%*1t is nat known precisely when Heft Leicestemor
whether he stayed in other cities on his way to Rdrhe.firstevidence oalenting s
life in Italy is his marriage certificate @2 September 170fh the parish S. Andrea delle
Fratte in Rome (hmarried GiuliaBellatti).*®°

Thereareonlyd ew r e c or d speddrmancadn £704he pedodmed
as afl autistin concerts organési by Accademia del Disegno di S. Luca in Rdfi®©n
8 9 April 1708 hisname appearsn t he | i st of musi clhaans pl ay
ResurrezioneinderCorellid kadership at the Ruspoli Palace, ohéhe most prestigus
musical centres in Romé&’ Thatsane yeal a | e nt i npas@l? tridf sonatasjas O
published by Roger in Amsterdaandin 1712 reprinted by Walstf® On 27 August
1709 and oi6 March 1710/ al ent i ne per f or méhecorcgtted n at Ru
by Antonio Caldara® confirmingthat this English musicianad gained access to the
highestechelonf the Roman social and artistic eliféehe dedications of hiworks
reveal thatas well aRRuspoli,Si r Thomas Samwell , Gian Gasto
Duke of Tuscany), the Duke of Oratina, Sir George Pitt, John Fleetwood (the British
Consul in Naples)Cristofano Bernard8aronof Kattenand Gennaro Moccia (the Duke
of theKingdom of Naples) were among his patrons.

V al e n output maddudemver180 works, mostly solo artdo sonatas for flute,
violin and oboé/°His piecesnust have been vepopular inearly eighteentitentury
Europe as they were published by different publisheRoime , Amsterdam, Paris and

London.In 1730 Walskevenreissuedll twelveof hiseditionsofVal ent i ne 6 s

L opriore, O6Robert ValentineThinsuodvait ed oicsu neengtiis tbeiroegdr
di S. Andrea delle Fratte: Liber Mortuorunglwvi, pag. 58 (t hi s source is not provid
%1 bid., p. 194. o6Parrocchia di S. Andtéea delle Frat
)  opriore, 6Robert Valentineé, p. 201.

¥Ursula Kirkendal e, 6The JRMS20{2 A967), pR 8278 (me257). s on Hande
188 esure Bibliographie des ditionsmusicalesp. 83.

%9 Ursula KirkendaleAntonio Caldara: sein Leben undise VenezianiseRémischen OratorietGraz:

Hermann Bohlauslachf., 1966), pp. 355, 35961.

"Foradetal ed | i st of Val eAThematc&atalogor ks, see Young,
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compositiongOpp. £12)."* In English publications Valentineasd e s cr i bed a's
Valentre at Romed or 6 Mr . .M hkalybewasiknown bythe vi n g
name of Robert¥alentini or Valentino often with theobriquetb | n g | dissingush t o
him from the Florentine violinistbmposer Giuseppe Valentinvho was also active

Rome during these years and occasionally in the service of the Cardinal Ruspoli.

To determineghe precisdinancialstatus ofall these elevenomposersver a
period of fifty yeards impossiblebecaus®f the scarcity obourcesHowever, gdew
available sources and statisticsptovide information abouthe relative incomes of some
of the above composei@nd from theseonclusions may be drawhihe salaries of
musicians working at such institatis as church and court are m@adily availablelt
appearstha€r o f t 6 sthesChdpeal Royavasf73a yearmlus an allowance of £80 a
year oOf or t e a(withamagnudl HoesingalowanderofeE&uin received
£35per annunat GloucestelCathedralandGibbswas paicE12a yearat St Mary le
Tower inlpswich'’? As organists they were padiditionallyfor funerals, weddings and
other ceremonie§esting as a membefb h e  KBamlepied £4@eryear’’

Vi nsexa@salaryaso Mster of the State Mugics unknown butit could have been
aroundf100ayear’*Mc L e ambatsalary in the AberdeeSchool was around 300
merkswhich was 200ib. Scots in additionhe could take 39 or £3 off each pupjper
month, anche earned £10.3& year (126 libScotd in the Edinburgh Musical Society®

Almost all of these composergugmented their incomes by private teaching and

"1 SeeWilliam C. Smith and Charles Humphrigs Bibliography of the Musical Works Published by the

Firm of John Walsh during theedrs 17211766(London: Bibliographical Society, 196&)p. 32832.

2 Eor Croft, see Ashbee and LasodkiBiographical Dictionary1, pp. 31920, andHar i son, 6 The
Woks of Wil l i am CseeHriends of GloucesteBCathddidie Organsramd,Organists

of Gloucester Cathedra{Cheltenham antdondon: Norman Brothers, n.d.), p. 59; for Gibbs, see Peter

Hol man, 6 Tehre PGao |EsbB8&200@),,pp. 5786 (p. 580).

173 John Spitzer and Neal ZaslaWhe Birth of the Orchestra: History of an Institution, 16B815(Oxford:

Oxford University Press, 2004), @77.

"4 There is a report on the reorganisation of the State Music in Ireland in 1783 which notes that a salary of
6a Master and Comp ocSsaemude |i,s 6AI100hOn ashi Y68 Qswak naisde, e p p .
probably madaround £100 per year as Chamber Composer to George lIl.

175 JohnsonMusicand Society in Lowland Scotlangp. 30, 32.

oM
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freelance performances, some of which could have been very luctative. sss e r 6
notebookk nd Cosi mi 6 s fdomedighton thdse sdinSaussgr natds that
acomposer JacoBreber was grante@®00 guineas for a siweek series of three recitals
a we ek 0 nalane Theatre, Bnd for twensyx concerts (one each week) in the
York Building Room he receivedthousand guineas (minus expenses, 286 guineas); and
0The best musicians are paid one pound for
important musicians are paid ten shillings arellgast important are paid five
s hi | .t"%Cosinsusually receivea guinea for ongrivate concertin 1702 he was
paid as much as A47 f or-Ine-KeldsTheap®’r f or mances

The cost of lessons varied, of course, depending on the place and t€asirar.
charged a guinea for folgssons, 3 guineas for twelve, and 5 guineas for twéhty.
In 1707Morris recorded in his diangayments to a violiteacheiof two guineas per
annumDudleyRy®e r 6 s di ar y ¢€lAl6 notes thaddrr Cyrelom ARy idler 6 s
viol teacherreceivedaguinead or a [fow?) leskodé’®In 1761 Samuel Gibbs,
second son of Joseph Gibbs, was a music te;:
gentl emen at Toll eshunt D6 Arcy and his | es:
and HalfaCrownateec h t i me &¥TheTagdaianabource o revenue for
composersvaspublication of their owmusic, a subject of the necthapter.

In sum, t appears that the combination of patron@dmirch,cour and the
market providd the composersoncernedvith a reasonable income, typical the
middling sort i.e.those whaearned more than £40 a ye&o. put thisfigure in

perspectivethe annual wage of a housemaid wasgB5andof a footman £8whereas

17 Greber gave recitals in England in 1783 wi t h t he | talian singer Frances
Samuel, OA Ger maon LMunsd ocn ainn Clo7mle4s6 ,t p. 591.
YLindgren, O6The Gr eatColsnfnliwx ofetl-yparhofiimBrigino rp .hids2 #.i
(Oct. 1700 Aug. 1705) was £1061.

8 bid., p. 427.

"9 HobhouseThe Diary of a West Country Physicign,31; and William Matthews (ed Jhe Diary of

Dudley Ryder, 1718716(London: Methuen, 1939), p. 223.

Shani D6 CGolchester Reeptb:I® Jphn BnsusarButt Bographical Dictionary of

Eighteenth Century Colcheste3 vols. (lulu.com, 2010), p. 287.
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the incomeof judges, who were among the teprning 5 per cent of the populatiovas

£200 a yeat®

Conclusios

The majority of the composers under discussienevof English descent.
Unfortunatey, because of the scarcity of eighteeoémtury sources, remarkably
little is known about some of them and there are still many unanswered questions
regarding theifives, muscal education and careers (particularlyHfmphriesand
McLean).Yet with the limitedamount of material avaibleit is still possible tmbserve
a number obiographical factorthat these composers had in common.

First, with theexceptionof Humphrieswho lived for only twentysix years and

McLean, they all had vergctiveand successful musical careddsiring their lives they
were weltknown, highlyregarded performers and/or composers who earned the
admiration and affection of the publiodeed, some of therareers and achievements
werequite astonishingespeciallyat atime when,according to Neal Zaslaw, Italian
musicians were favouremver native talertand there wa&he tendency to neglect
indigenousmusic andmusician&®? For exampleQ s w a kodi@ dimbing from ason
of avillage musician o t he Ki n gnipser ChasspettazularAGtudy of
contemporary sources reveals that there wetiewapersonal connections (especially
throughperformanceandFreemasonry) between some of these composers.

Secondly, theyshowed precocious entrepreneuriallskiatnd many of them did

profit signidommerdiyalfirodftThiegwereiovblvetdiri sur e 6.

numerous differentnusical activities, which enabled them to be less dependent

individual patronagetiie church ocourt) thartheir predecessor3.hey supplemented

their incomes by performing in publio@ private concertseachingcomposingand

81| izaPicardDr . J o h n s dqLor@ien: PhaemixdPeess, 2000). 202, 297.
Neal Zasl aw, O6Musi c andTheGlassicaltEsaedi Neal Zaslav Cl assi c al
(Englewood Cliffs, NJ: Macmillian Press, 1989), pal4 (pp. 45).

8 This concept is discussed indetailbp hn Pl umb, 6The Commerci ali zati on

Cent ur y ErhegBirth of d @onsumer Sociepp. 26585.

E
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publishing.This, of coursewas possible becauséthe growingoourgeois patronage
Although the rise of the middle classes tedious argumentt is undeniable that in the
early eighteentkeenturyt he r emar kabl e expansion of Brit:
(especially with the Crown colonies), technological breakthroughs hantise of
manufacturig industrybrought wealtrand prosperity to those classes of society which
had a direct influence on the state of musical lifeother words, the growth of public

and private concertsf amateur musienaking and music consumption depended on the
emergence of affluent classebose cultural interest could sustain such undertakings.
These developments also played an important part in the sprepdmridrity of the

violin sonata, andhie opportunity to heanany brilliant violinistswas greater than

before.

At that time abenefit concert lmame a very popular and usefuéans of making
money as well as a form of selflvetisementthereby enhancingmu si ci an 6 s
reputationHence almost all of theselected composeosganisedsuch concerts, during
whichthe beneficiary acted not ondg aprincipal performer, lot also as entrepreneur
andorgani®r, responsible for ticket sales and handb#ldvertisement, lights in the
room,some mealafter a conert, and so ort®*

Althoughinformation on thdormative year®f these composers is at best scanty
and in the majority of cases nemistent,it seemghat either family tradition or chureh
based schools for choristers played a major role in dagly studies of musi¢&urther
the two differensocial backgrounds @roft and Oswald illustrate that the profession of
music was not confined to any particular class of sod@ftyheseeleven composers
seven were performing violinists. Unfortunately, it is difficult to establish the exact dates
and places of the performances during which filayed their own violin sonata8s
previously mentioned, eighteentlentury conceradvertisementand bills usually did not

specify the key, number even composer of a pieddoweveras Bur ney not es,

BThese d

uties are | i stSamuenl ,Coluss sGeodima tonbokiouesdi ocoikasn, S €
17046 p . 592.
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this time®® it became more than ever the fashion for public-ptégers to perform only

their own compositions, an d®TheoutpusasCrofter e un .
and Festin@rethe most versatile, arfeestingwas one of the very few wekinown
violinist-composers in Britain at the time whtsowrote a considerable number of vocal
compositionsin contrastGeminiani, Castrucci, Gasparo, ahelssarinicomposecither

none or just one vocal piece.

The largst group of the&eomposersinder scrutinworked in London, which is
notsurprising considering h e ¢ agh and @aliedrasical life in thaperiod.Even
Oswald and McLean abandoned their musical careers in Edinburgh inmed&kmore
employment pportunities in théargest andichest urban centre in Eurogdéowever, the
lives of Gibbs and Gunn show that althougle provinces offered limited prospects of
engagements, it waill possible to make laing therefrom diverse musicalctivities
and to enjoy a successful carasra musician.

Finallyy Bur ney6s and Hawkinsds accounts of t
sometimes the onlgelevant sources availab!® Burney(17261814) and Hawkins
(17191789) in their 20s were active musicians who knew personally several of the
composers concerned orgpde related to them. Even thoutieir music histories were
issued in 1776Hawkins) and 1774789 (Burney) a generation after some of these
composer8deatls, their acounts are still firshand {requentreferences to botHistories
in musicdictionariesare a good indication of this). However, it shoaldays be
rememberedhat their evaluations of the composersheirworkswere written for the

age in which they lived and with thastes of their audienser mind.

¥Burney referred to Geminiani 6s Sonatas Op. 4 (173¢
8 Burney, i, p. 991.
187 Concert reviews appeared very rarely in early eighteesitiury newspapers
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CHAPTER 3

The publication and dissemination of violin s onatas

A growing interest in musimakingin the family ércle andin otherplaces of
assembly ath association fuelled a constal@mand fonew publicationsof music,
which could be performed on such occasiofsis needvas greatly facilitated by the
development of cheaper and eagrenting methodsBefore the end dhe seventeenth
century, it had become the norm to have mpsinted from engraved coppglates rather

thanmovabletype' achangewhich, inNorthd s v i e w, propagaamd € d c k O :

There was another incident which tended to propagate musigharall,

as wellas thdtalian manner, and that was printing from copper plates.

The first that lhave seen were ifhe Devision Violisf1659], and since

bySigNi chol aBstboboks. wel l known the ol d way
setting, and all the Italian musiokven of the best masters, are so publisht;

and that manner was much ritbathbimd by one John
vast advantage to all lovers, that musick was to be bought at reasonable

prises,and nev wonderfull fair?

At the turn of the centurthetechniqueof printingwas improved further by adopting
pewterinstead of opper platesandthe use of punchedsobecamenorepopular, all
of which gave a significanimpetus to the musipublishing trade® Beforethese
improvementsnusic printing was so expensive tinabst foreign worksvereavailable
only in imported editionsr manuscriptopies® By increasing th@umber and variety
of works issuedeighteenthcenturymusic publisherbegan to @y an important parh

moulding public musical taste.

! CharlesHumphries andilliam C. Smith, Music Publishing in the Britistsles From the Beginning until

the Mddle of theNineteenth @ntury(Oxford: Basil Blackwell, 197Q)p. 14.

ZWilson, p. 311, n.66

® Humphries and SmithMusic Publishingn the British Islespp. 1415.

* The Playford atalogue (1697) contains a lisftforeign musicbookand copi es o6fairly pri
t r ue OThe glawrpmdess of disseminating music in the seventeenth century is also discussed by

North (see Wilson, p. 222). It should be added that in the eighteenth century the pramijpgraf music

did not stop.
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In early eighteentitentury Britain nany new music publishing firmgsang up
(mostly in London) of which thed J oWalstbcompany was the most influentral.
Comparison between tloatalogues of Playford, who was respible for much of the
music issued until the end thfe seventeenth century, and Walsh shows not only a
remarkable growth ithe numbenf published work$,butalsothe steady developmeot
instrumental chamber musiExami nat i o n publicativastos hi®fisst print on
15 July 1695 to 17Bgives abroadoverview of the music published, and thereby
practisedn Britain at that timé€’. It appears that the trio sonata and the solo sovera
the leading geres ofinstrumental musicandmost of thenwere for vidin(s) and/or
flute(s). The solo sonata was particularly well suited for both domestic and public
performance, and for the practices of professional and amateur mudiciarger to
reachawider market, some dhetrio and solo sonatas for violin(gere transcribed for
the recorder or flute, or the violin was added as an optional instrument to sonatas for
flute/ oboe. Corellids Op. sbchtmnmsmbsedversionsr i o s
for flute/s aml bas$ A multicomposer anthology of violin sonataasanother type of
publicationpopulari®d bycontemporary publishers, as exemplifiedldg | s hdés edi t i c
(1706)of Six Select Solos for a Violin and a Thorough Bags df Six Eminent Masters
Martino Bitti, Nicola Matteis JrCorelli, Torelli, CarloAmbrogio, andPepuschThe
majority ofviolin sonatas published at the time were of moderate difficmitgnded
primarily for amateudomestic musienaking.HoweverWa |l shoés VYepacnhso9f

Op.1(733)andTat i ni 6 s Op. 1 pouklishetsZalso issued sormtass at e t h

®> SeeHumphries an@mith, Music Publishing in the British Islepp. 1925. Between 1695 (the foundation
of the Walsh firm) and 1730 Walsh sometimes worked in association with John and Joseph Hare, and
others.

®See P aaafogue 1680Harl.5936 (British Library); all the Walsh putiians are listed iSmith,

A Bibliography of the Musical Works Published by John Walsh-1628 andSmith and Humphries,
17211766 Wa | s h 6 s storRl69%1720¢antin around 64&ms, and for 172866 featurel,500

titles (this figure does notinclude maofHa ndel 6s pri nt s) .

"Wal shés first pulot mentmrnedin@aptevlas a violin tu

8 See SmIth1695172Q items 107, 205, 242, 243, 255, 401.
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designed to show off the virtuosity of the violinist dndstonish thaudience
Sonatas printed in earbighteenthcentury Britain werg@predominately by Itén
composers, of whom Celli was by far the best represent@thisch ew Or pbBeusd wa
regarded as the most poputamposer whose works could be marketed profitably in
large quantities. The authority @ or el | i 0 s pparenin the numberaitss o a
published arrangemest imitations oradaptationssuch asSix Sonatagé ] C o mpdoirs 6
Imitation of Acangelo Corelliby William Topham (17099 r Ge mi ni ani 6s r e wc
the sonatas Opp. 1, 2 and 5 ifoncerti gossi® Violi n sonatasverecoming into
Britain in increasing quantitiesot only through copies printed and repechby native
publishersbut also througiConinental prints issued hyublishing haises suclas for
example Estienne Roger chmsterdamandBoivin, Le Clerc from Paris, who had their
agentsinlondon.n addi tion to Corell i 0 ®lnstewekes , a ma
offered a widechoice of violin ®natas written by othdoreign composersmostnotably
by Albinoni, Torelli, Cazzati Mascitti, Vitali, Valentini, Pepusch, andtivaldi.'® Further,
celebratediisiting Italian virtuosoviolinists, some of them settlmin Britain (see p. 41-
2), pulished sonatas fariolin andcontinuoin Londor among them were:
Geminiani  Op.1 (1716) and Op. 4 (1739)
Visconti Op. 1(1703)
Castrucci Op. 1(1718) and Op. 2 (1734)
Carbonelli 12 violin sonatas1(729)
Veracini Op. 2 (144).
Although Handel waprimarily an organist and harpsichordist and as a composer his

interestwas manly in vocatinstrumental musidie, too, wroteviolin sonatasprintedby

° Another example i§wo Concertos being the first and eleventh Solo$ latey Arcangelo Corelli, as they
are made into Concert ood(kondonycli6). Obadiah Shuttl ewort
Yviolin solos of these composers are |listed in Wals
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Walsh as Op. 1 in.1730 @revised edition appeared i1 732)** Amongthe less
prominent foregn composers who published violin sonatas during their stay in Britain
wereNicola Cosimi (Op. 1, 1702Repusch (1708Rrospero Castrucci (1739), and
Niccolo Pasquali (Op. 1, 1744).

Walsh and the other London publishers had no rivals in the provinces nor in
Scotl and, where Richard Cooper, a oO0fatherod
from about 1725 to 1755. Neverthelgd®e entrepreneurship of many booksellers and
shopkeepers in the provinces, whose stocks were enriched by a selection of mssic print
played an important pan ithe distribution and populaason of contemporary violin
sonatas? Further, certain local newspapeadvertised lists of the music primtgich
could be gpplied from Londonfor instancethe Norwich Gazetten 1 June 1723
includedC o r e Opp.itHis its list™®

The lapse of the Licensing Act in 1698hichended governmeméestrictions on
thenumber of printers licensed to publish books and newspdpgtertriggered rapid
growth in the publishing industrilewspapers and journals flooded from the presses
a scale hitherto unknowim 1702 thd_ondon firstdaily, the Daily Courant andalsothe
first specialigd periodicalTheMonthly Mask of Vocal Musi@Valsh),were launched.

The foundation of mangthernewspapers and the developmenpiass advertising
contributedto the successf composers, performers and publishé&s our studywill
show,many of thenrecogni&d the value of widadvertisement and todkll advantage
of this medium.

On the one hand, an expanding market and the developments described above
generated greater career opportunities for native compases) the other thiarge
influx of foreign musicians and their music into Britaimeated greaterotnpetition for

them.However theelevennative composernstrodued in the previous chagtwerenot

1 The first print appeared i.1722 in Amsterdam. Some of these sonatas are considered by scholars to be

of uncertain authorship.

2Til mouth, 6The Beginnings of Provincial Concert Li
3 bid., p. 12.
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discouraged by this competitiamd issuedheir own violin sonatastherebymakinga
significantcontributionto the development ofBRritish school of violin playing and
violin music.

As is evident from Table.3, sixteen sets of sonatas for violin amssocontinuo
by British composers were printéegtween 1700 ancl175Q including 121 violin
sonatas altogether. In that periéelsting was the most prolific Bish composer of this
genrepublishing as many as four seEccles and Valentine followingth two sets each.
During the first two decades of the century only three seBsitéh violin Soloswere
issued those byCroft, Viner and Eccles). Howevgirom 1721 untikc.1750, the number
of Solosrosesteadily achieving its peak in the 1740s, and confirmithgincreasing
popularity of the genre in Britaithroughout the firshalf of the eighteenth century.
Undoubtedly, he arrival of Geminiarand oher Italian violinists also stimulatedeth
taste forthe violin sonatan Britain, thereby encouragingative composern® compose
in this idiom.

The majority(11) of these collections were publishied_ondon one of the
European capitals of mugieinting. Withtheex c e pt i on of F@isbbh&a@® s
Solos each collection isnade up of either six or tle pieces. In general, as tbentury
progressed, sets of six sonatas became wmmmon than those of twel{tgpical for

Corelliés collections).

O]
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Table 3.1. Chronologyof British violin sonatapublishedn the first half of the

eighteentttentury.

Date Composer Place of publication Number of
violin sonatas

1700 Croft Six Sonat alondonr Sol osé 3

1717 Viner Sol os f oyOpal, Londan!l i n é 6

1720 Eccles Premier livre desnateg , Op . 1, Pd2 i s

1723 Eccles Second livre dessn a t, ©p. 2, Paris 10

1726 Humphries Six SolosforaVioli@, Op. 1, Lon@éon

1728 Valentine XIl Solos for a Violié , Q2 London 12

1730 Festing Twel ve Sol o&,s .@Qphandom Vil2 Il i n

1735? Valentine La Villeggiaturé¢ , Op. 13, Ro meé6

1736 Festing Eight Sol o&s Opr 4, VLaBhdon

1737 McLean Twel ve Sol @ds Opr Son&@asbur gh

1745 Holcombe Six Solos fora Violia, Op. 1, Lon@& on

1745 Gunn Six Solos for the Violi , Birmi nghat

1746 Gibbs Eight Solos for a Violié@, Op. 1, Lo&don

17472 Oswald Six Pastoral Soles, London 6

1747 Festing Six Solodos, fOp. a7 Vi lod mGaeh

17507 Festing Six Solos for a Violi@ , Op. 8, London 6

* This setwill not be considered fanalysis inhe following chapersbecause many of its
movementsvere plagiarised.

The termSoloused in the titles of the afge printsprobably derives from Italian
practice.In the first half of the seventeenth centapnata for one melody instrument
andanaccompanying instrument designatesocontinuowerelabelleda uno
[stromentd or a 1; the continuo was not included in the numerical designation of the
sonataputwas s peci f i ed aumgoaar Deconel bagso cobtisu@pen t a

| 6 or gan g etc.)chahmbeaonhdhalf of the centuhe designatioa voce solar
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soloattached to an instrument in titld§s6 s o n at e abegame®rhorempapules o1 0 6 )
In seventeenticentury Italian sonatasviolino solq the basso continuo wasually
executed by one instrumempstlythe organpr sometimes the harpsichoxkdblone,
lute, theorbopr violoncello™ Broadly, he harpsichord wasmployedfor chamber
sonatas, whereas the orggenerallyappeared ihurch sonata¥.Early eighteenth
centurysonata titlepagesndicatevariousbass accompanimes to violin musicLike
Corelli in Op. 5, manyiolin sonata composeds the periodcall for either violoneor
harpsichord® Albinoni (c.1712) and Geminiar{iL716), by contrastrequire both
instrumentsVivaldi in his Op. 2 (Venice, 170$pecifiesthe harpsichord without
alternative, whilé/eraciniin his Op. 1(Dresden1721) simply calls fobasso(a
particularly popular designation french violinsonatas)but inWa | srépons of
these twosest he cont i nuo Thosougt BasfortheHamgicord® 06 a
Bass \V o | In sud, the practice was nstandardisd.
Similar variations in continuo reatison appear in the titles of British violin
sonatasEccles,Valentine (Op. 18 Holcombeand Festing (Opf., 4 and 7) do not
indicate any specifimis t r ume nt f-B a sleabingthdperformersggtdrchoose
their instrumer(s). Humphries andresting (Op. 8 peci fi cal ly pr-escri be
Basso t o b edargsichargGeodt, Vioer, Vdlemtime (Op. 12and Gibbs offer
the option of usionlga 9 t drithe thaeomdmn,Eroftd s r. s €t cor d
Only the sonatas dflcLean, Gunn and Oswald are explicitly labelled in the title as for
6t he Violin and Violoncell o, with a Thor ou:
(Oswald),obviously indicatinga doubling of the bas$he instrument most often

specifiedfor the contine partin the above titles ithereforethe harpsichord.

4 See Wilk,Sonata pp. 5976; alsoTharald Borgir,The Performance of the Basso Continuo in Italian

Baroque Musid¢Ann Arbor, ML.: UMI Reseach Press, 1987),pp.32; and Neils Martin Je
Sonata, Duo Sonata and Trio Sonata: Some Problensrafifobgy and @nre in 1Th-Century Italian

Instrumental Mu s i cFéstskrift Jens Peter Larseed. Nils Schigrring, Henrik Glahn and Carsten E.

Hatting (Copenhagertdansen, 1972), pp. 8801.

15> See for examplethe church sonatas of Vivarino, CecchiMontalbano, Cazzati, afde g| 6 Ant oni i .

'8 For exampe, Gasparo Visconti (1703), Giuseppe Valentini (1706), Pietro Castrucci (HfH7)

Carbonelli (1729).
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As many as eight of sixteenet s bear a dedication. This
of expressing his gratitude for the patron.
of acontinuedSei es of F av o ur);duéher(ssck acknédwbedgemedti x B
mightalso have provokederforming engagement (asMcLearb s case, di ScCUS:
below) as well as obtaining securpdrchasers of thpublication. The prices of these
collections ranged from two shillings (@ft) to as muclas one guinea, i.e. 8Festing
Op. 1); 6 shillings, and half a guinea §82l) were mostommon.An unskilled labourer,
whose average weekly wage was arous)dv@uld haveo work more than a week to buy
a halfa-guineaedition’ Evenfor skilled labourerssuch as, for examplericklayers,
masons, and plumbers at Westminsied Southward who earnbdtween 2.6d. and 3.
aday, it was auxury item® The prices of these setsy be compared with the prices of
somebasic goods of the period. londonat the beginning of the eighteenth centuoy
ashilling one could purchagalmost 4 Ibs. of meat, 1|bs. of salt butteralmost3 oz. of
tea,2 Ibs. of sugar, and 2 Ibs. oheesé™ In short,only the small proportion of the
populationthat hadsurplus income could afforah editionof violin Solos

In order to facilitate and clarifghe following discussiondetails ofthe publication
of thesesixteensetshave beemwlivided into three categories:

a) commercial publicatioii sonatas issued by a publisher
b) self-publicationi sonatas published by the composer

c) publication by subscription self-publicationby subscription.

Commercialpublication

As Table 3.X%hows, he sets of Croft, Viner, Valentine anddting (Op. 8) were

issued bypublishes. Vi n &olass publ i shed posthumously (17

12 must have enjoyed a considerable vaagtaey were soon reprinted by Walsh, and

YpicardDr . Johnspm®& London

8 ThomasS. AshtonAn Economic History of England:HE 18h Century(London: Methuan, 1955), p.
220.

YJjame®6 Do nal @he Bdepdid ShillingBurley: New Forest Leaves, 1982), p. 7.
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advertiseca mo n g 6 N e of MEsitkd? Britisim miblishergook advantageot only
of themany violin sonatas by foreign composdrst alsahose written by native

composers, thereby contributingttee spreadnd practie of the genre.

Table 3.2 Commercial publication
Composer Publisher Newspaper

Croft, Six Sonatag John Young London Gazettéssue 3539)
9-12 Octoberl699

Walsh Flying Post or the Post Mastéissue 690)
10-12 October 1699

Viner,Op. 1 Walsh Post Man(issue 1654p
10-12 December 17176This Day ispublished

Reprinted:

Post Boy(issue 4530)

7-9 August 1718@\ew Editions of Musick just
publ®shéd

Valentine, Op. 12| Walsh Country Journalissue 91)
30 March 172&d_ately published

Reprinted:

Daily Journal(issue 2828)

29 January 1730¥lew Musick, and Editions of
Musick, Just Publishél

Valentine, Op. 13| Antonio Cleton

Festing Op. 8 John Johnson

Since many early eighteentlentury imprints do not include the date of
publication, advertisements are often the only souta@sprovidethis information
(althoughnot always the most accurate, see Crarfi) also some other details of printing
and/or subscription proce$sOf the sixteerselected collections, eight are dafsee
Appendix B, and eight were advertised in the press. For exaliptes t Om & 6 s

belongs to neither of these two groups, thus the date of its publication is only approximate

®The only kno wsset¢ldld)ys held at theiBritishrLibrag (084.
2See Wil li aomth®.seTomdd , Adverti sement sThelibraBiSthseri, ® gr aphi c
(1954), pp. 17487.
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(c.1750)% The publication bone andhe same work was usually announaedeveral
papers over some period of time. However, in this study only thestadvertisment of
thesame print has beencluded.
Such was the demand for new musntithefierce sales competition between
publisherghat the publication of r o Sdnétasvas anounced almost simultaneously
in 1699by tworival publishers  Wa preehabtwo shillings a copy was obviously more
competititethanYoun§ s t hr ee s hi | | ioffeigps3, saon dhussthageoy | Wadl s
beena strong selling poinThere is only one knowextantc o py of Youngods ed]
(CambridgeRoweMusic Library) but, unfortunately, it lacks the violin sonatas. The
Walsh edition, on the other hand, has survived in three ctpiesording to theitle-
page, the set actually appeared in 170@& Six Sonatasvere soon reprinted by Roger of
Amsterdan in 1701%* at a time when relatively few British publications found their way
into print on the Continent (Italian music dominated the market). This suggests that
imported copies may have already met with some success.
The format of (@arksfortvidlia ang flute)l entitledix Somatas
or Solos, Three for A Violin and Three for the Elwiith a Thorough Bags € ]
Composed by Mr Wm Crofts & an ltalian Mir.s model | e Somatas &1 nger 0s
S o |, @68CKalso imitated by D. Purtlesee pp. 3).Asi n Pur cel Crosf t1®OV 8

sonatas arpresentedn the reverse order than ist#d in the title. Perhaps Walstusel

thettlepage of Fingero6s 1690 swhichacoudexplaithe t hese

2 The copies bthis print: Great Britain: London, British Librarg£70.0.(3)); Cambridge, University
Library; Pendlebury Library of Music; Edinburgh, National Library of Scotjdinited States:
Charlottesville (Va.)University of Virginia, Alderman Library (M219.F42 1750); Washington, Library of
Congress (M219.F42 op. 8).

3 London, British Library (g.932); Royal College of Mus@76); Durham, Cathedral LibranC@0(i)).

For modern editiog) seenote 23 in Introdud@bn.

' The title of this edition iSix Snate, trois & une Flute & trois & un Violon & une basse caomtjn
composées par Croft & un Maitre Italiehh e onl y evi dence of its existence
cataloguessee Frangois LesurBjbliographie des editions musicaleslgiées par Estienne Roger et
MichelCharles Le Céne, Amsterdaf6961743(Paris: Société frangaise de musicologie, gtd& Cie,
1969), pp. 3H40, 86.
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apparentliscrepancy” At the end oSonata®Qu ar t ad, o6 Quihemt a6 and 06 ¢
composer 6s nahkre. i Wm.siglC,read Mvrs.d6 Wi | | i am Croft
Croftdsob,.Three sgpoeneptd sveerl yof t he fl ute asonatas,
been identified aBinger?®

Becausé/ a | e n worka wede published by sevemlblishersall over Europe,
therearevariousdifferenteditiors of the same worlsomehavea different opus number,
or different works havethe same opusnumb®l n addi ti on to Wal shods
V al e nXliSnlesfora Violin[ é Dpera Xlth ,?®there is another collection of
Val entineds sonatas wi t hCletohia Rosna (h&0)onder s n u m|
thetitle Sonate per il flauto traversiero, cbasso che possono servire per violino,
mandola, et oboe, Opera XIThese sonatas are, howeveffedent fromWalshb edition
of Op.12 Marcello Castellani implies that Walsh published Op. 12 without the
composer 6s?Hoeeremirtsnsisteacyn.the numbering of publications does
not have tanean piracy (or theft)t was common practice for each publisher to assign
opus numbies that described his own prini&/alsh begatoissueVal ent i neds wor kK

c.1712 Op. 1 KIl. Sonatas of three Paitandcontinued until 1747 Op. 14*°

Val ent i n elesionsfeiclio somatasvas publishedy CletonasLa

Villeggiatura: a violino solo col &sso[é ] OperaXIll (Rome,c.1735)% It seems that

% SeeSmith,1695172Q0 p. 26 ( No. 82a) . Th epropablphoegkt byoNalsiFi nger 6 s
from the composer, and this tipmge was used for several works (the pgsseout technique of printing

title-pages).
% The first movement of the third sonata is attributed to him in a Mus. MS 295 at the Herzog August
Bibliotheki n Wol fenbg¢ttel; also the bass parts of all t hi

sonatas published in 1698 into a fragmentary manusgBptbl, Add. MS 31993; see Preface by Peter
Holman to a facsimile edition &illiam Croft, Six Songas or Solos Three for ¥iolin and Three for the
Flute (Alston, CumbriaJPH Publications, 2002)

2 See YoungA Thematic Catalogfahe Works of Robert Valentingp. 195.

8 The copief this print: Great Britain: London, British Library (h.11.K)ambridge, University Library
(MR360.a.7041); Germany: Hamburg, Staatsd UniversitatsbibliothekM B/3073).

9 Roberto Valentini[VI] Sonate fr il flauto traversiero opera XIRoma 1730facsimile,ed. Marceb
Castellani (Firenze: SPE$985), Prefae.

% See YoungA Thematic Catalog of the Works of Robert Valentipe 165.

%1 The only known copy of this print is held at tBenservatoirdkoyalde Musique de Bruxelle8(Bc-
5830.
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V a | e n ¢thoige ef bhditle mayhave been inspired lio sonatas ofiis Roman
colleague Giuseppevalentini  Xll Villeggiature armonichgOp. 5 (Rome, 1707; now
lost). Again, as with the previous Op2, two differenfpublications of sonatdsy
Valentinebear the sae opus number. The second @8.entitledSonatas or Solos for
a GermanFlute, was issued by Walsh 1735.

Valentine dedicateta Villeggiaturato Giorgio Pitt whowasprobably George
Pitt (d1745), Member of Parliamefdr Dorset. The set has a programmatic unity,
although confined to picturesque inscriptioba.Villeggiaturame ans o6 hol i day 6 a
sonata has its own separateetilepicting the following locations
Il . 6La Monte di Compatri 0
1. 6éLa Monte Porziobd

A

l'1'1. o6La Zagarol ab

I V. 6La Rocca Priorabo
V. 6La Col onnaé
VI . 6La Frascati 6

Val entine takes us on 0holl6nikeySbuttEastoft he r e g
Rome. All the above places are a group of communes, situated in the area ofé¢lie Cast

Romani in the Province of Rome, Lazio, on the Alban Hills. The beauty and fresh climate

of this region attracted many Roman noblemen, aristocracy, Popes, and cardinals to build

their summer residenséherg(for example the Ruspoli palace at Neroi,r t he Popeds
residence aCastel Gandolfo). It is probable thehen Valentine was in the service of
CardinalRuspoli(seep. 74 he spent some ti me asojourrRuspol i

which mayhave inspired him tase these place names for hisatas.

Self-publication

Of the sixteen collectionrstudied eleverwe r e 6 Prr itnhtee dAuftohor 6 wh

means thathey were published di¢ expense of the composer, and sef¢hose were
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in turnavailableby subscriptionin the seventeenttentury worksvereusuallywritten
on commissionfor the privde entertainment of the patrdior church servicesyr
academiedn the followingcenturycomposers had tmperate in an increasgly
competitiveand internationalesd music marketOneof the waysn whichthe composer
tried to raise his reputation amehprove hislivelihood was to promote himsefhrough
the publication ofhis own compsitions* The growing music trade allowed him to
publish,promote andlistribute his pieces in more efficient ways than ever bekwée.

surprisingly, snataswhich wereone of the mogpopular instrumental genres the time

(espeally for domestic musienaking,wer e of t en cld.s eAs fman y Opw

seven othe elevercomposers under scrutiny presented theirmsition in print for the
first time with a set of sonatdsr violin and continuoOnly Eccles, Humphries and
Oswalddecided ¢ takethefinancialrisk of publishing theiown Soloswithout
subscription. livas a rather expensipeocessincludingthe costof engraving, paper,
printing, binding,advertising, andlistribution. SeHlpublication, however, gave the
composer aopportunity to retaitighter control ovethe production of his workThe
name of a distinguishededicatee on the title page increased the likelihood of financial
support.

First, the composer or his patroadhto employ a professional engraver and
printer. Then, copiesweresold att h e ¢ o mp o s e anistenadditiondilyatu s e ,
musicbooksellershopg(presumablyn a commissiaffiee basig. Sometimes the
printer also acted as sellenagdistributor. We do not know how longtdok toproduce
each of theséour volumedy Eccles, Humphries and Oswalthw many copiesf each
work were printedand the cost ahis wholepublishing enterpriséJnfortunately, such

details were rarely recordedowever, some informatioon this subjectan be gleaned

¥For example, according to hisssiudentsireresdsad framveoitoa |
twenty afer the publication of his Op.\iiolin sonatas; see i n d gTheGneat Influxofl t a | i 4bh.s 6 ,

di ary
p .
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from the record opayments made to Thwas Cross byriothesleyRussel, seconBuke

of Bedford for the engraving of a set tfielveviolin sonatas by osimi(Op. 1, 1702)

The payments statlin 1701 (month unspecified) for the engraving and contimue
March, April and Julyl 702 for the actual printinf. Cross chargedssper plate for
engraving (52 plates in totah3 5s. for printingsolosat 2s. 6d. per onehundred
pageq2,600 printedn total), and £1 1&.f or wuse of NbressfoPpamingy t hor n
The total cosgiven in the accourfor engravingprinting is £0 10s 6d (the 1/6 paid for
ruled paper is not includedh 1702a singleadvertisemeninsertion in a newspaper cost
2s.or 25.6d.3*C o s i workdvassoldto the publidor a guinea a booK'ilmouthd s
interpretation of this accounttiatthe firstimpe s si on odeth&l@asun @00 s
copies which gave a per copy profif 155> Hunter, on the other handrgues thabnly

50 copies were printed and thiud h e  ppeofit, if @5owene sold, wass3 4s5>°

Becauss o me of Ti | mo ufigure8ase basedt hypbthetitabssuinptions
eitherinterpretation igplausible Neverthelesshis comparisornllustratesthat the

difference in a profit margin could be significant, depending on the costs of production
and number of printdt is worth adding thaK r u m maatash®@wvthatin the early
eighteenth centurfirst impresions might usally have comprisetfom 25 to 200 copies
with the average more likely to be around one hundfred.

From an examinatioof availablesources it appeatbat Eccles, Humphries and

#¥Til mouth, 6Chamber -1Mu2s0ioc,. Ir pach éAsdudlspeed df, prinfinGf7céurse,

varied, depending on the workload of the engraver and printer.

¥David Hunter, 6The Publishing elf7 208pdesd7 (18M)dpp.Song Bo
647-85 (p. 671).

®Mi chael Til mouth, 6A Note oon i heBri@®(®bl),ppfl-3;8adsi c Pr i
David Hunter, OAA Note on the Cost Brib26NLI9&), mp. Pri nt i n
71-2.

¥Hunter, 6A NobMusicRimingi ,h 8p .Co& t

3" DonaldKrummel, Guide for Dating Early Bblished Music: A Manual of Bibliographical Practices

(Hackensack, N.J.: Joseph Boonin, 1974), p. 38. Like Tilmouth, Krummel suggests that 200 copies of
Crossbdbs work were printed in the first i mpression.
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Oswald did not advertise theiolosin newspaperOnl y Ec c | ededicatonset s b e
which implies that this whole publishing venturevgap onsor ed by t he comp
patronsBoth collectionsappeared n Par i s undeers taAuneg | nepeased .6 EAC cn
privilége du Ro{copyright) was granted on May 10, 1@ &6é Hen AngEtoc k6 s,
publish dun | ivre de Sodnstamental bompositionseThadt as o0
same year, Eccles issued Riemier Ivre of twelveviolin sonatas, dedicated to
OMonsi eur GaegeCheG@eanltiielrh o mme allvemurearnds 6, pr ob a
entrepreneur Joseph Edward Gag@&g871766)who wasdliving in Parisat that time.
In thededication Eccles assures Mr. Gage that the sonatas are writtenitalian style
( 6 Banates sontdansle(@o | t a Fact ehich iy hbeyond dispute becaegghteen
movementshad een pl agi ari sed fAlletame@peucamreq@ape Val en
Op. 8 (Romel714)aswellaene movement from Francesco An
Invenzioni da amera Op. 10 (Bologna, 172)2° This cass doubt on the authenticity of
the remainingnovements.

E c ¢ | S=exidddivre deaates(1723)comprises ten violin sonatas, one sonata
for two flutes one flute soland adFantasiafor solo violin* The set is dedicated to
0 Moinesur | e B a wiorbetwken 189 &/ 36wad8§ E n \Extrgordinary &
MinisterP |l eni pot entiary from the Kingandfas Sweden
Eccles notein his dedicationa keen supporter of tleets*! Before hisariival in England

in 1719, Carl Gustaf Jacobsson von Sparre (1688L) lived in Paris, where lineld the

post of Swetsh Ambassador to the Court of Louis XBoth livres of sonatas were

% |n addition to the Burney newspaper collection, the following source has been examined: Anik-Devriés
Lesure,L ai®on musicale dans la presse parisienne au X¥léicle(Paris: CNRS editions, 2005).
¥Andreas Moser, 6 MuBidMusikKl5/651928e ppCiRS, (Mi424p and aso William
Barclay Squire, 06HeMTr64/96&(023),p.39.s Borr owi ngso,
“°Thecopies of this print: Great Britain: London, British Librak.7.e.5.(2); Cambridge University

Library (MR360.a.7046); Glagow, University Library (Sp. Coll. Farmer f.126); France: Paris,
Bibliothéque Nationale (609(2)); United States: New York, Public Library at Lincoln Center.

“l See http://www.twickenhasmuseun.org.uk; [accessed 11 DecemB6n0]. Sparre was resident in
Twickenham in the 1720s.
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engraved by LoussRousseh n d s o | d hane (Rkecde Ik idaspé) sthe shop of
Foucaut/Boivin, andhe first gus additionally at h e éRARYwIE, visavis la Conedie
Frarcoise 0 .

Eccles uses Itmn numbering for each Sondtaonata Prima, Seconda, etc.),
butin thesecond pushe also follows the French tradition of writing descriptive titles
in his sonatas (as in thody Couperin, RebeDuval, andElisabethClaude Jacquet de
La Guerre). Some of his mements are headed with poetipressions or characterful
inscriptions written in nforfin@ldd seec@Gompadhend
OL6bai mabl e Gavateedl aedr 6ba Brill a

Thr ee year spuldidatior afOp.R tHempleriesssed hisSolos

which openwith the statement that:

These compositions ared first fruits of a young Gentleman now not

aboe 19:andasnoman,h o6 o f much | ongeto study, need |
own t he mdtheingenicus Authgr will meet with Incouragements

suitable to his meritand at length prove, in his profession, a credit to the

English nation

Later that year (1726) O6the ingenious Aut hi
publisher Young, whorobably reprinted th8oloswithout any financial contribution

from the composef Humphries must doubtless have perceived this as a desirable

outcome and proof of the marketability of his pieces. Interestingly, at the end of the

Preface hexpressehis gratitude totheenmgaver o6T. Crwhsdhfbs bhas
proof that Mr. Cross, in hisway,isut d o n e b yAppemair B. hdeédsteee

notes, the placement of accidentals, repedtdynamic marks, bass figurasdthe

designation of rhtyhmic patters are engraved with great care and consisteaaithyough

the common term 6al |l egr &8uchasfersnpetdtheed cor r e

engraver in a music edition is rare but, considering the status of Thomas Cross, is not

“2The copies of these first prints: Britain: London, British Library (h.1655me2#9.e.(4); Germany:
Hamburg,Staats und Universitatsbibliothek! B/3073); United States: Chicago, Newberry Library

(VM219.H929. Y o u n g 6 snotncludenthe Ptface.s
43
I n

its eight appearances the second 616 is missing
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surprising. He was one of the most famous engravers of the period, who played a crucial
role in establishing and popularig music engraving in Britaiff:He was admired for the
high standard of his work, as Hgritall confirmedé Wh i | e dhop®vwalaily h e
dangling view/ Fal se Conc’Grabsengtaved dnmmy Cr os s
many other wor ks, Pur c e IRadamistqdl720)ands onat as (
Ge mi n iSenatéOp. &4 (1716).

Oswald was one of the very fes@mposers whactually ran hiwn publishing
business. Hence, his violin sonatas were printed and sold at his music 6h8pt in
Ma r t Charéhgard@*® The set was reprinted by the composer in 1761 and 1765. Like
Valentine with higOp. 13, Oswald decided to give estiptive title to his collectionSix
Pastoral SolosThe designatiod p a s t othesedodatad reflects thopularityof this
concept ireighteentkcenturyart. It signifiedrural life, portrayed in an idealised way, as
charmingly, navely simple and sereien i dyl l i c | andscaffes (the
The purity, innocence and simplicity of shi
with the corruption, triviality, crudity and artificiality of the court or the city. In other
words, the pastoral stands as the embodi me]
nature, and o noble, naturabnd simpldife. The pastoral concept music was
expressed by certain idioms atagoi, such asfor examplethesiciliana, musette
pastorale or the use of drones.n Oswal dbés time Scottish musi
cl osely with theé@natderaalod, Oohstt rareie@hidyllf or war dr
0Scotch songsd were taken as Askisdestnbed i n si
by William Thomson in the introduction to Hxrpheus Caledonius 1 725) : O0You Be

and Belles so fine and fair,/ Here learn to love, and be sincere;/ True Passion Nature still

“* Humphries and SmittMusic Rublishing in the British Islespp. 1415.

“bid., p. 16.

“®The copie®f this print Great Britain: London, Britishibrary (e.5.1.(5.)); Cambridge, University

Library; United States: Los Angeles, University of California, Music Library.

“"For more informationotheé past or al 6 i n | i WeatisRastaralfChicageand Paul Al p
London:University of Chicagd’ress, 1996); and in music, see Raymond Morifie,Musical Topic:

Hunt, Military and Pastora(Bloomington and Indianapolis: Indiana University Press, 2086)185271.
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i mparts,/ Nor val u#®mhiBsoatasitessemsihasivaldiolowsHe ar t s

Al l an Ramsayds advi ce:

And shew that Musick may have as good Fate

INAl bi Glems)at) mb r graed Retreat:

And withC o r e doft lfalidrsSong

Mix Cowdon KnowsndWinter Nights are long

Nor should the MartiaPibroughb e despi s6d,

ownoéd and refindd by yof#, these shall the n

Oswal dbés o6r ef Basismehietedby combirtinigakan and Scottisimelodic
idioms and flavoursvithin asonata framework.
Interesingly, in order to fill some blank paper betweem8&tasll and Ill, the
lines of the staveakethe shape ahreequill pens with the dad of aird (a dove?) in
the middle Such achoicemayhaves o me connect i masonk activitiesOs wa |l d ¢
for he was a member of the Edinburgh Lodg€ahongateKilwinning, where hewvas
made an Entered Apprentice (23 December 1735) and Fellow Craft (22 Juné’1736).
A dove (themessenger of Noah) is the emblem of purity, peace, hop@mocknce,
whereas a pencil or qui | Isignffies kroewlagé and O mas o n

learning®*

Publication by subscription

Amongthee | even set s 0§ Prsevenweubliskedbyt he Aut hor

subscription (Table.3). AccordigtoHand. e nne b er gS o nRPruatcaed sl 6osf | | |

“8William ThomsonOrpheus Caledonius, or a Collection of the best Scotch Soieg@,@don, 1725),

pp. 1:2. Thomson ¢€.1684 c.1752) was a Scottish singer, whd@3gpheusCaledoniusvas the first ever

largescal e coll ection of O0Scotch Songsd in print. It i
The publication wa aninstant hit and aecond edition with 100 songs was issureti733

“9Burns Martin and John W. Oliver (edsThe Works of Allan Ramsa§ vols. (Edinburgh and London:

William Blackwood, 1972)i, pp. 1945.

Andrew George Pink, FréemasenryMEarly Eighteer@2 inlt tuurye Lofndonod ( F
diss, University of London, 2007), pp. 1480s wal d wr ot e t wbhe MesteroMusick hy mns |
Thus Mi ghty daddSraneme kindkdeavashith were included i\ Curious Collection of

Scots TunegEdinburgh, 1740).

*1 See Adolphus Frederick Woodfotrde nni ngdés Masonic Cyclopaedia and H:
Archaeology, History, and Biograpliizondon: G. Kenning, 1878), pp. 168, 553.
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(1683) were the first musical works Europe available byubscriptiorr? a custom which
became more guilar in the first half of theighteenttcentury®® Even Handel usethis
method of publication fofifteen of his works,of which the oper&talanta(1736)
attracted théargest number of subscriberd 54 for 192 copied’ As Table 3.3
illustratesF e s t i n7ghadsthe @Qumestumber of subscribers of the sev@wlos
published by subscriptiomhereas M L e a n 6 sllest. hive of thavesetsincorporate

lists of subscribers

Table 3.3 British violin sonatas published by subscription between 1700 and 1750.

Composer Subscribers | Copies
Festing, Op. 1| 150 166
Op. 4 | no list
Op.7 | 216 242
McLean 59 59
Holcombe 208 228
Gunn no list
Gibbs 161 213

The number of subscribers to the Festing, Holcombe and Gibbs sonatas is very
high in relation to the subscription publications of instrumental music issued before 1750
in Britain. I n fact, only Boycebs 12 trio
(487) than BRedt HogoesmbBpos70p. 1. By compar
arrangements of CE&oneeftigroséi son Que viotifLoadon, O/@6) 5

attracted 161 subscribers. Although this i

*2Hans Lenneberd)n the Publishing and Dissemination of Music 18@8%0(New York, 2003), p. 69.

Purcell 6s set wadon Gazttteé28 Mayd6B8Thd first book known to have been
published by subscri pt i ®uoctoiimLinduaglangor, 164§ls 16060 hn Mi ns he
Thomas Mace published by subscription his bbisickis Monument

%3 According to Burchell334 editions of music were published by subscription in eightesnttury

Britain, see Jenny Burchell , 06 T™ugcPhntersand PublsHesands of Eur
Il mported I nstrument al Mu €adneert Lifain EighteentEantgrip Brimigppt h Cent u
93114 (p. 94).

*The average number of subscribers to Handfel 6s worKk
subscrbers to each of these worksf2avi d Hunter and Rose M. Mason, 06Su|
Subscription to Publications: The ListsRédelindaandFaramondoC o mp a Nated5&/1 (1999), pp.

27-93 (p. 29).
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popularity, itprovides some indication of the level of support these composers reteived.
One of theeasols why some composers resortedhis method of publication

was that publishers weodtenreluctant to accept the financial risks of publication. As a

consequencea composer had to pay for the publishimgcessand subscription was a

method of finding the financial outlaf?rintingwould thus only proceed oncesafficient

numberof subscribes had been raised andttemp oser 6s financi al ris

eliminated, or at least minimised. The second reasqgoutolishing by subscription was

the potential profit that #tncomposer could make, having assembled more than a

sufficient number osubscribers to break everhe profit offered bypublishers was

usually very smallthuscomposers maljave been encouragle b y  dnereof tirta i n

and fortuned to Publish by subscription.
The subscribess mot i vat i on s thdviolin sosatab unaer distussiony t o

were,of course, varios. For example, a subscriptioffered them a way to suppga

particular composer, afat to study and perform theserks, and/or to acquire mudic

enhance their collections, especiallysasne othemwere sold only by subscription (see

Festing and Hol c o mb'darther thedifference & price (subscriptiongre

oftensold at a lower priceseeFesting and Gunn) may have beenraentive to

subgription. For some subscribatsnayalso lave been a way of showitigeir financial

status and their good taste.thatthey were part of theeau mondeThus, n order to

make the listsmoré at t r act i v e,canpaserspsoughs to solgsiibsctipsions

from members ofhe royal hasehold, nobility, aristocracy, and the Parliament.

Festirg 60pp. 1, 4and 7wereprinted by a wetknown musicengraveMilliam

% Listsusuallydo not give an entirely accurate information subscribers responss some subscribers

may have preferred to remain anonymous, or some might have withdrew their names after the lists were

already printed.

®wiliamA. Speck, 6Politicn amy, S PkexbBasks pnéteicReddarstiil i cat i o
EighteenthCentury Englangded. Isabel Rers (Leicester: Leicester University Press, 1982), pSé8.also

Hunter, o6The Publishing of Opb%f2 &0 .,aBpgp So®@7 Books in
*’See Huntermd Mason, o6Supporting Handel Through Subscriop
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Smith®®andOpp. 4 and 7 were reissued by John Jo
deathin 1754. Th®p.1 sonat as, dedi oardble @thekWmdsdrt he Ri gh
Earl of P | y mo Imerkadivertised on January 29, 1730 in Braly Journal(issue

2828) adollows:

Proposal s, For Printing by Subscription, Tw
and Through Bass, for the Harpsichord [ é]
One Guinea, (being the full Payntgat the Time of Subscribing.

The Books to be delivered to the Subscribers on or beforestbé Nay

next. The Book will never be sold under the Subscription Price, the Author

having his Majestyods Royal Licence for the
thereof for the Term of 14 Years. A sample of the Work to be seen at the

Aut hor disKemrmpCuwsuer t , Berwick Street [é] Where !
are taken in.

As is plainly evidentthis set was soldnly by the composer, which, llawkind s v i e w,

was not advantageaus

The works of Festing in printere all published by himselhat is to say,

he took subscriptionfr them, and was not beholden for the circulation of
them through the kingdom to the keepers of mehimps; the consequence

whereof is, that they are less known than the compositions of any other

master of his timé&’

Fest i nghers had tgpaysoctineSolosprior to publication, thereby giving
the composer some assur anc eabilayf Thesetvasnopub !l i s |
avai |l ab lseofMayd bubthréealays lateas we learn fronthe Country Journal
or The Craftsmarfissue 200bn May 2, 1730on &he 4h Day of May [the set]will be
Published, and ready t o Absiniladpattein was usediin t o t h-

the publication oDp. 7:in January Festing advertisagoroposal for publicatioandthe

*8 Smith had served an apprenticeship with Walsh leeéstablishing his own businessesHumphries and

Smith,Music Publishing in the British Islepp. 24297.Fest i ng Hi sc Miayed t § 6 s Royal F
and Licence for the sole Printing and Publishing6 o
22nd Day of January 172206 . He r ec ey everd dlhiec mrexxe d 1loln 5 October

%9 Other Windsor (17082), 3d Earl of Plymouth was a son of Other WindsandZarl of Plymouth and

Elizabeth WhitleyHe was a member of the Academy of Ancient Music.

®OHawkins,iI,p.892The set i s | i st ecd738)rsee\®mitl32:6766 pcl8& (Mol ogue (
616) MWyl hlave acquired surplus copies for saleb.

. The copies of this seGreat Britain: London, British Libraryg(951.5; CambridgeUniversity Library;
ManchesterCentral Public Library (BR612Fi34); United States: Charlottesville (Va.), University of

Virginia, Alderman Library (M219.F422 1730); Washington, Library of Congress (M219.F42 op.1 1730);

Il'taly: Bergamo, |l stituto Musicale 6Donizetti 6.
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set was delivered tsubscribersn May, butin this case without any del&¥It should ke
stressed thdhese dates do nwidicate that th@rocess opublication and solicitation
took only three month¥
A List of tth@p. 1Bcudes the dorbpegers Klaurice Greene,
William HayesRichard Jones, and Charles Weidenaarthe musical societies at
Hereford andNVorcesterOnly 7.3 per cenbf the 150 subscribergere womenThe
gentry denoted by the postnominal 0Esqg; 6 (.
(26.6 per cent) auprise the largest group sfibscriber§? The highest number of orders
came fromMr. Thomson(6 T e n B who Wwas probably a boskller(Thompsonkt
60t he violin & hauvhaogodi n,aiivhmalss digribised Chur ch
Gi b bsenatagdiscussed below).
Although Op.1 appeared in 1730, it is possible that some of its twelve pieces
were already written andepformed by Festing in his teenage years. The following
account in théaily Courant(Issue 6973) of 26 February 1724 supports this suggestion:
OFor the Benefit of Wi lliam Douglass [é],
onthe Violin by Mr. Micha e | Festing, of his own Composin
onefrom Op.1.
Festingos Ssles@©p.A)ddedscaed to theé ApolBociety, was
advertisedn theCountry Journal or The Craftsmdssue 500pf 31 January 1738s
6New MOBi MEnday next .Sunthisnotite &estng doésinat tse d o

the word subscription, but fsates rather unusualyh at t he sonatas ar e

®2 See theGeneral Adveiser, January®3, 1747 (issu8821) andiay 29, 1747 (issug910).

% Sometimes the press could take a few years, for example, Geminiani took over two pefame 200

subscribers to his Op. 4 (1738geCareri,Francesco Geminianp. 31.

% These figures are based only on the information which accompanies theinaheslist. It should be

stressed tit some of the subscribers magve chosen to be identifisdi mpl y as o6 Mrobbyi nst ead
other titles, qualifications, or professions.

% The copies bthis print: Great Britain: LondorBritish Library (g.422.d(7)); Royal College of Misic;
Cambridge, Rowe Music Library, Kingés College; Uniyv
Manchester, Central Public Library (BR612Fi35); S&intdrew, University Library (Fin M219.F4F7);

Glasgow, Mitchell Library; Belgium: Brussels, Conservatoire Royal de Musique, Bibliothéque; Italy:

Ber gamo, |l stituto Musical O6Donizetti6; Sweden: Stoc
Canada: Tarnto, Royal Ontario Museum Library (913.4.177); University Library, Faculty of Music

(4504839); United States: Washington, Library of Congress (M219.A2 F41).
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theUse of Gentlemen Performessn t hat | nstrument 0. Mer eover
desgned dedication, Festing claimhsh at he recei ved trhite Gent | en
usher 6 t hesientco mptolrsd t Waornisd 6 . | t deghatt her ef or

there was some sort sfibscription to this collection.

The Apollo Society (alsokmon as Academy), founded in 1
friend Maurice Greene, wasaconegrt vi ng soci ety that met in
0the Apoll odé at the Devil Tavern, near Tem

body to the Academy of AncieMusic, from which he withdrew after the famous

Bononcini affair’®t aki ng with him all his St. Paul 6s

performers. The Apoll o Society was apparen:

leading composemembers Green8 o y c e a n & The8doswiere grabably

performed by Festing, maybe with Greene on
Three sonatasf Op.4 (Nos. 2,4,and3) ave sur vi vieaddThepw Fest i n

are part of the manuscrif@b-Lbl, Add. Ms. 71244 which once belonged t M Festing

inAngel@urt Windmilhlsc8ti beet ®n ahe®thel umeds r e

manuscript was compiled girca 17336; consequently, these sonataseadyversions

of Opera Quarta. The most signifintadifferences between the manuscaptprint

appear in Sonata.\In print the sonata comprises five movemeAtagio (C) 1 Allegro

( 3/ Baygo( 3/ RacoAllegro( 1 2 /GayottaAllegro (2/4), whereas the

manuscriptconsists ofour movementsAdagio Allegro (in a completely different

version) Poco Allegro Menuetto Allegro (instead of Gavotta). The Allegro here is

more elaborate, filled withontinuous passages of semiquavers reaching the fourth

® From 1718Vlaurice Geene (1696.755) was @omposer, teacherandargpi st of St he Paul 6s .
presented the fivgoice madrigaln una $epe ombros&o the Academyas a composition by his friend,

Giovanni Bononcini (also a member of the Academy since 1726). In 1731 the memtherdagdemy

discovered that the madrigal was, in fact, writterLbiti.

®“SeeHarnDi ack Johnson, Go®7 e ppn3sis (pMa2). THestwedé composers were

probably Freemasons;or mor e details on this society and its n
Cultureof Freemasoniy , 143/50.

% Add. Ms. 71244 is in oblong quarto format, paper, ff. ivt@6dpartyana ut ogr aph in Festing
Greenebs hands; there are al so two oositoesofbotmi dent i fi
composers; for examptér e e n e 6 entaly keylmarcepiaceandF e st i ngdéds 5 keyboard mi
detailed list of its contenpseehttp://www.bl.uk/catalogues/manuscripts.
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position.The Largo was presumably addater in order to separate twdlegroswith
a contrasting slow movemenmtpart from the three sonatas (ff-28v), the manuscript
contains, among other works, Festingds orn.
Cor el | iNos 5 OB an@)bproyidingvaluable insighdi nt o Festi ngds st
improvisation.

F e s t third gdlextion ofSolos(Op. 7)was published eleven years after the
appearance of his Op.°4This set isledicated to William Morgan (17263), Member of
Parliamenfor Monmouthshirdrom 1747 until his death, tre@vner of the estate of
Tredegar’and, accordingtoth dedi cati onésudehe, f6rstbsag8EE
(Appendix B. This sethad 66 more subscribers for @®recopies than Ofdl (see Table
3.3), whichgives s ome i ndi c ahangmgstatud andhe growipgpgldrisy
andreputdion. The pieces attracted themposer8oyce, JohrGeorge Freake, Gibps
William Greenand Weidemaythe music societies Bristol, Bath and the Castle in
PaterNosterR o w, tlhaer ndoPnhiic k S o cAcadenmy.andthetlodge of Ap ol | o
freemasons at the Prince of Oradge HCGompmhred to Ofdl, the number of female
subscribers ros® 14.3percent whereas thosgenominated as Esgnd fromtitled
families fellrespectively to 30 per cent and 12 per cent. There is gsmaof new
subscriber® o f  D(@)hircludimgthe Irish publisher WilliarNeale who purchased
as many as six bookk.is probable that Neal@wa s act i n gagemtandfhe st i ngo s
copies woulchave been ordered for other subscribers who wished to remain anonymous.
In the 1740snusical life in Dublin was thriving, attractinganydistinguished composers
ard performers from London, such @komas Arng€17424) oneofFestn g 6 s sspupi |

Festi mgldo Mafttiheew Dubotir §t wae O&IMast&rin I|rel

% The mpies of this print: Great Britain: London, British Libragy%04.(1.); Royal Acal e my of Musi c (
Fest;i n@abmbri dge, University Library; Pendlebury Lib
College Manchester, Central Public Library (BR612Fi37); Belgium: Brussels, Conservatoire Royal de

Musique, Bibliothéque; United States: Washington, Library of CosdiM219.F42 op. 7); Ann Arbor,

University of Michigan, Music LibraryNi219.F4357 174}

0 John Edward Lloyd and RobéFt Jenkins (eds.)fheDictionary of Welsh Biographyaivn to 1940

(London: Honourable Society of Cymmrodorion, 1959), p. 637. Williamgdorwas the eldest son of Sir

William Morgan and Lady Rachel Cavendish, daughter of William Cavendisi)@ke of Devonshire.
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teacherGeminianj spentafew years in Dublin17334, and1737-40), teaching,
publishing, perfornig, and organieg concertsih i s 6 Gr €'@heseRersomalo .
associations malyave helped Festing to obtanbscriptionsrom members obublindé s
musical community.
OfMcLeanhs ©pght sonatas are for violin
for t he Ge herdleattiofrprinietireEdinburgh (1737) by Richar@ooper,
was soll by McLeanand continued todavailable at the shop6fMr .  And. Martin
Bookseller inthe Parliament Clofs’> Among the 59 subscribers were twmposers
William McGibbon and Sir John €itk, the MusicaBociety of Nevark upon Trent,
andtwo organists. The aristocracy is represented by only three names (5 per cent), while
womencomprise 11.8 per cent of the subscribers. Members of the Edinburgh Musical
Societyform the largest group subscribers? which is not surprising, consideririgat
thesetwas dedi cat ed TheGovemeur &NMemibess ofithdusidale
Societyd (i.e., the Edinburgh Musical Soci ¢
The Society was formally constituted in 1728 with seventy members of amateur
and pofessional musicianswho orgaeisl every Friday night duri
November to August) private concerts (ianlyfori t s member s) at St . M
Niddryds Wynd until the S%hecdeedsistartegh6s Hal |
6 p.m. andwvere divided nt o t h,eahincluilidginstrsndental worksnd songg®
In 1756, the writer TobiaSS mo | | et t o btheedivarsews oftLéndon wedeajoy
atEdinburgh in amall compass. Here is a wethnductedConcert "® According to

JohnsonMcLean dedicated his sonatas te thembers of the Societyhile he was

" Dubourg and Geminiani were influential establishing the high standard of string playing in Dublin,
remarked on by Handeftar his visit there in 1742; seeBoydell, A Dublin Musical Calendarp. 24.

"2 The copies of this print: Great Britain: London, British Libragys83; Glasgow, Glasgow University
Library (Sp. Coll. Farmer f41); United States: Washington, Library of GesgyfM219.M166 op.1, nod).

3 The members of thBociety are listed iMa ¢ | e o &Edinbugh Masical Society: Its &mbershipand
Repertoire 1728 7 9 7 83654 Ipappears that at least 14 subscribers were members of this society.
"InadditontoMac |l eod6s r e s e theSoclety is discussedifasnerd Higtoryoof Music in
Scotland pp. 30912; andBurchell, Polite or Commercial 6ncerts? pp. 3192.

5 JohnsonMusic and Societin Lowland Scotland p. 35; and Macdluesdd,al 6 TShoec i Eediy
pp. 902.

® Quoted inFarmer A Historyof Music in Scotlandp. 311.
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working in Aberdeen, in order to bring his name to their attentidhcertainlyprovedan
excellentmethod ofselfpromotion as in the same yearhewasenthSoci et §6s pay
Thesurvivingpr ogr ammes of the Societyb6s concerts
from 1778 t01786/° Consequently, it is not known what repertoire was performed during
Mc L e anerdbgrship, owhether he played his sonatas to the Society

Like Croft, Eccles and McLean, Holcombe incorporated a few woré&sA i fore s 6 )
flute in his setpresimably to make it commerciallyore successful. The collection,
printed by Willam Smith, was sold onlythec o mposer 6 s house i n Souf
Bloomsbury with payments beg taken before u bl i cati on or o6on the
boad®klon a A4 @Pr dwos @ ubl i onéAprildM5inthdaiye r t i s e d
Advertiser(issue 4438)Holcombe statethat a workd w ibdplu b |d at ®rtbhéfore
midsummer next Becauseo advertisement announciitg actual publicatiomas been
found it is not known whether the sappeared otime.

As the list of subscribers indicat&¥alsh reserved no fewer thaix copiesof
Ho | ¢ o Adlos Bhe firststriking feature abouhis listis the absence of theme of
any weltkknown composer, or any music sociédgcond, in comparison with the
subscription lists describeddlsewheren this study, there is a reiegly high
representation of fematibscriber$32.2 per cent). This can be explair®dthe fact
that, according tbélawkins, after his singing caredolcombed t o oHe profession of
a harpsichoranaster, and taught in the families of some of the chief citizens of
L o n d® Hadpsichord and singing lessons were considered appsopriate for

women thusmany d these female subscribers w@m@bablyHolcomb e 6 s st udent s.

" JohnsonMusic and Societin Lowland Scotlangdp. 3%2.

“See Macleod, 6The Edinburgh Musical Societyd, p. 2
" The titles of works which are knownto havebgear f or med i n t he Soclhidgt yés con
pp. 26197; and BurchellPolite or Commercial Concertsdp. 608.

% The copief this set Great Britain: London, British Librane(277.(2.); Cambridge, Pendlebury Library

of Music; Italy: Bergano , Il stituto Musi cal WashinBtanpLibrarg of Cdngress Uni t e d
(M219.H726 op. 1); Chapel Hill, University of North Carolina, Music Libran2(9.H69 op.). Holcombe
received O6His Majestyds RoyalgPandi Pegkiahdngdcehch
for the term of fourteen years on 6the fourth Day o
8 Hawkins, I, p. 828.
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Further 6t h e citwén £ f o f , réepoesedtedrbythe aristocyad 6.8 per cent) and
gentry (37per cent)form the largest grougpof subscribers, nmey of whom were
statesmen for example, the Duke of Rutland, Duke Bolton, Lord Breoknd Peter
Burrell, who wasalsosubgovernor of the South Sea Compaiiysadiequestions such
0 aimprobably high proportion o q u i rHeosl 6¢c oi b sudgestirigthait h e
correct use of the term 6E&4lthdughsubssriptiom t
lists are not corpletely trustworthy sourcesne wouldsurelyexpectsud a preponderance
of squires among O0the chief citizens of
G u n rsdloswere sold by the composker his hometowrof Birmingham and
also by John Johnson in Lond®rThe invitation for subcription appearedn 17April
1745 inthe LondorDaily Advertiser(issue 444, in which Gunmoted that after
subscppt i on t he s et ofrem gxshilliogs to seven Bhillingand sixe a s e
pence andthatthe books will be delivereds soorasdhe 3@h instantt Unfortunately,
the print does not contain a list of subscribPeshapghecollectiondid not attract
enough subscribers to mepitiblishing a list, perhagbkere were othdinancialproblems
or perhapsGunn did print aseparatdist that hasimply not survived.Sometimesists
wereincluded only in copies sold subscribers, and is possible tatthe few extant
exemplars of this set asale copie§’
Like Gunn, Gibbdried to gain sales for his sonatas not only inEhglish

provinces bugtlso in the capitallThus he hiredthebookseller Peter Thompsgim St.

al

Lol

82 Also John Bristow, Deputy Governor ofthe So@fe a Company, was a $Sadsscriber
Bristow and Burrell may have encouraged Holcombe to invest in the South Sea Company. According to his

will, Holcombe left to his familyd Ei g ht dunds Capital Gtogk of old Sou8ea Annuitied
8 Sadie Briish Chamber Msic, 172017906, p. 112.
8 The copies of this print: Great Britain: London, British Libragyd74: Royal College of Music (H458);

Cambridge, University Libraryy{RA.360.70.2; Oxford, Bodleian LibraryTenbury St . Mi chael 6s

Library (Mus.c.65(6); Canada: Vancouver, Urersity of British ColumbiaNi221.G86 145); United
States: Washington, Library of Congress (M312.G945 S6). Modern edition: BarnabasSGusolosed.
Martin Perkins and Chloe Werner (Launton: Edition HH, 2012)

% Francis J. GRobinson andPeter Johiwallis, Book Subscription List#\ Revised GuidéNewcastle upon
Tyne: H. Hill, 1975) p. ix.

C
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Paul 6 s-Yatdashisadgentn London® The set igledicated to Sir Joseph Hankey
(16961769), whowas a London banker (Hankey & Co., at Fenchurch Street), also
Knight, Alderman and Colonel of the Blue Regiment of the City of London and a patron
of the City concerts atHakikregd swaskr ms vieawe rgro
Fri endo ®arfditistleusptaisiblghat Gibbsnayhave had someonnections
with Festing.
Gi bbs 6s slist ndudes thepcomposers Boyce and Greandthe
Musical Soceties at Dedham and Ipswidfour subscribers, named Gibbs, may have
been relatetb the composer; two of them were organi€t® nsi der i ng Gi bbsds
in the churchit is not surprising thatik largest group of subscrib@@mprises clerics
(21.1 per cent) and organig&2 per cent)The setalso attracted more Cambridge
acalemics (6.8 per cenéind subscribers of multiple ordeéh&n the other four sets.
Edward Gibbsesnior andEdward pnior purchased 12 pees altogether, Mr John Beard
6,2 the bookselleThompson 12, and Rev. Langhorn Warren\W@men (1.8 per
cent) and aristocra{$.8 per centinake up a small proportioof the subscribersin
additionto Hankey, the names of Boyce, Greene, Thompson and Beard Gi bbsds | i
also suggest link betweenGibbsand Festing.
The five subscription lists descrih@bove provide a better understanding of the
contemporary market and they are of great interest in terms of a social history of'music.

A detailed investigation of these subscribdmsugh highly desirable, is faaeyond the

% The copies of thisnint: Great Britain: London, British Library.9); Cambridge, Fitzwilliam Museum

(MU.1285); Leeds, Leeds Central Library, Music Departmkialy: Bergamo, Istituto Musicale

6Doni zetti 6; Sweden: Stockhol m, Kungliga Musi kal i sk
Library of Congress (M219.G46 S6).

87 See Slava Klima, Garry Bowers and Kerry Grant (ed4emoirs of Dr. Charles Burnyel7261769

(Lincoln and London: Universitgf Nebraska Press), pp. 88.

®¥See O6Will of Michael Christian Festing, Gentl eman

London, Catalogue Reference PROB 11/799. Thewe proved on 12 Februaryd3 Festing, on his

death eft all his manuscript scoreso Si r Joseph Hankey, and to Sir Jose
violin bow.

8 John Beard was probabdy t enor who often performed in Handel &s

was calledd Ha n d e | )pakso he wam chordster at the Chapel Royhlotably, on 8 April 1736 Festing

played 6a Solob6 for the benef it Lenflon DailyApri BE/26),dd at N
they also performed together on: 21 Sep. 1736, alah4 22 Feb., 11 Apr. of 1740.

% Of course, these subscription lists are not representative of the whaietmar
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scope of this chapteevertheless, this piminary examination revealsfaw general

patterngTable 34).

Table 3.4 Analysis of subscription lists.

Composer | Subscri | M F | Titled | Esq.| Clergy | Orga- | Univer- | Music | Mr.
bers nists | sity society

Festing

Op.1 150 139| 11 | 40 56 |9 5 3 47
Op. 7 216 185|311 | 26 66 |4 3 5 5 82
McLean |59 52 |7 |3 18 2 1 26
Holcombe| 208 14167 | 35 77 |5 2 1 31
Gibbs 161 142|119 | 11 22 | 34 10 11 2 102

There is a relatively low representation of women subscribers (15 per cent average),

whi ch

refl

34).A group

ects

of

t he

contemporary

perception

subsMrm.i®de(rwi ti maundudédmetcwheas @r

were usually traders, merchants or professionals, confirming that the nobility and gentry

were not the only purchasers of these pridtsortunately, the professions of these

subscribers are rarely stated. In addition to the clergy, orgamdtsniversity men, the

above lists mention one apothecary, two painters, one harpsictakel, one surgeon,

ando n e

Further, the lists reflect the trajectory of thesenposes 6

6 meMost bfthemuléple orders came from organists and booksellers.

the highest representation of clergy, organists and universityanpep e a r s

c aAs anewosld expect,

among

subscriberskesting and Holcombe, who had successful careers in London and were

well connectedhad significantly more subgbers from the nobility than Gibbs and

McLean, who worked outside the megiodis. As Hawkins noted

Being a man of understanding and knowledge of the worlfFésting]

foundmeanghroughout his life to form such connexions, andttach to

him such patrons of music among the nobility, as were his constant support.
He also derivedonsiderable advantage from the friendship of Dr. Greene;

Es

Gi
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and, being of the royal band [ é]. He pl ayed
the PhiharmonicSociety, consisting of noblemen and gentlemen perforifiers.

Sixt een individual s s ulpslamdi, ond afew familidsae h Fe st i
represented by thedlifferent members in botlsts. Considering that Op. 7 was published
seventeen years after Op. 1 thember of continal subscribers seems surprisingly high
Understandably, a much greater proportion of Op. 1 subscabetimued to subscribe

to trio sonatas Op. 2 (1781 85 subscribersand/or Concerto®p. 3 (1733 37

subscribersandor ConcertoOp. 5 (1739) 32 subscriber¥ Nine subscribers

subscribedd all of these five se{®©pp. 1, 2, 3, 5, 7J° Hankey is the only individual who

subscribed té- e s t Opp.dl@rsd 7as well ago theSolosof Gibbsand Holcombe

Conclusiors

Theemergence of the violin sonaa one of thenost favourednstrumental
genredn earlyeighteentkcentury Britain wagreatly aidedy therapiddevebpment
of music publishingThe growth of this industry made the sonatas of thefbesgn
composers available to maBeitish musicians and composers than ever befamd it
also enablethe sonatas of native compostr&nter more households common with
the intense concediving activity, the flourishing state of music publishing after 1700
was a sign of an increasing audience forimuhe sets oSolosdescribed above were
composedo fulfil theneeds othis new growing markdalthough stilivery small by
modern standarglsOf the 121sonatas, only thrdfgaves ur vi ved i n t he comp
(Festing). There are no other known unpublisb@datagor violin and continudy these
composers. It is possiblkét their entire violin sonata output fwlits way into print a

remarkableachievementespecially whemompared tdahe number of works lefh

L Hawkins, i1, p. 892.

92 The number of subscribers who subscribed to Bth5 and Op. % higher (41) than that of those who
subscribedd Op. 1 and Op. 7.

% Shuckburg BoughtoEsq, Mr. Richard CollettMr. Martin Edking, William Freeman Esq., Mr. John
Hudson, Thomas Pratt Esq., His Grace Eruke of Rutland, the Earl oh&ftsbury,andMr. Charles
Weideman.
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manuscript form at the time in GermanyAarstria®® This shows thstrength othe
British printing industry,andhow successful thesdevencomposers werm the
marketplace for printethusic. Thenumber of all known and preserved copies ahea
print varies f OmwiB)touefew Ohlytwe sets incorpdrate sonatas
with descriptive titles (Eccles, andalentine Op. 13), and, significantly, both were
written and published outside Britain.

Self-publicatian was undertaken by most of these compo3drsy may have
been encouragl to pursusuch commercial activity not onlyy the growing demand
for chambemusicandthe develpment of music printingout alsobythec ount r y 60 s
mercantile spiritGathering enough subscribensfunds from individual patrort® cover
productioncosts was a difficult taskequiringsomeskills in marketing These composers
assembled their own subscrilmgrsales networks from scratch, extended sales beyond
their hometowns, placed newspaper advertisements, and agedts to help distribute
their works.Apart from selfpromotion, slf-publishingofferedtheman importantvay of
supplemerning their income Subscription sales of Fesird s a n d Foldsithe mb e 6 s
pricsof Gi bbs and Mc L e aan@ige ussenmesroadidea ofugroksn o wn )
income(before expense$jom their selfpublishingenterpriself, for exampleFesting
sold only 166 copies of hi9p. 1 at the subscription price of one guinea would
nevertheleshave amassedltotal of 166 guineds.To put this figure in perspective,

Festingds annual (seepl789fy at Court was A40

% See Lenneberd)n ThePublishing and Dissemination of Musi. 65.. enneber g notes that
London brought out more than the three most published figures of early eighteanity German music
combined: Telemann, Mattheson, and J. S. Bachbd.

%t should be added thaeBting could have received from his patrons more than a guinaafgmy othis

set. According to Co spaidhimi2$ guineagatherthanaHe sutbscriptiqmice pat r ons
of a guinedor a copy of hisOp. 1 sonataeelL i ndgr enat 6Minfel &x eof 1 taliansad,
®This is based on an assumption that Festingds net
least £40 (around 25 per cent).
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CHAPTERA4

Formal issues

A perception of themata as a parlance of affections (emotiaves prominent

in eighteentkcentury discourséds Matthesormputit in 1739 theaim of the sonata is:

Principally towards complaisance or kindness, since a ceb@inplaisance
mustpredominate in sonatas, which is accommodating to everyone, and
which serves each listener. A melancholy person will find something pitiful
and compassionate, a sensuous person something pretty, wpensgn
something violent, and so on, different varieties of sonatashe composer
must also set himself such a goal withdusgiq andante prestq etc: then

his work will succeed.

Importantly, according t®ogerNorth, heaffections characteras well as the
compoératherier asmdofcot hi nkiimga mosplendihe | $h awd
varietyd and:

Comon caracters of musick usually found in the sonnatai)exgo, Andante
Malencholicq Grave Adagiq and many morayhich give a latitude for all
mannerof change, be igradatimor per saltum[by step or by leapfor the
seting off of each kindand preventing the nausea which may germinate in
the audience when atlying holds thentoo long?

Sébastien ddBrossard in his definition of sonatdsoemphasisethatsonatashould be

Varied by all sorts of emotions and styles, by rare or unusual chords, by

simpleor double Fugues, etc., etc., all purely according to the fantasy of

the Composemwho, beingrestrictedy none [ é] deth@etes his effo
inspiration of his talent, changes the rhythm and the scale as he sees fit, etc.

The above statemerdBowthat a sonata wasgardeds a kind ofstoryg expressg
di f fer ent,affectidnsandstytes whose gbal wak instil a variety ofemotions
in listenersIn order to achieve that goatomposer had tdevelop his ideas usirggich

effective means asontrast, varietydiversity, creatingat the same tima meaningfuand

! MatthesonDer vollkommene Capellmeister. 466.

2Wilson, p. 177.

% Quoted in NewmariThe Sonata in the Baroque Efa 24; or se®rossardDictionnaire de musique
(c.1708) p. 139.
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coherentvhole.A contenporary listener was interestedhow this story wapreserted.

In other words, he haalset of expectations of the gen@onsequently, in order to
analyse analy eighteentlcentury sonat&rom an appropriate historicperspective one
Sshould do so in the | i edeivedexpectationEventiolmpor ar
the hermeneutics of historical sources rhalp to reconstruct how a wovkas

understood at a given time, they should ideallgdaplemented with modern musical
exegesisOnly when we learn morabout stylistic norms, and tis¢ructuralideas

behind these sonatasill we be abled try to project the technicatructure into the
emotional content, the spiritugdlsere of theseorks, ando interconnect their

60 ar c hi twiththérudraneasc@ourselhe followinganalysis thereforaims to
highlightin a general waymportantsurface patterns in these sonatas, aldtionships

or interactions betweetihem.First, it is necessary to establish the structure of a sonata
considering such elementstag sequence, number, order aodhbination of movements
and their division into morer less independent sections. The nextsstgpto examne

the range of movement typesthin a sonata cyclghe choice of main and subsidiary

keys,and finally, their rarmonic and melodieocabulary.

The sonata cycle

Sincethe writings ofHugo Riemanfi the prevailing viewamong musicologists
has been thahe sonataof the early seventeententury gradually evolvefilom asingle
movemenstructurecomprising several short connected sectiatsalate Baroqueycle
of fewer, longer, independent and cleamgrkedmovementsusuallyorderedn the

tempo pattern slovastslow-fast® In order to establish thetructuraltraits of early

“J ohn DRovnelrDesign and Terminology inthe e r el | i an fASonatado and Rel a
Forms in the Printedd&Bu r ¢ e s diss( Bbstan Dniversity, 1983), p. 5. 3¢@go RiemanniHandbuch

der Musikgeschicht&weiter Band, Zweiter Teil (Leipzig: Breitkopf & Hartel, 1922), pp. B

> Seefor exampleManfredBukofzer,Music in the Baroge Era. From Monteverdi to Baghondon: J. M.

Dent, 1948), pp. 359; Newman,The Sonata in the Baroque Engp. 6791; andApel, Italian Violin

Music p. 9. Daveri o (99)€ontadics thicdmensn vigw arguingtipat muls 6

sectional foms did not develop into muithovement forms, for bbtapproaches coexisted in the

seventeenth century.
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eighteentkcentury violinsonatas writtetvy British composerst is necessary to

determinewhat constitutes a section awtlat amovement in a congsition i.e.to

define thecharacteristicandformal criteriaof an independent movemeithe answer

cannotbe determined withbsolutecertainty. The exact demarcation of individual

movements is not alwayscid because the tempo inscriptions, time signatures and

double bailines may or may not have been conceived as signs of a distthct a

unmistakable separatioAsect i onds or moVileemeendsomeofthadi ng cC

essential criteriavhich define its status in the sonata; &amovement mudbea selt

contained musical fragmewntith arecognigble closurenarked byacadene a sign of

boundaryapunctuation markn the musical surface T h e moharmonietensiohs

(orin Schenkeanterms,06 t h e b a cnug lean tdmediésiye for e s ol at i on

strong tonalclosure on th¢ o n and this unmistakable markesf anending or of a

strong, closetboundarygives anmpresson of completenes®8y contrastaprogression

or acadence which dgsnot end on the taais open(a weakboundary andimplies some

kind of continuationAs Pepuscimoted6 These are | i ke Commads an

which more is expected to follow, thggre] not making so full a Stop as the others

whereas after a Full Cadence, we are sensiblethatve come t o° a Concl us
If harmonywere the definingriterion,thenatypical late-Baroqueslow and short

third movementulminating inits Phrygian cadencghouldnot haveto be considereds

an indepadentmovement but as an introduction to theale orasa transitional section

between two movemen(an interlude) For examplethesecond Adagioil€ o r efirsk i 6 s

four violin sonata®f Op. 5ends on themediantand inSonata Von thedominantleading

to the subsequefast movement.Consequentlythesesonatas shoulde classifiedin

® John Christopher Pepuséh,Treatise on tarmony a facsimile of the 1731 London edition (New York:
Broude Brothers, 1966), p. 4.

"J. S.B a ¢ BramslenburgConcertoNo. 3 (BWV 1048)is another example; isecaid movement
(Andante) comprisin@ single bar with two chords that make up a Phryg@hdadence. And in his
A-major Violin Sonata (BWV 1015), thénird movement (Andante) also comprigest one bar, ending
on the dominant.
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musicological literaturasfour- instead of fivemovement desigrisFurther,some
Baroquesonatas open with a slow introduction beginning on the toni¢chemiwander
harmonically before moving to the dominant and closing bialfcadenceSuch an
introduction carbe heard to function as a significantéiytended upbeat that resoltes
t he toni c ¢ Allegronihanlg ttvaof tle tiifteen Isets analysésieach
movementonally closedby Eccles, and Oswaldn the rest othe selectedonatagirst
and/or third movemestusually concludeiith a Phrygian or &lf cadence (see Appendix
C). If the strong ending is ora# the most important determinamtthe extenbf a
movementthese and many othearlyeighteenthcenturysonatas are, in fact, cast in two
movementslivided into two sections (slofast)or into é pair of French overtur@$
Heinrich Schenkemade the same point when he declareddhatn d el 6 s Sui t e No
(HWV 427)aoes not consist of four movements, but dnlgd the Allegro and the
Fugue each preceded by an introductidn

Although harmonic movemenmtiays animportant role in the formal structure of a
piece, there are also other no less signifiéanto v e noeboundady experiencesich
asrhythm, melody, tempq charactertexture which need to be taken into consideration in
establishing the design ofsao n acycke @t should be stressed that teemémo v e me nt 6
is being used metaphoricaliyjeaning that &stener must feel the experience of
movementa certain kind of change or a sequence of transformati@pmaking

figuratively, this could be se@san allegory of train journey via stations on the way, at

8 They are desitred as fivemovement sonatas:idpel, Italian Violin Musig p. 25; Allsop, Arcangelo
Corelli, p. 130; ad also in modern edition§onaten fur Violine und Klavier Opuséd. Paul Klengel
(Frankfurt C. F. Peters, 1955); @onate a violino e violone @nabalo, Opus Yed. Cristina Urchueguia,
Martin Zimmermann and Rudolf Rasch (Laaber: Laaberag, 2006).

® Newman,The Sonata in the Baroque Em 71.

2 Heinrich Schenkeer freie SatVienna,1935), trans. and ed. Ernst OsteFase CompositioifNew
York: Longman, 1979 p. 130.

1 BrossardDictionnaire, 3rd edn, p . 72) lists the term édmovi men
O6mottod (or oOdmotod) 6a term that has many signi fi
passage from one note to anot handslowre$s ofSucimection,rae s it r
a brisk, slow, Iively or Il anguid motion. [é] Wi th r

wherein an upper or treble part moves from one sound to another, with that wherein a lower or bass part
moveso, tGramnssd idicoady sids). ChamberCfclopaedia i, p. 591), on the other

hand, employs the term 6Motion, in Musicbéo 60t he ma
Time of the Pronunciation of the Words, or Notesd.
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which a train stopor alonger or shorter timebut after each station there immavement

of another kindwith another direction ansurrounding However,a movement does not
have to be dominated by one musical idea, one time signature and oneAsmpo.

Cor eOpl 5, MosliandGe mi ni a n N Kii dénwnstrafes movementan be
divided intoseverakections which are strongly contrasted in content and character, and
separatethy doublebarlines'? These sectionsmeverthelessnust be interlinked

creatingan architectural whole coherent, logical unity, with its own individual inéic
andrhythmic organisation; or to uglee train journey analogyheymust moven the

same directiomntil they reachthe next new staton The ni nth sonata of
illustrates thismovement/sectioambivalencelearly. In EldonKrantzd s  mhisesw

a fourmovement sonat@onsistingf Largo, Allegro, Allegro, Minuet? In the present
study, however, it is classified as a fin@vementsonata, lie threebar Adagio

following theLargo being treateds a separate, second moveme&he sonatapens with
aLargothemeandvariationsstructure closingwith afour-bar codaanda strong, perfect
cadence (Ex. 4)1A threechordcadencas then inserteth ad&unitq headedd\dagio (3/4)
According tocontemporaryperformancepractice,a violinist wasexpected tadd some
improvisedembellishments othis cadenceThese decoratiacould includgust short
graces or lengthyadenzasi e pendi ng on t he pé4%ltceemsttatr 6s t a
a markedlifference incharacter and styleetween the Adagiand thesubsequent
movement, Allegro (G)doesenough teestablish thenovemenstatusof the Adagio

even though its tonal closure is not definite and unmistak@bédecision in favour of

slow-movement or slowntroduction statusf this Adagio is, of course, debatable

12C o r e Irdt modesnent dOp. 5, No. 1 iglivided into: Grave(GAllegro(6/8)-Adagio(C)Grave(C)
Allegro(6/8)Adagio(C); the second movement®@®e mi ni ani 6 s COgedintd Prestd@/4) 1 i s di v
Adagio(C)[Presto](3/4)Adagio(C).

BKrantz, O6Pracixi SahaEdistifom &fi o8in and m7.ano by Mic
1 For example, Gwilym Beechey in his editoho Fe st i ng 6 s Saddsdammeditorpl. 4, No. 2
suggesbn) to the twebar Adagio the sevebar preface. He explains that some playeay feel that the

elaborated cadengcehich forms this movement 6 ne e ds a eeg\. C. Fastm@woiSanat®, ; s

Op. 4/2 & 3 ed. Gwilym Beechey (Oxford: Oxford University Press, 1975).
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Ex. 4.1.Festing, Sonata Op. 1, No. 9, Largo, bars86&nd Adagio, bars-3.
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Based ortheabove criteriathe violin sonatas writteby theBritish compsers

under discussionomprisefrom two to five movementgTable4.1), with the four

movement scheme ofdaCheesabdingfavdwed{7t)overthefiva at as

movement plan of his Op. 5 (Nos6).

Table 4.1. The numier of movements ithe early eighteentitenturyBritish violin
sonatas under scrutiny.

Number of | Number of | Percentage
Movements | Sonatas

2 1 0.9%
3 17 156%
4 71 65.1%
5 20 18.3%

Theexample of Op5 was followed mostly by Festinggho wrote as many as thirteen

five-movementsonatastenof which are included ihis Opp. 1 and 4the remaining

seven are by Ece$ (4), Gunn (2)and Croft (1)*° Although only five of these five

movement cycles were published after 174 does not imply that there was a general

chronological trendowardsareduction in the number ofiovementsncluded asthe

employmenbf threemovementyclesalso deceased athe same timgfrom 12 to 5.
Themostuniform cycles occurin the sonataby Viner, Humphries, Valentine

(Op. 192, Holcombe and Oswalasall are cast in four movementandin Valentined s

Op. 13, each sonathas a threenovemenstructure Such standardezl fourmovement

“I'nterestingly, Festingo6s 4inevarehtglaninGeymfihis Opprilianddi d

sonatas.

not
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solosonatecollectionswerealsopublished by other contemporariestably byAlbinoni
(Op. 4 1704),Pepusch (Opp. 1 and 2, 1705, 1708racini(1716),Tessarini (Op. 2,
1729)and Handel (Op. 1X.1730) Before the Classat period,the threemovement
layout was favourefly, for example Giovanni Battista Somig;artini, Locatelliand
Johann Joachir@uantz Generally speakindiowever four- andfive-movementycles
werethemostcommonly replicatedtructuresn the earlyeighteentkcenturysonata®

Mc L e a\n.® s particularly notablasit is the onlytwo-movement sonata
this study Such aesigncan be found more often the pre-Classi@l keyboardsonatas
of DomenicoAlberti, PietroParadisi Baldassaré&aluppi,GiovanniRutini, Giovanni
SammartiniJohann Samuel Schroetand Christian BactMc L e dinstdnevement
Adagio,consists ofust fourbars endingpnthe dominan{Ex. 4.23), after which &Presto
(3/4) follows (49 bars)Again,one might argue thalis Adagiois, in fact, part of the fast
movement and therefore the sonata has just one movement divided iwliffénent
sectionsHowever,becaus¢he two partarestrondy contraseédin character, time,
structure, tempandrhythmtheyarec | assi fi ed her e alke t wo sepa
Prestoopens with four bars of semiquaver scale runs exchargeeen theiolin and
continuo, which recall the toccaliie prelude of Alessandr®t r a d eniflora 6 s A
Sinfonia. Then, theharacteristic broken chord pattermsolving mosty the uppertwo

strings predominateén the violin part(Ex. 4.2b).

Ex. 4.2a.McLean, Sonata No. 3/Adagio bars 14.

v
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'8 See for example, the violin sonatas of Piani, Francoeur, Leclair, Duval, Maschiinaxi, Valentini,
Geminiani andCarbonelli.
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b. Presto bars 512.

s~

Comparing it witnthe otter s on at as Op.hit skknk thathis piecevas
composedvith a didactic purpose in mind. Becausetsfshort lengtt{53 bars),
relatively narronemotionalrangeand itstechnical character subordinatedthe
demands of garticularlevel ofviolin technique this sonatacanindeedbe regardeds a
shortessercdio or quasttoccata.

A multi-sectional procedure can be foundhe sonatas dflumphries Festing
and Gunneither in the first or last movemestThefist movement of Humph
No. 5 is dividedinto threeGraves andwo Adagios, separated by double-baes.
However these sectiondo not differ in metre, key artharacter. The twbar Grave
functiors hereas a cadencé. n G u rmajér SoloD/Ithe openingnovement falls into
four sectionsi an ABABRGOGC,4| b aAllsgjo(3/4,1 7 b dargo(C,4
b a r Allegro (3/4,26 bars). The AB sections are repeated with some changeskieythe
ofAmajorFestingds Op. 1, beljiowith the neoveches®dipdivided |, No.
into three sectionsll in thesame key, withhe first section ending on the dominant:
Op. 1, Grave(C,51 b aPrestp(C, 12 bars) Grave(C, 6 bars);
Op. 8, No. 5 Largo (6/8, 11 barg) Spiritoso (C, 24 barg) Largo (6/8,7 bars).
Although the twoGravesin No. 1 are different in appearance and do not seem, at first
glance, to have anything in common, closearaiation reveals their motivic
relationshipsgarticularlyin the melodic line of the first voice).

The sections ifr e s t iemagyfosn movements whichancludehis Op. 4,
Nos. 5 and 7, and Op. 7, Noaflie also headedith contrastingemposin different

metres Each section ends on the tonic and theeBtion adoptghe paralleiminor or
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majorkeyoft h e ssonairkkey.dléar schems areas follows:
Op. 4, GavattaAllegro (2/4,39 bars) Largo(3/4,16 bars) and oDa C
Gavottay keys bB-b;
Op. 4, GavattaPresto( ,3 0 b aAndante(3/8,2 7 b ®resq , 30 bars)
keys Ff-F;
Op.7 , N @iga Allegro (6/842 bary Canone Andante (2/20 bar3i DaCapo la
Giga, keysb-B-b.
In these movements tmaiddle section can be seenaafreshadowingf the trio section
of what later becamiie sonata scherz8onata Op. 7, No. 1 is a particulaniyeresting
example oftructurald p a t ¢ jcempnisikgduch movements athe Frenchstyle
vertureSpiritosd with its stately dotted grthms,the contrapuntal Allegro, Giga and
a closely worked a n o n . F e sion of a ¢alos in & ol Is unigieehis output
(one isalso ircluded inhis Op. 1, No. 10/ijiandOp. 4, No. 5/y. He recallsto
seventeentitentuly Italian practice ofncorporatingcanonsnto collections ofsonatagla
camera asexemplified byGiovanniM. Bononcinis Varii friori del giardino musicale,
overo sonate da came(&669) in which the dancearefollowed byt wel ve O6canoni
studiosi,”et osservatio
Another stratural procedure foundi@r of t 6 s S oVvinard Mo. 68, arlt a/ i i ,
Gibbs Blo. 6/iiis the addition of addagiosectionto an Alegro movementprovidinga
codalike endingto themovementTo sun up, even though the sectiatsscribed above
differ in character, mood, lgth, temposor metre andareusuallydivided by doubldar
lines, they are interconnected, creating a coherent unity.
It should be stressetat hedifference between aston and movement is not
dependent on the size of the musical fragnmsmme of the movements comgeless

thanfour bars'® whereaghe sectiongliscusse@boverangefrom 4 to 42bars.Moreover,

" See Alsop,Arcangelo Corellipp. 1278. The Pr el ude openi npalwittembslai 6 s Op.
canon.
'8 For example, McLean No. 2/iii; Festing Op. 1, No. 9/ii, Op. 4, No. 2fiigdGunn No. 4/iv.
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thesize and number of movements aot always deperahton theoverallsize of a
piece.For instancelF e s t i n gnovementtBma@@p. 7,No. 2consists of 28®ars
while his fiveemovemenOp. 4, No. 2hasonly 97 bars.

In the 109 sonatas analysed, the most frequent order of movemeifsSi$S
The individual movements in this cycle are usually marked as: 1. adagio or largo, or
grave (duple metré) 2. allegro (duple metrd) 3. largo, adagio or grave (simple triple
metre)i 4. allegro, vivace or presto (compound met@)course, thesimpleslow-fast
classifcation istaken here ibbroadsense  60si nce t her e alomanddi f f er e
swifta'® Theycan range from very sloar very fast to moderately slow or moderately
fast,depending on thetharacter, stylenetre prevalent denominatiorendfigurations
A contrapuntalllegro in C metre, witlguavers as its fastest notesslowerthan aligg
like Allegro in 98.2° In the sés published after 174@articularly thoséy Oswald and
Festingtempo indications arenriched by such expressions amoroso, affettuoso,
gratioso, gratiosamente, spiritosim|ce, cantabile, moderafoever appears separately)
lachrimoso $§ic], lamertatione con spirito affettdanguidq piu, assaipoco,or ma non
troppa The number andubtlety of terms meaning slow afaktused in tiese sonatas
havealso beernncreasedy: lento, lentemento, larghetteivamente andanteand
andantino

The term andante requires some explanation. At that time araantebe used
not only as an indication of tempo but atdgerformancenanneryeferredmainlyto the

character of the accompanimewhich shouldba n i mi t ati on of oOowal ki

19 Alexander MalcolmA Treatise of MusickEdinburgh,1721), p. 402; and he adthst grave, adagio,

|l argo express o6the sl owest Movement, and [vivace, a
[ composers] |l eave it altogether to Pr abddiscussedt o det e
by William TurnerSound Anatomi z6d, i n usack(lB®hdon, I¥24y pph28;c a | Essay

Johann Joachi@uantz Versucheiner Anweisunglie Fl6te traversiere zu spielgiBerlin, 1752), trans.

Edward R. Reilly a®n Playing the Flw, 2nd edn (London: Faber and Faber, 2001), ch. 17, sec. 7, pp.

28494; C. P.E. Bach,Essay ch. 3, 810, p. 15landLeopold Mozart,Versuch einer grindlichen
Violinschule(Augsburg, 1756), trans. Editha Knockerfagreatiseon the Fundamental Principles of

Violin Playing(London: Oxford University Press, 1951), ch. 1, sec. 2, p{5.30

2 For example, Malcolm notes in Hiseatisep. 402t hat 6t he Mov e me ntadagioof t he sa
allegro, &c. are swifter irtriple than incommon Tim& .
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equal sitepsd and

Expressetlsteddyness of mind, not affected or altered byctheabileof

the uppeparts. And it humours a voice steexquisitely; for that ialways
melodious, and moves with a sedfjard, as if unconcerned witbhat waits
upon it. And the stepps of the baseke at the time, whib isnot in the voice
distinguishableand that is a constamgrtue of it; for it keepsthe time of the
whole consort and afll into just measures with .

0 The st ebpapssd @murfse, cambe executed with different speed. Thus,
composers sometimaspecified whethehie andante should be allegiargo (asin
RichardJone$ ©p. 2, No. 6/i) or another tempdlthough he sixeenAndanteand
Andantinomovementgoundin the sonatas studieaste marked without any additional
tempoexpressiontheir charactestyle, figurations and paagesindicate eitheaslow or
amoderate temp®’.

Five of thethreemovementyclesare built onthe F-S-F plan, thus anticipating
thedesignmost typical of the&Classi@l sonataespecially favoured biaydn, Mozart and
Beethoveh?® In addition five othersonatasbut infour- or five-movement cyclesypen
with the fast nevemenf* Two successivéastmovemats areusuallyplaced at the end
of the piecdS-F-S-F-F or SF-F).?° Three consecutive fast movemeatsemployed
onlyin Gunrd Blo. 1(Allegro, Vivace, Jigg)Although n E ¢ d\b.d théfsst three
movements aréllegro, Allegro andVivace, the firstAllegro culminates in an expressive
23-barpassage markemtiagio Two slow movements isuccessioffLargo, Adagio), on
the other hath, appear in just thresonatagCroftd SonataQuarta, Eccle$ Blo. 9 and

Festing ©p. 1,No. 9)?° while no sonatincorporateshreeconsecutiveslow

2 wilson, p. 195.

“2They appear before, after, lnetween two fast movementss many as ninef the Andante movements

occurinFes i ngés Opp. 7 and 8. There are also two sectio
ZValentine Op13, Nos. 1, 2, 5, 6; Festing Op. 4, No. 7.

**Viner No. 6;Eccles Nos. 13, 4;Gibbs No. 6.

% Viner No. 6; Eccles Nos. 1, 2, 3, 8; Festidg. 1, Nos. 2, 4, 8, 9, Op. 4, Nos.® 5, 8, Op. 7, Nos. 1, 4;

Valentine Op. 13, Nos. 3, 4; McLean No. 6; Gunn BoGbbs No.6; in some of these sonatas two

successive fast movements are at the beginning or in the middle of the cycle.

%'t should be added that in Croftos Sontaithaut Quarta t

tempo indication@). In moderreditions, however, it is labelled Adg i o . I n Festandogds Op. 7
Gi bbsdés No. 1 the Largo or Larghetto movement is fo
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movementswhichis not surprising considering thatomposerhatl o pr event 6t he
nausea which may germinate in the(saeudi ence
note2 above. All in all, contrastbetweeradjaceh movements is the most recogrds
determinant in theoverallorder ofall thesemovementsOf courseas theevidence
showsthere are somgonatas in which two or even three fastvement<an be found
side by sideneverthelessa clearcontrast exists in thilemetre, expressioncharacter,
ideas and styles; sbt h e casract@rdoe not spun out too long, for then without an
extraordinary genious, it will gro*w dull B
For example, théhreeconsecutivdastmo v e me nt s dlondifl@un nds S
a)metre C (Allegro), 3/4(Vivace theme plus three variationgnd 12/§Jigg);
b) rhythm the Allegro employs mosthsemiquaversn the Vivacethemethe violin
playsdottedminimsa c ¢ o mp a n i e d cohtipuous hueninquavers\ésation 1
is based on Scotch snap&ariation 2 on dotig rhythms and semiquavers, andrition3
ondotted minimsn doublestops the Jiggs precdbminant movement is in tripletk.is no
accident that Gunn decided to conclude the Vivace with the variation written in €double
stogedminims rather than in semiquavers, as it provides a measure of greater contrast
between the two movements;
c) charactei’ theAllegro is devoted to violinistiaisplay includinga motoperpetuo
of scale runs, broken tria@dndstring-crossing, theVivacethemehas an aridike
charactewith alyrical melody, embellishedy diminution or doublestopsin the
subsequentariations theJ i gngoodss very lively, high-spirited, withits melodic line
filled with leaps of an octave and tenth across the strings.

Comparison otheaverage length of theelectedsonatass indicated inTable 42
in terms ofthe number of bardhis is of courseonly anestimateof ther duration since
it does not take intaccount tempqggepeat signgexcept da capo), second endiogs

methods of barring-or examplemovementsn rapid tempogsor in 2/4 or 3/8 (onetrong

" Chan and KassleT,he Musicall Grammarianp. 200.
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beat per banisually comprise morears tharslow-tempo movementrin 4/4 or6/8

(two strong beats per baffjhe shortest sonata has 53 bars (Mcbebio. 3), whereas the

longest comprises 31fars (Eccled Blo. 10. The average lengthf sonatas irall sets

ranges fronl08to 234 bars.

Table 4.2. Thelengthof British violin sonatain the first half of the eighteenttentury.

Composer and date of Minimum Maximum Average
publication number of bars | number of bars number of bars
Croft, 1700 99 164 137
Viner, 1717 101 165 137
Eccles, 1723 149 310 227
Humpbhries, 1726 103 149 129
Valentine, 1728 94 189 138
Festing, 1730 95 183 142
Valentine,c.1735 121 191 149
Festing, 1736 97 209 150
McLean, 1736 53 156 108
Holcombe, 1745 78 161 127
Gunn, 1745 100 179 148
Gibbs, 1746 133 248 189
Oswald,c.1747 103 141 119
Festing, 1747 191 283 234
Festing,c.1750 153 213 180

Althoughthes onat as i

nset€ref s Baesr @0 AV an i n

collection,there is no clear evidence of any increasing tendency tolomiger sonatas

throughout he fifty-year period® Comparison of a few collections written by the same

composepnly supports such a trend. The averagenbue r

sonatas is higher than in hisOp. 42 t

and

al so

of bar

Fest

s in

ingbs t

% See NewmariThe Sonata in the Baroqi&a, p. 70. Newman compares the average length of sonatas

from RossiI (55

bars) to

Veracini

(500

bars) and

extent was gradually increasing. It should be added that in the preface to his Op. @ ¥eggests that

the perfor mer
proportions®o.

may sel ect
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and 4 in length. Howevethe average length tifie elevensetsdoes noexceedl50 bars,

whichis | ess than the aver ag efthesevergeenttenturyf r om 1!
violin sonata collectionky Fontana (1641)Cazzati (Op. 8, 1648), UccellifDp. 7,

1660, Berardi (Op. 7, 1670 Lonati (c.1681) andCorelli (Op. 5, 1700f° Theselengtts

were not unusual at the time, ftietaverage length @fbinonié ©p. 4 (1704)Vivaldid s

Op. 2 712, Geminiand ©p. 1 (716)andHandeb siolin sonataslso desnot exceed

150 bars? This confirms that ay theoryclaiming agradualenlargemenof sonata

designs during the period is amer-simplification.

The individual movements
The fourmovement cycle in theequenc&-F-S-F predominate#n the sonatas
analysedThe individual movemestdisplay a variety of formsn which different
compositional techniqeare usedThey can be divided into tHellowing basic
movementypes:
a) contrapuntalor based largely on imitation
b) binary
c) ternary
d) rondo
e) variation
f) fantasialike movements.

Fugalmovement®r thosebased largely onontrapuntal imitatiofiorm part of

? See Wilk,Sonata na &zypce pp. 24289. For example, the longest sonatas in these sets cemmie

than200 bar® 4 1 bCaarzsz a't | Op. 8 UcclliniOp.Z,No 2239 BRBEsBdioOomSs, s

No. 5; anbdonafiNo36.bar s

%The average length @l bi noni 6 s 6 s on a)\avaldid(spsdbas (Rdyeodd by Roger
Gemii ani 6s Ojs.123barsl40rhard, and 148 bars, respectively. amgest snata in

Al binoni 6s set has 192228ans@No.dNod Ge mi min2ibasa | Op 6s1 s
(No.4))Handel 6s 9 sonatas have beenlcleWsrkefir¥dneundhi ch ar
Basso o n t i n Hamdel Barenreiter Urtexted. Terence Bert (Kassel: Barenreiter, 2004), their average

length is 137 bars, and the longest sonata com@igebars (HWV 371).
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sonatady Croft, Humphries, FestindvicLean,and Gibbs™ With five exceptiors, they
appear athe second movementseachs 0 n a t a @ndareasyatlyl headedllegro
andin duple metré? The thirdmovement ofzi b b s 6 is aciNaily givéh the title
Fuga® It is afully-fledgedBaroque fuguén the traditional textbook see of a tonal
and organic ternarglan, inwhich Gibbs shows hisgnderstanding ahe complexies
and perfectiorof thisgenreto the full It therefore deservatetailed analysis asracord
of Gi b bstyligtis achievement@ppendix A, Ex. 1)

Gi b bFagaiswritten in three voice@he violin playsin doubk-stopping
throughou} and comprisesvo subjects Thefirst subjectis announced in thiewer voice
of the violin partandremains in the tonikey throughout, i.e. ibegins on the tonic note

Eband ends with the deent fromsupertonic to tonicEx. 4.3).

Ex. 4.3. Gibbs, Sonatalo. 8/iii, Fuga bars1-2.
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Interestngly, the above subjectsmilartotte ¢ o mme nc e me ntFugad J. S.
No. 7 in Eb major fronbas Wohltemperierte Klavidrook II, which also starts with an

upward leap of a perfect fifth immediately followed by the A flat (EX).4

Ex. 44.Bach, Fugue No. Das Wohltemperierte [gvier II, bars %6.
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It is not known whetherBib s owned a copy omayBawe hds wor k;

acquired a copfrom Rev. Richard Fawcett (17-B2) of Corpus Christi College, Oxford

3L Croft Quarta/ii, Quintalii, Sesta/Humphries No. 1/ii; Festing Op. 1, Nos. 1/ii, 2/ii, 3/ii, 4fii, iv, 5/iii 6/
i, iv, Op. 4, No. 1/ii, Op. 7, Nos. 1/ii, 4/ii, Op. 8, No4/ii, 6/ii; McLean Na. 1/ii, 2/ii, 4/ii, 6/iii; Gibbs
Nos. 2/ii, 5/ii, 6/ii, 8liii.

%2 For these five exceptions, see nabove There are threenovemers marked VivaceHumphries No.
1/ii, McLean No. 6/iii and Gibbs No. 5/ii, and one Adagio: Festing Op. 1, No. 6/i.

¥l n Eccl es 6 sfouNlpmoverent iheatitldd &uga Prestmwever, this is not a fugue but a
movement in binary form in which the beginnings of each reprise are based on imitation.
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who possessedamais cr i pt of Bpieces'arsd waspmohalssinc hor d
acquaintance of Gibb#or his nameappears on the lisif subscribers to thEight Solos

Following the introduction of the firstubject of thdcugg @ bar3i n t he vi ol i
upper voice,le second subjeentersin the tonic(an octaveabovethe first subject)
showingsomeindividuality of melodic chareter and contrast of rhythm esmpared
with the firstthema(Ex. 4.5).%° These two subjects mayell be charactered as ideal

they aresharply differentiated from each othand thusclearly and easilylistinguished.

Ex. 4.5. Gibbs, Sonatalo. 8/iii, Fuga bars 35.
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As is clearly evidenthe leading note of the dominant key is introduicethe last two
bars of the above subjedthe second subjeends ora Bbmajorchord afterwhich

its tonal answer followsnmediately(b. 5) in the bas¢repeated in bb.-8 by the violin)
whereaghetonalanswer to the first subject appeargtie nexbar in theviolin part®
Both answers areombined here anmansposedhto the key of thelominant In the ninth
bar the leading note of the dominant key is flattenedl), becoming thesubdominant
of the tonic keyand a return is made to the key offahjor, enablingthefirst subjectto
enter in the tonibut this timein the basgart(bb.10-12). Thereturn of thesecond

subjectin the tonicfollows in the upper voice of the violifbb. 12-14) and henan

Yo Tomit a, of theTEmglish BactwAwakening Manifestedin 8 r c e s o f The Bnglish6 4 8 6, i
Bach AwakeningKnowledge ofl. S. Bach and his Music in England 17B88Q ed.Michael Kassler

(Aldershot Ashgate, 2004pp. 35167 (. 38. Fawcettds source MicluEing24 ( Dur h
BWV 905, 911, 913, 914513 is the earliest English manuscriptéttates in MS ar&74854, written on

Engl i sh p a pnasic}hat baks beBradisdo@er@dthough the MS E 24 does not include Bad s

06486, Tomi tta isst aptleasu stihbalte: téhlat ot her manuscripts of
longer extant. How sucmanuscripts were brought to England, how widely they were disseminated and

how they were recei ve(p38).Pechapa Fawcett, anampdrtant musiccepyistmh e d 6
Oxford and actively involved with Oxford performances, had nodi& a ¢ h drks in his collection. There

are no references to Gibbs in Kasslerds book.

% This entry is defined here as the second subject instead of a regular countersubject because it has an
independent exposition of its own, it is not at first used as an accamg#rto the subjectrahe answer

(the answer appeaadter this exposition is completed).

% Although in the second bar of the Fuga the bass enters with the first few notes of the subject on the tonic,

it is not an ans wetétedbsuje¢t a o6f al sed6 entry on the
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additionalentry of its answeon thedominantappearsn the basgbb. 14-16), concluding
theexposition.The firstepisodgbb.16-22) is anelaboration of a fewnotifs taken from
both themegfor instancethe second half of the first themes)d somenew materialn Bb
major, leadingto acounterexpositionof the first subject othedominantin the basgbb.
22-4). At bars 24-6 the violin replies with the second subjetthe dominantclosingthe
first section of the fugua Bb major(b. 26).

The middle sectiobegns with the second episode (I#6-31) whichmodulates
to G minor andis madeup mainly from sequentiatreatment of the first part of the second
subject and the first episodehetextural densityand thecomplexity of musical
discussiorareincreasing and the introduction of new harmonisscceleratd. Thetwo
subjectsare presenteith the ke of: themediantG minor(bb. 31-6) thentherelative
minor C minor(bb. 38-40) and finallythe subdominanAb major(bb.49-54). The entries
in Cminor and Ab majoare bridged byhe modulatorythird episodg(bb. 4%9), which
progresssby sequentiainotivic play onthe materiafrom the second episodad also
new motifsin triple-stops The last entry of th subject in Ab majoculminatesonanEb
major chord which also markshe beginningof thefirst subject andhe finalsection (b.
54).

In the final section of the fugube reintroduction of thérst subjectin the tonic
keyis presenteth bothpartsin strettoat o n e b aso ds $0 halghtetite lavel ofe
activity (bb.54-7). Theviolin, having completethe first subject in its upper voice
continues with the secorstibject inits lower voice (bb57-9). The section ends with the
fourth and last episod®b.59-64), which isa transpositiof the first episode with slight
alterationsgiving the requisite variety and at tkame timegoreservingunity. It concludes
on the dominanseventh(b. 64) and after aminim rest an eightbarcodafollows (bb. 64-
72). Thisrest(b. 64) placedafter a dominant chord withfarmataandbefore thecodg
has a strongxpressiveanddramatic significancdt emphasises the roundioff of the

whole fuguemarks aclimax and at the same tingéves someespite afterwhich the
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listener issuddenlyawakened by the passage of crotchets leading to the final appearance
of thesecond subjean the toni¢in the bassln order to heighten the drap@ibbsagain
ends thesubject on thelominant seventh with f@rmataand instead of thénal tonic,
thesearingdiminished seventhrothe sharpened fourth follow$his final cadence,
marked®rpegdandAd®g providesa climactic improvisatory ending cadenzdike
prolongation of the dominanin thelast five barsof themovemenbne more voice is
added(three voicesn the violin par}, a feature often found at tlvenclusion of a
Baroquefugue é€xamples abound fronCorelli, Pachelbeland J. SBach.

To sum upthis Fugais one of the finest exam@®ef its kind written for a violin.
Its clarity and consistencgf structureand itsunity, combined withcontinual
developmental changstrengthand nuance aéxpressionare comparable tine
elaboratep r h e tdiscours&aolf J. S. RasicBadcsh & su gssoslatas, vi ol i
Gi b keshaustively workd counterpoint is technicalnd musically very demanding
for a violinist. There are even sorm@milarities betweethe twoc 0 mp o seatmentéof

multiple-stopping (Ex. 4.6).

Ex. 4.6a. Gibbs, Sonata No. 8/iii, Fuga, bars-42
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See Gregory G. But |JMF21/1 A970)pp. 4909 Buller (Rcussamer i ¢ 0,
relationship between three basic elements of the rhetorical dispogitapoéitia confutatiq confirmatig
and formal aspects tfiefugue.
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The other twentfive contrapuntal movemengefounded on a singlsubject
introduced in a series of entries, usuallgeveral closely related keyandbridged by
modulatoryepisodes. Thenost tightly organied of all these movements akéc L esa n 0
Allegro of No.2 and Vivace oNo. 6, comprising only 34 ané8 bargespectively® The
chromaticG-minor Allegro of No. 2is written in three voices, two of which are executed
by the violinist(AppendixA, Ex. 2) Thesubjectbegins and ends on tdeminant andis
based ora leap of a fifth andnoctave followed bya descendinghromaticfourth (Ex.
4.78).%° A similar themeopens th®-minorAl | e gr o &b so@dpell Noi 6 s
11; later inthe movementhis sequencés often preceded by two jumps of a fifth and an

octave(Ex. 4.D).

Ex. 4.7a. McLean, Somata No. 2/ii, Allegro, bars-2.
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b. Corelli, Sonata Op. 1, No. 11/Allegro, bars 12 and 324.
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Mc L esasabfects followed imnediately byan answer, a fourth belog. 3),
accompanied by a countersubjexntdthen, at bar ,ahethird voice (the continuo@nters
with the subjecon d(Ex. 4.&). Moststrikingl y, McLeands har moni sat.

chromatic fourth recallthat of Corelli(Ex. 4.89.

®BOnlyFest i ngds i, @ifh 14 barsis shbaer thah these two movements
%Al s o Ge rigal Allegmiof@€ancerto Op. 3, No. 3/{E-minor) opens with a similasubject, but
instead of a minim Geminiani wrote a rest and aloet.
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Ex. 4.8. McLean, $nata No. &i, Allegro, bars 7.

*CST countersubject

b. The same themleut transposed fourth higher, bars19-21.
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Thesimilarity between thabovechromaticsequencesalson ot i ceabl e i n
they begin on th&ast beat and move in crotcheBoth Allegrosareof the same length

(34barg,but i n mowemeathd subfeds reinstatedentimes, as compared with

Mc L e sighitimes Thed r uct ur e @ff u dMcah tedepréBented thus

First Section (bb.-B) T exposition subjectanswersubject the movement has a regular
countersubjecfsee Ex. 4.8a

t hei
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Middle Section (bb. 1:27)1 episodé entry of subject on an-fnajorchordi short
episodé’i entry of subjecon aG-majorchordi episode

Final Section (bb. 284)71 return of subject in all three voicée last two entries
succeednst r et t o at opbetweerbidimadd di st an
continuo).

The Gminor VivaceofMc Leanés No. 6 bears cl ose con
Allegro since both are in minor keyandtheir subjects are built on a scalese motif
and a jump of &fth and octave proceeding in crotchets andmims (Ex. 4.9):* and
bothemploy thechromaticfourth, although in the Vivace a&n passanmotifs (bb. 23,
7-8). In bars 14 of the VivaceMcLeancombines the answer in the bass wfita subject
from theAllegro (with the same harmony, sEg. 4.8b), creating an interestingynthesis
of the twothema (Ex. 4.93. The Vivacehas two voices, thus it is not echnically
demanding for theiolinist as the Allegro; and it contains as many as twelve statements

(always in strettodf its two-bar subject over 24 bars.

Ex. 4.9. McLean, Sonata No. 6/jiVivace, bars 4.
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In the rest oM c L esacan@rapuntal Allegro@Nos. Zii, 4/ii) it is interesting to note that
the descending chromatic fouithalsointroducedn the first few barand then repeated
once or twiceasanenpassanmmotif. This idiom is treately McLeanassome kind of

leitmotiv of his contrapuntal movements.

“%In such a shamovement, based mainly on thematic restatentieere is no room for any thoroughly

developed epis@s The episodes in Corellidés Op. 1, No. 11/ i
“L A similar subject, based on leaps of a fifth and octavesaswhlewise motif, opas the Bminor Vivace

of Corellibés Op. 3, No. 4.
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b. No. Yii, Allegro, barsl-4, andNo. 4/ii, Allegro, bars 6.
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The chromatic fourthpassus duriusculysvasusedfrequentlyin Baroque music as a

theme ormotiincoune r poi nt and a lameansakexpeessmeceraip h o r
moods (its use as an affect is dissed latgr Composers regardéie passusluriusculus

as an attractive and convenient maé¢neri al
passanmotifs in the counterpoint because of its harmonic flexibility (especially in minor
keys),andthe way it increases harmonic tension and possibilities to develop various
counterpoints and contrasting harmoniesaAsbjet it also shows harmonidgour and
energy, and it might underlirtketonic and dominant (asMc L e a n 6)sUsédlate me
the end of a movement or a pigtieepassugprepares thénal cadence and heightens the
finality of the tonic?*? In British instrumental music thehromaic fourth hadalready
beenemployedasa subjectin early seventeertbentury fantasias and pavar{aotably
thoseby John BullandJohnDowland.*® In thelate Baroquesraevery distinguished

composer such as, for example, @lgrPurcell, Vivaldi, BachHandeland Veraciniwas

“2The chromatic fourth is used in the final bars of the Allegroinplunr i e s 6 s N§,27-8Bandi i ( bb.

attheendofthe i r st secti oMo ll/mn(MbEiB6hds Jigg of

“3For a fulldiscussion of the chromatic fourth used in English fantasias, see Peter WilllzerGhromatic
Fourth during Four Centuries of Musi@Oxford: Clarendon Press, 1997), pp-88 Williams notes that
Thomas Morleyalready complained ihis Plain and Easyntroduction(1597)that the chromatic fourth

was overused by déour organistsb©o. I n the Fitzwillianm

name Francis Tregian and the date 1593), in which chromatic fourths appear.

f
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inspired by this idiom and each of them showed great inventiveness in using it by
presenting it in varied ancbmplex forms.

The dructure ofH u mp h rVivaceodNo. 1is unusual, as compared tive other
twenty-five contrapuntal movementts first and third sections akeritten in strict fugue
whereas the middigection is entirely homophomgthout thematicrestatementrhe
movemem begins with a short subject time tonic (A major)which in the second bar
passes tatonal answer on theominantand thenat bar 4returns in the third voice the
bass(Ex. 4.10a). The beginning of the countersebj evolvedrom the first half of the
subject (bb. ). In character and structutiais fi ve-barexpositionresembls the opening

of Cor el | iOp.&, NA l(Exeddl®)o o f

Ex. 4.1G. Humphries, Sonata No. 1/W¥,ivace, bars 15.
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At bar 6 acounterexposition begins with an episod®dulatingto E major (b. 10),
eventuallyleadingto the subject on a V (bb. 1), then | (bb. 16.7) and V (bb. 1819).
In the middle section (bb. 235) reither the main theme noontrapuntal play is
introduced. The function dhis 35barmotoperpetuoof rapid semiquaver and
demisemiquaer figurations, scale passages and arpeggiations on thriir-note

chordsi s t o di s pl a yhand teehniqueSanrle df these passagesiaeef t
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anelaboration of a few motifs kan from the first section (for instandbe second half of

the answer

The bass is purely accompanimental within a simple tonal framework, moving
predominantly in dotted crotchets thelast ¢third) section(bb. 5667) the subject finally
returns on a |, V and |, in the same order as in the exposititowed by a fbar coda
According to Sadieh) wee e 6 i n Hu mpamr iiemndast usrod ocsont r apun
which wasprobably theesult of his lack of experience as a compdsetu mp hr i es 6's
compositional 0i mmaturityéd may have been t|
contrapuntaintemlay throughout the middle section, but it is also possible that his
intentionwas simply to imiate ther at heco tfrefpuontctbalubde Op.6, Cor el |
No. 5/ii (Vivace).

Onl y 1 rconCapunthhodesnents oSonatas Quarta and Quinsghe
themefirst introducedby the continuoinstrument a feature frequently encountered in
contemporary English songs and ltalian arias, andsaigenteentitentury English
fantasias andiolin sonatas byarini, Uccellini, Frescobaldiandolfi Mealli,and
De gl 6 AbanielPurcell employed this device in as many as threeemewntsof
his three violin sonatas (1698urprisinglya f t er Cr o f thédrefigwingd i cat i o
of the main theme in the continpartat the start of a movemeistnot found in the violin
sonatas under discussiGtPerhaps this ia result ofC o r e ihfluend® whosesonatas
do not include suchbpenings

Cr o twb devementhavefurther points of structural interegtfter the

exposition a subject appears in its entirety in the subdominant and dominant but in the

“Sadie, O6British-1gmaOmMherp.MUBi2c, 1720

5 There are three movements which open with a basso continuo introductory passtigg:Jfe 1, No.
5/i, HumphriesNo. 3/ii, and Eccle No 7/ii. However, these passages do not introduce a thieaire;
character is rather accompanimental.
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final section which modulates to the home key, themadoes not returrilThe
concludingsectionplays freely with a fewnotifs taken from the expositiom the

Allegro of Sonata Quint@B minor)the expressive intensigndaffective spectrunof
thelastentryof the subjectin the dominantareincreased by thmterplay ofthemixed
modal pairing F##, i.e.by theambivalence between nosjand minor dominants

(Ex. 4.11). Particubrly charmings theepisoddeading to this entryAt bars 2330 Croft
beautifully elaborates the opening motif of the subjectgusiversion and retrograde
techniquesn both partsand thenemiola devicethereby creating vibrant, intense
dialogue betweetheviolin and continuo (Ex. 4.13bA descending sequence of seventh
chords in bar89-48leads to the final chord of the movemernhe dominant minof#),

which isan unusual ending acontrapuntamovement

Ex. 4.11a. Croft, Sonata Quinta/illegro, bars33-6.
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In contrast to the abowe/o movementsthe Allegro ofC r o SdndtasSestapens

with the subject ithe violin part, andhe subjects reinstated in the tonic towarttse eml
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of the movementAppendix A Ex. 3. The passages adpidsemiquaversheactivebass
line andthe avoidance of the perfezddencehroughout the movementeate asense of
continual forwardnomentumand mounting excitemenghich aresuddenlyhaltedon

the dominanat bar36. Thefollowing six-bar coddike Adagio is writtenin a recitative
character ovepredominantlyseventhchordprogressionsThe concluding motif of its
bass line, as ih resignation, sinks down semitones before reaching the final chbrd
thedominant,Again, asn Sonata Quinta, the contrapuntal movenieasdoes not end
on the toniclt seems that the role of this Adagie twofold:to bringa coda to the Allegro
and a slow introduction to the followirggiick movement.

Similarly, the contrapuntal Allegrof Gi b $9N0.& culminatewith a short
Adagio (4 bars) preceded by a half cadermedfermata(b. 53) Here, however, the
Adagio concludes on the tonithe Allegro, written in thejoyful key of F majorjs built
on almost continuousassagesf swirling semiquaversexchanged étween the violin
and bassThesubjectitself isfull of vigour, energyand dancdike motifs (Ex. 4.13.

In themiddle sectiorGibbs introducegxciting Vivaldi-like sequencesf dazzling
saniquavers(bb. 1932, see p299 with the themen the continuo parmodulating
through d g, ¢, Bb, g Thenext novementd.argoe p i, @arthe déthehand, is
composed in theender plaintive key of F mingrand isquiet,contemplative and
melancholc in characterThemelodic line is filledwith manyexpressivesigh motifs

and ornamentssibbs in a move otheer brillianceinsers between these two extremely
differentmovements a codie Adagio, which calms down emotiortsy means of
doublestoping executed legato.

The majorityof thetwenty-six contapuntal movemens ppear i n Festing
sonatasSignificantly,as many asineare paro f F e ©p. 1andglbbat one
includethree voices andomplex polyphora writing for the violin. In himextthree
sets Festing chose the more spirited andéigivo-voice contrapuntal imitatign

reflecting a transformation in his styfiem the Baroque towards thmeore fashionable
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galantstyle.Fe st i n g 6 s (Nasnal5, &bonirdpentalsnovementse notable for
their elaborate episodes, intendedvadinistic tours de force Theyinclude fgurations
suchasrapidscale rungreaching as high as i Festirg 6 s 8,0p. 4ii), arpeggios
(reachingdi n Fe st i n gfi)sstridyerossidg and Mide leafin F e st Om g 6 s
1(exceptNo.6/ipa nd Gi b btlsep muntdrbalana@®mplex sections of polyphony,
asinCor sOpl 5, Nos. 3/iand 4/ibandG e mi n iOp. 4,Nd3.4/ii and 2/ii

Festingods Gptypicdl exanhple &t mdvement based on the
interplay ofpolyphony andreefiguration (Appendix A, Ex. 4) The exposition is written
after the manner of a sonat&, which means that the points of imitation in the violin
p a rtwoévaice texturemust be highlightedAt bar 17this polyphonydissolves into
anepisodeof runningquaves. After three bars the violin part exparfdsm asingle line
t o 6 A rsjgjerigle-siops cieating greater texturandrhythmicactivity (bb. 268).°
Brief modulationswith the theme quoted in the baalsoheighternthetension ofthe
contrapuntal developmeahd produce a sense of gliag excitementin bars28-30the
bass and violin bring badke subject in stretto, in the home k&he texture and the
musical argument changethe nextepisode The bass line becomes very active, filled
with running quavers; while the violinist execusegjuences of doubktops, which
aretypically Corellian*’ Then,at bar38, quavers appear in the violin part, leading
thepolyphonic final sectioifbb. 4:52). Asi n Gi b b s {isal ckdergeis matkdd e
Adagig it opens witha dominant seventandafermatg followed by adiminished
seventh on the sharpened fourth. Seietings are typical &F e s t contrgpurstal
movements.

Limitations ofspaceallow only a summary of the maaharacteristics ahese
twenty-six contrapuntal movement$shar themesareshortandconcise comprisingin

most casetwo or three bar but sometimes only oneAs Friedrich WilhelmMarpurg

“Corellialsous ed such 6Ar psergegphiscontrappntalsmoveraents ®pn5 (Nos. 1, 2, 3,
6), althoughhe did not introduce the subject in the bass.
4" A similar figure is used in the contrapuntal moveimenof Festi ngods Op. 1, No .

4/ i
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noted(1753, suchconcision

Offers the listener a numbef advantages. He can recognize the extént

the theme more easilfand] he can better understand the various answers

in all their transpositins;[é ] By the same tokenhé composefr € Will

be able to work with the theme more comfortably and clearly. And how

importantis thislastpoiitc | ari ty! . [ é] A theme is suffici
whenever it expressesciear thought?

Undeniablythe themesinder scrutinghow6 a ¢ | e a, . didtirctddeayvhidh éan

beeasily recognised, understood and remembé@iieely ardively, rhythmically vital,

written mainly in the manner ofoggetta and the compass of theelody usually does not

exceedan octaveTheirtunefulness andlmostdancelike characteare reminiscent of

thethemasof seventeentizentury contrapuntal sectionsBmnglishfantasias anéienry

Purcel |l 6s t r ibeevitgderivesit atsh erb uftr drhe®@aimel | i 6s pr
Corelli s Op. 5, almost al/l of tAfewmm are i n

examplesof thesesubjectsare shown below.

Ex. 4.12 Thethemesopeningthe second movementstime sonatas of

Croft, Quarta Quinta
Alsorn
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“8 Quoted inAlfred Mann, The Study of Fugugondon: Fabeand Faber, 1958), p. 168larpurg (1718
95) was a German thest and composer who wrgtamong other workshe first serious treatise on fuig
writing: Abhandlungen von der FudgBerlin, 17534).
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Festing Op. 1, No. 2 Op.4 No. 1
Allegro Allegro
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In thesemovementghe predominant develagental process is motivic plaie.
the elaboration of a single motif and its continuousaespn.The first entry of the
subjectstars either on the tonic or dominarfter which almost immediatelythe answer
follows at theinterval of anoctave fourth, orfifth above or belowhe firstnote of the

subject*

Gibbs, for example, emplewnly the toniedominantalternation which,
according tdPepusch, isnore chak n g i n gvhen thedmswedis in theUnison or in
the Octaveabove or beloywve then may go into thether Hexachorgfor which Reason
thesdast Fuguesare much easier to make than tleers®
A 3 contrapuntal movements predominate (14) and the two voices are always
entrusted to the violinVith the excepton of Gi bbsdés Fuga ante McLeanb
extendedtontrapuntal passages alternate with solo figuratipisodes consist of

elaboratios of new motifs and someaterial(often justa rhythmic or melodic cell)

takeneither from the subjedr from one of the acmpanyingcounterpoints, givinginity

49 According to rules for composing imitative counterpoint giverHepryP ur c e | | in 06The Art c
of An Introduction to the Skill of Musi¢ckondon: John Playfordl694), p. 1566 t h e otf répeats thge p a

same [notes] in the Unison, or such like in the Octave, a Fourth or Bithwe or bel ow t he Leac
*0 pepuschA Treatise on Harmonyp. 823.
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to themovementas a wholeln the passages of violin figurationbe bassisually brings
backthe subject or its heathotif.>* Like Corelli, Croft, Festing, Gibbs and McLean

favour subjectdominated rather than episodic designsother words, even though some

of the episodes are extensive, the principle of thematic restatement rather than episodic
expansion remains constamhe subjectin full or abbreviatedorm (usuallyin the middle
section) is the versiomostoftenused throughout theseovements? 6 ridustrious

treatmenbof the subjectvas nothe main concern of these compospeshapdecause:

Many industriousgreatments of fuges, as reverting, retorting, &c
[are] without any real vertue in the musick, but rather to dull it; for
what signifyedricks [as] against sound and free harmony? For that
is to flow, and be fulland will not be tyed up to shep and formallitys.
[ €] re mwst be taken thabthing insignificant cramps, stiffens, or
dulls the air, for that is thenumnecessariunto musick>

Veracini appears to have dehe same opinion for he argubat composers shoufwt

6l op [ t imdalferaoubthemiotd shreds, or even change them from what they

originally were as regardmtev a | d*@ppdrently, Veracids cr i ti ci sm was

Geminiani 6s habit of cutting the subjects |
In themiddle sectionthe pace otharmonic and textural changgtivity in

melodic spanand rhythmic variety increaserhe subjectnodulats mainlyto closely

related keys such d@isedominant, subdominayparallel orrelative Harnonic

intensificationis particularly pronounced iResting and Gibb s mo v.€éane nt s

ex ampl e FmgoarAldgs dfNo. 6involvesa chain ofconstantrief

modulationswith the subjecbeingquotedin the following keysf-C-F-C-d-g-c-Bb-g-c-

F-Bb-Eb-c-d-F. However, the recurrence of the home @€yand itsdominant status in

the movement outlines har nbeairafthégaysbi | i ty,

*1 See Festing Op. 1, Nos. 1/ii (bb.-20), 2/ii (bb. 2835), 3/ii (bb. 1425), Op. 7, No. 4 (bb. 121); Gibbs
Nos. 5/ii (bb. 2330), 6/ii (bb. 1932).

2 Thesubject in inversion appears@ibb® Blo. 2/ii (bb. 1718); inaugmentai on i n Mclbeands No
43-4).

> Wilson, p. 139. North also notéesh at f or a mel ody 6set backward, is n
and nothing but the measure is left; which is no re

** Quoted inCareri,Francesco Geminiani (1687762) p. 79.
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pr es eYUnlikedndC o r e | | is,dhesulgeot msualyreinstated in its entiretip
the final sectionsometimes instrett§.l n  Cr o f t 6 thelantepisods & theost
elaborate providing a cadenzhke conclusion to the movement.

Thebass lines areftenvery active continually exchanging motisnd subjects
with the violin, andexploiting sequences of rapid scale runs and wide intervallic juhps.
In McLeard Blo. 1/ii and Gibbé Blo. 2/ii, t h eambitassver@xeeds twactaves.
Croftds and Gi thenwosi somfiearncsporptiagraguent eunng
quavers or semiquavelsis hardly surprising thahese two organists and composers of
organ voluntarieshose to modeheir continugoartson the style oEnglish organ
voluntariegwith their typicalelaboratdeft-hand passages) rather thihatof Italian
sonatas (with their morgubservienhbass lines)Gibb s No . 6/ iontrapuntal t he o
movemenbf our samplein whichthe Alberti basss employedbb. 419), providinga
very differenttype of idiomatic accompanimefdr the successive entrie$ the subject in

the violin.

Binary form

In this thesiginary formis understood aa musicaktructure which begins and
ends in the tonic and compridgeg complementargections usually delinead by a
repeat sig. The first section can batherharmonically completésectional binary form)
or incomplete(not ending on th&onic), demandingcontinuation(continuous binary

form).>®

*wilson,p. 180Nort h warned composers that o6the great dange
farr for variety, and so [é] the ayre of the genuin
that respect Cor el Itihtosd fdurg evse na rteh raoddmivraarbileet,y feonrou g h,
preserved?®6.

Even though Cor el heyderessmtadihroaghdusmoeemants s Anabbteyiatet form.

Stretto appearsithe final sectiomf: Festing Op. 1, Nos. 2/ii, 4/ii, 5{iMcLean Nos. 2/ii, 6/iii; and Gibbs

Nos. 2/ii, 5/ii, 8liii.

" See, for example, Festing Op. 1, Nos. 1/ii (bb42®/ii (bb. 1831), 3/ii (bb. 1113, 26:32), 4/ii (bb. 29

38).

*®See WiliamDeanSut ¢ | i f f @mi | 6. B i Dneaf rGsove R, po57@The terms such as section,

part and reprise are used interchangeably in this thesis.
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In the sonatas analysethary formis usedn as many a243 movementg56% of
all themovements®® It predominatesnithe sets of Ecclesesting (Opp. 1, 4),
Holcombe, Gunn and Gibpandit occursin every movemendf O s w a Sado§(see
Appendix C)In  Val e nt i, onghg stheChandherg i8 a pattern of using binary
structuresolelyin the lastmovement of eachosata,demonstrating largescale
unification by similarity inthecompositional process.

At least twokeys, and normally three, form the harmadmné&nework of thes@43
binary-form movementsin the majority(203), the dominant key (sometimeserelya
cadence on the domindui reachd at the end of the firsiection(l(i)Y V(v):€); in one
occurence it isthe subdominaniFesting Op7, No. 4{), andin 28 minor-key movements
it is the relative majo¢ i Y ¢),f°fram which point the second section works bactht®
tonic, throughcloselyrelated keysNone ofthe first sections enid the relative minar
Understandablythe I-V modulationis favouredas itgivesthe strongestharmonic
impetus force and tensiofThe beginning of the second pasually prolongshe key
reachedat the end ofhe first part Then,a modulation to another related key follows
eitherimmediately or somewhere towards the middle of the second section. The key most
commonly reached at this point is the dominarthefdlominant or theelative minor(the
submediant butaftera central modulation tthe relative majqrit is theparallel major of
the principakey. There areseveramovementsvhere, after the A section ends in the
dominant, the second part begins in the tonic, or the mediaborediantor after the
relative majoithe second part opens witie tonic or dominarttll: €: i, or V). Only in
F e s ts Om8MNbo. l/iii is the relative majo(Bb major)succeeded by the subdominant
(- €: iv) of theoriginal key.

In elevenmovements thérst sectiononcludeon the tonic chorth the home

key (sectional binary)seven of whicttan be found n  Os ®adok(Mo8. 41ii, 2/ii,

%9 The sections of ternaifprm movements which are built @binary schemaare not included here.
% Interestingly, Corelli used this modulation in only one binagvement in the minor mode, Op. 4, No.
5/iii.
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3/i, iii, 4/iii, iv, 5iii), three inEccle® s (Mos.2/i, 4/iv, 5/iv) and one irGibb® sonatas
(No. 8iv). Significantly, d these elevemovementsninehave associations withe idea
ofpastoralism: Eccl es 6s Gi MNubssedtghoe@oaitatioff a st or a
two huntinghorns andO s w a Pastoral SolosHence they are constructed as sectional
binary movementwhich, along withsectionakernary are the most commdormsin
folk songs®*

There aréwo types obinary movementsymmetrical anésymmetricalthe
latter beingavoured in the sonatas examin@d8examples)In 202movementshe
second sectiois extendegdwhereasn six exampleghe first part idonger® Of these
sixonlythe A partofGu n n 6 ¢ii aNhod. Q@iNb. D mdiululategto the dominant
and the beginning ohe second pagrolongs this modulatiomhe asymmetrical binary
design with donger first sectiomppeas very sporadicallyin contemporary sonatas or
suites For exampleit wasnever used by. S.Bach in his suitgesandit occursonly once
in each ofGeminiand ©pp. 1 and}. This structurce an be found more oft e
sonatagparticularly in his Op. 2 (fivenovements) oin Domenico Scarlath keyboard
sonat as . EsSwial(Lohdan,1738)owdhich were very popular in Britain, include
as many asix suchmovements

In the majority ofthe 208asymmetricamovements theroportion interms
of thenumber otbars in each sectiartan be expressed asatio of 1:15 to 1:2.The
intensification of argumentsyjodulatory passagesxpansion of old material and
interpolationof newmaterialmake the second sectitomger than théirst in these
movementsThe A-majorAllegro (9c:40)inFe st i n g 0 s3ar@pheEb-rhajor No .
Corno(13€:51) inGi b b s 6 arethidanly mayement®f this groupin whichthe
second part ias muchasthree times longer than tfiest. In both casethe second

section passeablrough twomain tonalareas the dominant and the relative mirafrthe

®1 Sectional binary movements can also be found in other contemporary sonatas, particularly in those by
Corelli (Op. 2, Nos. 3/ii, iv, 5/ii, iv, 7/ii, iii, iv, 10f/ii, iv, 11/ii, iii, Op. 3, Nos. 1/iii, 6/i).
%2y alentine Op. 12, No. 11/iv, Holcombe Nos. 1%ii; Gunn Nos. 2/ii, 3/iiGibbs No. 7/i.
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home keyin Festing or in reverg order inGibbs)andincorporates recapitulatiorof the
materialfrom the A sectiorfrounded binary)

Only thirty-five movements are symmetricdlhey are based dheAria (divided
8:€:8), ordancesand mostlo not exceed 16 bars theseshortmovements thérst
part ends othe dominant orelative majorrather tham€modulating to these keys and the
second parincludes very brief passingnodulations™

A strong sense of balance and prdijoris very prominent in all of the 243
binarymovements, even though the majority of them are asymmetrical. This is especially
apparentn movement$ased on dances for reasons stemming from the nature of dance
itself. An impression of coherends achieved by some shogpetition such as an
elabaation d one or two opening motiféy the similarity between the last bars of the
first and second patendrhyme) orbythemov e ment 6 s of tescéhemmet r i
the first sectioomoving fromthetonic tothedominant (otherelative key), and the
secondpartreturningto thetonic. Thethreedifferent binary formal designssimple,
balanced andbunded arealld et er mi ned by the return or 6én
from the firstsection in he tonic key at the end tife secondection.

Simplebinary formis the most common typEmployedn these sonatagl45).
The thematic recollections from the A section are treated here witafraedomthan in
the two other typedn manyof these simple binamnovements theecond parbegins
with a transposed restatemeifitan initial motto(sporadicallyin inversior).®* This
procedure igspeciallyfavoured by Holcombeyho usest in almostevery binary
movementandalso byEccles, Humphes, McLeanViner,and Gunn. Only Croft never
startsthe second section withe parallel incipit The two sedbns often end with a
matching cadentidlar,andreferences to theaterial of the A part sometimappear

midway through the second pastit unsystematicallyMotifs are quoteeitherbriefly or

83 Except movements comprising more than 16 b@rsft Sonata Quinta/iv; Valentine Op. 12. Nii;
Festing Op. 1, Nos. 9/iv, 11/i; Holcombe Nos. 3¥ii,5/ii, 6/ii; Gunn Nos. 1/ivg/iii; Gibbs Nos. 5/iv, 6/i,
8/ii; Oswald No. 6/iv.

% A motto in inversion appears, for example, litalcombeNo. 2/i; Festing Op. 4, No. 3/v, Op. 7, No. 2/ii.
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moreextensively andfrom one to severdimes Apart fromusual quotations, the
thematic material from the firgplart canalsobevaried by means of sequences, shifts,
motivic development, or othdrarmonic elaboration3 hus,the second part is indicated
hereas A rather than B.

The Gminor Adagio(8:€:11)of Ho | ¢ 0 mb eillustratéé @ typical example
of a simple binary movement divided into two sections' fppendix A, Ex. 5)The A
section modulates from the tonic to th@minantkey (G minor)in orderto set up a
contast that needs to be resolvediard the end of the movemeAfter therepeat sign
the opening bas quotedn the dminant followed bynew material ath somemotifs
takenfrom the firstreprise(bb. 1314). The tonicreturnsin bar 14 andite movement

endswith arestated cadential bémlom the Apart Thisscheme can bepresented thus:

b Tonic Dominant. €Dominant Tonic: €
Openingbar Cadentiabar Restatd Restated
opening bar cadential bar

There are also movementith restated opening mosibut withoutparallelcadences at
the end of each sectipar with thepatternreversedTherestatementf theincipit after a
doublebarline occursvery rarely inCorellib s s oThispraatise became more
popular in theeighteentlcentury for instancejn thesonatas o¥ivaldi (Op. 2, Valentini
(Op. 8, Albinoni (Op. 6, Bonporti (Op. 10)Veracini (1716), Somis(p. 1), Carbonelli
(1729),Tartini (Opp. 1,2), Locatelli (Opp. 2, 6), and HandelGeminiani, on thether
hand, used it only in a few movements of his Opp. 1 and 4.

There are alseimplebinary movements in which ¢éhsecond sectiomrelates less
preciselyto the A parthan in the above example other wordsthe second padoes
notrecalldirectly any baror phrasdrom the A sectionHowever, loth parts arstill
loosely thematically related amdutually dependent hus, they aralso symbolied in

the present study as AAThel ast movement of(13€N%i$acdss

Sonat
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in point (Appendix A Ex. 3. Eventhough the secongectiondoes not includexact bar
recurrencefrom the firstsection there is continuity ints material charactermood
andstyle Thethematicunity here emerges not from samenassfrom consistencgf
rhythmic andmelodicvocabulary, comprisingonsistent rangand intervallic groups
combined into fantiar patterns such atepwise motionyith a few skips andlimactic
leaps of an octav&he unity of melodidessituraleaves an impression of balanced
melodic actionand rhythmicorrespondenabetween the two sectioasealso strongly
apparentThis binary type isxplored rarely in the sonatas examingg.to 1700 one can
find many such binary movements without any restatement at all, where neither the
incipit returns after the double bari n e pavallelct ahdee noc eCorellip O 5,1 n
No. 4/v).

In abalanced binargesign the final phrase (or straof)the fird section
reappeari the tonicas the close of sectidwo. Althoughendrhymes(cadential bafs
occur in manysimple binary movementthey arenot enough to createpropebalanced
form. An exempla classicaf this structures the Correntef Valentinéd ©p.12, No. 5
(Appendix A, Ex. 6) The two sections are equal in len@®i.€:31), creating a temporal
balance and heentirefinal twelve-bar strain of the firghalf in the dominant igjuotedin
the tonicat the end ofhe second halfThis design,although with a different number of
bars in the final straitbetween 4 and?2), is employedn fourteenmovement$® Some
of thesealso featur¢he restatement of the incipit

Nine movementdy Ecclesaredalancedat the beginningnsteadof the endof
the second paff In all of them he first sectionranging from &o 32 barsis clearly
divided into two strains, the first of whiadppearsn a transposition tthe dominant (¥

or therelative major key (2) at the startthie second sectiofor example, thetructure

%5 Croft Sonata Quinta/iwiner No. 3/iv; Eccles No. 4/ialentine Op. 12No. 5/i; McLean No. 5/iy
Holcombe Nos2/iv, 4/iv, 5/iv, 6/iv; Festing Op. 7, No. 5/iGibbs Na. 4/ii, 5/iv; Oswald Nos. 1/iv, 2/iv.
®®Nos. 1/iv, 3il, iii, 7/iv, 8/i, v, 9/i, 10/ii, v.
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of the longestnovemen{No. 10/v)of these ninexampless as follows:

A Al
1 o- ol
a'+ & (16+16):c: a + b (16425)

The dis repeated in the dominant keyccording to thelefinition inthe Grove?, a
proper balanced binary forms 6 b al a n c etde8ecoand sedtidiHoweeen d o f
becausen theseexamples the first strain is restated fall immediatelyafter a repeat
sign,they have been classifidtereasa separate groupdinarywith balanced
beginnings®é

A rounded binaryesign in whichtheinitial materialfrom sectionA returrsin
the tonictowardsthe endof the second sectiohasbeen employely almost all of the
selected composefexcept Croft) In this designhe returnof theopening materiak of
threetypes depending on its extenn the firsttypeit returns in abridgetbrm with
additionalclosingmaterial new orderivedfrom the first sectiorfusually from the
second strain)hich furtherconfirmsthe home keyefore the final caden@é The
Bb-mg or Al | e g r@p.4i No6 Bxe26)ilustigitésthis type(Appendix A
Ex. 7). Its first sectiorcan be divided into twetrains Thefirst oneestablishes the tonic
andthe charateristic thematic material, endiog the dominanfl-1V -V) at the begining
of bar7. Thesecondstrainis a ratheFortspinnungsunit, includingtransition and
cadential closing groypvhich modulategbb. 12-15) to the dominant keyF majoj).
Its second sectionpenswith an imitation of the first twdarsof the movemenin the
dominant key. Then, in bars -B3the beginning othe second strain of the A sectiivb.
7-9) isquoted in the mediamif the home keyD minor) and after dour-barsequence,
anothertwo bais from the second strainifb13-14) arerecalledin D minor. The ending
of bar 14 is slightly changdukre instead osemiquavers the violin has a crotchet,rest

which prepares a listener farreturn othetwo-bar incipitin the tonic (bb. 33). Such

7Viner Nos. 1/iv, 2/iv, 4li, 5/iv; Eccles Nos. 3/i, 7/ii; HumpésiNos. 1/iv, 3/ii, 6/iv; Valentine Op. 12,
Nos. 2/iv, 5/iv, Op. 13, Nos. 3liii, 4/iii; Festing Op. 1, Nos. 2/iv, 3/i, iv, 5/iv, 7/iv, v, 8/ii, 9/iv, 10/i, iv, 11/,

5/i, ii, 6fiii, iv; Gibbs Nos. 1/ii, 3/ii, iv, 4/i, 6/iv, 7/ii, 8/ii; Oswald Nos. 2/i, 6/i.
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a break(caesurapr changef texturebefore a recapitulation has a very rmayeffect,
and is alsasedin otherrounded binarynovementsFive bars of semiquaver
passageork continue after which bars Q.1 reappear at bars-3® in the tonic. The

next bar (b. 41¢loses the Allegravith a perfect cadencelV-V-I. The structures as

follows:
16 17 2325 3031 32 33 39 40
Albars
1 2 7-913141 2 10 11
A bars
keys: | Y\e: VYi ici YI

The oO66mott o t hbkedentnant after the douledine iand thén again in
thetonic, acts almost like a refrain in this binary design, an influence of the modulatory
rondo (a similar example can be found in C
Op. 4, No. 1/i, 0Albino ni 6 s Fhispartial aestatement of the openmgterial
in the tonic neathe end of the movemeoanalsobe seen aaprecursor osonata form
However theseroundedbinarymovementsarenot built on two polaried, independent
themesAlthough he firstsections are@suallysubdivided into two tonal areas
(sometimeseparatd from each other by meansmbdulatorytransitiors), their formal
layout is not governed by the principle of contrast

In the second type, exemplifibg Fe st i ngbés Ar2itle movemedtp . 7,
closes with aepeatedompletefirst phrase of the A sectidippendix A Ex. 9. The
phrasesereare short and very regular, constructed thliss?d4+4) £: b+a (4+4), and
harmonicallyl Y Y¢:iY |

In the thirdtype on the other handhe wholeA sectio is brought backn a
slightly modified version at the eraf the movementapproximatingo ternary form
ABA™.®8 Apart from the number afections marked by the repeat sitie difference
betweerthis kindof rounded binary and ternary formppearsn the middle sectiorfor

example,m Os wa | endjer Allegroof No. 2the first sectior{6+6) concludes on the

% GibbsNos. iv, 8/iv; Festing Op. 8, No. 1/idswald No. Zi; and McLean No. 7/ii (two bars from the
A section are not repeated).
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tonic, afterwhich the second sectigd+6+6+6)begins withthe mitation of the
mo v e me nt Olmr inothe eonidAppgndix A Ex. 8. Then, at barg 7-20the first
four barsof the A partreappear, buwith adifferent bass line anith the dominant key
leading tahereturn of tke tonic and thé sectionin full (bb.23-34) with slight
adaptation® f t h e meladit linmamdharsnon®ne mightargue that this is in
fact ternary formA (12).€: B (10)A' (12):c. Howeverbecausehe ten bars after the
repeat sigrare notdistinctiveor contrastinghematicallyand in character witthe Apart
and themelodiccontinuitybetween thdirst and second parts very strongthis
movemend s fisconsideredhereasa sectional rounded binary forfalso termed
hybrid binaryternary. In the othefour movementshe middle part islsoa prolongation
and intensification of the opening sectiamd thedominant key whichrds the first
section (exceph Gi b b s 6 s) heghtengh@s cantinuation.

Theformal paradigm oéll the binarystructures described aboweanbe
summaried as follows:

Simple binary(145): A AL

Balanced binary14): A: €1 A

Binarywith balanced A €: A
beginning (9): aY % ayY b
Rounded binary75): A €: A
aVY %a b VY, omextended, or
a+a

The texture othe majority ofthesebinary movements is homophonkut
imitation is alsdfound Tempa vary widelyfrom largo to prestq andlengthsfrom 8
to as many ag23bars(ValentineOp. 12, No. 12)In manysimple binarynovements

motivic playgroupingin shortphrases is thpredominantompositionaprocessPhrase



150

grouping as an almosiclusive process is confidéargelyto short movementgalanced
and roundedbinarymovementsPhrases are clearly distinguishablg usually
irregular®® Thecharacter anchoodof thesemovementsrevery diverse. In generahey
can be divided into sudiypes as slovyrical movementsgdazzlingmoto perpetuo

movementsanddanceor dancdike movementgdiscussed below)

Ternary formand rondo

Compared withbinary form,aternary schemappears rarelyn the sonatas
analysedOnly nineteermovementgin eightsets)are basedn this designwvhich, a the
name indicads,is structured inthreeparts statement, digression and restatemé&hée
standard andimplest ternary desigABA, is employedn asmany as fourteen
movements? andthe third section isisuallynot written out but isndicated by the
expressionia cap@or thedal segnasignat the end of the B sectioAlthoughthe A
sections lookdentical, according to earBighteentkcentury common practicéhe
performer was expected to add some embellishments to the returning A section. In the
otherfive ternaryform movements the returning A section is modifjedfour cases it is
alongerandmoreelaborated version of the first pam)d is thusnarkedA™.”*

The first sectiorconcludeson the tonidn these movementnd can therefore
stand by itsdl The middle section, on the othleand, isn most cases (12)armonically
open endingon the dominantherelative minor orthemediant’® In order to bring
about acontinuity of movemenbetween section@specially between the first two),

Holcombe,Gunn, Gibbs and Festirspmetimes employ the bass linking passage

%9 Regular phrases can be found in smeotvements such as: McLean N@8y, 8iii; Oswald Nos 3/i, iv,

4fi, iii, iv, 5/iii; Gunn Nos. 1//iii, 3/iy 6/v; Gibbs No. 1/iv; Festing Og, Nacs. 1/iii, 3/v, 4fiii, Op. 7, Nos.
2/iii, 4/v.

0 Eccles Nos. 2/iv, 6iii, 8/iii, 10/iv; Humphries Na3/iv, 6/ii; Festing Op. 4, N& 1/iii, 5/v, 7/iii, Op. 7,

No. 1/iii; Gunn Nos. 3/iv, 6/vGibbs Nos. 2/iv, 4fiii.

"L Festing Op. 4, No. 6/iv, Op. 8,d\5/iv; Holcombe No. 1/ivGunn Nos. 2/iii, 5/iv.

20n the dominant ets: Eccles Nos. 6/iii, 8/iii, 10/iiolcombe No. 1/iv; Gunn Nos. 3/ig/iv; on the
relative minor: Eccles No./&; FestingOp. 4, No. 1iii; Gibbs No. 4iii; on the mediant: Humphries Ko
3liv, 6/ii; Gibbs No. Ziv. The middle section closes on the toimicseven movements: Festing Op. 4, Nos.
5/v, 6/iv, 7/iii, Op. 7, No. 1/iii, Op. 8, No. 5/iv; Gunn Nos. 2/iii, 5/iv.
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containingthree or four notethatleadto theroot ofthefirst chord ofthe followingpart.

Each sectiofis usually cast in binary form.

Ex. 4.13.Gunn, Solo No. 3/iv, Minuett, bal®-17.

D1 -~
r“ 2 * f E ) - s B 5
I AP ) | [/ rrr L 4
|7 JED'Y r; ? - 1 L1
>(£9 B + —
(v =4 l
{ O |
b & 2 pd | -
2)3*;3.  —— - C—— .
g ek 1 5. T ™1 v
3 ¥ o171 =

Contrast betweerhe A and Bsectionss emphassed in different ways and
intensity INE ¢ ¢ | Nos. §(B2:€12:cda capopnd 10(26:€:24:cda capoplmost the
entire middle section is a repetition of the A garnthout thefew first bars)transposed
into the dominankey. Consequentlyhetwo parts are very similahematically and in
characterOne mightargue, therefore, that this little contragkeyand coloubetween
thetwo sectionss insufficientfor these movements fit into a stereotyped ABA patte,
butit is enough tdall neatly into asectionarounded binary patterfA®). Both
argumers, either in favour oagainst ABAform, seenplausible, demonstratirthat the
line of demarcatiotetween theetwo formsis not always cleaHowever,whatis
noteworthy is that;ompared to the rounded binary movements discussed,dbave |
design in which the middle section does notensify or elaboratdurtherthe first
sectiorgs musical discoursés more static and sectional.

In the rest otheternary movements th& partsare moredistinct, particularly in
Festingd movementswherethedigressios are made up afompletely nevthematic
material,rhythm andexture.Listenes areimmediatelystruck by thissignificantchange
of characterln Op. 4, No. 6/ivlhemelodic lines othe A partsareplayful, moving
mostlyin quaversembellished witmanytrills andappoggiaturasyhereas the middle
partexhibits a continuousmovement osemiquavepassagesf broken chordsvith a
simplecontinuo accompanimergiving a feeling ofenergy anditality. Themiddle

secti ons o f4 NbseXvi 7iiiang@ps7, NO.al/ii additionallyincorporate

es
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a change of metre, tempamdmode(see pl118). They are of a contemplative, lyrical

mood, producing the effect of gentle consolation in comparison with the préssiagd

of the A parts. In théndante Amorosef Op. 8, No.5a c hange otd6 Rihuvar act e
Lent o  isBEeghtenehdt onlyby a shiftof mode fromD major to Dminor, but

also bythe bass@ o n t ilightedextare,andt h e v dowblestapHasdonger nde

values, altereffom quavers to crotchetMoreover, he general contowf the phrase

itself is different in both sectiondn the A sectionsit e  p h medodieshapes (or

tension curvespredominantiyfall (\ ), whereas inhe middle partheyrise and fal U ),

Ex. 4.14

Ex. 4.14 FestingOp. 8, No. 5/iv, Andante Amoroso, bars26, andPiu Lentobars 912.
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Of the nineteerernary movemestfour have mixed or hybrid ternampndo
fomEccl es 6 s t wreactmatyabatiezl Randeau (in Bb majand E
major) andollow a typical early eighteentbenturytwo-coupletFrenchrondeau,
standardied by Couperin and Rame&liThe Aparts, treated as thefrain are typically
8- or 16bars long and thepisodes (ocouplet3 havethe same length:
A € B :€ A (markedda capo)
R :€:El R E2 R

keys: | eV I vi el

barsNo. 2 8 :€:8 8 8 18

No.6 16:€:16 16 17 €16

3 Eccles Nos. 2/iv, 6/iij Festing Op. 4, No. 1/iiiGibbs No. 2/iv.
“See Mal col m SGrovE7oxki gp.64658.0ndo 6,
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In both&Rondeaukthe first episodeopening the B part, is an exact repetition of the A
part,buttransposed to the dominant. A return of téfainin the tonic followsmarked
by adal segnasign. The secondpisode ending the middlsection, is arlaboratio and
extensi on @réttwo bars intAe rgdativentindrsThis key scheme for tw
episodegdominant, relativeninor) was most commonly useddontemporary French
major-key rondeaux’ Except for contrast of key, theand B parts do not diffén
character from eaatther.

The LargoofF e s t i n4 Nos lard the MinuetoGi b b s 6,9othNo . 2
in A major, are also inspired by twomupletFrench rondeaux batre more developeahd
varied than those ofdéles.Gi b b s 6 s Mi n threesediens(dOp 59 2@),avith
a design REE1 R E2¢R (da cap®. The key scheme is simplel Being inthedominant
key, RinthetonicandEi n t he r el ati ve hasthesamedesigmtst i ng o S
aslightly differentkey structurewith EL being in theparallel minor. Althougtthe two
episodesn both movementare distinct melodicallythey are influenced by binary
form, incorpaating genuine development aakding a more highly unified structure
than atypicalrondol t i s possi Gnd@i K thsads Felsdiimg 6cf t hi
influenced by Geminianwho after his visit to Par{d733) employed theondeaumore
frequentl y 1 n h Baatay Op. kcerporatéas manyas aenen m13do
movements.

Besides these fouernaryrondomovements, there aedsothreerondoswritten
without double batines(Eccles No. 8/iv, Festin@p. 8, Nos. &v and 3iv). Festingos
rondos are more complex and elaborate than tHatdés (4+4e-4r-8e-4r-8e-4r), which
does noeven featur@ change ofdnality. Theyconsist otthreerefrains(thelast ones

repeateylandtwo episodesall divided intoregular, fourbar phrases

"5 bid., p. 650. In minor keys, the first couplet was usually in the relative major and the second couplet in
the dominant minor.
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R E1l R E2 R R (markeddal segno)

No. 2 16 16 8 12 8 16
Keys A El A a A A
No. 3 16 16 8 16 16 16
Keys D/d DI D AID d/ID D/

In the efrainof rondoNo. 2 the first eight bars are repeaitethe samdA major) key,
while in No. 3 they are repeatedtire parallel minor keyBoth rondoshow greater
juxtaposition of contrasting blocks tharetiernaryrondomovementsliscussed above
In the first episodes the rhythamd melody in the violin part intensifyhile the activity

in thebass part is reducedhe second episodes avatten entirely in doublestopping

Variations

Themusicalt e r m 0 vnaayréfa to techmique, whethanprovisedor
compased, orto form.Variationis one of the modiasic andssentiatompositional
techniqus, used in differengenres and form&ach of the movementiscussed abovis
basedon the idea ofariatio, mutatioand elaboratiorHowever, her®nly movemens in
variation form arelescribed i.e. those which are founded on repetitibheseare of two
types:ground or ostinatebassvariations andthemeandvariationstructures Theformer
is built upona repetiive bass, and thatter is a chaimf varied repetitions of an entire
theme.

The ostinato variation typeppeas o n | y $onataQuantdi Lago)
Themovement is builbna chaconne basthé descendg tetrachoryl whichwas very
popular both diatonicand hr omat i ¢ f or ms .Itdppeard, fore Bar oqu
example, in Corellids Op. SopataNo.gl69r2/ i i, Op
Handel 6s OAntira c eamrde Viivma |l di 0 sl2/iC(BW298.€t of Ops 4
Largo contains fotteenrepetitions of a threbargroundchaconneThevariations in the

violin part show a very small variety of ided$ey all basicallyepeat dew descending
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minims and crotchets, sometimes embellished witimi@nvallic jump.Some of the
variations arevenrepeated (bb.-Z, 1613, 359, 415), or the violin playghe chaconne
while the bass harmoms it (bb.22-5, 8th variation).Ins h o r t , vari@atromslack 6 s
rhythmic and melodic energwr any realsense of dynamism.

Of the 109%onatashineteerincludea movementusually the last in a cycl&,
basedn athemeandvariationstructure(Table 4.3. Three of these pieces were
published beforé 730, five in the 1730s and eleviarthe 1740sAs manyas fiveof
Gi b Eglit Solog1746) and our o f ShES®IssOp. i (@8 contain
variations. his gradualincreaseof variationmovemeng in British violin Solosreflects

thehybridisation of thed a b s sonatacahd&uite (or sonaka camera.

Table 4.3 The number of variations in the selected British violin sonatas.

Number of | Number of | Composess and Sonatas

Variations | Sonatas

1 2 Gibbs 4/iii; Festing Op. 7/3/v

2 6 Ecclesb/ii, 9fii; Humphries 4ii; FestingOp. 4/3/y Gibbs 3iv,
7liii

3 3 McLean 7iv; Gunn Ziii; FestingOp. 7/4/v

4 4 Festing Op. 1/12/iv, Op. 7/ 6/iv, Op. 8/4/iiMcLean 8iii

5 2 Gibbs Ziv, 3/i

6 2 FestingOp. 1/9/i,0p. 7/2/iii

In thesuitesome of the dancegereextended byheir embroidered versions, called
doublesor coupletsasin works byBiber, Matteis L onati, Couperinpr J. S. Bach

It is alsopossible that our select&titish composers were inspired byo particular
sets ofsonatasdntitledda amerg by Carbonelli(1729) andLocatelli, Op. 6(1737)
Carbonelld Sonata VI and XlI concludewith binaryArias, which becomethe

theme forfour and six variationsespectivelyAccordingtohe composer 6s i nst

® The exeptions are: Eccles No. 6/ii; Festing Op. 1, No. 9/i; Gunn No. GitibsNos. 3/i,4fiii.
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variationscan be performed at the violinisdiscretion ¢ L e s e giazemsei Var

pi adredébocat el | i 6 sonfdgxulmirtatevath dsholiArid, Mioueti®

or Cantabilgall in da capdorm), followed byfrom two to eightvariations In all these

variations the bags constantyhile the violin partundergos melodic elaboration ¢in

Locat el develops into pysotechois whi ch ant ibdliamat e Pagani
variations.Althoughmanycontemporary violin sonata® not incorporate sudcheme
andvariationmovementsit is most likely thasets of improvised melodic variation®gre

added to short movemeritsTo quoteMarc Pincherle

[ Cor eGavotie®ds gdight measures in all have somethingestin

about them which leads us to believe that they were repeated with
variations ike those bravura arias which singers in the theatre encored
ten orfifteen times, improvising netiorature at each repedt.

It should be remembered that in the first half of the eightesitury variation was
considerednainly asperformancepractice, as a form of improvised diminutions and
embellishmenté? These sonatasith written-out variationsoffer a substitute fosuch
extempore variations.

As Table 4.3llustrates sx of the elevertomposersinder scrutinyncorporated
avariationmovemenin some of their sonata desigiifie number of variations ranges
betweerpne andsix, with two being the most frequefitThe tempo®f thesevariation
movements varfrom largo to vivace thoughfasiertempospredominateSome of the
v a r i athemesamesmdicated bytitles such asAria (7), Minuet(2) and Gavotte (2).

Withthee x cept i on of IEas)He thenmesarelsimousualy cgmprising

"For example, Geminianio6és Opp. 1 and 4 do not conta
very rarely and only on grodrbass in his sonatdsa canera Op. 1, No. 12, Op. 2, No. 12, Op. 3, No. 12.

I'n Op. 5, apart fr om i5hased®&noariatiandechnigue,eondisbigfmee e of No.
variations in which the bass and the melody are varied.

"Quoted in Robeth-GentEy Salrewskpnsoldr EME4A141996), 6s Sonat
pp.11930 (p. 119). Seletsky in his article analyses al
movements writte by other violinistcomposers; see aldéatthesonDer wllkommene&apellmeiter, p.

461, where he complains abdhe practice of adding improvised variations to sarabandes.

¥ SeeQuantz,0On Playing the Flutech. 13, §2, p. 137, and ch. 12, . 162.

®'n Festingés Op. 1, No. 9/i, and Op. 8, dNa. 4/iii,
separated by a double Have, orlabelled variations. Howevgthey are classified here as a theanel

variation structureather thara variation on a grounebass because each variation is an elaboration of the

same initial melodic material.
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16 bars (seveaxamples§* Their melodiesaresimple, lively, memorableanddancelike,
with a regulaiphrase structure areymmetricaldesign andusuallyaccompanied by a
walking bassFifteenthemeshaveabinary designtwelve of which are simple binargnd
threerounded binaryand in allof themthe first section endshahe dominantOnly in
Gibb®s s MNon.d 4E c c | istekeGhemehNcompoudd ABA) ternarydesign andin
Eccles SNo. 6/iia n d F eQptlj Nogfitss written inone continuous sectiom
sum all these thematicharacteristicare shared with most otheariationthemes found
in contemporary suites.

Two themes emplothe chaconneadiom for their bass lines E c cLh [easoéits 0
Gav odf Noe®Pand-e st i n g 6 s /i. Bypcontrakt withBaft.and Festing,
E ¢ ¢ s chaxdnnebassundergoes some transfornmats(bb. 2952, Ex. 4.15). The
violin partis rather unusual asdbubles the bass linbut withaddedembellishments
(Ex. 4.1%). In thetwo subsequeniCouplesdthe bass and the harmonic structure of the
theme are preserved, whereas the violin line is more and more decorative in theahanner
diminutions. This rhythmicrescenddegins with syncopated rhythms in théh e me
6 Gav §'C o e p, hevingdto quavers and semiquavers inGdf&oupley and ending

with running senquaversnt h & CodBed(Ex. 4.1%).

Ex. 4.15a. Eccles SonataNo. Yiii, d_a Favorite Gavoti® bars 18, 2937, 404.

Vivace
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8 Two themes (Festing ©p. 1, No. 9fiandMcL e an 6 s No . ®bars {4i:4), and iheotheri s e
movements consist of: 12 barsg#8), 20 (8¢:12), 22(continuous), 24 (8:16), and 28 (8 £0).
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b. Couples 1-3, bars 14:

1% Couplet 2° Couplet
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LikeEc c | e s 0 sall henthgrvaratiossconsideredrethe melodieoutline
andconstantharmony variationsand in most cas€54) they arealsoconstantass
variations® The bassine itself is subject of variation only in sevef thesesixty-one
variations;neverthelessts melodic framevork and harmonic patterase maintainef®
In five of these examplggxcept Humphries) the basscome more activahanthe
melodic ling taking the leadingole or joining the violinin adialoguEc c |l esds bass
employs continuous Alberpatterns. I'Mc L esaNo.®@¥ ar . 2 a®Op.8Nest i ngo:
4/var. 4the basgxecutes passages of continuous semiquawaite the violinbrings
backthe theme (Ex. 4.26b); andMc L e anexti variations(3, 4)exhibita vibrant
discussiorbetween equalsirst, the twoinstruments exchange thepeggiated chords
(Bb-Eb, ard C-F) and then, in the fourtbariation,scale passages (Ek16c-d). In terms

of structure these variatiomsi r r or variations 3 and 9 of Co

8 Thisterminology isused bg | ai ne Si sman, O6Var i &tovedxxs,pp.2889:1t Vari at i
should be added that in seven movements the bass line is, in fact, notated just once (under the theme).
8 Eccles No. 6/var. 1; Humphries No. 4/var21McLean No. 8/var.-2; Festing Op. 8, No. 4/var. 4.



159

Ex. 4.16. Festing Sonata Op. 8No. 4/iii, Aria Amorosoyariation 4, bars-B.
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b. McLean, Sonat&lo. 8/iii, Gavote/Variation 2, bars 4.
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Although theharmory and bass are constant in traiationsanalysedthis does

not result inmonotony ofform. First these arall smallscaleforms second andmore
crucially, thereis greatvariety in thér melodic andhythmicelaborationF e st Om ™ 6 s
No. 2Ziii, comprisingthe largest number ofriations,is the besexample ohow
rhythmicvarietyandmelodicembellishmentsreused as aompositionatool in

elaboratingeach restatement of the the(@g@pendix A, Ex. 9)
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F e s t theamgi®ad6-barroundedbinaryAria (8:€ 8) in 3/8, markedd Andant e

D o | .ded®rig with its melodicand harmonic naiveté combinetth stylized
ornamentationsesemble®ne of thosasimple, sweeand lucolic little tunes, written for
pastoralscenes irdramatic worksThe first half isdlominated by major seconds (joy
motifs), accompanielly the primary triads of C majoits character is very cheerful and
lively. To intensify thisexpression Festing employs at bat® &vo declamatory intervals

two upwardleapingoctaves depictng strength and triumptOne can imagine them
sungto the words &ejoice! rjoicd 6After a double baline themood changes
dramatically. An affective modulation to the plaintikey of C minor anch passage of
falling secondsn the violin part accompanied basearing diminished chomt bar11,
conveya feelingof melancholy However,at barl2 the triumphant C major returns,
bringing back the opening phragdl six variationsadhee faithfully to theharmonic
schemeand bass linef the themewhile its melodicsurfaceundergoeshorough
transformatiorand its motivic material isxploitedexhaustivey; however the original
melody is alwgs recognisable despitiee complexity of theevariations.The examples
belowshowhow the first two barsf the Aria-theme arelaboratedn each variatiofEXx.
417).
Ex. 4.17. Festing SonataOp. 7,No. Ziii, Aria Amorosoand eaclvariation, bars 3.
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Variation 3 Variation 4
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The first restatement of the themseembroideredby semquaver figurationsuch
as scaleuns and leps across two stringévar. 20is composed aadoublevariation
which means that thérst and secondtatements of each reprise are written out, and each
constitutes a different variatiomhefirst statement offtefirst reprise id v a rwithe d 6
Scotch snapsind therits second repeis spiced withscalardemsemiuavers” The
orderof this rhythmic pattern is reversed in the statementisesfecond repriséNotably,
adoublevariationstructures also employedh Sonatas Ill and Vof this set,and
Festingis the onlycomposer ofheselected groupvho useshis type of variation

In thethird variationthe rhythmis predominatelyyncopategdcreating different
points of tension and resolutidhan in the previous variatioAdditionally, its first
sectionwidensthev i o Imielodic span to three octaves, from g iprgaching the sixth
position.Again, n the next variatiora new rhythmis introduced namelysemguaver
triplets® They are separately bowed to provide more energy on eachAftetethese
vigorouspassagethe momentum decreasesn b \aadrthe moo@hangesnto one
more calmandrelaxed Festingrecapitulatesierethe melodic contour of the theme et

enriches it by adding second voicén the violin part This kind oftextural change is also

8 The following variations are also based$uotch snaps: Gunn No. 1/var.@ibbs No. 7/var. 2
8 Continuous triplets arasedin: Gibbs No. 1/var. 2, Na3/var. 2;Festing Op. 7, No. 4/var. 2, No. 6/var. 2,
Op. 8, No. 4/var. 1
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employedn othervariationsby Festing, Gunn and GibB%The relaxation in rhythmic

and melodic density in the fifth variatigivesa breathing spadeeforefurther
intensifications an increase ithe speed of figuratiomhenext andast variation exhibits
thefastest surface rhythof themovementlt is writtenalmostentirely inthe archform
arpeggiatedlemsemiuaverchords providinga brilliantfinale.®” The melody is thus
elaborated ireach variationnto newforeground configurationgestingtries, in

accordance with the convention of his time, to avoid almost any duplication whatsoever.
The variouxhanges are enough redefine the character of ttteeme in each variation,

to produce the impression of devategnt of cortinual intensification of motifs, antb
maintain interest throughout the entire movement.

Similar processes are at warkother variations undescrutiny They all retain the
layout and melodioutline of the theme, yet each variation is distinct, with its own
characterdifferent rhythmic divisions of the beamdfigurations.However, theatterns
of figures tend to bé&irly standardincluding onevariation each of semiquavers, tafs,
doublestops, syncopationarpeggios, oScotch snapsisually grouped ithe manner of
progressive diminution and increasicgmplexity. The use of a series of contrasting
rhythms produces the effect stfiking variety in these pieces, even though a change of
time signature iemployedonly in threevariations®® Festing and Gibbs also gradually
add an evewidening arrayof bowing patterain order to create wider palette of
articulationsA change ofkey (&) appears only in Gibbsods

The variation setend with a retur of the theme (written out onarked by 0d a

c a pio ééeven sonatas) two of which a repeat of each reprise is written out with

addedembellishments (Festing Op. 7, No. 6 and Op. 8, N&’4). Mc Leands No.

0 dcaa ptheerde is preceded by a-Bar coda section.

8 Festing Op. 4, No. 3/var. 2 and Op. 8, Ntva4. 3; Gunn No. 1/var. &ibbs No. 1/var. 5.
87 Festing usedhie same tdmiquein the last, sixth variation of his Op. 1, No. 9/i.

N C

¥Festingds Opithe Metré2¢thange8 fromif@mestoas, C; Gibb

and in No. 3/var. 2 from 9/6 to 3/4.
8 The variations withoua marked return of the thenage: Eccles Nos. 6, 9; Humphries No. 4; McLean No.
8; Gunn No. 1Festing Op. 7, No. 3.
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Fantasidike movements

The last group afonatanovements examined in this study is classified as
fantasialike movements® This termseemsappropriate irdescribingnovements which
are oOf r e eileyheydmnotéototv ang tandarcbmpositional rm. Theycan
be divided into thee categories: slomtroductionsandinterludeswhich constitute the
largest groug andfastmovementsTheyarewritten in one continuous section az
fundamentally homophonicpnstructed as @ntinuous expansioof motifs, with an
occasional hint oimitation, orasa mixture ofmotivic playand phrase groupin§ome
of them open with weltlefined phrases that encapsulatentte®dand characteof the
movementhowever, these phraseannot be described as themes in the later sEose.
e X a mp | esthird@ovement ®f Sonata Quadpers with a fourbar phrasgwhich
is clearlyshaped. It starts and ends on the taang itsmelodic and harmoniclimax
appears in the middiaf the phras€Ex. 4.18). After a resthephrase is repeated in the
dominanta procedure f t e n f o u nwlorks Howe¥er thecremaihirdg swelve
barsof the movemenare devoted to sequential treatment of some motifs from this
phraseA similar procedure is employed the Adagios of Sonat&@3u i nt a aa d
well-defined openinghrase ending with aminim rest, is repeated in the keytbé
relative major (Quinta) or dominant minor (Sestaid then followed by a motivic

development.

Ex. 4.18 Croft, Sonata Quarta/iii, [Adagio], bars8l
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% This movementlivisionis used byNewman,The Sonata in the Baroque Ena 82.

Sest
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Evenin the 1740sphrasesn sonatasre developedybsequencesr Fortspinnung
techniquerather than by angystematic thematicedelopment in th€lassial sense.

Several slowmovements areery shorf comprisingjust a few chord&' These
are entirely impovised movements, in which thelin leads a free improvisation over
long-held pedal basseSomeinterludesapartfrom providing a measure of contrast
(textural, tempo, tonal) withithe sonataareessentially harmoniim conceptionplaying
atransitionalfunction.Gi b b ssodlii (Ldrgo, 10 bar$ 3/iii (Grave, Gbars)Fe st i ngo6 s
Op. 8, No. 2/iii (Grave, 10 bars) a@®u n MN6. ¥iii (Grave,6 bars)with their rich
schemeof chords, illustrate this category wellheyare full of chromaticism (somere
built on chromatic bass lines), diminished chords, and skeegrdominantsin short, an

harmonic as opposed toraelodic orientation is readily appardfix. 4.19.

Ex. 41%. Gibbs, Sonata No. 3/iii, Grave, bar$61
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Most typical, however, are slomovementsvith expressive violin writing,
melodic in conceptiorand which interms of scope and é&adth of material exceeohy
ontroduct or y OroleThis s espezialgtiue of GibbsaIin@ Festi ngods

7 and 8) openinghovementsranging from 14 to 5 bars, filled with cantabilknes of

L Humphries No. 3fiiiFesting Op. 1, Nos. 1/iii, 9jiiiMcLean Nos. 2/iii, 3/i, 4/i.
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particular lyrical beautyof poignantexpressivenessd searingemotionalism(Appendix
A, Exx. 1Q 11). They areembellished byppoggiaturadrills, decoraive arabesquesnd
numerous expressivgispensions afeventhsvhichincrease the intensity of feeling.
Frequent short rests suspiratos sometimes intensified by expresslaggeintervalic

jumps, serve to ed20dance 6senti mentd (Ex.

Ex. 4.2Q Gibbs Sonata No. 2/Adagio, bars 2:3.

In the sets of Viner, Humphries and Valentine (Op. 12)lides are usually longer than
opening &ntasiaike movementsy i n e r 6 sf Nd. 4iii cpropisesas manyas fifty
bars.

The basssin these movementsndprincipallyto beharmonic ranging from
passages in slow harmonic rhythm to a series of rapid transitory modulations achieved
through secondary dominants. Thaegve generally n 6t he andante manne
steps see pl2]) in orderto givestrongsupportto melodies of strikng cantabilesweep,
performed in a free mannavith rhythmic flexibility andrubato. Sometimes thifreedom
manifests itself imotated rhythm anthe absence of accompanimea in bars -3l of
F e s tsOm & No. 3/i Appendix A Ex. 11. However,somemovements built on
continuous dialogue between the timstrumenthavealso benfoundamong thee

fantasialike movementsasexemplified inV a | e s AdagioeBOp. 12, No. 3 (Ex. 4.21

Ex. 4.21 Valentine, Sonata Op. 12, No. 3/#idagio,bars 49.
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Humphr i es ®&Na 2 with ts@4bar® dfrepetitive bass quavers, is unique
among the sonatas giad(Ex. 4.22a). Gwilym Beechey describessimilar twebar bass
passage from & @a/sExIRdpas @Op.e 5bDH,nfeardicthe 61 ook s
latergalantstyle of Stamitz and thiglannheim symphonists and otHeuropean
composersof h e 1 7 4h@centludesann the questiovh et her t hi s i s 00
earliest exampleld736]of t hi s sort of *thppeargthatn Engl i s h

Eccles and Humphridsad already s e d &6t h i saccampaniménn thd 1720 s s

Ex. 4.222. Humphries, Sonata No. 2/iii, Largo, bars1
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b. Festing,Op. 4, No. 2/iiAllegro, bars 45.
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Fast onepart movements appear onlythe sets oViner (7) and Valentine {9
and are placed either as the secofd (12) ol
Most of themare ofmoto perpetus(10), a type especially favoured by Vingr). With
theirrapid passagework in continuosesmiquavers, themain function isa virtuoso one.
Typically, theyemployfigurationssuchasscale runs, arpeggios, broken tribdriolage
andstring-crossingoowings(discussed in Chapter.9)he basss mainly

accompanimental, providing the tonal framework forthe o | i n ¢ anditdrapsdp | a 'y

“Beechey, O6Michael3%Christian Festingé, p.

% Theonepart movement openingc ¢ | e s 6 markedAllegrb, bit & fact it ia mixtureof adagio
and allegro sections.
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continuousquavemotionresults in gerpetuun mobileeffect. The six onepartallegros

i n

Val ent bear eedy dittle @fmationshiBtthe three ne-partmotoperpetuo

allegros of his Op. 1&ince theyre not built on one or two rhythmic and melodic

patterns exploiting a single aspect of technique persistently.

Dances

Of all the movementdescribed above, sixgix areheaded with dance titles

such as (in descending numerical orofleexamples) giga, minuet, gavotte, allemande,

siciliana, orrente, saraband, and muséftable 4.4.0n | y

Croftds

set

Op. 13 contaimo designated dance movemefitsere are also movements that gido

dancelike characteristics, but do netar a dance title; these will be discussed separately.

Binaryform is a fasic design of almost all styid dances employed in the sonatas

conerned, whereas ternary formascasionally used in minuets.

Table 4.4 Titled dance movements in early eighteenémtury British violin sonatas.

Dance type Time signature Tempo indication Bars

min. i max.
Giga (19) 12/8, 6/8, 9/8 Allegro 26 6
Minuet (15) 3/4, 3/8 Al l egro, ©6S|16 9

6Con spirit

Gavotte (14) 2/4, C,alla breve | Allegro, Vivace, Presto | 8
Allemande (5) | C,alla breve Allegro, Vivace 27 4
Siciliana (5) 6/8, 12/8 Largo, Andante 10 3
Corrente (4) 3/4 Allegro 30 7
Saraband (2) 3/4 _ 16, 20
Musette (2) C,6/4 Vivamente, Largo 16, 82

and
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The giga was a standard movement of the Baroque suite, and frequently appeared

in 6dabst

ractao

sonat as,

usuall

y

pl aced

Bononcini, Geminiani, Tartini, Veracini, Telemanrh,S.Bach, Handel, Leclair, and

at t

Couperin). Of the sixtysix titled dances, as many as nineteen are labelled either Giga or

Jigg, an

d al most

al |

of t

hem

(except

sonata. They are generally in 12/8 or 6/8, though in one case 9/8 (Valeptifg,lo.

9/iv), and employ the following three common rhythmic patte ¢
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, Or continuous triple groupings, often beginning with an upbeat.
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gi gas

uses mixed time signatures. The violin part has continuous triplets in 9/8, while the

esti

60s a

onl

continuo is notated almost entirely in figures of dotted quaver and demisemiquaver in a

0 3 34) t(md signature (Ex4.23. The appearance of mixed signatures, especially in

gi gues,

wa s not

uncommonti hnV&€berti néés Opi |

Op. 4, Nos. 4/iv, 7/vand Op. 5, No. 3/v. Further, Brossard observes that tienka

sometimes indicated the gigue in triple time for the violin and in duple metre for the

bass’

Ex. 4.23 Valentine, Sonata Op. 12, No. 9/iv, Giga Allegrays 2831.
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The obvious question arises as to whether the continuo part should or should not

% BrossardDictionnaire de musiquéc.1708, p. 42.
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assimilate its rhythm to the characteristic gigue triplet rhythm of the violin part, as shown
below the staff. Contemporary theorigise differentanswers to this question. Quantz ,
for example, recommends playing the dotted figure as itdgted, which means that
the short note after the dot should be played directly after the third note of the triplet.
C. P. E. Bach, on thelwdr hand, advises altering the dotted figure to fit the flowing
triplet rhythm as shown in EX.23 thereby making the true metre of the bass’9/8.
InVal enti nebds case t-metreeotagpohwas wséditossave t hat t he
engraving costs doemt make sens&:a more likely explanation is that this is a remnant
of mensural notation or that Valentine wanted this particular Giga to be unique. The latter
suggestion is based on the fact that, apart from the above Giga, Valentine included nine
other giga movements (seven so titled) in Op. 12, all of which are in triple, unmixed
signatures. It seems reasonable to assume, therefore, that he might have intended this
Giga to be performed differently, perhaps as suggested by Quantz, in whose view the
expression of these passages would be o6bri|
i n s i”@mnotheér option would be to shorten the dot and lengthen the subsequent note.
This is Valentinebds most chall enityoftsy and r
figuration throughout, i.e. the constant motion of quavers swaying back and forth on
two strings in a fairly fast tempo.

The majority of these gigas feature phrases of irregular and unpredictable length,
except, occasionally, in the opeagifew bars of a piece. This subtle manipulation of
balance adds much charm to these movements. A strong sense of balance, on the other

hand, can be found in Holcombeds Jigg (No.

% Quantz,0On Playing theFlute, ch. 5, §22, p. 68Bach,Essay p. 160. Brossard explains that in the gigues

with mixed signatures the bas ssnptexlgirshova Shere lmshegnh 6 t
considerablelebate ontis subject among musicologisteesfa e x amp | e, Ray Mclntyre,
Int erpretati on MJ51/BA9%5),ps 4783, apdReber6QoningtonBaroque Music:

Style and Performance: A Handboflondon: Faber Music, 1982), pp. 55.

% David Boyden,The History of Violin Rying from its Origins to 1761 and its Relationship to the Violin

and Violin Musig(London: Oxford University Press, 196%) 299. Boyden uses this argument to explain

the mixed time signatures in Corel | (indtead @pdotted5, No. 3
crotchetsCorelli wrote cotchets). Tie 3/4metre notation n  V a | e n woull,enfasthavesaya

engraving costs.

" Quantz,0On Playingthe Flute ch. 5, §22p. 68.
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(28€: 32), and i n.5Wibwhglobeth Bctigna haye the same length
(6+7£:6+7). All gigas examined exhibit an unrelenting energy, exuberant vitality,
cheerful affection, and a constant forward motion created by harmony and continuous
ternary figures, which, in Matthesn 6s wor ds, O0are not wused for
force themselves to extreme speed or volatility; though frequently in a flowing and
uninterrupted manner: perhaps like the smooth agomwi f t f | o W Thefbasas st r e a
voice also takes an active role, often imitative and filled with passages of triplets which
strongly intensify the forwmard momerum (as i n Humamphlr iGasici® sSNN.oO s
1/ i v, Modo/perpetu@ @i gas, i n which theappear ol i n don
in McLean6s No. 1/iv and Gibbsdés No. 5/iv.
feeling of intensity and motion in these g¢i
dominant relations, and few, if any, internal cadences.

Quaversareeiher sl urred or unslurredos. I n the
4, 6 and 7, a ntde filstawo qaverdof @nsost &lvery triptate slurred,
thereby giving an uneven, skipping quality to these movements, ds2Bxlustrates. A

capricious or O6jazaywydbdeeaflbhpct he sandamimien u onés |

change of harmony (séar3).

Ex. 4.24 Holcombe, Sonata No. 5/iv, Jigg, bars.
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The bassbés emphasis of a weak beat (as sho
dissonance or a change of harmony, is a typical feature of the gigas in early eighteenth

century British violin Solos.

% MatthesonDer wllkommeneCapellmeisterp. 457.
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Minuet
The minuet was one of the most popular court dances in eightesmtiiry
Europe. In 1735 Kellom Tomlinson published in Londdre Art of Dancing Explained
by Reading and Figuresn which a few chapters are devoted to this darf@noble and
elegant characteAt that time the minuet began to appear more frequently as a stylized
movement in a suite, usually between the sarabande and gigue (as in the suites of
Couperin, Marin Maais, Telemann, J. S. Bach, or Ramée4u. the selected sonatas
t welve movements are | abelled minuet and t |
concl ude a ¥Mostaftthest minuetg (A1) &pear in the sonatas published
in the 1740s. The pctice of ending a piece with the minuet can also be found, for
example, in contemporary oRodlindgandod.ertures (|
Scar INartisgi,6 sCor el | i 6s Concertos Op. 6, Nos.
Of these fifteemminuets, only four are marked with tempo indications: allegro
(Gibbs No. 4), 6slowdéd (Gunn No. 3), o6con s|
appear with expressions such as Oamor ossob
Op. 8, No. 1). Aast minuet in 3/8especially fasured by Italian composers (see
Corelli 6s Concertos Op. 6, Nos. 9 and 10,
Op. 1, No. 6)is used less frequent(g) than the minuein 3/4 (9).Ten minuets are cast
in binary form, and five are in ternary form, threendfich are inaternaryrondo design
(discussed above) and two in a simple ABA structurehich allthree sections have the
same length of 16 bat&!
They all start without upbeat and almost always feature the regular and balanced

four-plus-four-bar phrase structure, with a point of repose or release in the fourth bar

9 MeredithLittle andNatalieJennePance and the Musiof J. S. Bachexpanded edn (Bloomington and

Indianapolis: Indiana University Press, 2001), p. 63. Minuets were already used in the seveetgengh

stage works of Lullyand in England by H. Purcell (inaing the overture tdiis The Old Bachelgrand

Bonduca, or The British HeroijeCorelli did not employ this dance in his sonatas.

190 FestingOp. 1, Nos. 3/v, 7/v, 9/iv, Op. 8, No. 1/iv; McLello. 7/iv; Gunn Nos. 2/iii, 3/iv, 5/iv, 6/v;
Gibbs Nos. 2/iv,3/v, 4/ i v; O0tempo di n@swaldiNes Div, o d/ement s appea
%1 Ternaryrondominuets Gunn Nos. gii, 5/iv; Gibbs No. Ziv; andin ABA form: Gunn Nos. Bv, 6/v.
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(and often with an additional intermediate repose/release in the second bar)nlid Gun
set, forexample only the Minuets show such a regular design or mathematical
consistency, where each section is divisible by a factor of 4 (16, 32, 36 and 40). Three
minuets are divided into two parts that are balanced and symmetrical: Festihg\Nop.
9 (12£:12), McLean No. 7 (8::8) and Oswald No. 4 (16:16), whereas in the rest of
these dances the second section is |l onger.
number of bars (26:59 20), which is rare in examples of this dancawhins even
claims in hisHistoryt hat the minuetds reprise usually
neveran odd numbé®The rel ative simplicity of the d;
its typical stepwise motion, is apparent in most of these ngntibose by Gunn and
Gibbs are the most imaginative of the sample (discussed below). The essential harmonies
generally change only once per bar, reinforcing the rhythmic emphasis on the first beat,
which is sometimes also enhanced by trills.

Theminets in Gunndés Nos. 2 and 5, and Gi bl
constant semiquaver motion in 3/8, differ significantly from a typical early eighteenth
century French minuet, in which semiquavers are used only for ornamental réasons.
Gunn even adds & bars of demisemiquavers (No. 2, b. 75, and No. 5, b60b@nd,
instead of a typical accompaniment in crotchets and quavers, his bass lines are extremely
elaborate, with frequent running passages. The length of each section is as follows: No. 2
1 16£:40€36 + a fourbar codetta, added here in order to emphasise the finality of the
movement and to bal ance £32836. TheeBpartrstéhrts pvithr t ; a |
new thematic material, followed by an elaboration of the A part in the o). In
No. 5 the melodic contour of the returning A part is so richly elaborated melodically and
rhythmically that it is difficult for the ear to notice its reappearance. The third section is a

variation of the first half of the B part and a retaghstatement. It represents glittering

102 jawkins, il, p. 70565 0me of Lul lyés minuets have odd numbers
193 jttle and JenneDance and the Musiof J. S. Bachp. 68.
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di splay of invention on Gunnés part. The d
acb+acb'+a. The dialogue between the two voices is very animated, with each voice
having an equal role to play.

The rhythm of theninuet in Solo V is partically striking (Appendix A, Ex. 12
Syncopations and the continuoob6425earmphasi s o

repeated throughout the movement. The two

Ex. 4.25. Gunn, ®lo No. 5/iv, Minuett, bars 55.
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The continuods i mmedi ate answeithe to the vi
movement 6s motto) and i545resembeamore@nt i nterr

argument than a dialogue. The violin part in this Minuett is technically demanding,

comprising multiplestops and frequent wide leaps across strings. The simple rhythm

and calm character of the typical French minuet are definitely not retained\lsere.

Gi bbsdés Minuet of Sonata IV, with its fl ow
three or four strings and slurred in various ways, requires real facility in string crossing

and swift righthand techniquéex. 426).

Ex. 426a. Gibbs, Sonata Nal/iv, Minuet Allegro, bars 137, 2531.
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Similarly, slurs given in the minuet of Sonata Il create a varied and interesting grouping
of, in this case, quavers, and an excitinghmic imbalance.

b. No. 2/iv, Minuet, 4956.
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Gavote

Of the fourteen movements entitled Gavotte, Gavotta or Gavott, as many as six
appear in Ecclesbés set (as the third or | a:
dance inFrance at the tim&* Viner, Festing, McLean and Gibbs, too, incorporated the
gavotte into theiBolosand, as in Corellidéds Opp. 2 and 4
movement”® In the eighteenth century this French folkdance was associated with the
affect of gaiety, tenderness, simplicity and the pastoral. Mattheson distinguished two
types of gavotte: Italian and French. The former was faster and written in a more
el aborate style, 6on which I taliamescompose:
wi th their N Themappteof thergavettestanalysed adopt this Italian
style: they are fast, often beginning on the downbeat, and characterised by syncopations
or |l arge melodic | eaps. For exfaupl e, the g
passages of syncopated rhythms interrupted only by semiquaver runs, which give these
movements a buoyant energy. The mel odic | i
leaps across three strin@x. 427a) . Festingbs Gavoponthea Presto
other hand, is built on quick descending scale passages, executed in imitation or

simultaneously by both instruments, and with harmony more intense than in a typical

1% The gavotte was frequently used in French suites (for example, by Marais and Cobpéeits)and
other stage works (including thobg Lully, CampraDestouches, and Rameau).

195 Eccles Nosl, 2, 3, 8, 9, 10; Viner No. & Festing Op. 1, Nos. 2/v, 8/v, Op. 4, Nos. 5/v, 7/iii; McLean
Nos. 4/iv,8liii; Gibbs No. 6/iv.

19 MatthesonDer wllkommeneCapellmeisterp. 453.
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French gavottéEx. 427b).

Ex. 427a. McLean, Sonata No. 8/iii, Gavott, bars81
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Such descending passages are a hall mark of
No. l/ivand Op. 5, No. 2/v).
Dotted rhyt hms characteristic of Fren

Viner (No. 6), Eccles (NaL0) and Gibbs (No. 6). Viner and Eccles employ the same

Viner 4 g, ldds
#’--v:::]. . ‘ ; 3

rhythm almost continuously throughout the mover. . .

whereas Gibbs furnishes his Gavotta with S
Phrases are clearly articulated, but their structure allysasymmetrical,

particularly in their secooill) 3(80e:2l),ons (not

and 10 (24&:17)). The gavottes of McLeaNo. 8, followed by four variations) and

Festing(Op. 1, Nos. 2, 8) are the only examples in which tteé B sections are

perfectly balanced, each comprising four bars. The simplicity of rhythm (mostly in
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quavers) antharmony, the joyful mood, and the clearly balanced sitegphrasing of
these very shodnd graceful pieces evoke the simplegsiures and innocence of

idealiad pastoral life.

Allemanda

The Allemanda, a common movementlod Baroque suite, was particularly
favoured by Corelli, who employed it in almost every sonata of his Opp. 2 and 4, usually
as the second movement. In Britain the allemande was flourishing in the early and mid
seventeenth century. Its extraordinary ylapity at the time is reflected in the fact that it
became a standard movement of the farnisusite (for example, of Lawes, Jenkins and
Coprario). Hawkins described the all emanda
spirit and energgrisingfom t he compass of notes which it
upbeat of quaver or semiquaver, or of three semiqua¥asmdeniably, the five
Al l emanda movements employed in the sonat a:
but ar e n o sh%aod onlathogeroGibbs anddHumphries start with an
upbeat (quaver). They all are based on an asymmetrical binary structure, with the second
section longer and often with irregular phrases (Vinerl®; Eccles 1@&:23; or
Valentinel2::15)). They are written in three different styles.

In the Allemandes of Viner, Humphriemnd Gibbs there is a constant forward
motion of semiquavers built on scale runs and broken chords, accompanied by a very
active bass line and rich harmony with fastrhytii n Gi bbsés Al | emanda
and rhythm are particularly compl ex, I ncl ui
s y nc o p'd tbb. 470152830) and chromatic passages (bt¥,®36, 35),

embellished by ornamentation. The longest and most beautifullyrateld chromatic

Y"Hawkins,i, p. 704. North (Wilson,ap.déBi7yesal spomobasmb
style [é] of the Germans, whose musick is good but
(Musickds, Mpnumne®t)y, describes this dance as O6very a\
1% v/iner No. 2/iv; Eccles No. 3/Humphries No. 2/iiValentine Op. 12, No. 11/iGibbs No. 1/ii.

This type of the Al |Op.maosd i, 54 B/ ams Op. B, NBdfie | | i 65
10/ii.

19The bowing syncopation is understood hera ahange obow on a weak part of tHeeat.
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sequence starts in bar 22 drand ends on?in bar 26, underlined by the following

chords: Ghy-Bb’-Eb-F’-e%-f-c-f-F’-Bb-C’-b”-c (Ex. 4.8Ba).

Ex. 4.28a. Gibbs, Sonatdlo. 1/ii, Allemanda, bars 28.
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Val entineds All emande represents a diff.
rhythms, slow harmonic rhythm, and a few motivic imitations, recalling in its character

Corellids All emanda of Op. 4, No. 6.

b. Valentine,SonataOp. 12,No. 11/ii, Allemanda, bars 184, 1820.
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c. Corelli, SonataOp. 4, No. 6/ii, Allemanda, bars4
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The Al l emande openi ng EkFenthewrduse ofgnngat a |
style. The air of solemnity in the first bars of the movement is created by stately dotted

rhythms and marclike quavers simultaneously executed by bagtruments, and also
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t he vi ol-stopDirsthirdspimitatingetrumpet fanfar@sx. 4.2&1). After this
Opompousd6 opening the violin part continue:
structure is repeated in the second section. The harra@myple, usually with one or

two chord changes per bar.

d. Eccles, Sonata No. 3/i, Allemande Vivace, bags &6.
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Siciliana

Like the gavotte, the siciliana was associated with the concept of the pastoral,
the trend reaching a high point in popularity in British art in the late 172This may
explain why all of the five siciliana movements found in the sonatas examined were
published after 1738 Mattheson noted in hiseueréffnete Orchestrél713) that two
contrasting tempos, slow and fast, can be attributed to the siciliana; in the slow version he
claimed that the dance resembles a slow English gigue, whereas irt trexsam it is
more like a song in barcarolle style. He also observed that because this dance was usually
used by composers to express sad, tender and touching affects, the slow siciliana was the
more popular3 Not surprisingly, most sicilianas eschevejor tonalities-** However,
the character of the sicilianas concerned is far from sad and all but one (Gunn No. 3) are

in major keys. They begin with a quaver upbeat (6/8, 12/8), and their phrases are clearly

111 the 1720s and 1730s many works associated with the idea of pastoralism appeared, for example: Allan

R a ms dledsentle Shephafd725),theBe ggar 6@728,andMaaur i c e FBIneldl73)o s

Han d e | 6-svisioe ofAcis andl Galate§173) and his six operatic works published between 1633
Orlando(1733),Arianna in Creta(1734),0reste(1734),Ariodante(1735),Alcina (1735)andAtalanta

(1736) are pastoral in desigalsothe Scriblerus Clulvas active at that time (17315).

2McLean No. 8/i; Gunn Nos. 3liii, 6/iv; Gibbs No. 8swald No. 6/i.

113 Citedin Monelle,The Musical Topic p. 219. For example, the texts of

are lamenting or melancholy. In addition to the popular siciliana aria tygpdatice wassed in

instrumental music (for example, by J.B&ach, Handel, Scarlatti, J. M. LeclaamdCouperir).

4 Monelle, The Musical ®pic, p. 217.
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articulated, usually in twar lengths. Tepo indications are marked only by McLean
(Largo) and Oswald (Andante). The shortest siciliana (10 bars, McLean), is written as a
onepart movement; the longest siciliana (Gibbs) is the only one of the group divided into
two symmetrical sections (18616). The Neapolitan sixth in cadences was a trait common
in contemporary siciliana arias (for instance, in those by A. Scarlatti, Caldara, Porpora

and Handel), but that chord does not apjre#nese sicilianas™

I n McLeands and Oswal dos sicilianas the
simplicity of melody and harmony, and in M
violinds c o-stdaps with atnace of@d dronb éffect, evoking the sound of the

rudic bagpipe (in Sicily called theampognpa, and by t he mel odydés n
exceeding a sixth. Gunndéds siciliana is mel
the sicilianas of Oswald and McLean, using chromaticism, dissonances, and wide jump
However, like McLean, Gunn employs a drone effect in No. 6 and a nonfunctional
sharpened fourth degree in order to evoke the modal character of some folk songs.

Gi b b s éation ef thig dlance is the most interesting, exploratory and complex

(Appendix A, Ex. 13).He blends delightfully Italian and Scottish rhythms, moving freely

from the characteristic siciliana rhytt & : " to the Scotch snap. Even a typical
siciliana quaver upbe# reversed to a figure of a demisemiquaver slurred avidotted
semiquaverThe passages of demaind semiquavs interspersed throughout the
movement and syncopated bowings add further variety to the rhythm. The movement,
perfectly balanced (16+16), has charm and elegance but scarcely invokes a simplicity
of pastoal melody and expression. Its harmony is full of chromaticism and modulations.
The violin part is elaborate and technically demanding, including detibfes, wide
leapsand scale runs in demand semiquavers; and each bar incorporates some

ornamentatns such as trills and/or mordents and/or appoggiaturas and/or diminutions.

This richness of embellishment is in sharp

"5See Meredith EI Giow?xxii,pp35@2, 6Sicilianab,
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siciliana should be played very simply and
s h e p hdarrceal @ graces may be introduced other than some slurred semiquavers and

appoggi™turaso.

Correne

The corrente appears in the sonatas of Viner (No. &Eogles (No. 5/ii),
Valentine (Op. 12, No. 5/ii) and McLean (No. 8/ii), placed as the second or last
movement in the cycle. Although the movements have different titles such as Corente,
Courante, Corrente and Corante (Allegro), they are written in ghédtédian corrente

style rather than that of the slow, Omajes:

and more complex rhythi®. . They begin with a quaver upbeat, followed

by a dotted crotchet and three quavers. Their violin parts employnastatontinuous

el aboration in quavers or, i n Vinerds case.
that the correntebébs melody 6éseeks to do f ul
r u n n'"m éaé, .the running passagestite correntes of Viner, Ecclesnd Valentine
resemble=ssercizper violing demanding fluid technique of both hands. Curiously

enough, the second section of Ecclesbs Cou

minor scale (Ex. £9), with rhythmicecho passages in the continuo.

Ex. 429. Eccles, Sonata No. 5/ii, Courante Allegbars 2131

jeeeae finepoperer

1L

T

1.
e

forte

| HEE
\J

L 3

$

3

The other three correntes have much more elaborate and ambitious melodic lines,

featuring arpggiation, leaps and passagework covering several octaves. By using slurs,

116 Quantz,On Playingthe Flute ch. 14, §22, p. 168.
17 MatthesonDer wllkommeneCapellmeisterp. 462.
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Valentine adds some variety to a steady stream of quavers, beamed in groups of six, in
which the first three quavers are slurred
BWV 1002). Vinerods corrente is the most r h:
figures alternate with skipping, jaunty dotted rhythms and syncopations, creating an

exciting rhythmic drive and dynamic. Notably, all the syncopations across thadard
enhanced by the har mony t HWethedoonmmrd nant sev.
momentum and tension are strongly intensified by an exciting rhythmic dialogue between

both instruments (Ex. 30) and by a steady diatonic progression of the s@ageece

(the violinds sedandthebassfpmsdstgf r om d

Ex. 430. Viner, Sonata No./8/, Corente Allegro, bars 383.
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Such sequential repetitions are the most characteristic feature of all these four correntes.
This type ofcorrente isrelatively ar e i n Co appdadingprdysn Op.2n at as,
Nos. 6/ii, 10/iv, Op. 4, No. 8/and Op. 5, No. 7/ii. It became more popular in the early
eighteenth century, particularly in -Vival d
12, andH a n d e le® HWVA2641t

As in the gigas discussed above, phrases are of varying and unpredictable
lengths (Viner 2% 45, Eccles 2(:43), with very few internal cadences. Only
Val entinebds corrente is divide3l),andht o t wo s
MclLeands has an even numb e re:22).fHarfnamic changebut o
is usually on the first and third beats so as to articulate the trochaic rhythm. According to
Hawkins, tadofesddgnhe corrente] *fThechamctatoft o be

these dance movements is definitely not sol

18 Hawkins, ii, p. 704.
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6full of Sprightfullness, &%hd Vigour, Livel

Sarabad

The saraband (sarabande on the Continent), introduced into Efrglan8pain
in the seventeenth century, quickly became a common movement in the English suite
(for instance, by Lawes, Jenkins, Locke, Blow, and H. Purcell), as indeed in works by
Continental composers (including those by Corelli, Couperin, J. S. Badhjandel).
Two short movements bear the title of sar al
5/iii. They are in 3/4, without upbeats and tempo indications. As in the minuet, the phrase
structure is very simple, regular, and markedly sqeat€Humphries 4+4 :4+4+4,
Gibbs 4+4¢g:4+4). Rhythmic motion is mainly in crotchets and quavers, with one, two or

three harmonic changes per bar. The characteristic saraband rhythmic pattern:

[

=1

¥ = appears twice in Gibbsds movement anq
However, some of the second beats are highlighted by dissonant harmd&i§ or
domi nant seventh chord; and in Humphriesods

4.31).

Ex. 431 Humphries, Sonata No. 6/iii, Saraband, bag 1

~
C.d - . : : e —

X ' = L1 11 1 ] IR 1 ‘\
Rl T R R R e R LN

. I - L b 1 T ] J ér/"
! : L] . . b 0

f | @ 3 - L4 ,f f 46 !11
l > .!f.i alfigali arlolsl Savar, | TP
T 1 i w - § 41 I » 1

A diatonic O6innocenced in Gibbsbdéds Saraband

embellished with tri, mordents and apoggiaturas in order to intensify expression (Ex.
4.32). Ornaments also emphasise the thesis points of the phrase (beats 4 and 10) and the

saraband rhythmic pattet’Thi s i s a fine example of Gibb:

"9Mace,Musi ckds ,pMB28.u me n't
120} jttle and JenneDance and the Musiof J. S. Bachp. 96.
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delicate balace between simplicity, pastoral naivety and sophisticated sensitivity, and in

a manner that justifies a comparison with
Ex. 432 Gibbs, Sonata Nd&/iii, Saraband, bars-8.
£ 22 4:\' S
Ao LS ~ 2 A ‘g
‘éﬁ:f'gg e e o e e =t it e : “Pxe?® ’f
L2 )
PEEssesmee s
Although contemporary theorists such as Brossamlthr or Matthesoi* had
described the sarabandedés character as gr a’
these two dances are lyrical, calm, noble, elegant, and full of sweet tenderness and
melancholy. Their sharp minor modesg¢@arp minor an& minor) retain these gentle
expressions (the sonatasdé princiopal keys a
Musete
Ecclesdébs Sonata No. 4/iv and Oswal dés N

derives from a small bagpipe, the musette, which was developed for the French nobility at

the end of the sixteenth century in order to perform rustic dances. The popularity of this

6refined, dignified and sweet bagpipeb

gr e

Borjon noted in higraité de lamusettet he f i r st mus edthinghas ut or ,

become more commonplace than to see the

t hat of pl ay*As gresultthe repertsire for the dnusette flourished,
including such genres as sonatas, suites and concertos (for exampherieg Baton,
Jacques Hotteterre, Bodin de Boismortier, Michel Corrette, Michel Pignolet de
Montéclair, Esprit Philippe and Nicolas Chédeville). The instrument was also used in

pastoral scenes of stag@rks by Lully, Leclair, Rameaand Campra. The deea

121 i

Ibid., p. 94.
122 Quoted in MonelleThe Musical Topicpp.212-13. Monelle also obsees that the musette features
prominently in severdBtes galantesof JearAntoine Watteau FrangoisBoucher,and JeasHonoré
Fragonard.

no.
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musette appear s desmasaél7D3), ingising otimer cGraposers (806 S
instance, Couperin, J. S. Baghd Handel, as well as Eccles and Oswald) to employ this
dance in instrumental musi¢’

Eccl esds and Os wal dfér signifitantlyartlengthando v e ment s
tempo: Oswal dbés mus8itinavivamente , ®time, wheteds bar s (
Eccl esds ¢ ompadR)sneasarg® @/4. Haavever, bt ndovements
emphasi se the musetteds ebyugsingtheaidlinastoughat i on
it was the small bagpipe. Its melodic line, in G major, contains almost continuous drones
someti mes enforced by the continuods drone
simple and devoid of chromaticism. InOswiaald Musette (Bb major),
the bucolic character is invoked by employing passages of Scotch snaps and frequent

skips of a third so common in Scottish music, as confirmed by Hawkins:

The ancient Scotch tunes seem to consist of the pure diatonic intervals,

wi t hout any intermi xture of those chromatic
characteristic of the Scots music is the frequent and uniform iteration of the

concods, more especially the third on the accented part of thé*bar.

I ndeed, the melody of Oswalddéds musette i s
fact, the first section, with itsn@ semitone (appearing in a cadence at the double bar),
frequent thirds and seconds, sounds pentatonic. The opening two bars recall

OMacPher so(®wd433)Lament 6

Ex. 433. Oswald, Sonatdlo.1/iii, Musette Vivamente, barsél

1 ) ~ > £ Fatra P-..‘~ -~ A ~ K4
o N Y R — ) 7 Y —
| TN 2 - = FORTIEEEAN B4 WU el

@qcl - ")'!'r‘-’z"w' o 'k o Jv's" -t
) T | —— = Ty T | —
. N L N~ b ¢
A w7 o —_ —— — = i =  —— -
l'j:f,f;:;.-; e e o I o i I e e s o § = ‘,1;}:*,,:,7'.,,,:&;‘.
s | L4 hd —

ZS5ee Robert A. Gr @averxvigmp 4261 The musae appeard, fexample, in
Campiles@&ses De st @alirboé asithe Diana Co u Piécesde dawvecin Bachds Third
English SuiteH a n d &ldiné, 3rio Sonata Op. 5, No. 2, and Concentosso Op. 6.

124 Hawkins, iI, p. 56. Also Burney(il, pp. 459) notes this charaeristic of Scottish music.
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MacPhersondés-8Lament , bars 1

PR
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In both musettes the first section ends on the tonic instead of a typical -famary

dominant close, and the second section begins in the tonic. Phrases drarfolong,
exceptforonesskbar phrase i n Ecclesds musette. The
harmony, together with bucolic, cheerful amtpretentious melodies symbdaithe

s h ep her d¢dsimple ahejayfulilifs.

As the above study shows, within each dance type there is a variety of time
signature, texture, and diversity in the minutiae of design of each dance type; sometimes
different procedures are employed foe same dance. In addition to these ssikytitled
dances, there are movements, labelled only by tempo designation, that adopt some dance
characteristics.

Several internal slow movements exhibit features typical of the saraband or
minuet.For instane, theLargo (in&) of Fest i 8e@switlis. 4, No.
frequent emphasis on second beats, is very clearlyddfatbe saraband. The Andante
of Hol c o mmeadwdileNsca.minketin3/B.t s struct urL&go,isas 1 n
basedn regular and balanced febar phrases (24:24). Its harmonic stresg)ythm and
tempo reinforce the rhythmic emphasis on th&t fheat of the bar that givése minuet its
characteristic lilt. However, most of thaséernal slow movements do nioilow one set
of typical saraband or minuet charactiicss Consequently, it is mockfficult to define
them as one type or the other, which magji explain why they are natctually
designated as dances. Further, both dances disipldgrities of hythm, metreand
phrase grouping (fotpar phrases, with a point of repose or release in the fourth bar).

Although the accent on the second beat is particularly characteristic of the saraband, it
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also appears in the minuét.

McLeands Ad &satymcal examph of.a m@vement in which
elements of these two dances are intermixed. It is placed before the Minuet, which can
serve here as an immediate point of comparison and contrast. The Minuet is shaped by
rigidly regular phrase structure (4€44+4), with the first beats emphasised (E84a).
Another titled minuet incorporated in this
with a crotchet upbeat, followed by five febar phrases (8:12). The harmonic

vocabulary in both minuets simple, and almost entirely diatonic.

Ex. 434a. McLean, Sonata No. 7/iv, Minuet, bars81

9 1 o — 1 1 ” —
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Like the above Minuet, the Adagio is in 3Ex. 4.31b) and moves mostly stepwise in

crotchets and quavers, bt iarmony is richer, including diminished fifths, seventh

chords and chromaticism. Unlike McLeandos t
phrases (6+4:4+6) are not regular and balanced. The movement opens with an upbeat,

a feature which is morékkly to be found in the minuet than the saraband. Its harmonic

rhythm and rhythmic organisation display features of both dance types. For example, the
rhythm in the opening phrase is typical of the minuet, whereas that in the final phrase

resembles thearaband, with its strong second bekts @.31b).

b. No. 7/iii, Adagio, bars 6, 1720.

0 | ', o
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125 see Little and Jenn®ance and the Msicof J. S. Bachpp. 70, 967.
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As i n Gibbsbds saraband, the climactic nat ul

chord and the trill.

Another example of a saraband/minliké movement is the Grave (3/4) of
Croft 6s S.dmthePrafac®to thenmoderdit®n of this work, lan Payne
describes il i&keda mbyamaemdandeal t hough he doe
set of charactéstics on which he based his statement. However, Harrison provides such
characteristics: the Grave O0wi-rhehbsurephesedot t e
structure and its binary f%ndeadregular cl ear | y
phraes and binary form are typical of the sa
simple bass |line resembles more closely Cr
which the bass lines are elaborate and persistently accent secon@&ke4fis). >’
In the Grave there is often a single harmonytherentire bar, emphasising the first beat
of the bar. The characteristic saraband rhythmic pattern of a dotted crotchet on the second
beat is not employed her e. pGince bothdances camp o i |

be executed in slow tempos (®s Gunnos 6SI o

Harrison, CGkdoEWiltm Craftbar pW 186 .

127 See Howard Ferguson and Christopher Hogwood (&afilllam Croft: CompleteHarpsichord Works2

vols. (London: Stainer and Bell, 1974).

128 Although there seems to have been no consensus of opinion about the tempo of these two dances, one
can notice that at the turn of the eighteenth century they are described in British sources more frequently as
quick dances; later in the century they wessaiated more often with a slow tempo; see Graham Strahle,

An Early Music Dictionary: Musical Terms from British Sources 13@80(Cambridge: Cambridge

University Press, 2009), pp. 221, 316.
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Ex. 4.35a. Croft, Sonata Quinta/iii, Grave, bars31

e

.

-

- ——

A b
Re
H
“TTe

b. Suite No. 11 in E minor, Saraband, bai4. 1

”
3]

| | 1 | \
1 1 1 1 1
b %s § ¢ S § ¢

X

N>

W

It seems that in the above examples, the character of performance (accents, ornaments,
tempo) plays an important part in determining which dance type the movement most
resembles. There are also several Largo movements in 6/8 or 12/8 that incorporate
elements of the siciliana such as the characteristic dotted geangquaveiquaver
figure on downbeats, and ora two-bar phrases. Unlike the titled sicilianas discussed
above, they do not start with an upb&at.

Dancelike movements in rapid tempo arsually placed at the end of the sonata.
They are in triple metre, either with giga or minuet characteristics, and are more
stylistically consistent than internal slow dasdis® movements¥ In gigalike
movements, phrases are generally of unbalancédiaequal lengths, written in constant
ternary figures or jigging rhythms in 6/8 or 9®inuet€) however, are in 3/4 or 3/8,
with regular and balanced phrases, and typical lilting chardetaally, there are
movement®r parts of movements thatveea dancé i ke qual Dt pubdort bég d

employ therhythmic patterns of any specificlentifiable dance.

129 Eccles No. 8liii;Festing Op4, No. 3/iii, Op. 8, No. 3/iiiGibbs No. 4/i.

130 For examplegigalike movementsthelast movements in Croftés sonatas;
Nos. 1/iv, 5/iv, 6/iv; Valentine Op. 12, Nos. 5/iv, 12/iv; Festing Op. 1, Nos. 4/v, 9/v, 11/iv; rikeet

movements: Festing Op. 4, N&/v, Op. 1, No. 10/iv; Valentine Op. 12, No. 2/iplcombe No. 2/iv.
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Tonality and harmony

One of tke mgor differences between seventeendnturyand early eighteenth
centurymusicis thear tonal languageThroughout the seventeerntantury one can
observea gradualreduction ofthedifferentmodesin use leading to thanajor/minor
system, an increase in the number of keys of theterelperedsystem and growing
significance of the fifth and thirctlationships > Gioseffo Zarlinowas the firstheorist
whorecognied (Le istitutioni harmoniche Venice, 1558the majorminor qualities of
thirds and sixths, and their importance in determining the affect of the niougsh
musiciangheoristswerealsoattheforefront of thetonal anguage 6s ,the ansf or
gradualdissolution of modal thinkingnd the development of the functional systém
Thomas Morleyin hisA Plaine and Easitntroduction to PracticdlMusicke(London,
1597) wasone of the first writers to introdudke concept of key? The treatises written
by Thomas Ravenscroft 6 Tr e at i s eMSocfl610),dobn CogragidRules how
to composg MS, ¢.1610, Thomas CampiofA New Wayf Making Fowe Parts in
CounterpointLondon,c.1613),Charles Butle(The Principles of Musick.ondon, 1636)
andChristophetSimpson(The DivisionViol, London,1659)were in the vanguarit
evolvingthemajor advancem tonal theory*** Moreover the moern concept of pairing
relatvemaj or / mi nor was di scussed fAoProposahte f i r st

Perform Musick in Perfect and Mathematicabportions (London,1688)*3°

Blsee Walter Atcherson, -CérryMusioTheolydd & BV h7/28878)e nt eent h
pp. 20432.

132 For a full account of the English contribution to the evolution of ttmedry, see Rebecca Herissone,

Music Theory in Seventeer@lentury EnglandOxford: Oxford University Press, 20Q@)p. 17493; also

Jessi e Ann Owfdick in EngliShaviusicéigoty, €.15601640 Tiomal Structures in Early

Music ed. CristleCollins Judd (New York antdondon: Garland Publishind 998), pp. 18246; Robert W.

Wi enpahl, OEnglish TheWl36/41955),pgm3aPByvolawnidn&eyCbeabkionyd
and Modein SeventeentiCentury Music Theory Books, p8.. 225

133 Morley was inspired by an Irish scholatiilliam Bathe (15641614), who lived in London in the 1580s

and published\ Brief Introduction to the True Art of Wic(1584) andA Briefe Introduction to the Skill of

Song(c.1592), in whichhe explained the conceptkey; ® ¢ Owens, 6éConcefits of Pitcl
134 All of these writers define the idea of key, scale and tone; but, as Herissone olfskrsiedheory, p.

181),Campion is the most significant theorist in this tonal development as he was theifistwlto made

no reference at all to modal theoriasdhe outlined@n entirely independent conception of key based on

the major and minor triads and underscored by departure te iblatt onal ar eas 6.

¥Atcher son, odeiheSgventeandCertury Msic Theory Book§, p. 226 .
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Althoughby the early years of theghteenticentury twentyfour keys were fully
recognied there was still an ongoirdgbate between son@®ntinentaWwritersabout
the use omodesand keysn contemporary musid his debate wasery vibrantin
German theory anidl continuedwell into the lateeighteentttentury™*° whereasn
Britain the theoristsn generahadnotbecomenvolved in thepolemics of modal theory
since thesecond half of the seventeergntury™’ It seems thatl a n d eoimrdesit on
this subjectin hisletter (datedFebruary 24, 1719p MatthesormirroredBritish

theori st so themodast ude t oward

As concernghe Greek mode$, é Their knowledge is doubtless
necesary to those who want to praaiand perform ancient music
which formerlywas composed according fuch modes; however,

since now we have been freed from the narrow bounds of the ancient

music, Icannot pereive what usethe @re k modes have®in todayos 1

Indeedthe Greelor churchmodes have no use @ighteenthcenturyBritish
violin sonatasThese worksre written in a fullyestablishedonality, even thougsome
showtraits oftheold practiceof musica fictamanifested irthe secalled incomplete key
signaturg(theremnants of modality).e. the lassharp offlat is missing from the
signature ands addedby thecomposer whereveareeded in thenusical textIn the sets
printed before 1736necan still findsomesonatag17) in the keysof G, C,and Fminor,

andA, E, Bb, and Eb majothathave onesharp or flat less itheir signaturs (see

13 For exanple, in the treatises dflatthesonPDas newerdffnete Orchestre(Hamburg, 1713) and

Orchestre 11(1717); Johann H. Buttstettlt, mi, sol, re, fa, la, tota musica et harmonia aete{fagurt,

1715); Franz Murschhausekcademia musicpoetica(Nuremberg, 1721); Johann Joseph Bradus ad
Parnassum(Vienna, 1725)and Meinrad Spies3ractatus musicus compositofpracticus(Augsburg,

1745),al so a number of Ger man keyboard Wecogkitonaised chur
Major and Minor Keys in German Theory: 16807 3 IM3 22/1 (1978), pp. 6803 (pp.90-1).

13" HerissoneMusic Theory, p. 181.The following is only a sampling of British theorists who discussed

the use of keys and showed a lack of interesbntinental modal theory: Christopher Simpséan,

Compendium of Practical Musi¢kondon, 1667) i st s 14 keys and observes that
great wuse we have Boetfelhttoductidn;to the Skil of MBsifikonddénpli69Y), ath

Henry CursonThe Theory of Sciences lllustratédndon, 1702), both note only keys (16); Alexander

Malcolm, A Treatise of MusickEdinburgh, 1721) and Peter Prelletihe Modern Musiclvaster, 2 vols.

(London, 1731)whd¢ r eat t he mo dreient Haso rpiacrkt 6 .o f Acdct chredMusitg t o Her i
Theory p.174)Dowl anddés 1609 trans!| atMicombgudf (Andgeaal Dyni sh
Leipzig, in 1517)was the only bookublished in seventeentienturyEnglandt hat contaand ned o6a f
accurate account of modal thgo@Notably, already in 1656 John Wilson wrote a series of fantasias for 12

course lute in all the 24 major and minor keys,Gbeb, Ms Mus.B.1.

¥ ester, 6T eMajpramnd Mimor Keys imGerman Thedry 9¢-1p .
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Appendix Q, whereasfter 17360nly three sonatasll in C minor, have arincomplete
signature(two flats).As early asl688 Salmorn A Proposal tdPerform Musickhad
complained about inconsistency in the ussighatureschoosinghe key of C minor as

an example:

No man can set about performing any thing in Musick, without knowing his
Key. Thi s des er thatthe Writers &f ®usknoag mared e r 6 d
certainly know wiere to fix their Flats and Sharps at the beginning of a Lesson
or Song, and the number of them that i
vast trouble in Sefa-ing to put Mi in a wrong place, soi# in Instrumental

Musick, to have an Information renewed in several places thorough the
wholeLesson by &lat or a Sharp, which mighave been known at first,

once for all. Ador instanceC Key is nhow often chosen for a Lesser Third;

there is no doubt but the Composeould have a Lesser Sixth as well as

a Lesser Third, @appears by the intersperdddts); if so, there ought to

have been three Flats prefixed, that A might be flat as well'¥s E.

s regq

In 1715 Daniel Robinsowarnedstudents boutmusicianswhoweré def ect i ve i n

writing proper keyébut, unlike SalmonhegaveA majoras an example:

There hasdic] been Musitians, and some there are still, who are a little

defective in placing such a Number of these Characters next after the CIiff,

as is requisite tdhe Nature of their proper Keys; for Instance in the Key

called A re Sharp, which has three Sharps the last of them, which is in G,

is often |l eft out; [ €] the 1ike Defect
notwithstanding, in whatsoever Part diesson any one Note shall ipem

to be, which had not it€haracter placed at the Beginning, that Note shall

certainly have it placed immediately nextibe it, whether it be a Flaor

whether it be a Sharf’

Ni ne years aft essWilRwm Burnersn8 a 6 8 d r A ma724notedz 6
thaanymheavy Compl ai nagsinstmast @mioseeskdiisioka d e
who are very much blamed, (I will not sayth whatReason) for the Omission of (now
and then) &lat or aSharp which theyought to placéefore theCliff6*** Although

Turner doesnotgive h e 6 Re a s o n 6qf whg composers Lsana fiat lassoim

139 Quoted inHerissoneMusic Theory; p. 192.

140 Daniel RobinsonAn Essay upon Vocal dick(Nottingham, 1715), pp. 48.
“Iwiliam Turner,Sound Anatomi z6d, i n usck(Bhdbr, 24y p A9 Turadr

t her

d
[ €]

Essay

presents 18 keys with comgesignatures and, additionally, he explains how many flats and sharps should

be placed at the beginning of a piece in each key.
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signatures comes from Northr thecours of the musick the occasion to use them [flats]
comes so seldom#hat mastesoftenchoos to markhem at the note, rather then at the
line which mightoccasionothemar ki ng of a'$Thismaylexplainwhy b | e 6 .
of thetwentyincomplete signatures found in the s@asaexamined, thirteeare in flat
keys.
Significantly, in none ofthe aboveeommentss a modal transpositiomentioned
asthe cause oivriting irregular key signatureg\ccording to AtchersgrwhenC minor
is written withatwo-flat signatured we can b e taugheof as tiaasposedt wa s
Dorian When given a signature of three flats, the relative major/minor system is likely to
be assumeil** A comparisorof F e s t fwa Grirsor sonataspnewritten with two
flats (Op. 1, No. 2and onewith three flatdOp. 4, No. 2)revealsthat Festing did not use
two distinct tonal structures in these sonafaf other words, they do not embody
Atchersoids distinctionbetweerpieces withcomplete andincomplete signaturegurther,
the examination of other satas with incomplete signaturdses not confirm thaotion
of modetransposition (for exampl&alentinéd ©p. 12, No 1 andOp. 13, No. 5in A
major;andOp. 12, No10 and Op. 13, No. 1 in Binajor). It should be remembered that
the theory of modes was neithepular nor well understood in eighteert#ntury
Britain.'*°
With the exception ofhesix sonatagliscussed beloywthe beginnings and ends

of all sonatas explicitlglefine the keyf a composition. They stantith the tonic of the

192 Chan and KassleThe Musicall Grammariarp. 121 (f.25v).

At cherson, d@iSevgnteanttentubyMdsic TheoryBokd , p. 215.

%4 The following elements have been compared: the use and significance of the A and Ab notes (a tendency
to move either to the sharp or flat side of the tonal centre), beginnings (the tonic, subdominant and major
dominant at the beginning of both works stggynestablish the key), chords, cadeschromaticism, a

melodic and harmonic emphasis on 3, 4 and 5. Also in both works there is the consistent tonal treatment of
the sharp seventh.

%5 HerissoneMusic Theorypp. 17493. Apart fom the sources listed itote 13 above, it is worth adding
Robinsonds remar ks ab outexdbessedirahisssan dp . Miehikfirlspoii an mode
near so pleasing and agreeable to the Ear, as that of those in A [natural] and C [natural]; you may find of
them hereand there in antient Musick, particularly amongst the Psalm Tunes which are sung in the French
and Dutch Protestant Churches, but | cannot remember | have ever met with either of these Keys in any
Musick that has been publick for at least these forty Yaarghat | am subject to think, they are now quite
outof Use and Request 6.
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s on at arbtee mijaity of which the tonic notein the bass?® Only in four sonatas
is the first chord in the ba$ise dominant preceded by tonic triad spreadut over two

or three beats in théolin part(Ex. 4.39.’

Ex. 4.36a. Valentine SonateOp. 12, No. 7Adagio,bars 12.
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In these two similaexamplesastrong +V progression is outlined by the violifihe

tonic, falling on the first beat of #thsecondFestirg) or third bar(Valentine) is thegoal
atwhich the bass line seems to have baiering. Although the toniappears shortly in
the preceding bar, it gives only a traosy fulfilment suppressed ke following leading
note, whose role is to prepare a listefioerthe arrival of a strongeesolution. In the
majority of the sonatas considerdte opening tonic chord fsllowed by thedominant
and usuallymmediatly in the first barThere are alssonatasn whichthe tonic moves
to the dominant through other chords such astifselominantor the supertonic (the
typical sequergis: Fi"-vV{"-1), or the submediarnf®F e s t Om 4 Bos 4n C minor
is theonly onebeginningwi t h  &leapadtitanisigtiprogressiori-yll °-iv-V-i). To

sum up thekey-centreof each sonates established in the openibgrs

%1n the followingsonatas the bass opens with the third or fifth of the tonic: Eccles; NzL2an No. 1;
Gunn No. 5Gibbs No. 7.

147valentine Op12, No. 7; Festing Op. 1, No, ®p. 4, No. 8, Op. 8, No. 6.

18 For example, the(i)-IV (iv) progression opens: Valentine Op. 12, Nos., DR. 13, Nos4, 5; Festing
Op.1, Nos. 1, 3, 4, 7; the I)(ll) sequenceFesting Op. 7, No. 10p. 8, Nos. 2, 3Eccles No. 2; Valentine
Op. 12, Nos. 4, 9; McLean No. 1; Holcombe No. 3; Gibbs No. 3; and théli{)) progression: Festing
Op. 1, N® 2,11, Op. 7, No. 2.
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Moreover, thegambitphrasesareoftengenerated from the tonic triad or the tonic scale,

and some of them are maule solelyof these elements (E&.37).

Ex. 4.37 Valentine Op. 13, N. 6/i, Allegro, bars 18.
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The tonic and dominant are stressed here by means of full chords, resembling the
conventmmersalr okhea 6 .

All of the 109 sonatasnd with a perfect cadenaeroot position(V-1). Typically,
the dominant is marked with a34suspension, whicadds tension and dissonance that
require aresolutiorOn | y i n H o doeseverypéedeslosenretiie tonicpreceded
by the dominant with a severaéided

Six sonatas byFesting GunnandGibbsarerareexample in whichthe ke

(modes)of the first and last movemedredifferent. INF e s t i n4gNos8ardp .

Gu n n 0 stheNeyshifts3from E minorto E major, n Gi bbsdés No. 1
major,and n Gi bbsés No. TNo.ainoch ARmesta Anmgrd s Op .
wh er e a sNoRuwaoes id the opposite directib® majorin the twofirst

movements tumito A minor for the final MinuettConsequentlythese sonataare

described in the presestudyasworksin thekeys ofa/A, e/Eand d/Dwithout
specifyingtheirmodes t i s probable that Gunn and

4, No. 8.Such changes of moae the end of @iece can also be foundn D. Scar |

sonatasfor exampleK. 22 (¢C), 30 (gG), 107 (Ff), and519 (£F).
In keeping with these examplesntemporary theorgookssimply specifythat

a piece mistconclude ot h e 6 K eirytheMasgfr@rowhich thekey takests

fron

7,

Gi bb

att
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denominationWithout mentioning the tonichord.*® Thestatement Key islot e 6
obviouslyless restrictive as does noimposethe restraint of mael It seemshowever,
that the above composers decided to chémgenode in the last movement for affective
reasons. In a prevailing miranode worktheuse ofamajor modan the last movement,
which is airyand light in charactemight be understoods an irony, deceptiaor
curiosita, whoseaim was to surpriskstenes. In G u n iING. &,0n the other handhe
change fronthejoyful, bright A major tothetender,sweetandoften linkedwith
eroticism(asinP u r c e | | Amsinoremhanges the meaning and gentle character of
theMinuett, entitted6 A mo r fsis].s 0 6

InMc L e d\n.dtkeprincipalkey isannounced ithe middle of the first
movementThe sonat@mpenswith alyrical statement in D minafased omothing but
dominantrelationship¥ which after nine barsursts out with a blaze of glory in D major,
changing theno v e m ehacterandalsobringingsome pathoto it. This transition of
moodis reinforced by d&orte marking anda move froncrotchetmotionto dotted
rhythnms. The subsequemhovements are in Bhajor, B minor and D major.

Of the 109sonatasoncerned75 are composed in ajor keys, 28n minorand 6
in minor/maja. 16different keyg9 major and’ minor)have been usealtogethel(Table
4.5) andexcept for Bmajor, these are the keys most frequently recommended in British
contemporary treatise8lthoughtheorists recogned 24 keys, they usually described
only 16 or 18 keysn total, up to four flats and four sharpsas these were enough to
(pleasetheedr and wer e®not difficult.

Key signatures with shar§s84) outnumber those with flats (%4seven pieces are

in naturalkeys,three in A minor/majoand one in D minor/majoiThere is only one

199 See for exampleCurson,The Theoryf Sciences lllustrategh. 149; RobinsorAn Essaypon Vocal
Musick p. 30;Malcolm, A Treatise of Musickpp. 266,342-3; and John Francis de la FoAdNew System
of Music(London, 1725), p. 45.

1%0 seeRobinsonAn Essaypon Vocal Musickpp. 402, 53-6, where he presents 16 keys and gives an
explanation bthe enharmonic reasons for not using keys witire than 6 sharps and 6 flats, and also
mentions a connection between temperament and the range of keys in use. Besatsdound

Anat o,mpp. Z38 (A8 keys presented).



sonata in the key with asany as five sharps, B major (Valentine Op. 12, No. 12) and
one with four flats, F minofFesting Op. 1, No. 11} The most frequently chosen keys
are: A major (13+3 a/A), D major (32 d/D), Bb major (12)E major (12 e/E), C

minor(8and G maj or -s(t8&)i.ngoh & edysp emr edomi rsat e,

they are more convenient faiolinists.

Table 4.5.Keys of theearly eighteentitentury British violin sonatasxamined

Composer and date of publication | Keys
Croft (1700) A b, g
Viner (1717) 0,A d BbE, a

Eccles (1723)

D,Bb,d, G, e E,c,A EbF

Humphries (1726)

A F,Bb,E c G

Valentine(1728) A c G ,F EbD,g,C, b, Bb E,B
(c.1735) Bb, E, F, Eb, A, D

Festing (1730) E,c,A Eb,D,a, Bb,d,G,D,f Eb
(1736) A, c, E, D, b, Bb, F, e/lE
(1747) b, C,a/A E A ¢
(c.1750) G,A,D,D,D,D

McLean (173 D,g,A aE, c, F Bb

Holcombe (1745) ¢,G E,adD

Gunn (1745)

Bb, A/a, e/E, b, c, D

Gibbs (1746)

d/iD, A, G, Bb, E, F, a/A, Eb

Oswald €.1747)

Eb, C, A, Bb, Bb, G
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Theoverall keyorganistion in the sets of Viner and Holcombe is a model of

balance and varietyhe proportion ominor, major, flat and sharp k@y3 he choice of

tonalitiesin the Solosof Viner, Eccles, Humphries, Valentine (Op. 13), Festing (Op.

McLean, Gibbsand Oswaldollows a similarpatternasCor el | i 0 s

Op. I flat-key signatures constitute half of all keys enyplin eaclcollection.

131 According to PepuschA(Treatiseon Harmony

Op.

p . he&éventh &fdecies of Octave which begins from
B, cannot be considered as a Key, it not having a True Fifth as the others have; and if in order to use it we

sharpen F to give it a true Fifth, we in Effect do but transposkdlief E a Fourth lower, ori f t h

W

hi gher ¢
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Howeer, in the majority of these setise balance omajor and minor keys is nas
perfectasi n Cor el | i 6. hisdncreasimg preferencedor magor keys reflects a
general change in musicfashionas is evident inhe sonatas gffor example,). S.Bach,
Handel, Vivaldi,Tartini and Locatelli, and composers of the latter half ofigateenth
century

Val enOp. 18©6 sva Balofasn d F e s t iara \griften entrply in 8
majork e y s ; F e s Nos.ri3§ idclusiv® gven a@opt the same tonality, D major.
One of the reasons for the limited variety of keys F e ©pd. 8coulyl desthat, as this
setwasnot published by the composdre may have had little or no influence on the
publishing processSucha frequentrepetition ofa keywithin a set of sonatas was
extremelyrare buthot tniqug as i s e v i d el2Fantdsie musicallOpl3e nt i ni (
(1706) whichincludesas many as six works in D majbneaclo f Fest i ngb6s suc
collections ofSolosnot onlythenumber ofsonatasn minor keysdecreases but also that
with flat-key signaturesfrom sixin Op. 1, tothreein Op. 4, onan Op. 7 and none in OB.

In sixty-threesonata one of thanovementsusually the thirdis written in a
contrasting key fronthe home keyand in foursonatass many as two movements
involve a change dfey!*? Amongall thesemovements only threare in rapid temp&>
The possibility of movinggneo f t h e mevenmeatdo andthekey is notexplored
extensivelyin the collectionsof Croft (1700) Viner (1716) and Eccle@l723) each
incorporatingustoneor two (Viner)suchd mo d u dreovematsy This is insharp
contrast ttHumphrie® s  sSelos(1#26) in which,with theexcepton of No. 5 each
third movementdoptsthe relative minarSignificantly,in thesefour collectionsthe
movementslepart from the home keg the relativaninor in all but one cas@viner No.

5/iii). From the 1730s, howevdhe composeranalysedseemgenerallyto have been

%2 The movements divided into a few separated independent segtiaried as such by the composar)

which one ofthe sectien i nvol ves a change of the key are also i
movemets. These aré&unn No. 6/i; Festing Op. 4, Ndslv, 7/iii, Op. 7, No. 1/iii, Op. 8, No. 5/iv. The

sonatas with two movements in different keys &essting Op. 4, Nos. 7/ii, jiB/iii, v, Op. 7, No. 3/iii, v;

and Gunn 6/, ii.

133 Gunn Nos. 4/iii (Vivack 6/i (Allegro); and Oswald No. 1/i{Musette Vivamente).
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more adventurous in employigherkey relatiorships betweenmovements.

As Table4.6 illustrates, a change of key appears more often in rRk@jpisonatas
(54 of 71) and the relative minor is the stdrequently chosen kefollowed bythe
parallelminor. Manycontemporary sonatas confiffncluding thoséy Corelli,
Geminiani,J. S.Bach,andHandel) thathe relative keyasat the timea favourite key
for inner movemerst™>* In minor-key sonatamovemers usually move to the parallel
major.The keys of thenediantin majorkey sonatasand submedianh minor-key
sonatas, anthe dominant in both modese used very sporadicafly’ Twok e y B
sharp and &harpminor, which arenot listed in Table 4.5are employe@s secondary
keysin severalonatas®® The high proportion of movements in minor kegsnehow
compensatefor theless frequent usaf this mode as the principainality in these
sonata.

Table 46. Key relationships

In major Number of In minor Number of
Movements Movements

Relative minor| 35 Parallel major | 9

(Submediant) Relative major| 5

Parallel minor | 14 (Mediant)

Dominant 4 Dominant 1

Mediant 1 Submediant |2

Amongthetwentythreemovementsvritten inthe paralel keyas many athirteenareby
Festing five of these occur in Op. 4 and eighthis last twoSolos(see Appendix £ The
remaining termovements are byiner, Valentine, Gunn, Gibbs and Oswald.
Interestingly i n Ge mi ni kenreldisn is@q@ usedlfanteéribrimsvemers,

butit appeas in five sonata®f his Op. 4 Nos. 1, 6, 7, 11, 12).he Italian maestr¢along

¥I'n Matthesonds guide to modulation through
opposite mode, see Matthes#iteine GeneraBassSchule(Hamburg, 1734), p. 131; anduBofzer,Music
in the Baroquekra, p. 385.

1% Dominant: Festing Op. Nos. 3/iii, 11/iii; ValentineOp. 13, No. 5/ii; Gunn No. 6/iDswald No. 1/iii;
Submedianin minor-key sonatasFesting Op. 1, No. 6/iii, Op. 7, No. 6/iii; and Mediamtmajorkey
soratas Valentine Op. 12, No. 3liii.

136 £ minor: Croft Quartaliii; Valentine Op. 12, No. 1/iii; Gibbs No. 2/iii; C# minor: Valenipe 12, No.

11/iii; McLean No. %iii; Holcombe No. 3/iii; Gibbs No. 5/iii.

al

t

h €
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with Gunn, Gibbs and Oswald)ay well have beemspired by hiswnpupi | 6s Op. 4
sonatas
The most common ending to internal movements is theg@erhdence, almost
always in root positiosoas to give a strong concludihgrmorc progression.In the sets
of Eccles and Oswala perfet cadence in rogiosition isthe onlyendingchoserfor
each movemenBApart fromperfect cadencespsmemovements, sually the first or third,
concludewith a haltcadencewhich creates strongharmonic link between two
movements. Typicallythedominant is approached by teebdominant oits dominant
In these cadencesot position chordare outnumbered by inversiot$owever, in althe
inverted cadences only the first of the two chords isinvefted. i n Cor ethd i 6 s s o
majority of the movements in the relative minor end on their dominant (V of vi in the
original majortonality) andusuallywith the Phrygian sertune descent in the bass.
Almost allthemovementshatmoved to other keys than the relative minor close on their
tonic chord.Interrupted and plad cadences, with their weaksonclusion, do not appear
at the ends of movements.
One of the most characterstfundamental and consistamifying devices used
in these sonatas cadentl crossreferenceAs already discussed, tltadential
correspondences aespecially apparent in binary and ternary forms. Hangheyalso
appeabetween movemestwithin asonata andometime®venbetweerseparate
sonatasinV a | e n ltaiVileggiatira(Op. 13) sucltrossreferencebetweersonatas is
especially prominent antbnsistents howi ng t he compoeveralldbs deep
unity andthe integrity of the setasawholeh e col | ecti onds first mc
a cadenal formula which is reused @achfollowing Solo, recurringalmostidentically
at the end of elevemovements, including the finale, and therebyndingoff the entire
set. Ex. 4.38llustratesthreeexamples of cadential recyclingth hardly any

modification.
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Ex. 4.3&. Valentine, Op. 13, No. 1/iii, Allegro, bars &2 b. No. 2/i, Allegro, bars 6970;
c. No. 4/ii, Allegro, bar 43.

(a) (b) (c)
A | tr
P 1Y 3 } Ii
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A similar care for cadenti al l' inkages bet w

set, particularly betweendslow movematswith their correspondingadentiaphrass
(Ex. 4.39.%'

Ex. 4.3%. HumphriesNo. 1/i, Adagio, bard6-17; b. No. 3/i, Adagio, bars 14113,
c. No. 2/i, Adagio, bars 187; d. No. 6/i, Adagio, bars 1-19.

(@) (b)

Far more commarhoweverjs cadential croseeference beteen movements within a

sonata(atypicalu ni f yi ng d eswiorkgeRepetitiorsdithre eatientialdaterial
areneverexactlythe sameas shown in passageslowextracted from sonatas published

at the beginning and end of the period under scrutiny.

157 See also No</iii (Largo, bb. 279), 5/i (Grave,bb. 213), and4/i (Adagio,bb. 2931).
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Ex. 4.4Q. Croft, Sonata QuintaAdagio, bars 3!, and [Vivace], bars 620.
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The cadence closintge firstp hr ase of Croftds Sonata Quint e

version at the end of thsonda.

b. Festing Op. 8, No. 6, Largo, bar,ldnd Aria, bars 1:23.
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This is one of several cadenti al Ictberr espon:

last movemenEesting recalls the cadence from the first movement, but in a simplified
form.

Cadences that occur themovements to mark the endspbfrasesandsections
arepredominatly perfect and haltadencesSometimes thenteruptedcadenceknown
in the eighteentbentury acadenzad 6 i n gisalsmemployedusuallyas av-1Vg
progressionlt appears in places where a full close would wreck the incomplete and
unexpected ending the composer desiBaésbsd kargoof No. 3 divided into a theme
and five vari at i ebarperiodspresentsatexcellentegadplei s ni ne
such use othis cadencen each periodie fourbarantecedenénds on a haltacence
(I-V), after which its fivebarconsequentontinues. Aistener expects the harmonic
tension that Gibbs has built uptime first seven bai® beresolved after the dominant in

the eighh bar, buta subdominant follows instead of the anticipated t¢gic 441).
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A feeling of longing ad expectation ibeightened by short resippearingafter the
subdominanin its first inversion The tension, however, is n@leased until thérst

beatof the next ninéoar period
Ex. 4.41 Gibbs, Sonata N&/i, Largo, barg-10.

L
P T

e I ' .-
Jig . fal e ' > S K
y 48 o o = 1 T 2y 2 > el | . ‘-, N
R e e e 7 i e 1 —
) | | 4 r
o 7 6 2 7 4 3
)23 ! S — i S——
iﬁ:ﬁ:ﬁﬂf? e I —4 !
v 1 ~ >

A similar feeling of expectation is created thg interrupted cadence thandsthe

EpiritosdsectionofFe st i ngods ,aps.35%:8 , No. 5/
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Consideringhe contributionof perfect and hal€adenceso the overall strength
and vigour of the harmony arlder role in establishing modulation, their overwhelming
predominance in the sonatas analysed is not surpridowever, he energy inherent in
thedominant, particularly with a seventh addadd its strong gravitational pull towards
its tonic are not confined to perfect caderaiethe ends of phrases amdvements.
Dominant relations are by far the most common harmonic progressions invthr&se
Along with the \/ relation, the dynamics of the secertd of V), third- (VI to 1l) and
fourth-level (Il to VI) dominants areexplored.Some of the movements uskenost
continuous dominant progressiams one or severabnal centregas inCrof t (@uartali,
Eccle® Blos. 1/i, 3/i,or Gibbsd Blo. 3/iii). The thrust of these=lations gives a powerful
harmonc impetus to the movemeand strengthesthefeeling of atonal centre

Moreover,in order to gearate more tensiom, sevenths oftenaddedo chords on every
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degree of the scafg® With theexception of the Eccle§swaldand Holcombesets a
series of consecutive seventha characteristic feature ofalsonatastudied Such
seriesoften appear in passadessedn fifths progressions (usually fallingis,for
instancein bars:

68 of Humphr i#ef-B'€-Abdt-gn’ 44/ -ft'iB") ( ¢

1820 of F e s t Om Y Ba2/ii (¢’-f’-Bb’- Eb’-Ab’-d’-g’-c’-F’),

4650 of Mc L e ahdA-DNI-c#’-F¥DIEN), ( B

17-19 of Gi b WNe.@&/is (G#-C#-F#-B’-E").*°

A secondcommonpatterninvolving a seventh is a chaai 7-6s overadescendingcale

in the bas¢Ex. 4.49.*%°
Ex. 442a. Gibbs, Sonata No/@ Adagio, barl5.
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By highlighting and embellishing the sevenths and sixths in the violin part, Gibbs gives a
radiant quality to this sequencEne sixh of each cbrd is held up for a quaventil the

sixth of the next chord appeatbgereby creating an impression of dialogue and interplay

between the continuo and violihhhe ent i r e st r uNog. 3liramd of Humph

5/iii is bagd onachain of 76 chordgEx. 42).

*®¥The significance of the seventh chord is discussed by North, see Chan and Kasstar, Notes of
Musicke p. 185; and by Rameau in Hiseatise of Harmonypp. 11418.

1391 ong chainof consecutive severstare, for example, itCroft Quarta/i (bb. %); Humphries No. 5/iv
(bb. 3742, 4650); Festing Op. 1, Nos. 2/iv (bb.-1®), 8/ii (bb. 223), iv (bb. 1619), 11/ii (bb. 1618),
Op. 7, No. 3/iv (bb. 8); McLean No. 1/iv (bb. 4%3); Gibbs Nos. 1/ii (bk29-30), 5/ii (bb. 357), iv (bb.
3-5).

180 5ee, for examplé/iner Nos. 1/i (bb. ), 4/i (b. 3);Humphries Nos. 1/ii (bb. 62), 2/i (bb. 24), 4fi
(bb. 56), 6/i (bb. 910, 1416); Valentine Op. 12, No. 1/i (bb-2); Festing Op. 4, No. 1/i (bb. Z5, Op. 8,
No. 2//ii (bb. 3840); McLean Nos. 1/iv (bb. 38), 2/ii (bb. 78, 1617, 212, 323), 6/iii (bb. 24); Gibbs
Nos. 3Jii (bb. 9-13), 4/ii (bb. 1113); and @ a rising scaleViner No. 3/iv (bb. 4G7).
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b. Humphries, Sonata No. 5/iii, Adagio, bar81
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In severakuch progressiorthe bass line is more activehown below.

c.Viner, Sonata No. 5/iii, Grave, bars-82
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Sometimeghesetwo pattensof seventh chordare employedh succession. In bafs-
18 of Croft 6 seBasof¥ulerations 8\f-vii ‘dii/’-vi’) is followed by
7-6s over dass line flowing melodically from e to. B

Diminished chords, whether fifths sevenths, are employed very sporadically
ony in Oswal doés .4a@rdft herdHblmmbeand pardcolaly a s
Valentinefavourthe diminished fth chord.The harshdiminished seventh gained in
statussignificantlyin the sonatas dbibbs,Festing, Gunn, Humphries, amtLean!®
Thedissonant quality of the diminished chandthe sharpened fourénd its strong

driving force towards the dominant make it one of the favourite chords at climactic points

81 The diminished seventh appear®swald s oslyetwice:Nos. 2/iii (b. 2) and 6/iii (b. 18), and not at

al | in Ecclesbés set (only a few diminished fifths

a

2Not ably, at the beginning of the eighteenth centur

Il i ked t he dth; seeChan and Kassle€wrsorg Notes of Musicke. 189. North wrote this
manuscript in the years 16281703.
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placed directly before the release of the accumulatesion (Ex4.43), or shortly before

the final cadencéEx. 4.4, see alsd\ppendix A, Exx. 14).

EX. 4.43. Gunn, Solo No. 6/iii, Allegro, bars 38.
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Therising melody and widening intervails bar 36 create a crescendo of excitement,
which in the next bais prolonged by the diminished seventh. Thasts andisudden
change of tempo heighten the feeling of expectatindatthe same timeeinforce the

arrival of thetonic (D major)in bar 38

b. Festing, Op. 1, No. 4/iv, Allegro, &ar737.
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Suchpreparation for the final cadence is a common device of intensification used in
music at the timéfor instanceinGe mi ni ani 6 s ofBac hld s Noi.r s3t/ ifiug
theArt of the Fugug Thediminishedchord is alsemployedas a meansf emphasising
various emotionandaffectsand enhancingxpressior{discussedater).
In addition toconsecutive sevenths aséries of7-6s the followingharmonic
163

formulasarethesine qua norf this early eighteentitenturystyle (Ex. 4.44x-b):

a) a descending asceuling series of sixth chordse., rows or scalesf first inversions

183 Al of these patterns were the basic compositional devices of the period, as presdiatbgco
Gasparinin his treatise. 6 A r mo aticocabcimpato(Rome, 1708).
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with nodominant implications at 3Jf**
b) 5/3-6/3 progressionever abass rising stepwis&>

c) thesuccession o4/2i 6 chords, often oveasyncopatedbass(Ex. 4.27).'%°

Ex. 4.44a. Holcombe, Snata No5/ii, Presto, bars 145.
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A comparison of the 1700 (Crofindc.1750 (Festing) sewuggests an increase
in theuse of thesix-four chord(whether passing or cadentigbarticularlyin the sonatas
issued inthe last fiveyears of this perio¢by Holcombe, Festing, Gunn, Gibbs and
Oswald).There was no consensusoginion among contemporatiyeoristsvhether this
chord was a consonant@dominant. Orthe one hand, the sbour in a metrically strong
postion was understood adominant chord with a douldg@poggiaturar suspension, a
dissonance requiringaregot i on. As MaéEarovbuhld ngt test in this | 0T
Close [Gc-e-g], because there &sTendency in it to somethimgore perfect; for the true

Keyin these Four is, to which the3dand5thi s a p'Y Onithe athier. hand, soe

%4 Eor exampleViner No. 6/iv (bb. 578); Valentine Op. 12, Nos. 3/ii (bb:®, 5/i (b. 7), 6/iv (bb. 9.0);
McLeanNo. 5/ (bb. 327); Holcombe Nos. 2/i (bb.-8), 5/ii (bb 1415); Festing Op. 7, No. 3/ii (b. 7).
185 For examie, Croft Quartalii (bb. 1814); Humphries No. 3/ii (bb. &, 206); Eccles No. 6/i (bb.-B, 15
17); Valentine Op. 13, No. 4/i (bb-2, 7); McLean No. 1/iv (bb1819).

% For example, Viner No. 4/iv (bb. 3); Humphries No. 1jii(bb. 1-6); Valentine Op. 12, Nos. 1/ii (bb.
45-9), 4iii (bb. 17); Festing Op. 1, No 4/iv (bb. 269), 10/ii (bb. 228), Op. 8, Nos. L/iii (bb. 148), 2/ii
(bb. 346); McLean No. 4/iv (bb. 1-13); Gunn No. 2/i (bb. 91, 1415); Gibbs Nos. 1/i (bb. 2,0, 21), ii
(bb. 235), 2/i (bb. 235), 4i (bb. 256), 5/i (bb. 56).

7 Malcolm, A Treatise of Musigkp. 278.
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theoriststreated this chord as a secandersion @ the tonic triad, thereby as a
consonancé®®C. P. E Bachried to combinethese two opposite viewarguing that
thecadential sixfour wasthe second inversion of the tonic triad and at the damee
adiscord. In hisopinohhe chor ddés di ssonant chrthr acter
inserted between the bamsd one oftie upper voices, whereas the sixth was
consonant®®

In the sonatas issued in the 174@s end of movements and internalosuresare
articulated mordrequently by theadentialb/4 progressionThe frequeng of such
closures is particularlg i g h i ns sdDatas.&tmcraplethe first movement of No.
3 compriseshree fourbar phrase§d:.€:4+4¢), each ofwhichis suldivided into a twe
bar antecedent aradwo-bar consequenall two-bar phrasg endwith thedominan6/4-
5/3 progressionbut only those closgithe A andB sections are followed by thenic in
the homekey. These various degrees@®# closureemphasise the hierarchy thie
mo v e me nt 0.5 hekigherfrequency ottheadentiab/4 progression n Os wal d 6 s
sonatas, as compared to earlier sonataspe related to changessiyle andaesthetic
values. Well-defined musical patterns, symmetsgctionality periodicity,andclear
structuraldivisionscreatedoy, among other factorslecisive closures were increasingly
more fashionabléhan the Baroque ideal obntinuousnovement andnotif elaboration
Sequencsof six-four chordssuch as thosshown below (Ex. 4.45gIsobecame more

common in the 1740sonatasfor examplenothing ofthe kind appearsi@r of t 6 s s et .

Ex. 4.45 Festing, Sonata Op. 8, No. 5/iii, Allegro Spiritoso, bars23
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188 SeeChan and Kasslefhe Musicall Grammarianp. 139 (f.39v).
189¢C. P. E. BachEssaych. 5,pp. 2267.
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Theart of composition and knowledge of modulatereconsidered asne
andthe samdy early eighteenticenturytheorists, who understoadodulation in a

broader sense than today. qwote Malcolm:

Under the Term oModulationmaybe comprehended the regular

Progression of the severalHaRenyts throd the
of any particular Key as well as the proceeding naturally and regularly

with theHarmonyfrom oneKeyto another: The Rules dodulation

therefore in that Sense are the RuleMefodyandHarmony'™

In other words, the modulation embraces harmonic progressions either within the same
key or from one key to anothedf course, Barmonic progressioria the former
(discusse@dbove)and latter meanings are subject to the same harmonic principles and
proceduresTheshort displacemerdf key-centreservego heighten thenusical tension
or & Pepuesh eloquentlyput it, 6The Modulationin one Key, without going into any
other af for ds g rtierotso agaeaablecas thigdulagidnthdt goesadnto
otherKeys from it, because the Ear grows tired at last with hearing Harmonies which,
t hodr yod, ar e hbercontinmesly sugdgestirgg thaté Bk e gant
Co mp o s e r eniploymbdulatibndto other keys™

Theelevenselected composesse cfinitelyo e |l egant cabaohthemms er s 6 a
use modulations in their workalthough with different frequencyypically, though,
they create hierarchy ofkey areas omodulations in a movemenn binarymovements
for instancethe principal tonal centres amsuallyl Y \&: V Y The remainindey areas
or modulationsn this simple tonal frameworkavea secondary or peripherg@dr
decorativé status, dependinghdheir rhythmic and melodicharactercontextand
duration Every momentary tonic resolution of a passing dominant at the setoind,
or fourthlevel can be treated as a brief modulation, a temporary eSdagee

momentary harmonic shifts from the principal tonal ceptogluce contrasvarietyand

"9 Malcolm, A Treatise of Musickp. 441. See also Brossardictionnaire de musiqug3rd edn) p. 68;
RameauTreatise on Harmony. 267; and Pepuscl, Treatiseon Harmony pp. 3,58.
"1 pepuschA Treatiseon Harmonyp. 58.
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excitement Moreover frequentandbr abrupt changeof keys, or a move to distant tonal
areasanincrease the anticipation for tfiaal tonic.

The most commomethods of modulationsedin these sonataesethroughthe
dominant(often V/V), subdominantanda change of mode, usualligrough alteration
of atonicor dominant, or by way of rei&e minors or majors. A shiftom one mode
to anotheextend a range of key retonshipsat h e ¢ o rdigposalandibus itis
oftenemployedo reachdistant keysas nGi b b sm@ajsr Laégo ofNo. 3. Herea
modulation taBb major(b. 50)seemslong way from the home kejput it is aclose
relativeof G minor (bb. 469) which, in turn, is onlya mode change away from G major.
Further,modeshiftsbringmore colour to the sound ofpgece attain the dramatic
contrast between emotional polaritacreated s ur p r i sasexemfliffedinc t s 6 ,
Ex. 4.46

EXx. 4.46. Festing,SonateOp. 4, No. 6/, Adagio, bars 2-82.
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The above shorhodulationfrom Bb major to Bb minor thdeads immediately back to
the point of departurelearlyhas onlyanornamental functiorPassagesf such

unexpected turns of moaee particularly frequent n Festingdés sol os

b. Gunn, Solo No. 2/i, Largo, bars9r
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The size and context of the A minor key are&in n M éngjorLargoindicatethat this

modulationalsohas structural importancé (7 barg a(3 bar§ A (7 barg.
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Transitiors from one key to anothéhat make use of direct tor@minant
relationships, or a common chord, toneswspensiomare the most frequent in the
sonatas examine®&uch smooth modulatiorssistain musical continyitwithout
interruptions However,in order tostimulateemotions or create surprisgexpectedey
transitions or chord resolutions asosometimegmployed One sucliransitionappears
i n Os ®os Thé fest section ohis6 T e mp o d VivaddiofrNo. & {(16¢:16)
ends ora Bb-major chord t he toni c andhbhemektsectionoopeas witheay
C-majorchord,the dominant oF major,which isthe key of the next eight bars. The
forbiddenparallel octaves bars 1617 and asuddemmovefrom the Bb-majorto C-

majorchordsoundsurprising if not @ffensivedto the eakEx. 4.47.

Ex. 4.47 Oswald, Sonata No. 4/iv, Tempo di Minlévace, bars 120.

f“"\_"\‘\
— ’f":'
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F

One wondersvhy Oswald chose to disregardwolate one of the most basic and

universal rules in music of his tim@f course, an oversight on his pean be one
explanationHowever, it seems #tthe offending chord progressionbars 1617

mayhavea symbolic meaning. The minyetith its artificiality, formality, well-measured

gesturesand calm charactesymbolised the elegance thie French nobility their self

discipline andsubmission tetate authorityBars16-17i n Os wa | dppearlikei nu et
short liberatio, or arebellion againsauthority andcontrol The same rebelliousttitude

isevideni n Gunnods pasofNosRmaradd ea ™Md n@ielh bs 63 Mi nuet
with its oddnumber of bargdiscussed aboveln his A-minor Minuet, Gunn also uses an

abrupt key transitiomordert o bring the surprise (Ex. 4.4

harmonic purist Hayest F o Discards are to come and go, only when they are expected,
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the most beautiful Figure Musicis destroyed; | mean ti&urprisé*’? The transition
from D minor to E minofbb. 723) is achieved through a sudden jump from-anidor to

a B-major chord (the dominant of E minor).

Ex. 4.48 Gunn, Solo No2/iii, Minuett, bars 6976.
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The sonatas dfesting and Gibbshow a remarkable wealth and variety of
modulationsin  F e s piecesthgeyrange from smooth transitions$adden
juxtapositionsLike Domenico Scarlattk-esting isfond ofabruptand umsual

modulationgEx. 4.49. Key changes by sudden jumps are distinctive features of his

sonatas.

EX. 4.4%. Festing,SonataOp. 8, No. 4/ii,Allegro, bars 227.

~ N
. 3
N hat¥ J LY 1 | A ) 4 | | I T - - o 0 0 O R
e e e e e L P ey S ST REAT
- > A L I L7 -
' P 52 : *
) 6 56 :[i.\ 4 4+ e 16 Adagio .
56 3 0 | ﬁ # I 3 512 h % ] 36 3 /6 + 51 7% 5 : A\I)\gﬁn
’ 5l yf;’ - 4_:::;;,1 .y -
G ¢ SN 1P B NS GEE Y —_ ol s gty ]~
R e e
. [ ] ! L 4 ¥ L‘I -j =

TheaboveAllegro in D majormodulates at bar 2 the key of the mediant, F#inor.
The passagébb. 226) ends with the haltadene (on C# major), afteiwhich without

warningthe principakey (D major)returns.The effect of surprise is enhancedtbg

"2 Hayes,The Art of ComposingMusic p. 19. Gunnds harmony in his Solo
key transitions) is described by Hayes as foll ows:
to Connexion, if | can make two Parts agreeable, each in isedfry little Relation one to the other is

sufficient. And then, as to Preparation, Resolution, Modulagtinthey have nothing to do with true

Gusto; any one, who disbelieves it, may be satisfied, by perusing the Works of the most celebrated

Mo d e (pn18)6This pamphlet is discussed in Chapter 2, pi8.62
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moment ofsilencethatprecedeshis startling jump

b. Festing SonataOp. 1, No. 12/ Adagio, barsi-7.
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In this Eb-major Adagioa suddejump fromanEb-major toa G-majorchordin bar 4
upsetgheearand produces a sense of tonal instabilitgwever this abruptand
momentay displacemenis explainedn the following bars. The harmongequencén
bars 46 moves fromBb majorto C minorandreturnsin bar 7to its starting pointEb
major. The G-majorchord in bar 4s like an unexpecteduestionwhich interruptsthe
discourseand requiregnanswer(which isaV-I cadence in C minor in b=6-7).

The wealth of dissonanceodulationand chromaticism ieach ofGi b b s 0 s
sonatais striking; a few exermts arequoted belowEx. 4.50. Gibbsoften usesircular
harmonic patterns to sare that as nmy keys as possible are visitéte changes his
harmony quickly and frequentlyith sudden introducticof diminishedchords
producing tense and poignant effeéiss modulationshowever, move through smooth
transitions Diminished seventh chordsgtended chromatic passagesdcadential
chromaticism arelsotreated as a meansadntinuousmodulation The chromatic
chords usethy Gibbs range from third relationshiggemitoneshifts and tone shifts
to auxiliary dminants, all of which aresed on aon-modulatory or modulatory basis.
Chromaticism isalsoemployed as a mean$enriching the eyressive quality of the
melodyand for colouristic purpose$ension is often added tbe metric drive by
unexpectedliminished chordsen weak beater offbeats while sarp and startling

dissonancebeighten the colousf the melodidine.
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Ex. 4.5@. Gibbs, Sonatdlo. 7/i, Andante, bar1319.

it
G200 alocae T e miee N

Passages of rgppchromatic harmony such as in Ex. 4a6@also frequent in
Fest i n@ursmsoiedag] anth someof McLeard andHumphrie® movements.
ForexampleGu n n 6 s (Cnairlorosee\Appendix AEX. 129 andNo. 6/iii (Adagio,D
minor),Mc L e d\p.@/s (Allegro, G minor),andFest i ngdés Op. a#®, No.
veritableorgiesof chromaticismNotably, they all are in minor keys, amsnployone of
the most popular idiosof the time a descending chromatic fourfhhisidiom appears

in ten sonatgdour of which are in C minor, two in D minor, two in B minor, one in G
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minor,and one in A minorthe ascending chromatic fourth is usgdradically*”®

Key characteristics

The aesthetiof key character is also relevantthe consideration of issues
harmony and tonalityThis subjecbecame a matter abrsiderable interest at the turn
of the eighteenth centurgarticdarly in French treatiseshich containthe firstextant
lists of keycharacteristics’ Specific affective properties and descripts ofindividual
keys have been assignedtihe writingsof JearJacquefoussau, MareAntoine
CharpentierCharlesMasson and later JedthilippeRameau’® However, there is little
conformity between these listBhey include somsimilarities as welassignificant
discrepancies regardinige individual characterisations of keyghich is not surprising
becausethey e f | ect dowhsubjeztivd fdeling Is theearlyeighteenttcentury
the topicwas expandeturtherand many references to key qualitiesreincorporatedn
treatises

The subjects comprehensively investigated Matthesonn hisDas neu
erdffnete OrchestréHamburg,1713), in which hedescribesn great detaithe qualitiesof
eighteerkeys Howevetso me of t he key descriptions incl
treatisescontradict his earlier statemenf®r example, in 171Be described major as
0 modisposed to lamenting and sad passions thdnitov e r t i, svisleeimle 10 tarsd 6

1731he notedhat thissamek ey gi ves Ot he | mgatialarlyforon of be

173 ¢ minor:Humphries No. 5/ii (bb. 28); Festing Op. 4, No./& (bb. 57, 1213, 2931),iii (bb. 1-2);

McLean No.6/iii (bb. 2-4); Gunn5/i (bb. 2-4, 1012, 15); D minor: Gunn 6/iii (bb.-9); GibbsNo. 1/iii

(bb. 2:10); B minor: Festing Op. 1, No. 5/iii (bb. 447); GunnNo. 4/ii (bb. 78); G minor: McLean No. 2/i

(bb. 56), ii (almost in every barA minor: McLean No. 4/i (bb.-#). The ascending chromatic fourth:

Holcombe No. 5/iii (bb. 284) in D minor.

" See Rita Steblind History of Key Characteristics in the Eighteenth and Early Nineteenth Centuries

(Ann Arbor, MI: UMI Research Press, 1983), pp-33 Steblin also discusses the history of this concept

fromits origins whichcanbetaed i n t he ancient Greekbds Doctrine of
Renaissance theories about church modes to the beginnings of tonality.

1 Eleven keys are described in Jemtquefk 0 u s s Mé&hodidaire (Paris, 1691); 18 keys in Marc

Antoine Charpent i er 6cd69g thpuglishe)s; d& lkeym oisn Nateaudl s Ma
traité (Paris, 1697); and 14 keysinJearh i | i p p e Tr&éadele @ hu & rs(Paris) 1722). All four

lists are inclded in SteblinA History of KeyCharacteristics p. 40.
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playfulnessa n d | ¥°Thusakey éan have more than one meanimgisomeimes

the characters assigned mejenbe contradictory Significantly, Matthesorrejectedthe

common contemporaghargflat principle in keycharacterisation, according to which

pieces m sharps areonsideredively, cheerfuland hardand those in flataresad, soft

and languidMa t t h explamatiprsothese contradictionsn t heoriist s6 opi n

particularly colourful:

Like the ancients, contemporary theorists hardly agree about the

characteristics of the keys and therefore a uniformity of opinion in all

the passages given here cannot easilyrbended; so we are left with

Quot capita, tot sensufThere are as many thoughtstlere are chapteis.

[ €] everyone has complete freedom to for mul
descriptions according to his own feelingpsé ] Doubtl ess it may be t|
one key, which appears merry and rousing to someone with a sanguine

temperament, seems lamentable and distressed to the phlegmatic person, etc.

Like MatthesontheoristsJohann Heinichen, JohaKmuhnau and Friedrich Wilhelm
Marpurgalsoquestiordtherationality of attributingone definitemeaningor affectto a
particular key not leasbecausenanyself-contradictory examplesould be found:®
Unlike French or German theory bookgtgeenthcenturyBritish treatiseslo not
includelists of keycharacteristicsBritish aithorsdiscussonly the major/minorprinciple,
wherebymajorkeysare cheerfuand bright andminor keysare melancholicsoftand

sweet North describeghis distind¢ion as follows

Nothing is more materiatb be well understood by a learner then the
difference in the air of notes which as keys carry a sharp or a flatt third;

for the carracter of the musick depends on that distinction. The sharp
belongs to triump, mirth and felicity, and that to querulousness, sorrow
and dejection; and it is a wonder that so small a change in the cours of the

178 Steblin,A History of KeyCharacteristics p. 51. Steblin also discusses the examples of Eb major and B

minor.

Ybid.,pp.4452. |In Steblinds vi ewDervlkanmena §oellneste(1fi38) r ea s on
Matthesordid not include key characteristics, although other musical devices are described in great detail.

178 See George J. Buelowccompaniment écording to Johann David Heinichéhincoln and London:

University of Nebraska Press, a3, pp. 2834; Johann Kuhnagix Biblical Sonatas for Keyboaftlew

York: Broude Bros., 1953), pp. xjiii; Friedrich Wilhelm Marpurg Anfangsgrinde der theoretischen

Musik (Leipzig: Breitkopf, 1757), p. 117; an8teblin,A History of KeyCharacteristis, pp. 556, 80-1.
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scale should have such glaring consequet@es.

Thet e r flamesgandd&sharpness applied tothe third in the scaleverealsoused
in British contemporaryvritings to differentiatéhe two modeslohn Francis & la Fond
in hisA New System of Musewen goes so far as postulatehat in order to express the
very nature of flat and shakeys(minor/major)their propernames houl d be 0Soft
and 6 Ga'$Hekamyes thahesoftness of thé f keggiandthegaiety or
livelinessof thed s hlaeygarein factthe two qualities thatally distinguishthese two
modes andmoreover theterm dlatnes®applied to the modexpressesomething
disageeable whichis misleading athere is nothing disagreealitethe dlat keya To
conclude, gnerally speaking, contempordhgeorists supported the concept that each key
possesses its own individual expressive character and special (ffdditymany of
them especially British authorsjmply refrainedn their writingsfrom categorising a
definite affect for each keyit should be added thainingsystemsmployed athetime,
with their unequasemitonesenhanced contrasts between kejours®
The questios arise: didthe composers under scrutimake partialar associations
of a mood oemotionalmeaning with individual keys?i®they use tonality in an
affective way in their sonata3he difficulty in finding answes to these questionges in
the facsthat,first, therearm o r ec or d s o f viewsdoa keghamatensgiso s er s 0
or wheher they werdamiliar with the French or German writingsentioned above.
Secondthe varioushistorical sources should be treated with great cirp@ctson. Rules,
principles andcconventions varied from place to place and from compibscomposer,

andthere was noalways unanimity over certain interpretsis. Thekey descriptions

79 Chan and KassleThe Musicall Grammariarp. 170 (f.61v); Also the same flat/sharp distinction is
described in the treatises ©firson,The Theonof Sciences lllustrateg. 148; PlayfordAn Introductionto
the Skill of MusicK1703, p. 24;T[homas]B[rown], The Compleat MusieMaster(London, 1722), pp. 6,
16;John Francisella FondA New System of Musi¢kondon, 1725), pp. 492, 67; and Hawkins, pp.
56,60-1.

80 De la FondA New Systerof Musick pp. 4952.

1811n addition to sourcelisted above, see also Wilson, pp. Z81; QuantzOn Playing the Flutech. 14
86, p. 164; and Mozar# Treatisech. 3, &, p. 64

82 Eor a fullaccount of Baroque tuning, s@sven H. Jorgenseiuning(East Lansing, MI: Michiga State
University Press, 1991).
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incorporatedn treatisecannotthereforebe treated as aniversalstandardor all
composers, and appligadiscriminatelyto every piece in a given periokh shortthe
evidencdound in support of the concept of key meanings doesnpy that every
composefelt obliged to employonality in an affective way in his/her musikhird, the
usage otonal symbolismn violin sonatags notas clearly definable as it mighé in
compositions written to texts® Neverthelesst seems that this topic should be taken into
account irthis thesislespite its vergubjective and controversial natfé

As Table 4.5 showshe openstring keyqE, e, A, a, DG) constitute as mangs
50.5% of all thesixteenkeys employedh early eighteentitentury BritishSolosand
sharp keyutnumber flakeys. This implies that amorige majorfactors liableto
govern the choice of kap theseworkswerethetechnicaland acousticgbroperties of
theviolin. Thenumber of sharps arfthts and also open stringsablein a given key
clearlyaffects theease of executiofespeciallyin multiple-stoping, scale passages
arpeggiok Not surgisingly, thereforekeys such ab minor andB majorare employed
as primary keysnly once in thessonatasMoreover difference between the keys
emanateanuchmore from the instrumetihanfrom the key itself. Keys such @sor D
major are bright, sharp and piercing becahsg generally make more use of the open
strings and produce a morirant andesonansound; he more flatshere arehowever,
the fewer vibrationshe open strings makandthus, the effect is dudl, weaker and
darker.

Secondy, it is no coincidence thdahe sonatasand movementwith titles

BEor exampl e, -insrumenial veokkd the @Gffectsvseea ia both text and music are entirely
congruent in a direct way. He often associates similar emotional meaning with the same or rngdated ke

his dramati music:G minor with death, F minor with fear, F and Bb major with pastoral scenes, D and A
minor with eroticism, C and D major with triumph and ceremonies, C minor with melancholy and
serobusness, or E minor with fateeesCurtis Alexander Priceslenry Rurcell and the London Stage

(Cambridge: Cambridge University Press, 1984), pg6.22andel also attached meanings to certain keys,
see Hugo Leichtentri MQ21/2{%9%),mpp. 20828 Pp. 2LalB)naondd/inton Ar t 6,
DeanHa n d e | 6 s OratoriasnaadMasguegLondon: Oxford University Press, 1959), pp-B0

Some musicologists reject this topic especially in
realm of musi cal s unusicalsneaningi o rec@ntassr hovpewer, the soljectbast r a
been more popular and there have been many staidlieg individual composers (particularly Bach and
Beethoven) and their key associations.
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depicting positive feelings such aa Villeggiatura( 6 Ho | i d ay 6Pastokala | ent i ne)
Solos(Oswald)6 Le Revei l Matinlép, oMuaeFt deblbeP&s mp
OLOAI mabl e Gavaet tae & (i Hie kelpgsgpmrdpriate & yhss music
ast hey evokedpcbeet hal 6GNoE3dsin Eb majoGthelkéys 6 s
associateé with the presence of hor(the violin imitates a pair of hornahd thus
invoking the ideaf thehunt,an emblenoft he mands ki nship with ne
andcourageSince issues of space pradtua complete analysi$ each workonly two
sonatasin two contrastingeys:F minor(Festing Op. 1, No. 1§ndB major(Valentine
Op. 12, No. 12have been selected for examinatafritherelationshipbetween tonality
andthe musical materigAppendix A, Exx. 14, 15).
Eighteenthcentury descriptions of &key of F minorunaninously emphasise its

sombre moo@ndattribute to it the affecdf deep sadness

Complaints and lamentatio(Rousseau)

Appears to be mild and calm, yet at the same time deep and heavy
with despairlt represents a fatal anxiety and is exceedingly moving.
It expresses beautifully black helpless melancholy, and sometimes

causeshe listener to shudder wittorror.(Mattheson)

Tenderness and plaints; mournful songs. (Rameau)

Hath somewhat that moresembles a dolorous malenchaic] than
any of the rest [keys]. (North)

Pathetic and mournful to the highestgree. (William Jones)

Funeral melacholy. (Hawkins}®

Compar ed t dersoeatas, hisargnorsSonata (Op. 1, Ndl)differs
considerably both technically and musicalyo mpr i si ng only 95 bar s,
shortest violinSolg, and italsohas the darkest timbre. The D and A strings permeate the
sonority of the workwhereas the E string is used sparingly. Technically, the piece is not

as demanding as hmher sonatas ants predominantly flowing stepise melody with

185 Quoted inSteblin,A History of KeyCharacteristics p. 265.
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many scale patternexeated with legato bowing, invokeomparison with the human
voice. Widelaps (a hal | mar &adundlurrddpassdgeare gparse instisy | e )
work.

Festingods s o rb@keaFmmer ghord @ayedby thekliolimsoloin
aslowtempo(Largo) This quietopening projects the moad thewhole movement from
the very outsefThetonic s followed bythe submediant@b majo) andthena
diminished seventh aime sharpenedeading noteAmong all the sonatas analysks is
the onlyonein which a diminished seventh appeassthe third chordrhis harshand
tense chord the mostextremedsn ance avail abl aintpressibheofst i ng
noveltyfor its timg andcreates an immediate feelingarhotionalintensity. Thebass
entersn the second bar withfagure, whichover the next three badescads
chromatically from f(Tonic) to C(Dominan). As alreadymentionedthe passus
duriusculusb y F e s t iwas@ddrs/entionaimeansor idiom used teemphasisa
whale range of texts expressing grisbrrow, suffering, death, crucifixion, longirand
melancholy.*®® It oftenappearedh the bass lines damentj hencesomemusicologists
cal l i t 6t lhoeexdmalethe batss liheade of the mostdmutiful and best
known | ®metmientt When | am inParcetb BidmandkAzneash 6
(1688 is built onthefalling chromaticfourth ex tono primoAs Ex.4.51demonstrates,
i n Purcell ds and Fest iarepgateshn theofirstkasd lastibesa ¢ h r o m:
(i n Fest i ng éobthedast beat); and tadiarmorasation is the sanfand

alsoi n McLeangéesplBhp . 2/ i

18t should be added & the ascending chromatic fourth was often associated with words of hope,
anticipation, redemption, with things which should be looked in the future or to stir up expectation
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Interestingly, Peter Williams in hiBheChromaticFourth presats thesearticularfive

bars fromDido and Aeneasas arexampleof Pur c@u h ibg u e

har moni

lamentotopos*®” In fact,already in 1681 Corelli employezkactlythe same harmonies

for the descending chromatic fourth in his Allegrddgd. 1, No. 14i (bb. 245, see p.

130).%8 The rhythmic similaritiesthe long arch of the linemnd the parallels betweémne

Omour nf ul 6 -nairfofkeyarnd théafentoshiggestRhat Festing probably made

explicit

r e flamenthassltas worth addingdhatidissidiom also occurms

the Fminor trio sonatas dPurcelb Blo. 11i (1683) and Coreld s

although withdifferent harmoniethan inEx. 4.51

At bars 224, Festingagainusesa chranaticsequence in the bass ljfieom

e to C The three falling scalstepsintroduced in the fourth bdEx. 4.52, motif6 A 6 )

87 williams, The Chromatic Fourthp. 70.

18 The same harmony for the descending chromatic fourth wasyséat exanp | e ,

L 6 Es p a@mirm) amdLa Piémontois€G minon; Pas qu al i

e ( &d ia gNioa ,

Al binioni

6 Cr uc i fmhis Bmidor Mass@nd in his-khi nor

Op.-mibnoNp;

Cantat a

The use of the same harmony could have been ceintzit] since a chain @f6 progressios was a very

popular harm ni ¢

schema at t he

ti me;

or

esod f

Op. /i(3689)No. 9

C osanptasr i n
violin sonata Op.
1® (Dhemi nor); and
6Weinen, Klagen,
it could have beer
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form one of theessentiamotifsin the genuine musical pathos of thenataThe
inclusion of this moti{atg~f) in theincipit of the next movements significant, as

it immediately creates the mood of melancholy and foreshadovisrtheoming
emotions.Themelodyusuallygoes up by a jumpr triadically only to move again by
step in a downwards directigix. 4.52, motif 6 B.&emitonal intensity combined with
descendingnotion, which pervadenelodiesthroughout the sonatprovidea striking

effect,an appropriate musical analogue to feelings associated with grief

Ex. 452 Festing, Sonata Op. 1, No./lL1argo, bars 49.
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Particularly remarkable s t h e s o n ahich iéexceedirgly rich indissonance
chromaticismand diminished chorgdsdorning it witha dark coloung andmelancholy
characterFor example, the second part of the Allegro opens with arpegagatsshding
diminishedseventhchords, indicativef intenseemotion. Amodulation to thepastoral,
peacefulF majorfollows, projectingamoment of joyandhope thathe negative moosd
statesof its minor siblingwill not prevail Alas this ephemeral hopis all too short the
excruciatingdiminished seventh returngepictingthe emotion oinguish At no point in
the whole workis the major mode firmly establishéar an extended passadgeventhe
sonataés third movement, Adagio, adopts C |
or paallel majori a choice in all likelihood made for affective reasdftse application
of theminor mode contributes to the uniformity of mood within the pigd&e tradition
of employing these two keys, F a@dminor, for works expressirigmentation, grief or
gentle melancholic sorrow was already wedtablishedn English musidasis evident

inPel ham Humfreyds OB utrlitéawathe rfsoro ft hBa Qulece



222

Funeraf) Burial Servicexiii 58, or Blo w @Ish e Q u e ediuthd. Askinghie c e
preceding movemente¢ melodyin theC-minor Adagiois built onsimilar sigh
motifs, falling scale patterns andinor thirds However,the Adagio includes only
onediminished seventh (b. 5) aadew nomentaryharmonic shifts t&, D,andC
major, whichare like rays ofight, penetrating @ea ofprofoundsadnessThefeeling
of sorrowthereforeseemsnore gentlelesspainful thanthe deepdespair of the
movemens in F minor.

The character of the concludiAdlegro is very dfferent fromF e s t othreg 6 s
giguelike movementsHere he seenmmore interested in expandingthreo ve ment 0 s
expressivalimensiongather than its dance characfeine openingantecedertbreaks
off for acrotchetrest after which theonsequenfollows. Suchsuspiratiofiguresrecur
throughout the Allegrohavinga mildly disruptive effegtyet a listenehears in these
brief, pregnansilences an intensausicalmovementin order to build up more dramatic
tensionthe rests are sometimpgeceded by chord comprising seventh andn
augmented fourthn bars 1315 Festing once agaimaffirms the gravity of this-minor
sonata by using descendingnpassanthromatic fourttbothin the vioin (f*-c') and
continuo(f-c), in aparallel octaveAscendingminor seventhandtritones and
descending major sixthiscluded inthe violind s &6 | a me mdreageta affectwvey e 6
potency™®® At bar 21a sequence of Valterationg(f-bo-E/-Ab -Db’-g’- C’-f) sets the

sceneharmonically for théorthcomingF-minor scalethe remainder of sorroand

gloom
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189 For example, Johann Philipp Kirnberger in Kisnst des reinen Satzes in der My@krlin, 1771)

describes the ascending minor seervseendt,h aansd Ottheen ddeers caenl
si xth as 0r e ArteofStritt Msital Cdmposisiogtens. David Beach and Jurgen Thym

(New Haven: Yale University Presk982),pp. 3734.



223

Theemotionaltensionintensifies At bar 22the bassnd violin begirto play a
descendindr-minor scaleending on the seventlegree In contrast to the continuthe
vi ol i nmovdes mleaps@dnv’-d’, etc.) The leapsarenotatal without slurs in order
to emphasiséheir expressive meaning and significance, especiallytkthsis the only
unslurredpassagdonger than two beats) themovementTheygradually wicgen (from

a @hto a13th), projecting a feeling ofrowingsadnessr waves of anguisrandend
with a scream gpain, indicated bythe diminishedchordon the leading toné&g-bb),
arpeggiatedhrough all four strings, frorg to g2(b. 24).**° A fermataon ¢ prolong this
burstof extremeand exceedingly movingmotiors.

It seems as theclimax of themovementas been reacheHowever after a
crotchet resthe expectedesolutiondoes not comelhe bas®nce agaimeturns withits
Gorrowmo t i affafling Fminorscale but this tmethe violin partis filled with amall
intervals, executed legato, as ifitalicate acceptanc&hefeeling ofanguishis less
intense Yet, at bar 28thediminishedchordcomprisingthree tritonesdiabolusin
musicg brings bacla searingpain, after whichalong silence impregnated with tension

and expectation follows:
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In the twosubsequeriinal bars(29-30) in the violin parta falling Fminor scaleand two
0 Andotifs encapsulate the feelings of gentlenessiancholy and sadnesisat have
pervaded the entire sonafatiercedePicardiei a s i g n dods ndt appepasa
mood of deep sorrow prevails to the eflde intensity ofeelings, the expressive power
and the affective impact dis movement, ants last tenbarsin particular(bb. 2:30),

are breathtakinglo quoteMa t t h e s o n -miFneosrt isnognbast aF 6 e x pr es s e

199 Unfortunately, Festing did not include dynamic markings in this sonata, but one would expect a gradual
crescenddrom bar 21 to 24 to emphasise the growing tension.
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black helpless melancholgnd sometimes caust listener to shudderi t h  hor r or 6.
Like any key with more than four sharps or flats, B major rggarded as the
extreme kg in the early eighteenttenturyand was thussedvery sporadicallyThe

character of the key watkescribeds:

Harsh andglaintive. (M.A. Charpentier)

Occurs only sometimes, and seems to have an offensive, hard,
unpleasantand also somewhat desperate character. (Matthiéson)

Valenting shoice ofthis remoteand desolate key fdris Sonata Op. 12, No. 12he
longestintheset (189 bars)ay have been inspirkRmaoby Gi use
violin sonata Op. 8, No. @714) As mentioned in Chapter,2he twocomposersvere
members of the band at the Ruspoli Palace and niowbdsamecircles.

Incontrast o F e B-minonLgrgosvV al ent i neds ,Gravee st movVv e me
focuses around 6-5 joy motif (majorsecond) and rising scale patterirs
demigemiquaverand hemidemisemiquaversiowever, the affective power of these
joyful motifsis temperedy the appearance stidderfalling minor seventkin the violin
(bb.9,10,12,13)an i nterval descri bed fbryi gihBtHiaunind Ki r
second movement, Allegro in 3/8, is writteraitVivaldianstyle, with continuousapid
passages full of passigrestlesenergyandvigour. The openingising triadsand bold
octavesstrikea sense of urgency, triumph and strengtreyiMall be repeatedn
many occasions later in the movemdygcomingtsé | e i t mo atriumghant Af t er
beginnng, passages ahimmeringdemisemiquavetremolosfollow, the fastest tremoto
found inall the sonataanalysedIn the second sectidhe two instrumentare involved
in a continuoushanimated discourse, by exchangstwrt storrdike sequences of
semiquaves. Themood of excitemernis sometimes disturbed by unexpedease

dissonancesuch as minor nihs (bb. 1516),6t he tr emendmors| y fri ght

91 Quoted inSteblin,A History of KeyCharacteristics p. 303.
192 irnberger,The Art ofStrict Musical Compositigrp. 374.
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seventls (bb. 80, 86, 109 117),*** minor seventhgbb. 4752, 78, 10619) and byharsh

diminished triadsn the continugbb. 24, 4381, 110. Especiallyaffectivelydisruptiveor
even®ffensivedis aseries of consecutive fifths in the b&<B (B major),preceded by

the C-sharpminor chord(bb. 26, 32. The following Adagiosa pl easant Oseesa
movementproducing the effect of soothing balsam in comparison to the stormy and
passionatdllegro. Its main motif repeated in almost every bar, is a falling sixth

(sometimes fifth) followed bywo minor ortwo major seconds, accompaniedaayinor

or majorchord Thisjuxtaposition of the tonal symbolism wfajor/minormodesand the

motivic joy/sigh interplaycreate ard a f f e ¢ t i The lassneoeementyAllegro in

12/8,projecs a feeling bjoy, depicted byising sixths, major secondandascending

scale passageisike Festing,Valentine uses a scale passage attia of the sonata for

affective reasons, to butdp a crescendo densionandmomentum Theirpassages

however express two differerdffectssUn | i ke Fe st i scgldismrisingbael ent i n e
and ends on the tonic (instead of the distied triad on a leading ton&)ereby

conveying positive and more extrovert emotions. In bar3®® combination of

ascending steps and widening leaps creates a gradual emotional intens#icdtion
excitementculminating in a climactict{Ex. 4.53. A diminished chorgprecedinghe

tonicat bar 30makes aesolutionmoreemotionallypowerful.In Quantd s  w o hédTs
moredispleasing thdisturbance of our pleasure, the more agreeable the ensuing pleasure

seems to us. Thuke harsherthd i ssonance, the mor® pleasing

Ex. 4.53 Valentine, Sonia Op. 12, Nol12/iv, Allegro, bars 2381
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193 pid., p. 374.
194 Quantz,0n Playing the Flutech. 17, sec. 6, §12, p. 254
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The abovesummaryanalysis clearly demonstratéhat Festing and Valentine preserve in
these two sonatas the traditional association between key and motif, btivmesand

figura.

Melody
Study of thel09 sonatas shathat he formal layout o movement as
conditionedby thematic aspects wakwly evolvingover thefifty -year period. There is
a gradual transition frorthe systematic elaboratign6 c ont i nu o wftheex pansi o1
material contained in the heaabtif or themeto structures basesh a succession ahort
thematic units o6 d e eelatéd or unrelatedhepr ocess of O&écomBti nuous

well described by Bukofzer:

In its most consistent manifestation, continuous expansion produced

a movement that elaborated a single motive in an unbroken series of
rhythmic figures, running from beginning to end without a break like a
perpetuummobd [ é] More commonl vy, however, there
incisions in the movement. The motive wastidctly stated and then
consistently expanded in modulatory fashion; when a new key had been
confirmed by a cadence the same beginning was restated in the new key,
further expanded, and so on to the end. The basic pattern was what may
be caled an open form; it can be represented by the diagrafdjANXnj

A nX , etc., in which A stands for the motive, X for its continuous
expansion, andifpr the various key§?”

Movemaents governed bthis principle show strong thematic uniiotifs andthemes

are developed by usingelodic,rhythmic, harmonic, or texturahangesyariaions,

transformations or rarrangementCr of t 6s sonatas are particul
consistetly continuedthematic materialderivedalmost entirelyfrom the openingnotifs.

I n Oswal dbés s on a thataditiormlBarogbheentinnduh expansiomasn d |,
practicallydisappearedynly traces of the former sequential aooation survive in some
movementsEachmovement is subdivided into correspondiolgarly aticulatedphrases

usually of equalength,with or without recurring element¥he phrase parallelism is

195 Bukofzer,Music in the Baroque Ergp. 35960.
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further enhanced by cadential harnoprogressionsAl t hough Oswal dés t he
nolonger shaped bydistinctBaroque heaanotif, they still do not show the definite
character of typical Classical subjecibus, intheir thematic aspects resnatas
represent a trait®nal stage fronfree Baroquecortinuousexpansiorand thadeal of
thematicunity to the themati@arrangement thatharacteris sClagsical continuatiai
anditsconcepo f O6unity in contrastoé
Broadly, thesubjectdn most other setsxhbit various stages ithe transition
from Baroquepatterns to those of p@lassical typesSomearebuilt onthe principle
of continuous expansiarf the basic ideffor examplethe contrapuntal movements
discussed aboyeA great many movementeoweveraremade up of smathematie
unitslinked together like a chain. In other wordg¢heme in itscontinuation underges
some transformation&ortspinnungtechnikor sequential progressipantil eventually a
new themas introducedOne observea growingemphasis o clearcut periodic melody,
atendency towards phrase paralleti@ndstricter organiationachieved bysymmetrial
or conplimentary phrases, marked &f§ rests and cadencésr exampleFe st i ngds Op
8, No. 4/icomprises chain of four foubar phrases, ending with a fxar perfect
cadenceEach phrase is further divided into twooklvar motifs separated by a quaver
rest Repeats of sommotifs serve to unify this otherwise free succession of different
ideas.In its structural outline thisnovement no longer adtes to the Babque principle
of Fortspinnung The single componenthoweverare subjected to free transformation
rather tharto systematic development in éa€sical sense; furthehe principle of
contrasf(i.e.,thedramatic confrontation between opposthgmes)s absent.
The sonatasxaminedadoptthe principle of comtastlargely between rather than
within movementsBesidescadential anssreferencesmovementsre sometimes
interrelatel by subtly similar incipitsrecurring motifsharmonic progressior melodic
shapesas, f or e x a mpniiner,sonatgdiscissesl bbove)gdbusn nF0s Sol o V

in D major. Gunrinvites the listener oajourney through fie different musical
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landscapesLargo/Allegro, AdagioAllegro, Siciliana andMiinuett. The tripbegins with a
triumphant Dmajor chord and t r u mp e t doftedcnofcteets ittsrdsin (he violin
par, recallingthe opening of &rench ovedre.Suddenly, in the fifthar (Allegro) a
group of semiquavenmssesby stepto reach din the third position anthendescendso
the first position A newtrumpetcall (Largo)announcsthe arrival of A majorafter
which another group of semiquaveises rapidly (Allegro)tot he hi ghest Opeak:
109 sonatas &’ in the seventtposition

In the following expressiv®-minor Adagiothe melody and moochange
dramatically.Eight bars ofa falling chromatic line, with frequent diminished chords in
the bassbring afeeling of melancholy. The joyful Dnajor returns in the Allegro, which
is formed by wide jumpandsemiquaver scale stefdhedottedrhythms of the Siciliana
andits drones (doublestops in the melodytpkeusto a pastoral landscape in which
Arcadian siepherddive in naive bliss, happiness and innocefi@® from the artificiality
of the court(perhapsexplainingtheirregularphrasingz:€:13). The journey ends in a
French salopwherewe are invited tgoin thedanseurgo follow apas demenueta
symbol ofcourtly refinementindeleganceAfter such an adventuroasd intenserip
(only 179 barsg listener may feed 0 me wdizayd Altliough eachmovement has
adifferentcharacteandaffect, allfive are unified byte subtle similarity other

incipits:
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With regard to the orgaration of melodic lines in the fifteen sets scrutinised
Croftd subjects are builbn awell-tried schemarising and descendirgjepwise
sequenceandtriadicfigures, supported by a clear sens@armonic direction with
heavyreliance orsecondary sevenths by fifthBo intensify theexpressive contemf his

musicCroft oftenemploysthe intervdic leapof a fourthor octave(Ex. 4.59.

Ex. 4.54 Croft, Sonata Quartal/v, [Vivace], bar85203.
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Thecoherence fathe traditional Baroque structuaad continuous expansion dhe

fundamental principegoverningthe unfoldingofthe e s onat as 6 fHlreemat i c
of Cr o slawdnsvemens (Quarta/iii, Quinta/i, Sesta/gpen with the samgattern

discussed abov@. 163). The cantabilequality of their melodic linegs enhanced by brief

melodic aspirationsyhich seem very Hlianatein characterFast movements are built on

a continuous rhythmic impulseith running bass lines whidisoparticipatein the

elaboration othematic materialA | |  Cmowements show stromgythmical

unification anchomogeneitya featuragarely found in the sonatas published at the end of

our period Although in hispreface tdVlusica SacraCroft acknowledged his admiration



for Purcell,@dhat greatMlastebw h o

has
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sonatas show more Italian tHurcellian stylistic traitsThey lack the ricikchromaticism,

frequentdissonanceaugmented triadsand the angularity so typical Blurcell,even

thoughthet unef ul ness

Oil mproauv e dt ted Engl i sh S

a ssdbjedshredledm 0 fc Cmpdttrdi ot 6 s s

Vi n er 0sheraldha l@egirming ofVivaldian influence They include

suchfavouriteVivaldian devicesassequential repetitia®) octave leapsndulé(Ex.

5.36), passages oheasured tremolasoving stepwis€Ex. 5.33, and the doubling of

the violin partoy the bass Vi themnatibelaboration strongly relies @equential

repetitionsthe purpose oivhichin fast movements i® showcaseé h e

\Y

ol

hand techniqueHis allegros arduilt on a fewmotifs (usuallyderivedfrom the motto)

repeated irsequencesyhich move primarilyoy stepup and downSuchsequential

repetition isparticularlyextensive in th&®-minor Allegro of No. 3/ii. Its four-barmotto

(bb. 1-4) underlies amrtire movement
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The contour of this melody ismpedby theintervals of &ourth, fifth, andoctawe, while

its internal movement is dominated tine interval of a secondhe risingd -2-3 66 @

f )digureintheme | o dy -7vi§téeddd @rdthe bass&came a favouritepening

scheman galant musi¢see, for examplehe keyboardsonata®f Domenico Cimarosa,

or the Op. 8 violin sonatas &f & A b bilg).*°f Aefewfmotifs of theopening phrasare

elaborated in theuccessiveequenceslhe next eight bars alriilt on thistwo-bar

1%8E o r

mor e

Ideology pp. 514.
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This long, eightoar sequence (bb. 28, from b-flat’to b') leads to a new thematmd
tonalarea(A minor). Its materia(bb. 24-32), opening witha and closing withe?, is
formed mainly by stepwiseovement

Bar 33marks the beginning of treecond parof the movement, which is a
repetition of bars-1L3 in A minor(bb. 3348). At bar 49%the home keyD minor (bb. 49
56), returns As in the mottoJeapsof a fourth, ffth and octavekippingdown or up from

the fifth of the scaléA) shape the overall melodic line of the movenertich could be

presentedhus ), while the interval of @econd is fundamental &il the
sequential progressions | n Ti | mout héds view, Viner shows
to carry on the thread ofmau s i ¢ a | ardumentbsasohehe sequen

of the passages beginning at b%Today 16] can
Vi n er Gssive esg af epetitiomay be interpreteds a sign ohislack of melodic
resourcefulnesand imaginationhowever Viner himself mg have regardethis surfeit

of sequences innovativeand progressiveSequentialdiomatic passageork is intended

as atour de forcefor his quick movementsFilled with semiquaver andemisemiquaver

scale runs, string crossing and arpegdios allegrohavea rhythmic intensity, vigour,

drive, and a weltirafted interplay betweehé twoinstrumentsNot surprisngly, the set

" Tilmouth,6 Chamber Musi c-1i7R2@B2%gl and, 1675
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met witha sucess that encouraged Walshreprintit just eight months after its first
publication(see p. 88and to advertise it about twelve years Iatér.

The new, galant tendency towards cleat phrases already becomes evident in
Ecclesds sonatas. Many of his movements r e
usually of two or four bafdength, although their arrangemastoften asymmetrical.

Frequent repetition of phrases and motifsed as a means of expansier distinct
featureof this setThe Solosof Ecclesand Oswald differ gynificantly from the rest of the
SolosexaminedBoth collectionsare governed bthe concepof simplicity, clarty and
naturalnessThe rich harmonic vocabulary of the late Baroque style is dramatically
reduced andthe rateof harmonic change is slowed dov@hromaticism is rare&Complex
polyphonic and imitate textures are discarda@dfavour of simplehomophonidextures
with harmonyrelievedof its most intense and expressa@mbinations.

Thenav et ® i n Eccl es 0 drunetetracditiorairsFrance.ITleet es t o
brunettesnverepastoralcharming littles ongs (6 peti t s nuechr s tendr e:
emdional intensityor complexity and theyenjoyed a phemoenal mpularity in late
seventeenthand eighteenticenturyFrance One of the great enthusiasts of this genre
was Michel Pignoletle Montéclair, who rearrangesanybrunetesinto instrumental
pieces. In the prate to hiBrunétes anciénes et moderiiBaris, after 1716) he states
that:

Those complex pieces in the learned stidavgilléed do not help to

shape théaste, nor do they encourage the cultivation of a beautiful touch:

all one needss a quick hand to play rapid passagerk, arpeggios, and

the like.But for thepetits airsone has to have not only a natural genius,

a delicate tasteand a tendedisposition of the hand; one hdsato have

0 s otadivé them theitrue expression [ é] The French can boast,
rightly, that they are the only peopddo have the true taste for properly

performing the geces which other nations calhgatelles Other nations

areaccustomed to music which is overcompoSéd.

It appears that Eccles also had the true tastetéarder and natural style. Hitear and

198 See Smith1721-1766 p.337.
Quoted in Erich Schwandt, 6LNQ6B/I @978 pu@Ad3(@Publ i shed
104).
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simple melodic lines, frequeparallel thirds andixths between the two voicderive
from thischansons @ansr tradition. The AllegroModer at o 6La Fi del |l e C
(No. 10/ii) is an interestingxample of anovement built entirely osemiquaver passages
executed in thirds betwednot h i nstruments. Indeed, the b
solosenza cemabalsic] @&t he vi ol i nés v erThergafesavardh f ul ¢ o |
othermovements in which botbartsmovein the samesteadyhythmical flow ofquick
semiquavers (Nos. 1/v, 5/iv), dottedrhythms (No. 8/iii),or quavers (Nos/i, 6/).

Similar stylistic featuresrefound inMo nt ® c | a iAreSesnblancerisk s .
particularly striking letweenE c ¢ | Nos ®/iand 4/andMo n t ® d_& RaixSixiEree
Concertfor flute and basépublished probably in 1729), althoughEc c | es s mov e me
aremuch more developed, elaborate, technically demaratiddongethanthose of

Montéclair (Ex. 4.55).

Ex. 4.58. Eccles, Sonata Nd/i, Le Reveil Matin, barg-4.
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Montéclair, Musette, bars4
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In addition to tender little airs E ¢ et adsanéasporatesnovements built on rapid
passageork, broken chords, measured tremolasgarpeggiosvhi ch require 06a
h a n Hidtreatment of the bass line reveals characteghtioents of the newly
emerginggalant style such as repeated notes or chords (drum bédssé&s)joctaves, and
Alberti and other types of brokeshord figurations Sometimes the violiserves a strictly
accompanying function as Mos. 6ii and 7/ii, orthere is an exchangé figurative
material during the coae of a passage, resembling thacerto style (No. 1/ii). @logue
may involve continuation as well &geral repetition.

Oswald sonatagepresent the newalant styleThe phrases atgalance and
clearlyarticulated, usually twoor four-bars long. Thg are sometimes repeated either
literally or sequentiallyThemelodies are very simple, tuneful and livetyodelledon
folk song Theymove in weltbalanced and smooth curves, primarily in small intervals
(seconds, thirds). Intervallic jumps@stlysixths and octaves) serve solely expressive
purposes and are usually softened by diatonic neighbouring Rbtghimic patterns,
often adopted from dance types, andivened with dotted rhythmScotch snapand
syncopationandthroughemphasis of weak beats in the bpag (Ex. 4.56). The
rhythmic vitality andiveliness of terperanentaretraitsnot altogether surprising in a
composewhoworked as grofessionatlancingmaster(see p. 5%

Althoughfrom a purely technicatangbointthese sonatas are neitlobiallenging

nor remarkable, thie charmliesin their natural and simplgricism dvithout pretension;
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like a naiveshepherdess without guile whose simplicity would be heronlyn a fi%® n t &

This simplicity of melody, harmay, structure and expressioruised by Owald as the

stylistic signifierof galant pastoralism. Hevoidsemotional outburstt n f avour of 0
affecti onsd wh vocabulag bflthistyle. Frequegt sidginootifd irteasify

the expredse content of the melodieand addsoftnessmellowness to theicontours.
Chromaticalterationsand the juxtaposition of contrasting tonal planes forwatc

purposes werene of the typical musitanar ks of gal atwhichtlesensi bi | i
Amoroso of No. 4s a goodllustration Th e mo v eamfiefretc@ s onate or Oam

characters heightened bg shiftfrom the Fmgor to Fminor chord ané diminished

fifth chord,in bars8-10 (Ex. 4.5&).

Ex. 4.56. Oswald, Sonata No. 6/ii, Allegro Moderatmars 912.
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20 jeanMarie Morel, Théoriedes ardins( Pari s, 1776), quoted in Jill H. C

Utility, Pleasure, and Marid nt oi net t e 6 s EigmeemhEaentury Studiesd (1893), pp.
30418.
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Humphriegs sonatanovements range from chainssafccessivéortspinnungs
unitsto symmetrical arrangements i@&gular phraseepeats (as itos. 3/iii, 6/ii).
Melodiclines areformed mostly bystepwise progressionalternating with triadidigures.
Theirexpressive quality is often enriched by chromatici§he continugart intended
for asbwi t6l B a t hr ough Ba &seeryfagdiveMdvdmentsHar psi ¢ hc
featurelively and spiriteddialogues betweethe twoinstrumentssometimesvith the

bass partechnicallymoredemanding than the violin pgEx. 4.57%.

Ex. 4.57 Humphries, Sonata No.ig/Allemanda Allegro, bars 27%.
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Some of Hdawpnbvemeats, distheir descending bass lingsx. 4.42), or
his sarabandNo. 6/iii), with itsalmostcontinuous quaver bakee against a simple and
tunefulmelody(Ex. 4.3)), resemble the styliavouredby Corelli. However,the sonatas
alsoshow Humphries as@ o mp o speomisirigpaf t s 6 (), ofeceatie. 4 8
individuality, particularlythe Allegro of No. 4(Appendix A Ex. 1§. Thismovement
has aeautifulmelodic and rhythmic intensity, drivaad vigour sypported bystrongly
directional harmoniewith chromatic colouring; meanwhiléhe Largo ofNo. 2/iii
succeeds so well icreating the lightness and grace of tone and expressidnn
projecting the elegant simplicithatwas characteristic dhe galant style. Here
Humphries spins owt long 29-barmelody by linking and repeating singbar units,over
an accompanimeraf simple harmonic progressioasd a continuous quaver b#Es.
4.229).

Valentin@ s Op p. LUa¥ileggnmurg differ intheir formal designand

characterThe fourmovement cycle of Op. 12 is replaced by ttmee movement scheme
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in Op.13. In La VilleggiaturaValentine shows greater tendency to write mgrassages
in smaller note aluesandwith more rhythmic variatiothanin hisprevious setThe slow
movementsn 3/2 or G built on a succession afinims andsemibrevesandthe long
freely spurout melodic arches &p. 12,No. 9/ii, andrhythmically homogenous
motif, are not foundn Op. 13 TheVilleggiaturad melodiesare elaborate argresenan
agglomeration of many shodifferent rhythmical particlegEx. 4.58a). Their patters
arecontinuously changing, as if in a kaleidoscdgdetably,thisis theearliestset of the
sampleto includeLombardian rhythmswhich, acording to Quantz, belong to the
expression of gaiety and boldné8sThe charactestic featureof Op. 13is thefrequent
use ofsemiquaver tripletand a twedemisemiquaversemiquaver figurasrhythmic
ornamentatiogof a main melodic lin€Ex. 4.5&). Short stepwse progressiongreceded
either byinterval jumps or triadic figuresyre the primar component®f the melodic
lines in Op. 13

In Op. 12, on the other hamugelodicpatterns such as scale rumeasured
tremolos arpeggiosbariolageandonduléare used more often andextended
sequencesSow movements include writteout passages of florid diminutions (discussed
in Chapter 5)In both sets the bass Imenovepredominantly iran even rhythmical flow
The phrases are clearly defined, although their regularity is prevented by extensions or
overlaps. The Allegro of O@d.2, No. 2/iv, which is one of the very few movements
dividedintor egul ar phr ases (24cM0)pitovidgsa doodiexamgea r s
ofVa ent i ne6s tarefulland tivglyneladieswithi lighehearted charntEx.
4.58).

201 Quantz On Playing the Flutech. 11, 86, p. 125.

o
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Ex. 4.5&. Valentine,SonataOp. 13, No. 4/i, Largo, bars 103.
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InMc L e asonétas the emphasis isthe systematic elaboration of the
subjectrather than olits symmetrical distribution within a movemehtelodic lines
move prmarily in gepwise progressiorend in an ascendirgescending directigrwith
occasionalarge jumpsin the Giga of No. Bhese two contrastingelodic
figuredprogression§ ma r k erdd 6ARBO aia)are Bvolved ih a GoRXinuous
intense dialogueExtendedpassagesf brokenchords and arpeggi@ppeaitn Nos. 2/iii,
3l/ii and7/iv. The interval of a fourthyrittenin different variantsplays a prominenble.
For example, the bass line of the opening titr@eAdagio of No. 4 iBased ora
descending chromatic fatl while the violin part is dominated by leapfa fourth. The
main motif of thefollowing contrapuntal Allegro is also thEassus duriuscusee .
131-2), and the unifying ideaf the lastmovemen{6 G a V) & thém@&lodic elaboration

of thefourth (Ex. 4.5%). A similar agproach is taken in Sonatas Il and XIthough the
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sonatas are foviolin and violoncello with the harpsichord, the bass line is not as active

and technicalljdemand ng as i n Humphriesds sonatas.

Ex. 45%. McLean, Sonat&lo. 5/iv, GigaAllegro, bars 17.
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Mc L e allegras are spiritecbutthar rhythms arerather homogenouSurprisingly,he
does noemploy ScotctsnapsC o r sihfluenaiis plainly evidennot onlyinMc Lean 6 s
contrapuntal and variation movements (discusdErye) butalsoin hisimitative
openings used in as many as nine movemeetsrénce t&C o r e trid sonats).
Cross-movement harmonic referenaesanother similarity oépproach

Ho | ¢ o mangldrmbardian snaps, shedrm chromatiénflexions, repeated
trills, infrequent use of suspensions and avoidance of contrapuntal texture in his sonatas
yield a stylewhichis lightand airy.Unlike McLean, he abandonéditative openings in
his solos The Allegro of No. 2/ii, with its drurdbass accompanimentat, separated

phrasesand repetitiongyrovides a good example bis light-hearted sty
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the noblesimplicity which so appealed to the auttes of galant courts. He alemploys
schemata whickvere very popular in the galant stylghe Presto of No. 5/beginswith a

favouritecombination otwo suchschemata
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Th e -5@-8/4-3-2-1 6 p agedasarrasponde theopeningd -P-3/1-7-1 figure
becamethe stockin-trade of galant composet¥ The three hammestroke formula
openingthe Allegro of No. 6/ii, theobust scales and strirggossingfigures inthe
Spiritosoof No. 4/ii andthetwo Allegros of No. 6 are very Vivaldian ircharacter.

Il n Gu n n 6 gbjedsamdadntngations are often made up of two ane four
bar units sometimes with immediate or interlocking reped@tse continuo part, intended
for t he @i¥aftenveoyrlaberatdtodhe point of distressinglr Hayes, who
describes these pieceshis pamphleasadatherDuettos (for one Part was as principal as
the other) for a Violin and VioloncelipHayesthenadds:6flyou turned the Book upside
down, and played the Basg the Treble [ é ] it woulagopd oduce equ
Harmony and Connexi@3i% Only in the Vivace of Noljiii is the bass linactuallymore

active and technically demanding than the violin part. In other movements the two voices

250me of the mostopular galant schemata are described by Joseph Réeiahgsgriinde zur
musicalischen Setzkunst: Grundregeln zur Tonordéngnkfurt: Christian Wagner, 1755), pp.-230.
Riepel gave names to several schemata; for example;3#e3descentisnamedFont e 6 .
23 Hayes,The Art of Composing Musip. 18.
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participate imna dialogu€full of rhythmic vitality and energy.

G u n méammer ofdevelopinghe melodicline is sometmes striking in its
disregardor uniformity, jumping fromonetessiturato anothermovingchromatically,
andthensuddenlyin chordal passagewith constanthanges ofhythm.These traits are
paricularly evident in Solo V. Its second movemehitegro, is a mixture odescending
stepwise progressisywide leapsacross the ghgs, chromatiscalesand multiplestops
usually comprising a seventh aadgmented fourtfAppendix A Ex. 12. The rhythm is
restlesswith rapid change#\ complete chromatic scaie bars 212, based on
syncopated rhythntreateghe sensation of amccelerando T h e  Arelbde gne o 6 s
is not so mucltharming,as lively and spatkng. Again,Hayes mock&&u nn 6 s
compositional skillsnoting hat o6t he D o6]Rules wéresrathjeRao phstauseh
too dry, and full of Labour, forone of ffiyGunwoélsdt i | e *DTherpsolsis t i on 6 .
that n contrast td® e p u senatass G gareadiinitely not dull.

Thesonata®f Festing and Gibbaintain an individual charactehematic
vivacity, and buoyanthythmicvitality that prowed especially popular in BritailVith
thirty-twoviolins o nat as thameoVee tsveniy yegré o creativity, it rot
surprising thabne can find a wider rangé movemenitypes(contrapuntal, rondo,
canon, etc.)n his Solosthan inthe other collectionsf oursample The contrast between
Festingds Opghedwifhintlzesmhce 4f,six yeandalmost as marked as
thatbetween the Baroque and galant styleshenew, lighterstyle of Op.4 and later
sonataghere is no plactor elaborateghreevoice polyphony.In Op. 4 Festing begins to
useScotch snaps (or the Lombard rhythm), ternary form, passhgegten-out florid
embellishment¢discussed itChapter 5)His thematic lavishnesspmbinedwith a
Scarlattian sense stirprisemakehis Solosas a whole very interestinfjhe abundance
of melodicinvention doesot result inuncontrolledrambling, for he develops his

thematicmaterial in a thoroughly coherent manr&rccessivd-ortspinnungunits are

2% Hayes The Art of Composing Musip. 14.
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gradually replaced bghains ofshortthematic phrases, sometimes widgurring motifs
Melodic lines areorganigdin variedways and shape$hebeautifully expressiv&rave

of Op. 1, No. 2r the Largoof Op. 4, No. 2are based on smooth melodic curves moving
primarily in stepwise ochromaticfashion accompanied bipold harmonigrogressions
and modulations. Thieargo of Op. 1No. 10, 0n the other handxhibits many wide
leapsand string crossirgg The Andante of Op. 8, No. 2 & chan of continuousdouble
stops Dancessuch as the Gavotta of Op. 1, @ and8, with their simple charmingand

tunefulmelodiesreveala strong tendency towards the style of folksong.

Ex. 4.6Q Festing,SonataOp. 1, No. 2/v, Gavotta, bars4.
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The melodic lines of theontrapurdél movement$rom Op. 1combine complex
multiple-stoping technigue with bold sweeping semiquaver figuratibmsllegro
movement®one finds dazzlinguns, arpeggiognda par ti cul ar hal |l mark
s t y &beupt shits from low to high and high to lowr'he cantabileharactenf many of
F e s t malodiésdears withess s desire to emulate the style of the Italian afiais
singingquality is often further enhanced by chromatic auxiliary notes and various
ornamentssupported by aaccompaniment moving ianevenrhythmical flow
F e st i alodiés slsordraw theiichness from a greaariety of rhythmicexture,
which insomemovements iparticularlystriking. Each bar in the Adagiof Op. 4,

No. 4, or the Largo of Op. Mo. 3 ortheAndante ofOp. 8,No.1is a new rhythmical
particle.His quick movementswith their kaleidoscopic changes of rhythnfiguration,
haveimpressive impetus and momentum.

Gibbs setis a mosaiof different syles and formstugue, pastorale, aria,

variation,the stile anticq the stile modern, and thegalantstyle His sonatasre
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remarkable for thie intensity of feelingmelodicinvention andrichness of harmony
combinedwith theirlinear vigour.Ther decorativeand lightstyle, incorporatingnany
sigh motifs is galantin characterbut thar harmony and its fast rftyn belongo the
languageof the BaroqueAgainst thebackground of miekighteentkcentury stiistic
trends i n nchlaimonjc vaablianysadmmitrapuntal artiiecan be seen
assubversive rather thazonsevative Like nearly all the composers discussed above,
Gibbsusuallytends to aval regular phrase structures. hiisrases are shorgndoften
separated byests These little pauses intensifiye expression andllow the music to
0 b r e;admktimésheyalso shapthe musicaldiscourse into more or less symniel
patternsasexemplified inthe Affettuoso of No. 7T he sensuousness of th
melody andrnamentation is disciplined by the symmetrical f@ma regulasuspiratos.
As already mentione@xpressive hr omat i ci sm i s a distinct
style,and it isexploited to great effe@éh many movementshe motivic density and
rhythmic variety of the Largo (N@/i), Vivace (No.6/i) and the Andnte (No 7/i) are
particularlysplendid analogougo theflamboyant interioof aBaroque churchThe
softness of a line alternates ihe roughness of a dissonahbrd,and the harshness of
largejumps with asmoothflowing melody(Ex. 4.61a). The sonatasontaina remarkable
variety of rhythmsin starkcontrasto the homogenous and stereotyped rhythms of
Ha n d e | &senatasThere araalsomelodies (as in the Aria of Na.or the Saraband
of No. 9 full of theidyllic and pastoral sweeess, recallinghe simplicityandfreshness
of folk song Thesparklinglightness angblayful characteof some passagesndthe

brevity of their motifs resemble the languagf the French Rococo (E4.61b).
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Ex. 4.61a. Gibbs, Sonatdlo. 6/i, Vivace, bars 148.
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In their motivic densityemotional intensity, modulatory boldnessmplexity of rhythm

and harmonyG i b dseldscanjustly bear comparisowith V e r a cviolim sodagas

Conclusiors

Stylistic traits have ben the subject of comentary throughout this chapter;
a concisesummaryof them follows.The order of the o n amoeeMments became
stereotypedS-F-S-F) andwasgovernedoy the principle ofcontrast This need for
starkcontrastmanifests itslf in the everchanging tempos artdxturesthedramatic
alternations of moodnd expressigrandin the variety of formsSecondthe composers
underscrutinyfollow 6 t d¢uening deice oftheor at or s 6 dhastrpngests ent i ng
points first; then theveaker ones ithe middle; andinally impressiveconclusions. That
certainly seems tbe the sort ofrick whichamus ¢ i a n to leep up tkeanderest of
the compositior?® Thus,the first two movements usually hafedler textures and more
solemnor contemplativenoods than the finalvo movementsThe finale is typicly in
the triplemetre of theEnglish Jiggthe character of which is ahtroubled joy, of lively

enjoymentin the 1740sondasa set of variatns on a shotheme aminuet ora

295 MatthesonPer vollkommene Capellmeister. 476.
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ternaryform movemenbecameotherpopularpossibilities for the finale.

Contrapunthwriting is not restricted tearlier soatas, but it also occurs in a few
movement®fF e s t iwalgstsats andsi b b s 6 s Hosvever this tachnique was
not commonly adapte®f the eleven composeexamined six rejected counterpoint in
favour d a lighthomophonic texture. In its use of the threxce fugueGi b b s 6 s
collectionis rareamongsonatas foviolin and continugublished after 1748

Three types of binary form weexploitedsimultaneouslyn thesonatasnalysed
Theroundedbinary movements n Vi n e r Gshowltow sobrheptincigenof
thematic restatememtas absorbeth British violin sonatas, anticipating cai elements
essential for theonata formThis design becammore popular in the sonatas published
after1730, as is evident especiaitythe sonatas dfelemann, Locatelli, DScarlatti
and Tartini. Vi naenralinest evesyesonatd bfstli7 setseetinsy uct ur e
thereforeprogressiven the history of the genf@’ Roundeebinarymovements are
certainly explored with greatergquency in Brish solos(particularly by Festing) than in
many other contemporary violin sonatasluding thoséoy Handel, Vivaldi and
Geminiani.

The themeandvariatiors structurebecame morgopular in thesonatasssued
towardsthe endof the periodunder studylts expression was intensifigdrough
diminutionsand greatetechnical displayather than byxarmonic oformal development.
The melodieoutline and constasitarmony variations were by far the mostnmon

variation typesexploitedin the eighteseth century. As Burney observed

Aboutthemiddle of the last century, thausical world was overwhelmed
with dull and unmeaningariations to old and netunes, which consistl
of nothingmore than regulamultiplication of notes, withoutancy, taste,
or harmonical resourcé®

28 y/eracinialsoincluded a fewthreevoice fugues in his Op. 2 sonatas.

297 Apart from Vined s , tisedorm often appears Weracind s Tdllectibnof violin sonatas.

2B Kerry S. GrantPr. CharlesBurney as Critic and Historianf Music(Ann Arbor, MI.: UMI Research
Press, 1983), p. 215.
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The variation movements theselectedsonatasare definitely notduland unmeani ng
Their short themeshythmicgradations, anchelodicelaborationgenerate much forward
motionand create strikingsense of dynamisnThoseby Festing and Gibbs are the most
elaborate and technically demanding of the sanijile.use ofariations anditled dance
movementsn theSolosreflects thegradual disappearance of the distinction between
sonate da chiesandsonate da camerd.ike Corelli in his Op. 5°° Feding and McLean
divided their Op. 1 Solosinto two parts with sixchurchsonatas and sishamber
sonata$'®In both setshesixth sonata ixceptionahs it incorporatemorethan one
contrapunt al ra oolieetiorenus withfobreagidtonsog the Aria theme,
whi | e Mseticenaludés svitthe minuet. This mixture abacredanddeculad
styles is a characteristic feature of many single sontasexample,ni G i stSbnaté®
VIII the Grave and~uga whichareda chiesanusic( o r thel re a¢ ne cairest yl e 6) ,
contrasted with the sensuousness ofSitcdianad s har mony, mel ody and
and with the pastoral gaiety and simplicity of the Cofao. b bsat tihadudeson the one
hand,the greatest variety ditled dance movements (sdifferentdancey amongall the
fifteen sets, andomplexpolyphonic writingon the other

Thecomposergxaminedorefermajor tominor keys(as the main keyij a ratio
of roughly thredo one, and those of not more than four sharps (one exception) or flats
After 1735 hetrendis towards consistent correlation betwaesignature an#tey, much
earlierthanis implied inthe Grover, according to whiclbhe association of a signature
with a definite key isalate#8c e nt ur y d &M\nehisthe Soeamdihdmas

SchmidtBeste notethat:

A new tendency probably again started by Beethoveis to end minoikey
works withamajok ey final e, a kind of tonal breakth
the device is rare. [ €] In the nineteenth ¢

2991n addition to Corelli, Visconti (1703), Mascitti (1704eminiani (171§ Veracini (1721)and

Carbonelli (1729) dividé their collections in this way.

The first six of Festingbés Op. 1 sonatas are techn
gllclear reference to Geminianibés Op. 1).

0Key s ie@oveartxiu,p. 551.
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association of triumph over adversityper aspera ad astrdp use the Latin
proverbi made it highly popular with composers for instrumental works of
all genresincluding, of course, sonatds?

However,it appears that Beethoven was not the only champion of this device in sonatas.
Before him, Festing, Gibbs and Gunn experitadrwith this musical effect.

The two case studieB,e s t F-migobasn d V a | enmjorisolos 6 s B
demonstrate how a semiotic of tonal affect can be applied to a violin sonata, as a tool for
deconstructing the mood states found therEivese pieces athe examples of affeiee
tonality at work In other wordsthekey plays a crucial role itheemployment otertain
melodicgesturesand harmoniegOf course, this is preliminaryexploration of the
relationship between thaolin sonata and tonal affecand it will hopefully stimulate
furtherresearch in this fieldA complete examination @fll sonatass necessary to draw
conclusions of a more general nature.

The harmonic language of maafthese sonatas firmly rooted in aCorellian
idiom, which was regardeds the importanneandor teaching compositioat the
time. To quoteAvison, rammim [Corelli] many of our besinodern Composers have
generallyd educed t heir EFM¥oveevet, therevafe ndiceablmo ny 6 .
departures fronthis idiomin the sonatas of Gunn, Festing and Gililiee complexity of
the harmoniesandtheineen t y of chromaticikarlin Gebbsodg
sonatas argreater than in all the other sonatas examaratialsananyother
contemporary violin sonatafar exampleby Handel Vivaldi, TessariniandCastrucci
All the sonatagxaminedcontain strongly directional harmoniestivheavy reliance on
secondarylominantsin major and minor keys the first destinatismormally the key of
thedominant. Analternation of major and minor versions of the triad over the same pitch
is anothercharactastic featureof these worksThe minor modgwith its introspective

character, has inspoleéheselecteccomposer$o usemoreintense and dramatic

“2Thomas SchmidBeste The Sonat§Cambridge: Cambridgeniversity Press, 2011), p. 120.
213 pvison, Essay on Musical Expressiqm, 95.
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harmoniesand chromatipassageespeciallythe descending chromatic fourthjpnthe
majormode.Fromc.1720 onwarda new trend twards harmonic simplificatiois also
noticeable in some of these sonatas, especralseby EcclesHolcombe and Oswald.

The mostharacteristi¢raits of many melodic lines are their tunefulness, ight
hearted charm, gaiety and brightness of coldhe galant ideal of beaudtil simplicity
and directnessf expressionandfrequent rests between phrases or idessn to emerge
in the sonatassued inthe 1720sMovements such dee Andante Spiritosof Fest n g 0 s
Op.8,No.aand t he Af f e tNo. dwithiheirstrong @npbakisoh s
expression, frequent ornaments, varied rhythmsvanglbrief phraseseparate by
suspiratosexhibit the characteristics of tieenpfindsanstyle. There isalsoa gradual
change irtheir rhythmictexture, becoming more variethd thus generating more tension
This6 n erlythmicvocabularyincludes for example, frequersteries of semiquave
triplets, dotted figures (especialljottedsemiquaveanddemisemiquavenote rhythm)
andScotch snapdhe Baroqueperpetuum mobileuilt onthe continuous movement of
the samehythm isnot to befound inthe sonatas publishedthe end of theeriod

With regard to texture, the bass parts are active, often participating in the motivic
exchanges more than in other contempoltalian sonatasHowever, already n Ecc | es 6's
sonatasonenotices a graduateductionot he conti nuods ¢ytlonicmer mel
independencelearly anticipatinghe galanstyle with its characteristidrum basses,
Alberti andother chordal bass@sarelatively slow harmonic rhythnAs the above
analysis showsosne traits of th@ew galanidiom had already beeabsorbed into early
eighteentkcentury British violin sonatas prido the advent ofFeliceGiardini, Carl

Friedrich Abe} and Johann Christian BaéH'

““These three galant composers are mention&tainley Sadie 6 Musi ¢ i n Mudicen Home | |
Britain: The Eighteenth Centurpp. 31354 (p. 322). Sadie notes: O6The b
established on behalf of the ngalantst yl e was however to be extended
Ch. Bach].

6!
ri
[

a
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CHAPTER 5

Violin technique

In the $xteenthcertury instrumental pieceslanes,fantasiasetc) wereusually
written for unspecifiednstrumentga typical designationwasf or al |l sorts of
instrum e n)tasd@ny idiomatic instrumental effects or melodic embellishneaisd
havebeen added extempore the players. Athe turn of the seventeentbntury,
composers such &iovanniGalrieli, Ma r ¢ 6 A Ndgr, Franaesco Uspeoy Claudio
Monteverdibegan not oly to specify the instrumentghrticipants in their eesnble
music but also texploittheidiomaticcapabilities andgonorities of particular
instrumentsThe violin wasone ofthe maininstrumentswhosetechnique anéxpressive
possbilities wereexploredandsignificantlydevelopedy seventeentitentury

composersAs David Boydenput itin The History of Violin Playing

Idiomatic writing for the violin, in theense of melodies affigurations,
wasdeveloped very quickly aftedr600, actuallyprecedinghoseinstrumental
forms, such athe sonatayhoseorigins were clogly identified with the violir.

In the early seventeentientury sonatasvrittens peci fi cal l 'y and onl
vi ol i n 6 sparseroatnumheied significantly by thtseelled fordviolino 0

cornettdor ¢er il violino 6 altro simile stromends However, fom the end of the

! Boyden, TheHistory of Violin Playing pp. 1213.

% For exampleVivarino, Il Primo libro de notetti[ é ¢on otto sonate per il violino o altro simile

stromento(Venice, 1620)Marini, Sonate, Symphoni®p. 8 (Venice, 1626) includes, amooidpers,

6Sonata Pri ma. ewWplicclorismm,at a @ae&nrn é tbdonetighsCacohinoGingue |l i no |, ¢
messg é ¢on otto snate(Venice, 1628), atthe end ofthisséeh e composer notes: O6Tutt

sonate che sampod<nomaestHerpesonat i con dmettdr.gano da wu
According to Sandra Mangsen, t he hdfessthirgenlecadesmfithedé vi ol i

seventeenth centuryese Mangsen, O6Ad Libit unosRnddcgosEMd¥les i n | nst

(1991), pp. 2990, (. 31); also Selfridg€&ield (Venetian InstrumentaWiusic p. 149 notesthat in the

1620s most Venetian composers had stoppedstcay f or écornettsd in sonatas.
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1620s3 the number ofonataexploiting an unequivocaiiolin idiom begarto grow
rapidyy, and after the publication of Uccellini
to sonata for violin and continudecame verypopular. B/ the end of theeventeenth
centurythe solosonatehadbecanethe main vehicle for virtuosic display, aadnusic
genrein whichthe most significanievelopmentaindradical experiments termsof
violin techniqueoccurred*
As discussed in Chapter 1, throughthé seventeenth century Britain, violin
technique was developirigrough the medium of airdance musiand music for
ensembleAs a resul British violin musicwasrelativdy simplein its technicabspects
compared to Italianerman or Austriamiolin music. The question arises whethbe
solo sonata inspireghrly eighteentfcenturyBritish composesto devebp a more
advanced idiom ofiolin writing. The following detaiéd survey ofthe onat as 6 t ec hn
demandwill assist inansweringhis questionTheviolin parts will be examined in terms
of their idiomatic gyle, involving@hosetraits which are particularly characterisbic

agreeablentrevi o i n6

Range

As Table5.1 showspetween 1700 and 1750 range of pitches employed
British violin sonatas widenddom ad? to ga3.In the majority of theséfteen
collections the violin range extendsrimdhe open G string te?. Thisalmost threeoctave
ambitis wastypical of muchearly eighteentitentury violin musi® The narrovest
compas®fthe solo parfad3)oc cur s i n Qlthodghtiissangeioals@ t a s

suitablefor the treblecornettg C r o wark@are written in the specific idiomf the

% For exampleFrescobaldiCanzona aiolino solo(Biblioteca Vaticana, Ms Q.VII1.205;.1627);Castello,

Sonate oncertate(Venice, 1629)andMo nt al bano, 6 Si nf o ®infenie®aermon vi ol i no
1629).

“ In the first half of the eighteententury the solo concerto also beeathe vehicle foexperimentsand

developmentn violin technique.

® Boyden,TheHistory of Violin Playing p. 121 The sonatas under discussion are also presented here in the

light of theoretical writings of the time.

*For example, iwmvd&lods=ld OpWsv &pdi 655, Gp. 2, Rebel 6s Op.
Franoeur 6s Op. 1, and Handel 6s violin sonatas.
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violin rather tharthecornettoi the instument which favours mostly stejse motion in
its upperregister.Croft does noexploit theidiomatic potential ofloublestoppingor
bariolage but he does explotgpically violinistic leaps offifth, sixth, octave, tenth

and even eleventipassages of broken thirdadarpeggio figures.

Table 5.1.The range requirements the selectee@arly eighteentltentury British violin

sonatas.
Composer and date of | Maximum Range used most
publication range frequently
Croft (1700) a d d b2
Viner (1717) g f a es
Eccles (1723) g e3 g ¢
Humphries (1726) |g e3 a o
Valentine (1728 g ed g d
(c.1735) g f g o
Festing (1730) g & g o
(1736) g e g d
(1747) g ¢ g &
(c.1750) g ¢ g ed
McLean (1736) g e a ds
Holcombe (1745) g ed cTad
Gunn (1745) g ad g o
Gibbs (1746) g e g o
Oswald €.1747) g e g cd

OnlyinFesti ngos a@pAdlahdG u N aN®. §doésthe violinpart
extendto &, offering a widecompass fothat time.In the treatises aBeminianiand
LeopoldMozartthe range between g aatiis treated as theost suitable andesirable
for aviolin.” In contemporary violin musithe notes above*gppearedarely andsolely
in thoseworksaddressed to virtuos® Italian violinists were especially fond of playing

in the higher registershe practice of which wasrongly criticied by Quantz:

" Francesc@eminianiThe Art of Playing on the Violi(London, 1751); and Leopold Mozaxtersuch

einer grundlichen Violinschul@Augsbug, 1756). In violin methodaddressed to less advanced violinists,
the violin range is narrowensually from g to d3, as for exampleThe Compleat Tutor for the Violin
(Londan, 1750; R1765)

! Locat el 4 @po6sNoSla (L2BT) soars as higle@dut this range is rare even in music for

virtuosos; di s t he highest note in, for example, Geminiani
ConcertoL 6 E s@pa8t Mo.2 (1725 i et r o Ca s tc.t785),C a o s o pSohatyd 799),
Ve r a cSomate dcsademiche a violinols Op. 2 (1744);4i s the | imit in Somisés O]

Sei solo awlino, BWV100t6 (1720), or Vivaldiodés Concertos Op. 8,
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They/[ltalians] climb about in the high register like somnambulists
upon the rooftops, and meanwhile neglect the truly beautiépkiving
theinstrument of the gravity and agreeableness which the shiicigs
are capable of giving.it

In c.1726 thirty yearsbefore the above commemtprth alsowarnedviolinists from using
extremely high noteBecausehey lackall6 e f f e c t, areGmueékodEoandado
better than av h i sand teu§theyar@ h u mour 6 r atMoeoverthdyan musi cC

remind the | isdleinrekihavgd 6darmce regul ar

No engaging effect upon and oneds spirits,
to come from full bodyed musick. Arartenly the best use that can be

made ofany instrument is drawnedim the compass of its native force,

where the tone is frelgwd, and well conditioned; and that for the most

partproves to be about the middiéthe instrument?

Undoubtedly, hesonatas studiednake the bestuée f t he vi ol i nés so
and ¢ goyanploying/péimarilyits middle rangeThecomparison brangesgiven in
Table 5.1showsonly the extreme notegsquiredandsays nothing abouther frequency
or thetessituraof a pieceln fact, thetop notese, 3, g3 and & areusuallyemployedirom
one tojustafew timesin a movementor inawork or even in a whole setor example,
a®appears onlyhree timesn F e s t Om Y (dos. 6/ii, b. 31,and10/ii, bb. 910), and
severtimes inG u n el @o. 6, bb. 3234), while g® occursasthe higheshotesix
timesin F e s t Om faddswicein hisOp. 8**
Even thougththe maximum ranges betweerg ande? in the majority of violin
parts,thetessituraof particular workscanstill vary. Croft andHolcombecall only
occasionally for notes on the lowesting,using mostly the uppéhreestringsl n Cr of t 6 s
Sonata Quartanly twice does the pitch fall below!candin his next two sonatas the

lowestnoteis c', appeaing five times altogethel. n Hol combeds set the |

® Quantz,0On Playing the Flutech. 18, &1, pp. 3256.

2 Wilson, pp. 2345. Also Avison(An Essay on Musical Expressign 108)war ned the vi ol i ni st
imtatons of Fl ageol et sod.

! Festing Op. 7, No. 2/i (bb. 33, 35), iii/var. 3 (bb7)5 Op. 8, No. 4/ii (bb. 3®0); f® appearasthe highest

note in the set oWiner Nos. 1/ii (b. 17), 2/ii (b. 7), 3/iv (b. 51p/ii (b. 11), 6/ii (b. 2), iii (bb. 8, 12), iv (b.

55);andValentine Op. 13No. 3/ii (b. 44).
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more oftenbut is never explored as muchths other stringsviner, EcclesHumpbhries,
Valentine, McLean an@®swald do not showany reluctance to ughe lowestand highest
strings, but Viner, Humphries and McLean raradynploy the open G string amlatcles
andOswald venture only sporadicalbeyond B or ¢ (the second position ahe Estring
a subjectliscussed below

Crofto andH o | ¢ o mabiteviislance of the &ring is ingreat contrast to
Gunn FestingandG i b Hregdentexploitation ofthe lowest registeHoweer, the
ways in which they us¢he G stringn their Solosdo not differ significantlyfrom other
sets only thefrequencyof its appearanc&@he gd' register occurin numerousstring
crossingfigures,wide leapsrunningpassagesr as harmonic suppoirt arpeggios,
polyphonicsequenceandmultiple-stopping  or as a ;ldusnpne of theel ef fect
elevencomposers treat the G string as a means of conveynmgeadeveiped
independent ansustainedndodic line, orfor virtuosoplaying The samereatment of
the loweststring can be found in otheontemporaryiolin sonatasificluding thosdoy
Corelli, Bach, GeminianendHande). This may be explainedy the nature of the old
gut G string which emitsaless paetrating and resonating soutién the other three
strings and its response gow. Although in thefirst half of theeighteentrcentury tle
overspurG string(i.e., wrappedn a very thinsilver or copper wi), which hasamore

brilliant andprolonged soundvasknown, theplain guttypewasstill widely used.*?

Left-hand technique: shifting, positions, andingering

In the technique of the left hand, the principal exatof concern are shifting and
fingering® In earlyeighteentkcenturyBritain, the subject of positiors discussed in
Pr el [TheModéraMusickMaster(London,1731) andGe mi n iTlemit @ Blaying

on theViolin (London,1751) The fifth partofP r e | lreatisei &8s ent i t 1 ed O0The

?See Patrizio Barbieri, 6Ro-aB5GIF @R006)em M8l jpp.an Gut S
162-3, 174).
3 The violin fingering labels the index finger as 1, and the other fingers 2, 3 and 4.
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Playingont he Vi ol i n 6descniptionsiothe following positiens: hakshift
(modernsecond position), wholshift (third position), doubleshift (sixth position) and
lastshift (seventh positionf: However, hemusicalexamples that follow the text never
exceedhethird position;andthe highest notappearing in these exercisssi®.

Gemi ni ani 0 gporates discussion ef pasitmik up to theseverth position
on all fourstrings (thepositionsare a |l | e d , lduthe tvelve €dppsitions
presentedh this sourceeachthesixth position(the highest note ig®). The mechanics

of shiftingare describetdy Geminiani as follows:

After having been practised in the first Order, you must pass on to the

second, and then to the third; in which Care is to be taken that the Thumb

alwaysremain farther back than the Fdneger; and the more you advance

in theother Orders the Thumb must be at a greater distancedithéins

almosthi d under the Neck of the Violin. [é&] |t
drawingbackthe Hand from theth, 4th and 31 Order to go to the first, the

Thumb cannotfor Want of Time, be replaced in its natural Position; but it

is necessary ghould be replaced at the second Note.

FollowingGe mi n i a n ,the thund dnd fingezs shouitbve independent]y
and thehand &ifts from higher positionstdite f i r st posi ti on® by o6écr :
It should be remembered that the Baroque violin had a thicker neck and shorter
fingerboard than the modern violin, and alsatthe chin and shoulder rests were
unknown;consequentlyshifting was more difficulthan nowadaydMoreover, the
vi ol i ni smarmeuvrdbilityrnimn shiiird) was influenced significantly by the inferior
stability of thed ¢ hoif hold usedat thetime. As the century progresd howeverthe
morecomfortable and stable chbraced gripvasgraduallyfavoured As early asl677,
this grip was recommendadn J o h a nn JMusicalischd? chlisss ¢he anly

proper method of holding the violitherwise it would be impossible to play quick

“Some parts of Prell eur 6slhRarGen\ | eerma nmed eDli lveed sd m nL &
Explained(London, 1693) and anonymol®lens VolengLondon, 1695); see Boyahd Rayson Thé

Gentl emanb63onvieesti om: and tph382ardDayti dViDol Boydenhor & A
Postscript to 66Geminippdd7.and the First Violin Tuto
1> Geminiani, The Art of Playingn the Violin pp. 2-3.

'8 For a fuller discussion of how this shifting was done, see BoykterHistory of Violin Playing p. 155.

He also presents Sol Babitzés drawing, illustrating
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passages which go hi gh @mBditain,ih@l@35Rabevt or t o |

Cromenotedin his violintutort hat o6t he best way is to stay
that it ma y'Alse kiehel Gorette, beapdlgMdzart and Joseph Herrando
endorsed thigiolin hold;Ge mi ni ani , on the ot kdrf gandg,0 ad

which justshows thathere was little standardisation during this perid@ihere was
however,consensusagarding the importance pfactising numerous scal@s different
forms)in order to perfect the technique of shiftiaugd playing irthe higherpositions, ass
evident from many scale exercises included in contempuialig tutorsandtreatises®
In 1756Mozartobserved thahere are three reasons whiumstify the use of
the position§ namelythecessity, convenience and elegdnardd necessi t y 6
demands the use of the positions for notes higher tharrbthesonatagxamined
the hghestpositionon the E stringequiredis the seventliposition and this occurs
onlyi n GWNao.#idEx.5.1a)Festi ngbs Orpachedbyafbuots . 6/ i i (

finger extensionkEx. 5.1b) and 10/ii (Ex. 5.7a).
Ex. 5.1a. Gunn, Solo No. 6, Allegro, bars 324.
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b. Festing SonataOp. 1, No. 6/ii, Allegro, bars 293.
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"Quoted in DavidBoydeand Peter Walls, 6Violi Grovedav,pp.ii (b):

7223 (p. 722). See also Hell mut F edeel xxpph.8256. 6 Pri nner
'® Crome, TheFiddle, p. 34.

9 Michel Corette L 6 £ cdodl Cer PRari®,£739, p. 7; Mozart,A Treatise ch. 2, §3, pp. 55; Joseph

HerrandoArte, y puntual explicacion del modo de tocar el viglaris, 1756), p. 2; andeminiani,The

Art of Playing on the Violin p. 1.

2 For exampleCorrette,L 6 £ ¢ pp.I3241; Geminian, The Art of Playing on the Violjpp. 14; and

Mozat, A Treatise ch. 8, sec.-B, pp. 13265.

% Mozart,A Treatisech. 8, sec. 1,% p. 132
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The sixth position is called for on a fegcasions ik e s t Om g Bos 2and Op. 8,
No.4and inGu n n 6 s ; Whereashé& fifth position is useth the movementhsted in
note l1abovand al so i n N& &6 8, Ng Dand6.6 phefourth position
on the E stringe®is the upperlimit), oftenreached by #urth-finger extensionpccursin
all but one (Croftrollections In mostof thesesonatashowever the thrd position is the
usual limit. The frequency oémployingthis positionof coursevaries betwen particular
sets and sonatas the Solosof Viner, Festing, Gibbs and Gutime upperreaches of the
fingerboard are explorenost frequentlyandsomeof thesepassageare quite extended
In themajority of cases highpositionon the E strings reached bghifting
throughintermediate positiongr by small skipsather than bynelargehand shift which
is much more difficult to executén fact,among the fivecollections issuetiefore1730
only those by Viner and Valentirmmprisesuchlarge shiftsmoving fromthe first to
the third or fourth pdereiThese shiftmrefachitatedhi ghe s
by beingpreceded byraopen string oarest(Ex. 5.2ab). Thecollections publishedfter
1730show greater use of large leaps, someltuth expand to almost three octay&x.

5.2c-€).%°

Ex. 5.2a. Viner, Sonata No. 6ii, Larghetto, bars 134.

e

b. Valentine SonataDp. 12, Nol/iv, Giga Allegro, bars4.1.
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2 The sixth sition: Festing Op. 7, No. 2/i (bb. 33, 35), iii/var(bb. 57), Op. 8, No. 4/ii(bb. 3940); the
fifth position: Festing Op. 7, No. 2/i (bb. 184), iii/var. 3 (bb. 24), Op.8, Nos. 2/iv (bb. 27, 39%/i (bb.
11, 42),ii (bb. 37-9).

3 See for example, Viner Nos. 2/ii (bb-80), 5iv (bb. 37), 6/i (bb. 249), iv (bb. 7-9); Fesing Op. 7, No.
2/i (bb. 1318, 316), iii/var. 3(bb. 17); Gibbs No. 6/ii (bb. 2380); Gunn No. 6/i (bb. 38).

24 For exampleValentine Op. 12, Nos. 3/ii (b. 11)0/iii (b. 10), 11/i (b. 3).

%5 A shift from the first to the fourth position to reactireEx. 5.2ac seems the mostegant (the
uniformity of tone colour).
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c. Gunn, SolaNo. §iii, Allegro, bars 710; and iv, Siciliana, bars-6.

f" ] 8

Comparedtd&/i ner and Val ghelargerupwars haadxshifim thé senatas
of Gunn, Gibbs and Festirageoftennot onlywider but alsomore difficult because they
do not include a open string oarest. The handeturnsto the first positiorusually
through intermediate positionsirBct large downward jum@dsom a high positiorto the

first positionthatare not precestl by an open string or a rese extremely raréex. 5.3).

Ex. 5.3.Festing Op. 7, No. 4/ivPrestopars 47-9; and No. 5/ivAllegro, bars 33-5.
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Thepredominance of large upward shifts is not surprising consideringnthahg down

the fingerboard in a large leap without using etast support is more challenging than
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shifting upwads. Notablylarge handghiftswere explored more vigorously in theonatas
published at the end the periodn questionparticularly inFesting and Gibb$é sets,
which reflects the significarsdvancein violin playing in Britain Perhaps this is also an
indicationthat the chirbraced grip came into more general and consistent use.

Shifting to higher positiongn thelower threestringsis indicatedonly by Festing
in Opp. 7 and &discussed latgrA decision when to changmsitionon these strings
for thesake of elegancgor examplethe uniformity of tone colouyror even convenience
is left to thediscretionof the violinist;it depenedlargely onhis left-hand techniqué&he
size, structure, flexibility and strength of his fingets$ musicaintentionsand alsahe
conventions of the timé\s already mentioned, shiftingas more difficult on the Baroque
violin. Thus it is highly probable thahe contemporary violinisgendedto employone
positionfor an entire phraseventhoughthis generally resulted imore frequenstring
crossingandchangs of timbreandtone colour”® However the fingering indications in
Ge mi ni a n i(lsl)andtheNogueiramanuscript showhatplayingin high
positions was not reservedly for hightessituras’’ Hence the omission of fingeringn
early eighteentltentury worksdoes not necessarifgean that everythingossible should
be executed in the first position.

The sonatas examined incorporateible stops andigurations such aghose inEx.

5.4 thatnecessitatéhe use ohigherpositiors on the lower strings

% For a full account of the development of the bow, the violin and its fittings, and also holding the violin
and bow, see Robin Stowelljolin Technique and Performance Practice in tizde Eighteenth and Early
Nineteenth Centurig@€Cambridge: Cambridge University Press, 199@). 1177.It is worth adding that
modern fingering practice is also influenced by
In order to achieve th, the violinist uses higher positions on lower strings in preference to a lower position
on a higher string. Also he must play with more physical tension (more bow pressure) to obtain a stronger
tone. As a result, he prefers to employ higher positianisieast because the bow can press much harder on
shorter playing lengths of strings.

“Hi gh positions apply ac rTheArtoPlayingh theMiolinExamglesig s i
VII; and the Nogueira manuscript, held at the Biblioteca Natidrisbon [4824], see Pauline Heather

od

Ge

Nobes, ONeglected Sources @fl750: With Sieoid Referdricotb i n Repert

Unaccompanied Performance, Scordatura and other
University of Exeter, 2000), pp. 12074.

Asp
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Ex. 5.4a. Holcombe, Sonata No/i6Lento,bars 46.

J4

1 o o

In the second bar the douldtops on the first and two last beats cannot be played

j%., =5 !

| 1.

otherwise than in theecond or thirghostion (third is the most convenienth the G and
D strings. With the exception @froft, Valenting(Op. 13 and Oswald, imilar examples

appeain every set®

b. Valentine, Sonata Op. 12, Ndii6Allegro, bar 53.

oY ! - &
- -

O %e &:°
v ¥

v v

In order to avoid unnecessagd vey inconvenient stringcrossing between the A a&l
strings, especiallyatthis fasttempq the violinist shoulgperform the octave®-b in the
second position on the D andsBings.Similarly, in the next examplie first three notes
of each bar are set so far apagread between the G aBdstring) that they cannot be
playedin the firstpositionwithout difficulty. However by shifting to the third position the

violinist avoics awkwardstring-crossing and all notes leasilyunder the fingers

c. Gibbs, Sonata No. 4/iWlinuet Allegro, bars 137.

G e . T cer s
@’ e e TS v PR IR T S ————
) - * - 4 g‘____’g
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Besidegegularpositions,somepassagerequire the usef the first or fourth finger
extensionn order to avoid or facilitate shiftind\ithoughextensionsappeain various

positions fourth-finger extensiosin the first andhird positiors predominate.

% For exampleViner No. 5/iii (bb. 56, 27:8); Festing Op. 1, No./# (bb. 4, 9, 301, 35, 4952); Gum No.
5/ (bb. 5, 9, 12, 1415); Gibbs No. 8/iii (bb. 38, 1820, 334, 402, 60, 62, 667), iv (almost every bar).
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Typically, thisextensions employed irpassagewhosehighest note ishe only note
belonging to the next positiandcanbe reached bthe extendedittle finger without
changing the position of tHend Ex. 55a). The first finger extension is usually employed

in passages desating from higherpositions (Ex. 5.5).

Ex. 5.5a. Holcombe, Sonata No. 1/i4llegro, bars 389.
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Thiswhole passagés played in the third positiognwith the fourth finger used twice

consecutively.

b. Viner, Saata No. 6/iv, Larghetto, bars®B

fe 'ﬁp*”'

1 | 1 1 | 1 1
111 11 1 11 | | | ()

In order to make thidescentrom the fifthto the second position easier, the first finger
shouldbe stretbed backwards

In some doubkstops the extensiowf the first or fourthfinger isalsonecessary.
In Ex. 5.@the fourth finger is extended, while ttiérd and first fingersemain in the
first position?® In Ex. 5.®, on the other handhe first fingemust slide one step
downward to the first positiofb. 39) while the secondinger stays in theecond

position.Obviously, thistype of fingeringhdps to achieve a greater legato.
Ex. 5.@. Viner, Sonata No. 2/ii, Allegro, bar 19.

R | l

»

®These chords are part of the passage marked o6Harpe
can be arpeggiated.
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b. Festing, Sonata Op. 1, Ndi\§ Allegro, bars 36-9.
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Doublestops involving ahange of a finger duringsingle or a tied note appeaiten

I n Fest i nPgrbaps Festing was anftluenced by his teackeminianj whowas
particularly fond of thigprocedurelt should be added that nonetbé fifteencollections
incorporateharmonics.

To concludeearly eighteentitenturyBritish composerslid not insert intaheir
violin sonatasawkwardandincomprehensiblpassages whicin Mo z & wdrds thave
neither method nar o n s i sntteents ofthedeft-hand techniqué® Even though some
changes of positions demand a very agile left handjitteist does not have texhibit
j u g gtricks csridus finger acrobatics gyrotechnicsFurtherthe performeoftencan
facilitate shifting by taking advantage of apenstring,a restrepeated notesr a

dotted figureas shown irEx. 57.

Ex. 5.7a. Festing,SonataOp. 1, No. 10/ii, Allegro, bars-81.

A
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Theopen Astring( ) in the abovepassagegives an opprtunity to shift from the seventh
to thefirst positioncomfortably andnost of all in such manner that the listener does not
perceivethe changeThis is one of the reasons why t#teys featuring open stringse

employedmost frequentlyn these sonataagdiscussed itChapter 4.

%9 Mozart,A Treatisech. 8, sec. 3, p. 148
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b. Valentine,SonataDp. 12, No. 10/iii, Adagio, bar8-10.
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In this passagarestgivesextratime for noving thehandto and fromthe third position.

c. Viner, Sonata No. 1/iv, Alleg, bas 7-8.
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The above descefrom the third to the secombsitionand then to the firgiosition,
executed on the repeated notethe mosttonvenienthere Moreover the preceding

second finger on’dor df) assists the accurate stopping of the secbtat &).

d. Valentine,SonataOp. 12, No. 10/ii, Allegro, bars 195.
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Significantly, LeopoldMozartusesa similar passage to Ex. 5.7d demonstrate that
shifting can bemade veryconveniently ora dotted figureHe notesthah at t he do't
is lifted, during which the hand is moveaid the note F taken in the natural [first]

positiord®!

However, in the sonatas analyski$ kind of dhelpdin changing positions
occursrarely; the first twanethodsof shifting (openstrings and restgre the most

frequently available.

3 bid., p. 139.
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Fingering

Of thefifteen sonata collectionexaminedonly threecontainfingering indications
Eccle® Sonateg1723) Festingd ©pp. 7 and 82 Notably, E c tivreede $ratess
one of thesarliestprintedsets ofviolin sondas withfingerings specified by the composer,
andcertainly the earliest known byBaitish composer. BeforEc c | es 6s publ i cat
fingerings can be founich Pianib ©p. 1 (Paris1712), L. Franceu® ©p. 1 (Paris, 1715),
andDuvald ©pp. 5, 6 and7 (Paris; 1715, 1718&nd1720respectively.** However these
sets are nowhere near as prescri panive rega
specifies the fourth finger (twigethe second position (fotimes)andasemiposition o
b;** Francoeuindicates only uasualuse of the thumb in a chord-&-f#%; and Duval
marksa few fourth fingers(seven)n all three setsin 1723 JeaiMarie Leclair published
12 violin sonatagOp. 1), whichinclude manyfingerings.His privilege généal was issued
on October 7, 172and was formally registered five days later on Octdethusthe set
musthave appeared after that ddecause it is ndtnownwh et her LiEede | e s 6 s
Sonatesvaspublishedbefore or after October 1# isimpossibleto determine whethdris
fingerings wergprecedd byt hose i n Leclairés set.

In Eccle® s ¢ o Ififgeimgs$areanarkedn all but two (Nos. 47) sonatas, and
they address thrggoblems:changs of position (Nos. 23), the use of theoturth finger
(Nos. 5, 6, 810) and halfposition (Nos. 1, 910).

The onlyfingering inNo. 2/v (b. 61) marka shift to the third positioon the A
string (f), which is probably the earliest known printed indication for that position. In the

Prestoof No. 3/iv (bb. 4755), Eccles gives guidance howdgecute a passage involving

¥Gunnoés Sol o No. 75pcontaisa marking, &hich lacksdlikeia fourtinger indication.

However, in these passages the fourth finger makes no sense. The figure 4 means that the four demi
semiquavers must be executed on one beat.

¥SeePet er Wall s, o6Vi hCent EWMIREG @984),ppg299315.Etcle® s Tadde t

Duvabs Opp. 5 and 6 are not mentioned in Wallsbds art.
¥There are seven frotogeas inpleg by Walter titde asnridiéated is thet edition

Giovanni Antonio PianiSonatas for Vitin Solo and Violoncello with Cembaled. Barbara Garvey

Jackson (Madison: &R Editions, 1975).
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the second and third positiorad sequential fingerings:

4 4. 44 2 4 4 2
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All fingerings inNos. 5, 6 and &wolve thefourth finger. They are indicated either
to avoid an open strinar a shift, or to achieve @articular effect thwugh stringcrossing.
In Ex. 58a the conposer notes the fourth fingerorder to obtain a speaiftone colour,
whereas in Ex. .Bb to maintain the crossring bowing and sound patterns (a se\m

passage is caeived with the E and A stringrossingpb. 315,17-23).

Ex. 5.8a. Eccles, Sonata No. 5Andante bar 38; andNo. 8/ii, Allegro, bar 41.
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b. No. 5/iv, Prestg bars 1215 (repeated in bars 22).
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In four occurrencethe fourth fingelis marked noas a substitutior an open
string but to remind a violinist that the note should be executed in the first position rather
than in the second or third positiiax. 5.9. The doublestops inEx. 5.9 are, obviously,
unplayable with the open E strinthe unison irthe nextexamplecannot be performed on
the Estring only andthe execution of the passag@ Ex. 5.%-d with the open Br A

string would be very inconveniemi@ unusial, especially ina quick tempo.



Ex. 5.9. Eccles, $nata No. 6/i, Adagio, bars ZX
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c. No. 5/iv, Resto, bars 674.
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It is surprisingthat Eccles felt any need to specify the abioweth fingers,especiallysince

heleft players with no guidance for more difficult passa@es5.9c showdourth fingers

marked in a very straightforward sequence afeiv barsearlier where thi®resto extends

to & (bb.26-48), Eccles does notditate anyfingering.Similarly, in No. 6/ii (Ex.5.40 a

complex passage in the fourth position is nagdired, nor a shift to the thigbsitionin

Nos. 1/v (bb48-51, 7988) and 2/v (b. 43).

E c ¢ | Nos § SandlOinclude severahalf-positionfingerings, whichare

probablytheearliestkknown printed fingerings for thgiosition (Ex. 510). It might be

notedthat this term wasstablished ikl 8 0 7 by

Bornet

Lb6a

"n®,

wh o
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position ou®*lcnelMoez adrut 6ssi -poisiteeh ditgerisgds nantec
6over|*ppingo.

Ex. 5.10a. Eccles, Sonatho. 1&, Prestobars 935.
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b. No. 10/v,La Brillante Allegrq bars 637-8.3
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In these rapighassages Eccles emplofisée 6 o v er | ap p idimigighedfithnger i ng

intervals in order to avoid consecutivge ofthe same (first) finget®

The next British composavho annotateéingerings inhis violin sonatas was
Festing. Twentsf our y e ar s pulllitation FestiBgisslee jd. B inwhich
fingerings are numerous, appearing varg pageFingeringsare also givetin Op. 8, but
not in such profusion as Op.7.

Significantly, F e s t first ty@dsets ofSolos(1730, 1736)ncludeno fingerings
even thaigh in theautograph of Sonata Op.Mo. 4 he marked six fingeringsd in
No. 5one fingering®® Moreovertheses et s wer e pr ecedRiaro by

Castrucci 6s vi brk5and2 @784, adthafsvhicBipcudefingerir{gs.

Wa |

st

% Boyden, TheHistory of Violin Playingp.378. Before Borneto6s publication,

his treatise (1761) the G sharp scale, executedowiitho r r o we d -pasitiog) and seddes(giated the
|l etter 6R6 (6reculer | a main contre |l e silletad)

% Mozart,A Treatisech. 8, sec. 3, §15, p. 159
%" The same sequences with the same fingering appear in NoGoff8et(bb. 38,46), and 10/v (bb. 14,

45-6). In No. 6/iii (bb. 24, 28, 35) the same fingering for diminished fifths is required; however, fingerings

are not provided here.

¥ Whenin No. 6/iii (bb. 24, 28, 35) the same fingering for diminished fifths is required, hendbesovide
fingerings.

%9 0p. 4, No. 4 contains the following fingerings: two shifts tosteond position (i/bb.,B), one shift to
the third position (ii/b34), two fourthfingerindications (ii/bb. 1314) and one opestringmarking(i/b. 2);

in Op.4, No. 5 Festing marked a fouthi nger extension (v/b. 6). The i

writing the notes and fingerings are the same.

for
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Thismay suggedt h at  Fdedstoitonpgegest hikastSoloswith fingeringswas in
fact, influenced byGeminiani In 1739 he Italian virtuosgublishedarevised edion of
his Op. 1 andalsoa newcollection of ®nataOp. 4 incorporatingnanyfingeringand
perfomancendications. On thétle-pageof Op. 1 Geminianstates that fothe
perfogmeabtser convenience, he has added 6&6gr .
t he shi f t.dAs teeffolloivingeexamiaatiakvil show, Festingalsotook great
care in marking most of the difficult passages Mittilgeringsf or t he vi ol i ni st (
convenience

Fest i ng 0 sndidatefoughdimgersyfgusth-finger extensiog open string,
changs of position, and fingeringf multiple-stopping.In Op. 7 fourth-finger indications
appeamostfrequently whereasn Op. 8 they are notednlys por adi cal | y. Fest
marking this fingering isto specify a particular timbr® rto aoid the disgusting clangor
of an o p%Ahmeadyinc.l726Nopdhnoticedt hat o6t he chief 6 mann
0 t $oending all the notasnder the touch [i.e. stoppeathd none with the strings open;
for those are an harder s ound whichtestoowhen st
(assisted by the ear) effects with utmost nicedfesghirty years later, Leopoltozart

givesthe sameadvice about open strings:

He who plays @olo does well if he allows the open strings to be heard

but rarely or not at all. The fourth finger on the neighbouring lower

string will always sound more natural and delicate because the open strings
are too loud compared with stopped notes, gierce the ear too shargfy.

Most drikingly, Festing specifies fourth fingers everpassagewhere the use of this
fingering seems obviousfor the sakef convenienceandn 6éel egant & uni for

colour(Ex. 5.1).

4% Hawkins, I, p. 903.

“IWilson, p.234.

“2Mozart,A Treatisech. 5, §13, p. 101The restriction of opestrings is also distssed irQuantz,0On
Playing the Flutech. 17, sec. 2, 833, p. 235



268

Ex. 5.11 Festing,SonataOp. 7,No. 2i, Largo,bar 20; andAria, bars 16.
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Op. 7,No. Jiv, Gratioso Poco Allegrdbars 312.
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Op. 7,No. 4ii, Allegro, bars39-40; andLargo,bar 7.
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Op. 7,No. Siv, Allegro Assaj bars 77.
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Op. 8,No. Yiii, Allegro Spiritosq bars 1920, 39-40.
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By employingthe fourth fingeiin the above figurationsiot only isequality oftone
obtainedbutalsod@ mor e consi stent arfdurtbeimomgithesg st yl e
and E eanhgexdnfrmthat the use ahe fourth fingelin preference to open

strings(except when the convenience of an open string outweighs the change of timbre)

was o6an i mpor t darcontemporary pedofringractne ‘nother

exampleillustratingthis newdrenddin violin playingis theAria of Op. 7, No. 4 copied

“3Mozart,A Treatisech. 8, sec. 1, §2, p. 132
“Walls,6 Vi ol in Fingering in the 18th Centuryé, p. 306.
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from Sonata Op. 4, No. &t withaddedfingerings almostall of whicharefourth-finger

indications(Ex. 5.12)

Ex. 5.12 Festing,SonataOp. 7, No. 4/v, Aria Allegro, bars 1.
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It should be noted that the eovered gustrings oftheBaroque violin created more
gentle warmerand sweeter sound than thaneddernsteel orcovered strings.
Consequentlythe contrast of colour bgeen open and stopped stringstbe Baroque
violin was less dispate than o the modern violinNeverthelessighteenthcentury
fingering ndications show the violinist 0 mp o imceeass@voidance of open strings.
Thus, i n Fest ifimggrdase speofiedeven thesd very straigntforward
passagesvhich mightseenb i z ar r e vioknists.t oday 6 s

ParticularlystrikingareF e s t fingegingsdor a* sharp and&sharp incorporated
in Sonatas | and IV diis Op.7. He advocateplaying these notewith thefourth finger

instead of usinghe more convenientalf-paosition (Ex. 5.13).

Ex. 5.13 Festing,SonataOp. 7,No. Yii, Allegro, bars6-7, 457, 62-3.
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No. 4liv, Prestopars 1213, 19-20.
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These fingerings indicate a striggange justor a single notgherebylosing any
uniformity of tone colour”> However, the reasdior choosing thisurious fingering is

explained by.. Mozartas follows:

It is true that some take these three notes [D#, A# and E#] with the first
finger and in slow pieces it can be done quite well. But in quick pieces,
and especially if the next notes, E, H [B], or F follow immediately after,
it is not feasible because in such caseditsefinger notes follow too

qui ckly one 4gThe BaA# andh ¢ are thdredore takeh é
by the fourth finger on the next lower stritfg.

As it can be seemiEx.5.13 all fourth fingersareprecededandbr followed by the

first finger notesand are executdd quick temposA similar avkward fingering but on

)

b', canbefound in he first bamof the Largo of Op. 7, No.:: =
Festing recommends executingin second positioimstead of sliding the first finger
down,eventhough thigequires a change of strifigr onenote.

The technique of fourtfinger extensiorns exploredin severabf F e s tssonatp$
The Largo ofOp. 7, No. 2 ixceptional as this the only movement in whicextensions
are markedn as many afour positions(from 2nd to 5th), andin as high as the fourth and
fifth positions At bars 1519 apassage ithefourth positionincludesthe note 3 which
lies outsidethis position(Ex. 5.14). As a resultthe composer indicatesfourthfinger
extensionn orderto avoid arunnecessarghift of the handLater, at bas 32-5 the same
procedure is employedut in the fifth positior{see below)In other movements

extensions in the first and third positeoarethe most commonEx. 5.14 shows dypical

> In addition to the examples shown in Ex. 5,12 same figering appears in: Op. 7, Ba/i (b. 15), ii
(bb. 14, 68, 84), iii (b. 37), antii (b. 11).
6 Mozart,A Treatisech. 3, §6, p. 71; alsoinch. 1, sec. 3, §14, pMd,z art notes t hat

to take [these notes] by an extension of theufr t h f i nger on the next | ower

0

t

st



271

upwardextensiormade by se&tching out the fourth fingex semitonewhile the hand is

still in thefirst position.

Ex. 5.14a. Festing,SonataOp. 7,No. 2/i, Largo, bars 139, 326.
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Unlike EcclesFestingindicates open strings in order eithefdoilitate shifting

(Ex. 5.1%) or to ensuré¢hat a particulatonecolouris produced’

Ex. 5.1%. Festing,SonataOp. 8, No. fii, Allegro Spiritosg bars 278.
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b. Op. 7, No. 6/ii, Allegro, bar 31.
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A mood ofrisingtensionin thispassages beauti fully enhanced

" An open string marketb facilitatea shift appears: Op. 7, Nos. 2/i (b19), iii/var. 2 (bb. 3, 23)var.4
(bb. 2, 45); 3/i (b. 8),ii (bb. 1, 16, 22); 4/iv (b. 47); (b. 3); 5/ii (bb. 8, 79, 89)y (b. 22)

by
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indications The d notes on the first two beats are followed by the figures performed on
the D string and then on the next two beats on the A sirimguse of aropenA string
on the second bewtould disturbthis musicalbalanceand sonorous effedDpen strings
are also noteth severalarpeggiosn order to achieva particulareffect through string
crossingto sustain a particuldrowingpatternor to maintait he | edbpobanhddbnd
adopted for thge figuration§Appendix A Ex. 9.%

Festingalsoprovidesfingeringto indicatea changef position notably,in Op. 8
this type of fingeringguidancepredominats. Shifts to he second and thingbsitionsare
markedmost frequentlyAccording to Wallsmmany sonatas publishedfine st i ngds t i m
included fingerings only fagpassages involvingecom position, doubtlessecauséhird
position Owas obvi ous | gecdnegpoditiontaadid boenedde s s r e |
t o be s%Festing &niEecledmust haviead quite the oppositgéew as they
indicatel third position more often thasecond position® Besideshese two positionsll
passages involving the fourth and fifth positions are finger€p. 7 whereasn Op. 8
only two suchplaces are left witholk e s t guidanéesNos. 2/iv (b. 26) and 6/ii (b.
37)>! The sixthpositionis makedonce in Op8 (Ex. 5.16), andin Op.7 there is a

fourth-finger extensiono thisposition(No. 24, bb. 33, 35)

Ex. 5.16a. Festing,SonataOp. 8, No. i, Allegro, bars 3940.
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Some shifts are marked purely in order to avoid trilimth the fourthfinger (Ex. 5.16).

“8|n arpeggios: Op. 7, Nos. 2/var. 6 (bk2,113), 6/ii (bb. 223, 36). An open string marked achieve a

paricular tone colour also occuis: Op. 7, N&. 2/i (b. 37), ii (bb. 49, 51), 3/ii (b. 25), B/{(bb. 310), 6/ii

(b. 17);0p. 8, No. 3/ii (bb37-8).

“Walls, 6ViolinhGdmtgeBoitn,g in the 18

¥ Second position is marked &fhesin Op. 7,and7 times in Op. 8, while third position is indicated 36
timesinOp.7,and15i mes i n Op. 8. I n Eccl etwiBesandseaoradt as t hir d
position once.

> Fourthposition is marked in: Op. 7, Nos. 2ib. 5, 15), 5/iv (b. 34%/ii (b. 6), Op. 8, No. 1/ii (b. 26);

and fifth position: Op. 7, No2/i (bb. 323, 35), iii/var.3 (b. 3) Op. 8, Nos. 4/ii (b. 39%/i (bb. 10, 4).
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In Op.7 there arealso a few indications afhandcontraction(or semipositior) on ¢

sharpand ¢ sharpfollowed by a rapideturn to thdirst position(Ex. 5.1&).

b. Op. 7, No. 2/iLargo,bars 3841.
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Op. 7, No. 5/iAndante bars 24.
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c. Op. 7, No. 3/iv, @azioso Poco Allegro, bars 3.
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