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EDITORIAL
BRYAN WHITE
Dear Readers,
I recently attended a performance of Henry Purcell's Fairy Queen, a favourite of mine among Purcell's works,
and one that I have heard many times on recordings, though never live. I say Purcell's Fairy Queen, but in fact
it was his music for The Fairy Queen in a concert, interspersed with some connecting narrative, and not The
Fairy Queen at all, at least not as Purcell would have recognized it. Chances to see a complete, fully-staged
Fairy Queen, including the text of Shakespeare's Midsummer Night's Dream as adapted to Restoration
dramatic taste, and cut to make room for a great quantity of music (none of which sets so much as a line of
Shakespeare) are few and far between. I have not seen the most recent English National Opera production of
Fairy Queen, but as I understand it, the newly conceived spoken drama is knitted around the music, rather the
opposite process to the original conception of the work, and it only loosely follows Shakespeare's play.
Purcell's other semi-operas, Dioclesian, King Arthur and The Indian Queen are rarely offered in anything like
their original form; I've certainly never had the chance to see staged versions of any of them. But is this a state
of affairs that needs changing? I found sitting through the whole of The Fairy Queen to be a test of endurance
even though the music is of the greatest quality (the church pews didn't help!). Surely adding another hour or
so of dramatic dialogue to it would only make things worse, or so one might imagine. I did see the recent
production of Handel's Alcina at ENO, another long night, but one that I found to be exhilarating. However,
had I sat through the same work as a concert performance, I daresay it would have tried my patience as much
as The Fairy Queen, never mind the overwhelming quality of the music.
It was once commonly accepted that Purcell
was simply unfortunate to have lived in a time when
his great talent for dramatic music was wasted on
England's poor substitute for full-blown opera, the
semi-opera. But since the 1970s, many scholars have
argued that semi-operas were (and are) a coherent
form of music theatre, and furthermore, that those
works which Purcell collaborated on are well worth
reviving in something like their original form. As far
as I can tell, this message is almost completely
unheeded outside the scholarly world. Would staged
performances of Purcell's semi-operas convince
modern audiences? Would the inclusion of the play,
well acted, with the music, and with scenery and
dance justify the length of the performance and bring
the music to life even more forcefully? Maybe, maybe
not, but I wish someone would offer opportunities
for me to find out.
The performance of The Fairy Queen led me to
go back to the scholarly literature on the work, and to
my favourite recording of it, directed by Harry
Christophers.
The booklet to the recording
reminded me of another of those gaps between
scholarship and performance, one that Bruce Haynes
deals with in this issue of EMP. Near the end of the
booklet it is suggested that the pitch at which The
Fairy Queen was probably performed at in the 1690s

was about A-408, yet the performance on the
recording, and on most recordings of the semi-operas
with which I am familiar, is A-415. Why the
difference? Of course there are many practical (and
financial) reasons why A-415 has become the default
'baroque pitch', and at less than a semitone difference
between it and A-408, is it that important? That is
another question that is hard to answer without
empirical evidence, but I think singers at least would
find that A-408 would alter their performances in the
literature for which such a pitch is appropriate. It is
another instance in which performers must take up
the challenge posed by the historical evidence and
test it in practice.
Purcell appears again in the article by Peter
Holman and Clare Brown on the 'fac similes'
published by Thomas Busby. Their investigation
into these previously ignored copies of composers'
autographs uncovers a surprisingly wide range of new
material, not least of which is evidence of what may
be the original version of Purcell's ode 'Come, ye
Sons of Art'. As luck would have it, we also have
news of another Purcell autograph that has recently
come to light, in this case a performance part from
his anthem with strings 'I was glad'. Finally, Michael
Talbot offers a report on the current state of the
collected works of Vivaldi.

The front cover is taken from the title page of the second volume of Thomas Busby's Concert Room and Orchestra Anecdotes
of Music and Musicians Ancient and Modern (London, 1825).

Thomas Busby and his 'FACSIMILES
OF CELEBRATED COMPOSERS'
CLARE BROWN AND PETER HOLMAN

Among the items recently acquired by the Brotherton Library, University of Leeds from
Halifax Parish Church is a set of the three volumes of Thomas Busby's Concert Room and
Orchestra Anecdotes (London, 1825).1 Thomas Busby (1754-1838) was one of a group of
English musicians around 1800 who followed Charles Burney in developing careers as
writers on music in addition to their normal activities as practical musicians. Busby was a
London singer and organist, and wrote stage works, odes and oratorios as well as piano
music, glees, church music and songs.2 However, he is best known today for his literary
publications, including several musical dictionaries, A Grammar of Music (London, 1818),
A General History of Music, from the Earliest Times to the Present (London, 1819), largely
derived from Burney and Hawkins, and Concert Room and Orchestra Anecdotes of Music
and Musicians, Ancient and Modern.
Concert Room and Orchestra Anecdotes was
clearly intended to entertain and amuse rather than
to stand as a work of scholarship. It consists of
hundreds of short articles, assembled in no
discernible order, on subjects ranging from
Antiquity - 'Jubal, the Inventor of Musical
Instruments' (i, pp. 13-14); 'Primitive Music' (ii, p.
90); 'Music of Ancient Greece' (iii, pp. 10-12) — to
Busby's own time - 'Rossini's Style' (i, pp. 145-6);
'Beethoven's Eccentricity' (i, pp. 210-11); 'Parisian
Musicals, in 1824' (ii, p. 26). Busby seems to have
compiled the material on earlier music mostly from
Burney, Hawkins and other writers; in the preface
to the collection he likened the task of the 'literary
collector' to 'the bee, that, roving from flower to
flower, extracts every sweet that offers itself to his
choice' (i, p. iii). However, he claimed not to have
limited himself to 'the humble task of compilation':
'many of the narratives and anecdotes in these
volumes are the results of a reminiscence founded
on the professional practice and personal
connection of three score years, and have never
before met the public eye' (i, p. v). Among the
articles clearly written at least partly out of personal
experience were those on his contemporaries and
colleagues, such as his teacher Jonathan Battishill
(iii, pp. 7, 69-76), Samuel Arnold (i, pp. 90-1, 1023; iii, pp. 116-18), James Hook (i, pp. 92-3, 1601), William Jackson of Exeter (i, pp. 186-7; ii, p.
94), Sir William Parsons (i, pp. 265-6), William
Shield (ii, pp. 184-8), Luffman Atterbury (ii, pp.
192-4) and Sir George Smart (ii, pp. 259-61).
Although the articles in Concert Room and
Orchestra Anecdotes have been regularly drawn upon

by modern scholars, the thirteen 'FAC SIMILES
OF CELEBRATED COMPOSERS', printed on
three fold-out plates, seem to have been completely
ignored; so far as we have been able to discover,
they are not mentioned in the scholarly literature
of any of the composers concerned. This may be
partly because their presence in the volumes is
unexplained: they are not mentioned in the preface
to vol. i, or in any of the articles, though they are
briefly listed as Autographs of Composers' in the
'LIST OF PLATES' at the end of vol. iii - a page
missing in the Leeds copy. Another problem is that
the plates themselves are missing from some copies
of the publication.
They are present in the
Brotherton Library copy, and in the ones in
London University Library, the Bodleian Library,
the Bate Collection, Faculty of Music, Oxford and
the collection of Christopher Hogwood, though
they are missing from those in Aberdeen University
Library, Glasgow University Library and Leeds
City Library.3 To add to the confusion, in some
copies one plate comes at the beginning of vol. ii,
another at the beginning of vol. iii, and the third at
the end of vol. iii; in the Brotherton Library copy
they are all tipped into the end of vol. iii, while the
British Library copy only has plate 2, inserted at
the beginning of vol. ii.
Another mysterious feature of Busby's
facsimiles is that it is not immediately clear how
they were made.
When Concert Room and
Orchestra Anecdotes was published in 1825 there
was no obvious way in which an image on paper,
such as a sample of a composer's handwriting,
could be reproduced. In the eighteenth and early

nineteenth centuries music was either printed from
engraved plates or from music type. Both processes
depended on a workman -- an engraver or a
typesetter respectively — creating the layout of the
page, while of course relying on the copy text in
front of him for his information.
Although
lithography (the process of making an image on a
special type of limestone so that impressions in ink
can be taken directly from it) was invented by Alois
Senefelder in 1796, it was not until the 1850s, with
the application of photography to the lithographic
process, that it became possible to reproduce a
written image without damaging it.4 Handwriting
could be reproduced in traditional lithography, but
only if the writing was on specially prepared
transfer paper and the paper was sponged with
weak nitric acid. For this reason, facsimiles in the
modern sense — the exact, mechanical reproduction
of a manuscript or printed source — did not appear
until after the middle of the nineteenth century;
the earliest in England seems to have been a
reproduction of Handel's autograph of Messiah,
'executed in photo-lithography' for the Sacred
Harmonic Society in 1868.5
However, attempts to reproduce the
appearance of autograph scores had been made
rather earlier. Two remarkable examples are in
William Shield's An Introduction to Harmony
(London, 1800; 21 c. 1815) and its companion
volume Rudiments of Thoroughbass (London,
c. 1815).6 Despite their titles, these publications are
advanced composition treatises, with examples
taken from actual pieces by J.S. Bach, Handel,
Boyce, J.C. Bach, Thomas Linley, Mozart,
Beethoven and others, including presumably,
Shield himself. On pp. 120-1 of An Introduction
to Harmony there is an extract apparently taken
from the lost autograph score of Thomas Arne's
'The soldier tir'd of wars alarms' from his opera
Artaxerxes (1762), showing his first thoughts and
subsequent revisions [Illus. 1]. Shield wrote that
the extract was 'engraved from the original M.S. in
the authors hand writing', though the result is only
a schematic representation of Arne's score, with no
attempt to reproduce the characteristics of his
handwriting.
However, in Rudiments of
Thoroughbass the engraver tried to imitate the
appearance of two manuscripts more accurately.
On pp. 54-6 there is a ground in C minor by
William Croft, evidently copied from the lost
autograph, the source of Busby's Croft extract (see
below) [Illus. 2], while on p. 57 there is a 'FacSimile' of tablature 'engraved from Princess
(afterwards Queen) Anne's lute book'.7
Had Shield been publishing a few years later,
it is likely that he would have used the lithographic
process for these examples. From the first it was
recognised that one of the main applications for
lithography was music printing. Senefelder made
his early experiments in lithography printing

music, and urged its adoption by the trade in his
Vollstdndiges Lehrbuch der Steindruckerey (Munich,
1818), translated into English as A Complete Course
of Lithography (London, 1819).8 Given that Busby's
fold-out plates do not show any sign of the
impression of a plate — a tell-tale sign of engraving
— it is likely that his facsimiles were produced using
Senefelder's new lithographic process as explained
in his Complete Course. Busby was clearly aware of
lithography, for his article 'Weber's Taste for
Lithography' (i, p. 196) recounts how the composer
experimented with the technique in his youth; he
was briefly apprenticed to Senefelder before
devoting himself to composition.9 It would have
been possible to transfer images from the various
autographs to the lithographic stone by adding an
extra step to the ordinary process: a tracing of the
documents could have been taken, which was then
drawn or scored through onto the chemically
treated paper. A hint that this was what happened
is provided by comparing one of the extracts
printed by Busby with the original manuscript: the
sample of William Boyce's hand comes from the
autograph score of William Boyce's Cambridge
Ode, now in Cambridge University Library. A
close comparison of the two images reveals a
number of small differences, of the sort likely to be
produced by the process of tracing [Illus. 3].
The most fascinating and tantalizing feature
of Busby's facsimiles is that all but two of the
extracts appear to come from lost sources. As
already mentioned, the Boyce was taken from an
autograph score now in Cambridge University
Library, while the Haydn is today in Vincent
Novello's autograph album. In the case of the
extracts by Ignace Pleyel, Charles Dibdin, William
Shield, Giuseppe Tartini, Henry Purcell and
Thomas Arne, the works are known elsewhere but
only in non-autograph sources. As we shall see, the
Purcell extract is particularly interesting since it
appears to be taken from the lost autograph score
of his ode 'Come, ye sons of art, away' Z323, and
preserves a different version of the work from that
in the earliest surviving complete source, a score
dated 1765. Three of the extracts, by the Earl of
Kelly, Samuel Arnold and William Croft, appear to
be genuine autographs but come from works that
are lost or have not yet been traced - though, as we
have seen, the Croft was printed complete in a sort
of pseudo-facsimile in Shield's Rudiments of
Thoroughbass. In only two cases does Busby seem
to have made a mistake in identifying a composer's
hand. The extract attributed to Samuel Wesley is
from a genuine work, the three-part Latin motet
'Ecce jam noctis', though the hand is not
autograph. The extract by John Christian Bach is
also taken from a genuine work, though the hand is
not autograph and it was misattributed by Busby to
'J.S. BACH' - a revealing insight into the fashion
for J.S. Bach's music in early nineteenth-century
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Illus. 1: W. Shield, Introduction to Harmony (London, 1800; 21 c. 1815), p. 120, representing a page of the lost autograph score of
Thomas Arne's 'The soldier tir'd of wars alarms' from Artaxerxes (1762).
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Illus. 2: W. Shield, Rudiments of Thoroughbass (London, c. 1815), p. 54, representing a page of the lost autograph score of William
Croft, Ground in C minor.

England, and the corresponding decline in the
reputation of his youngest son, the 'London Bach'.
Where did Busby obtain the sources for his
facsimiles? Eleven of the thirteen sources no longer
seem to exist, and little is known of their
provenance.
However, we have been able to
establish a link with William Shield in seven cases,

and it may be that all thirteen manuscripts were in
Shield's possession in the 1820s. The Haydn was
apparently given by the composer to Shield and
from Shield to Vincent Novello, who inserted it
into his autograph album. The score of Boyce's
Cambridge Ode also seems to have belonged to
Shield, who obtained it from Boyce's son. It is
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lllus. 3: Extract from Cambridge University Library, Nn. VI. 38, f. 40V, the recitative 'Each youth inspir'cl by your persuasive art'
from the autograph score of William Boyce's Ode for the Installation of the Duke of Newcastle as Chancellor of the University of
Cambridge (1749), compared with Busby's facsimile.

likely that Shield provided Busby with the extract
of his String Trio, and that he owned the score of
the Symphonic Concertante from which the J.C.
Bach extract was taken. It is also likely that he was
the source of the Arne and the Croft extracts, for
both pieces were published in his Rudiments of
Thoroughbass; as we have seen, he must have had
access to Arne's lost autograph score ofArtaxerxes in
order to reproduce an extract from 'The soldier
tir'd of wars alarms' in his Introduction to Harmony.

Thomas Busby's 'FAC SIMILES OF
CELEBRATED COMPOSERS' are important
early examples of music printed in England by
lithography, and offer a precious glimpse of a
number of now-lost autograph scores. There is
doubtless more to be learned about them; we
would be grateful for any additional information,
particularly if it leads to identifying any of the
unidentified works, or to the recovery of the
seemingly lost sources.

APPENDIX
Inventory of Thomas Busby, 'FAC SIMILES OF CELEBRATED COMPOSERS', inserted into Concert
Room and Orchestra Anecdotes
(London, 1825).
'PLEYEL'
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A four-bar extract of the horn and flute parts of the first movement, Allegro', of Ignace Pleyel's
Symphonic Concertante in F major for two violins, viola, cello, flute, oboe and bassoon solo with orchestra,
'Composed . . . expressly for the Members of the Professional Concert' and apparently first performed at
Hanover Square Rooms on 27 February 1792; see S. McVeigh, 'The Professional Concert and the Rival
Subscription Series in London, 1783-1793, RMA Research Chronicle, 22 (1989), p. 104; R. Benton, Ignace

Pleyel: a Thematic Catalogue of his Compositions (New York, 1977), no. 113. It was apparently taken from
the lost autograph score; the hand can be authenticated by comparing it with the examples reproduced in
Benton, Ignace Pleyel, pp. 70, 210 and 336.
'DR. BOYCE'

Three bars of the recitative 'Each youth inspir'd by your persuasive art', taken from the autograph
score of William Boyce's Ode for the Installation of the Duke of Newcastle as Chancellor of the University
of Cambridge (1749), now in Cambridge University Library, Nn. VI. 38, f. 40V. We are grateful to Robert
Bruce for identifying the extract, and for providing information about the manuscript. According to a
written statement on f. 1 of the manuscript it was 'Presented to Wm Shield by the Son of the Composer'. It
was sold by Puttick and Simpson on 4 May 1850, lot 136, and, according to another statement in the
manuscript, was 'Presented to the University Library [Cambridge] by T. A. Walmisley. Mus: Prof: / June
1851.' Thomas Attwood Walmisley, the Cambridge Professor of Music at the time, presumably purchased it
at the sale. Mr Bruce has suggested to us that it may have come to auction after the death of Anne Stokes
Shield, the composer's wife, who inherited her husband's library after his death in 1829; see L. Troost,
'William Shield', The New Grove (2/2000). However, the sale does not seem to have included any
manuscripts of music by Shield or the sources of any of the other Busby extracts.
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The first four bars of the vocal portion of Charles Dibdin's song 'Curtis was old Hodge's wife', printed
as Sly Old Hodge, Written and Composed by Mr. Dibdin and Sung by him in his Entertainment Called the
Oddities (London, ?1789); copy consulted: Brotherton Library, University of Leeds, Mus.E-9qENG 497.
According to G. Hogarth, The Songs of Charles Dibdin (London, 1842), p. 42, it came from the afterpiece
The Wives Revenged, first performed alongside Dibdin's Rose and Colin at Covent Garden on 1 8 September
1778. The autograph appears to be lost, but the hand can be authenticated by comparing it with Dibdin
autographs in the Brotherton Library, the British Library, Southampton Public Library and elsewhere.

'TARTINI'

-

The first four bars of the first movement, 'Larghetto', from Giuseppe Tartini's Sonata in D minor
Brainard d5 for violin and bass, see P. Brainard, Le senate per violino di Giuseppe Tartini: catalogo tematico
(Padua, 1975), p. 39. According to Brainard, the sonata is today known only from non-autograph
manuscripts in Paris and Berkeley, but the hand can be authenticated by comparing it with, for instance, the
sample reproduced in P. Brainard, 'Giuseppe Tartini', The New Grove (London, 1980).

'SHIELD'

The first bar of the third movement, 'Giuoco: Alia Schlavonia / Tempo Straniere con Variazione /
Giocosamente' from William Shield's Trio in E flat major, no. 1 in Six Trios for Violin, Tenor and Violoncello
(London, 1796); copy consulted: in the Fiske-Platt Collection, Brotherton Library, University of Leeds.
At first sight, the extract appears to be taken from Shield's lost autograph score, but the informal way that
the title and tempo marks are placed between the staves and that the time signatures are well to the right of
the key signatures suggests to us that this is a sample of Shield's handwriting written out specially for
Busby. The hand can be authenticated by comparing it with autograph documents, such as the score of his
1818 court ode, 'In its summer pride arrayed', British Library, R.M.23.g.l4.

'HAYDN'
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The first five bars of Haydn's setting of the Scots song 'Dainty Davie', Hob.XXXIa/32, made in 1792
and published in W. Napier, A Selection of Original Scots Songs in Three Parts, the Harmony by Haydn, ii
(London, 1792), p. 32; see J. Webster and G. Feder, 'Joseph Haydn', The New Grove (2/2000); H.C.
Robbins Landon, Haydn in England 1791-1795 (London, 1976), pp. 400-3; Haydn, Werke, 32/1, ed. K.
Geiringer (Munich, 1961), p. 33. Haydn's autograph, the source of Busby's sample, survives as Item 48 of
an autograph album, now in private hands, compiled by Vincent Novello between 1829 and 1848; see P.
Weston, 'Vincent Novello's Autograph Album: Inventory and Commentary', Music & Letters, 75 (1994),
pp. 365-80. According to the anonymous author of 'Vincent Novello's Album', The Musical Times, 92/3
(1951), p. 108, the manuscript was given by Haydn to Shield and from Shield to Novello.

'PURCELL'

au

S

—F- f~

•^—-

—*

_

An extract apparently from the lost autograph score of the first vocal section of Henry Purcell's ode
'Come, ye Sons of Art' Z323. The only complete source of the ode is Royal College of Music, MS 993,

copied by Robert Pindar in 1765, which has necessarily formed the basis of all modern editions, including
the most recent, Birthday Odes for Queen Mary Part II, ed. B. Wood, The Works of Henry Purcell, 24
(London, 1998); see also R. Shay and R. Thompson, Purcell Manuscripts: the Principal Musical Sources
(Cambridge, 2000), p. 175. As Bruce Wood points out (p. xvi), Pindar's text seems to preserve a version of
the work that was reorchestrated in the eighteenth century along the same lines as Pindar's version of the St
Cecilia ode 'Welcome to all the pleasures' Z339, which is 'drastically reworked and re-scored with spurious
woodwind parts and additional string accompaniments'. Further evidence that this is so is provided by the
Busby extract, which appears to show the last two bars of the ritornello that prefaces the alto solo 'Come, ye
Sons of Art', but with only three staves (two unspecified treble instruments and bass) rather than the sixstave layout (trumpet, oboe, and four-part strings) of the Pindar score and modern editions derived from it.
Samples of Purcell's hand are conveniently assembled in Shay and Thompson, Purcell Manuscripts.
'SAM'. WESLEY'

The first two bars of Samuel Wesley's three-part Latin motet 'Ecce iam noctis'; see M. Kassler and P.
Olleson, Samuel Wesley (1766-1837): a Source Book (Aldershot, 2001), p. 579. Three of the manuscript
sources listed by Kassler and Olleson, the autographs British Library, Add. MSS 65454 and 71107 (dated 21
August 1801) and the non-autograph British Library, Egerton MS 2571, preserve a different version of the
work, for alto, tenor and bass voices rather than two sopranos and bass. The fourth source, John Rylands
Library, Manchester, DDWF 15/55, turns out not to be a manuscript at all, but a copy of the Busby
facsimile. We are grateful to Philip Olleson for providing us with a photocopy of the Manchester source and
for confirming that the Busby extract was not taken from a Wesley autograph; there are samples of Wesley's
literary and musical hands in Kassler and Olleson, Samuel Wesley, facing pp. 8 and 9.
7.5. BACH'
O_

*?

This extract is not by Johann Sebastian Bach but by John Christian Bach: it consists of the violin parts
of the first two bars of the opening of the third movement, 'Rondeau Allegretto', of his Symphonie
Concertante in G major C45 for oboe, violin, viola, cello and orchestra; see C.S. Terry, John Christian Bach,
rev. H.C. Robbins Landon (London, 1967), p. 286; E. Warburton, The Collected Works of Johann Christian
Bach 1735-1782, 48/1, Thematic Catalogue (New York, 1999), pp. 107-8. According to Warburton, the
work was written for J.C. Fischer (oboe), Wilhelm Cramer (violin), Felice Giardini (viola) and John Crosdill
(cello), was first performed at Hanover Square Rooms on 5 May 1776, and was 'by far J[ohn] C[hristian]
B[ach]'s most frequently performed Symphonie Concertante in London in the eighteenth century'. The
10

autograph is 'presumed lost', though it or a copy evidently belonged to William Shield, for he printed a
cadenza apparently from the slow movement of the work in his Introduction to Harmony, pp. 116-17,
claiming that it was 'engraved from the original M.S. which I had the good fortune to purchase with the
celebrated Concertante to which it is so proper an appendage'. Unfortunately, the only other complete
manuscript, Berlin, Staatsbibliothek, KH 15 la, also seems to be lost, though it was presumably the source of
the incipits in Terry and Warburton. The Busby extract was clearly not taken from a J.C. Bach autograph, as
can be seen by comparing it with samples of the composer's hand in, for instance, The Collected Works, ed.
Warburton, 48/3, Music Supplement, pp. 569-75, 646.
'EARL OF KELLY'

The first two bars of an unidentified piece in A minor for string quartet or four-part strings,
apparently by Thomas Alexander Erskine, sixth Earl of Kelly. We are grateful to Dr David Johnson for
confirming that the piece does not come from one of the six Kelly string quartets in National Library of
Scotland, MS Ace. 10303. Kelly's hand has not been identified with certainty, though Dr Johnson has
suggested to us that two pieces in National Library of Scotland, MS Ace. 11420 (2),
a musical commonplace book from Kilravock Castle, Nairn, are in his autograph; it has not been possible
for us to compare the manuscript with the Busby extract.
'ARNOLD'
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The first two bars of a piece in G major apparently by Samuel Arnold, consisting of the horn, oboe
and violin parts of an orchestral score. The piece does not correspond with any entry in R.H.B. Hoskins,
The Theater Music of Samuel Arnold: a Thematic Index (Warren, MI, 1998); we are grateful to Dr Hoskins
for informing us that he has been unable to recognise it elsewhere in Arnold's music. He points out that the
melody is similar to the opening of the Scots song 'The braes of Ballenden', though the extract is clearly not
taken from Arnold's setting of the tune in his incidental music for Shakespeare's Macbeth (1778), which is in
B flat major; see Hoskins, The Theater Music of Samuel Arnold, p. 153; R. Fiske, Scotland in Music: a
European Enthusiasm (Cambridge, 1983), p. 191. The extract looks like a composing autograph, and it can
be authenticated by comparing it with Royal College of Music, MS 15, a part-autograph volume of songs.
We are not convinced that the sample reproduced in Hoskins, The Theater Music of Samuel Arnold, p. 42,
British Library, Add. MS 30955, f. 69, is actually Arnold's hand.
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The first four bars of a ground in C minor for four-part strings, in the hand of William Croft. We
have been unable to trace any original manuscript or printed source of the piece, but it was printed complete
in William Shield's Rudiments of Thoroughbass (London, c. 1815), pp. 54-6 with the title 'Facsimile of an
Exercise upon a Ground'. It is otherwise unknown, and may have come from a lost theatre suite; it is similar
to the chaconnes that end Croft's suites for The Funeral (1702) and The Lying Lover (1704); see C.A. Price,
Music in the Restoration Theatre ([Ann Arbor], 1979), pp. 171, 197-8. Busby's extract unquestionably comes
from a lost Croft autograph, which Shield's engraver tried to imitate; the hand can be authenticated by
comparing
it
with,
for
instance,
the
autograph
score
of
Croft's
anthem
'O give thanks unto the Lord, for he is gracious' in the Brotherton Library, University of Leeds, or the
facsimile of a page from the autograph score of Croft's Service in E flat major in J.S. Bumpus,
A History of English Cathedral Music 1549-1889 (London, 1908), facing p. 208.
'DR. ARNE'

The first four bars of the vocal portion of'Fly, soft ideas, fly', sung by Mandane at the end of Act I of
Thomas Arne's Artaxerxes. The extract does not come from the virtuoso setting published in the full score,
Artaxerxes, an English Opera (London, 1762), which is in triple time, but from a simpler one in duple time
written subsequently for Anne Catley; see R. Fiske, English Theatre Music in the Eighteenth Century (Oxford,
2/1986), p. 310. According to John Addison, writing in the preface to his edition, The Overture, Recitatives,
Airs 6- Duets in the Serious Opera of Artaxerxes, Composed by Dr. Arne (London, ? 1815), Catley first sang the
role of Mandane at Covent Garden in the 1772-3 season. The setting was never published in Arne's
lifetime, and only got into print in short score in Shield's Rudiments of Thoroughbass, pp. 61-3, where it is
entitled 'FLY SOFT IDEAS, reset for MISS CATLEY in ARTAXERXES'; Shield presumably owned Arne's
lost manuscript and made it available to Busby. The extract is most easily authenticated by comparing the
literary hand with letters in Arne's hand, such as the one reproduced in part in W.H. Cummings, Dr Arne
and Rule, Britannia (London, 1912), facing p. 69.
NOTES
1. P. Holman, 'Treasure at Leeds', Early Music Performer, 11 (March 2003), p. 29.
2. J.C. Kassler and L. Troost, 'Thomas Busby', The New Grove (2/2000); see also, K.G.F. Spence, 'The Learned Doctor Busby', Music & Letters, 37 (1956),
pp. 141-53.
3. We are grateful to Christopher Hogwood, Tassilo Erhardt and librarians at Aberdeen University Library and Glasgow University Library for
this information.
4. See, for instance, Music Printing and Publishing, ed. D.W. Krummel and S. Sadie, The Norton/Grove Handbooks in Music (New York
and London, 1990), pp. 55-61.
5. Fac-simile of the Autograph Score of Messiah . . . Executed in Photo-Lithography by Vincent Brooks, Day and Son, from the Original in the Library at
Buckingham Palace (London, 1868); see D. Burrows, Handel: Messiah (Cambridge, 1991), p. 107.
6. Copies consulted: Introduction to Harmony, first edition, British Library, 785.1.33.(1); second edition, in the possession of Peter Holman, on paper
watermarked 1813; Rudiments of Thoroughbass, British Library, 785.1.33.(3); see also R. Fiske, English Theatre Music in the Eighteenth Century (Oxford
2/1986), pp. 308, 310,404, 546, 550, 557.
7. Actually for five-course Baroque guitar rather than lute. According to J.M. Ward, 'Sprightly & Cheerful Musick: Notes on the Cittern, Cittern and
Guitar in 16th- and 17th-Century England,' The Lute Society Journal, 21 (1979-81), p. 232, the manuscript, 'Princess An's lute book', was 'presented to
Wm. Shield by his friend James Smith' and is now in The Hague, Gemeentemuseum, MS 4.E.73.
8. See the introduction to the facsimile by A. Hyatt Mayor (New York, 1977).
9. J. Warrack, Carl Maria von Weber (London, 1968), pp. 32-4.

12

