The British Library Purchase of
'My Ladye Nevells Booke'
ANDREW WOOLLEY

The manuscript known as 'My Ladye Nevells Booke' has long been treasured as an
important source for the keyboard music of William Byrd and as one of the most
beautiful keyboard manuscripts of any period.1 Consisting entirely of forty-two
keyboard pieces by Byrd, about a third of his surviving output, it is written in the
hand of John Baldwin, who was a lay clerk and copyist of St George's Chapel,
Windsor. The manuscript's significance is known to scholars in several ways. For
instance, it is thought that Baldwin, the copyist of two other important
manuscripts from the late sixteenth and early seventeenth centuries, used Byrd's
holographs. Upon completion of his work, he also dated the manuscript 'the
leventh of September [...] 1591', making it the earliest significant source for
Byrd's keyboard music and the earliest English keyboard manuscript to contain
fingerings. As a non-autograph consisting only of one composer's music, among
keyboard collections up to the end of the seventeenth century, it is unique.2
The first two pieces in the book are dedicated to 'My
Ladye Nevell' who must have been a considerable
admirer of Byrd's music. Until recently, however, her
exact identity has not been known. In 1948, E. H.
Fellowes thought it likely she was Rachel, the wife of
Sir Edward Neville.3 Thurston Dart noted, however,
that a painted coat of arms on an inserted leaf in the
manuscript accompanied by the initials 'H N',
pointed to Sir Henry Neville of Billingbere.4 Dart
thought the arms were those of Sir Henry, whose wife
was Elizabeth Bacon. In 2005 this theory was shown
to be correct by John Harley, who noted that
Elizabeth would have been the only member of the
family allowed to bear the title 'Lady Nevell' at the
time of the manuscript's compilation. 5 Harley has
also charted the life of Lady Elizabeth, who was born
about 1541, and was the eldest child of Nicholas
Bacon (1510-79), Lord Keeper of the Great Seal
under Elizabeth I.
Lady Elizabeth outlived three husbands and
her many surviving letters and correspondences,
which concern her property and family ties, give no
indication of an interest in music.6 Her patronage of
music is nevertheless known from elsewhere, since she
was the dedicatee of Thomas Morley's The First Booke
of Canzonets to Two Voyces (1595). In 1595 Lady
Elizabeth was married to her third husband, Sir
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William Periam, and the dedication shows that
Morley's wife was in Lady Periam's service, probably
before 1589. Morley was a pupil of Byrd, and Harley
points out that either composer could in fact have
introduced the other to Lady Elizabeth. Byrd's
residence at Harlington, Middlesex and the residences
of other family members in Berkshire and
Oxfordshire were close to Lady Elizabeth's at
Billingbere.
In particular, Harley suggests the
possibility that 'My Ladye Nevells Booke' could have
a connection with the marriage, around the time of
the book's compilation, of Byrd's son Christopher to
Katherine More, whose family had connections in
nearby Hambleden.
The contents of the manuscript represent
Byrd's best keyboard work up to 1591, and give a
unique perspective on the development of his
keyboard style. The different genres the composer
worked in are also grouped together. The first two
works, 'My Ladye Nevels Grownde' and 'Qui Passe:
for my ladye nevell', are followed by programmatic
pieces including 'The Battle', a sequence of thirteen
pieces depicting various aspects of warfare. A
hexachord fantasia in G (gamut) marks the end of this
section of the manuscript. Following this are nine
pavans, seven accompanied by galliards, which are
concluded by a voluntary also in gamut, 'for my ladye

nevell'. The remainder of the manuscript consists
mostly of Byrd's well-known settings of popular
grounds, his pavan for William Petre with
accompanying galliard, and finally two remarkable
pieces; an extraordinarily varied fancy in D minor and
a beautiful voluntary in A minor.
This music has been known for some time,
having been first edited by Hilda Andrews in 1926
shortly after the 300th anniversary of Byrd's death.8
E. H. Fellowes (1948-51) and Alan Brown also used
the manuscript in their complete editions of Byrd's
keyboard works for Musica Britannica; a third revision
of the latter has recently been completed (19992004). A recording of the manuscript's contents was
made by Christopher Hogwood in 1976 and Davitt
Moroney has recently recorded Byrd's entire keyboard
output (1999).
Access to the manuscript itself has been the
privilege of only a handful of scholars to date. In
2003, however, the British Library Board
acknowledged the Library's intention to purchase 'My
Ladye Nevells Booke' from its present owner, the
sixth Marquess of Abergavenny. Throughout the
manuscript's history it has mostly been in the Neville
family's possession. A note in the manuscript from
the late seventeenth century, signed 'M Bergavenny',
indicates that it was 'presented to Queene Elizabeth
by my Lord Edward Abergavennye [...] the queene
ordered one sr or mr North one of her servants, to
keepe it, who left it [to] his son, who gave it [to] m r
Haughton Atturney of Cliffords Inn, & he last somer
1668 gave it to me'.9 The possibility that the
manuscript was presented to Queen Elizabeth seems
unlikely, given that Edward died in 1589, though the
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author of the note may have confused Edward with
Sir Henry who died in early 1593.'° From 1668 the
family may have retained the manuscript until the
end of the eighteenth century when it became a part
of Charles Burney's collection; it was sold at his death
in 1814. Edward Rimbault claimed to have seen the
manuscript while it was in the possession of another
nineteenth century owner, Robert Triphook, a
bookseller who probably sold the manuscript back to
the Nevell family in about 1830."
The British Library's fundraising campaign to
acquire the manuscript began in Summer 2005 and
£450,000 was needed to secure the purchase. This
was reached shortly before the deadline for donations
on 31st March 2006, courtesy of support from the
National Heritage Memorial Fund, the National Art
Collections Fund, the Friends of the British Library,
the Friends of the National Libraries, the Golsoncott
Foundation and members of the public. Following
the successful acquisition, a series of projects are now
planned, which include creating a digitised version of
the manuscript juxtaposed with a modern edition on
the British Library's website and the loaning of the
manuscript to other libraries in the UK. In the
autumn of this year, the Library's Saul Seminars will
include a talk on recordings of performances of 'My
Ladye Nevells Booke'. A study day on the manuscript
is also intended for autumn 2007. Together with the
'Fitzwilliam Virginal Book', 'My Ladye Nevells
Booke' is one of the greatest surviving collections of
keyboard music in Britain. With the British Library's
acquisition, the manuscript's continued preservation
is assured and an exciting time in its history
has begun.

Two essays on aspects of calligraphy and performance practice by H.
Gaskin and D. Hunter are in A. Brown and R. Turbet (eds.). Byrd
Studies (Cambridge, 1992), 159-73; see also A. Brown. ('"My Lady
Nevell's Book" as a Source of Byrd's Keyboard Music'), Proceedings
of the Royal Musical Association, 95 (1968), pp. 29-39.
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The manuscript F-Pn Res. 1185 might be considered an exception,
which consisted only of music by Bull before the additions of a later
owner, Benjamin Cosyn.
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William Byrd, 2nd edn. (London, 1948).
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'"My Ladye Nevell" Revealed', ML 86 (2005), 1-15.
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1605', Music and Letters [ML], 45 (1964), 16-21 (21).

7

Ibid., 9.

8

My Ladye Nevells Booke of Virginal Music, ed. H. Andrews (London,

9

Quoted in Harley (2005), 11 andAndrews (1926), xvi.

1926)

10 Harley (2005), 11.
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quoted in Andrews (1926), xvii-xviii.
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Dibdin Here, Dibdin There, Dibdin
Everywhere: a report on the LUCEM
'Charles Dibdin autographs project5
JOHN CUNNINGHAM
Charles Dibdin (the elder) - singer, librettist, composer, painter, stage historian,
publisher, travel writer and (multi-volume) autobiographer - was truly a
Renaissance man. Born in Southampton in March 1745, Dibdin was one of at
least fourteen children [Illus. I].1 An apparently autodidactic composer, he began
his career as a singer in the chorus at Covent Garden in the 1760s. In 1763 Dibdin
published A Collection of English Songs and Cantatas, and the following year his allsung pastoral The Shepherd's Artifice was performed at Covent Garden. Dibdin's
first major success as a singer came in Samuel Arnold's opera The Maid of the Mill
(1765), in which he played the farmer's son. This was followed three years later by
his highly successful performance as the black servant Mungo, in his own opera
The Padlock. This was a reworking of Cervantes' El celoso estremeno, a work
translated into English as The Jealous Husband, and tells of an old man who locks
up his fiancee in his house for fear that she will be unfaithful to him. The Padlock is
centred on the character of Mungo, the old man's West Indian slave. Dibdin
played the part in blackface, one of the earliest examples of this practice [Illus. 2].
Mungo is a contemporary stereotype: greedy, heavy drinking and musical. The
part was performed imitating the dialects of the West Indian slaves:
Dear heart, what a terrible life am I led!
A dog has a better, that's shelter'd and fed:
Night and day 'tis de same,
My pain is dere game:
Me wish to de Lord me was dead.
Whate'er's to be done,
Poor black must run;
Mungo here, Mungo dere,
Mungo every where;
Above and below,
Sirrah, come, sirrah, go;
Do so, and do so.
Oh! oh!
Me wish to de Lord me was dead.2
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1768 also saw Dibdin suddenly leave Covent Garden
to take up a position at Drury Lane, where he
remained for seven years. Dibdin's career reached its
apex in the early 1770s, when he was much in
demand as a singer and librettist.
Debt and the fairer sex were recurrent
problems for Dibdin. He married in his teens, but
soon left his young wife for the dancer Harriet Pitt,
with whom he had two sons, Charles Isaac Mungo
Dibdin (1768-1833) and Thomas John Dibdin
(1771-1841), who both went on to have successful
stage careers. However, Dibdin had little contact with
his sons after he abandoned Pitt in 1775 in favour of
the Drury Lane singer Anne Wyld. By 1776 Dibdin's
£800 debts were large enough to force him to flee to
France to avoid prison. He spent the next two years in
Nancy composing prolifically, before returning to
work at Covent Garden in 1778. Debt was to be a

Illus.l: Charles Dibdin

Illus. 2: Dibdin in blackface as Mungo in The Padlock

constant feature of Dibdin's later career, although he
did manage to gain a measure of financial security in
the 1790s through his one-man-show Table
Entertainments given in his own custom-built tiny
theatre off the Strand called the ''Sans Soucf, which
later he moved to Leicester Square in 1796. He
originally toured the country with the show to finance
his emigration to India, but abandoned this idea
upon discovering that sea-faring was not in his blood.
He disembarked at Torbay. Dibdin died in poverty
and obscurity in Camden Town in 1814. As a
composer, Dibdin's output is varied and probably best
represented by his short comic operas, the best of
which survive only in vocal score. He was the first
English composer to grasp fully the galant style, and
the themes of many of his operas, the plots of which
are centred often on working-class subjects, are novel
in their treatment of low-characters. Dibdin's traveldiaries; Observations on a Tour through almost the
Whole of England and a Considerable Part of Scotland
(London, 1801—2) — illustrated with prints of several
of Dibdin's own paintings — and The Musical Tour of
Mr. Dibdin (Sheffield, 1788), are both highly
entertaining and certainly worth a read.3
A project is currently underway to assemble a
digital photograph resource of all of the Dibdin
autograph sources. The project is headed by Dr Peter
Holman, a Reader in Musicology at Leeds University,
and the director of the Leeds University Centre for
English Music (LUCEM). LUCEM was established to
promote research into neglected areas of English
music by publishing research, and by putting on

conferences, concerts and other events. Although
LUCEM is devoted to English music of all periods, it
is initially focused on the most neglected period of
English music: 1700-1850.4
There are four main collections of Dibdin
autographs. The largest and best-known of the
Dibdin collections is housed in the British Library:
Add. MSS 30,950-70, consisting of twenty-one
volumes of autograph material. In May 1995 the
British Library acquired another substantial collection
of autograph Dibdin material (GB-Lbl, MSS Mus.
149-152). These autograph scores — purchased with a
collection of printed music by Dibdin — seem to have
once formed part of Dibdin's personal library. The
four volumes consist of autograph scores of vocal
music and instrumental music for keyboard,
including some copies of works by other composers,
such as Handel.5 There is also a substantial Dibdin
collection in the Houghton Library at Harvard
University, containing much printed material as well
as autograph manuscripts.6 The Brotherton Library at
Leeds University holds a sizeable collection of Dibdin
materials, both printed and manuscript sources. The
collection of Dibdin autographs is bound in twentyseven volumes, supplemented by thirty-two loose
pages of compositional sketches for instrumental and
stage works. These were acquired (in their bound
state) by Lord Brotherton (1856-1930), between
1924-5 and his death in 1930, from a collector by the
name of William Thomas Freemantle (1849-1931),
from whom Brotherton acquired much material.
Freemantle was a Professor of Music in Sheffield,
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where he taught organ, harmonium, pianoforte, and
harmony and counterpoint. He was also a publisher
and bookseller, with special interests in Sheffield and
music (including a large Mendelssohn collection).7
Freemantle apparently sorted the originally loose-leaf
autographs and bound them into the hard-cover
volumes according to the work from which they
came, or whence they were presumed to come; some
are bound according to character(s). The twentyseven volumes all appear to be in Dibdin's hand,
consisting of a mixture of fair copies, performance
parts and compositional sketches. The volumes vary
in length from three or four pages to over a hundred,
and mostly consist of music for the stage from the
1770s and 1780s in full score. There are operas such
as The Shepherdess of the Alps (1780), pantomimes
such as The Mirror, or Harlequin Everywhere (1779),
and the table entertainment The Oddities (1789).
Last, the Southampton City Archive is home
to a large collection of Dibdin autographs, and is
where the LUCEM project was fittingly begun.
Although an (unknown) enthusiastic local music
historian divided the Southampton collection into
general categories several years ago, it remains to be
systematically sorted. The collection consists of
almost 1,500 pages of music paper (approximately
200 pages of which are unused). The bulk of the
collection consists of loose single leaves or bifolios in
small gatherings, which are stored in four boxes, subdivided into individual folders. Each leaf has been
paginated within the four boxes by the archive staff.
The pagination is mostly continuous within each box,
although some of the pagination is according to
category.
Box 1 contains 404 pages of material related to
several of Dibdin's pantomimes. Box 2 holds 202
pages of miscellaneous material, including military
band music, and an interesting Allegro piece that is
probably a movement from a sonata for violin and
piano — the other movements are not included in the
Southampton collection. This was evidently a faircopy received back from the printers, complete with
directions for the position of the plates [Illus. 3]; it is
transcribed and edited in full in Example 1. In
addition to this miscellaneous material, there is in
Box 2 a substantial amount of material (248 pages)
relating to his operas. These opera folders claim to
contain material pertaining to The Recruiting Sergeant
(Ranelagh Gardens, 1770) and to Jupiter and Alcmena
(Dibdin's operatic version of John Dryden's
Amphitryon, performed at Covent Garden in 1781);
however, a brief examination did not reveal any
material pertaining to the former work, which
appears now to be missing from the collection. Box 3
contains 422 pages of sketches and unfinished pieces,
including some choruses and instrumental parts. Box
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4 contains over 250 pages of miscellaneous
instrumental music.
The Southampton collection was digitally
photographed (using no flash). The images were then
indexed and transferred to five CD-ROMs. All pages
containing any written material were photographed —
even those only containing marginalia or scribbling,
such as Dibdin's sums. In addition to the obvious
benefits of remote access and the conservation of the
collection, storing a copy of the manuscripts using
digital photography allows for a close zoom-in on the
(full-colour) images, which can often clarify hard-tosee parts of a manuscript. The Southampton
collection appears to be mostly holograph, although
there are several types of hand present in the sources,
which are likely to be related to function; detailed
examination and comparison with other sources will
doubtlessly cast light on this. The manuscripts are
largely in good condition, although there are several
fragile leafs, which have been placed in protective
clear plastic sleeves. From the disorderly and random
state of the collection, it is obvious that Dibdin did
not have posterity in mind for his musical works. This
is evident too from the originally disorganized state of
the Brotherton collection. Also of interest in this
collection are the many compositional sketches,
which are revealing of the way in which Dibdin
approached orchestral composition, apparently
setting the two outer parts followed by the inner ones.
Although fine work has been published on
Dibdin's life and career, the disorganised state of the
main autograph music collections remains a barrier to
research into the musical sources.8 The task of
organising the multifarious autograph sources is a
considerable one. For instance, an index of first lines
from the various songs will need to be made and
compared with the other sources, both manuscript
and printed. Only when initial stages such as this are
completed will the collections be capable of
sustaining further research. The next phase of the
LUCEM Dibdin project — due to be completed
within the coming weeks — will see the photographing
of the Dibdin collection in the Brotherton Library. It
is hoped that in the near future this project will be
successful in assembling a digital photograph resource
of the four main Dibdin autograph collections, which
will in turn stimulate further research on this, one of
the most interesting and colourful English composers
of the late eighteenth century.
If any reader has access to, or knows of, any
Dibdin manuscript(s) — autograph or otherwise — or
would like further information on the LUCEM
Dibdin project, please contact Dr Peter Holman at
p. k.holman@leeds. ac. uk
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Illus. 3: Charles Dibdin, Southampton Collection, Box 2, Folder 7, page 2. Reproduced with permission of Southampton Archives
Services.
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Ex. 1 Dibdin, First movement from a sonata for violin & piano[?]; Southampton Collection, Box 2, Folder 7, pp. 1-4
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*Thanks are extended to the staff of the Southampton
City Archive for kind permission in allowing and
facilitating the photographing of the Dibdin
collection, and for permission to reproduce the image
in Illustration 3.
1

For a more detailed account of Dibdin's life see Roger Fiske
& Irena Cholij, 'Charles Dibdin', Grove Music Online
[GMO], ed. L. Macy, http://www.grovemusic.com.
2 The Padlock: Act 1, scene III; the libretto can be downloaded
from the Eighteenth Century Collections Online website.
3 The Musical Tour is available to download from the
Eighteenth Century Collections Online website.
4 For more information on LUCEM and its aims — or to
become a corresponding member - visit the website at
h ttp: //www.leeds. ac. uk/lucem/.
5 I wish to thank Dr Nicholas Bell, head of the Music
Collections at the British Library, for supplying this
information. A full description of the Dibdin holdings at the
British Library can be obtained from http://molcat.bl.uk/
6 The online manuscript catalogue is located at
http://oasis.harvard.edu and the printed materials at
http://hollisweb.harvard.edu
7 I wish to thank Chris Sheppard, head of Special Collections
at the Brotherton Library, and Peter Holman for supplying
the information on Freemantle.
8 For example see Robert Fahrner, The Theatre Career of
Charles Dibdin the Elder (1745-1814) (New York, 1989).
The state of autograph studies is evident in the poorlysourced worklist of the GMO article. The only recording of
Dibdin is to be found on Charles Dibdin: The Ephesian
Matron, The Brickdust Man, The Grenadier, Opera
Restor'd/Peter Holman (Hyperion CDA66608, 1992).
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Review of Alfred Dtirr,
The Cantatas of]. S. Bach, rev.
and trans. Richard D. P. Jones
(Oxford: Oxford University Press, 2005)
ISBN 0-19-816707-5
PETER HOLMAN

Alfred Diirr is the doyen of Bach scholars. Born in 1918, he worked at the Bach
Institute in Gottingen for more 30 years, leading the editing of the Neue BachAusgabe and editing the Bach-Jahrbuch. Perhaps his most important contribution
to scholarship was to establish (initially in an article published in 1957) a
completely new chronology of Bach's Leipzig cantatas. Until then it was supposed
that Bach had composed cantatas at a more or less steady rate from his arrival in
Leipzig in 1723 until shortly before his death in 1750. However, by studying the
handwriting of the surviving manuscripts and the paper on which they written,
and by using such arcane things as rastrology (the practice of identifying the
multi-nib pens used to rule the staves of manuscripts by the minute variations in
the gap between each nib), he was able to show conclusively that the old 'steadystate' theory of Bach's output was wrong, and that most of the Leipzig cantatas
were composed in a 'big-bang'-like burst of creative energy in the 1720s. This
book is therefore the result of a lifetime devoted to Bach and his music. It was first
published in German in 1971; the English version is a translation of the 1991
edition by Richard Jones, the author of many editions of Bach's keyboard music.
The Cantatas ofj. S. Bach is a massive book (nearly
1000 pages), most of which is devoted to dictionarylike entries for all the cantatas, sacred and secular,
surviving or lost. The bulk of them are placed in the
order of the church year, followed by those written for
various special occasions, and then by the secular
cantatas. Each entry takes the form of a reference to
locations in the two collected editions (the Neue
Bach-Ausgabe and the nineteenth-century Bach
Gesellschaft), estimated timings (or rather, overestimated timings: they are on average about five
minutes longer than those on a random sampling of
recent period-instrument recordings), the scorings,
the complete texts in German and English giving the
key and time-signature of each movement, and Diirr's
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commentary. There is also a relatively brief (71 pages)
introduction, covering the history of the cantata
before Bach, Bach's development of the genre, and
questions of performance practice.
The main problem with this book is its cost:
the OUP list price is £175. This has provoked a
petition (see: www.bach-cantatas.com/Books/BachsCantatas%5BDurr%5D-Petition.htrn) to try to get
OUP to reduce it, so far without effect, though some
internet sites are already listing a forthcoming
paperback. About half of the book consists of sideby-side German and English texts, which are useful to
have, though they are all readily available in /. S.
Bach, the Complete Cantatas in German-English
Translation by Richard Stokes (Ebrington, 1999),

which Amazon is currently advertising for $43.38,
and they can also be had for free from several Internet
sites, such as www.bach-cantatas.com/IndexTexts.htm
and www.let.rug.nl/Linguistics/diversen/bach/cantatas/.
Furthermore, much of the other information is
readily available in The New Grove or in other
reference books, such as the admirable Bach volume
in the Oxford Composer Companions series, edited
by Malcolm Boyd (Oxford, 1999). It is currently out
of print, but can easily be found on the Internet. It
contains useful entries devoted to all the surviving
cantatas as well as articles on virtually every aspect of
Bach's life and works.
Thus, to be recommendable, Diirr's book
needs to have an exceptional introduction and sets of
commentaries for the individual cantatas.
The
introduction is undoubtedly useful, though the
historical background is quite brief and concentrates
too much on rather basic and general descriptions of
the various genres. I would have preferred a focussed
discussion of those works, such as those by earlier
members of the Bach family and by Johann Pachelbel
(a family friend), that would have provided the young
Johann Sebastian with the models for his own early
works. Also, with the later cantatas we get no sense of
how Bach was similar to or different from his
contemporaries working in similar circumstances,
though with more and more works by composers
such as Telemann, Fasch, Stolzel and Graupner now
being edited and recorded, it is becoming possible to
set him properly in his historical and musical context.
Readers of EMP will probably turn early on to
the section on performance practice, only to find that
it concentrates largely on questions of scoring. Other
aspects, such as tempo, tempo relationships
(particularly important in the early 'patchwork'
cantatas such as theActus Tragicus BWV 106 and Aus
der Teifen rufe ich, Herr, zu dir BWV 131), pitch
(important for an understanding of how Bach coped
with the differing pitches of wind instruments and
organs), singing style, pronunciation, articulation,
bowing and ornamentation, are not discussed at all.
The discussion of scoring is itself rather unbalanced.
Much of it is devoted to continue scoring, and, while
the research of Joshua Rifkin and Andrew Parrott into
the nature of the 'choir' in Bach's sacred works is
usefully summarised (the cantatas were normally sung
one to a part, with a second ripieno consort added to
portions of the ensemble sections on occasion), Diirr

does not convey the sense that this was the general
practice in Germany before and during Bach's
lifetime. Other aspects, such as the size of the various
instrumental ensembles and the voices required for
the secular cantatas (also one-to-a-part groups), are
not discussed.
The most useful sections of the book are the
commentaries on the individual cantatas. They
contain a wealth of information about such things as
the liturgical background to the texts, the function of
the works in the Lutheran liturgy, the sources and
variant versions.
Until now much of this
information, published in German periodicals and in
the critical reports of the Neue Bach-Ausgabe, has
been hard to find, at least for the English-speaking
reader. There is also a brief description of each
movement, which expands somewhat for the greatest
and most famous works. Although newcomers to
Bach cantatas will undoubtedly find these
descriptions useful, they tend to fasten on obvious
structural features (Dtirr is particularly keen to show
how Bach alludes to chorales in his own thematic
material), and they do not reveal very much about
compositional process. There is nothing in the book,
for instance, that can match the perceptive analysis of
the first movement of'Jesu, der du meine Seele' BWV
78 by Laurence Dreyfus (The Cambridge Companion
to Bach, ed. J. Butt (Cambridge, 1997), 184-192) or
Robert Marshall's reconstruction of the way Bach
planned his setting of the Magnificat ('On the
Origins of Bach's Magnificat: a Lutheran Challenge',
Bach Studies, ed. D. O. Franklin (Cambridge,
1989), 3-17).
But to be fair to Diirr, he would not have been
able to cover all the cantatas had he gone into that
sort of detail, and he states in the preface that the
book is intended for 'the interested lay reader' rather
than the specialist, 'as a companion during live
performances, radio broadcasts, or recordings, acting
as a guide to attentive listening'. On this level it
serves its purpose well, though I will leave prospective
purchasers to decide for themselves whether their
£175 would not be better spent on a little library of
smaller Bach books. You could buy /. S. Bach, the
Complete Cantatas in German-English Translation by
Richard Stokes, the Bach volume in the Oxford
Composer Companions series and The Cambridge
Companion to Bach and still have change left over for
some CDs of these marvellous works.
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CORRESPONDENCE
In praise of NEMA...

On my 80th birthday I want to write a few words in praise of NEMA. I was for
some years an active member of its Council and rarely missed a meeting. Latterly
I was the NEMA observer on the Early Music Network Council which I also
attended regularly (as the sandwiches were so good). During this period NEMA
was somewhat in trouble as its membership was declining, and it was actually
suggested that it served little purpose - this despite the continued publication of
The Early Music Yearbook as a result of long hours of voluntary work by a devoted
group of Council members. This is an essential Directory, and it not only serves
its main purpose as a standard reference book but it contrives also to be a good
read. And it just goes on improving.
The meagre Newsletter became Leading Notes and
then even better as Early Music Performer.
Under
Bryan White's editorship it has become more
scholarly, but, having a narrower, more specific
purpose, it complements rather than shadows Early
Music.
Last year, working with Ashgate, NEMA
published its first book.
John Thomson envisaged NEMA as the UK's
national representative body and a focus for all musicmaking in the early music field. Unfortunately
NEMA lost touch with the Fora, the main regional
centres of activity, but that failure has now been well
repaired by holding NEMA's AGM playing days in
association with one or other of the Fora. All that
remains to be done is to establish a meaningful joint
membership scheme — a last problem for the
indefatigable Administrator, Mark Windisch, who has
contributed so much to NEMA's recovery.
NEMA has always played, and is continuing to
do so, an important part in one of the most welcome
changes in the world of music generally. Fifty years
ago, as had been the case in some earlier epochs, the
study of music — musicology, and playing musical
instruments or singing, were regarded as two separate
entities. Playing an instrument professionally was
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even thought of as a rather plebian occupation,
requiring skill but not much intelligence.
And
musicology was an academic enclave beyond the
understanding of mere performers.
But with the
growing importance of historically informed
performance (understood within the title of its
journal) NEMA has been an agent for a gradual
process of assimilation.
In NEMA's Council I
worked with two Chairmen, Christopher Page and
Peter Holman, who are internationally distinguished
both for their outstanding scholarship and for their
music-making, with many excellent CDs to their
credit. This greatly to be welcomed rapprochement
between academia and music performance will surely,
with the encouragement of bodies such as NEMA,
continue apace. Names such as Federico Sardelli of
Florence, Judy Tarling, Nancy Hadden, Eva Legene,
Christopher Hogwood, John Butt and Ian Harwood,
all in their individual ways come to mind in this
context. May NEMA continue to play its part in a
process which is beneficial to both sides of a waning
scholar-performance divide.

Anthony Rowland-Jones, 17

February, 2006
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Journal of the American Musicological Society Vol. 58/ iii
(Fall, 2005)

• Brian Clark, Pisendel and the Dresden orchestra: Kai
Kopp, Johann Georg Pisendel (1687—1755) unddie

• Jeremy L. Smith, Music and Late Elizabethan Politics:
The Identities ofOriana and Diana
• Wendy Heller, The Beloved's Image: Handel's Admeto
and the Statue ofAlcestis

Anfdnge der neuzeitlichen Orchesterleitung
• Richard Maunder, Cataloguing concertos: Owain
Edwards, English 18th-century concertos: an inventory
and thematic catalogue
• Julian Rushton, Imperial pleasures: John A. Rice,
Empress Marie Therese and music at the Viennese court,

Early Keyboard Journal Vol. 22 (2004)
• Michael Latcham, The Pianos of Johann David
Schiedmayer
• Christopher Kent, Some Georgian Organ Cases of the
West of England
• Tim Rishton, The Twelve Harpsichord Concertos of
Thomas Chilcot
• Roland Jackson, Domenico Scarlatti's Acciaccaturas
and Their Role in the Design of His Keyboard Sonatas

1792-1807
Music Reviews:
• Bernadette Nelson, Morales in Toledo: Codice 25 de la
Catedralde Toledo: Polifonia de Morales, Guerrero,
Ambiela, Boluda, Josquin, Lobo, Tejeda, Urredey
Andnimos, ed. Michael Noone
• Tim Crawford, Lute counterpoint from Naples:
Neapolitan lute music: Fabrizio Dentice, Giulio
Severino, Giovanni Antonio Severino, Francesco
Cardone, ed. John Griffiths and Dinko Fabris
• Lucy Robinson, John Ward, 'to satisfie both quickness

Early Music Vol. 34/i (February 2006)
• Anthony Rowland-Jones, Iconography in the history of
the recorder up to 1430—Part 2
' Andrew Johnstone, 'High'clefs in composition
and performance
• John Haines, New light on the polyphonic sequence

of heart and hand': John Ward, Consort Music of4
parts, ed. Ian Payne
Correspondence:
• Michael Robertson, The court suite revisited
• Mark Kroll, More on Francesco Scarlatti
• Christopher D. S. Field, Cadences in recitative

Ave virgo, virgaJesse
• Gregory Barnett, Handel's borrowings and the disputed
Gloria
• Michael Latcham, Don Quixote and Wanda
Landowska: bells andPleyels
• Ruth I. DeFord, The mensura of in the works of
DuFay
Book Reviews:
• John Irving: The last Elizabethan: Anthony Boden,
Thomas Tomkins: the last Elizabethan, with

Early Music Vol. 33/iv (November 2005)
• Anthony Rowland-Jones, Iconography in the history of
the recorder up to c. 1430—Pan 1
• Graham Cummings, Handel and the confus'd
shepherdess: a case study of stylistic eclecticism
• Robert Rawson, Gottfried Finger's Christmas
pastorellas
• Allan W. Atlas, A 41-cent emendation: a textual

contributions by Denis Stevens, David R. A. Evans,

problem in Wheatstone'spublication of'Giulio Regondi's

Peter James, Bernard Rose

Serenade for English concertina and piano

• Rebecca Kan Ritornello dynamics: Simon McVeigh
and Jehoash Hirshberg, The Italian solo concerto,
1700-1760, rhetorical strategies and style history
• Peter Leech, Regal Handel: Donald Burrows, Handel
and the English Chapel Royal

• Juan Ruiz Jimenez, Infunde amorem cordibus: an
early 16th-century polyphonic hymn cycle from Seville
• Joshua F. Drake, Thepartbooks of a Florentine expatriate: new light on Florence, Biblioteca NazionaLe
CentraleMs. Magi. XIX164-7
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Stephen Rice, Reconstructing Tallis's Latin Magnificat

organa a deux voix pour la messe (De I'Assumption au
commun des saints) du manuscrit de Florence, Biblioteca

• Roger Bowers, More on the Lambeth Choirbook
• Frans Muller and Julie Muller, Completing the picture:
the importance of reconstructing early opera
• Timothy Day, Tallis in performance
Book Reviews:
• Honey Meconi, After the party: Hildegard since 1998:
Barbara Stiihlmeyer, Die Gesdnge der Hildegard von
Bingen: eine musikologische, theologische und
kulturhistorische Untersuchung
• Noel O'Regan, A guide to Willaerf. David Kidger,
Adrian Willaert: a guide to research
• Tim Carter, The power of song?: Bonnie Gordon,

Medicea-Laurenziana, Plut. 29.1, ed. MarkEverist
• Richard Rastall, On editing Byrd: William Byrd, Songs
ofSundrie Natures (1589), ed. David Mateer
• Douglas Hollick, The 'famous organist' Vincent
Liibeck: Vincent Liibeck, Neue Ausgabe sdmtlicher
Orgel- und Clavierwerke, vols.l & 2, ed. Siegbert
Rampe
• Lois Rosow, Rameau's galante orgy: Jean-Philippe
Rameau, Anacreon: ballet heroique en un acte, ed.
Jonathan Huw Williams, Opera Omnia, ser.IV,
vol.25
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Monteverdi 's unruly women: the power of song in early

• Marianne Hund, Cricket songs

modern Italy

• Peter Holman, The clarinet in England

• Stephen Rose, The bear growls: Johann Beer,

• Agnes Kory, Boccherini and the cello

Sdmtliche Werke, xii/1: Musikalische Schriften: Ursus

• Virginia Pleasants, Howard Schott: a personal tribute

murmurat, Ursus vulpinatur, Bellum musicum,

• Clemens Goldberg, A new Internet Academy

Musicalische Discurse, ed. Ferdinand van Ingen and
Hans-Gert Roloffjohann Beer, Sdmtliche Werke,
xii/2: Musikalische Schriften: Schola phonologica, ed.
Michael Heinemann;/o/w«?2 Beer: Schriftsteller,
Komponist und Hofbeamter, 1655—1700, ed.
Ferdinand van Ingen and Hans-Gert Roloff
• Jennifer Thorp, Eloquent bodies: humanist and
grotesque dance: Jennifer Nevile, The eloquent body:
dance and humanist culture in 15th-century Italy
• Margaret Yelloly, Disclosing women 's voices: Musical
voices of early modern women: many-headed melodies,
ed. Thomasin LaMay
Music Reviews:
• LisaColton, The earliest songbook in England: The

Early Music History Vol. 24 (2005)
• Timothy J. Dickey, Rethinking the Siena choirbook: a
new date and implications for its musical contents
• Mary E. Frandsen, Eunuchi conjugium: the marriage
of a castrate in early modern Germany
• James Grier, The musical autographs of Ademar de
Chabannes (989-1034)
' Yossi Maurey, A courtly lover and an earthly knight
turned soldiers of Christ in Machaut's motet 5
• Laurie Stras, 'Algioco si conosce ilgalantuomo': artifice,
humour and play in the Enigmi Musicali of Don
Lodovico Aostino

later Cambridge songs, ed. John Stevens
• Jeremy Yudkin, Riches oforganum: Le magnus liber
organi de Notre-Dame de Paris, general editor Edward
H. Roesner; vol.2: Les organa a deux voix pour I'office
du manuscrit de Florence, Biblioteca MediceaLaurenziana, Plut. 29.1, ed. Mark Everist;/,^ organa a
deux voix pour la messe (De Noel a la fete des Saints
Pierre et Paul) du manuscrit de Florence, Biblioteca
Medicea-Laurenziana, Plut. 29. 1, ed. Mark Everist;Z«
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Galpin Society Journal Vol. 57 (2005)
• James B. Kopp, Before Borjon: The French court
musette to 1672
• Michael Fleming, An 'Old Old Viol'and 'Other
Lumber': Musical Remains in Provincial, Non-Noble
England c.l 580-1660

• Charles Foster, Tinctoris'Imperfect Dulcina Perfected the Mary Rose Still Shawm
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• Grant O' Brien and Francesco Nocerino,
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surviving instrument

Music and Letters Vol. 86/iv (November 2005)
• Sarah M. Stoycos, Making an Initial Impression:
Lassus's First Book of Five-Part Madrigals
• Donald Burrows, 'Mr Harris's Score': A New Look at
the 'Mathews' Manuscript of Handel's 'Messiah'
Book Reviews:
• Jeremy Montagu: Murray Campbell, Clive Created,

The Lute no. 44 (2004)
• Michael Gale and Tim Crawford, John Dowland's
"Lachrimae " at Home and Abroad
' Roger Harmon, Some Literary and Philosophical
Aspects of the Idea of the Fantasy
• Christopher Goodwin, A Few More Discoveries in
Elizabethan Song

and Arnold Myers, Musical Instruments: History,
Technology, and Performance of Instruments of
Western Music
• Richard Freedman: Robert Weeda, 'L'Eglisedes
Franfais' de Strasbourg (1538—1563): Rayonnement
europeen de sa liturgie et de ses psautiers
• Colin Lawson: John Spitzer and Neal Zaslaw, The
Birth of the Orchestra: History of an Institution,
1650-1815
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Book Reviews:
• Helen Deeming, The Appearances of Medieval Rituals:

• Nicholas Temperley: Marsh ofChichester: Gentleman,
Composer, Musician, Writer 1752-1828,
ed. Paul Foster

The Play of Construction and Modification, eds. Nils

• Martin Adams: Roy Johnston, Bunting's Messiah

Holger Petersen, Mette Birkedal Bruun, Jeremy

• Andreas Giger: L 'Opera en France et en Italie

Llewellyn, and Eyolf 0strem
• Sarah Fuller: Leo Treitler, With Voice and Pen:
Coming to Know Medieval Song and How It was Made
Music Reviews:
• Sandra Mangsen: Giuseppi Torelli, Concert! musicali,
Op. 6, ed. John G. Suess
• David Ross Hurley: Nicola Francesco Haym,
Complete sonatas, part I;part2ed. Lowell E. Lindgren
• Sandra Mangsen: Benedetto Marcello, Ilpianto e il
rise delle quattro stagioni ed. Michael Burden
• Sterling E. Murray: Six orchestral serenades from south
Germany and Austria, Pan 1: Munich; Part 2:
Salzburg, Thurn und Taxis, and Oettingen-Wallerstein
ed. Andrew Kearns
• Mark Everist: Gioachino Rossini, Ilviaggio a Reims
ed. Janet L. Johnson, Fondazione Rossini

(1791-1925): Une Scene privilegiee d'echanges
litteraires et musicaux. Actes du colloque franco-italien
tenu a I'Academie musicak de Villecroze (16-18 octobre
1997), ed. Herve Lacombe
• James Garratt: Karen Lehmann, Die Anfdnge einer
Bach-Gcsamtausga.be 1801-1865
Music Reviews:
• James Grier: Melodien aus mittelalterlichen HorazHandschriften: Edition und Interpretation der Quellen,
ed. Sylvia Walli
• John Morehen: Martin Peerson, Complete Works: I
(Latin Motets), ed. Richard Rastall
• David Pinto: John Hilton, Ayres, or Fa La's for Three
Voyces (1627), ed. John Morehen
• BarryCooper: 'fittforthe Manicorde': A SeventeenthCentury English Collection of Keyboard Music,
ed. Christopher Hogwood
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• Peter Horton: John Marsh, Symphonies, Part 1: the

• John Parsons: David Milsom, Theory and Practice in

Salisbury and Canterbury Symphonies (1778-1784);

Late Nineteenth-Century Violin Performance: An
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Renaissance

• Richard Turbet, Greatness Thrust Upon 'em: Services
by Byrdand, Others Reconsidered
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• Jean-Paul C. Montagnier, French Grand Motets and
their use at the Chapelle Royalefrom Louis XIVto
Louis XVI
• Carol Jarman, Buxtehude's Ciacona in C minor andthe
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• John Morehen: Jeremy L. Smith, Thomas East and
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• Christoph Wolff, Images of Bach in the Perspective of
Basic Research and Interpretative Scholarship
• Ellen T. Harris, Silence as Sound: Handel's
Sublime Pauses
• Peter Wright, Early 15th-Century Pairings of the
Sanctus and Agnus Dei, and the Case of the Composer
"Bloym "

ed. Christopher Hogwood
• Philip Olleson: Concert Life in Eighteenth-Century
Britain, eds. Susan Wollenberg and Simon McVeigh
• Robin Stowell: Toby Faber, Stradivarius: Five Violins,
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