Drama and the Madrigal
A context for Monteverdi, Tomkins
1
and Banchieri
James Weeks
Music divine, proceeding from above,
Whose sacred subject oftentimes is Love,
In this appears her heavenly harmony
Where tuneful concords do agree
And yet in this her slander is unjust,
To call that Love which is indeed but Lust.
The power of music to transform the baser emotions
into the lofty — and thereby to deceive us (or perhaps,
excuse us) — is invoked wittily in the text of Tomkins'
famous madrigal. No doubt that most serious
musician had a more profound Love in mind in works
such as O let me live for true love than did his
irremediably carnal colleagues — certainly the glorious
music with which he cloaks it suggests so. Indeed, one
can only wonder what he would have made of
Monteverdi's unashamedly pornographic Si ch'io
vorrei morire, from his Fourth Book of Madrigals; but
one thing these two masters would certainly have
agreed on is the power of music to go deeply into the
emotional meaning of a text and to express those
emotions with intensity and subtlety.
At the start of the seventeenth century, this
power was being explored to further and further
extremes, most particularly in Italy. Beginning with
the madrigal in mid-sixteenth century, the urge to ally
music more closely and directly to the portrayal of the
text's emotional meaning and character had led to
extraordinary innovation, both in terms of the
building blocks of music and in the forms and genres
used by composers. It led, for example, to solo song,
and most importantly, to opera, with its musical
declamation of dramatic texts in stile recitativo.
But madrigals — the only serious vocal
ensemble genre of the time — were where it all began.
On the face of it, the madrigal is an unlikely genre for
realistic musical drama: it is inherently artificial —
with as many as six voices all singing the 'part' of a
single amorous swain like some love-sick hydra. Some
composers, such as Marenzio in his earlier works,
gleefully exploited this artifice, indulging in delightful
contrapuntal wordpainting (birds chirping, water
babbling, nymphs and shepherds enjoying their
sylvan trysts) or just ignored the nuances of the words

and wrote essentially contrapuntal instrumental
music with words attached (most of Palestrina's
madrigals, for example). Others, following Cipriano
de Rore (perhaps the greatest mid-century
madrigalist), were interested in serious emotional
texts, often laden with pathos. It is here that the real
innovation began.
The Mantuan Giaches de Wert was the first
composer to try for a really avant-garde, almost
'expressionistic' style, the music matching and even
surpassing the extreme emotionalism of the texts. His
late style, which reached its culmination in the 1590s
in Mantua (where he worked alongside the young
Monteverdi), abounds in dissonance, interrupted
flow, metric changes, strangely twisted or stretched
melodic lines, unusual effects of texture, and even
abrupt silences where the text suggested it. Most
notable of all is his use of declamatory style, in which
all the singers chanted the text to a chord in speech
rhythm, as if they were a single actor or orator.
This declamatory style reflects unmistakably
the most crucial intellectual stimulus on the
development of the stile nuovo: the humanist music
movement begun in Florence in 1570s, often called
the Florentine Camerata. This group of intellectuals,
among them Vincenzo Galilei (father of Galileo),
gathering at the house of Count Giovanni de' Bardi,
concerned themselves with investigating the role of
music in Ancient Athenian drama. The most
influential of these theoreticians, Girolamo Mei,
believed that Greek tragedy had been sung
throughout, and thus the Camerata attempted
reconstructions of that music, the repercussions of
which were to lead to the birth of opera. In their
imagination, music had at all times to be placed at the
service of the words, and not, as was the case in most
composition at the time, the other way round. In this
they were following Plato, whose famous passage in
the Republic (398d) insists that melos, harmonia and
rhythmos follow the logos — the word or thought. In
the strictest style, therefore, musical rhythm should be
that of speech, the melody simply mimicking the rise
and fall of an orator's voice (with a few extra
embellishments where desirable); and harmony was
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restricted to a few chords, played by instruments
imitating lyres, such as the chitarrone. Thus was born
the stile recitative, and thus too the first operas, which
aimed at no less than a reconstruction of the style
(and of course the expressive power) of Greek drama.
Monteverdi's mature madrigals (from the
Fourth Book of 1603 onwards) need to be considered
in this context: as attempts, even in an 'artificial'
medium, to strike at the heart of the text's emotional
meaning using innovative musical resources.
Famously, indeed, these madrigals led him into a
furious dispute with the arch-conservative Artusi over
the liberties he was taking with technical conventions;
to which his response was that the words must be the
mistress of the harmony, so that if the text demanded
crudity, the music must provide it. Not surprisingly,
the texts Monteverdi favoured are often explicitly
dramatic - whole scenas, for example, often including
speeches by characters. Moreover, he was fortunate in
being able to draw on two new sources of texts of high
literary merit and seriousness, as well as emotional
directness
and
sincerity:
Torquato
Tasso's
Gerusalemme liberata and Guarini's // pastor fido.
Tasso in particular would have favoured Monteverdi's
appropriations, for he himself had issued a call for
composers to renounce the artifice, excessive
decoration and musical luxury prevalent in madrigals
of 1580s and to aim instead for the emotional heart of
the text. Following this call, the 1590s saw a number
of composers — Marenzio, Gesualdo, Luzzaschi
among them — grappling with Tasso's challenge and
taking off from Wert's lead. For Monteverdi, the
Fourth Book, the result of a decade of
experimentation, was the breakthrough that signalled
both his incipient maturity and his rise to the
forefront of the avant-garde.
Two examples from the Fourth Book will serve
to show the uniqueness of Monteverdi's achievement,
in the unparalleled depth and subtlety of his musical
response to his texts:

Volgea I'anima mia soavemente
quelsuo caro, e lucente
sguardo, tutto belta tutto desire,
verso me scintillando, eparea dire:
"Dammiltuocor, chenon altrondeio vivo."
E mentre il cor sen vola ove I'invita
quella belta infinita,
sospirando gridai: "Misero, eprivo
del cor, chi mi da vita?"
Mi rispos'elLt in un sospir d'amore:
"lo, che son iltuo core."
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My sweetheart gently turned
those dear and radiant eyes of hers —
all beauty, all desire — toward me sparklingly,
and seemed to say:
"Give me your heart, for nothing else gives me life."
And while my heart
flew off to where it was invited
by the infinite beauty,
I sighed and called out:
"Unhappy man that I am,
and bereft, who will give me life?"
She answered with a loving sigh:
"I, for I am your heart."
The first four lines describe the turning of the glance,
as if in slow-motion, towards ''scintillando';
Monteverdi's music begins delicately and dramatises
that gesture by building up gracefully, pushing the
music forwards on 'tutto belta, tutto desire' before
almost swooning onto 'scintillando'. The passion of
the glance then shows through as he elides 'and
seemed to say' into 'Damm'il tuo cor', which is given a
wonderful upwards yearning motion. The Wertian
recitativo declamation style is used for the emphatic
lamentation 'misero, e privo del cor', which is again
elided with the words 'sospirando gridai'. The best is
left till last, as Monteverdi's amazingly careful
attention to the cadence of human speech allows him
to find the ideal pitch and texture for the sigh, '/<?',
which he elongates in the soprano as the other voices
sing slow falling scales below it. The result is like a
chromatogram or a time-lapse-film of a lover's sigh stretched out with infinite tenderness and
unmistakable eroticism — exactly as the besotted
narrator might replay it in his imagination.
There is so much more than this here, too: the
piece is also a miracle of tonal balance, each harmonic
gesture weighted precisely to have the right impact in
its context — this is an art of the finest musical and
emotional nuance. Another example:
Longe da te, cor mio,
struggomi di dolore,
di dolcezz'e d'amore.
Ma torna omai, deh torna!E se'l destino
strugger vorrammi amor a te vicino,
sfavilli e splenda il tuo bel lume amato
ch'io n'arda e mora, e morirb beato.
Far from you, my heart,
I am consumed with sorrow,
tenderness and love.
But return now! And if fate
wills me still to suffer when near you,
let your beautiful dear eyes shine and sparkle,
so that I burn and die from them, and I will die blessed.

Monteverdi begins with a grido, an outcry of pain,
flung out from the lover towards his far-off beloved as
if covering the great distances of their separation, then
in same breath, 'cor mio', clasps her to the yearning
centre of his being. Not only does Monteverdi achieve
this lacerating disparity of scale, but the initial outcry
lingers through the entire madrigal by virtue of its
extraordinary harmony: it modulates instantly to a
sharper key, abandons it for 'struggomi di dolore and
never returns there, except fleetingly, for the rest of the
madrigal, so it is left tonally as well as gesturally
hanging above what follows. Equally remarkable is the
way the harmony melds together the sorrow,
tenderness and love into aching yet beautiful strings of
diatonic dissonances; or the way he pushes on then
pulls back the musics flow, alert to every quickening
or faltering of the besotted narrator's hope of joy.
Thomas Tomkins' madrigals present us with
another musical world, ostensibly lacking the
ineffable hyper-sensibility and bold Titianesque
colouring of the Monteverdi (though he also lacks the
texts — what, we may wonder, could he have done
with an English version of Tasso or Guarini?). In
general, the English madrigal as it developed
following the publication in 1588 of Nicholas Yonge's
Musica transalpina was based not on the avant-garde
of the Italian madrigals but on the earlier, lighter
'pastoral' Italian madrigal styles of early Marenzio and
others, apparently only fleetingly aware of Wert and
certainly not aware at all of the sort of theoretical
research and musical innovations that were fuelling
the most progressive Italian composition. Tomkins'
madrigals were published slightly after the main
madrigal craze — though perhaps aptly, for his mien is
graver and more stolid than the flamboyant Weelkes
or the commercially-aware Morley, having more in
common with composers such as Gibbons or Byrd,
neither of whom was a noted follower of fashion.
Above all, Tomkins' is a serious art: he doesn't
renounce counterpoint, such as in O let me live for
true love, with its extended, almost instrumental
fantasia of falalas, which seems old-fashioned next to
that of a young contemporary like Lawes. Accustom
your eyes to the style, though, and Tomkins seems
arguably the technical and imaginative equal of
Monteverdi. Certainly, his 1622 collection of Songs of
3, 4, 5 and 6 Parts is a pinnacle — if not the pinnacle —
of the English madrigal repertory. Music Divine, for
example, is not remotely dramatic, but is nonetheless
a fantastic study in varieties of vocal texture (are any
two bars for the same combination of voices?) and
declamation: within a much narrower range than
Monteverdi he is just as effective and just as

thoughtful a reader of human emotion. O let me live
for true love shows him transcending the empty
formulaic falalas of the typical English ballett by
turning them into little vocal fantasias which enhance
the meaning of the texted sections like a sort of
musical commentary.
And so finally to Banchieri, and a rather
different sort of dramatic madrigal.
The Barca di Venetiaper Padova was written in
1605, the same year as Monteverdi's Fifth Book. It is
sometimes grouped with his madrigal comedies,
though strictly speaking it is not one: a madrigal
comedy, such as his equally famous Lapazzia senile, is,
like the literary comedy genre, usually a satirical or
humorously moralistic portrayal of dramatic scenes
imitating real life. Barca, by contrast, is really a
miscellany of different madrigal and song styles,
ripped off rather brilliantly by Banchieri, using the
boat trip from Venice to Padua (during which the
pieces are sung) as an amusing continuity device.
In truth, this work wasn't for acting, but for
singing in company, 'for no other end than to pass the
hours of leisure', as Banchieri put it, though in I
Fagiolini's brilliant staging the officious captain, the
amorous boatowner, and the whole grotesque gallery
of singers, slappers, soaks and con artists that populate
the piece are brought vividly to life.
At the helm of this floating menagerie is
Banchieri himself — a musical jack-of-all-trades — at
home pastiching great madrigalists such as Marenzio
and Gesualdo as well as some more homespun
musical styles. This is the sort of piece which lives by
its wits, and wit it certainly has in abundance,
sufficient indeed to make it quite as delightful now, in
the 400th-anniversary year of its publication. Its
immediacy and hilarity alone should be enough to
persuade us not to patronise it, for not only is
Banchieri a consummate operator in any and every
modern style, but he sees the world with the eye of a
master satirist. He presides over the Barca like one
who's seen it all, which given his lifelong commitment
to the monastic life (entering a seminary at 21) seems
rather extraordinary; but his musical and literary
output shows his Catholicism of taste and appetite for
knowledge: psalms, masses, motets, madrigal
comedies, canzonets, copious theoretical treatises of
considerable intellectual scope and imagination,
books about Bolognese dialects and architecture, and
popular theatrical texts under the bizarre pseudonym
of Attabalippa dal Peru. Banchieri was indeed a man
who delighted in the sheer diversity of life; the Barca
is an uproarious paean to this spirit.
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The original version of this article was prepared for a
pre-concert talk at the Wiltshire Music Centre in
November 2005. The concert was given by I
Fagiolini, directed by Robert Hollingworth, and
featured madrigals by Monteverdi and Tomkins, and
the Barca di Venetia per Padova by Banchieri.

Revisiting a Buxtehude curiosity:
the Sonata BuxWV Appendix 5
Geoffrey Webber

One of the earliest and most important manuscript sources of Buxtehude's organ
works, the Lowell Mason Codex at Yale University (LM 5056), contains a "Sonata
a 2 Clavir Pedal" (pp. 81-3) ascribed to Buxtehude. The work is clearly not an
organ piece, but rather a transcription of a string sonata, though the only
published copy of the work is a transcription included in the not widely available
original two-volume version of Klaus Beckmann's 1971 edition of the organ works
for Breitkopf (Samtliche Orgelwerke Vol. II, pp. 165-7). Kerala Snyder, writing in
her 1987 monograph on Buxtehude (Dieterich Buxtehude: Organist in Liibeck),
proposes that the work was originally scored for violin, viola da gamba and
continue (p.300), following the suggestion made by Eva Linfield in her 1984
dissertation ('Dietrich Buxtehude's Sonatas: A Historical and Analytical Study',
Ph.D., Brandeis University). Here I aim to present the first published critical
edition of the work, and to suggest that the work may have originally been scored
for two viola da gambas and continue.

The Yale copy is written in an unusual notational
hybrid mixing tablature and score notation, tablature
being used for the Pedal part. The manuscript has a
Central German provenance (probably Dresden
c. 1688) and includes transcriptions in score of many
North German organ works that were almost
certainly originally written in the tablature form of
notation favoured by North German organists at the
time. It is thus likely that the transcription was made
by a North German organist, perhaps Buxtehude
himself. The annotation "Viol d Gamb" is written
between the two staves at the start, but unfortunately
this positioning does not allow one to infer whether it
was intended to refer to the upper stave, the lower
stave, or both. The main reason to suggest that the
top part was originally composed for violin is its
predominant tessitura: the main clef used is Cl, and
the top note is c'". However, in the final section of the
work, from bar 48, the upper part looks much more
like a gamba part, combining obbligato lines above
the continue line with sporadic doublings of the
continue line itself (in the bass clef), though the top
part of the range remains high reaching up to a".
A number of different solutions could be proposed for
this problematic passage (bars 48-54), some of which
might involve both obbligato instruments, but the

nature of the given line raises the possibility that the
whole Sonata may have been conceived for two
gambas and continue rather than violin, gamba and
continuo.
The well-known sets of instrumental sonatas
by Buxtehude published in his lifetime are scored for
violin, viola da gamba and continuo. Further sonatas
that survive in manuscript also have this scoring, but
one, BuxWV 268, is for solo viola da gamba and
continuo, and another, BuxWV 267, is scored for
viola da gamba, violone and continuo. The
manuscript collection that contains the Sonata
BuxWV 268, Oxford, Bodleian Library, MS Mus.
Sch. D.249, nos. 18-23, seems to be of Liibeck
provenance. It includes a sonata for viola da gamba
and continuo attributed to the Liibeck musician
David Adam (?Arnold) Baudringer, and an
anonymous D minor sonata that has been tentatively
attributed to Buxtehude in a recent edition, Luebecker
Violadagamba Solo, ed. G. and L. von Zadow
(Heidelberg, 2006). In addition, there are four suites
for two gambas by another Liibeck musician, Peter
Greek or Grecke, in another Oxford manuscript in
the same hand, MS Mus. Sch. D.253; see the modern
edition of two of them, P. Grecke, Two Suites for Two
Bass Viols, ed. D. Beecher (Ottawa, 1998). If one
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transposes the top line of the Yale Sonata down an
octave the part becomes comfortably playable on the
gamba and brings about a pleasing dialogue between
the two identical instruments, the second sometimes
moving above the first, and no technical infelicities
occur in the harmony. The only adjustment required
occurs in the problematic bars 48-51, where the low
passages in the bass clef need to stay at the given
pitch. If the original form of the work was indeed for
two viola da gambas, then a transcription for organ
might well be expected to take advantage of the wider
compass of the instrument (assuming an S'-based
pitch-level for both solo parts) and provide
conventional hand positions. However, to transpose
these short phrases in the bass clef in bars 48-51 up an
octave would have resulted in doubling at the octave,
contradicting the unison doubling that is a feature of
the idiom and giving a less dramatic effect. But this
type of speculation is tenuous, and the original
scoring of the piece is destined to remain uncertain.
Beckmann's transcription aims to give an
accurate rendition of the manuscript's contents, but
the present edition corrects several obvious errors (as
noted below) and adds a number of possible missing
accidentals (given in brackets). The edition envisages
three different performance options, as indicated, the
top stave in reduced type giving the upper stave as it
appears in the manuscript (though with altered clefs),
and the second line down offering a suggested
reconstruction of a second obbligato part for viola da
gamba. Suggested figures have been added to the
continuo line. Performance on the organ is probably
most effective when reed combinations are used, at
least for the two obbligato lines, in order to project
the low notes. If the original work for strings (of
whatever description) and its transcription for organ
are both by Buxtehude, then they provide yet another
example of the way in which the young J. S. Bach
may have found inspiration from Buxtehude during
his famous visit to Liibeck, before making his own
transcriptions of string sonatas for the organ and
ultimately composing his original Trio Sonatas.
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Editorial Note.
The original source is written on two staves, with the
upper stave written in the Cl clef (apart from the
passages in the bass clef in bars 48-51), and the lower
stave written in a variety of clefs, F4, Cl, C3 and C4.
The edition restricts clef usage to G2, C3 and F4. The
use of accidentals has been modernised. The lowest
voice in the source is written in tablature beneath the
lower stave except for bars 48-51 where it is entered in
staff notation on the lower stave. There are no figures
in the source. Altered notes: Violin / Org. r.h. b.12
1st semiquaver group = d"-a'-a', b. 15 dotted quaver =
f#", b.31 2nd quaver = c", b.39 1st quaver = d"; Vdg 2
/ Org. l.h. b.42 quavers 2-4 = f-e-f, b.57 2nd minim c.
The proposed solution for performing Scoring II is
my own.

Sonata
Suggested perforrmance scorings
I: Viola da gamba 1 & 2, Continue
II: Violin, Viola da gamba (2nd line up), Continue
III: Organ (2 Manuals and Pedal, as shown)
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Violin tacet; Vdg plays Vdg 1 part
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Scoring II
Violin resumes at *: Vdg tacet from A, resuming in bar 54, 2nd line up
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A New William Croft
Autograph Manuscript
Andrew Woolley

An autograph manuscript of William Croft's academic ode 'Laurus Cruentas' has
been acquired by the Bodleian Library, Oxford, and was purchased at the
Sotheby's music sale on 19 May 2006.1 The ode is one of two by Croft that was
first performed at the 'Oxford Act' of July 1713, a public ceremony conferring
mostly Masters degrees in Arts subjects at the University.2 It was something of an
occasion: the 1713 Act lasted for four days and included Latin orations and
lectures in Latin, as well as musical performances. By the early eighteenth century
the Act rarely took place in its complete form, and in 1713 was also intended to
celebrate the peace between England and France resulting from the Treaty of
Utrecht of that year. The degree ceremony itself saw Croft as well as the Germanborn musician Johann Christoph Pepusch (1667-1752) admitted to their
doctorates, the former at Christ Church College and the latter at Magdalen
College. Both 'Laurus Cruentas' and another ode in English, 'With Noise of
Cannon', served as Croft's exercise for the degree.
The 'Laurus Cruentas' autograph is a welcome
addition to die music manuscripts which contain
Croft's handwriting.3 The volume is a folio entitled
'Musicus apparatus accademicus [sic.]', die same title
given to a print containing both the Croft odes, which
probably dates from 1720.4 There are twenty-seven
pages in Croft's hand and included are the names of
singers as well as numerous revisions and deletions
suggesting the manuscript was a working copy.
However, the overture has been written by a copyist
and the end of the final chorus of die work is missing.
Harry Johnstone has suggested that the text at the end
of 'Laurus Cruentas' was revised by Croft's librettist
Joseph Trapp when it became apparent that the
performance of the work was to be attended by the Earl
of Oxford, regarded as the chief architect of the Treaty.5
The text that was eventually set by Croft ended by
lauding Oxford, but a unique printed copy of the
poem, intended for the use of audience members at the
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performance, gives different words at this point plus an
additional concluding stanza.6 It is possible that these
words were what Trapp originally wrote as it is apparent
from one manuscript source of die music diat a
revision took place at this point in Croft's setting.7 The
lack of an ending for the concluding chorus in the new
autograph also seems to suggest that Croft may have
written the final version of this part of the work later.8
Little is known of the provenance of the volume,
except that it was once owned by the composer and
musicologist Sir John Stainer (1840-1901), whose
bookplate it contains. With the Bodleian Library's
acquisition, all but one of the contemporary
manuscript sources for both 'Laurus Cruentas' and
'With Noise of Cannon are now kept in the same
place.9 However, a more detailed study of the makeup
and contents of the manuscript, which also includes
working copies of odes by other composers, is yet to
be undertaken.

For information concerning the sale and the contents of the
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GB-Ob MS Bollard 47.
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GB-Ob Tenbury MS 1231; the words 'Reginae et Illi cui dederunt/
Oxonii titulos Camenae' are set at the foot of the page after the main
part of the work was copied.

Christoph Wolff receives the first
Bach Prize
PETER HOLMAN
On 16 October 2006 a distinguished invited audience of scholars, performers and
Bach enthusiasts assembled at the Royal Academy of Music for the presentation of
the 2006 Bach Prize to Professor Christoph Wolff of Harvard University, Director
of the Bach-Arhiv, Leipzig and author of Johann Sebastian Bach, the Learned
Musician (Oxford, 2000). The Bach prize has been established by the Kohn
Foundation in conjunction with the Royal Academy of Music to reward lifetime
achievements in Bach performance or scholarship. It is awarded by a committee
consisting of Professor Curtis Price KBE, Principal of the Royal Academy of
Music, Professor Laurence Dreyfus of Oxford University, Professor John Butt of
Glasgow University and Dr Ralph Kohn of the Kohn Foundation. After an
introduction by Dr Kohn, Laurence Dreyfus and John Butt gave fine
performances of Bach's sonatas in G major BWV 1027 and D major BWV 1028
for viola da gamba and harpsichord.
The main part of the proceedings consisted of a
lecture by Professor Wolff entitled 'News from the
Trenches of Bach Research', in which he discussed the
results of a systemic search currently being conducted
by the Leipzig Bach-Archiv for new documentary
sources relating to J. S. Bach, his family, colleagues
and pupils. After mentioning a project listing all
those holding posts as cantors or organists in
Thuringia from the sixteenth to the eighteenth
centuries (which will be available on line in about a
year), Professor Wolff described some of the
important new material that has come to light in the
Berlin Sing-Akademie Archive, missing since the
Second World War and rediscovered in Kiev in 1999.
Examples included a manuscript that contains a

group of contrapuntal exercises, partly in J. S. Bach's
hand and partly in the hand of his eldest son,
Wilhelm Friedemann, that Wolff thought was the
result of contrapuntal 'duels' between them. Another
is a set of instrumental parts in Bach's hand of a
second Palestrina mass, 'Ecce sacerdos magnus', at
Leipzig; it has long been known that he performed
Palestrina's 'Missa Sine Nomine' there. These parts
show, of course, that Bach was not interested in
historical performance
practice; like Handel
(arrangements of Jacob Handl and Carissimi) and
Mozart (orchestrations of Handel oratorios), when
he performed old music he modernised it by adding
an accompaniment using the instruments of his
own time.
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Professor Wolff turned next to discoveries at
Weimar. The first major find was a strophic aria,
'Alles mit Gott, und nichts ohn' ihn', written there by
Bach in 1713 for the birthday of Duke Wilhelm Ernst
of Sachsen-Weimar. The aria has twelve verses, and
each verse lasts four minutes, so a performance of the
whole work would be a complete half of a concert! It
is an inventive piece, with a rich string ritornello
between each verse, though it is easy to imagine the
Duke's courtiers becoming bored long before the end.
Other exciting finds include two manuscript copies in
the hand of the young J. S. Bach of organ music by
Buxtehude and Johann Adam Reinken. The first, of a
Buxtehude chorale prelude written in German organ
tablature, seems to have been written when Bach was
13 or 14, and is therefore the earliest music
manuscript in his hand. The second, written in 1700,

is also in organ tablature, and consists of a copy of
Reinken's chorale fantasia on 'An Wasserfliissen
Babylon'. This is particularly interesting because of
the famous anecdote, told in Bach's obituary, that he
improvised on An Wasserfliissen Babylon' 'for almost
half an hour' when playing to the aged Reinken while
on a visit to Hamburg in 1720. Reinken exclaimed: 'I
thought that this art was dead, but I see that in you it
lives'. Now we know Bach knew Reinken's setting of
the chorale while he was still a teenager.
After this fascinating lecture, the Bach Prize
was awarded to Professor Wolff by the President of
the Royal Academy, the Duchess of Gloucester. As
with the best events of this sort, the evening ended
with a reception. Unfortunately, your reporter had to
leave at that point because he had a train to catch.

Sting Records Dowland
PETER HOLMAN
John Dowland has probably received more publicity in
the last few weeks than he ever received in his lifetime,
or in the 380 years since his death. The cause is a new
CD by the rock singer Sting of songs and lute pieces
by Dowland, recorded with the Bosnian lutenist Edin
Karamazov. It is entitled Songs from the Labyrinth and
is on
the
Deutsche
Grammophon
label,
BOOOG8OYZS. At the time of writing (mid-October
2006) the CD is at the top of the classical charts, and
is making its way up the pop charts as well. Readers of
EMP may be expecting the worst, though I was
pleasantly surprised. Sting has a light, slightly husky
tenor voice, sings in tune, and knows how to use the
words to put over a song; for this reason, his
performance of 'In darkness let me dwell' is
outstanding.
There are some pop-derived vocal
mannerisms, and a mid-Atlantic accent, though I
found them no more irritating than the more familiar
mannerisms of modern concert singers. Sting has an
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untrained voice, and this is a positive advantage, since
he does not have the plummy, covered quality that is
still unfortunately the default, even among many early
music specialists. Dowland lived long before modern
vocal training developed, and his songs, with generally
short phrases and modest ranges, are ideally suited to
sensitive singers with untrained voices, as the late
Robert Spencer used to demonstrate so eloquently.
The main problem with the recording is not Sting but
the lutenist, who makes a guitar-like 'rubber band'
sound, does not seem to have that much control over
his instrument, and rushes, particularly in passages of
fast notes, which become a scramble. It is a pity that
Sting did not collaborate with one of the virtuosi who
play the lute properly, such as Paul O'Dette or Nigel
North. Nevertheless, the recording is well worth
investigating, and if it brings Dowland and his
marvellous music to a new audience, that is all to the
good.
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• Tim Rishton, The Twelve Harpsichord Concertos of
Thomas Chilcot
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• Margaret Bent Trecento fragments: Frammenti
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instrumental music in the 17th century, ed. Jonathan

• Naomi Joy Barker, Analyzing Baroque music
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• ErikAlbertyn, The court suite revisited: a brief response
• Peter Downey, Christmaspastorellas
• Douglas Leedy, Temperament in the 19th century
• John R. Catch, Bach's 'Rosetta stone'revisited
• Max W. Wheeler, Blasco de Nebra edition

Wainwright and Peter Holman
John Irving, Dazzling concertos: The Cambridge
companion to the concerto, ed. Simon P. Keefe
• David Yearsley, Fugal rejuvenation: Joseph Kerman,
The An of Fugue
• Julian Rushton, Sadie on Mozart. Stanley Sadie,
Mozart: The early years, 1756-1781
• Michael Latcham, In the company of Richard Burnett:

Early Music Vol. 34/iii (August 2006)
• Fabrice Fitch, 'Agricolesque, oupresque':
for theAgricola quincentenary
• Rob C. Wegman, Pater meus agricola est: the early
years of Alexander Agricola
• M. Jennifer Bloxam, 'I have never seen your equal':
Agricola, the Virgin, and the Creed
• Warwick Edwards, Alexander Agricola and intuitive
syllable deployment
• Tess Knighton, 'Music, why do you weep?'A lament for
Alexander Agricola (d. 1506)

Richard Burnett, Company of pianos
• David Johnson, The lost history of the Lowland Scottish
pipes: Pete Stewart, The day it daws: the Lowland Scots
bagpipe and its music, 1400-1715
Music Reviews:
• Jeremy Barlow, CuckoUsalla row. Broadside ballads:
songs from the streets, taverns, theatres and countryside of
17th-century England, ed. Lucie Skeaping, foreword
by Andrew Motion
• Catherine Gordon-Seifert, Michel Lambert's
miniatures: Michel Lambert, Airs from 'Airs de

• Anthony Rooley, Time stands still: devices and designs,

differents autheurs', ed. Robert A. Green, Recent
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Eric Cross, Boccherini's concert arias: Luigi Boccherini,

Performing Matters:
• Geoffrey Burgess, RevisitingAtys: reflections on LesArts
Florissants 'production

Opera omnia, vol. 1: Arie da concerto, G544-559, ed.
Christian Speck
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• Paul Simmonds, Early keyboard
• Noel O'Regan, Monteverdi motets and madrigals
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