













































































































































































Schenck’s best essay in the form. It is, as has been mentioned earlier,
irregular, but its use of imaginative development, tonal adventure
and the full technical resources of the instrument are undeniable
virtues. Nearly every bar is derived from the subject, and the ways
in which the subject enters vary in texture.
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One also notes a sense of continuity, even a sense of drama
in this fugue that does not easily obtain in works in which the
fugal character is either watered down by literal repetition or dis-
solves too soon into free counterpoint. This is not to impute in-
feriority to the other works, for one should also note that here
Schenck’s concept is slightly different — this fugue (and the Fuga
95 as well) is conceived as a totally independent structure rather
than a complete section of a larger movement, and these fugues
point out the difference quite noticeably. The ending of the Fuga
95 would have been more conclusive — certainly it is exciting —
had the digressions preceding it been better controlled. The ending
of Fuga 78 is much more satisfying: an allegro tremolo of twelve
bars that not only makes reference to the subject of the fugue,
but complements in its fullness of sonority and stately character the
concentration and vigor of what had preceded it.

Finally, a few comments on the notation of Schenck’s works.

28 Literatur, p. 35.
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Schenck did not strive, as did his French contemporaries, to notate
the various embellishments he must have used; the sole notation
appearing in the works is a trill, notated by a -. In the preface to
his only extant collection of sonatas Kiihnel explained that he had
notated only the trills, leaving the other embellishments to the dis-
cretion of the performer, because he found more explicit indications
impracticable ;% no doubt Schenck felt the same way. Internal evi-
dence bears this out, as can be seen in echo repeats and phrase
repetitions in the chaconne movements when they were varied and
written out.

It is likely that many of the problems of voice leading, missing
cadential notes, and so forth, noted earlier with reference to the
Scherzi Musicali, were not deliberate failings of the composer but
rather further signs that the performer was expected to re-create
music rather than reproduce notes. Frequent examples can be found
in Le Nymphe in which one concludes that the notation does not
quite reflect the intent. Consider the following examples from

the corrente of Sonata I, the first four bars of both strains:
[r— -
]

+

+
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Schenck is not at all consistent in maintaining the dotted eighth-
sixteenth pattern; after the third bar the pattern disappears almost
without a trace in the second solo part and is not consistently main-
tained (in fact, practically abandoned in the second strain) in the
first solo part. It seems reasonable to assume that the pattern was
meant to be maintained more or less constantly throughout, and
that straight eighth notes were simply easier to notate. Other ex-

25 “Le altre maniere varranno inseguate ad ogn’uno dal suo proprio
gusto, e piacere; essendo impossible di metterle tutte in carta.” The quota-
tion also appears on the next page in a German translation of the preface,
addressed to “dem Leser, so der Italiinischen Sprache nicht kiindig.”
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amples occur: another involving disappearing dotted eighth- six-
teenth patterns is the Courant 12 from the Scherzi, in which straight
eighth notes are found almost exclusively from the seventh bar on-
ward. Again, the sensitivity of the performer is paramount in deter-
mining how to resolve (or how much to resolve) apparent incon-
sistencies to the best effect of the music. It is also worth noting that
although embellishment is hardly foreign to the performance of
L’Echo du Danube, the notation of this work is far more consistent.

A much knottier conflict between printed page and apparent.
intent exists with regard to the presence of unnecessary repeat signs
and the absence of necessary ones. In the various introductory, im-
provisatory and unisectional pieces, this is a relatively unimportant
matter; in general, the shorter and more homogenous a piece is,
the more likely it will be marked with a repeat. Besides, it is not
difficult to imagine, let alone sanction with authority, the repetition
of a short movement not so marked (for instance, the seventh-
movement Allegro from the sixth sonata of L’Echo), the addition
of an echo repeat when one seems necessary (the opening movement
of the tenth sonata of Le Nymphe?®) or the ignoring of a marked
repetition as with an improvisatory movement that divides into
sharply contrasted sections; the opening movement of the manu-
script version of L’Echo is an example). One might also freely
opt to disregard the repeats marked at the end of most of the alla
breve movements and. even some of the fugal movements (Sonata
27: canzona and alla breve; Ouverture 66: alla breve; Le Nymphe,
Sonata III: second allegro; L’Echo, Sonata I: alla breve, etc.).

Other instances seem to be more likely a matter of conscious
design than careless indication. The two gavottes (Gavotte 44 and
from Le Nymphe, Sonata X), in which only the second strain is
repeated, have already been mentioned. In both instances the repeat
is indicated by a dal segno mark, the use of which further obviates
Schenck’s intention. Certain of Schenck’s rondeaux also could be
interpreted either way. In the Rondeau 58 the two episodes are both
marked to be repeated, while the rondeau in the fourth sonata of

26 The final measure ends most improbably on a last-beat V8 chord —
cf. the Wenzinger-Mueller performance (Gasparo GS-210), in which the
echo repeat is taken, concluding on the first-beat tonic chord in the same
(last) measure.
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Le Nymphe has nothing marked for repeat — the restatement of
the rondeau theme is written out between episodes and at the end,
apparently eliminating all possible ambiguity concerning formal
structure, although the double bar after its first statement just as
likely implies its repetition there. More curious is the rondeau from
the eighth sonata of Le Nymphe, which is written in the form of a
binary movement with both strains marked for repeat. The double
bar dividing the two “strains” falls after the initial statement of the
rondeau theme; after it, two episodes, each followed by a restate-
ment of the rondeau theme:

m. 1-7 9-15 16-22 23-34 3541
rondeau theme episode restatement of episode restate-
rondeau theme ment

There is no compelling reason to doubt that these instances reflect
exactly what Schenck intended. The one exception is the remark-
able finale of the second sonata of L’Echo, a rondeau by design if
not by proportion, in which the final restatement of the rondeau

theme is neither written out nor indicated, but is obviously neces-
sary.27

With the various binary movements of the Scherzi Musicali,
however, a much different situation frequently obtains. This is the
frequent absence of marked repeats at the end of many second
strains. The practice, universal at the time, was of course to repeat
both strains, and should repeat signs be missing, one would probably
add them to satisfy convention. Indeed, Robert Donington is quite
adamant on this point, maintaining that the practice of repeating
str?.ins was so obvious then as to have been taken quite for granted by
writers on music. The only explicit contemporary instructions he is
able to produce in behalf of his argument (or concerning his argu-
ment, for that matter) is a quotation from Benjamin Hely’s The
Compleat Violist (ca. 1700) .28

What is more, there is no compelling internal evidence to
suggest that any second-strain repeat should not be taken. In about

27 See also Pauls’ edition of I’Echo du Danube, EDM 67, and this

‘(wirég:g)s’ ll';vi;;»{ of an Oberlin performance of this work, this Journal 17

28 . .
tins). p?’g;s{nterpretatwn of Early Music, 1974 ed. (New York: St. Mar-

117




|

i;«,
i
i
i
I

half of Schenck’s binary movements the second strain is considerably
longer than the first, but there is no correspondence between lack of
repeat and second strain that either delays the return to tonic or
prolongs it once attained. Nor does any correspondence exist be-
tween nonrepetition and rounded binary form (a feature that did
not occur with any regularity for at least another generation), for
the only example of this form is a menuet from Le Nymphe, Sonata
X, in which both strains are marked with repeats. Furthermore,
final repeats are perversely absent from the final phrases of those
chaconne and passacaglia movements based on repeated four-bar
phrases; surely if Schenck or his engraver(s) omit repeats here,
the reason must be sheer carelessness or lack of concern for precise
indications.

One reluctates, however, upon considering the extent to which
this carelessness has been carried. Of the eighty binary movements
in the Scherzi Musicali, full forty-six lack the second-strain repeats.
Could it not be the case that Schenck left out at least some of the
repeats intentionally, either by whim or by experiment, and meant
what he failed to indicate? There is nothing in the music of the
two gavottes discussed earlier to indicate that the first strains had
to be repeated; cannot the situation occur both ways?

Nonetheless, if one had to solve the knotty problem in only
one manner, one would do best to choose the Alexandrine solu-
tion, even if this were to constitute an act of homage to that bitch
goddess of musicology, Consistency. Evidence from other contempo-
rary prints suggests that other engravers or composers are also
prone to frequent carelessnesses and inconsistencies, and among
these are the placing of repeat signs. Final repeats can be found
missing in some of the pieces of Carolus Hacquart’s Opus 3 (Chelys,
twelve suites for unaccompanied solo viol), Roland Marais’ two
books of piéces de viole, and L. Caix d’Herlevois’s Premier livre
(in which second-strain repeats are occasionally missing in the solo
book but present in the continuo book). Only in the books of Marais
fils is the frequency of missing repeats as widespread as in the
Scherzi, but one ultimately concludes that such omissions in so
many prints much more logically betrays tzking repetition for
granted rather than a widespread and hitherto-unknown practice.?®

2% The omission of second-strain repeats in the music of M.arin Marais
does follow a pattern, but is not indicative of a different practice. Because
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Schenck’s music is admittedly not of the first rank, and fault-
finding is not difficult. In general his music lacks that final measure
of imagination and self-assurance found in the work of a master.
Nonetheless the music is almost always charming, intelligently
written, and technically sure. If there is any conclusion to be drawn
from an examination of those works of his currently available, it is
that they are worthy of their small but proud place in the repertoire.
One cannot help but conclude, moreover, that further study into
music for viols from what might rightly be called its greatest age
would be both profitable and useful. An edition of Schenck’s Opus 2
would be welcome, but Schenck did not compose in a vacuum,
and the works of Kiihnel and Hacquart, to name only two, are still
largely unavailable either in modern edition or in facsimile. Given
the revived and growing interest in music for viola da gamba, there
is no reason why this should not eventually come to pass.

this matter seems never to have been explained, the following digression
might be of some value. The situation is, briefly, as follows:

In both the solo and continuo volumes of the First Book not only are
the binary movements marked with final repeats, but every other piece is so
marked, even the large two- and three-page preludes. Second endings and
petites reprises appended pour le 2e fois are followed with repeat signs as
well, such that the last musical indication found in any piece in the First
Book is' a repeat sign. In the Second Book is found a considerably different
situation: some of the first seven pieces (mostly introductory or improvisa-
tory movements) are marked with final repeats and some are not. After
this, final repeats are the rule through no 81. Arter this the incidence of
final repeats occurs intermittently, and none at all are found from no.
95 to the last piece in the volume, no. 142. For these pieces, and for
the Third, Fourth and Fifth Books entire, the following practice obtains:
if the second strain uses a variant ending upon repetition, the repeat is duly
marked after the first ending. If a petite reprise is appended, no repeat is
marked after it; if no variant endings or petites reprises are written out, no
repeat indication is made at the end. In short, the last musical indication
in these pieces is never a repeat sign.

Now, it would seem highly unlikely of Marais (or anyone else) to con-
sign all of his second strains to non-repetition, from the end of the Second
Book on, simply because he had not written out a variant ending. What is
more, this rule is followed with remarkable fidelity; of the seven exceptions
in the Fifth Book, for example, five of them are further cases in which repeat
signs are omitted, in these cases before a petite reprise.

Well and good, but what causes the discrepancy in practice? It seems
this corresponds quite closely to the different engravers who produced Marais’
pieces, The two volumes of the First Book were engraved entirely by Bon-
neuil. The solo volume of the Third Book was engraved by H. de Baussen,
and the continuo volume, as well as the Fourth and Fifth Books entire, was
engraved by F. du Plessy. So much of the confusion resolves itself along the
lines of which engraver produced which volume. The pieces continue to fall
into place (so to speak) when one notes that two engravers signed the solo
volume of the Second Book — Bonneuil and de Baussen — and their en-
graving styles are easily distinguished by differences in key signatures, bass
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dlefs and end decorations (i.e. the flourishes appearing after the final double
bar), among other things. Bonney McDowell has even listed which pages
were engraved by which engraver (in “Marais and Forqueray: A Historical
and Analytical Study of their Music for Solo Basse de Viol” (PhD. dis-
sertation, Columbia University, 1974), p. 36, and this corresponds very
closely to the different practices in indicating final repeats.

Of course, there are a few difficulties with this hypothesis. The continuo
volume is signed by de Baussen only, yet the incidence of final-bar repeats
corresponds closely with the incidence in the solo volume the few exceptions
being omissions, and these usually in preludes. A number of pieces in the
solo volume, mostly from nos. 74-94, are de Baussen's work but have final re-
peats. On the other hand, it is quite likely that the two engravers exerted
come influence on each other’s work during their collaboration. It is worth
noting, for instance, de Baussen not only employs Bonneuil's repeat indica-
tions, but his end flourishes as well, when reproducing the continuo part of
a piece for which Bonneuil engraved the solo part.

Admittedly I have not seen any other work by Marais’s engravers, nor
are there any extant manuscripts of Marais’s works. Nonetheless it seems more
plausible to ascribe the discrepancy in indication of final repeats to the en-
gravers rather than to chronic carelessness on anyone’s part, or to a changing
notational practice of Marais himself. Nor do suggestions such as those offered
by Richard Taruskin (in his thoughtful and entertaining review of the first
installment of the Marais Critical Edition, this Journal 17 (1980), pp. 82-
83) offer much help. The association of these omissions with the rise of
Classic style seems especially unlikely, if not simply historically untenable.
Furthermore, when one looks upon repetition as an opportunity for embellish-
ment and variation, to which Marais so frequently avails himself in written
out repetitions, petites reprises, and extreme cases of endings pour le 3e,
4e and even 5e fois, one finds a “capricious asymmetry” by whim difficult
to imagine even as isolated practice.
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Reviews:

John Coprario. Fantasia-Suites. Transcribed, edited by Richard
Charteris. (Musica Britannica, a national collection of music,
XLVI). London: Stainer & Bell (Galaxy), 1980. $75.00.

John DaniFl. Songs for the Lute, 1606. Edited by David Greer
((Eng‘hsh Lute Songs, 1597-1632: A Collection of Facsimile
l?epnnts, 13). London: Scolar Press (Brian Jordan, Early Mu-
sic Centre Publications), 1977.

Like many English musicians in the seventeenth century, John
CooPer was enamored of Italian music. He is supposed to have
stud.xed in Italy and even changed his last name to Coprario. His
music, however, remained close to the English polyphonic tradition
and he was responsible for the genesis of a uniquely English genrf;
which flourished from about 1620 until 1683 now known by the
modern term “fantasia suite.” The first documented information
about Coprario’s life concerns a trip which he made to the Nether-
lands in 1603, at which time he received the sum of £3 from Sir
Robert Cecil, whose papers at Hatfield House mention a number
of payments to Coprario between the years 1607 and 1613. Edward
'Seymour, Earl of Hertford, was another of Coprario’s patrons, and
it was aPparently at Seymour’s Wiltshire Estate that Coprario was
?he music instructor of William Lawes. Both Hawkins and Burney
indicate that Coprario was also the teacher of Charles I while he
was the Prince of Wales, and there is documentation mentioning
h}m in the Prince’s household as early as 1622. Charles appointed
him composer-in-ordinary in 1625, a post which he held until his
death in 1626.

The fantasia-suites were apparently composed during Cop-
rario’s service with Charles I, and the bass viol parts were played
by the King himself. Extant sources contain three sets of eight suites
composed by Coprario. Each suite has three movements: fantasia,
almaine, and galliard with duple coda. These works are innovative
not only for the instrumentation (early use of the violin in a small
chamber ensemble) and the composite form (approaching the
sonata), but also for the treatment of the instruments (idiomatic
writing for violins and concertante interplay of all instruments, in-
cluding the bass viol and the organ). ’
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The contents of this volume are arranged in two main sections:
Fantasia-suites for violin, bass viol and organ, nos. 1-15, and Fan-
tasia-suites for two violins, bass viol and organ, nos. 1-8. The ap-
pendices include incipits for the three movements of the Suite no. 16
for violin, bass viol and organ, which survives with the organ part
only, and alternative versions of the Galliards of Suites nos. 2 and
3 for two violins, bass viol and organ. The textual commentary in-
cludes an annotated list of all known sources, citing secondary lit-
erature and noting all variants in the string parts and significant
variants in the organ parts. Among the facsimiles included at the
front of the volume is a reproduction of a signed, autograph letter
discovered by Richard Charteris in the Cecil Family and Estate
Papers at Hatfield House. In a 1975 article (“Autographs of John
Coprario,” Music & Letters, LXVI [1975], 41-46), Charteris uses
this example of Coprario’s handwriting to show that none of the
extant manuscripts of Coprario’s instrumental music are actually

in his hand.

In the absence of autograph sources for the fantasia-suites, the
editor has chosen as primary sources the string parts in the Christ
Church Library, Oxford, Music MSS 732-734, and the organ part
in the British Library, London, Royal Music MS 24 K.3. These
manuscripts form a companion set of parts which originated at the
court of Charles I about 1625. Unfortunately, the organ part is
incomplete, providing only an unfigured bass line for the last seven
suites for two violins, bass viol and organ. For these suites, Char-
teris selected as his primary source the organ score in the British
Library, Add. MS 23779, copied by John Jenkins about fifteen years
after Coprario’s death. Suites nos. 4 and 7 of this set were published
earlier in Musica Britannica (volume 9, Jacobean Consort Music,
edited by Thurston Dart and William Coates, 1955}, using 2 freer
realization of the organ part based on the Royal Music MS 24K.3,
but the present editor maintains that the organ part in the Jenkins
manuscript more accurately reflects the interpretation of a seven-
teenth century organist. Suites nos. 9 and 12 for violin, bass viol
and organ were also included in the earlier volume, based on the
King’s College, Rowe Music Library, Cambridge, Music MSS 112-

113, a source which Charteris criticizes as containing “a fair number

of inaccuracies.”

This is an expensive paperbound volume, but Charteris’ dis-
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covery of Coprario’s autograph letter and consequent re-evaluation
of the sources does justify its publication, particularly in light of
recent 1‘nterest in the fantasia-suite as a significant manifestati

of English music in the seventeenth century. Hopefully, more ml(:in
erately priced performance parts will be available soim -

John Daniel's Songs for the Lute, 1606 is a reissue from a series
of .photo'graphic reproductions of thirty-six lute songbooks, first re
printed in nine cloth-bound volumes by Scolar Press in 1’968-1971.
under ‘the general editorship of F. W. Sternfeld. As is frequently the
case w:‘fh reprints, the editorial remarks are very brief, but if thisy er-
haps ‘wxll keep the price of the work within reason ’then practif:)in
lutar‘usts, toward whom this publication is no doubt, aimed, ma ‘nogé
consider the lack of emendations or transcriptions to be ;m . eat
loss. The editor does give the important information that chrgrare
.only three known copies of this book: one in the Huntington Libra
in San Marino, California, one in the Folger Shakespeare Libm;y
in ‘Washmgton, D.C.; and the British Museum copy (K.2 9)y
which was used for this original size reproduction. e

. f\ltho.ugh not as fine as in the earlier reprint, the notation in
this issue is still quite clear, and the lutenist skilled in reading tab-
Ia}ture will be grateful for this paperbound edition which opens flat
exth?r on a table or a music stand. The text suffers more from the
fuzziness, and singers may prefer to use the edition without tabla-
ture, transcribed and scored by Edmund H. Fellowes in The English
Scfz?ol of Lutenist Song Writers, second series, volume eight. This
edltx'on, first published by Stainer & Bell in 1926, was revis'ed b
Paw.nd Scott in 1970 and is still avaliable. The bass viol part is no};
1r§d1cated in the Stainer edition except by small notes where it
differs from the lowest sounding part of the transcription, so the
player of this part may also want to use the facsimile. ’

Very little information is available about John Daniel’s life
The probable date of his birth is 1564, and he received the:
Bachelor of Music degree from Christ Church College, Oxford, in
1(.303. He was the brother of the poet Samuel Daniel an,d succee:led
his b.rot‘her as “Master of the Revels to the Queen” in 1615. His
assocxatxo'n with the court apparently continued after this anc.l the
last mention of his being in the King’s service occurred in f625.

The book of ‘“‘Songs for the Lute, Viol and Voice” was printed
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by Thomas East for the publisher Thomas P.sdams in 1?506 and is
the only printed source for John Daniel’s music. It contains twenty-
one songs, numbers 1-18 for solo voice, lute and bass viol, number
19 for four voices and lute, number 20 for four voices and two lutes,
and number 21 for lute solo titled “Mrs. Anne Grene her lea'ves be
greene.” Despite the extreme scarcity of Dani.el’s.extant music, tht;
intense, expressive power of his songs places him in the company o

John Dowland as one of England’s greatest composers of lutesongs.

—Ann Viles

Julie Anne Sadie. The Bass Viol in French Baroque Chamber
Music. Ann Arbor: UMI Research Press, 1980. 189 pages.

$29.95.

Within the past decade, the appearance of r-nusicaI. editions,
treatises in facsimile and translation, books and dissertations have
helped overcome 200 years of neglect of the \.riol in Frenc‘h Baroqu(;
music. Now Julie Ann Sadie examines the rich a.nd' yaned role o
the bass viol in the chamber music of the Grand Siécle. The‘ Ba.ss
Viol in French Baroque Chamber M usic, No. 26 of the Studies in
Musicology series edited by George Buelow, is drawn largely fro.m
the author’s Cornell dissertation of 1978 (under the name of Julie

Anne Vertrees).

Mrs. Sadie’s experience as a bass viol performer brings an
important dimension to this book. She is one of the welcor.ne r?ev.;
breed of young scholar-performers able to_balance purely historica
and theoretical data with an intimate understanding of thfa strengths
and limitations of the insrument under study. “The music must be
played,” she writes, “It must once again be ‘dans 1?a1r’ in order to
be understood and sorted out” (p. xii). Mrs. Sadle.wmes clearly
and with precision. She has a genuine talent f?r seeking out le 7.not
juste unfettered by the over-abundance of qualifiers and subftantxves
that mar so many doctoral dissertations. In theSf': days of high pub-
lishing costs, UMI is to be commended for using a p?loto fepro;
ductive process as opposed to engraving to pemn:c the inclusion o
so many musical examples (83) that do much to illustrate the text.

The book is arranged in five chapters followed by an Appem.:lix
in which Mrs. Sadie discusses the significant role of Marc-Antoine
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Charpentier’s Sonata for Eight Instruments in the history of the
French ensemble sonata.l

Chapter I (“Players and Repertory”) introduces the most
important performers and summarizes the history of the bass viol
in France. “Cursory,” as she says, of necessity, the summary is per-
haps too restrictive with regard to the subject of the 17th-century
viol fantasy which is limited to Eustache du Caurroy and Claude
le Jeune. Some discussion might have been appropriate concerning
the shift in style away from the vocally dominated, a5 textured early
fantasies to the more idiomatic and dance-like fantasies of Etienne
Moulinié (Fantasies a quatre pour les violes, 1639), Nicolas Metru
(Fantaisies a deux parties pour les violles, 1642), and Louis Coup-
erin (Fantaisies pour les violes, 1656).

Chapter II (“Jeu de I'Accompagnement”) deals with the bass
viol primarily as a continuo instrument. Mrs. Sadie repeatedly points
out that the viol was the “customary choice as an accompanying
bass instrument as long as an essentially French style of expression
in chamber music remained the objective.” (p. 23). Sauval and
Trichet might be added to Mersenne, Godefroy and the journals
of Loret and Robinet as sources for documenting the use of the viol
as an accompanying instrument in the early 17th century. Sauvel
tells us that Mauduit recognized the close affinity between viols
and voices.?

Mrs. Sadie emphasizes the fact that the bass viol co-existed
with the basse de violon and bassoon and that on occasion the en-
tire continuo ensemble would be used simultaneously in chamber
works for larger forces. In this regard one might add a most amus-
ing example of such scoring in the manuscript cantata Le mauvais
ménage, by the Avignon composer Reboul, in which two bass viols,
a basse de violon, a bassoon and a harpsichord combine to describe
the chaos of a quarreling married couple?

1 Mrs. Sadie’s persuasive arguments both in this Appendix and in per-
son have convinced me that I was too hasty in questioning the authenticity
of this work (see French Baroque Music, rev. ed., New York, 1978, p. 301).

2 Henri Sauval, Histoire et recherches, des antiquites de la ville de
Paris, Vol. I1 (Paris, 1724), p. 493.

3 This cantata is one of four eighteenth century cantatas found in a
Recueil d’airs francois et italiens avec simphonie in the Museum Calvet in
Avignon (MS 1182). Mrs. Sadie calls attention to it in her article “Bowed
Continuo Instruments in French Baroque Chamber Music,” Proceedings of
the Royal Musical Association, 105 (1978-79), p. 41.

125




In Chapter ITII (“Jeu de Mélodie”), Mrs. Sadie discusses the
bass viol as both melodist and accompanist. The viol serves in this
capacity in ensemble music by Couperin, Marais, Marchand, Monté-
clair and Rameau, among others. For a few short years it even co-
existed with the violin or flute in Italianate trio sonatas or appeared
as a récit grafted onto a violin sonata. In such a manner did it cre-
ate a true “‘réunion des gouts” and assist in “Frenchyfying those
foreign genres, thus hastening their assimilation” (p. 97).

Quite correctly, Sadie perceives the French cantata of the first
third of the eighteenth century as playing a central role in exploiting
the melodic viol. She cites examples from the cantatas of Cléram-
bault, Montéclair, Stuck, Elisabeth Jacquet de La Guerre, Bouvard,
Rameau, Cousset and Gervais.

Only one example of the melodic viol in stage music is given:
“Beaux lieux” from the prologue to Destouches’s pastorale héroique,
Issé (2nd ed. 1708). The lack of additional examples is puzzling in
view of the obvious cross-fertilization between the cantata and such
préramiste genres as the opéra-ballet, the ballet heroique and even
the tragédie lyrique. There are, for example, the three “cantates”’
incorporated into the divertissements of three different acts of Com-
pra’s opéra-ballet, Les fétes vénitiennes of 1710. It was common
practice for composers such as Compra and Stuck to write brilliant
airs or ariettes, often exploiting obbligato instruments, for operas
composed many years earlier. It is possible that hiding among the
many manuscript copies and parties séparées at the Bibliothéque
Nationale and the Bibliothéque de P'Opéra there may be other such
airs with viol obbligato

In Chapter IV (“Reflections of Solo Viol Playing”), Sadie
examines the critical role of Marin Marais in creating a corpus of
solo literature for the melodic viol. Marais shifted the emphasis
away from the bass viol as an instrument primarily concerned with
accompaniment. The author examines in detail selected couplets
from Marais’s “Les Couplets de Folie” (Book II, 1701) to illustrate
how Marais conceived an idiomatic style suited to this instrument.

The author as performer and scholar meet on equal ground
in this and the final chapter (“Ad Libitum Practices”). For the
non-performer, these two chapters are the heart of Julie Anne Sa-
die’s book. Only a viol player would immediately recognize that
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the c:bbl}'gato from the final air of Rameau’s cantata “L’Impatience”
requires minimal shifting, thereby freeing the player to concen-
trz.xte on bowing. Only a viol player would see at a glance that cer-
tain passages played on the viol in Telemann’s “Concert Primo”
from Six quatuors & violon, flute, viole ou violoncelle, fall within
one hand position, whereas the same passages, if played)on the viol
oncello would require many shifts. As performer, the author car;
and do.es go beyond written indications in score ;md title page to
fietermme an appropriate choice of instrument where alternative
ms:trumentation was suggested by the composer. In many instances
this route leads to detailed examination of such practical procedures
as transposition through clef supposition.

,O'I.‘he book appears to be free of any serious factual or typo-
grap'hlc.al errors. For this reason, I am the more puzzled byyfhe
ambiguity resulting from the statement that “Les Gouts-réunis
(1724), @ouperin’s second set of ‘concerts royeaux,’ never depart
from a trio texture of two treble parts and one bass” (p. 17). The
unwary reader could with reason interpret this sentence to mean
thflt.a” of the concerts of Les Gouts-réunis are in trio texture. Since
this is patently not the case (only the “Grande Ritournelle” o'f Con-
cert VIII and the “Plainte pour les violes” of Concert X are con-

sistently a3), it is clear that the reference is to trio texture “when
employed.”

Julie Anne Sadie’s book is an important contribution to our
kno'\.«vledge of the use of the bass viol in French Baroque chamber
music. By consulting a vast number of scores and contemporary
treatises and by applying those insights born of performance, she
has offered fresh and original solutions to the many perpléxing
performance problems found in this repertoire. I would only rec-
ommend as a courtesy to those among her readers who may not be
:vrell 1ve:rse.d itr;) French that in any subsequent edition, Mrs. Sadie

anslate in the Notes those well- i
that follow the titles of each chapi:zsen and engaging paragraphs

—James R. Anthony




Contributor Profiles

James R. Anthony has received degrees from Columbia
University, the University of Paris, and the University of Southern
California. After serving on the faculty of the University of Mon-
tana, he became a professor at the University of Arizona, where
he is currently. His particular area of study is the opera-ballet of
the French baroque. In addition to his book French Baroque Music
from Beaujoyeulx to Rameau (Norton, 1974, 1978), he has written
a number of articles for the Journal of the American Musicological
Society, Notes, Musical Quarterly, and other journals.

Richard D. Bodig is an economist by profession, serving as
Fconomic Advisor to General Counsel on Antitrust Litigation for
Mobil Oil Corporation. He has received degrees from Rensselaer
Polytechnic Institute and Columbia University, and is an accom-~
plished linguist with knowledge of nine foreign languages. He has
previously published “Silvestro Ganassi’s Regola Rubertina: Revela-
tions and Questions” in the 1977 issue of this Journal, and is pre-
paring an edition of Vincenzo Ruffo’s Caprice in Musica for Ogni
Sorte Editions. He has performed and recorded as a singer with
Cappella Nova, the Dessoff Choirs, and the Canby Singers; voice
and viols with the mixed consort Arcadia; and on viols with Amici

Cantanti.

Robert A. Green received his bachelor’s degree from the
U. S. Naval Academy and his master’s and doctorate from Indiana
University. He also attended the University of Paris for a year as
a Fullbright scholar. He currently teaches music history courses and
directs the Collegium Musicum at Northern Illinois University, and
performs with several groups in the Chicago area. He has previously
published “Jean Rousseau and Ornamentation in French Viol Mu-
sic” in the 1977 issue of this Journal, and has contributed “Haydn’s
and Regnard’s I Distratto: 2 Re-examination” in the 1980 Haydn
Yearbook. He is expecting publication in 1982 of “The Pardessus de
viole and its Literature” in Early Music.

Rey M. Longyear has received degrees from Los Angeles
State College, the University of North Carolina, and Cornell Uni-
versity. He has held teaching positions in musicology at the Univer-
sity of Southern Mississippi, the University of Tennessee, and current-

128

g' at tl?e University of Kentucky, where he was a colleague of Gor-
‘ 4;:5;6{“86? for‘ many years. In addition to his books Schiller and
! 1,2 niversity of North' Carolina, 1966) and Nineteenth-Cen-
ury Romanticism in Music (Prentice-Hall, 1969, 1973), he has

written a number of articles i
it s and reviews /
prien ¢ for noted scholarly pub-

v S;:aphen Lut_tmann received B.M. and B.A. degrees from
Memphis State University in 1981, and is now a doctoral student
in musicology at the University of Louisville.

iy Michel Slca}rd has earned the Licence de Concert et d’En-
gnement from Ecole Normale de Paris with an emphasis in viol

and the Docteur de troisieme cycle en Musicologie from the P B
Sorbonne. His thesis was entitled “L’école ffar;gaise de viol afz'l :
gambeT de Maugars ¢ Sainte-Colombe.” He has previous] ubl'gh ;
afl ar‘tlcle “La technique frangaise de violon au XVH},éIr)ne ls"el

dapres\ les méthodes et les partitions” in Musica Antica: Act:zefle
Congrés de Musicologie de Bydgoszcz (Poland, 1978) ﬁe iss -
rently preparing a thesis for the state doctorate’ on the'Fren h CU}rnl
school from Sainte-Colombe to Bathélémy de Caix. He hc o
for'med as viola soloist with the symphony orchcstraiof theas o
Poitou-Charentes, and is professor of viola and viola da arriiez)imr;:
the Conservatoire National de Region de Poitiers. He ghas a.l;i

served as Chargé de cours complémentaire at the University o(;

EOltleIS, IllStltute Of NIUSIC()]()Q‘)’ i()l 01()121 da ga]llha all(l ¢} hle
) ensem

Ann Viles has received degrees from the University of Ten
nessee and the University of North Carolina at Chapel Hill <;
is currently a doctoral condidate at Bryn Mawr Colli e Sh’ ahn
beer.x a music librarian at the Curtis Institute of Musii .the eU i
versity of Tennessee, and currently at Memphis State bnivers;:;'-

She llas aISO ser Ved as A’1u53kha”dzeiln l()] ()tt() IlaXIaSS()W“Z n
1

129




