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CHAPTER §

Towards a genealogy of the keyboard concerto
John Burr

I the'spring of 1707 Handel performed his first oratorio in Rome, 1l trionfo del Tempo ¢ del
Disinganno, a work that is often said te contain the first ‘organ concerto’. The movement
concerried is actually termed ‘sonata’ and the organ shares its solo role with the strings and
oboes; nevertheless, there is no doube that the organ has pride of place, taking the firse solo
episode in a curiously orthodox ritornello movement. The prominence of the organ would
aiso présumably have advertised the presence of the composer in the sole role, something
further suggested by the organ’s continued obbligato role in the ensuing aria, where most
of the B section is left blank, to be realised in accordance with the marking arpeggiando per
susto.! In common with much of Handel's early writing for concerted instrumeats (such
.as::in La Resurrezione, 1708), both diverse and like instruments have to co-ordinate with
o-i;:é_a_n@cher in fast passages of thirds and sixths - thus, the virtuosity of the performance
ligs almost as much in the feat of ensemble as in the technical difficulry of the individual
paits. This sort of writing unequivocally presents the organ as the melodic peer of the other
instruriencs (Example 5.1); its very lack of specifically idiomatic keyboard figuration is
{estimany to its new-found emancipacion from traditional keyboard roles, most obviously
from dlie chordal duty normally demanded by ensemble sicuations.

< While Xl trionfs marked Handel's response to his first major librerco from Cardinal
‘Bénedetto Pamphili, at almost the same juncrure in May 1707 he also became associated
with his most significant secular patron to date, the Marquis Francesco Maria Ruspoli. One
of the first works to issue from chis relationship was the Safve regina, the central movement of
which employs a solo organ, typically concerted in dialogue and in paraliel with the strings
and the solo soprano. It seems as if Handel set out 1o make his personal mark as a keyboard
player as early as possible in his association witch these two important patrons.

“A féw months [ater, on 4 February 1708, many miles away from Rome in the Thuringian
town of Miihlhausen, J. S. Bach performed his first cantata in honour of the annual change
of tows council, ‘Gorr ist mein K&nig’, BWV 71. This too contains a solo part for organ,

Fum grarefil for a grear deal of advice in wricing this essay and owe particular thanks to Donald Burrows, Anthony Newcomb,
‘David Schulenberg, Alexander Silbiger and Geoffrey Webber.

1As Carolyn Gianturca notes, the easliest surviving sources are not in Handel’s autograph and probably date from some
_sime afier the Rome performances. However, there is no reason to doubr the role of the solo organ in the first version,
e the Tikelihood that the shorthand dircctics for complerion of the organ part stems from Handel’s own scores. Carolyn
Gianitieco, ‘Il mionfo del Tempo ¢ def Disinganno: four case-studies in determining Italjan poetic-musical genres', fourmal
of ihe Royal Musizal Association, 119 (1994), 43-59, esp. 57-8.
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Example 5.1 Handel, # trionfo del tempa (1707), Sonarta, bars 25-8

and chorale Ich bin nun achtzig Jahr' (Example 5.2); there is also a small passage for solo
organ in the inal movement (‘Das neye Regimenc’, bars 30-3). Of course, by lazer criteria,
the aria would seen: less a ‘concerro’ for organ than Handel’s, given the presence of the vojce

much to the wider cancepr of ‘concerto’ as it would have been understood in Bach’s time,
a gente stretching back a least to the time of Andrea Gabrieli's Concers of 1587, Indeed,
he labelled ehe majority of his caneatas ‘concereos’, although in this case — perversely for our
purposes — he used the term ‘moter’ {something that would normaly refer to a fully choral
piece in more traditional polyphonic style).

the presence of the composer, officially organist of the Blasiuskirche bus performing for

presence that much more part of the occasion irself3 Indeed, Bach seems to have taken
the trouble 1o supply extra figuring for the bass line of this movement in the printed parr,*

who possessed the princed parts; one would have no suspicion of the organ’s obbligato rele in
the actual performance, Even Bach’s autograph score (Berlin SBB P45/1, one of his earliest
‘fair copies’ and the source from which the manuscript performing parts were prepared)
contains a simpler version of the opening gestures for solo organ than he wrote in the

2 Laurence Dreyfus has convincingly argued thar Bach was che intended soloist jn the organ obbligacos of his Leipzig cantatas,
“The metaphorical soloise: concerred organ parts in Bach’s cantatas’, arly Music, 13 (1985), 23747, It may well be d:zr

ends with che expression ‘Laus Deo'; moreover, the viglin [ part contains the bass line, at least for the three movements i
plays, suggesting thar the violinise played some parr in the direction of the performance, I
See Christine Erdde, Kritischer Bevicht for Neue Bach Ausgabe, Series /32, vol. T (Kassel: Bizenreiter, 1992}, esp. p. 52

regarding the absence of the organ solo in the Print; pp. 54, 61, for evidence that the print was finished after the event.
fhid., pp. 52, 55, 80. B

for both left and righr hand, performed in ‘concerc’ with the soprano and tenor, in the Air

(and the relative modesty of the organ writing). But vocal pieces in this style belonged very .

Just as in the case of Handel’s #/ trionfs, the solo organ in Cantata 71 doubtless advertises

this special occasion in the Marienkirche. The performance parts printed to celebrate the -
occasion, finished almost certainly after the event, cortain no reference to the solo organ pare :
{other than the lefi-hand line); whether inrended or not, this seems to make the COMmPpOSer’s -

which was prepared directly from the lefi-hand line of the manuscripe part. It is as if the .
conventional role of the organ is restored, the fuller figures almost acting as a decoy for anyone

Towards a genealogy of the keyboard concerto

Example 5.2 Bach, Gosr ise mein Kfi;lf;g. BWV 71 (1708), Ich bin nun achezig Jahr', bars 7-16
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autog;a-ph.golo organ part. Bach was thus continuaﬂy‘developing his ‘own’ role, even after
other elements of the performance had become more or less fixed in the notation.

This coincidence berween Bach and Handel marks only the beginning of an apparent
leapfiogging between the two composers towards the cultivation of the geare of keyboard
concerto. Bach’s study of Italian instrumental concertos through transcriptions for organ and
harpsi;hord:begins around 1713; he formulares his first concerto wich hazpsichord obbligato,
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shared with flute and violin, in the Fifth Brandenburg Concerto towards the end of the
decade;® and he develops numerous sonaras in which the keyboard plays 2 fully composed

texture, working as an equal partner with a2 melody instrument. Handel occasionally visits

again the concept of the keyboard obbligaro wichin a larger work (e.g. in Rinalds, 1711,
here for harpsichord). However, his first ‘pure’ argan concertos (i.e. where the keyboard part
is emancipated from any partnership with other solo inscruments) begin to appear around
17334, and Bach’s concertos for solo harpsichord - largely conscientious transcriptions
of instrumenral concertos — appear in a manuscript of ¢, 1737-9. The likelihood is strong
thar these latrer result from Bach's practice of developing such concertos spontancously in
performance during his time as director of the Leipzig Collegium Musicum (from 1729);
indced, he might well have done this in the Céthen or Weimar years as well, Given that
he transcribed virrually all these pieces from instrumental concerros, it seems chat he — like
Handel —was perfecily happy 10 see the keyboard instrument on absolutely equal terms with
other instruments, requiring no particular motivic pleading.

If we were still to use the "Whiggish’ approach to history, in which events of the pastare seen
to lead relendessly and gloriously to a more perfected present, it would be easy to account
for Bach and Handel's beguilingly co-ordinated dance (of which both were undoubtedly
unaware) as reflecting the geniuses’ inevitable intuition of the course of music history. Indeed,
it is disarmingly casy to trace a gencalogy from both Bach and Handel rowards the keyboard
concerto in its classic phase as personified by Mozart. After all, Bach’s model was taken up
by both Wilhelm Friedemann and Carl Philipp Emanuet Bach, handed on from the lacter
to Jehann Christian and thence to Mozare. Johann Christian, active in London, would also
have absorbed something of the Handelian keyboard concerto culture, maintained by such
close followers as Thomas Arne and John Stanley. The ‘genius’ modet for Bach and Handel
receives even greater support if we consider the work of the third ‘great’ composer of the age,
working in equal isolation from the others, Jean-Philippe Rameau, whose Pieces de clavegin
en conceris — for obbligato harpsichord and two melody instruments ~ were published in
1741,

One strong reason to discard the Whiggish approach is the simple fact that the keyboard
concerto as something at the forefront of composirional attention has declined considerably
during the course of the twentieth century, however important it might remain i_n concert
life roday. It thus represents not so much a musical universal as a generic conceprion that -
doubrless for a variety of changing reasons — grasped the attention of performer-compaosers
over a specific time span. The purpose of this essay is not so much to offer 3 comprehensive

account of the rise and fall of the keyboard concerto, bur rather to try to imagine what facrors -
of musical culture, thought and practice must have falfen into place to encourage Bach and B

3 Pieter Dirksen argues for daring this concerro back 1o the Weimar years, in “The backgrf)und w© Bach_'s Fifth andenl?&rg
Concerto', in The Harpsichord and its Repertoire: Proceedings of the International Harpsichord Symposium 1990, ed. Pieter
Dirksen {Utrech: Stimu, 1992), pp. 157-85.
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Handel co think along such similar lines, as if twins born into a common German tradition,

-such. Eﬂs_,mgﬁ[ﬁl_rp\lﬁeﬁ;;_sﬂg__ggn‘_ce_rggd_ instrument {as opposed to. 2 conrinuo - or purely solo —
A_iéstrument) before 1707, Given the richness of the Gerraan keyboard tradition in particular,
one in which transcription and imitation of other instruments and voices is a major impetus
in the development of keyboard style, the very lack of obbligato keyboard parts (ones thar
were notated, at least) in ensemble music seems truly astounding, My approach thus needs
o take into account not only ahy small threads of tradition thar might lead up to the

+ edrly eighteenth century, buc also the discontinuities — changes of practice, outlook and

conception in composition and performance ~ char suddenly rendered the keyboard more
attractive as a concerted instrument. After all, Bach and Handel could hardly have come up
with the same idea if this were to have been inconceivable in the first place,

‘Given that the term ‘concerto’ and a variety of genres associared with it originates in Italy,
this should perhaps be the first area of enquity. Bach was profoundly influenced by the Iralian -
co_ﬁcermS i the Vivaldian vein, and his adoption of the ritornello form perhaps reflects one
of the most significant developments in his compositional thmkmg after the earliest years.
The major imperus towards transcribing Iralian concertos for keyboard seems to have come

from the young Prince Johann Ernst, who probably heard che blind Dutch organist Jan
Jacob de Graaf perform concertos in this manner. It might also be significant thar Vivald;
himself employed the organ for small solo passages on occasion.S Whether or not Bach knew

.of these models, he certaitly felr no qualms abouc transcribing a long violinistic cadenza

:. _:-:fror,n Vivaldi's Grase Meps! concerto L_}}Kg_ﬂ@fqrgrggn(fiw;%)J"hls must surely

‘have played a part in his decision to provide an equally outrageous passage ar the end of che
;‘ﬁrs.g'movemem of the Fifth Brandenburg Concerro just a few years later, one that — as Pieter
‘Ditksen has noted — seerns purpasely to exploir virtuoso string figuration ar the expense of
indigenous keyboard gestures.’ :
: What Bach and Handel almost certainly could not have known at the time of their firsc
.+ organ obbligatos in 1707-8 was thar Vivaldi composed a sonata with obbligato organ at
almose precisely the same junciuce (RVeZ79).8. Thus, the remarkable co-ordination of Bach
- - and'Handel js shared by yet another composer, albeit one who did not develop the genre of
- ¢oncerted keyboard much further, Although Vivaldi wrote this sonaa for four specific female
' fnusicians ar the Ospedale della Pieta in Venice, his autograph found its way to Dresden
' (ogsther with at least two concertos with solo organ parts), where it might ultimately have
influenced Bach. Indeed, the organ cadenza to the second movement (over twenty bars
long) is not unlike that which Bach transcribed from Vivaldi’s I grosso Mogul, RV 208. In
common with virtually all the solo keyboard writing mentioned so far with the possible

6 Michgel Tatbor lists ten examples in ‘A Vivaldi somaa wich obbligaro organ in Dresden’, Organ Yearbook, 12 {1981), 93.
.7 Dirksen, "The background to Bach’s Fifth Brandenburg Concerce’, pp, 164-8.
R Talbdt, A Vivaldi senara with obbligaco organ’, 81-103.

__E_:i:t'sépéréted at birth, Another way of putting the question is to ask why the keyboard plays )
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exception of Bach’s Canrata 71), most of Vivaldi’s here is written in a violinistic idiom d!at SE
would make it virtually interchangeable with other instruments. However, as Michael Talh

observes,? the third movement displays much more idiomatic keyboard figuration, includi ¢ %
arpeggios shared berween the hands, that could not be transferred unproblematically 1o other

instruments. It is almost as if it took a composer who was primarily a string player to tajlay
a figuration specifically for the keyboard, while Bach and Handel — keyboardists in the first
instance — seem to have gone our of their way to show how the keyboard could do just aboy
what any other instrument could do.

Handel’s exposure to fralian music was, of course, much more direct than Bach's, gf-
though his experience in concerted writing was formed largely by the Corellian, rather thap
Vivaldian, tradition. {t might seem plausible to infer thar Handel's argan solo in Jf #io;ﬁ
del tempo represented his desire to display his own vaunted skill as a performer, but it mighe
also reflece an Iralian pracrice thar has left only the fuintest of eraces, perhaps because not
much was natated in the first placc.lO_Certainly, carlier Iralian models do survive, such a,g
Gasparini’s written-out harpsichord pa'a-igkfgﬁs'.ﬁh{é‘éf'h.i"s 1695 solo cantatas, ! but the mo
striking examples in instrumental music predate Handls and Vivaldrs By over half a cen-
tury. These point to a similar equivalency (and interchangeabiliy) between the keyboard,
and the other instruments.

Biagio Marini’s Sonata per I'Organo e Violino 6 Cornetto was published in his Opus 8
(1626-9);" as the composer’s preface indicates, not only can the violin be replaced with
a cornerto, buz the upper organ line can also be replaced by a violin or rombone,! Th
two melodic parts make their entrances with long melodic solos of equal figuracion and’
length, proceeding to an ever closer dialogue with one another. Frescobaldi’s Toccata per.
spinetting ¢ violing dates from exactly the same time (1628, in the open-score edition by
Bartolomeo Grassi of Frescobaldi’s /7 primo libre delle canzoni). Again the solo lines ar
directly equivalent in their rapid dialoguing, and other instruments could be substituted
Nevertheless, Frescobaldi cleatly makes more of the potential offered by the keyboard forma
by rendering the lef-hand part - in addirion to chat for right hand ~ on absolutely equal
terms with the two upper voices, effectively creating a three-part sonara texture. Although we
have no other instances of concerted keyboard from Frescobaldi's seuvre, his wider practice in
instrumental ensemble is tancalisingly implied by the comments of the visiting viol viruoss
André Maugars ( Response faite & un curienz, 1639). Frescobaldi was a harpsichordist in the

® Ibid., 934, !
% For a survey of some of the evidence for the keybeard wking over melodic lines in performance, sec Witliam S. Newman;
‘Concerning the accompanied clavier sonata’, Muscal Quarterly, 33 (1947), 327-49. N
Y Cantare da camera a voce sola (Rome, 1695), see Kah-Ming Ng, ‘Figured bass accompaniment at the harpsichord in 7
g social and aristic context’, D.Phil. thesis, University of Oxford (2001), p. 139, .
4512 For the issue of daring, see Thomas D. Dunn (ed.), Biagio Marini — String Sonatas from Opus 1 and Opus 8, Collegh
& Musicum: Yale University, Second Series 10 (Madison, Wis.: A-R Editicns, 1981), Preface, P. viil. :
13 Ihid., p. x.
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Len Eén’p‘.érformances at the Oratorio del Crocifisso in Rome and was, according to Maugars,
the mc_;"prominent performer with his ‘thousand sorts of inventions’. !

Frescobaldi omirtted the ensemble toccata from his own revised edition of the Canzond in
1634. Perhaps he wished to keep a cermain distance from che work (one that, after all, had
not been present in his own edition thar appeared at the same time as Grassi’s, in 1628); did
it perhaps display in oo fixed a form the sort of material he improvised in live performance?
It thiay Well be thar this piece reflects a rare notated example of a2 much wider pracrice, one
whose miean stood between relacively fiteral intabulation of vocal ot instrumental pieces and
these totally independent lines for keyboard. :

While' most forms of Italian keyboard accompaniment in the early seventeenth cencury
weré derived from figured or unfigured bass lines, written-out pazts may have been more
numeroif;i than the surviving sources suggest. An obvious — but exrremely rare - example of
a written-out accompaniment for keyboard in Iraly that is independent of the other voices
is found-in Luzzasco Luzzaschi's Madrigali. .. per cantare, et sonare (Rome, 1601).%% Almost
certainly, mose p'éfformc'rs' then - as now — would not consider there to be an essential
distincrion between a part that was notated and one thar was improvised, bur, as I will
continue to stress chroughout this essay, the ‘fact’ of notation can lead to subtle inflections
boikin the way a piece is reatised and developed and in the way it is perceived by the wider
cirele of Users and listeners.

O:n_é factor 1o consider is the format_i_h which instrumental music was most commonly
inred diiring the seventeenth century; namely parthook in movable type. This format
dered it exceprionally awkward to present a solo line for keyboard above its ubiquitous
contizuoine. The Marini example is thus unusual in presenting the organ within a parsitura
score thacalso includes the violin part. Grassi’s edition of Frescobaldi is likewise in score
formas, something that distinguishes it from the composer’s own editions of this collection.
On the whole, partbook format — as the principai way of preserving works in notation —
predisposéd performers and composers alike towards single-line thinking. Keyboard instru-
ments were a breed somewhat apart, associated with solo performance and arrangements
(normally,by means of intabulation or scare-reading) of vocal and instrumental repertory. 6
Bus, most obviously in an ensemble concexs, they performed as ‘foundational’ continuo in-
stcruments. In ocher words, while the keyboard could be a means rowards understanding and

realising I;if{gcr textures or providing chordal support, its role as a solo melodic instrument
was less obviously defined. Indeed, the habit of thinking of the keyboard as a ‘foundational’

" Frederick Hammond, ‘Frescobaldi, Girelamo Alessandro’, The New Grote Dictionary af Music and Musicians, 2nd cdn, ed,
Stantey Sadie, 29 vols. {Londan: Macmillan, 2001}, vél. IX, p. 243,

' See Pecer Holman, *“Evenly, Saftly, and Sweedly Acchording to All"; the organ accompaniment of English consore music',
in fohei entins and His Time: Studies in English Consort Music, ed. Andiew Ashbee and Perer Holman (Oxford: Oxford
Uniyqraty Press, 1996}, p. 359, .

© For evidénc'oF arganists reading from score or separate parts during the sixteenth cenrury, soe Jessic Ann Owens, Composers

ar Work: T!;:‘."'_Cmﬁome-im] Composition 14501600 (Oxford and New York: Oxford University Press, 1997), pp. 48-52.
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nscrument seems to have endured for many years. Frescobaldi’s (or Grassi’s?) choice of the
esignation ‘spinettina’ for the ensemble toccata may be telling, since, as Frederick Ham-
‘mond has shown, an instrument of similar name (presumably a small harpsichord) is listed
s an ‘ornamental’ racher than ‘fundamental’ instrument by the theorist Agazzari in 1607.17
his designation might thus imply that Frescobaldi recognises the exceptional nature of
his part, one distanced from the ‘natural’ funcrion of the keyboard within an ensemble
ONTeX.

Michael Praetorius, the principal importer of Iralian practice into Germany, likewise
llows an improvised melodic role (ranging from diminucions to full-blown lines) to the
Ornament-Instrumenta (or Unico ot single-line instcuments). These can include those chordal
nstrumenss that are technically Fundamens-Instrumenta (but only in the conrext of very
mall ensembies) suich as lute and harp, 2nd unequivocal melody instruments such as violin
nd cornetze.'® The keyboard insttuments — the Fundument-Instrumenta (or Ommniveca —
hose that can play all the voices in 2 piece) are consequently deprived of the privilege of
melody.'” As Peactorius tellingly purs it, che main diffesence berween the ornamentists and
he fundamentists is that the former need to cultivate a good knowledge of counterpoint in
rder to be able to improvise (or even compese) new passages and pares.? While it is hardly
ikely chat the keyboardist was the feast cultivated figure in the art of counterpoint in 1619
Practorius is in any case addressing the two different kinds of lute and harp players ac this
oinc), there is obviously the implication that the fundamental and ornamental roles cultivare
different breed of instrumentalist. In 2ll, then, the variability of instrumen:ation permitred

erformers.

Theonly couney in which independent keyboard parts in instrumental ensembles survive
1 ia-suite’ with obbligato organ
as first culrivaced by john Coprario and was continued by William Lawes, John Jenkins
nd a handful of others.?' For Coprario and Jenkins the organ often introduces the melodic
aterial (bath at the beginning and in subsequent interludes) but otherwise has a simpler

(,{,{VJ
v A

7 Frederick Hammond, Girolamo Frescobaldi (Cambridge, Mass., and London: Harvard University Press, 1983), p. 197,
Michael Practorius, Syntagma Musicum, 3 vols. (Wolfenbiiztel, 1619; reprint, Kassel: Birenreiter, F958}, vol. 1L, pp. 119-22
{erroneously, pp, 139-42], 1469, See also Gregory 5. Johnston, "Polyphonic keyboard accompaniment in the early baroque:
% an alternative to basso continuo’, Early Music, 26 (1998}, 51--64, esp. 58.

However, at one point, p. 119 [erroneously p. 139], Practotius does allow ‘Spinetten’ to act as ‘ornament instruments’
in larger ensembles. Bur this inscrument is missing from che main discussion of the impravisacional role of ‘emament
instruments’, pp- 1469,

‘Aber hierin isc der unzerscheid / das uff diesen Ornament Instrument wétig ist / dafl der Jnstr st vom Conrrap
guce wissenschafft habe / dic weil man alda uber demselben Ball / newer Passaggien, Comraptinct; und also fst gancz newe
Partzien oder Stimmen Compontieren mufl: Welches in den Fundament Instrumens nicht so g von noten ist.” 16id., p. 146.
See Christopher D. §. Field, ‘Fantasia suite', The New Grove Dicrionary of Music and Musicians, 2nd edn, ed. Stanley Sadie,
29 vals, (London: Macmitlan, 2001), vol. VIIL, pp. 558-9.
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the éroafl is more interesting. When his autographs for more than ene version survive,
thesé suggest that he worked the orgaz parts from simpler rextures to more detailed fous-
pir¢writing, and non-autograph organ parts (transmitted separacety from the ocher parts ~
becauseof the greater degree of professionalism required to realise them?) often show greater
elaboration than the surviving autogruphs.*? In other words, the osgan parts seem 1o be
in 2 state of continual ‘progress’, a practice not unlike the varied realisation of the basso
con_tinu&; but with the organ’s obbligato role formalised in the noration. If Roger North's
lazéf testimony is to be believed, one of the prime reasons the organ part was written our
was becaise ‘the masters never trusted the organist with his thro-base’ as if to suggesr thar
English. 5rganists were slow to acquire the necessary skills.2? Bur whacever the reason, it is
clear that this contingency created some keyboard rextures that would have been unlikely
had the parts been notared as bass lines alone.

Lawes’s pracrice scems to come midway between the written-out continuo part, partly dou-
blisig the other voices, and the fully independent keyboard lines of Marini and Frescobald:.
Somie of the time the organ provides a chordal frame, particularly in the dance movements
where it often mirrors some of the melodic lines in thirds. In the most extended movement
of "::.]{;h's_lﬁtﬁ, the opening Fantazia, the organ tends to have a much larger and varied role. In
general it is less elaborate when the melody instrumencs are playing, particularly when they
héx-'_::'"'veny prominent figuracion, such as the cancizaro figuration near the beginning of Suite
No. §ir'D major.?® Perhaps the most prominent obbligare role for the organ is (as it is with
Coptariorand Jenkins) to set up the material at the opening of the Fanrazia (and sometimes
at subsequenr points within the movement), prowdmﬂ a quasi-polyphonic web into which
the othe‘insrrumencs are subsequently ‘built in’. > 25 This gives the organ a sense of domi-
nance f_rom the beginning, at least until the imitative material runs out or the instrumental
ﬁgtir’zitim{ becomes more lively. It comes closest to being a truly concerted part when it emers
inta sporadic dialogue with the other inscrumencs: the Fanrazia of Suite No. 8 in D major®
is particular[y ambitious, containing much material in three — and sometimes four — parts,
and, thus gomg even beyond Frescobaldi’s example. Suite No. $ in D minor® perhaps shows
the createsr variety in the use of the organ within one movement where it ranges from simple
chorclal stipport to a toccata-like solo (bars 27-30), to a dialogue with one of the violins, to
sitence (acleast in Lawes’s autograph version),?® to more fast passagf_ -work and, finally, back
toacho r'dél loosely polyphonic texture, Perhaps the very ambiguity of the organ’s role stems
Lawes's experience as a lutenist, where individual voices can appear and disappear out
ofz malleablc chordal texture. As Petér Holman observes, composers of consort music who

2 David Pitito (ed.), Wilkianr Laves  Fansasia-Suites, Mussica Britannica 60 (London: Stainerand Bell, 1991), editorial notes,
podedil.
23 Gec ], Wilson (cd.), Roger North on Music (London: Novello and Company, 1959}, pp. 300, 351; quoted in Holman,

‘Organ accompaniment of consort music’, p. 354.
U i (ed), Lawes, No. 16, 2 [id,eg No.2inG. % Mid.No.8. ¥ Ihid,Wo.13. 28 fhid.,p. 82
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thar they derived their accompaniments directly from the score.® As with Vivaldi, writing
his sonata with obbligato organ many decades later, it scems to rake a compaser who is not
a spcc'i:disr keyboard player not only to document the practice but also to create some of the
most interesting textures for the keyboard.

While_, in our story of the invention of the keyboard concerto, the English works might
seem quite progressive, it is noticeable that pieces in a fantasia-suite genre from the Restora-
tion era (e.g. Matthew Locke’s) dispense altogether with the notaced solo rele for the
keyboard.*" Pinco assumes that this is because the obbligato organ was linked ‘with out-

moded large-scale contrapuntal textures’ 3! Nevertheless, it would be strange to consider
such rextures entirely outmoded in an age when composers could be quite purposely ar-
chaic {e.g Purcell’s viol fantasias) and rended to treasure retrospective styles togecher wich

Progrcssivc ones. But Pinto’s point clearly relates to the direct influence of Italian pracrice

in which, as we have seen, the keyboard is generally provided with the continuo line a[one.’
However lamboyant the realisation of continuo lines may have been, the formac of such
0ares fo_r keyboard (where the bass line is generally the sole basis of the part) militares against
he notion of solo episodes for keyboard, especially chose with upper entries unsupported
by the bass.

This brief concerred keyboard tradition in the first half of the sevenreenth cencury would
ppear more archaic if we compared it with its antecedents rather than with an assumed ‘goal’
f the keyboard concerto in the eighteenth century. For the organ had had a somewhat similar
ole in che verse anthems of the Anglican liturgy (together with some canticle settings) as they

eveloped in the later sixteenth century. These written-our accompaniments obviously have
omething in common with the various intabulation practices that began to accompany
he polyphonic tradition: throughout sixteenth-century Europe, and there are plenty of
ources to suggest that the organ doubles the voices in ‘full’ anthems. Nevertheless, the
#partly independent accompaniment seems a particular feature of English music, the verse-
nthem tradition being a direct offshoot of the consart song (accompanied by viols). Indeed,
ome anthems appear in versions both for viol consort and organ (the tatter presumably for
tricter liturgical use). A similar approach to accompahiment, both accompanying the voices
ad providing introductions and incerludes, becomes familiar in the genre of the English luce
song. However, as Peter Holman ohserves, lutenists scem to have been quicker to convert
bass-line realisation {during the 1620s) than the keyboardists.?* Thus while the Italians
and subsequently the Germans) tended either to intabulate the entire polyphonic texture or,
creasingly, to reduce the accompanimental texture to shorchand notation of figured bass,
he English (predominantly, i not uniquely) retained the concept of a fully worked-our,

Holman, ‘Organ accompaniment of consert music’, pp. 368-70.
For 2 brief survey of the transition to continuo parts, see ibid., pp. 380-2. 3 Pinco (ed.), Lawes, p. xv.
Holman, ‘Organ accompanimenr of consorr music’, esp. pp. 354-9. 33 Jbid., pp. 3668, e

were specifically keyboard players tended not to write out keyboard parts, as if w suggest |

“jastrument gradually gained a mo

Juesting
the sericrer Anglicans of the Restoration era actempted to proscribe the organ in church,

i Teadily:
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Restoration.
the purposeful resurrection of the Anglican eradition after the Restoration, it is

-.u'n'l'_ik ofy that the concept of the independent organ entirely dropped out of fashion, although
composers of new works (specifically for the Chapel Royal) reworked the verse anthem wich
les for ‘modern” orchestra rather than organ. Nevertheless; the use of the organ had

iriverlud
e':'{p_an.d_:ed in another respect: the Commonwealth era had seen:an enormous number of
argans’transferred from churches to private homes, inns and concert rooms, so that the
ent gradual re ‘Sﬁcu_lar__idcn_tiry than it did in most other areas of
1n this cup'.1ci't)'/r_i'f'_c”5ﬁ'lc_iwli;/é been used in any number of ways, accompanying,
and substituting for various instruments and voices. As Peter Willtams notes, even

specifically for its secular connotations.* Indeed, organs did not again become ubiquitous
in parish churches until well into the nineteenth century. Given that those who were church
organists in the early eighteenth century could not earn their entire living through service ro
the church (as they could ir: many other parts of Europe), they became accustomed to taking

* muchizdditional work in the secular world and were often respected as pubtic encerrainers.
 Cectainly this secular role of the organ must have played some part in facilitating the swift

1ce of Handel's c;r_ga:] concertos in concert praceice; the composer would have been
eceived as an organ virtuoso in the world of secular musical performance.
‘The:German background ro the keyboard obbligato tradition is perhaps the most complex
aind also the most probiemaric. Germany — particularly the Lutheran portion — provides the
richest.notated repertory of music fot organ and harpsichord yet seemingly the slimmest
evidence for the concested tole of keyboard instruments.®® This immediately raises the

aCCEpL:

question of whether the keyboard player somehow stood apart from the remainder of the
“inusical culture —able to perform as a soloist or accompanist but not as an equal partner in

“vieal and instrumental pieces in concerted style.

within German Lutheran culture, as indeed within Cachalic too, voices were privi-
Ser instruments. Nevertheless, justifications for inscruments were common, ranging
roin gxpressions of amazement that even dumb things praised ‘God to the view that the
cost of organs was analogous to the woman's ‘wasteful’ — yer somehow necessary - anoint-
ing of Jesus; to some, organs represented a mechanistic analogy for Creation jitself.3¢ Given
rJ1é‘co§1position of Lutheran establishments, it was the cantor who traditionally stood at

14

beed:

541_P_ere Wiltiarns, “Hindel und die englische Qrgelmusik’, Hindel-fahrbuch, 12 (1966), 51-76, esp. 52

Willizn $. Newman made much of Gustav Beckmann's identificarion of a keyboard abbligato sonata with violin, ascribed

*to Pachelbel (Johann Pachelbel als Kammerkomponist', Archiv fiir Musikwissenschaft, 1 (1918-19), 267-74), suggesting )

" that irs probably the first example of the ‘accompanied clavier sonata’; see Newman, The Sonasa in the Barogue Era (Chapel '
- Hill: The University of North Carolina Press, 195% 2nd edn £966), p. 225. However, given the obvious galant nature of

" the piece, it is almost cersainly of later origin, and has been silently dropped even from lists of Pachelbel’s dubious works. i

36 Johw Burt, Music Educasion and the Are of Performance in the German Barogue (Cambridge University Press, 1994), :

pp- 1_5'—_-16.
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e centre, the official director of singing and the viral link between church and school, .

#ﬁ%rganists were thus slightly apart, were usually employed directly by the church rather than
the schaol, and were generally of a lower soctal stacus. Sometimes the organist held a status

low as that of the town musicians (Stadpfeifer, Stadtmusiker, etc.),”” who, in addition 1o
Sheir town duties, were at the cantor’s disposal, In Magdeburg the canzor ranked in the

ird social class out of nine, while the organist together with the Stadtpfeifer ranked in the
venth.®® Perhaps this sacial conditioning accounts for the comparatively scant atention
¢ of Magdeburg’s sons, Georg Philipp Telemann, gave 1o keyboard music. His career
Iminated with the position of cantor in Hamburg, where the status of that office was

reicularly high, allowing him to dominate the wider city culture, including its opera.
This is not 1 say, though, that in places where the cantors were weak or extremely

dicional, the organist could not take some of the initiative and build up a considerable

usic establishment in his own right.*” Moreover, the organist was usually free from the

risdiction of the academic head of the school, the rector, who was the cause of numerous

Isputes with the canror, stretching right up ro the time of Bach and beyond. ™ Indeed, it is

ossible ro see the Lutheran organist as a figure who greatly enhanced the ‘modernisation’
masical culture during the sevenreenth century, specifically because he lay somewhat
tside the establishment and had 1o forge his own career.*! Buxtehude, organist of Liibeck,

srovides the prime example of a figure who took this epportunity for enterprise, outside

he official cantorate. Not only did he acquire status by taking on a major administrative
st in the church, he aiso arranged his own quasi-liturgical concerts with the support of

¢ local business communiry. Weckmann of Hamburg was similaely enterprising, forming
Collegium Musicum in 1660.%
Organists of this kind thus engendered a sensc of professionatised music making that was

nied the cantor, who was normally bound to employ the services of school pupils.#? In
andel’s environment of Halle, che organist of the Markckirche (or Marienkirche) was also
mewhat exceptional in having control of the figural music (including the opportuniry to

esent his own compositions), even though he did nat belong to the schoot hierarchy. Thus,
ndel’s early studies with Friedrich Wilhelm Zachow (who acquired the Marktkirche post
1684) might have cultivated in him an exaggerared sense of the organist’s status. In Bach’s
enach too, the organist of the Georgenkirche, his facher’s cousin Johann Christoph Bach,
/25 unusually prominent as a composer; the particular respect which he seems to have earned

Arnftied Edler, 'Organ music within the social structure of North German cities in the seventeenth century’, in Church,

Stage, and Studso: Music and Its Contexts in 1 7th-Century Germany, <d. Paul Walker (Ann Arbor and Londen: UMI Research
ress, 1990), pp. 2341, p. 25.

NWerner Braun, Die Musik des 17, Jahrhunderts (Wiesbaden, 1981), p. 27.

o burr, Music Education, p. 19. % Ibid, pp. 24-33. %' Edler, "Organ music’, p. 25.

o %}Burr.‘Mwi: Education, p. 22; Edler, ‘Organ music’, p. 30; Christoph Wolff, ‘Buxtehudes freie Orgelmusik und die Idee .

er “imiratio violistica™ ", in Diesrich Buxtehude und die suropiische Musik seiner Zeis, ed. Asnfried Edler and Friedhelm °

Krummacher (Kassel: Birenrefter, 1990}, p. 314,

S5 dler, ‘Organ music’, p. 26.
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frotn Sebastian is reflected in the archive of the Bach family’s music which he compiled in
his larer years, Organists thus mainrained an ambivaleat position: traditionally they were of
loweér statis (and, quite often, educational background) than the cantor, yet where they did
predominate, they could be associared with the forefront of compositional activity (which
was, .i._r_ljcicfii neally, not 2 traditional requisite of the cantor’s post). Indeed, so great was the
rhrcnr:rto.éhc cantor'’s dominance towards the end of the seventeenth century — and not all
CANTOLS: ware adept at compasition (particularly in the modern ‘Iralian’ styles) — thar there
was-jé_cjm(é mes a feeling of shame if the organist was more advanced in this rcspect.“

verage’ status of the organist was somewhere berween town musician and canor,
thes¢ may well indeed have been a commoa conception of him as a somewhac isolated,
solizary 5gure. This sense of isolation is also reflected in the way organ books and parts
were stored and maineained. Often these may have belonged to the organist himself, so
that e could take them from one church to another as his career progressed. Inventories
also tcnd:':lto suggest that the organist’s materials were kept separarely from the music in che
cheir lib‘féry, thus implying both a different function and perhaps a distinctive ownership.
Stephen Rose notes that this sense of difference can also be reflected in the very formarc of
printed itiusic in the first half of the seventeenth century: the vocal parts might be princed
in quarrg’while the continuo parc appeared in the larger folio format.*® Perhaps it was this
very scns‘é; of separateness, sometimes reinforced by the physical remoteness of the organ
itself, that enabled some of the more enterprising organists to cultivate their own musical

interésts. s

One of the most significant differences berween organists and other instrumentalists and
singers iies in the notational tradition of ‘new’ German organ tablarure, which endured
well into'the eighteenth century. Cleveland Johnson notes that some organists in the eaclier
seventeenth ceatury transcribed entire printed collections of vocal music into tablature;
m;i_n'y'nigre compiled a miscellany from a variety of sources, presumably in response to the
locat needs for organ accompaniment.®® Such miscellanies often show direct evidence of
the. orgafisC’s participation in the figural music: transpositions, realised continuo parts or
the, entire musical texture, and signs of heavy wear. Some manuscripts suggest that the
organist ould both realise figured bass and read from tablature notation, sometimes using
the Jatter-for older, more polyphonic stylcs;w others were a hybrid using both figures and
Jetzers. 5 Sometimes the tablature organ part might have subsrizuted for choirs thac had

sirmultanious duties in other churches or, in polychoral music, where the organ mighe have
add 9

replaced ‘one of the missing choirs.®

yhrmann, Musicatischer- Trichter (Frankfurt an der Spree, 1706), pp. 12-13. -
‘Rose, "Music, print and authority in Leipzig during the Thirty Years' War', 2 vols., PA.D. thesis, University of

: [ge {2001), vol. I, pp. 178-80.
46 Clieveland Jehnson, Vocal Compositions in German Organ Tablanires 15501650 (New York and London: Garland, 1989),

@ fpid, p 131, P Ihid, pp. 132-3.
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Most inscructive are those instances where the complete range of performance sources for
acticalar establishment survives, such as Levoca and Breslau.?® Here we learn that the
red concertos ate intabulated into a complete full wblature of vocal and instrumental
15, and the lascer frequently contain a figured continuo part. "Thus the intabulated score
{d be used by either the cantor or the organist {assuming these were separate). The use
" the intabulation by a director is suggested by writers as far apart as Praetorius (Syntagma
fusicum, 1619)" and Werckmeister (1707), who notes that it was a practice of earlier
15,52 Robert Hill explains this wider role for tablature by the fact thar it preserves the
iscreteness of voices to precisely the same degree as full score; indeed, ic is far more efficient
the amount of paper it consumes.*?

¥1:Scheidt’s magisterial Tabulatura nova (1624) introduces the open score notation already
Smifiar to organists in the Iralian and South German traditions, but he notes thac many
“erman organists might be betzer off transcribing the music into the more familiar tablature
mat. Mareover, Michael Praetorius, writing just a few years earlier, translates several
hportant examples in his Syntagma Musicum into organ tablature, for che sake of organists
familiar with staff notation.’® As he later states: ‘the majority of organists in Germany
e the German letter-tablature (which to them themselves is correct, good, easy and more
' mfortable not only to play from but also to compose with) ...’

It is thus clear thac tablature was not merely a mechanical means for facilicating perfor-
iiance bue could also be che primary medium of compositional thought. This scems to
ciend Jessie Ann Qwens’s claim that in the sixceenth cencury compasers tended to use
< same kind of nocation and format for composing as they would for preparing the final
rsion for performance or transmission. Vocal composers thus used mensural notation in
“separate parts while instrumental composers worked in the notation most characteristic of
eir medium of p_t:ri"ormance.56 There seems to be a direct connection berween format and
nre wichin keyboard staff notation lager in the seventeenth century. Froberger’s principal
wrces show a very clear distincrion berween contrapunal works in the ‘old’ style (Full score)s
iccatas (six- and seven-line staves, similar to the formar used for this gente in Iraly and for
ost keyboard music in England) and dance suires (shore-score in five-fine staves).”” Thus,
Espite the keyboard player’s growing notational ambidexzerity, many organist-composets -

i

) “jlbr'a'., p. 79 and Rose, *Music, print and authoricy in Leipzig’, vol. I pp. 175-8. %1 Vel 115, p. 126,
2 Quoted in Robert Hill, "Tablarure versus staff notation: or, why did the young ], 5. Bach compose in tablarure?’, in Church, *

Stage, and Srudio: Miaic and Js Comsesces in Feh-Censury Germary, ¢d. Paul Walker {Ann Acbor and London: UMI Research

Press, 1990), p. 333,

3 Syneagma Musicum, vol. ITE, pp. 46-7.

‘die meisten Organisten in Deucschland / der deurschen Buchscaben Zabularur (welche an thme selbsten richrig / gut /
Jeicht und bequemer ist / nicht allein daraus 2u schlagen ! sondermn auch daruff zu Componiren} sich gebrauchen. .../ (¢bid.»

p. 146).

Crwens, Composers af Work, pp- 62, 113
Joha Butt, ‘Germany and the Netherlands', in Keyboard Music Before 1700, ed. Alexander Silbiger (New York: Schirmet,

141995), pp. 184-6.

Towards a genealogy of the keyboard concerto

to conceive of concerted parts for keyboard simply because it would have

might have failed
« format within the genre (i.e. a two-stave short score within a

demanded 4n unerthodo
genre thit was still primarily associared with individual, singte-line parts).
Robert Hill disagrees with the notion of organ rablature being merely a mechanical means

towards performance, in other words, basic inscructions as to which key to press. Rather, he

suggests that tablature notacion is even further re

keyboard chan staff notation, thus forcing the musici
458 (off notation was thus ‘too easy” for the cerebral organist.”® Perhaps it was

imaginztior

this abstract'connotation of tablature that made the organ wortd so remote to musicians of
a more ‘modern’ disposition by the end of the seventeenth century. Telemann recalled how
he had been frightened away from keyboard study by a ‘stiff” organisc who foisted tablature
1.60 :

moved from a graphic representation of the
an to reconstruct the sound in the aural

on his young pupi

As szaff niotation became th
country, Gérman organists were incr
Bach sourcas and Bach himself was wont to us
into the Letprig period.! On the other hand, che more modern thoroughbass was gaining
inroads into German keyboard practice throughour che seventeenth century. Practoriusisone
of the primary witnesses to the early dissemination of thoroughbass and also to its advantages.
nly can such parrs serve a director by indicating the basic harmonic content of the
v can also be used by che organist as the model for a fuller intabulation. Praerorius
¢ connecrion berween the formars by providing the same examples in full and
62 He notes that for those who have already learned to realise
f the busden of arranging their accompaniments in full

e norm for keyboard music in virtually every other European
easingly isolated. Tablature is still evident in the early
¢ tablature as a compositional shorzhand even

Not o
texrure, the
shows the clos
short score and as a figured bass.
the new notation it relieves them o

rablature.
As Johnsron notes, Praerorius also shows
the Agured:bass is indispensable, since it fills out
without it; this clearly evidences the beginnings of figured bass,
a pre-cxistent texture, but as the governing rexture onto which the “real’ parts are mapped.
If the ofgan part is in on sense subservient, providing mere chordal accompaniment for the
other it dominates the whole through its control of the harmonic texture.
new shorchand frequently mastered only inadequarely during the first half
sts, even in Italy, such as Diruta (1609) and Banchieri (1609)
wure of polyphonic music.®® This is echoed in Germany
iven the total absence of keyboard compositions

that there are occasions when the realisation of
chords that would be bare or incomplere
not merely as a shorthand for

‘soloisis’; inan

Natonijwas the
of the cent 1y, but some theori
ndermined the very na
rained as an organist but, g

% Ibid., p.336. 5 Ibid, p. 35L

58 Bijlf, “Tablatiice versus staff notation’, p. 352.
of . $. Bach, 2 vols. (Princeton: Princeron Universicy Press, 1972), vol. I,

81 Rober .. Masshall, The Compasitionzl Process
p--53.

62 Pracrotius, Syntagma Musicum, vol. IH, pp. 131 and 144,

& Tohnsron, ‘Palyphonic keyboard accompaniment’, 33.

85 Holrman, ‘Qrgan accompaniment of consort music’, p. 356; Johnston, Tolyphenic keyboard accarnpaniment’, 12,

6 fhid,, p. 129,
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é&;;om his oeuvre, quite probably trying to distance himself from the type of thinking tha
;Igeyboard culture was increasingly cultivating. In the preface 1o the Cantiones sacrae ofg 1625
e begs that even organists who can realise the continuo part (demanded by the publish :
_akc 2 translation into score or tablature in order to ‘satisfy more sensitive ca::’ Bls t?:)
me of the Geistliche Chormusik (1648) he remarks thar the hegemony of the c;ony C
vle ‘.}f composition based on the basso continuo has greatly weakened the study of :E'm
terpoine that should form the basis of all composition. Here again Schiirz rec);mmouzs
“thar organists intzbulate the motews. His rone suggests something of a rift berween i:::y .

oard, ‘basso-continuo’ ici i .
: tinuo’ musicians (seemingly, 2 breed apart), and those who study ‘true

‘oumcrpoin:.“‘

Nevertheless, as the lalian concerted style took hold in Germany, the concept of h.‘

ﬁlhoroughba:.a Liecame ever more prevalent throughout the century, thu,s becomin ptho kt N
oard player’s primary means of entry into the concerted ﬁcld., Just as was thge c: o
England, this probably worked against the concept of the keyboard player as the rne;edl'n :
arener of other instruments and voices, at leasc inidally. Chords were realised from th ?3 ..
ne upwards rather than from a melody line downwards. .
Not c?:?ly did chc ‘modern’ conception (and notational formar) of conrinuo accompani-l
ent m}htatc against the idea of the keyboard player as seloist, but so did the persistence of
‘-h-e ancient formar of keyboard tablature. Thus the organist’s sense of separateness wo i
'§£-111 have been part of the upbringing of Bach and Handel, however much they both sc:: '
displayed astonishing versarilicy. There may still have persisted a sense thac diffel);:nt musicr;
nres demanded different forms of notation and formar; these in turn relaced to diff "
asses and caregories of musician, o A
So l'.I;)LllCh for the.disincentives for using the keyboard in 2 concerted context. What madr;
R A
. e , chordal and accompanimental, every -
Jgspect of folo keyboard style was driving towards a greater comprehensiveness, imitatin "
and adapting every stylistic gesture from other media and genres of performanc; Mime:i%
! les are readily evident in the music of Samuel Scheidt, and the long expressive ;:antilenas ‘
f Scheidemnann take a great deal from vocal and instrumental monodic pracrice 67 Indeed,
is with Sc.heidemann that we have an early reference to the organ playing an ar.rangemen';
a motet in consort with a melody instrument, coming from the Hamburg poet Johann
stin 1658.58 Much of the success of Buxtehude’s organ works must lie in the composer’s
perience as a superlative writer of instrumental sonatas. The example of Nicolaus I;)ruhns:
o comes readily to mind, as someone who was not only well known as a virtuoso on

7 Butr, 'Germany and the Netherlands', pp. 178-80.

Annette Ottersteds, ‘Lawes’s division viel: pedi instru; >3 ; .
- : pedigree of an ) in Wi y )
Times and Work, ed. Andrew Ashbee (Aldersho%: Scolar Plrﬁsn ) ll;;;)[, ;ﬂ 33(-1]:’&“1 Laes (1602-1645) — Buay on His
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organ and stritig instruments but was also wont to play organ and violin simulraneously.”
As Wolff suggests, Bach's tendency to arrange many string works for keyboard in his youth
almost ccrminljr stems from a fashion in the generacion of Buxtehude and Reincken that
has left few tra‘ées. Moreover, the organs of eastern Germany, specifically in the era v which
Bach and Handel were brought up, show a rernarkable drive towards sounds that imitate
ccisive muve away from the cherus- based Werkprinzip ideat
venteench ceneury. It Is perhaps not surprising that there

other inscruments and voices, a d
of the ‘classical’ organs of the se
is a reference to the use of the organ with an obbligato instrument (in chorale setrings) by
Bach’s s,e'c:'énLL" ousin Johann Bernhard Bach (1676-1749), organist of the Georgenkirchc
in Fisenach after the death of Johann Christoph in 1703.79 .

One final 't‘:é_ason, and perhaps the one that is most crucial, is the sea-change in composi-
tional thinkiﬁ% chat occurred during the course of the seventeenth century. Thoroughbass
was devised 25 a shorthand, a way of condensing a polyphonic rexture into chords that
marched the progress of the voices. Bur like alt forms of abstraction (including the notations
. oughout this essay) it eventually brought about a change in the
itz could criticise it not just for the incomperence it allowed

and formats mentioned thr
things it sought to present. Sch
of the age, bur also because it — to his understanding — made a travesty out of
e, linear, conception of composition which was so essential to his upbringing

the polyphon]
and identity ::'jts & COMPOSE, Thoroughbass praccice was thus not just second best; it had the

potential to undermine the entire conception of compositional practice.

Of course;ithis is exacely what it did, alchough one coutd hardly lament the compaositional
developmients that ensued. By the turn of the eighteenth century, thoroughbass practice was
becoming the primary medium of compositional thought. German compositional treatises
around the tiddle of the sevenreenth century tend to treat thoroughbass as a subsidiary of
compuosition’proper: Herbst (1643), Criges (1654), Printz {1676-7), for instance, cover the

t and provide advice on thoroughbass at the end, as ifo

cules of cousiterpoint at the outse
suggest thatit is useful only to those who have mastered the ‘proper” rules of composizion.

However, later writers (from Niedt and Heinichen onwards) tend to place thoroughbass
ning, providing rules of strict counterpoint as 2
71 This cerrainly seems 1o have been Bach’s

the organists.

at the very beginning of compositional trai
larer, refining (and sometimes oprional), stage.
method, at [east as transmitted through his pupit Kirnberger.

In all, then, this reflects the triumph of the ke}'board‘based approach to composition over
: independent vocal lines. As an inherently practical method it engendered

that based on quasi-
It atrimately allowed

Auency in both performance and composition at a very early stage.

6 YWolff, “Buxiehudes freie Orgelmusik’, p- 318. ]
ordi L. Neues bismnkcb—biagrap}:xkcba Lexibon der Tonkiinstler, vol. T (Letpzig, 1812-14; reprint
el, 1966), p. 202; reference from Hugh: Melean, ‘Krebs's concerted chorales and fancasias’, Musical Times,

122 ((981),770-3.
U Buge, Music Eduzation, p- 164,
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' one to imagine all musical rextures and styles generated by the bass line as the fundamene ihag =~ - o
of the music. This is graphically illustrated in the second volume of Niedt's Musicalische . B : ' CHAPTER 6
Hanfﬂeimng, in which he generates a host of musical forms and styles out of a single bass - 1E5g - C (perin, Marpur and Roeser: a2 Germanic Art de Toucher le
line,”* Now every texture can be a variation of the chordal frame rather than the frame % 02])6‘ ?gsl g F 4 Wah CAI 2 e
aVECln, or d FYene Ie t:

Davirr Moroney

acting as a reduction of individual ‘real’ parts. So long as composers thought primarily in
terms of the ‘real’ parts, it is not surprising that the partbook format of concerted music:
was assoctated with the independent status of individual lines (however loose the actual
Contrary to the widely spread opinion claiming Bach to be the individ-
ual genius, in constant struggle with his surroundings, unrecognised,
overcoming his epoch, we want 1o cmphausc that Bach was neces-
sarily a so-called ‘child of bis time’. .. Style is somerhing greacer and
stronger than any genius.

= part-writing might have been). Now, though, in precisely the age in which Bach and Hande]
learned the basics of performance and composition, the theory of thoroughbass provided
a window onto all forms and styles of music. It no longer would have seemed so strange
for a keyboard instrument to represent both the bass of the music and a ‘real’ melodic

voice. Indeed, with the growing dominance of the keyboard as the main point of access Gustay Leonharde (1952)F

- co compositional practice, it might have seemed increasingly absurd thac the keyboard was ¥ The aré f organ and harpsichord playing has often been the object of a certain amount of
:?;ilizzeju;:u:::{;::aﬁ;:z:l r::is: ﬂt):;jim‘;l:?xggli Bi;l: and ﬁg“ﬁdel w;crc livingbiln : fnendly rivalry berween different traditions. Some players find ir reassuring to relax in the
only 2 few vears before. Given th ik 15;1 fy than could have been possible §. comfortable conviction char they belong to the ‘right’ school. Behind almost all such well-

y @ lewyears belore. fatven te strong e ood that both composers performed the solo 278 'de ivediradicions chere lie players of striking originality, teachers whose abilicy to inspire by
roles in their works of 1707-8, the organ obbligatos emphasise their presence, personalicy =3 e hod-and by example has given chem exceptional influence.
mdl:!k;”' The_y seem to be dam'““g a sense of E“di"id“‘ﬂif}’ that few keyboard composers * "Sweelinck’s students justifably considered chemselves forrunate to have been formed by
c[:u. e C]al_mCd bef.c\re, such individualicy being expressed — perhaps defiandy — through the lcce dary ‘maker of organists’ in Amsterdam. Bach’s pupils, who certainly thoughr cheir
eir own specific medium of performance, the keyboard. ' ter’s.organ playing to be more perfect than anyone else’s, may also have rzken pride in

? Val. I (Hamburg, 1706), rranslaced, with commentary, by Pamela L. Poulin and Irmgard C. Tavlor, Friedrich Erhard: 3 el l'€ arkable musical llBCHgC Asis frcquentiy menthﬂﬁd this craces 2 direct line from
Niede: The Musical Guide (Oxford University Press, 1989). T Sweelirick via his pupil Scheidemann, wha in turn taught Reincken and perhaps also Bshm,

both ofwhom had a profound influence on the young Bach from the time he went to study

in Luneburg in the spring of 1700,

Thls' ‘ssay is written in homage to today’s ‘maker of harpsichordists’ in Amsterdam, from

whom so many modern players trace their lineage as performers. It looks at some concerns

typu:al. £ the classical French approach to harpsichord teaching in the early eighteenth
century; as epitomised by the writings of Francois Couperin, and considers how Bach may
have viewed the matter. Friedrich Withelm Marpurg’s writings add an interesting Franco-

Germanic perspective to the question. Finally, a lirtle-known volume derived from Marpurg’s

work, Valentin Roeser’s L Art de Toucher le Clavecin {Paris, 1764), shows the French art of

harpslchord playing returning to Paris after travelling to Leipzig and Berlin, almost fifty

r Couperin published his famous book with the same ricle.

. Leonhardr, The Arr of Fugue, Bach’s Last. Hmpﬂd:am’ Wark: An Argument (The Hague: Martinus Nijhoff, 1952),
Pp--53-#4 This text has fong been aut of print. The quoration comes from che third section, ‘General Remarks’, which
wis omitted From the French ranslation by Jacques Drillon, LArt de b fisgue, Derntiére orupre de Bach pour le clavecin:
: ugummmmm (Paris: Editions Van de Velde, 1985):
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