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Towards a genealogy of the kqboard concerto

John Butt

l

lfl (tre'sbring of l7o7 Hanĺlel performed his fiĺst oratorio in Rome, 1/ rĺionfo del Tenpo e del

Di:ing4nno, a work thar is ofren said ro conrain rhe first'organ concerto' The motemenr

conceĺned is accually reľmed'sonara'aod the orgln shares its solo role wirh rhe strings lnd

oboes; neverrheless' theľc is no doubt ĺh'rt the organ has pľide ofplace, nking rhe hrst soio

episode in a curiously oĺrhodox ricorncllo movemenr' Thc prominence of rhe oĺgan would

also presumably hate advertised thc presence of the composer io the solo role, somerhrng

furrheľ suggesred by the oľgant continued obbligeľo role in rhe ensuing aria, where mosr

ofthe B secrion is lefi blank, to be realised in accoĺdance with rhe markiog aąeggĺando per

ł/'ŕo'l }n common wirh much of HaIrdelt early writing for concerred instrumenrs (such

as iĺ L.ł Resulĺezione, 1708), boch diverse and like insrruments have ro co-ordinate with

oire anóther in fasr passages of thirds and sixths - rhus, ďre virruosiry of rhe performance

lics a]niosr as much in che feĺc of ensemble as in rhe technical difficulry ofthe indi"idual

parqs. This soľr ofwriring rrnequivocally presents the organ äś rhe melodic peer ofĺhe orher

insrruĺienrs (ExamPle 5'1); irs very llck of specińcally idiomaric keyboard figuration is

restimóny ro irs new_found e^ancipĺiion fĺom tradirional keyboard roles, mosr obvrously

lrom re chordal dury normally demanded by ensemble sicuations.

tÝĄib Il trionfo maĺked Haĺdelt resPonse to his firsr major libĺetto fľom Cardinal

Bcncdĺito Pamphili, at almost the same juncrure in May 1707 he also became associared

rvirh hi.s mosĺ signifrcant seculaľ parron to date, the Marquis Francesco Maľia Ruspoli' onc

ofche Eĺsr rvorks ĺo issue ŕrom chis rdarionship was ĺhe Salue regina, the cenrral movemenr of

which employs a solo organ, rypically concerred in dialogue aĺd in parallel with the srrings

and rhe solo soprano. Ic seems as ifHandel ser out to make his peľsonal matk as a keyboard

player as early as possible in his associarion wich these ľwo importanc parrons'

A few mondrs larer, on 4 February 1708, many miles away from Rome in the Thuringiur

to,'r'n ofMüIlhausen, J. S. Bach performed his firsr cancara in hońour of lhe annual changĆ

oŕ rown council, 'Gon isc mein König', B!íV 7l. This roo contaiĺu a solo parc foĺ oľgan'

l o eíia6n for a q@r derl ofadvlc. in wÍj(inďńiś śí)'Đd oý. PlÍi.ok ómll ro Donald Bulrom, Á'lhony Nťw'omb'

o"iá sł"L.'t",!' ł*a* si]blgg úd GeoÍIl./ !íebber

' ĺo c...ty. ci-,i.- '*"' tie arlict ĺĺiving sourca arc oo! in H d€l! auto8ÉPh fid Píobĺbl' ditť_ĺ'om ]Ôĺt
ĺ,n" ĺ... a. r... p..r.'.-c. Howącĺ ácre is no rcson to doubr ď!e rol' of the 9lo o'gĺn in thc fiÍs' v'Bion'

or thc likĆlihood ńaathc shoÍhand diecdon ŕoÍ conPlerio^ of ác orgđ Pú st'B Ŕom HÚdcl's oÝn s@rcs' Q'olyn

Gĺ-ĺ,.o' 'I1.i..f. dclTcnpo c drlDisin8ú'Ó: Íour 6._s di6 
'n 

dctđjning lBlim Po'li''ńBiĆa] lcn|E', Jo!ŕMl
of ttz Rorzl MÚiIdI Ásoćirlią' ||9 (1994) 
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ExúPlc5.l Hande| I ŕioAfo dżl lđ?o |1707)' so^aĺ' błŚ 25-s

Towardĺ a genealog, ofthe hqboard coneĺto

, 
Jusrasin rhe case oŕH andel's }!nioý,thesolo organ in Cantara 71 doubtless adveĺtises ],.'

:i: ľi:: ::ľ. ľiP":"." :ffi::]y oľganisr of the Blasirrskirchę but performing for
rhis special occasion in the Marienkiĺche'2 Ťh. p..fo.^".'.. p".o p.;;J ;..il;;;:;. ., .

i^.ľľ.Ł|iľTl"ľ.sr 
ceľĺainly alier rhe ev*,' 

"on,"i,, 
,,o ..f..".,l . r}le -r" ..g"" par, . 

' - .(orherrhanrheleÍi-handline);wherherinrendedornot,chisseems,o^"k,h".;;;;:; 
-.

Pres€nce thať much more parr of the occasion itself3 Indeed, Bach seems to have taken .l] 
'.

hxample 5.-2

the' ĺrouble ro supply exĺra figuring for rhe bass line of this movem.', i' ,h. p,;";;;;;';
which was prepaĺed direcdy from rhe leÍi_hand line of che manuscrip, p".,.'lt ls 

". 
iĺ ae ..._-:,.convenťiona'l Íol€ ofthe orgaĺ is resrored, rJre ńrlleĺ figures a'lmosracring* 

" 
a*.' ĺ.. *y"*, who possessed'rhe prin ted parts;onewould have no suspicion ofrheor-gan's obbŕgato role in . '. the actual performance' Even Bach's aurogĺaph score (beĺlin SBB Płĺ7l, .". .i'ĺi, Ji*i a,,,'

'faiľ copies' and the source from which ,ĺ. -,"'^"';* "".e^.-,^- -"-."_--.^:^_ . ,:.
conrains a simpler vets,.' 

"o,n. 
.o".,{"äľ.lľľJ":'':".'äjľJäi:T:.::'o,"*ť] ,,,-

' ľ.*.ľ 3ľ1llľ:*'.inBly &EEd r BJch 16 lhc inkndcd solonr in ü. olEe obblitá@s of hn L.iP'g đEt Ę
'lnc 

odJPnorl.J]'solosu cmeE d oÍgfu Pm in BrcÄi mąÉ. EaÚ MBi.' l łjlxĺ' ii ł}' i, ..'I*.l b.,r.Ü'[ w6 J PE<ic. hc inJuguŔ(cd ye' b.forc in Mlihp-.ĺo"ri''s*,.titll.đJ!, fi;;ilil'";';äffi;"TTľJ.:"*ffi.';.'J::'ffi1T.l'i:.;í.-r'ĺ
_Ľ'1:1-i:1Pľl:..łľDm't mo.-g' ńćviolin t Pff-i"*,ĺ.t*lł'.' ".l*,f.;J'.-,ň-."*".--",.,ť"_Ł::sľ:'ląl" 9: :.]-i" pl"y.a.-. p* i" J.iĺLł;;ŕ,}.;ńä;-'*,I. LnísInĆ ľrtld.' /('fuŕrđ aa?ź, íÔÍ N . BJch A4tau.' s.'i*.vl)' -l' l ĺr^a, BíJ.nrcit.l, |''2r' cśP' P' 

'2ĺiffil:ľ':"ł#r'*"--rcloin'}'Plinl'PP.5ł;ól.fo.-Ia.'-a-ĺ.p*'*_ňl'iil;íí:-*"

autogIąPh solo oÍgan Part. Bach was thus continuďy developing his ,own,roie' 
even aŕierorheĺtlements ofthe performaĺce had becom. -o.. o. l.r. ń*.jio ,h. '.,";;;.This coincidence berween BacÄ and }

l*Pf-Ęc*;.*ffi ;ä'äi1';ľilľ.;:ll"*1Tľil';Łľli-"#TJ..
conceno. Bacht srudy oflraliał instrrrmencal concenos ďlrough traĺ.a.ę,Ĺn" fo. org"rr rĺlahaęsichoľd begirrs around l 71 3; he foĺmu]are, t i, ńr,, .o o...io *i,h ffiä.rä "io''*.,

Bx.h, Goŕ b n.in Kő Ę' BW 7l ( l708)' .Ich 
bin ĺun ccheig Jahr,' bd6 7- I6



IOHN BUTT

shared wirh flute and violin, in the Fiĺih Brandenburg Conceľro rowards the end of rhe
decade;' and he develops numerous sonatas in which ĺÁe keyboard plays a fully composeo
ťexrure, workin8 a5 an equal partner with a melody instrument. Handel occasionelly visirs
again the concepr oŕ rhe keyboard obb|igaro wirhin a larger łork (e.g. in Rinardo, I7|\,
hcre for harpsichord). Howeveľ, his 6ľst 'puľe' organ concercos (i.e. wheľe rhe keyu,r".o pa.r
is emancipared from arry partnership wirh otheĺ solo insrĺumencs) begin to appeaĺ around
17334, antl Bach\ concercos for solo harpsichord - largely conscienrious rranscflpÜons
ofinsrrumenťal concerros - aPp€ar in a menuscripc ofr. l737_9' The likelihood is srrons
rhar these larrer resulr from Bach's pracrice of developing such concertos spo.,taneously in-
peťFormencc during his rime as director of rhe Leipzig Collegiuln Musicum (from l729);
indcer-l, he might well have done rhis in rhe Cöthcn or'!ý'eimal ycals as well' Given rhar
he rranscĺibed virrually all these pieces from insrrument.rl concertos, it seśms rhr! he - like
H.rndel-was perfecĺly happy ro see the keyboard instrument on absolucely equal terms with
o(heľ in5tľuments, r€qLrir;ng no PaÍticulrr moĺivic pleading.

Iŕwewere stillro Llse the '\XĄlggish'appĺoach to history in which evenŃ oŕthe palL are seen
to lead ľelentlessly and gloriously to a more Perfected PÍcsent, ir would be easý ro account
for Bach and Handel's beguilingly co_ordinaťed danc€ (of which borh were undoubťedly
unaware) as reŕlecting rhe gen iuses' inevi rable inruirion ofrhe course ofmusichisrory Indeed,
ir is disarmingly easy ĺo trace a geneálogy fÍom l:oth Bach and Handel ľowaĺds rhe keyboard
concerto in ics classic phase as personińed by Mozarr. Áńer all, Bacht model was tal<en up
by borh \ŕilhelm Friedemann and Caľl Philipp Emanuel Bach, handed on from the larrer
toJohann Chrisrian and rhence ĺo Mozarc. Johann Chĺistian, acrive in London, wou]ĺl also
have absorbed somerhing ofrhe Handelian keyboard concerro cul!ure, mainrained by such
close fo]loweĺs as Thomás ÁJne and John sranley' The .genius' model for Bach and Handel
Ieceives even gľeatef srrPPorr jf we consider the work ofthe rhird ,gľeat' 

comPoser ofthe age,
working in equal isoJadon from the others, Jean_Philippe Rameau, whose Pieces de clłueęin
en roncerx _ for obbljgaco haĺpsichoľd and rwo melody inscruments - were published in
t7 4r.

one srľong reason ro discard úe !7higgish approach is the simple fact rhar rhe keyboard
concerLo as somerhing at rhe forefronr ofcomposirional aĺention has dedined considerably
during the course oftJre twentiedr cenrury, however impoľranr it might remain in concerr
llfe roda1ł Ir thus represenrs ĺot so much a musical universal as a geneĺic conceprion tÄar-
doubdess for a vaĺiety of chaĺging reasons _ grasped tfie artention ofperformeĺ-composeĺs
over a sPecińc dme sPeI. The purpose of ĺ.his essay is not so much to offer a comprehensive
accountofthe rise and fall ofthe keyboard concerto, but ratheľ to try to imaginevviar factorc
ofmusiel culcure, thoLrght and pĺactice must have fellen into Place to encáulage Bach aĺd ' 

':

' Piąď Dirkso iÍguś ŕor d2ljĺg rhi! @neno btk @ üe w.ihď 
'.6' 

in .T}. ba.Ęrcud .o Bachi Fifth BfudeíbuJg
Co^c.ŕÓ'' 

-in 
Th. !]dlP'.LÚ/ z"Ż ia Ręđt'iE: Pfu.c.dkg' ďłJ. Intfuśioql Húr;'n a s!ÚPo'i,h !990'.d' P!.Éĺ

Ditk.n íUu.cht: sdmu, lt)92l PP. l57-85'

Llandel ro drink along such similaĺ lin_es, łs ifnvins born inro a common German rradirion,but sepaľated ar binh' Áłocher way ofpurring ch. q,,..,ĺon i, ,o 
""Ĺ*ł,"_,i.-lĺeľhon.d.p_łryq_ -. _

'.l!Ł l sm.łtrol'. a$.?_9qł!:T9ą 4s!r_u_rn9{l!.(35 qPPosed .ro a conri-ro - o. pu..ry .oto -.'|::Ĺfune!-\J 
' 

before. l 707. G jven rhe rich n ess of che ćerman keyb.*a ,*ai,i.''i. p".,l"Ĺ", one in which rranscľipcion and imirarion ofother insľrrrmenrs ana 
""i... i. 

" 
.";", ,.p**, in che develoPmenľ ofkeyboard swle, rhe vcry lack of obblig". i.rĹ."J i".* 1"*.,ľ,*' were noraťed, at leasr) in ensemble m

ro 
:ak: 

in,o 
"..o 

u",- n o, on | ;;; : ä1 T:: j:":ř :::"' Jjľ:' ľ'.1;ľ:i::: tľ,n1early eighcee rrch century bur also rhe disconrinuities _ chenges 
"ĺ o.ä., ."n-o *aconceprion in composirion and perŕormance - rhat suddenly rendered rhe keyboard moreattractive as a concerted instrr:menr. ÁJier all, Bach 

_and 
HanáeI could h".d]; i;'. .o.. uP. wich rhe same idea iŕrhis were ro hav

Given that rhe term to;";".a ; l'.:ľii;::';:b^'....l'ľiT::ľ"il..,r,^",..'o''n
ĺhis shouldperhaps be rhe fi.ĺ area ofenquiry B".ĺ ** p..r"".lf ĺ.'n**.äir,n. ur,""cońcerros in the Vivaldian vein, and h!5|'ogi":ę|:Ł:":ilg_ľ:lieĺ-qig;'...'l',.*a'!e'Ąęcrs 

oneof the most signilicanc developmenřln hls'composicional thinking afreĺ the earliesr yeaľĺ.The ma.ior impetus towards rranscribing Iĺalian á.r...ro. ro. t|io'"i'.i.i-,. ä n"u. .o^.
loT tire 

|ouic Prince Johann Ernsc,' who probably heard ,ĺ. ĺtina ou,.i'o.g"n,., .J"nJacob de Graďperform concertos in this m"r'.,.. I, -lgl,, ĺ"o b;_"'r"r-n.-, ,L* 
''ĺo'himselŕemployed tlre organ foÍsmallsolo Pässages on occasion.o .Wherhet 

or not Bach knewof rhe-se modeis, he certainly felr no qualms aĹour tĺanscribing a r."f"i"li"lr,n *a*^Í!"^ p!|ŁcľľzMul'1 ęs.Łsęllp_LRY ło.sJ f9' 9r8+^ '(B\ilr;';;).'iĺo','*, .u*,,nave played a paĺt in hisdecision ro pĺovide an equ"Jly out.ageous passage ar rJre end of che
'.hrsqmovementofrheFiÍihBľandenburgConcerroiuscafew7€arsĹrer,änechat_aslrieĺer

Touard: a genealogy of thc keyboard conreno

: 'Dirksen has noted _ ....n. pu'po..ly ,o .*ploit viĺruoso srring ńguĘtion at tÄe exP€nse of
' indiýenous keyboard gesrures.7

. 
'what 

Bach and Haĺdel almosr cerrainly could nor have known at rhe time oftheir 6rsc' organ obbligacos in 1707_8 włs that \

ťT-i1iľ::i1ł +i :ąĺ,s,*.*. o""1;ł$;Tl"iŤ;H""iŕjĹř|T j;'r1ir:'"";n:ĺ
ana nanoel ls shared by yet anoLheľ composer, albeit one who did nor develop the genĺe of.concertedkeyboardm"chfurrheĺÁiďroughVl""rdi*-,.ďri:.;;ř.ä"..i*o.e,n".

'musicians at üe Ospedale della Pietä in Venice, his aucograpll Á."J_;"l"i r. o.ra*(rogeiJrer wich aľ leasľ two concerros wirh soi. ..c"^ P*ó:;;;;';;;,;ĺ;...,, 
""".ľlľľ:i-Ť_.ľ;]:ľ:.d.,:n: :''ľ cadenza o-the second -o.'.^.,,,_1ou., rwenry bars

:""ľ-ffi ľifi .*"d;i'*:äjis'#:.*:::,,;y::;!{:'#ů,*,ľ];::, j:
í vl.h*l lł]bo, li* .n cxĐPĺś in .Á \łvá]di$iáE
; ľ;'nlľ;:ĺ**ľ* :|1g*'#ľJ"'ilä:ľlffi 
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exceplion ofBacht centaťa 7l), mosc of\ĄĘ]di! heĺe is wĺinen in a violinisric idiom
would małe ir virtually interchangeable wiďl orher instrumenrc' However a5 Michael
observes,e rhe rhird movement displays much more idiomatic keyboard figurarion,
arpeggiosshared berween dre hands, t}rat could nocbe rľansfeĺred unp'oblem"ticallyto othi
insrrumenrs. It is almost as ifir rook a composer who was primarily a srring playeľ to tai|61
a ĺigurarion specifically for the keyboaĺd, while Bach and Handel _ k.ybo"rdiri ;n tĺ.
insrancc - seem ro have gone ouc of rheir way ro show how che keyboard could do jusr abor
whar any other instľumenr could do.

Handelt exposure to lra]ian music was, of course, much more diĺect than Bacht, d-'
rhough his experience in concerred wriĺing was formed largely by che Corellian, ra|ther theri]
Vivaldian, tradicion. lr mighľ seem plausible ro infeľ rhat Handelt organ solo in It triołfi,,
del tempo repĺeseĺced his desire ro disPlay his own vaunred skill as a performeł but it mightl
irlso reffccr an lraliĺlr pľactice rhar has Jeft only rhe faintest of rraces' perhaps because not
nruch was notated in rhe firsr place.lo'-Crcrrainly, earlie-ĺ ltalian mq4.!l.cę.sy1"i'",.,. cqĄ1|(]gspaĺinit wĺirren-oĺrt harpsichord p"ĺrsió-iomi ofŃs teqs solo ."",","...l i ĺ,'. .n" --..(jgspa ľi n ii wĺirtcn-ou ĺ ha rpsichord paĺrs ro-soÁe of his l 69 5 solo can taras, l l 

b ur the most
srriking examples in insrruilental music predare Hanđel's .rĺd Vivaldiš by ove, h"lf" ccn
cury These poinr ro a similar equivalenry (and interchangeabiliry) becween rhe
and the ołheĺ insrĺuments.

- Biagio Marinit Saza ta per l'Oĺgano e Wolino ô Corneło was published in his opus 8
(I626-9)j|Ż as ĺhe composer's preface indicates' nor only can rhe violin be ."pl"..j r*,ith

rwo melodic parts make rheir enrĺances wirb long melodic solos of equal figuracton
lengrh, pĺoceeding ro an ever closer dialogue with one ano!fieÍ Frescoba]dj,s Toccau
lPinettinĺ e liolifio daÍes from exaccly rJre same rime (t628. i' !h;;P;;_..o;i .jí,io;"bř
Bartolomeo Grassi of Frescobaldi! II pimo libro delle anmni)' Á'Ęain cl]e solo lines aic'

a cornerro, but the uPper orgän line can also be replaced by a violin or rrombone'lj Thc ]

Touaĺdĺ a gencaIog oftbe hryboard conceno

Lenĺłn pérformances ar rhe oratorio del Crocifisso in Rome and was, according ro Maugaĺs'
tĺe rnosg prominenr performer wirh his thousand sorrs ofinvenrions'.I4

ř:iescobaldi omirred the ensemble toccara ĺrom his own revised edirion of ĺhe Canzłniin
1634' Peĺhaps he wished co keep a cerrain distance fľom rhe work (one thar, afĺer all, had
no r beeq,presen c in his own edition rhar ap peared at rhe same rjm e es Grassit, in I 62g); did
ir perhaps display in too lixed a form rhe sorr ofmarerial he improvised in live peĺformancei
Iĺ rn,ly wclI be rhat rhi, piecc reflects a ĺale nor.lred example oÍa nluch wider pracĺice' one
ĺvhosc méan srood berween relacively lireral intabularion ofvocal or instrumenr2l Pleces änd
ĺhcsc tołalIy independenr lines lor keyboard.

\ł'hilL most forms of Italian keyboard accompanimenr in the eaľIy seventeenrh century
rvere deriÝed from figured or tlnfigured bass lines' wriĺren-ouc paĺrs may have been more
numcrouś lhan che surviving sources suggesr. Aĺ obvious - bur extremely raĺe - example of
a rvritren-our accompanimenr for keyboard in lcaly chat is independent ofrhe orher voices
is ĺ'ound in Luzzasco Luzzaschi's Madrigali ' ' . Pel cantare, et ĺonare (Rome,160l).t' Almosc
cerĺainly, most Performers rhen - as nolv - would nor consider rhere to be en essen el
disrincrion bcnveen a Par! rhať was notated and one chat was improvised, bur, as I will
conrinue to stfess ťhrorrghour this essay, the 'fact' of notarion can lead ro subde inÍlecrions
boĺh in rhe way a piece is realised and devcloped and in ĺhe way ir is perceived by rhe wider
ciĺclĺ oíriiieĺs and lisreners.

One íactor to consideĺ is the formar in which instrumental music was most commonly
prinred dlring the sevent€€nrh cenrury namely parrbook in mo'able ryPe. This format
renĺleľed ir excepriona'lly awkward to pĺescnľ a solo line for keyboaľd above its Lrbiquitous
contlarro line. The Marini example is thus unusual in presenriĺg the or1an ýridiÍ\ e Purtit ra
scoce rhac also includes the violin parr. Gcassi's edirion of Fĺescobaldi is likewise rn score
foĺmat, somerhing rhat disringuisbes it from the composer's own ediiions oftlris collection.
On rhe whole, partbook foľmat _ as rhe pĺincipal way of preserving łorks in noľatron -
prcdisposéd performers and composers alike rowaids singleJine rhinking. Keyboard instru-
menľs wetc a breed somewhat aparc, associared wirh solo performaĺce and alrangemcnĺs
(noľmali;r'by means ofintabularion or score-reading) ofvocal and inscĺrrrnenral ĺeperĺory' l6

But, most obviously in an ensemble conrexq rhey performed as Toundarional' condnuo in-
strLrrrrents'. In oďrerwords' while the keyboard could be a means rowards undcrsnnding and
realising lĘer r€xtures or pĺoviding chordal supporr, irs role as a solo melodic instrument
was less obvior:sly defined. Indeed, che habit ofrhinking ofrhe keyboard as a 

,foundational'

.. ,:
* Frdeíiď Hámond' '!6coMldj' Głolmo Á]@d.o'' Ir. Nfu Gfuu. Dřnoful, ofMbir r d MBiri'Ń'znd cdn, cd'

'. 
s.Vr]ey &dtt,29 voL' (I'ndon: Mi.millđ' 2ool), vol. D( P.243'D s.ś?ü.r Holme, '"EEÍ!ly, soŔIĺ Đd sý4d/Áaho.ding io ĺlt": üc orgú z@mpaĺn.nt ofEnBlish @nsotr mÚic',
n JolJaJaLiB anź Hi' T'ft: sfudiÍ in E"gli'h Caüon lq6la ed' ,Ą'dÍfu 

^shb.. 
úd Pącl Holm; (oxfordj oxfokl

.- Unľ*ilyl,ĺś' l99o' P' 359.
'. *:.:'*:ľ:j.ryľ:{nBFom @E oręPfierm duinB ňc siÍ€.nth cnfuryEÚ ]6ie Aan oÝcns' co poŕ,J

wÜk' Th..CfuÍ aĺMÚi.al cahPüi.iü la50-16u (axÍoráfid NýYodĹ oxfod UnivĆÍ5i.yPr6, |997),ýp' 48-'2,

99

direcdy equivalenr in rheir rapid dialoguing, and olher inslrumenťs could be substitütcd' ,

Neverrheless, Fĺescobaldi cleaĺly ma'kes more ofthe potential offered by rhe keyboaĺd format
by rendering rhe left-hand parr - in addirion to rhat for righr hand - on absolutely equalrr
teĺms with rhe rwo uppeĺvoices, effecdvely cĺeating a thfee'páJt sonara rexture. Álrhough wc':.

no olheĺ insmnces oŕconcerred keyboard from Frescoba]diš oeuvĺe, his wider pľactice ia _,

ensemble is ĺanta'lisingly implied by ľłre commenrs of rhe visiring viol vimroso:
Maugaĺs (Pespote faite ż un ctieĺłt, 1639). Frescobaldi was a Äarpsichordist in thc

u lo. í íMy of sm. ď tjt đid.ncc ŕor .I]. kelb.ard Ekirg ovel m.Iodic lĺńś in P..ŕr.hÚc., w va]lifi s. N.Ýi@;
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'olťíliną 
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enscmbles) such as lure and herp, and unequivocal melody ins[rumenrs such as violin
coÍnerto.|8 1'lrę keybocĺd instrumencs _ the Fĺodament'Instramerta (or onniuoca _

rirar can play all the voices in a piece) are consequently deprived of dre prlvilege of
.l9 Ás Pľłetorius tellingly purs it, rhe main diŕřeĺence berween che ornamen(is$ and

fundamenrisrs is thar rhe former need to culrivare a good knowledge ofcounrerPoint in

co be able ro impro'ise (oľ even compose) new pássages and Parrs.2o while it is harďy

rhar rhe keyboardisr łvas the least culrivared 6gure in ĺhe arr ofcounreľpoint in l6l9
is in any case addľessing rhe rwo different kinds ofluce and harp players ac this

thcľe isobviouslyrhe implicarion thaĺ rhe fundamenml ánd o Ínamen ťa] ľoles cul tivare

different bĺeed ofinsrrumenralisr. In all, ĺhen, rhe variabiliry ofinsrrumenrarion Permitted
much lralian chambeĺ music of rhe seventeenth cenrury did nor exclud€ rhe keyboard

a solo melodic role, but rhis wes cleaľly not ťhe obvious choice for most composers and
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seems to have endured for many years. Frescobaldi! (or Grassit?) choice of the

'spineaina'for the ensemble roccata ma,v be relling, since, as Frederick Ham_

has shown, an insrrumenr of similar name (presumably a small hĺrpsichord) is listed

an 'ornamenm]' ŕe(her !han 'fundamenral' insrľumenr by the theoris ĺ AgazzAriin 1607.|7

designarion mighr rhus imply char Frescobaldi recognises rhe exceprional narure of
part' one distanced lrom rhe 'narurr]' ńjncrion of rhc keyboard wirhin an ensemble

Michacl Pĺaerorius, che pľincipal imporrer oF Italian Practice into Germany, likewise

an impľovisc,l rrrclodic role (ranging ŕrom diminurions to full-blolvn lines) ro the

tnt-Instrumentll Íol l)nlra or single-Line insrnrmen rs)' These can include rhose choldal

ľhar are rer:hnically Fundament-Instrumcnra (brrt only in the corlrexr ofvery

'[]rconlycouncry in vhich independent keyboard parrs in inscrumenral ensembles suĺvive

any number is England. The genre of the so-called 'fantas'!ą;5ĺ.ĺire' ł'ith obbligato organ

6rst culrivared by John Coprario and was continued by \iíilliam Lawes, John Jenkins
a handful oíothers'2l For Copĺario and )enkins rhe organ often inrroduces the melodic

ial (boch ar the beginning and in subsequent interludes) bur otherwise has a simpler

rhaľ somerimes doubles that of tbe other insťľum€nts. 'Wiĺh Lawes, the srarus of

Töuaĺds a gnealog of tbe ke1board conceno

rlri org:n is moĺe inťeresting. Vhen his aurogĺaphs for more ľhan onc vcrsion survtve,

rlrcse suggesr rhar he worked the orgm Parś Írom simpler rexťures ťo more detailed ĺouĹ

Pir ]vrlting, and non_aurograPh organ Parrs (tĺansmirred separarelv from the orheĺ parrs -
bccĺuscofthe greĺrer dcgree ofprofessionalism required ro realise rhem?) oftcn show grearer

elĺboration rhan the sun,iving aucogĹirPhs'z2 ln orher words' rhe organ parts seem ťo be

in a staĺé of continual 'plogless'' á píecrice nor unlike rhe varied realisation of rhe basso

conĺinu|, but wirh rhe organt obblig.rro role formalised in the notrtion' If Roger Noľrh's

laIer resrimony is ro be belicved' one oŕ rhe Prime ľeísons the org:ln pa.ť wils wlittcn out

rv:ls becaűse ihę masccľs never rrusted the organist with his thro'besc' es iĺ ro suggest rhar

Engiish.árganists wele slow to ecquire rhe necessarv skills.2] Bur whacever the Ícason, it is

clcaľ rhai rhis conringencv creared some keyboard ĺexrures rhar would have been unlikely

had rhe päĺts been norared as bxss lincs a]one.

lłwes'.r practice seems co come midway between rhewrirren-out conrintlo parr' pardv dou-

bling rhe orheĺvoices, and rhe fully independenr keyboard lines of Maĺini and Frescobaldi.

Some ofrhe cime rhe organ pľovidcs a chordal frame, panicularly rn the danc€ movemenls

ĺ'herc it often mirrors some oŕthe melodic lines io thirds. In the most extended movemen!

of each sliite, rhe opening Fĺnrazia, tlre organ tends to have a mrrch larger and varied role' In

gcnrial, iE is less elaborate when che melody insrrumenrs are playing, panicularly when rhey

har'ł very,Prominent 68uretion, such as the .o ncitato EglrÍŇion fie rhe beginning ofSuire
No, B iĺ D major.'?a Perhaps rhe mosr prominenc obbligato role tor rfie organ is (as it is with

Coprarro and.Jenkins) !o ser up th€ material at the oPening ofche Fanrezia (and sometimes

at subscqüenr Poinťs wirhin rhe movenrenr)' p.oviding a quasĹPolyPhonic web inro which

d-re othel'instrumenrs aĺe subsequenrly 'builr in'.2' This gives rhe organ a sense of domĹ
nance from rhe beginning, at least rrnril the imiative marerial runs out oí the insrrumental

ńguĺation becomes morelively' [a comes closesr to beinga crulyconcerred partwhen rc enrers

into śpoĺadic dialogue wirh rhe orher inscrumencs: the Fanrezie ofsuire No. 8 in D majo12ó

is paĺcicularly ambirious' containing mĹrch meterial in ahree - and sometimes four _ Parts,

ancthus loing even beyond Frescobaldi\ example' Suire No. 5 in D minoŕ7 perhaps shows

rlre lreaie]sr vaĺiery in che use ofťhe organ wirhin one movement wher€ ir ranges from simPle

choĺ<Jal supporr ro a roccara-like solo (bars 27-30), ro a dialogue wirh one ofche violins, co

silence (äc leasr in Lawes! aurograph veĺsion),23 co mo.e f"sr p"ssage]work and, ńoa]ly, back

co a clrordal' loosely polyphonic rexture' Perhaps the "eryambiguiry 
ofrhe oľgan! role stems

from La.iĘst expeĺience a5 a lürenist, wheÍe individua] voices can appeaĺ and disappear orrr

ofa ma]leable chordal rexfure. As Petěr Holman observes. comPose;s oÍ consort music who

!Ż 'Ddýid PnŔ kd.) ' WlIinB IÁÚl - f,,Biz-s/i,6, MsjąRliEnn io 60 G.ndon: sBner sd Bell' t 99l )' editoliál noEs'
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were sPrcifically k€yboerd Playeľs tended nor to wíire our keyboaÍd PaÍ(s! as if to sug8esc
rhar rhev derived rheiĺ accompánimenrs diĺecdy from rhe score.29 Ás wirh Vivaldi, wrtung
his sonara with obbligaÍo organ málly decades larer, ir seems ĺo rake a composer who is not
a specirJisr keyboard plíyer nor only to documenr ťh€ pŕácrice but also to creaĹe some ofthe
nrost inlereslin8 rex(ures for ĺhe kcyboaĺd.

\í}rlle' in our srory of the inventjon of rhe keyboard concerto, th€ EngIish woľls might
seem quiťe ProgÍessive' ir is noticeable rhar pieces in a lanrasia-suire 8enre from rhe Rcsrora_
Iion e.:1 (e.g' Manhew Lockes) dispense alrogether wich the noraced solo role foÍ the
keyboard.lĺl Pinro assumes thar rhis is bęcause the obbligrro organ was linked'wirb out-
modcd hrge-scllť conträPunral rextures'.]l Nevertheless, ir would be srrange to consider
such rex(ures enriręly ourmoded in an age when comPosers could be quire puĺposely ar_

ic (c'e' ]\rrceIls viol fanrasins) and rcnded to rĺeasure ĺetrospecrive sryles rogether \łich

ProBrrssive oncs' Bur Pinrof poinr clcafly relaces to the diĺect inŕluence of Italian pracrice,
lvhich, as we have seen, rhe keyboard is generally provided wirh rhe conrinuo line elone.

ĺiamboyant che realisacion ofcontinuo lines mav have been' rhe formac ofsuch
for keyboaĺd (where rhc bass line is generally rhe sole basis ofrhe parr) militares againsr

notion oŕ solo ePisod€s for keyboard' especially ĺhose wirh upper entries unsuPPorred
tnc Dess.
'Ihis briefconceĺred keyboard rľadicion in the 6rsr halfofthe seveoceenth cenrLlry would

moÍearchajc ifwecomPered itwith i(s anrecedenm rarher thanwirh an assumed'goa]'
rhckeyboaĺd conceĺro in theeighteenth cenrury Fortheorgan had had a somewhat similar

in che verse anrhems ofrheÁnglican liĺurg;r (rogerher wirh some candcle sett!ngs) as chey
Joped in rhe larer sixteenrh century These wrirren-our accompanJmenrs obviously have

ing in common with the vefious inabuladon Precdces thar began co accompłly
Polyphonic tradition rhroughou! sixteenth-cenĺury Europe,32 and there are Pleniy of

ro suggest lhat the organ doubles rhe voices in 'Árll' aĺthems' Nevertheless, rhc
independent accompanimen! seems a PaIticLrlar feature ofEnglish müsic, rh€ verse_

ffadition being e directoÍFshoor ofthe consorrsong (accomPanied byviols). Indeed,
anrhems ePpeer in versions both foľ viol consorr and organ (rhe laner Pr€sumably for

liturgical use) ' Á similar aPPťoach rc accomPaniment, borh accomPanying ďle voices
providing inrľoductions and inťerludes, becomes familiar in rĺe genre ofrhe English luce

However, as Perer Holman observes, lurenists seem ro have been quicker rc convert
bassJine ľealisarion (during rhe 1620s) dran the keyboaĺdise.33 Thus while the lta.liaĺs

subsequendythe Germans) tended either ro intabulate the enriĺe poĘhonic rexture or,

to reduce rh€ accomPanimenral texture ro shorriald notarion ofńgured bass,

English (predomina_ĺrrly, if not uniquely) rerained the concepr of a ń:Ily woĺked-ouc,

HolmM' 'o$Đ áaonP imenr ofrGoft hÚic'' PP ]68-70'

: : Towards a genealogyoftbe hqboard conceĺto

ari<i peitially independenc, rexĺ':re. This endured until rhe rime ofsrronger lralian inBuence

aíri:ĺ thc Resroracion.' 
Givln the purpos€ful resljrrection ofthe Anglican rndition ańeľ the Res(orarion' it is

unlikeiy rhar ň. ionc.pr oŕrhe indcpendenr organ enriíely droPPed our offashion' aJthough

comPgjers ofnetv worĹs (specińcally for the Chapel Royal) reworked the verse anrhem wich

in,".lúá". fo.'-od...,'orjesĺra .ĺrhc. than olgan' Neverrheless' rhe use ofrhe organ had

txpandeĺl in anocher ľespecr: the Co-mm91rye{ch ere had seen an enoĺmous number of

org"n" .,r"nrŕ.*"d Éom ;hurch;;,o 

'íŃai' 

homes, inns and conceĺt rooms' so rh'rr rhe

irxrrrLnrenr gradually gained a more secular identir.y rh4n it did in most other aĺeas of

I,,',rcp.' ln,_Li','ap,rciry ir could h"vc Ĺe'n used in łlly nrrmber ofwJys' accompanying'

d.uetiil''g .rnd s,'bsrit,'ting ĺ'oľ various insrrunrents and voices' Ás PeÍer \í;l]iams notes' even

rhe stri'iter Änelicans oť rhe Rescorarion era attempred to Proscribe rhe orgfln in church'

.plciíic"lLy ťo.irs s...,lar.onno."rions']ł Indeed, organs did no( again become ubiqui(ouŚ

iĺ p"rish ih,'rches ,rnril well inro rhe ninereenth century Given thar those who weíe church

o,g"nii,, in rh" ."rly.ighteenth cenrury could not ęarn rheiĺ enrire living thľough seruice ĺo

thlchúĺch (as theycould in many orheĺ parrs ofEurope), they became accusromed ro taldng

rnuch eddicional work in ĺhe secular world and weľe often ľespeced as Public en(e'miners'

Cectainly this secular role of ĺhe organ must have played some parc in facilitatlng rhe swift

accepiiirce of_Handelt órgan .on..,to. in 
'o"cerr 

pracrice; rhe composeÍ would have been

."'ifii.',r...irr.d 
"' ".' 

organ virtuoso in the world ofsecular musical p€rformence'

Th.c".-"n b".kground ro the keyboard o b bligaro rradirion isperhaPs the mosrcomPlex

"nd "1śo 
,h. -o", p-biematic. Germany - particularly rhe Lurhcran poĺion _ provides the

richesr'.notated .eperrory of -rrsic foĺ organ and harpsichord yer seemingly rhe slimmest

evidence for,h. ion..rr.d role of keyboard instrumenrs l! This immediately raises the

qĹlesrion ofwhether the keyboaĺd player somehow srood aparr ĺiom rhe remainder of thc

rnusicil culture _ able to perform as a soloist or a€comPanisl but noc es an eqrja] Peľrne' tn

r.ocal jird instrrmental pieces in conceľted s1yle'

Fi.śil wińin Geĺman Lurheran culcure' as indeed within Catholic roo, voic€s weľ€ PÍivŕ

itgetl oveĺ instrumenrs. Neveĺrheless, justiEcations for insrruments were common' Íĺnglng

iiň- l&p....ior'. of amazement rhar even dumb things pľaised God to the view tha( lhc

ao5, of oag*a *", *rlogous to the woman's Vasteful' - yec somehow necessary - anoinr-

;;;ij;J., ,"."-., ..i-. ."pr...nr.d 
" 

.'chaniscic ana]og7 for Creation ilselí3ó Given

thi coÁposicion of L,lr}leral esrablisbmenrs, it was ďle cantor who cradirionally srood at

'l Pflď !ý'!liđ' 'H:ürd.l und d]e cnBlis.hc Qlgelmu'i['' Hz n&l'Jd"búh' 
'2 
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cenrre, rhr olficial director of singing and the viral link benveen church and school.

anists werc ĺhus sIighdy apaĺr, weĺe rrsually employed direcrly by rhe church rarher than

school, and weĺe gcnerally ofa lower social srarus. sometimes the organisr held a status

lorv as rhar of ľhe rown musicians (Sradrpfeifeł Sradtmrrsiker, etc.),3' who, in addirion ro

ir rown drrĺies' were at the cxnrort disPosal. In Magdeburg the cantor ranked in the

social class our ofnine, while rhe organisr togerher wirh rhe Sradtpfeifer rrnked in the
J8 Peĺhaps rhis social conditioning accounrs for rhe comparacively scant atťention

of Magdeburg! sons, Georg Philipp Telemann, ga"e to keyboard music His career

wirh rhc position of cantor in Hambuľg, where the starus of thar office was

high' allowing him to dominate rhe wideľ ciry culrure, including irs opcra.

This is lrot Lo sey, rhough, thac in piaces where lhe cantoľs were week or exrremely

the organisc could not take some oŕ the initiative and build up a considerable

ic esrablishment in his own righr']9 Moreover, rłre oĺganist was usuĺlly íręe fĺom rhe

isdicrion ofrhe academic head ofrhe school, the rector, who was rhe cause ofnumerous

wirh the cantor, scľetching righr up to the ĺime ofBach and beyond.aU Indeed, !r is

to s€e lhe Luth€ran oÍganisr as a figure who greetly enhxnced th€ 'modernisalion'

musical culrure during the sevenreenth cencury specińcally because he lay somewhar

rhe esrablishmenr and had to forge his own caĺeer.al Buxt€hude' organisc ofLiibeck,

rhe pĺime example of a 6gure who cook rhis oppoĺruniry for enterprise, ourside

official canroĺate. Noc only did he acquire starus by mking on a majoĺ adminisuaĺve

in the church, he also aĺranged his owĺ quasĹlirurgical conceÍts wirh the supporr of
local business commrrniry' Veckmann of Hambuľg was similarly encerprising, lorming

Musicum in 1660.ł2

:, To-ards a genealagy of the kqboard nnrmo

ŕĺom Sebĺstian is reflecred in rhe archive ofthe Bach family's mrrsic which he compiled in

his iaĺer yeaľs' Organists thrrs mainrained an ambivalcnr posirion: rradirionally rhey rvele of

i.-"; 
',J'* 

i'J a"*e o[ren. educärionJ background) rlran rhe canror' yer whcre ihey did

;;J.;i;;,., thev corrld be associatc<l wirh rhe íorefĺonr ofcomPosirional acriviry (lvhich

l"",' ln.iá"n,ĺb','"., 
^ 

traĺJirional requisire of the cantoÍt posr)' Indeed' so grcac wes rhe

rhľCaťtoŕhecanror\dominancerotÝards!hęendoŕťhesevenr€enrhcentury-anĺ1norall
canĹqÍŚ wi.e adept at composirion (particularLy in rhe modern 'Italian' sryles) - thar rherc

w"s iomeŕimes " 
feelirrg ofshame if the organist rvas more advanced in !his resP€cl''-

lĹih" !u.r"g.' .,",uiof rhe organist was somewher€ betwcen rown musician and canror'

,h"i" ,r,"ý *.ll indeed have been ĺ common concePtion of him as a somewhať isolarcd'

,olio.y Águ... This sense of isolariorr is also ĺeflccred in the way organ books and parts

*.r".,".é-a and mainrxined' Often these may have belonged ro rhe organist himself' so

tha!hecouldtakerhemíromonechuľchroanotherashiscareerprogressed'Invenrories
J.o ,.nd . *gg.., ,hat rhe organist! müęrials were kept separarely fĺom rhe music in rhe

J"i,l'u'uo',f,". 
'"'plying 

bň a diffeľent lunction and PerhaPs a distinctive owneĺship'

š;.;;,.;ŔJ; .",.. ,i", tň...n.. ofdiff"'nce can a]so be reBecced in the very formar of

i.'i,.i .'"u i" the 6ľsr halfoF rhe sevenreenrh century: rhe vocal parrs mighc be princed

in quartô.ĺhile rhe conrinuo part appeĺred in che largeľ folio íoĺmar'a5 Perhaps ir wĺs rhis

u.... ""rl.i 
of..p"r.r.n.r.' .o*.,i"' ľeinforced by rhe physical remoceness of (he organ

,".1L ,Ĺ., .""uĹa **e of rhe moĺe enrerprising orgaĺrists to culrivate rhejr ołvn musical

,

one of rhe most signi6canr differences between organisrs and ocheĺ insrrumenralisrs and

sing.r. l;.. in the oo'cadonal cradition of 'new' German organ rablarure' which endurea

lľ"liln,o'6. .igh...n,h cenrury Cleveland Johĺson notes rhat some oľganisrs in che earlier

seventeąith ceicrlry t.ansc.ibed entire Printed colleccions of vocal music inro rablarure;

-"n' nĺii...o-pil.,l 
" 

miscellany from a 'ariery 
ofsouĺces' presumably in ĺesponse ro che

l;.J. ""łl r.. ..*". 
"..o-p",,ir.,'n''46 

Such misce]laĺries often show direcr evidence of

r'hc oreańistt paniciparjon in che frgural music: uaĺsPosiÍions' realised concinuo paĺrs or

*...1'l" -'lnĺ,.*,u.., "nd 
sign's of heany wear' Some manuscripcs sugge* rh"r ďle

o.""r'ir, ô'o'ld bo,h ,.alise 6guľed bass and read from tablature notarion' somedmes usrng

;:;rr"':ř;;d." *or. pořyphoni. sryl.s;47 others were a hybrid using borh figures arrd

i.,r".*.nulśo.",i-.. th" r"bL"i,,'" orgaĺ parc mighr have substituted foĺ choirs rhat had

sinrL taĺéous duries in orlrer chuľches oĹ in polychoral music, wheíe th€ oÍgen mighc have

replared'óĺe of the missing choirs'1}

k ['đin luhÍmfn' 
'/a,'.,/n 

cbł-T,icho Gm|Ín ," deĺ sDle.' t'o6]' ep' l2-l J'

" #;:;'ť;:;' ń;, ,.* -a *ĺo.i.y i' r';pĺg l''i"/ĺ' rĺi'g' Ýä'w-'' z *k'' Ph'D' óśi5' Uniýďsiry of

G;b"dge(2ool) 'ol l PP.178-80 -4ö clcÝ.hnd johNn' yo.4/ c, nPoilnoú ln ufuh wÉnn Tdbrrfud! ! 550'1650 Q'[g Yoú md London: Gúlmd' l989)'

pe.62 3,
ą''i;d''o.lo' Ą3 ]bd''p'l)l' 4, Ibid''PP' |3z-)'
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Orgaĺists ofchis kind rhus engendcĺed a sense ofprofessionalised music making thar was

oi"á the canro., who was normally bound ĺo employ ďle seĺvices oŕschool pupils.ł] In

s environment oŕHalle, che oľganist of c}re Markckirche (or Marienkirche) was a]so

exceprional in having concrol ofrhe figuĺal music (including rhe opportuniry ro

his own compositions), even c}rough he did not belong co ďleschool hierarchy. Thus'

s early studies wirh Friedrich Wilhelm Zachow (who acquired the Markrkirche post

l684) mighr have culľivated in him an exaggerated sense of the organistt status. In Bacht

too, the organist of che Georgenkirche, his facher's cousin Johaĺn Chrisroph Bach,

unusu ally prominent as a comPoser; the Particular respect which he seems to have earned

ed Edhi 'orEb mulic wirhin ĺbe socia] strumrc oĺNonh Gelm .itjs in ńr sďcnrcenth enĺlĺy'' in Clnh'
aĺdsl"Żio: łiuir and Iu Colta i" r vh'cafu,y Gfury, ed' P^ulwa'lker (Áln Arbormd Londo'' UMI R6aŕh
I99o), pp. zHt, p. 25.

ĺ Bl^Ú' Di. MBiŁ d,l l7' Ja}rlrLn'dđB (vi6ńd.n' 19Bl)' P' 27.

:, Muir Eż,.dťio,, P' 19. e IbiŻ-' PP- 2Ł33' aI Edlcr, 'orgo mulc'' p. 25'

:' Muk Edąr,iü' P- 1'2; EÁle.' 'o€e music', P. 3q chrisroPh wď6 'Butehuda frci€ oB.IDEik und di' Idć
;inłotio ĺolistią"r' i. ł,;łt! Bellj2 !,ż'di. dfupiii'.h. n4uik kinđ Żil,.d' funÍi.ed EdlÚ dd lli.dhctD



Jmount of paľel ic consumcs'<J

,i,l -"gr.i"l'a Tizbuhtura nou (16Ż4) introduces the open score notation already . ;

;;,*;'',' in the lralian and South cerman rĺadiĺions' brrt he ĺotcs rhat maĺy

".eJ*,l;igi, 
u" u*rer offrranscĺibing the mwic into the more familiartabletuÍ: 

l]' ;]

üi'."".., r'ii.r'*r Pĺaecorirrs, wriring-just a fe'ł years carlieĹ translates sevełal

nr examples in his 57zr agma Musiałn into oĺgan rablature' for the sake.oforganisrs

,", *lĺ'.'r '"",'Ĺ'.'ř 
Á, h. l",". ,,","' 'rhe majoĺiry of organisrs in Germany i'

,i.-ča.-"r' l.*.r-,"ulaĺurc (which ro them rhemselves is correcr, good, easy and morc .1l

řo.,Jt. no, o.,ly ,o play fĺom bur also to compose wirh)' ' ''5'

It is rhtrs clear thac rablature was nor merely a mcchanical means foĺ faciliraring perfoľ

'"l. 
Ĺ", -ĺa also be rhe primary medium oť composiriona'l rhoughr' This seems to '

'J 
p*i. *' o*.nr's .l"i- ĺhĺr in the sixreenĺh cenĺrry composers tcnded to^use

,"-rri'. Lina orno,".lon and foĺmar for composing as they would íor prcpaľing úre final

f* o.rfor*-.. o, *"nsmission' Vocal composers thus used mensuĺa] noration in

paĺts*hileinsĺrument.composerswoĺkedinthenorarioni"".n*".*.']:::...l
;.ffi ;;;;;f";;.".iŻ ĺĺ...'.."., 

'o 
be a direct connecrion_berween format and

'''J. 
t rĹ.".a ""rĺ 

notation later in lhe seventeenth century l::ľ":l:ľl' Ę
showavery cleaĺ clistincĺion berween conĺraprrnral work inrhe'old''yĘ (yl":'.d]

' 
(six_ and seuen-line staves' similar to the formar used foľ this geĺľ. - u1y.*1|*

L.yi""J-".i. i^ ĺ"gland) aĺd dance suires (shorr_score in 6ve_line scaves)'57 Thus'

:e th. keybo".d pl"y..t gĺowing norational ambidexteriry' maĺy ofganist-comPoseÍs

/r,ił.P'79.ndRo(''Mu!ic'P'inlĐdluthďiryinLiP?iB'.voI'l.PP't-'-8'_-1'u"L''ĺ|']if:_.._',.,-
ouol..l 

'n 
Rob.í Hill''Tab'M "."*.,-."""""l';ir';; J'y'"'cJ' s'.B'ch omP'rjn ť]:::ľllľ"ĺ1*'##,:xl;,:*",tr:'x,::i:ľtr:,T#łTi:Ivi.]đLTffi ;äiää;;tú;űi

P!đ' l990)' p' 3i3'
Ibid-o.352' 'a 

srĄbgf," MBLan' \ol' lll' Pp' 4G7 '
:',_ _'_,''"^ n'-"l.-" ĺb.uscĺ]od i del dcug-hen Blj];ll'"11ľí;"*"" Tabutzeĺ (qd&c a lhne sclbslo dcntig'/ g't r]jľ;:;'i'ío'e-'',í ;"ń;.'.!r-J) a.' á-l"i+- r"a..*' 1iblhfu (ýc]&. ú lhńe sclbsŕn nď\n9,l 

(g!r '',

řl.ĺ, '"i!.""".* i'' , ĺ"ĺ, 
'll.i! 

dnÚ D ŕłJag.n / rcn dem zĺ.h dzn{ zĺ conponia) :iá t.bŔuch.n ' '

D.146).
ó*ct' Co-ľaa twalL.pp'62' ll3' 

'-^ń l r 
' 
'.-- j__ crl'-.. /Nfu völ!: s

ři"'i'"' 'ćl,.-y -a ł;; rĺ cłhcĺlads' ,'n Ębozrd Młn B'faE U00 ' łJ' }'r.jđder sj]blgď (Nď Yorlc sćhimď'

1995), pP l84{.

i Trrrtdt ' 
geneahgy ofthe kqboard concerto

might ha"c ťailed ro conceive ofconcerred parrs for keyboard simply because it would have

ä.Í,,".'o"i'n "".',n.dox 
formac wirhin rh. gerr.e (i'e. a two_stave shoĺt scoĺe wiłlin a

eenre thrt was still pľimaĺily associared wiĺh individual' singleJine paĺrs)'

""'il;:', Hii;i;;r'*.s *itĹ the notion oíorgan tłblatuĺebeing meręlv amechaĺical means

,o*"rJ, o..fo.-",i." in orher words' basie insrru'rionq as ro which key to press R;ther' he

'""-.." 
irl"*"ull,".. .omrion is even ń'rĺtheĺ removed from a graphic representation ofthe

i"íiljj,ĺii;'i;;,",J., ,r'u' ĺo"ing 'ĺ' nrusician to reconstrucr the sound in rhe aural

ř"-ä.ii;;l.ĺĺ ".t.,io.' 
*"'thu''áo 

'"sy' 
for rhe ceĺebral organisr''9 Peľhaps it was

;i.";;'""'*,..;;;Ĺ; of t"bl"'u" 'h"' 'n"d" 
che organ world so remore to musicians of

^ 
."; l;i...; a'.o.sirion by rhe end oí the sevenreench century Telemann recalled how

ii i"J ĺ..;'ĺ,ęĺ"'.a aw"y fronr keyboard study by a 'sriff' organisc who foistęd cablatuĺe

on his yourrg puPil.60"'* 
'J"ĺi"3á,'L 

u.came rhe noľm for keyboaĺd music in viĺrually everyother European

;;;'ä;;;;^*s were incteasingly isolared' Tab]arure is srill evidenĺ iĺ r}re eaľly

s".h .á".* 
""a 

s".ĺ himselIwas wonr to use rlblarure as a composirional shorthaĺd wen

ll.,nJ.io.,* o*'"a.úl on the oLher hanĺl' the moľe modeĺn thoroughbass was gaining

'.,.J'*.'c*'i.- 
L.yboard pracrice throughout rhe sevęnteent h cęntury Praetorillr ls one

ofthe pcimaľywitnesses ĺo rhe eaĺly dissemination ofrhoroughbass and also ro lt5 advanlages'

ii;;;;i;.;;;";i ;".,...*' o ái'e"o' by indicaring'rhe basic ha|monic contenr of the

,.*,u."' ,h"y."rr r-1.o be rrsed by c}re organisr rs dre modcl ŕora fuller intxbulatron' l'raeroÍrrrs

.ľ'.*, ,ĺ..Ĺr" -"*.rion benveen rhe ŕormars by providing the same examples in full and

.i'"r,..",.-a * 
" 
ąured b'ss'62 He notes thar foĺ chosewho have alľeady learned to realise

;;;;;;J; 
', 

;lieves them of rie buĺden of arranging rheir accompaniments in full

ĺablaruĺc.ó3,'_ 

^'Ĺĺ'sa' ^*o, 
Praetorirrs also shows thac there are occasions when the ľeaiisaľion ot

,h. Áíu,.d b".. r ir'disPensable, since it 6lls orrt chords thar worrld be baÍe or incomplere
""i'"";;:;;;.k*'' 

eJid.n.e, ,he b.ginni^gs ofńgured bass, notmerel)' as a shorthaĺdTor

a Dre_c(isr€nt texEur;' bur as che governing texĺure onto which rhe 'reál' Par$ aÍe mxPped'_

Ifthe orqan perľ is in one sense subservient' providing meĺe chordal a'comPánlment lor me

'soloisl'si' in aĺorheĺ it dominaĺes uhe whole rhrough ia contĺol oI lhe harmonlc.texIure'
''ŃoJonlu*.',ĺ. 

o.*shorrhand ŕĺequenrly masĺeredonly inadequatelyduringt}e6rsr half

"r;;:'.ń;b**-. 
th.o,is", eu"''in L"!y' such as Dŕura 1l6o9). and, Banchieri (l609)

Ĺr,'rĺati.,;"a*r"ĺ..a rhe very nacure ofpolyphonic music'6' Th_is is echoed in Geĺmany

b" sciüEa atreined es an orgaĺist bur, given rhe rom] absence oť kcyboaÍd comPoslllons

.s ĺ itl, 'T"bl"rurc 
".ru "ą6 

no6don'' P' 352. 
'59 

lhid-' D' 35ś. @ Ib,d''p'35l'
öl Ro!(ř l_' M*h!]I. Th. con?o dand ]+oks oJ! s'_]ł./''z '"l'' ĺľ'i"*'"' ľ'l"ccloĺ UniÝďtiry l'''$' l'72)' vol' l'

"'f,]!'.,,*' v,,* r-,*Ź' @l' IIl' PP' l]l đd l44' 6') IÚid''P'l29'

: ';:ň'ľ ä",ľ"'ľi'.:#L1'^::1":ŁT;ľ;Ti.T 
"6;.Johnlton,'ľolyphonic 

kc/boľrl ł;conrplllĺĺtĺ" tl-2'
j

JoHN BU-ÍT



JoHN BtJŤT

his oeuvre, quire probably trying ro discance himselŕ from rJre ĺype ofrhinking rha3'' 'i

ard culture was increasingly culrivaring. In rhe preface to the Cdntiones sdcrde oť 1625' 
"begs that even organisrs who can Íealise rhe continuo PaÍt (dcmanded by rhe pr'lblishcľ) '-

ke a translation inro score or reblarure in order ro'satisý more sensitive ears'. By the :

of ĺhe Geiĺtticbe Chonnusih (1648) he remark rhat rhe hegemony of the concero_. .'
ofcomposirion based on (he basso continuo has grearly weakened rhe snrdy ofcoun'.. 

.

'inr thar should foľm rhe basis of all composirion. Here again Schütz recommends ] ;

orgxnisťs intebulrre rhe moters' His rone suggesĺs something oĺa rifr berween key''.
'basso-continLlo' musicians (seemingl.v, e breed apart)' and those who srudy lĺue' ':

Ncverrhelcss, as thc l(alian conceíted sryl€ took hold in Germany, the concePt oŕ thc

lr"tame eveĺ more pre'.rlenr chľoughour rhe cenrury rhus becoming the key']_

phyer's pľimary mcans of en(ry into rhe concerred ficld' Jusr as was the case in

this probłbly worked against che concept of rhe keyboĺĺd player as rhe melodic

ofother insrrumetrrs and voices, at least inhially. Chords weĺe ĺealised from che bas

upwards ľather rhan fĺom a melody line down'lvards.

Nor onlv did the 'modeÍn conceprion (and norĺrional format) of conĺinuo accompani'

miliĺate againsĺ che idea ofľhe keyboard player as soloist, but so did the peÍsisrence of

lncienr'formar ofkeyboard rablarure. Thus che organistt sense ofsePararencss would

have been parr of rhe upbringing oŕ Bach and Handel, howevcr much they borh soon

layed asĺonishing versaĺiliry' Ťhere may srill hnve peÍsisred a sensc that difĺeÍcnt musical

' Tbu'aĺłls a genealogy ofthe kqboard rcnceĺto 109

or*en 3nd śrring instruT*" 
:"'_]": L::J:Tj:ľ]",ľJ';:,"JiJ]iľJľľľTä:l:;

ľ#'j.:ľÍlľ'.:ľ;ľ;jľ{iJ';::.l,,:Tä#d*lľ:*:ť li*:ľl-ilľ;
ľ:ľTj:";n::; *ľ::Ji: :;:1["J :;ä,ň;;ĺ'J"*"rds'sounds' thac imirare

other instrunrents and voittt' 
" 
attititt 'u* "tuay 

from rhe chorus-bas ed lYerbp rinzip idel'

ľ" ;*ľ ľ!Ťł"".'ruItf *;ffi *ť:ł:l* #ť ruľľ*
Bach's ĺecond cousin Johenn Bcrnhĺrd B

ft',"'J "ft;;;i' 
j'ľ' 

:'L':ľ:^::ľ::ť'i"],'.1''l",' ," *..ea-change in composl-
One ĺinal riason, and perhaPs lhe on€

;'Jt.ł;5'*ľ*"".Íĺ''ť:'1,ffin*:ľ'*iľ:ľtiłä#'*:ľiľil
match",1 chc liogrcss oírhe voices' Bur'li

and fornrats mentioned (híoLrghoul thLs essay) ir eventuallytrought about a^change in the

il;; ;; ;;;;;; ; o,.-ľ,:Ľ:^.ľ:,.J:'*"",:ľ:ľ::[ ::ä:'j'.::;.',T':"J:1
the orgrrrisrs of the age' but also becJuse lL _#ľ;iä;;'ential 

rc his upbriĺging

:::::ľľT"'ffi"'""'i'#lů'ni'""l;;;cile was thT s norjust_second best; ir had the

-;# Ĺ:#:x:[";ľľi ::::ffi ::,ť::ľj.'"''ľi:ä''''::l::Ľ:: :ľ::'::::.
a.řiqr"*'u,; ĺ*,.*uej' By the tu'n oŕthe eightee"rh cenru'y' rhoroughbass pracctce was

::j:jillľ* :ĺi:ľ,í:ĺ* 
j*"ł:::ili'-ľö',::$:}Ę;i!üi:il;: ä"";

::'ä:;,;J;,*;'j;,u" ĺ'eł:l' c''e;' iie 54)'Pĺnal'1676ł,)"Fo:l::T:'_: -*"n'
.ul.. oĺ.ouŕi",ioin, ",,h' 

ou"" 
""d 

j'o'nid' 

:*:;1*T.$:T':: :}:::';J',':ľ
suggest thłr k is useful only to those wt

ü:il;il; ';i;'" 
(fľom Niedr and Heinichen onwaĺds) rend Ĺo Place thoroughbess

ilľ,:Ľ *ŁlT;i:ní"";*ľ:lu:l Ti]ľ::ilil ::::':: ;""1ľ''ľä:":li

;.;;.;;iä., * ,'"^smiĺred through his puľ'oľ"äT::ä 

"oo-*h 
ro composition over

In all, thcn, this reflecrs rhe tĺiumph l

rbar ĺrased oo quasĹind'p'na"n' uo'ĺ rä"'ĺ' ln inĺ""'ĺypá"i'ĺ method it engendered

fluen<ry in boch perfoĺmance ""a 'o-Po'j'ion "' " 
u"y áy 

""g'' 
lt uldmately allowed

1 
ľĺli*'.*'ľ l";ľľ ľ'ľďłlłľľľľľ*: :,:1 :"ů.#. ::I:łi:::;'-ľ,ľlx,-l,ł'"]i:,'ľ, 

j]]

" 'ł],,|''],ľ)):'!,*,}*,, , ,"

demanded different forms ofnoracion and format; lhesc in tuĺn relared to diffcrent

in role in conceĺted music remained bass_driven, chordal and accompanimental, every

of solo keyboard sryle was dĺiving towards a greater comprehensiveness, imiťaling 
"

adapting every srylisric gesĺure from other media and genĺes ofperformance. Mimctic

, 
".. 

..^iily.uid.n, i., r-he music ofsamuel Scheidc, and the long expressive cantilenas :1.i 
,

Scheijemann uke a gĺear deal from vocal and instrumenral monodic pracrice.67 Indeed, : '"'l''1

is wirh Scheidemann that we have an eaĺly reference co rhe organ pl"ying * 
",.ang'meot 

'i,\lll
a mocer in consorc with a melody insľĺumenr, coming fĺom the Hamburg poer Johaĺn.' łi..i

;t in 1658.6s Much of rhe success of Buxtehude's organ works musĺ lie in the composeĺt ': 
|;i'i''

as a srrpeľIative wrirer ofinsrrumenral sonatas. The example ofNicolaus Bruiĺrś ''
comes readily ĺo mind, as someone who was not only well known aJ a viÍluoso oo]:i

ĺĆ' mongs ole'ú iso, havc per.hmcc thc iĺclineion ro join in thil slighl Ýork of mine, origin"lly _-P6'd *idloui !'

' -*ĺů;',,Lł*ion ĺ..lohnsrcn, 'Pol'Phonic k€yboďd accompaimcnť, 56.

'ccmdny Đd úc NethÜlĐdŚ'' PP' l78-40'
," óii.,,',"a,' 'L..t aĺi.i"' 

"ioil 
p.dig... .f - i.fumc" ĺ',n Viĺ]izn Izua (l602-164Đ - Buy n Hil üft'

'Iinlĺ d,Lj |uoŕk' cd' rúdíg lśhblc (A]delsho!: s@lď P6' l998)' P. ]36'



one ro imegine all musical rexrures and sryles generared by the bass line as the fundameni
of the music. This is graphically illustrared in the second volume of Niędĺ's Musicaliscbt
HandIeitung' in *hich hę geneĺates a host of musice] forms and sýes out of a single błs5
linę.': Now every texture can be a variacion of rhe chordal frame ĺarher than the tatne'
acr;ng as e ľeducriod of individual 'ľeal' parts. So long as composeĺs thoughr primarily in
rcrms oŕ ťhe 'real' parrs' it is nor surprising char the parrbook format of concerted music
lvłs associared wirh rhe indepenclent starrrs of individual lines (howeveĺ loose rhe actu4|

part-wriring mighr hrve been). Now, rhough, in precisely rhe age in which Bach and Handel .

learned the basics of peĺfoľmance and composirion, rhe rheory of rhoľoughbass provided
.r window onro all forms and sryles of music. It no longer would have seemed so stľangc
foĺ a keyboarĺ{ insrrunrenr co rePresent boch ĺhe bass of rhe music and a 'rea]' melodic
voice. lndeed, wich rhe growing dominance oF the keyboaĺd as the main point of access

comPositionel pľacrice, ir mighr have seemed increasingly absrrrd rhat rhe keyboaĺd was
allowed ro undertake both these roles simultaneously. Bach and Handel were living in

musical culture rhať allowed more flexibiliry and mobiIiry rhan could have been possible
a few years before. Given ĺhe strong likelihood that both coĺnposers pelformed rh€ solo i

in rheir works of 1707_8, the organ obbligaros €mPhasise lheir Presence' Peľsonaliry
skill. They seem to be claiming a sense of individualiry rhat few keyboaĺd composeĺs '

have claimed bcforc, such individualiry being exp(essed - perhaps de6anrly - th rough

JOHN BUTT

own specific medium ofpeľŕormance, the keyboard.

vÔl' Il (Hđbu.g' 1706)' @nsll(cd' w'lh cońhenbry by Pamelł ! ľoulin and kmgaÍd c' Taýloĺ Friedrih Erhaźt
Nidt: Tl). MlBi.ŻIG,id. (oxtoÍd Univ.Biry ľrc$' l989)'

cHÁPTER ó

Coĺlperin, Marpuľg and Roeser: a Gerrnanic Art de Toucher le

] Clavecin, or a French Vahrę Art?

Dauitt Moronqt

Conĺrlrw ro ĺhc widclysprcr.J opinion, l"imirlg Blth lo b< ĺhe indl"id_

u"l q.nii',, in conĺ"nĺ itrugglc wiů hi..urĺounding'. IInrecoglliled'

ovciominu his cpo.h' we wallL lo emphasise rhlr Br.h *lrs ncccľ
sl,ily a.o 'řĺJl"d thil,l ol bis ĺinre' ' ' ' Sryle k somcrhing grearcl 'nd
sÜonger rh.ln 3ny g€nlus'

Guýiv Leonhlldt (l9'2)'

1'hc ariof organ and haľpsĺchord playing hłs olien been the object oŕ a cerrain amounr oI

frienrllý.,rivaLry bcnveen different rľadirions. Some players 6nd ir reassuĺing ro relax in rhe

comŕoĺ_'iäble conviction rhlr they belong ľo the 'ĺighť school' Behind a'lmosr all such well-

r].-line,] rľrdirions rhere lie plĺyers ofstriking originaliry, reachers whose abiliry to inspire by

merhod and by examPle hls given ĺhem excePtional ;nfluence'

Sweelinck's srudenĺs juscifiably considered chemselves forrunate ro have been íormed by

rhe Icgendary 'má]ier oforganisrs' in Amsrerdam. Bach\ pupils, who certainly rhought rheir

n,"r,"-.! orgrn Pl3ying to be moÍe Perfecr rhan anyone else's, may also have taken Pride in

rh.i,,iń"rk"bi. -u.i.al lineage' As is ťreqrrenrly menĺioned, this craces a direct ljne from

Swęelinik via his pupil Scheidemann, who in curn raught Reincken and perhaps also Bôhm,

so,h oiłhonr h"ä 
" 

p.ofound influence on rhe young Bach from the time he wenĺ to study

in Liineburg in ľhc spring oŕ I700'
,T},jsljs."v i. *.i"." i" homage co todayt 'maker ofharpsichordisrs' in Ámsterdam' fľom

whom śá maĺy modeĺn Players rrace their lineage as PeÍformers' It looks at some concerns

typical ;f lhe classical French aPProech to harpsichord ceaching in rhe early eighreenrh

cenrury;1as epitomised by che wĺicings ofFranęois couPerin, and considers how Bach may

have viáwed rie matteĺ Friedrich 'Wllhelm Marpurgt wľitings ádd an interesring Fränco-

G..m.łlc perspecrive to che quescion. Finally, aliĺcle-known volume deĺived from Marpurg's

work' Valendn Roeser's ĹArt de Taucbeĺ b Ckýecifl (PaÍis,1764), shows the French aĺr of

harpsichord playing returning to Paris after ravelling ro Leipzig and Berlin, a-lmost 6fry

ye*r9 afrlr Couperin published his femous book wiĺh the same ricle'

' c,u*.':ii l^"j,.a,, rłĺ n afFugk' Bfuhi I4l Hr?ýl)ożI |url| An'Arynn^t |The BaBE: MađinÚ Ni]hotr l9'2)
oo. 5J-4. Thn rx bĺ lone b+n ěĺ ofprint' ]'hc quouion (omś &om lhc üłd *(Üoí' 'Gen'É] PćmłkJ'' whlch

*'". "-l".a ĺ-- ,ĺ. r.'ł *írtion by J'.qĺq Dillon' t i'ĺ Ú łc k ĺýgg Dńičlc dlpŕ & BdĹh ?aÚ ]ż Ĺlru'i":

awru;i;rfu, (PłÉ: ĹĄjloŃyú d. Vcldc' I'85)'
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