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‘Which art, being excellent and naturally delightfdoth then become admirable and entirely
wins the love of others when such as possessoih, liy teaching and delighting others, do
often exercise it and make it appear to be a patnd true resemblance of those never
ceasing celestial harmonies whence proceed so rgaayg effects and benefits upon earth,
raising and exciting the minds of the hearers te tontemplation of those infinite delights
which Heaven affordeth.Giulio Caccini*

‘The Intention of Musick is not only to please &, but to express Sentiments, Strike the
Imagination, affect the Mind, and command the RassiFrancesco Geminianf

‘It[is] wonderfull to observe what a scratching Gbrelli there is every-where — nothing will
relish but Corelli...’"Roger North?

‘The final and indispensable requirement for a ggaiformance is without doubt a proper
and correct feeling for all the expressive passiang emotions. Daniel Gottlob Tiirk?

I Caccini, Giulio, in Strunk, Oliver, Source Reading Music History W.W. Norton New York USA 1965
translation of Caccinii’s Preface to Le nuove mhsip.32

2 Geminiani, Francesco, Art of Playing on the Vidlin51. Edited by David Boyden Oxford University $5e
1952 p.1

% North, Roger, in Roger North on Music transcritfiesn his Essays of c. 1695-1728 and edited by John
Wilson. Novello UK 1959 p.xx

4 Tlrk, Daniel Gottlob: Clavierschule. 1789 in Reayti in the History of Music in Performance. Seldcte
translated and edited by Carol MacClintock Inditmaversity Press Bloomington USA.1982 P.339



1 Introduction —Improvisation or ‘free’ Ornamentation

To attempt to describe a musical improvisation ordg is akin to the attempt to describe the
performance of a ballet dancer, trapeze artisyorr@st or, in music, of a great soloist or jazz
player. It is well-nigh impossible.

Add to this the difficulty of attempting to desceilthose of nearly three hundred years before
with all the lack of historical context. A writteecord of an improvisation is a contradiction
in terms as every time a performer plays one, litideally, differ from every other attempt.
In a free improvisation there are no rules savenessity of keeping within the harmonic
frame of the work. The melodic line can be vagudelipwed but, usually in slow movements,
some useof rubato would have to be made for long melismad aften the presence of
sequences is ignored. Concerning the three mairnowigations dealt with in this study, for
two of them, the composers are known but the datesuncertain, for the other, ‘Corell’
example, the date is known but the composer isutksphence the name when used in this
context is in inverted commas. According to theedatresearch in the current Collected
Edition noted below, there is a cogent reasondoepting these ornaments as genuine.

It is useful to study written records of improvisats, not only as historical examples but as
motivation for performers in their own attemptsn& the 1970s, when the revival of the
performance of baroque music began in earneste thas been a veritable ‘explosion’ of
interest in baroque music. Perfomance ‘on authensttuments’ and in ‘authentic style’ is
coined by Bruce Haynes as HIP- Historically InspiRerformance - in his book, ‘The End of
Early Music.” These performance are now ‘in the mainstreambatert-going so to speak.
Players are also attempting to perform their ovmptiovisations’ to works of the baroque.
There are also now composers of baroque music,obnghom is the Dutchman Henk
Bouman. The examples of ornamentation studied laeeevaried in style, reflecting a

perspective of their time as well as displayinghee@mposer’s personal approach.

1.1 Candidate’s CD

As an aid and adjunct to the paper, a CD is presempierformed by the candidate on baroque
violin with an Australian colleague, John O’Donneh harpsichord with the examples of
ornamentation by two composers (‘Corelli’ and Dutg)dor Sonata No.5 and two composers

(Geminiani and Dubourg) for Sonata No.9 (see befo@ources for details).

® Haynes, Bruce: The End of Early Music — A Periedférmer’s History of Music for the Twenty-First
Century. Oxford University Press 2007 p.14.



1.2 Examples to be studied

There are to date around twenty sources of eigtiteeentury examples of written
ornamentation to various movements from Corelligu®5 sonatas.

Five are dealt with in this study with the maindemn ‘free’ ornamentation for two sonatas
which have two examples of ornamentation. Opus 5 Ndas ornamentation for all
movements whereas Opus 5 No.5 has ornaments fgtdlvemovements only. Other sonatas,
such as the manuscript known as the Manchesteryhmaus will be dealt with briefly and in
particular ornamentation by the Swedish composé&aidoHelmichRoman is of special
interest as there is a connection with the workafthew Dubourg. The Walsh Anonymous,
which, as well as the Dubourg, is kept in the Jdargrove Music Library of the University
of California in Berkeley USA., albeit under thex@anumber as Dubourg’s Microfilm which
creates confusion, was available but as it is &&asd transcription it is not considered here.
For Opus 5 No.%he ornaments to all movementsHrancesco Geminianiwill be contrasted
with those of his pupil, Matthe®ubourg.

For Opus 5 No.5he 1710 edition of the so-calle@orelli’ ornaments are contrasted with

Matthew Dubourg’s. Only the slow movements for this will be examined

2 Dubourg - a Lost Book

For approximately two hundred and fifty years thesested a small book bound in red
morocco leather with gold tooling entitled ‘Coriesll (sic) Solos Grac'd by Doburg’.The
musicologist, David Boyden (1910-1986) in two degcin 1972, one in the Festschifiérr
Jens Peter Lars&nCopenhagen and the other in the Polish Musicagiat ll, Acta
Scientificd, describes his discovery of the book in the litie$ in the collection of his friend
the pianist, Alfred Cortot (1877-1962). He was gieermission to photograph a part and
then later all of the Ms. Now, as the only copytloé original is the microfilm in which
(comparing it to the Boyden transcription) 24 pagemusic are missing, this work takes on
added importance. In a conversation with ProfeEshrard Melkus on January 22013, he
recalls that when he recorded the Dubourg ornamentse Corelli Sonatas (7, 8, 10, 11) in
1972, he used Dubourg’s originals. These were ¢ivemed by Marc Pincherle. He also stated

that David Boyden, who with Marc Pincherle wroteesle notes to the LPs, worked from a

6 Boyden, David, Corelli’'s Solo Violin Sonatas ,Gléwby Dubourg, Festschrift for Jens Peter Larsen,
Schiorring, Glahn und Hatting, Copenhagen 1972

7 Boyden, David, The Corell’'Solo’ Sonatas and Th@inamental Additions by Corelli, Geminiani, Dubgur
Tartini, and the ‘Walsh Anonymous’. Musica antidtigropae orientalis, 111, Bydgoszcz 1972 pp.591-607.



microfilm. There is no date in the book itself botguote Boyden: ‘A watermark found on the
flyleaf (just inside the back cover) depicts a jpiag horse of distinctive design; and this
suggests, but does not prove, that the MS originate723. This date is also consistent with
the circumstance that the “Famous Young Mr. Dubuiften about twenty years old, was
playing a great deal at this time in London corg;eahd perhaps wrote this MS for his own
use. In any case the MS was probably written beid"8 when Dubourg left England for
Ireland.® According to Professor Seifert, watermarks are mgarded as reliable dating

evidence, so the vague date 'before 1728’, musaiem

2.1 History of the ‘Lost Book'’

More recently, the musicologist Glen Burdette ia hrticle for Music Research Forum, has
provided a few more details of the history of thest’ book’. According to him, it was in the

possession of the antiquarian, W.H. Cummings and abthis death at auction in 1915.

Alfred Cortot, the pianist, purchased it from th@okseller Quaritch in 1926. After Cortot’s

death in 1962 it was in the hand of the Swiss anetr, Albi Rosenthal and was then
acquired by the musicologist, Marc Pincherle. A tieath, his library was sold at auction in
Paris in 1975. Whether the book was sold at thddi@m to a private buyer or at two earlier
sales also after his death when a few items wespetsed anonymously, is not known.
Suffice to say that since 1975 all attempts toertee ‘private buyer’ and the book have
failed, despite the efforts of prominent musicostgisuch as Professor Neal Zaslaw of

Cornell University.

2.2 Dubourg Microfilm and original book

The microfilm shows the cover of the book, whichds:Correlli’'s (sic.) Solos Grac’'d By
Doburg (sic.) The cover shows obvious tooling to whatisuted to be a red morocco leather
bound volume? The micro-film contains 29 pages in all, 21 of ehicontain music from
Opus 5 of Corelli. Page 1 is repeated. It containdance tune, in G major in 6/8, plus
handwriting to half the page, apparently descrilitrg pattern of that dance with numberings
on the right hand side — probably relating to rigtjeet of bars. According to David Boyden, in
the original book this first page in the Ms, notmhered, is the contredanse in 6/8 tirba,

8 Boyden, Festschrift for Jens Peter Larsen opcitl7

® Burdette, Glen, ‘New Finds in Violin Music of ti@orelli School’ Music Research Forum, Journal chrate
Student research, University of Cincinnati Coll&ggaservatory of Music. Winter 1987 Vol. ll/i

10 pincherle, Marc, Corelli His Life, His Work. Trdated from the French by Hubert E.M. Russell, W.W
Norton N.Y.1956 .p.116



Vienne.The pages in the book were numbered 3!6@Pages 2-45 in the original had the
Dubourg ornaments. Thereafter, according to Boydke, original book contained blank
pages 46-59 ruled with music staves followed bytlagrocontredanskea Strasbourgeoiseon
page 60.

In the microfilm copy, following the Dubourg ornante to Corelli’'s sonatas there are six
pages as follows: an ornately engraved title pagsomatas by Giovanni Antonio Piani
(Opera Prima in Parigi) followed by a page of dimts for performance in French
‘Avertissement’ and four pages of music £ dage is a Preludio, Sonata | in g minor Largo
affettuoso; in common time;"2page, part of a work in F major 3/4;" page, a Preludio

Adagio é affettuoso in common timé® page, final part of a movement in ¢ minor in 3/4.

2.2.1 Dubourg: Microfilm details :

The book has twelve staves to a page with only stewes used throughout i.e. Dubourg’s
ornaments with the bass without an unornamenteddyelThe writing is decisive and clear

with the bass ‘more or less’ coinciding with theltie (page numbers are often difficult to

decipher).

Pages 2 Sonata 5 Mvt.1 Adagio to bar 7
3 cont. to end (Volti)
4-15 missing

Page 16 Sonata 7 Mvt. 3 Sarabanda Largo
Mvt 4 to bar 23 netcdrated Giga Allegro f1half only)

17 Mvt 4 continued
18 Sonata 8 Mvt 1 to bar 25
19 cont. e (Volti)

Pages 20-23 missing
24 Sonata 9 Mvt. 1 Preludio Largo to bar Fitkat only

25 cont. to end (Volti)
26-27 missing(presumably movement 2)
28 Mvt 3 marked Grave (in Cdreilarked Adagio)

Mvt 4 to bar 26
29 cont. to end
30-31 Sonata 10missing (presumably movement 1)
32 Mvt 2 Allemanda

1 bid. 116
10



33 cont. to end. Mvt 2 ta Ba (T half only)
Mvt. 3 Sarabanda ol

34-37 missing
38 Sonatall  Mvt.1 to bar 9 Adag half only)
39 cont. to €halti)
40 Mvt 2 Allegto bar 21
41 cont. to eneiti)
42 Mvt. 3 Adagio
Mvt. 4 tart32 Vivace
43 cont. to end (Volti)
44 Mvt. 4 Gavot (with variations Corelli’'s original @atta — Allegro

has 16 bars only. Perhaps for ease of reading Dgbbegins
condensing the 2/4 bars to 4/4 bars. He begingré \thariation one
bar before the end of the page. (bar 33 - in setlis bar 52)
45 cont. to end
The fact that it is such a ‘clean’ manuscript @he presence in many places of the word
Volti - meaning to turn the page quickly - indicat® me that this is a ‘working’ copy. If
performers were not using this copy the word ‘valtould be superfluous. In addition, if it
was meant for pedagogical purposes only, surelyideat would have been given one or at
the most two sonatas as patterns to copy and glasfh motivation and inspiration for his/her
own work. In my opinion these ornaments were méanbuboug’s own use. In the section

on Johan Helmich Roman, the Swedish composemilibe discussed further.

3 David Boyden’s Transcription of the ‘Dubourg Graces

(Bold print in transcription as below)
This transcription, of which | have only a photggpcomprises the following:
16 stave music sheets measuring 33cm x 25cm — 4B, inot including the Title page, also
on manuscript paper. All marked - Belwin New York.
Most are double sided and written by hand but theeeparts inserted from the printed copies
of the Chrysander edition, see below.
The title reads as follows — set out in the follogviashion:
Corel®dp.5 Sonatas 5, 7-11
in the versionMatthew Dubourg

from the manuscript in thertot collection
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collated with the version of CoislDuvresed. Joachim Chrysander

Sonata 5p.1
Sonata7 p.10
Sonata8 p.14
Sonata9 p.19
Sonata 10 p.28
Sonata 11 p.38

(In longhand written underneath)
incorporating insesfs Tartini’'s ornaments
Son¥ia (3)

VI (1 x 3)

IX (1)
In bold capitals - upside down - (in another habg Professor Lucy van Dael?)
Corelli-Dubourg-Geminiani
(End of title page)

3.1 Pagination of Transcription:

SonataV  Pages 1-9 First and third movememamented (2)

Sonata Vi 10-13 Third movement onigamented (1)
Sonata VI 14-18 All movements ornanezh(4)
Sonata IX 19-27 All movements ornatedr(4)
Sonata X 28-37 All movements ornatad (5)
Sonata Xl 38-45 All movements ornated (5)

3.2 Comment on Transcription:

The transcription also contains fragments of ormaateéons by Tartini but these are not a
consideration for this paper. Dubourg’s originafjipation has been meticulously noted in the
transcription. There is a note on page 3:

Brackets=omitted in Dubourg

All figures in small type omitted in Dubourg unless

otherwise indicated

12



Many movements have been copied from a Chrysamitgeg edition with the ornamented
version superimposed. Where there is a profusiorotds a handwritten copy has been made.
Details of changes in bowing and figured bass i eldition have been adjusted throughout to
correlate with Dubourg’s manuscript. There are 2ivements decorated. Boyden states that
19 have been decorated - he is presumably not iogutite two Gavottes which have
Dubourg’s variations attached. | have decided tmtthese as decorated movements.

A copy of the ‘Boyden’ manuscript was in the hamdsthe Basel University Library but
cannot be traced at the moment. My copy is by esyrof my former teacher, Professor Lucy
van Dael, Amsterdam, for which | am most gratefuibourg’s figured bass appears to follow
that of the original 1700 edition and not that @f.Q.

Boyden comments that ‘[T]he notation is often apprate with respect to rhythm? My
comment is that this is often to be expected ie€frornamentation. Further he states that
‘Dubourg or his copyist has made no attempt to lipénis ‘graces’ with the bas¥.

Ex. A. Sonata Op.5, No. IX Mvt. 1 Bars 1-2 Dubourg ornaments
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4 Corelli Biography

Arcangelo Corelli (1653-1713) is regarded as thstimdluential violinist of the Baroque era.

During his life, he enjoyed patronage to an unpenéed degree. His output is thought to
have been have been lafdsee Allsop’s view below in Corelli’s Virtuosityjut his legacy

is limited in number; only works fully polished veerever published. He was born in
Fusignano near Ravenna and after a time spentistudpd playing in Bologna he arrived in

Rome at the latest in 1675. Not much is known efddrly lifé® though many legends have

sprung up?®

2 Boyden, Festschrift for Jens Peter Larsen op.titp
3 |bid. p.117

14 Allsop, op.cit. p.122ff.

15 Pincherle, op.cit. p.18

16 Allsop, op.cit. p.3ff.
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After freelancing in theatre and church orchestnasably alongside the castrato and violinist,
Carlo Manelli, he joined the orchestra of the ekif@ueen Christina of Sweden, then resident
in Rome, to whom he dedicated his opus 1, (16&Btaf 12 church sonatas. He then began
organizing the Sunday academies of Cardinal Pamfhivhom he dedicated his opus 2,
chamber trio sonatas in 1685. He became Pampbilisctor of Music in 1689, the year of
his church trio sonatas dedicated to the Duke oflédfa. The following year he moved his
lodgings to that of Cardinal Ottoboni’s palace, viecame his greatest patron and to whom
he dedicated his opus 4, in 1694. The Cardinaligeavfor him handsomely, so much so that
he died a rich man — he had accumulated a largecddidgction. Along with Alessandro
Scarlatti and Pasquini, he was made a member afistiaguished Accademia dell’Arcadia in

1708. Corelli was also a perfectionist in his phayi

4.1 Corelli's Orchestra

His orchestra was schooled in the Lullian sense héie information regarding its precision
from Muffat (see Muffat's Preface to Concerti GiioB3O Vol.23). From about 1680 to his
retirement in 1709 Corelli organised, directed wiplaying and composed for orchestras in
Rome, not only of his own patrons but for all odgeas?’ From music in churches and
palaces to outdoor spectacles, Corelli ‘controffesi‘city-wide market for instrumentalist&
‘responsible for recruiting instrumentalists, agengy for their transportation, composing
music for them to play, rehearsing and leading tlaewh paying them their wages.These
ranged from performances with a few instrumentlistthose with over an hundred players.
An important point to consider is that the orchestwhether small or large ‘never played
throughout and seldom accompanied sing@rhe sudden entry of the full orchestra ‘was a
glorious special effect’ As the Pope was antagonistic to secular entertitsn such as
opera and ballet, resources instead concentratedrdatas, oratorios and instrumental music.
Corelli's orchestra did not include keyboards. Ironke as elsewhere, organists and
harpsichordist were conceptually and practicallgoag@ated with the vocal rather than the
instrumental aspects of performance. When a chogofist sang, they were most always
accompanied by one or more keyboards. When an strehelayed - that is, the entire

orchestra with concertino and concerto grosso hegetarpsichords and organs were usually

= Spitzer, John and Zaslaw, Neal, The Birth of theh®@stra - History of an Institution, 1650-1815.fQ&
University Press UK 2004 p.106ff.

18 |bid. p.106

9 1bid. 117

20 |bid. p.123

 |bid. p.123
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silent.?? On the other hand, for his orchestra Corelli ukgds and archlutes; often two,
sometimes as many as fi“eThe orchestras seemed often to be bottom-heavy bveisses.
‘The fullness of the instrumentation, with so mamgntrabasses for a foundation and with

trumpets too, created such a resonariogbpmb] that the whole room seemed to ecffo.’

4.2 Corelli's Playing Style

We have what appear to be conflicting reports &f playing style. A description of the
playing of Corelli and Fornari by the Frenchmargrieois Raguenet on his return from Rome
was fulsome in its praise. On speaking of the ®tthehe describes how ‘A symphony of
Furies shakes the Soul; it undermines and overthribvn spite of all its Care; the Artist
himself, whilst he is performing it, is seiz’d withn unavoidable Agony, he tortures his
Violin, he racks his body; he is no longer MasteHonself, but is agitated like one possessed
with an irresistible Motion. If, on the other siddie Symphony is to express a Calm and
Tranquillity, which requires a different Style, heowever execute it with an equal success.
Here the Notes descend so low, that the Soul isiemed with ‘em in the profound Abyss.
Every string of the Bow is of an infinite Lengting’ring on a dying Sound, which decays
gradually ‘till at last it absolutely expire®’ A further paragraph and a half is needed for more
fulsome praise. After the word ‘Artist’ is a footep which is written by the anonymous
translatof®. The oft-quoted footnote reads; ‘| never met withy man that sufferd his
Passions to hurry him away so much, whilst he wagimg on the Violin, as the famous
Arcangelo Corelli;whose Eyes will sometimes turn as red as FireCaigsntenance will be
distorted, his Eye-Balls roll as in an Agony, amddives in so much to what he is doing that
he doth not look like the same m&h'To balance this, in Hawkins, Geminiani reportst tha
‘the style of Corelli’'s performance “was learnetégant and pathetic, and his tone firm and
even” resembling “a sweet trumpet” ‘. Hawkins adtat “Corelli is said to have been

remarkable for the mildness of his temper and thdesty of his deportment®.

22 |bid. p.125

23 |bid. p. 125

%4 |bid., p. 119-20 Quoted by Cavichi, ‘Passi ese@ith report of the oratorio commissioned by Caatlin
Benedetoo Pamphili and composed by Giovanni Laréndier (with a Sinfonia by Corelli) to celebratse
visit to Rome of Cardinal d’Este in 1689.

%5 Raguenet, Francois, from ‘A comparison betweerFtiemch and Italian Music and Operas (1702) in fubi
Enrico, Music and Culture in Eighteenth Centurydps — a Source Book, University of Chicago Presscago
and London, 1994, p.70

26 |bid., End note, p.73

27 bid., Footnote 5, p.70

8 7aslaw, op.cit. p.112 from Hawkins, Sir John,tblig of Science and Practice of Music (1776), pp-67
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4.3 Corelli's Legacy

His teaching was highly regarded. His legacy wastinoed by such famous pupils as
Geminiani (now disputed- see below), Somis andrGesit who later worked in Ireland, and
by the Frenchman Anet. Couperin paid tribute to tiithh an ‘apotheosis.” Bach, Geminiani,
Veracini and Tartini all arranged or borrowed wollkshim. Corelli’'s opus 5, the subject of
this study, is arguably, his most famous work. Heeveafter his death, his pupil and lifelong
companion, Matteo Fornari, to whom he had left 4nis collection and printing platé3,

supervised the publication of his opus 6, the Cdn&rossi, which, although not the first of
their kind, certainly established the genre andewemmediately popular. He is buried in the

Pantheon in Rome.

4.4 Music Printing in Italy

Corelli’'s sonata publication in 1700 was an anonialialian publishing. After the middle of

the 18" century, with the exception of Uccellini, Italiacomposers, such as Colista,
Bononcini, Torelli concentrated mainly on writing ihe idiom of the trio sonata which was
especially popular. Aside from their appeal, atfartreason for this could have been the
continued use in Italian music printing of the mabie type technique which restricted the
capacity to publish complicated scores, e.g. chordshains of smaller note values which
were a feature of solo sonatas. The lack of beamiag a handicap. Germany used the
technique of engraving enabling the printing of laleustopping, runs etc. in contrast to the

moveable type technique.

4.5 Corelli's Virtuosity

This fact is a likely reason given by Peter Alldop the paucity of works by Corelli which
have come down to us. He contends that Corelli’'sicmwould have been circulated mainly
in manuscript which is now lo&l. Allsop contends that Corelli, whose fame in Euromes
unsurpassed at the time, could not possibly hayeieed these accolades if his playing was
not of the highest order in all respects — andwsld include virtuosity. Allsop reasons that
his virtuoso works were all in manuscript so weeger published and are therefore lost to us.
To quote: ‘[T]he solution to these enigmas is simgtalian violinists were every bit the
equals of their German colleagues (how could treeheen otherwise?) but did not publish

their solo violin music because this was impossigieen the limits of their printing

2 Pincherle, op.cit. p.45. Also Gesamtausgabe BHnp.164
%0 Allsop op.cit. p.124

16



technology, whereas the Germans moved over to cplape engraving much earliet’
Where Corelli would most probably have used hisuasity is in his ‘free’ ornamentation.
The sonatas are models of excellent compositiorsgsséng, like the works of Bach and
Couperin, wonderful bass lines. As noted above sthratas are not lacking in virtuosity, for
example most of the variations to La Follia are siotple but, in the main his works are not

as virtuosic as those of the Austrian, Biber amd@erman, Walther.

4.6 Lonati

We do have evidence of an exception in Italy valrfor Biber and Walther - in the works of
Ambrogio Lonati (c.1645-1710/15), ostensibly Frasm®eGeminiani’s teacher: a collection of
twelve sonatas from 173%.The style of the sonatas tends to follow the svfl8iber rather
than those of Corelli. Six of the twelve (VI to Xdye in scordatura with ample virtuosity -
double stops are plentiful. There are however, ggess of longer note values which clearly
require free ornamentation, (e.g. Largo to son&faand V). Sonata | appears to echo the
structure of Corelli’'s own first sonata of Opusaspecially the first movement as though he
were proving a point. The final work is also vanas —a challenging chaconne, ending with
dances using the same ground bass. There are padsathe eighth position and the work
takes approximately twenty minutes— a tour de fotamati, known as the Hunchback (il
Gobbo), had a chequered history, being involved tradella who was pursued by the
authorities. Lonati is reputed to be the teachdfrahcesco Geminiari.

Ex. B Carlo Ambrogio Lonati, Sonata Il (with scordatural 701

-~

P

L bid. 124

32 |_onati, Ambrogio, Twelve sonatas, facsimile editi®PES Florence, Italy 2005

33 Careri, Enrico, Francesco Geminiani (1687-176Rréhdon Press Oxford 1993 p.4 quoting Hawkins and
Burney
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5 Corelli Opus V Solo Sonatas

5.1 Initial Publication of 1700

In 1700 Arcangelo Corelli issued in Rome his Opus & set of twelve works for violin and
bass. The first six were church sonatas; numbeense eleven were chamber sonatas with
the final work being variations on the ‘La Folliieme. The term denoting church sonatas,
Sonate da chiesa, was not used by Corelli, as rimteeter Allsop in his book ‘Arcangelo
Corelli New Orpheus of Our Time&’however that for chamber sonatas, Sonate da Camera
was used.

Corelli had published, also in Rome, his Opus 1n4 1681, 1685, 1689 and 1694
respectively’®> These were Sonatas for two violins with bass. @uthe seventeenth century
in Italy this instrumentation had been the by farsmpopular® The solo violin sonata was
rarer in Italy in contrast to German-speaking laimdthe later 17 century. The solo sonatas
by Biber and Schmelzer are good examples of these.

The titles for Opus 1 and 3 were Sonate a treVilini, e Violone, 0 Arcileuto col Basso
per I'Organo. The dedications were to Queen CasAtessandra of Sweden for Opus 1 and
Francesco Il Duke of Modena for Opus 3. The tiitesOpus 2 and 4 were Sonate da Camera
a tre, doi Violini e Violone, 6 Cimbalo. The dedicas were to Cardinal Panfilio for Opus 2
and to Cardinal Ottoboni for Opus 4.

It should be noted that in the works of Corelle thords Basso continuo and Violoncello are

not used in any of the titles.

In the Collected Edition cited below, the first tamhis of Opus 1-4 indicate that they were in
the main published in moveable type notafibnin contrast Opus 5 is engraved. It is in
oblong format somewhat densely written. For thet fgsix sonatas of Opus 5 the title reads
‘Parte Prima Sonate a Violino e Violone o Cimbald&dicated to Princess Sofia Carlotta

(Sophie Charlotte), the then Electress of Brandembasiding in Rome. At the end of

% Allsop, Peter, Arcangelo Corelli New Orpheus of imes. Oxford University Press 1999 p.69 & p.73

% Corelli, Arcangelo, Historisch-kritische Gesamigaise der musikalischen Werke Opus V Band IlI
Herausgegeben von Cristina Urchueguia unter dearbtit con Martin Zimmerman Laaber-Verlag Laaber
Deutschland

% pincherle, Marc, op.cit.p.555f. See also Allsogtel, op.cit. p.75

3" Historisch-kritische Gesamtausgabe der musikatisaierke Opus V Band IIl herausgegeben von Cristina
Urchueguia unter der Mitarbeit von Martin Zimmernmait einem Beitrag von Rudolf Rasch. Laaber-Verlag
Laaber Germany 200@ee Facsimiles Pages)
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Corelli’s dedication is the date1January 1700. For the first Edition there was amate
allegorical engraving, with the shield bearing thest of the dedicatée and the figure holding
the music, presumably portraying the dedicatéerioffe(Corelli's) music to the Gods. In the
right hand corner two putti embrace a large stohigstrument, with a smaller one beside it -
both clearly with four strings. Scholarly conje@usurrounds the image of the larger
instrument as it bears on the question raised at®eellos and violone. This frontispiece has
unfortunately not been produced in the Fuzeau ifsits?® For the remaining works, seven to
twelve, the title which is in an architectural carthe reads ‘Parte Seconda Preludii
Allemande Correnti Gighe Sarabande Gavotte e Follia

The sonatas, self-published by Corelli, won immediand unprecedented popularity. One
could say that Opus 5 was the first ‘best-sellerhiusic history’® It is also the first work
which has enjoyed unbroken reception from the firgting until the present dd{.Corelli’'s
trio sonatas had been a huge success and hadststdlis reputation. One reviewer in 1689
labelled him the ‘New Orpheus of our Times'. Pubdiss were eager to print any works by

Corelli, so by the time his solo sonatas were ssddhey were assured of instant acclaim.

5.2 Publications™ of the 1700 edition during Corelli’s Lifetime

In the current Collected Edition there is a compredive section on the publication history of
the sonatas; also in the Fuzeau facsimile edii@section on the publications in his lifetime.
The following is a short summary:

Italy —-Rome 1700, Bologna 1700, Rome 1705, Boldbjribl

Holland — Amsterdam (Estienne Roger)1702, 1706,1P@re Mortier 1709

England —London (John Walsh) 1700, (Anonymous) 1{R&Zhard Mears) 1712.

France — Paris (Charlotte Massard de la Tour) 1w

John Walsh of London is reported to have bought@y ©of Corelli’'s Opus 5 in Amsterdam
and then proceeded to bring out his own edition.

In 1707 Walsh and Hare and Randell, London pubtish@olume of sonatas for recorder by

Christopher Pe(t)z with an ornamented version af sanatas from Corelli's Opus 5 —(slow

% Facsimile Editions - Corelli, Arcangelo: SonatesipViolon et basse continue Opus V, Fac-similéJdarc
Fuzeau (Introduction. Fromageot, Nicolas; Direct8aint-Arroman, Jean; Collection Dominates. Coufence
1999 and Opus 5 S.P.E.S. Studio per Edizioni S&HMES Florence, Italy 1979 Frontispiece (Engrahiag)
been reproduced in the latter.)

%9 Gesamtausgabe op.cit. p.161

“%|bid. Urchueguia, Cristina,Einleitung p.15.

41 Corelli, Arcngelo, Gesamtausgabe op. cit. KritescBericht ,Die Drucke zu Lebzeiten Corellis p.156ind
RISM
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movements) ‘illustrated throughout with proper gmdy an eminent master’ who was not
named?. Neal Zaslaw notes that the latter phrase was osbdin an advertisement for the
sonatas and speculates that the eminent masted beulohn (meaning James?) Paisible
(active in London ¢.1674-1721) or John Loeillet t§ge in London ¢.1705-1730). The
ornaments, according to Zaslaw, ‘have a style, iersd function similar to Corelli’s
ornaments, even though they are for recorder ratar for violn.*® Viewing these in the
Betty Bang Mather editidfi alongside the Corelli 1710 edition also notathis seems to be

a correct assumption. This fact indicates thatamy were the sonatas widely popular but

that ornamentation was an accepted practice.

6 Ornamented Edition of 1710:

In 1710, the firm of Estienne Roger in Amsterdasued an edition with ornaments to the
slow movements of the first six sonatas. This editis in vertical format with a simpler
frontispiece and without dedication. Naturally, igeia commercial proposition, and contrary
to the first edition, the composer’s name is he@rgrominent type - Arcangelo Corelli da
Fusignano (Fusignano being Corelli’'s birthplace)r Ehe slow movements there are three
staves, with the ornaments on the upper staveloier stave uses only bass clef, whereas in
the first edition there are frequent changes dftolsave the use of ledger liff2s

In addition to the above title, the following isitten in smaller type: ‘Nouvelle Edition ou
I'on a joint les agréemens des Adagio de cet owyragmposez par Mr A Corelli, comme |l
les joue’. A year later (1711) John Walsh and Jdlare of London issued the same edition,
with the same title and the smaller print annoug¢irhis Edition has ye advantage of having
ye Graces to all ye Adagios and other places wtieréAuthor thought proper by Arcangelo
Corelli.” John Walsh of London is reported to hax@ught a copy of Corelli's Opus 5 in
Amsterdam and then proceeded to bring out his alitioa which was flawe'f

While Roger’s ornamented edition was being prepénedannouncement was made ‘...he is
presently engraving the ornaments of the adagideexfe sonatas, which Mr.Corelli himself

has been good enough to compose completely afasshe plays them. These will be true

42 Mather, Betty Bang and Lasocki, David, Free Ornataigon in Woodwind Music 1700-1775. McGinnis and
Marx N.Y. U.S.A. 1976 p.21 p.146 Corellii, Arcang&®pus 5 No.4 Movement 1

43 Zaslaw, op.cit.n.29 p.114

4 Mather, op.cit.

5 Apel, Willi (Editor): Harvard Dictionary of MusicHeinemann, UK 1979 (second Edition) p.180 Entry o

6 Gesamtausgabe op.cit. p.16 n18 ,die weitaus feafere Londonder Ausgabe:’ - The much worse London
edition - my translation - (in contrast to that\dbrtier)
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violin lessons for all amateury.’"While it must be remembered that ‘amateurs’ inogae
times often signified extremely competent ‘gentleingayers, nevertheless it does seem to
indicate that Corelli himself may have performedhwiar more virtuosity. An interesting
point was made by Walter Kolneder in ‘Das Buch deosline’ (1978) - my translation:
‘Corelli was certainly not the greatest violinist lois time.....(but among) the composing
violinists he was the best composer and primarimoagst the composers of his
contemporaries, the best violini§t’A personal observation is that these sonatas de ma
demands on a violinist's technique: double andldriptopping especially in the fugal
movements, bariolage and many instances of quickigeggver passages, not to mention
whole movements of semiquavers noted by Tartimirastice materidf. Also, to perform the

ornaments to the 1710 edition well, one needs é&pex and a good measure of technique.
6.1 Authenticity of 1710 Edition

6.1.1 Current Research

The identity of the composer of the ornaments ie /10 edition has never been
satisfactorily established. In the current ColldcEalition (cited below in Sources), there is a
plausible case made for the veracity of Roger'sitlaased on studies of the printing and on
the corresponding details in the musical f8xtResearch has established that plates used for
the first edition in Rome were the basis for altieds without the ornaments. Corelli was in
possession of the original plates which he beqeeatn his death to his pupil and friend,
Matteo Fornari. The engraver of the first editi@dasparo Pietra Santa, was never in the
business of publication. Corelli supervised his guublications and kept the plates in his
possession. (This did not however prevent the iepaated editions).

From 1708 Estienne Roger's competition in Amsterdeas Pierre Montier who would copy
his editions and issue them more chedpRivalry was fierce and the protagonists advertised

any real or imagined advantages to their work. igeificance of this is that the edition by

47 zaslaw, Neal, Ornaments for Corelli's Violin Scamtop.5 in Early Music XXIV/1 Footnote 32 from the
French- Lesure, F. Estienne Roger et Pierre Mortielepisode de la guerre des contrefacons a Adaster
Revue de musicology (1956), xxxviii, pp.33-48

48 Kolneder, Walter, Das Buch der Violine. AtlantieNag Zirich 1972.p.303 ,Corelli war sicherlich nicer
grofRte Geiger seiner Zeit,....unter den komponggarGeigern seiner Zeit wohl der beste Komponistuwna
unter den priméarals Komponisten anzusprechenddgeteissen der beste Geiger.’

“9 Tartini, Guiseppe, Letter to Maddalena Lombardater Sirmen — she also composed) in Traité des
Agréments de la Musique — (Abhandlung tber die Meangen in der Musik, Treatise on Ornaments in Eusi
Moeck Verlag Celle Germany 1961.

°0 Gesamtausgabe op.cit. p.167ff.
*1 |bid..Kommentar zu Die Driicke aus Amsterdam. p.152
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Mortier in 1709 was an exact reproduction of Rogeri706 edition. The latter’'s own 1709
edition exhibits small changes (to the plate) whicthe opinion of the researcher, could only
have been made with the authority of Corelli hiheelunder his direction. These changes
therefore have a bearing on the authenticity of0l&dition. Initially, as noted in the text of
the Collected edition (p. 163%,there were two versions of the 1700 editions nindRome,
(e.g. an accidental was added and figures have tiesmgedy. Similarly, after copies had
been sold Roger made adjustments to his editiati706 and again in 1709. The format for
the 1710 edition had to be changed to accommodtatentlismen therein. The first edition
had no figures for the ornamented slow movementsitas believed that the prepared plates
used were a compilation of two plates with the oraats based on a hand-written copy by
Corelli®* Details such as the double line in Sonata I, Mtar 14, which does not occur in
the early editions, are noted as an indicationakedi’'s influence. Normally, a printer would
not have made such a change at a section wheeeitheo change of time-signature. Roger’s
prints are meticulous and a ‘mistake’ such asdhis would only have been countenanced as
a directive from the composer. The numerous sntahges made to the text point, in the
opinion of the author of the Quellenkritik in theitischer Bericht of the Gesamtausgabe, to
the close involvement of the composer.

Whether this can be fully proven is difficult toyshut the arguments certainly carry more
weight than the usual conjecture as to what Covedlild have presumed to have done. A
point made in Tarling, which had also occurred to me, is that the feourishes which
Corelli has himself written out in the 1700 editior. that without ornamentation, resemble

the style of the ‘Corelli’ ornaments (1710 edition)

%2 |bid. It should be noted that in the section Riakbrrektoren in VA1 the author mistakenly direttts reader
to page 165 instead of 163 for the important plateections to Sonata 11 tmovement T.12ff p.167

%3 |bid. For details see p. 161ff.

% |bid. p.167

*5 Tarling, Judith, Baroque String Playing for ingena learners’ Corda Music, St. Albans HertfordsHire.
2001 p.42
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Ex. C Arcangelo Corelli Op. 5 Sonata | Mvt. 2. Thdlourish at the penultimate bar 1700

edition
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6.2 Doubtful Claims to Authenticity

In 1716, three years after Corelli’s death, perregps response to a voicing of scepticism of
their authenticity, Estienne Roger, in an advemntiset for his edition to the sonatas was
compelled to add the following words. ‘...those wiie aurious to see Mr. Corelli’s original,
with his letters written on this subject, may seen at Estienne Roger’s establishméhiAs
Neal Zaslaw comments in his article, (see sectaavs, ‘Other Examples of Ornamentation’)
even though this declaration by the publisher waslenafter Corelli’'s death, Roger would
have been foolish to have ventured it without giaim. At that time in Amsterdam, there
were renowned former pupils of Corelli residing rtheamong them Pietro Locatelli, who
could have verified his handwriting. Also the orrearts were published during Corelli's
lifetime, during his negotiations with Roger comiag the publication of his Opus 6 Concerti
Grossi>’ My comment on this is that the claim by Profesgaslaw that Locatelli (1695-
1764) was a pupil of Corelli is not verified — thierature says ‘may have been a pupil of
Corelli’.®® ‘Locatelli's teachers are unknown...reports thattek lessons from Corelli on
arrival in Rome are not well substantiatédAlso, more importantly, Locatelli did not go to
Amsterdam to live until 1729, long after 1716 whieager invited people to examine the

autograph.

%6 zaslaw, Neal, Ornaments for Corelli’s Violin Soastop.5 in Early Music XXIV/1 p.103-4

" |bid., p.104

%8 Sadie, Julie: Companion to Baroque Music compiled edited by Julie Anne Sadie, Schirmer Books New
York 1991p.320

%% Koole, Arend and Talbot, Michael, in New Groveaip.Further, ‘Corelli was ailing in 1712 and died
January 1713'. (Locatelli took leave from Bergamdanuary 1711 at 15 years of age)
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In Judy Tarling’s otherwise excellent bdBkshe writes that in the article by Neal Zaslavsit i
stated that Corelli's handwriting has been idesdifi Quote ‘Zaslaw has argued that these
ornaments may indeed have been written down byllCtye the Amsterdam edition, since
the handwriting has been authenticatéd!.can see no evidence of this in the article epxc
that Zaslaw states that ‘the anti-Newtonian, prot€san Jesuit scientist, Louis-Bertrand
Castel (1688-1757), known to music historians fisrtheoretical disputes with Rameau and
for his colour harpsichord... (...who had never beeside France, much less outside
Europe) wrote a critique of an attempt to notaten€e music.’ In the course of this polemic
‘Castel recalled the ornaments attributed to Ciorétlwas doubtless only after the fact that
Corelli had composed a separate volume, which éts@en, of all the appoggiaturas, passing
tones, and small and large ornaments which he atdbd sonatas when playing them but
which he had not thought to provide when he fiestegthe sonatas to the public. Composers
are never happy with the way people perform thairks. In what way, then, have they put
their spirit into the notes? David Boyden in a footnote in his now classic kyofThe
History of Violin Playing from its origins to 17615tates that ‘Marc Pincherle has shown
beyond reasonable doubt, that they are auth&htitle quotes the source as the Marc
Pincherle book in original and in translation — t€ld, His Life, His Work’. After discussing
the editions of Roger in Amsterdam and Walsh ancehtalLondon, Pincherle states on page
111 ‘However great the temerity of the pirate psitdirs of Amsterdam may have been at that
time, they certainly would never have invited pabtispection and relied on bogus lettéfs’.

In Pincherle’s book | cannot detect an absoluteBfiitable case for thfS. The article on the
text history of Opus 5 in the Gesamtausgabe, dcteove, does give some weight to the
argument for their veracity.

The authenticity of ‘Corelli’'s’ ornamentation mayewver be fully confirmed. The Fuzeau
edition states ’'[T]o date, no document exists whigbuld permit attribution of this
ornamentation to Arcangelo Corelli with completetitede. Neither is it possible to prove it
is not by him™®® They remain the only sonatas known where a plaih @ ornamented
edition have been published at separate times.eTiseno disputing the quality of Corelli's
sonatas. At the time of his death Opus 5 had bedaished 16 times in five different

% Tarling, op.cit. p.36

®1 |bid, p.36

%2 7aslaw, op.cit. p.105 also the quote is in Pinehep.cit p.115

%3 Boyden, David D. the History of Violin Playing froits Origins to 1761 and its Relationship to thielivi and
Violin Music, Oxford University Press, London, Né&tark, 1975 p. 222, footnote 10

%4 Marc Pincherle, Corelli His Life, His Work. Traastd from the French by Hubert E.M. Russell, DadCap
Press New York U.S.A.1979 p 111

® Pincherle, Marc, Op. cit.. p. 110ff.

% Corelli Fuzeau Edition op.cit., p.11
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countries. Opus 5 became a model for other compoard Corelli is reputed to have

‘standardised’ the structure of the baroque sonata.

6.3 Puzzle of the ‘Violone 0’

Although this question does not have much bearimghe performance of ornamentation,
except to specify the type of accompanying basss if interest to the performance and
history of the Opus 5 sonatas. Violone o Cimbalote@i's title for the bass line in his first
edition of the Opus 5 sonatas has created probdasns his meaning. As a result this topic is
one of the many themes which occupy the world o$ioal scholarship. What instrument was
meant by the word Violone? What is the significan€¢he ‘6’ which in Italian means ‘or’?
The latter would seem to imply that one should aise or the other instrument — violone or
‘cimbalo’ now clavicembalo in Italian. Both quest®cannot be dealt with here save to give a
sample of the differing views. The problem may mdwe resolved in the future. Chiefly, the

instrument meant by the word violone is the maiesgion.

6.4 Various Solutions

1. Alfred Planyavsky®” A Bassviolone, of vaying tunings, sizes and types used
much more widely than is now accepted. The Viola®the bass of the gamba, was
used in virtuosic music and there is of coursereatgdeal of (musical) evidence to
support this fact. There were 8 and 16’ sizes @mying numbers of strings from six
down to three-stringed instruments. A G violonesabl play in both the ‘double bass’
and cello registers is a very likely candidate .Hoeind of these instruments was
appreciated and integrated into the overall falmican ensemble. The cello, in
Planyavsky’s opinion, was never referred to asaowie. See books and article in

New Groves.

2. Stephen Bont&® There were at the time various sizes of bassuimsnts and it was
not until metal-wound strings had begun to be usegpproximately 1660 that a bass
instrument could manage the ‘difficult’ lines, espdly in Allegro movements.
Therefore the violone had to be closer in size telb

67 Planyavsky, Alfred, Barockkontrabass Violone, Fedneider, Tutzing Germany 1998, also Geschiclge de
Kontrabasses. Hans Schneider, Tutzing Germany 1M&4.Groves Violone in Germany

% Bonta, Stephen, Studies in Italian Sacred anmumental Music in the 17th Century. Variorum Cotkd
Studies Series Ashgate Publishing Aldershot U.KoBection of articles, many on this topic — FrorioMne to
Violoncello -A Question of Strings?, Corelli's H&xge: the early bass Violin in Italy etc. ArticlelNew Groves
Violone in Italy.
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3. David Watkin®® A bass instrument, perhaps somewhat smaller tgayts cello was
used extensively as a duo instrument capable gfngachords and therefore ideal to
accompany a treble instrument like the violin withaising a keyboard. i.e. the
Corelli Opus 5 sonatas

4 Peter Allsop ‘At least three sizes of cello existed in the sggenth century, the
smallest tuned a fifth higher than the modern cellbile the illustration in Bannani’'s
Gabinetto armonicdRome, 1723) describes a six-stringed instrumerithaslargest
of the violas”/®

Allsop also believes that these were duo sonatasehthe meaning of the ‘o’ with the

harpsichord as the alternative instrument.

These questions are still the subject of reseancthé future.

One interesting point in Marc Pincherle’s book aorélli is that when he died among his

effects were quote,’an old cello (smaller size?) an‘violone” (double-bass viol) in its

case.” This still leaves the puzzle unsolved.

7 Ornamentation and Improvisation

The Italian violinist Nicola Matteis, resident im@and from 1672, and celebrated there,
observed in 1682, ‘To set your tune off the betyey must make several sorts of Graces of
your one (ecte‘own’) Genius, it being very troublesome for theriposer to mark theni”
Matteis’ son, (+1749) also Nicola, who worked at #hustrian court under FuX,is reputed

to have written ornaments to Corelli's sonatas. ruanotes in his invaluable tutor, ‘On
Playing the Flute’ in the section of Cadenzas, thathas had a copy of both sets of
ornaments for the last thirty yedfswhich would place the Matteis at around 1720. Taey

unfortunately lost.

%9 Watkin, David ‘Corelli’s op. 5 sonatas: Violinoviolone o cimbalo? , Early Music XXIV/IVp.645. Ihis
article Footnote 35 has been omitted and theretiftefootnotes are incorrectly cited.

0 Allsop, op.cit. p. 76

"L Pincherle, op.cit. p. 45

2 Matteis, Nicola, ‘The false Consonances of Musit&82 Facsimile Monaco 1982, guoted in Tarlingap.
p.274.

3 Quantz, Johann Joachim, Versuch einer Anweisuadidite zu spielen. Barenreter 1992 (footnote) Btsn
Kap.XV, 2 p.152 Referring to playing Cadenzas anthe Corelli Opus 5 sonatas: 1710 edition 'Baldmder
ersten Ausgabe erschienen diese Sonaten, untéirdebers Namen, vom neuem in Kupfer, und bei deiifzw
Adagio den ersten sechs Sonatenbefanden sich \@tingkn dabey gestochen. Es war aber keine einige
Cadenze ad libitum dabey. Kurz Zeit darauf, sedeteehemals in Oesterreichischen Diensten gestanden
beriihmte ViolinistNiocola Matei noch andere Manieren zu eben diese zwolf Adagesdd hat zwar mehr
gethan als Corelli selbst, indem er dieselben m#reArt von kurzer Verzierun beschlossen. Sie siber noch
keine Cadenzen ad libitum wie man itziger Zeirt heicsondern sie gehen nach der Strenge des Tatkies
Aufhalten des Basses fort. Beyde Exemplare habsdbbn seit dreizig und mehr Jahren in Handen.’

74 Quantz, Johann Joachim, On Playing the Flute, lfr&@slated by Edward R. Reilly, Faber and Faber
London UK, 1976 xv:2 p.180
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‘Ornamentation is as necessary to Baroque musito#iting to the human body?.

There are two broad types of ornamentation in haagusic: 1. the small decorations on
single notes, trills, mordents, appogiature etled ‘necessary’ or ‘written out ornaments '—
‘wesentliche’ — agréments — abbellimenti ; and & tfree,” ‘diminutions’-‘willkirliche’-
doubles — passagi - improvised by the players #pecific examples of the latter, with which

this thesis is concerned.

7.1 Types of Ornamentation

All types of ornamentation (or embellishment) aredamental to the performance of baroque
music. ‘The music demands that most of the notdsiwtonnect and surround the harmonic
essentials have the function of ornamentat/Bn’All national styles of baroque music use
some degree of ornamentation. There are two typemamentation as translated in Quantz:
the essential (‘wesentliche’) and the arbitrary il{kiirliche’). The former refers to the
‘conventional stereotyped ornaments...that can beated by signg” while the latter are
‘those improvised melodic figures that cannot luced to signs’®

The number of instruction books for small ornameastkrge and the resulting confusion is
still a source of study for both musicologists atalyers alike. However, even the placing of
these essential or ‘wesentliche’ ornaments wasmmaiutable. They were a guide only as the
performer in the baroque era, being schooled inpomition, had the right and duty to
embellish as he (or she) felt fit and to place oreats where they believed they were
appropriate (See Bruce Haynes for a discussion on tHihe French taste in opera, with its
emphasis on dance, which therefore requires atestrichythm, cultivated a style of
ornamentation of the first type which generally dit interrupt the flow of the rhythm. The
Italians were the improvisers; they favoured theosd type of ‘free’ ornamentation. At the

end of the baroque era national styles became mixed

S Euller, David, Ornamentation in ,Companion to Bgwe Music’ compiled and edited Julie Anne Sadie,
Schirmer Books New York 1991

® Tarling, Op.cit, p.34

" Boyden, History of Violin, op.cit. p.457

8 |bid. p.457

" Haynes, Bruce, The End of Early Music, a PerioddPmer’s History of Music for the Twenty-First
Century.OUP 2007 p.206ff
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7.2 Background

7.2.1 Divisions

Both Mediaeval and Renaissance music required iwgatbon and their practice of
‘divisions’ extended into the baroque era. By idien’ one was meant to ‘divide’
(‘zerkleinen’) larger note values into smaller \@dwsing techniques such as ‘circles’ around
a note (with its many configurations), runs (‘tieddto fill in intervals, varied rhythms etc.
These practices extended into the baroque era anel especially prevalent in the style of
variations over a ground bass. Decorations basedi®method such as the trillo and groppo,
became part of the baroque arsenal of ‘essentiadiroents.

Vocal music was the main focus of division stylel amstruments followed suit. There are a
number of books of instruction extdfitThey are still relevant to performance today assHa
Martin Linde, in his book ‘Die Kunst der Verzierung’' denstrates. The following is a
section from a modern edition of the Tratado des@gosobre clausul as y ostros generos de
puntos en la musica de violones, Rome, 1553pf Diego Ortiz (c.1510-c.1570) —
instructions for viol players, showing a plain nildragment with a few of the 24 variations

Ex. D: Diego Ortiz — Tratado de glossas....Rome 1553

At the end of the 18 century, the division style tended to become fdised and rigid in its

use. The beginnings of opera at the start of tiecEntury saw a change in style as monody
took hold. Giulio Caccini (1551-1618), an instrurtadist and singer at the Medici court,
published hisLe nuove musich&n Florence in 1601. The prefaé&o his madrigals and

strophic songs contains instruction on figured lmas$ ornamentationThis is an important

8 The books of instruction are by Silvestro di GanéRegola RubertinandOpera intitulata Fontegara
Venice, 1535); Diego OrtiZTfatado de glosas sobre clausul as y ostros gendgeqsuntos en la musica de
violones,Rome, 1553), Giosseffo Zarlinbd Istitutioni harmonich&/enice 1558Girolamo Dalla Casdl(vero
modo di diminuitVenice 1584), Giovanni Luca ConfortBrene a facilaneniera d'essercitarsi...afar passage
Rome 1593), Guilio Caccini (Prefacelte nuove musiche,16QZ}irolamo Diruta | Transilvano, Dialogo
sopra il vero mododi sonar organi,& istromenti danmaVenice 1625),Giovanni Battista Dorlifattato della
musica scenica. 1635).

81 strunk, op. cit. pp.17-32
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source of early 17 century performance practice, expanding the stfléhe renaissance
division technique with added effects, suchmessa di voce, accernd portamento Music
examples are given.

Ex. E: Guilio Caccini ‘Amor I'ali m'impenna’ from L e nuove e musiche (1602)
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7.3 Opera

Opera became the most important and popular art ferthe 17 century. In Das Musikwerk
volume on the OpefaWolff writes that after the initial performances privatre palaces in
Florence and Modena, in 1631 in the theatre oPti@zzo Barberini more than 3,000 people
attended. (This must have been an outdoor evemi)aBy in Venice from 1637 open-air
theatres for over a thousand were presenting opExamntually there were eight such venues
in Venice. The art-form influenced not only musiat barchitecture and painting. The
extensive use of stage machinery and dazzling emstuand scenery fired the public’s
imagination and the singers became feted ‘stars’.

Ex E: Claudio Monteverdi’'s ‘Possente spirito’ from L'Orfeo. Lower stave contains

Monteverdi’'s ornaments 1607
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82 Wolff, Helmuth Christian, die Oper | Anfange big. Dahrhundert Arno Verlag Kéln Germany p.5
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Caccini complains of the excesses of some singsrg wivision ‘those long windings and
turnings of the voice are ill used; for | have absd that divisions have been invented, not
because they are necessary unto a good fashiongifigs but rather for a certain tickling of
the ears of those who do not well understand wthiattb sing passionatef{: ‘Good Taste’
and the necessity of excellent delivery as in nhetwas of the essence in baroque times. As
early as 1561 Castiglione’s ‘Book of the Courfléron ‘good taste’, was an ever-present

admonition to performers and composers.

7.4 Early instrumental music

The baroque age heralded the rise of instrumentsiarindependent of vocal music but at
first taking its inspiration from singing. From tlearly works for treble instruments, mainly

for violin and/or cornetto, such as the first winkonata, so-called, in 1610 by Gian Paolo
Cima, and the works of Dario Castello, GiovannitB& Fontana, Biagio Marini and Marco

Uccellini, to name a few, virtuoso passages irstlyee of division technique are typical.

Ex. G: Dario Castello, Sonata Prima a Sopran soldL.629)
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As the century progressed so did the virtuositinsfrumental works especially for the violin,

the most popular instrument at the time. Virtuositgis especially prevalent in Germanic
lands evident in the works of Heinrich von Bibe644-1704) and Johann Jacob Walther,
(c.1650-1717) exploiting all aspects of violin tacfue available at the time e.g. extended
range, double stopping, fast passages on runs r@egdgos, scordatura, bowing variations

such as up- and down bow stacc&tdduch of this virtuosity was based on the variation

8 |bid. p.20

8 Castiglione, Baldesar, The Book of the Courtiés2@) first English translation (1561) - translatsdCharles
S. Singleton Anchor Books Doubleday New York 1959

8 Moens-Haenen, Greta, Deutsche Violintechnik inJehrhundert. Akademische Druck-u. Verlagsanstaz G
Austria.2006, also Boyden, History of Violin Plagifsection: Biber, Walther op.cit p.223 ff.)
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technique. Biber's music is replete with dancefoed by their variations, especially in his
Mystery Sonatas but also evident in the 1681 ssnata
Ex. H: Heinrich Franz Biber Sonata V (1681)
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Books such as the John Playford’s The Division Violin $2§° were published for the
amusement and education of the amateur violinidttastify to the growing popularity of the
violin as an instrument to learn at leisure. D, in the main, stay close to the melodic
contours of the original while ‘dividing’ the inddual beats into smaller melodic units.

Ex. I: Division Violin (1659) Mr.Readings Ground (part therof)
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% playford, John, The Division Violin containing @l@ction of Divisions upon Several Excellent Grdarfor

the Violin. Facsimile Edition with introductory rex and a realisation of the ground basses by Metrgar
Gilmore. O.U. P. London U.K. 1982
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7.5 Free Ornamentation - Castrati and Sopranos

Later in the 1% century the use of ornamentation in instrumentasimbecame even more
important and ‘free’ or improvisatory, especially lialy. It was a feature of operatic arias,
particularly those of the castrati and sopranokedaing rolesAlso in Rome castrati were a
part of musical life. John Jackson, Samuel Pepgghew, attended midnight Mass on
Christmas Eve in 1699, of which Samuel Pepys nateldis diary: ‘Paluccio, an admired
young eunuch, singing and Corelli, the famous midkic.] playing in concert with at least 30
more, all at the charge of Cardinal OttobdhiThe estimate is incorrect according to Spitzer
and Zaslaw. Records show there were 53 instrumststal all strings.

In the middle of the 17 century we have a report of the state of musiRame in a letter
written by a famous French viol virtuoso (André Mags 1659). He begins by commenting
on the high standard of singing in churches: ‘Treea large number of castrati ...They are
very certain of their technique and sing the maféicdlt music at sight.” Rome had no opera
as has been stated above. He adds ‘[I]n truth éineyincomparable and inimitable in music
for the stage, not only for their singing but aleothe expression of the words, the postures,
and the gestures of the characters they play vatyrally and very well..... among the
excellent castrati the Chevalier Loreto [VittorfjdaMaco Antonio [Pasquini] hold first place;
but it seems to me that they do not sing their asragreeably as does (the soprano) Leonora
[Baroni] 28 He writes at length of her excellence as 'onehefrharvels of this world.’ He also
comments on her intonation. ‘Her voice has a walgge, is true, sonorous, harmonious; she
softens it and makes it louder (messa di voce)awithany grimaces. ....When she passes
from one note to another, she sometimes makes fgelithe divisions between the
enharmonic and the chromatic modes with such akill artistry that there is no one who is
not greatly pleased by this beautiful and difficoiethod of singing®® (Italics mine). This
method of intonation is probably the skill of thestrati which Pier Franceso Tosi laments as
having been neglected (see below) in the earlysyefthe 18 century.

Here is the evidence for the change in fashionrfimnation. ‘Just’ intonation is evidenced in

the tutor for violin by Peter Prelleur, ‘The Art Bfaying on the Violin®® published in 1731

87 Spitzer and Zaslaw, op.cit p. 119 from Samuel Bépsivate Correspondence and Miscellaneous Papers of
Samuel Pepys, 1679-1703

8 MacClintock, Carol, Readings in the History of Mum Performance, translation of Magaurs, André,
‘Response to an Inquisitive Person on the Italieelifig about Music’. Indiana University Press Blaogton

USA 1982. p.122

8 |bid p.122

% prelleur, Peter, The Art of Playing on the Violith a New Scale shewing how to stop every Notat &t
Sharp, exactly in tune, and where the Shifts ofthad should be made. To which is added a colleafahe
finest Rigadoons, Almands, Sarabads, Corants, gedaAirs extant. London U.K. 1731

32



in which the fingerboard is marked separately iarpk and flats, whereas the fingerboard of
Geminiani’'s tutor in 1751 has quasi ‘equal temperainthough he comments on the
difference that one must make between small age Isemitones.

Ex. J: Fingerboard Diagram Geminiani (1751) and Préeur (1731)
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7.6 Growth of Opera

In the 17" and 18' centuries opera continued as the most populanefrtusical performing
arts, especially in Italy and later in England. €#s and sopranos were especially feted and
copied. On castrati, Raguenet comments: ‘the voideabeir singers, who are for the most
part castrati, being perfectly like those of theamen’®* There is a dearth of written-out (free
ornamentation) examples from ltaly as it was thél-sming of the form with performers
schooled in the art of improvisation. We have exiaspf three ornamented arias written by
Handel as it is thought that when the Italian sppsawere not available for revivals Handel
wrote out the embellishments for the replacememyess?. These arias are from the opera
Ottone (1723), one of which is ‘Affanni del persiémwhich had been written for the famous
soprano Francesca Cuzzoni. Her ‘succes©ftone was sensational” It is pertinent to
remember just how important a role music playethélife of people at that time and also the

way it affected them emotionalfy.Performances of music, particularly singers inrapeere

°L Strunk, op.cit translation of Raguenet, Frang@iarallé des Italiens et des Francais’ (1702). .11

%2 Seligman, op.cit. p.5 footnote 22

% Handel, G.F.Three Ornamented Arias (from Ottoedjted by Winton Dean . Oxford University Press@97
% Dean, Winton, Handel in New Grove. Macmillan Londd.K. published in hardback 1982 p.31

% Schmitz, , Hans-Peter, Die Kunst der Verzierund BnJahrhundert, Barenreiter, Kassel, 1979 p.11
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avidly followed, with displays of virtuosity in ‘@@agi’ a highlight. Even though some
‘theorists’ complained, the ‘public could not gebeigh of this*® Attitudes and the practices
of improvising decorations are important to thisdst to understand the milieu in which
Dubourg and Geminiani worked and composed.

Ex.K: Georg Frideric Handel from the Opera‘Ottone’ — ‘Benche mi sia crudele’
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8 Pier Francesco Tosi

‘Passages or Graces being the principal Ornamerfiimging and the most favourite Delight
of the Judicious, it is proper that the Singer kepattentive to learn this Arf’ Tosi

Although there is a dearth of instruction manualsttee free ornamentation of music during
the second half of the £7century, we do have a witness to the practicethatf time. Pier
Francesco Tosi (1653-1732,.a celebrated castristmcamposer and teacher, wrote a treatise
on singing titled Opinionide’ cantori antichi e moderni, o sieno Osservazsypra il canto

» 98

figurato’ *® published in Bologna in 1723. It is pertinent ézard that the English edition in

1743, translated by Galliard, was dedicated tativd Earl of Peterborough, whose wife was

% |bid. p.22

" Tosi, Pier Francesco, Observations on the Flosiigorig.1723) translated into English by Mr. Gail .
London 1743 Minkoff Reprint Geneva Switzerland78€h. X p.174

% Tosi, Pier Francesco, Opinioni de’ cantori antielmoderni, o sieno Osservazioni sopra il cantoréitp.
Facsimile edition Broude Bros. New York 1968.
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Anastasia Robinson, one of Handel's leading opéngess from 1714-24° (not to be
confused with Anne Robinson also a singer in Haadgicle). Tosi was seventy years old at
the time of the initial publication of the ‘Opiniphwhich, as well as being an instruction

book on the art of singing, ‘the most importanttw epoch®°

paints a picture of the state of
singing in Italy at the height of his career, ilee 1670s onwards. This he contrasts with
‘modern times’ i.e. 1720s. David Fuller in his elgi on Ornamentation in the Companion to
Baroque Music (Sadit} treats this subject at some length. Tosi was ésihepraised for
his expressive style. He travelled extensively, kivag in London'°¥(1692), at the Viennese
court (1705-11), as composer and diplomat to Cdahann Wilhelm of the Palatinate, at the
Dresden court (1719) and in Bologna (1723). He tduily orders in 1738 The treatise
was in use, read, studied and cited by singinghteracfor over 50 yearg? It was translated
into English in 1742 by John Ernest Galliard (c.2-8949) as Observations on the florid
Song® and into German in 1757 by Bach'’s pupil, Johariadfich Agricola (1720-1774) as
‘Anleitung zur Singkunsf®. The original contained no notational examples thig was
reversed in the translations, especially numeroubkat of Agricola, who also adds extensive
commentary. In all branches of art in the 18th eentgood taste was the central and most

important element. For Agricola, Tosi’s work islayzloyer for ‘Good Taste”’

A difficulty with the translations is that of thert chapters, two in both Galliard and Agricola
use conflicting nomenclature. The fourth chaptBel‘Passagio’ in the original, is translated
by Agricola as ‘Von den Passagien but by Galliszd@n Divisions’. The tenth chapter called
‘De Passi*®®is translated as ‘Von den wilkiirlichen Verandermgles Gesanges’ in Agricola
but is ‘Of Passages or Graces’ by Galliard. Foltayihe introduction, Tosi gives advice and

instruction to a teacher (of a soprano — chaptertlle special technique for a coloratura

% Seligman, Elvadine, Understanding the Art of Vdgaibellishment in Handel’'s Opera Seria. DownloadsM
645- Seminar in the Baroque Era, University of Nerh Colorado, Dec 5 2007. p.3 n.12 Also in LaraylP
Henry, George Frideric Handel. W.w. Norton New Y&I8A 1977 see index 6 entries.

190 Habbck,Franz, Die Kastraten und Ihre Gesangskeits, Gesangsphysiologische Kultur und
Musikhistorische Studie. Deutsche Verlags-anstaitt@art 1927.p. 86 ,Mit der Arbeit Tosis, als deichtigsten
der ganzen Epoche® Kapitel 11l und VI ausfihrlickhiandelt.

191 See Fuller in Sadie op.cit.417ff.

192 careri, op.cit. p.20 reporting Hawkins on the Aeaxy of Vocal Music in London ,Tosi frequently sahere
and Bononcini, who was a member, played solos ewithioncello’.

103 3adie, op.cit p.89

194 |bid. p.426

1% Galliard -Tosi, op.cit.

108 Agricola, Johann Friedrich, Anleitung zur Singkun&anslation of Tosi Berlin 1757 edited and with
commentary by Seedorf, Thomas, Barenreiter Verlagskl Germany 2002.

07 seedorf, Thomas, Einflhrung in Agricola, Facsineiffition p.xv from Marpurg, Friedrich,
Historisch.kritische Beytrag zur Aufnahme der Mudik55

1% My colleague, Gariele Micheli, Professor for hachsrd and historical performance practice in Livor
Italy, informs me that | Passi’ nowadays referstmall ,flourishes’ at pauses, cadenzas etc.
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soprano and a castrato), a student (chapter 6)caadsinger (chapter 9). Other chapters deal
with the appoggiatura (ch. 2), the trill (ch. 3l&ri- shake in Galliard), recitative (ch. 5), arias
(ch.7 - airs in Galliard) and cadences (ch. 8).

Tosi noted that fifty years ago’ (i.e. about 16 0@hamentation reached a degree of excess:’|
must still add, that vergncientlythe Stile of the Singers was insupportable, (aaviehbeen
informed by the Master who taught meSol-fg by reason of the Number &assagesnd
Divisionsin their Cadencesthat never were at an end, as they are now; laaidthey were
always the same, just as they are now. They beaamast so odious, that, as a Nusance [sic.]
to the Sense of Hearing, they were banished witsouhuch as attempting their

Correction.’®® Now the excessive ornamentation had returnedesinexpected the orchestra
to wait for their long cadenzas. But, ‘easy Velgaind true Intonation’ was required; ‘for
when they are well executed in their proper Ploey deserve Applause, and make a singer
more universal, that is to say, capable to singnin Stile.*'° The implication here is that the
fact that there was excess, proves that thereiggrtevas ornamentation and, as Fuller
suggests, ornamentation to an unprecedented dégrabe judgement of our ears; ‘what
offended Tosi was ornamentation of a luxuriance ighalmost inconceivable toda}* Tosi
encouraged singers to vary their ornamentationyetiere they appeared on stage, so that
with perpetual variation, no performances were idaptd. The following is noted by Fuller
and quoted in Galliard-Tosi, when discussing vgriatthe da-capo aria quote: ‘The most
celebrated among the Ancients piqued themselvesbyng every Night their Songs in the
Opera’s, not only the Pathetick, but also the Albleghe Student, who is not well grounded,
cannot understand this important TaSk.A footnote on this page seems to express Galtiard’
dissatisfaction with excessive ornamentation: ‘Witle Deference to our Author, it may be
feared, that the Affectation of Singing with Vagiehas conduced very much to the
introducing a bad Tasté™®

His advice was that to learn this skill one shazhdnge the ornamentation at every rehearsal,
building up from a few embellishments to more araten In Tosi’s Observations for a Singer
he states: ‘To sum up all, he will call none a 8ingf Merit, but him who is correct; and who
executes a Variety of Graces of his own, whichSk8l inspires him with un-premeditately

knowing that a Professor of Eminence cannot, ifMoeld, continually repeat afir with the

19 Galliard-Tosi, op cit. p.129-30
10 Galliard-Tosi p.51

1 Eyller, in Sadie, op.cit p.424
12 Galliard -Tosi p.94,

3 |bid. p. 94 n.5
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self-samePassagesand Graces He who sings premeditately, shews he has learhisd
Lesson at Homée"* (Italics, Galliard.)

Intonation is also an important element. Tosi wasaponent of solmisation in teaching —
using the six syllables of Guido d’Arezzo and neten. This system was more complicated
and was giving way to the new easier method dulkeeémodern music’s’ use of enharmonics
and chromaticism™ For Tosi this created bad intonation. Matthesos waupporter of this
new stylé'® while Fux was against it. Bach had issued his fiook of the Well-Tempered
Klavier in 1722 It is interesting to speculate Dosi’s disquiet at the state of singing at the
time, especially on that of ‘excessive’ displays avhamentation and of lack of ‘pure’
intonation. One year before publication of his wdtk22, Carlo Maria Michelangelo Nicola
Broschi (1705-1782), whose stage name became Rargeve his sensational debut at the
age of 17. His feats of virtuosity became leg&rid.ondon, in the throes of enthusiasm for
the Italian opera, had been used to hearing castlike Senesino who had a contralto voice.
Farinelli, with his soprano voice and incrediblehrique was a sensation. He was paid vast
sums, feted by the nobility and once received axtiom lasting five minutés®.

Ex L: Carlo Broschi Farinelli ‘Al dolor che vo sfogando’ (1737)

Thomas Seedorf, in his introduction to the Bardardacsimile, speculates that perhaps Tosi

was not complaining about individual singers bujeoted to the style of ‘excessive’ free

1 Galliard — Tosi, op.cit. Ch.IX p.169

115 Seedorf,.p.xix

116 Mattheson, Johann, Das Vollkommene Christian HierAmMburg 1739. Facsimile- Documenta Musicologica
Barenreiter Kassel Germany 1980

Capellmeister. p.41ff.

17 Schmitz, op.cit. Aria ,Son qual Nave’ by RiccarBmoschi (brother) with ornamentation by Farineiisf
performed Venice 1730. p.76ff.

118 Barbier, Patrick, Farinelli Der Kastrat der Kénigiée Biographie. Econ Duisseldorf, Germany 1993 pusd
Chapter 2ff.
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ornamentation at that time. It should be rememb#ratithe Dubourg and Roman ornaments

to Corelli were being written at about this time.

8.1 Quantz’ Comments

The inordinate popularity of Corelli's sonatas ahd extent to which they were dispersed
throughout Europe at the time was echoed much latehe Quantz tutor, cited above.
Though written mainly for orchestral players it tesvealth of information on performance
styles. In the chapter -Of Cadenzas: ‘I treat hadréhat extempore embellishment created,
according to the fancy and pleasure of the perforimg a concertante part at the close of a
piece on the penultimate note of the bass ..... It peaxbaps less than half a century ago that
these cadenzas became fashionable among the stalimhwere subsequently imitated by the
Germans and others who devoted themselves to giagid playing in the Italian style.....It is
more probable that cadenzas first came into use #fe timeCorelli published his twelve
solos for the violin, engraved in copper.’

Ornamentation has always been a part of music pedaioce, certainly up to the twentieth
century. Apart from the realm of jazz and some ®oh‘modern’ music (e.g. chance music),
performances in the #0century have very little of improvisation. Strasiky abhorred any
change to his score and is ‘credited’ with the seitg for strict adherence to text which has

been a feature of ‘art’ music in the western world.

9 Other Examples of Ornamentation and Secondary Liteature
to Corelli’'s Opus 5

‘The impact of Corelli'sSonate a violino e violone o cimbatmp.5 on 18 century musical
life is evident from their unparalleled publicatibistory and by the existence of numerous
period copies with added elaboratidf?’ These were in published editions and also in
manuscript. Over the last forty years many of thesee been collated and discussed. In 1972,
before the Dubourg book had been sold and thereddst’, David Boyden published two
articles, one concentrating on the Dubourg ornasmemtd the other on ornaments by
Geminiani, Dubourg, Tartini and the ‘Walsh Anonyrsguhe latter so-called because it was
found inside a Walsh publication. The articles,ravapecifically, 'Corelli’'s solo violin

sonatas ‘Grac’d’ by Dubourg published in the Fawift for Jens Peter Larsen,

119 seletsky, Robert, 1Bcentury variations for Corelli's Sonatas, op.5tl§Music February 1996. p.119
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Copenhageli® and ‘The Corelli ‘solo’ sonatas and their ornamaértdditions by Corelli,
Geminiani, Dubourg, Tartini, and the ‘Walsh’ Anongus in the Musica antiqua Il Acta
Scientifica Bydgoszcz Polaffd, respectively. Subsequent to this Hans JoachimxMar
published his ‘Some Unknown Embellishments of dor¥liolin Sonatas’ in the Musical
Quarterly Jan. 1978 adding two more sources, namely the Manchestittesn Cambridge
Anonymous. He followed this with his article in teepplement volume of the1980 edition of
the ‘Historisch-kritische Gesamtausgabe der muisi&aén Werk’ of Corellt* In Walter
Kolneder's book in the chapter on Coréfif,there are 3 bars of Corelli's and Dubourg’s
ornaments from the Opus 5 no.5 mvt>IConstant research has created a veritable flood of

examples

9.1 William Babell

There are two books of 12 sonatas each publishéfddgh c.1725 with the titles: XII Solos
for a Violin or Hautboy with a Bass, figur'd foréhiHarpsichord with proper Graces adapted
to each Adagio by the Author composed by Mr. Wm @lallate organist of Allhallows
Bread street and One of his Majesties Private Mu$tart the First of his posthumous Works.
The second set reads similarly but the title addiita: Xl Solos for a Violin Hoboy or
German Flute... Part the Second.

Ex. M: Sonata Il (Part the Second) William Babell

e
b

s

R

Three associates of Babell (c.1690-1723) were JdPaésible, French bass violinist and

recorder virtuoso, William Corbett, celebrated wigt who also worked in Italy and ‘a third

120 Boyden David, Corelli's Solo Violin Sonatas “Grdtby Dubourg Festschrift for Jens-Peter Larseried.
Scirring and H. Glahn 1972 Copenhagen pp.113-25 .

121 Boyden, David, The Corelli ‘Solo’ Sonatas and tlwehamental additions by Corelli, Geminiani, Dulgyu
Tartini, and the ‘Walsh’ Anonymous in the Musicdigna Il Acta Scientifica Bydgoszcz, Poland 197391 -
606.

122 \arx, Hans Joachim, ‘Some Unknown EmbellishmefiGarelli’ Violin Sonatas’ in the Musical Quarterly
Jan. 1975 p.65-76

123 Marx, Die Uberlieferung der Werke Arcangelo CdselCatalogue raissoné, in Arcangelo Corelli:
Historishc.kritische Gesamtausgabe der musikali¥¢aeke, Supplementband Cologne 1980 pp. 165-842214
124 K olneder, op.cit. p.303

12%|pid. P.306
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and younger associate of Babell was the Englistinvimodigy Matthew Dubourg'*° Babell
died when Dubourg was 20years old. Babell set Ha&enaldo arias for the harpsichord
and was maligned for these by Burney. Apart fromjtistification of this or not, an article by
Charles Gower-Price in Early Music February 20Fkeé ornamentation in the solo sonatas
of William Babell: defining a personal style of ingwised embellishment’, writes that ‘these
sonatas are another matt&r.’| possess these sonatas. Some are extensivelynenied,
mainly in the slow movements and where this octhesoriginal melody is not given. Babell,
who died young, was a violinist and organist. Altbb the sonatas are mainly in flat keys
which favour winds, Gower-Price contends that tleismas — or ‘fioriture’ as he calls them-
would be extremely difficult to play on a wind instnent. The article treats the sonatas
thoroughly — with tables for the degree of decorain the slow movements. Here we have
melisma somewhat resembling Dubourg’s and Romam®t every sonata has the same
amount of embellishment — some are rather spatsedyed - after sonata 6 in the second
book there is less - but the majority have quiteimber of these long melismas, though not

as much as in the movements of Dubourg and Roman.

9.2 Michael Festing

| own, in Facsimile, a set of ‘Six Solos for a lioand Thorough-Bass composed by Michael
Christian Festing Op.7. The sonatas are all of@heirch’ type and have some quite virtuosic
writing and many ‘free’ embellishments, particwatthe first movements of sonatas 3 and 4.
The last movements to sonatas 2 and 4 are Airs Matiltions. Number 2 has 6 variations
each of increasing difficulty. Number 4 uses anffdm an opera by Festing with variations
resembling Geminiani's True Taste examples.

Michael Festing (1705-1752) wrote embellishmentsCurelli's sonatas which have only
recently come to light® as has been noted above. They are dated by Joknatobeing
between 1731 and 1740. Festing was a student dlaRicJones and then of Geminiani. He
was a well-known virtuoso and becarWaster of the King’s Musick from 1735 until his
death in 1752. Dubourg then came back from Dubiih@ok over the post in that same year.
It is interesting to note that a sonata from opwghtch has ornamentation by Festing is the
Sonata no.9, the very one which has the Geminiar@ments in Hawkins and the sonata for
which we seem to have the most examples (see heldweye are however other examples

shown in the article by Johnstone, (a full studyhafse has not been made as far as is known)

126 Gower-Price, Charles, Free ornamentation in the smatas of William Babell: defining a persongles of
improvised embellishment. EM XXIX/IX, p.31

127 bid. p.48

128 j3ohnstone, op.cit.
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which are also the same movements decorated byudgilamd Roman, i.e., Sonata no. 5 slow
movements. One of the subscriber’s to Festing'es$Swalas Joseph Gibbs Organist of Dedham
in Essex.

Ex. N: Sonata IV Op.7 Michael Festing

| have also a facsimile of sonataspseph Gibbs(1699-1788) of Essex: Eight Solos for a

Violin with a Throrough Bass for the HarpsichordBass Violin composed by Joseph Gibbs

(1746). These also, like the Babell and the Festiage decorations, melismas but no plain
melody written. The final sonata for Gibbs contaanSugue and what appears to be a novelty
for the final movement of an imitation of huntingrhs. His decorations are not quite as

lavish as those of Festing, but still quite chalieg. These solos are said to reveal the
influence of Geminiani, Veracini and FestiHg.

Ex. O: From Sonata V Joseph Gibbs
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129 3adie, op.cit. p.310
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9.3 Early Music Magazine:

9.3.1 Neal Zaslaw:
The entire issue of Early Music February 1996 wesoted to the Corelli op. 5 sonatas. The

excellent article by Neal Zasla& therein lists all known sonatas and movementsmemed
up to the time of publication. He lists in a tabled discusses many of the 20 examples which
he cites. He comments that a further example, bghltl Festing (1705-1752), a pupil of
Geminiani, was discovered by H. Diack Johnstonelat®to be included in Zaslaw’s article
but that it would be discussed in a further isstieEarly Music.that yeat’* This was
subsequently done in the November issue. On stgdfie examples Professor Zaslaw’s
contention is that ornamentation during the eightieeentury became progressively more
excessive and that this would have necessitatedgagssive‘slowing down’ of basic tempos
to the works. This will be briefly discussed belowthe section ‘Tempo in the Performance
of Free Ornamentation.’

H. Diack Johnstone in that article comments * kkusious to note that, of the 20 sets listed by
Zaslaw in his table of sources at least half araé@ycentury English violinists, or at any rate
of English provenance , and none it seems, is fhger 1750

The earlier issue also contained articles whicHtdeigh various aspects of performance of
these works. The baroque violinist, John Hollowag lritten on performance ‘Corelli's op.
5: text act... and reactioh® He also comments on the Roman ornamentationspédew in
the section on Roman). In the November issue oks#me year, Holloway’'s harpsichordist,
Lars Ulrik Mortensert*!discusses the continuo part in detail and takemissth Peter Walls’
article™® of the February issue which was entitled, ‘PerfagrCorelli’'s Violin Sonatas, op.5.
In it Peter Walls discusses the merits of variaeordings of the Corelli Op.5, including LPs
of the past. Also in the November issue, David Watls mentioned in the section ‘Puzzle of
the Violone o’ in this paper, discusses the maiita cello capable of filling out harmonida

the February 1998 issue of Early Music, Peter Allsarticle ‘Da Camera e da ballo — alla
francese et all'italiana’ discus$&the background to Corelli's so-called sonate daera, a

term, which apparentely was of little consequernc€arelli as he applied it only to his op. 2

130 7aslaw, op.cit. pp95-115

131 Johnstone, H. Diack, Yet more ornaments for Ciselliolin Sonatas, op.5 Early Music November 1996.
pp.623-33

132 pid. p. 623

133 Holloway, John, Corelli's op. 5: text act... anéedon EM XXIV/IV pp.635-640

134 Mortensen, Lars-Ulrik, ,Unerringly tasteful’?: pmichord continuo in Corelli's op.5 sonatas. EM XXV
pp.665-679

35 \Walls’, Peter, Performing Corelli’s Violin Sonatamp.5. EM XXIV/I pp. 133-142

3¢ Allsop, EM XXVI/I p.87-98.
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sonatas.There was not such a precedent for tleihétnotes, it having been been more often
applied to individual pieces or dances (he quotagell, p.200 on this in the same issue of
EM.).

Apart from the articles mentioned above there reenba steady stream of monographs etc.

devoted to Corelli’'s Opus 5 not to mention perfonces and CDs.
9.4 Books:

9.4.1 Saskia Fikentscher
In 1997 a book by Saskia Fikentscher, a baroquispbappeared®” in the Libreria Musicale

Italiana series entitledDie Verzierungen zu Arcangelo Corellis Violinsomat®p.5, ein
analytischer Vergleich unter besonderer Besichtgguier Beziehung von Notation und
Realisation1997, first written as a Diplomarbeit in 1992. §bibok has since been reissued.
In it eight examples of ornamentation to Corelli@pus 5 sonatas are examimed,
concentrating on notational aspect of three slowenwents only. The Roman examples are
not considered. The work is extremely thorough. ®heament examples are classified into
two main groups, i.e. exact or inexact notatiorthwmixed forms being conceded.

In my opinion this classification is simplistic amghores the styles of the ornamentation. It is
significant that all the examples from the comps<er the original) do not apply this method
in any way. When the embellishments exceed normttion melismas are left intact. This
way the performer has at least some freedom ofrgré&ation, some opportunity for
spontaneity. To teach any other way would be toaterea ‘straight-jacket’, stifling
individuality. This is of course a personal opinidcy van Dael’'s admonition to playing the
‘Corelli’ ornaments was — ‘play them as if you yself had just thought of them’. In a
modern edition taken from the famous Anthology eh-Baptiste Cartier, ‘L’Art du Violon’
(three editions between 1798-1803) of seven sorataBietro Nardini, (1722-1798} the
exceptionally florid ornaments to his sonatas ob7are written mathematically where
possible. However in the sixth sonata there ares min23 and 26 notes! As the original
manuscript is lost we cannot know if the text verittin this manner was the work of the

Anthology editor or Nardini himself.

137 Fikentscher, Saskia, Die Verzierungen zu Arcan@airellis CiolinsonatenOp.5, ein analytischer Vergleich
unter besonderer Besichtigung der Beziehung voativot und Realisation.1997 first written in 1992.

138 Nardini, Pietro, Seven Sonatas (1760) from L’Att Biolon works from the Anthology of Jean-Baptiste
Cartier, (1798-1803) selected by David Sills. Perfer’'s Editions New York (no date given)
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Ex. P: Sonata VI Mvt.1, Pietro Nardini (1760)

Three methods are chosen to illustrate a ‘lateythrhic order’.

(a) Using the ‘Corelli’ ornaments to Opus 5 no.& reduction of the ornamentation to its
harmonic base is made. This is an excellent id¢#skaf course always somewhat subjective.
(b) An attempt to divide the ornaments into ‘beatgj. dividing a melisma into a series of
sextuplets for example and making use of excesba@ming (64ths and 128ths where
necessary)

(c) Marking the note to be emphasised in a group.

In my opinion this may be one method of teachingrionisation but it misses the point of
‘sponaneity’ entirely.

For an analysis of the same sonata, (No.1) secertibs, method two is used to compare the
Tartini and ‘Corelli’ notation.

In Sonata No 3, mvt 3 the Walsh Anonymous, Walshifient Master’ and ‘Corelli’ with
also the Walsh Anonymous Bass are notated. (ThesWAhonymous is regarded as a
keyboard versiortf°. The problem with this method is that it often mtely on personal
taste. Even here with the ‘Corelli’ ornaments halusons are contrary to my own. So this
cannot be a definitive solution.

‘Corelli’ and Dubourg are contrasted using Sonatavb 1. Here the rhythmic solution for the
‘Corelli’ ornaments seem acceptable but are tooherattical. For example in the first bar
where Fiktenscher has demisemiquaver sextupleéteand of the bar my preference is for a
‘leaning’ on the third note of this group. The Dubg notation has likewise the same problem
even though the work is commendable. Of this sosatamy analysis below plus the CD

provided tracks 1 -2. The fact that for most of kelutions my own are diverse, shows the

139 7aslaw EM op.cit Table 1 Sources. ‘For keyboan:sEnglish provenance c. 1720’ p.99
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difficulty, and in some ways, the impossibility, obtating ornamentation adequately. (See
Roger North’s quotation below in the Written-oun@mentation Sectoion)

Two further examples, both for the first movemehtSonata no. 9, are given, this time
without attempting to ‘correct’ the rhythm of thenamentation for the florid ones (Dubourg
and Walsh Anonymous ), which would be well-nigh ompible with Dubourg. Seven
examples are written out by hand, attempting te lthem up with the bass. Tartini,
Geminiani, Manchester Anonymous 1 Manchester Anaug® (two staves with each sonata
from Sonata 7 — see below), Cambridge AnonymoudshMWAanonymous and Dubourg, the
Corelli score and beneath the Walsh Anonymous ddssentire movement is followed by a
three page analysis. It is mentioned that the Mastetln Anonymous are probably for teaching
purposes with which | agree and my contentionas these are not really attempts to write an
ornamentation for the sonata itself as the ‘affektot present. John Holloway also notes in
his article that these seem to have been usedbasia for technical exercis&®:

For my performance of Sonata no 9 (all movemems)tse CD provided Tracks 6-11.

(For my performance of the Sonata no. 1 movemehefe is a CD ‘La Prima Stravaganza
Sonatas of 17 Century Italy’ by Capella Corelli. Move 3208 Mellmme, Australia).

9.4.2 Peter le Huray
In 1990 Peter le Huray published his AuthenticityFerformance, Eighteenth.Century Case

Studies. In it he has chosen ten works with whizhlltstrate Performance Practice. The
Chapter on Corelli’'s Violin Sonata Op.5, No. 11asmini-tour in 21 pages of string-
performance practice with some time spent on Misffaullian rules. A few pages and one
small example are devoted to the ornaments of DigbtmuSonata no 11. The sonata itself is
briefly analysed and some hints for playing Dub&irgmbellishments are given. This
consists of the admonition to play the slow movetsisomewhat freely with ‘give and take’

and the fast ones more metricdify There are some nice musical examples.

There is a book by Dominik Sackmann, Bach und do®iudien zu Bachs Rezeption von
Corellis op.5 unter besonderer Beriicksichtigung,8@genannten Arnstadter Orgelchorale”
und der langsamend Konzertséatze. Sackmann’s thagter is a discussion on the ,Corell’

ornaments specifically to Sonata Opus 5 number G major and how they relate to Bach.

4% Holloway, op.cit. p.637
11 Huray, Peter le, Authenticity in Performance Eegirith-century case studies. Cambridge University
Press,Cambridge U.K. 1990 pp. 24-44
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He describes the ornaments mainly in relation tonleay and rhythm and on the treatment
of contrasts between ‘resting points’ and melismas.

There is also an article by Rudolf Rasch (Utrecint)Analecta Musicologica which is from
the Deutschen Historischen Instituts in Rome, 200fs has a table of Italian compositions
brought out in Holland, among them of course, Qiselorks. Rudolf Rasch wrote the
history of the printing of Corelli's Opus 5 in tloeirrent Collected Edition of Corelli volume

[Il on the Opus 5 sonatas.

10 The Musical Scene in England

The study of Handel’s life paints an excellent piet of the state of music in England. The
intrigues, the highlights and the failut&sare a mirror to life in London at that time. Dubgu
was one of Handel's associates. Italian singersevike drawcard, especially the castrati
Senesino and the sopranos Cuzzoni (see above)@ddr. Their rivalry and their prowess
were legendary. It is then not to be wondered fhatrumentalists were interested in
emulating their skill at improvisation.

In 1710 the Academy of Ancient Music was foundedLondon heralding what was to
become a flourishing concert scene. It was testatoghe growing popularity of music in the
capital, especially instrumental music as an adjumt¢he opera. Veracini, the great violinist,
during his first visit to London in 1714, ‘gave ladih concerts and performed his own
concertos between acts of operas at the Queenatrehi¥ This was the year of Geminiani's
arrival in London and a year before Roman’s arrilibourg was only 11 at this time.
(Veracini was resident again in London from 1733w88n Burney reported that ‘there was
no concert now without a solo on the violin by i) *,

The enormous wealth that had been accruing dugetgdins from the ‘New World’ gave the
nobility and ‘gentlemen’ large amounts of money amde. The violin became a popular
instrument for amateurs to learn and money couldhbde from teaching them. Initially the
standard of the English professional was poor imgarison to the Continelfit but with the
influx of professionals, mostly Italian, this chagdrastically. A ‘cult of Corelli’ had been
created by the publication, first of his ‘consordsd then of his sonatas to quote Roger North

writing in 1710: ‘Then came over Corelly’s firstresort that cleared the ground of all other

142 5ee Dean, Winton, Handel, The New Grove op.céoAlang, Paul Henry, Handel. Also Flower, Sir
Newman, Handel.

143 sadie, Julie, op.cit. p.48

144 1bid. p.49

145 careri, op.cit. p.8
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sorts of musick whatsoevelf*® ‘But that which contributed much to an establishinef the
Italian manner here, was the travelling of divessiyg gentlemen into Italy, and after having
learnt of the best violin masters, particularly €lby [they] returned with flourishing hands;
and for their delicate contours of graces in tloevgbarts, and thetaccatoand spirit in other

kinds of movements, they were admired and imitat&d.

10.1Francesco Geminiani Biography

Francesco Geminiani (1687-1762), born in Luccaynlethe violin from his father, Guiliano,
himself a violinist at the Cappella Palatina of tacAccording to Careri, Geminiani’s first
absence from his home in Lucca was from 1704-1T@% may have been the period when
he studied with Lonati in Milan or when he was ionke. In 1707 he took his father’s place in
the Cappell Palatina but stayed otwo years working again in Lucca, leaving in 170@re
though his salary was increased. Until his deparfar England in 1714, it seems there is
little knowledge of where he wabough there were reports of his playing in Nape=e
below). Geminiani asserted that he was Corelli's pupil.sTict, recorded by none other than
Charles Burney and Sir John Hawkins, has now bémtlenged by Enrico Careri in his
biography, ‘Francesco Geminiatf® on the following grounds. As noted above, Corelli
responsible for practically all the public musicRome, employed not only a vast number of
players who were ‘on his books’ but also used ckgpstudents of his own. Careri states that
between 1704 and 1707 there is no mention of Gamirn any of the extant records from
Rome!*® ‘His name appears in none of the numerous docwsnesgently discovered in
various Roman archives that shed light on musicaivides in the city during the late
seventeenth and early eighteenth centuries; ribfaand in the records of the Congregazione
dei Musici di Santa Cecilia , the corporation toiethall professional musicians in Rome had
to belong**®. He probably visited Rome but only for a shortgiand had met Corelli, which
he later commented on in tReeface to his Treatise on Good Taste.

In 1714 he went to London, subsequently becomirg rttost important Italian violinist
resident in Britain. Corelli was the magic word. ®¥hGeminiani arrived in London at the age
of 27, announcing that he was a pupil of Cordllagened all the doors for him.

His influence, in introducing the Italian style tbe British Isles, was immense. That

Geminiani was an excellent violinist, and a virtoos beyond dispute The biography reports

146 North, op.cit. p.310ff
147 bid. p.310

148 Careri, op.cit. p.5ff.
149 bid. p.5

%0 |bid. p.5
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the following from Hawkins: ‘In the year 1714 henoato England, where in a short time he
so recommended himself by his exquisite performsmicat all who professed to understand
or love music, were captivated at the hearing ramg among the nobility were many who
severally laid claim to the honour of being hisrpas...*** He is reputed to have played for
George | in 1716 with Handel as his accompanists Tas the year of his opus 1 violin
sonatas, which he later revised and ornamented789.10f the opus 1 sonatas Burney
wrote:’'Not only was the style of these pieces peclyl elegant, but many of the passages
were so florid, elaborate, and difficult of exeoutj that few persons could perform them; yet
all allowed their extraordinary merit, and many rvanced them to be superior to those of
Corelli."**

His aristocratic pupil, William Capel, Lord EssEX,attempted to have him named Master
and Composer of the State Music in Ireland bug (8ebourg’s biography below) Geminiani
is said to have rejected this on religious grouadsheing Catholic his was not the confession
of the ruling class. This statement has now bedleccanto question by Careri who cites
Geminiani’s lifelong desire for independeriééDuring the 1730s he made successful visits
to Ireland and France. Tartini named him ‘il Funblo’ due to his playing style and Hawkins
and Burney both praised him. For his first ten gaarEngland Geminiani’'s fame rested on
the publication of his Opus 1 violin sonatas basedhe style of Corelli and on his abilities as
a violinist, though his public appearances were.r&éte was also very sought-after as a
pedagoue, ‘His reputation was of course based ynaimhis activity as a teacher, which must
have been one of his main occupations, to judgelméom the number of his pupils. Many
of them became renowned musicians, such as thaistoMatthew Dubourg, the composers
Charles Avison, Michael Christian Festing and He@arey, the organists and composers
Joseph Kelway and John Worgan, the singer Cecitiang and the music-publisher Robert
Bremner.**® Cecilia Young was the composer Thomas Arne’s Wifee footnote to Dubourg
below)

His opus 4 violin sonatas from 1739 are, like oputechnically demanding but also manifest
the trend towards writing out embellishments fog glow movements, some of which are

unusual and have an extensive rahj&hese sonatas were written after a trip to Paris a

51 bid. p.9 quoting Hawkins General History of theighice and Practice of Music (1776). ii 847

152 Hawkins, Sir John, and Burney, Charles, A Genidistory of Music Vol.Il. G.&B.Whittaker and Simpki&
Marshall London 1819 p. 335

153 careri. op.cit. p.21

154 1pid. p.21

155 |pid. p.21

1% 0Opp 1 and 4 available in facsimile from SPES air&hce. .
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according to Careri, ‘clearly show a strong Freimfluence.™®’ At the urging of Matthew
Dubourg, Geminiani went to Dublin where he remaioetl 1740. He opened a concert room
in Dame Street (Spring Gardens), known some yeses s ‘Geminiani’'s Great Roohf
where he gave concerts as well as lessons and dhog/paintings.

Ex. Q: Sonata No. lll Op 4 Francesco Geminiani (439)

Careri states approximately every fifteen yearshange in style can be detected in his
composition¥®. The “florid’ style in Geminiani's op 4 sonata®ifn 1739is totally different
from his ornamentation in the True Taste and Goastd treatises, bearing in mind of course
that the latter works ornament a specific tune amdharmonic progression. Nevertheless the
ornaments in the slow movements in opus 4 are ictose ‘Corelli’ embellishments and the
‘florid ornaments of Dubourg than his own ornametdsthe Corelli Op 5 no 9 which
resemble the later style as exemplified in Telernsaiethodische Sonaten. Of the opus 4
sonatas Careri states that ‘It is especially inglesv movements that Geminiani loads the
upper part with every conceivable kind of embetiigimt, making the melodic line even more
angular and contorted than in Op®® For Careri the French influence shows in ‘firgte
extraordinary abundance of ornaments and marksxpfession and, second, the marked
simplification of the bass part, which is the résafl a predominantly homophonic style of
writing’. *¢*

Geminiani was Dubourg’s teacher from an early agg eould very well have been a key
figure in forming Dubourg’s style. He was fond afeworking’ his own and others’
compositions. Corelli's opus 5 he set as Concertis€l, harpsichord transcriptions of his
opus 1 and 4 (1741) and concerti grossi of opus743). His opus 5 cello sonatas, he also
transcribed for violin (1746) and in 1757 set himaopus one as trio sonatas.

157 Careri, op.cit. p. 96
%8 Ipid. p.29
159 |pid. p.55
160 |pid. p. 98
%1 bid. p.98
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10.1.1Geminiani’s Treatises

Geminiani belonged to a group of Italian artistsLiondon who ‘embraced the role of
educators of English taste, regarding themselvesoatnuers of what they considered the
true classical tradition....as representatives ofnlest genuine form of Italian culture... the
Arcadian academy®? In 1748 he publisheRules for Playing in a True Tastehich includes

a Preface of two pages with explanations of hiesigus a table of ornaments. The work has
four tunes subjected to diverse embellishrtfdmeant for violin and basso continuo though
there are some sections with an accompanying lo#ss s

Ex. R: An Irish Tune from ‘Rules for Playing in a True Taste’ (1748) Francesco

Geminiani
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It should be remembered that these treatises wargvritten in a vacuum so to speak. The
English had a taste for ‘songs’ and ballads and iGiem probably performed such works at
concertsThe style of ornamentation is of the theme andati@am style and Geminiani shows
a remarkable diversity of ideas. The following ybarpublished Treatise of Good Taste in
the Art of Musiclbased on Scottish tunes. These received similaintent, but were for one
and two melody instruments, and were not so tealigidemanding.

The Art of Playing on the Violipublished in 1751 was extremely influential. It tans 9
pages of information plus ‘etudes’ and is used yods a text and as practice material for
baroque violinists. He used signs for the swelbifighe sound and also mentions that vibrato
should be used ‘as much as possibiéWhether he meant the modern technique of vibrating

constantly is a matter for conjecture.

162 pid. p.11
183 From personal experience the works, like the dprktion well in performance.
54 |bid. p.169
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10.1.2Geminiani Grip

For modern violinists Geminiani’'s name is used ifirger stretch called the ‘Geminiani
Grip'*%> starting with first finger A flat on the G strireach finger on another string a tone
away - a flat, f' d” b natural”.

His exercises through the seven ‘orders’ (posijiarsthe fingerboard are excellent and he
describes just intonation. His fingerboard illusba is however enharmonic as against
Prelleur’'s — see above. Geminiani also publishied Art of Accompanime(ii754),The Art

of Playing the Guitar or Citrg1760)and, less successfullguida harmonicg1754).

His melodies are inventive, heralding in his late the ‘galant’, but his basses seem to lack
the strength of Corelli’'s, whose generation weilgosted in counterpoint before a change of
taste heralded an emphasis on melody. Geminianhddsan extremely chequered (critical)
reception in musical scholarship documented by Cé&@hapter 4). In the latter part of his
life he had many detractors — Veracini among th€marles Burney, who initially praised
him, also wrote that ‘having finished his studiesvwrent to Naples, where from the reputation
of his performance at Rome he was placed at thé bkthe orchestra, but, according to the
elder Barbella he was soon discovered to be so avildl unsteady a timist, that instead of
regulating and conducting the band, he threw b icbnfusion; as none of the performers
were able to follow him in higempo rubato, and other unexpected accelerationd a
relaxations of measuré® He then always played the viola in Naples. | filis story
difficult to believe as the Cappella Palatina ircta had increased his salary before he left for
England, probably to try and entice him to stajicca’®’

If there is some truth in the story, it could bes@f the considerations as to why Geminiani
never wished to be employed as part of an househdié would have been required to play
in an orchestra. As stated above, Geminiani valuiedindependen&%8 above all, which
would also be a factor, but his reputed ‘lack dfl'sk orchestral playing, if true, could also
have been a factor. He dealt in paintings and sedfenany financial difficulties due no doubt

to his wish to remain independent.

185 Galamian, Ivan, Principles of Violin Playing andathing. Prentice Hall USA 1962.
166 Careri op.cit p.4

%7 |bid. p.3

168 |pid. p.7
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10.2 Matthew Dubourg Biography

Matthew Dubourg (1703-1767) was born in London, sba of a dancing master. Soon after
Geminiani’s arrival in England Dubourg became hipif which would be at about the age of
11 years. As a child he showed great talent ‘fagpearing at one of Thomas Britton’s
concerts, where, standing on a high stool, he playsolo by Corelli with great succe¥”
After working in London - * played Vivaldi’'s cond®s not infrequently’® he moved to
Dublin, in 1728 having been appointed Master anth@user of State Music in Ireland at the
death of Kusser. This was folowing Geminiani’s ssfuof the post and most likely his
recommendation of his pupil. Dubourg remained inbldy with occasional excusions to
London, until 1752 when he ‘succeeded Festingadeleof the King’s Band'’*

We have a record of Dubourg’s participation in Londor Dublin’s orchestral life previous
to 1728) in the form of the commonplace book ofatohKusser, (John Sigismund Cousser as
he was known in English circles) who lists musi@anames for a performance. Kusser
(1660-1727) studied with Lully in France, was ‘ar@an musician of great eminenté’and

‘a quarrelsome fellow’® He left a book of some 400 pages full of inforimatboth

important and trivial — a notebotk

J. S. Kusser, Commonplace book, James Marshall Mawie-Louise Osborn Collection,
Beinecke Rare Book and Manuscript Library, Yaleuwdnsity, Osborn Music MS. 16.

189 Boydell, Brian, Grove Music Online. Download 12/2@12 also in New Grove p. 633

10| ang, Paul Henry, George Frideric. W.W. Norton Néark USA p.98

71 Boydel, Brian, Dubourg. Grove Music Online

172 Careri, op cit from Hawkins (p.847-8)p. 21

173 ang, op.cit. p. 30ff.

174 Oxford Music Online See article Samuel, HaroldNEusic and Letters Vol.61 No.2 April 1980 OUP. Owdo
U.K. pp. 158-171
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Ex. S: From Johann Kusser's ‘Commonplace book’

Photo copy courtesy of Professor Samantha Owens, rif@& Lecturer in Musicology,
University of Queensland
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As stated above, Dubourg’s friend and teacher Gamiinvisited Dublin frequently; it was

the second city to London ruled by a colonial goirgg class with time and money at their
disposal. ‘Dublin... was an important musical cerdred attracted many musicians from
every part of Europe-*> Dubourg was concertmaster for the first perforneanicthe Messiah
during Handel's visit to Dublin in 1741-2. He subsently conducted numerous
performances of the Messiah himself plus oratoras. the first performance in London in
1743, due to religious reasons not advertised las Messiah but as ‘A New Sacred
Oratorio’, the advertisement also announced ‘Ar8ioi on the Violin by Mr. Dubourg'’®
He was temporarily in London and had also playetbsson February for Handel's
phenomenally successful productionSasfmsort’’

75 Careri, op.cit. p.32
78| ang, op.cit.. lllustration of announcement Pldte
Y7 bid. p. 407
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The high standard of string playing in Dublin, whiaas remarked upon by Handel, was
probably due to Dubourg’s influence and teaching. whs a brilliant performer, ‘fond of
showing off his skill*”® but his compositions were apparently undistingedsfi. He
remained in Dublin as Master of State Music, witimg excursions to England, until 1752,
returning to lead the King's Band on the death e$tikhg. In 1761 he was then appointed
‘Master of Her Majesty’s Band' in London. He stilept his house in Dublin where
Geminiani died in 1762.

The following is a famous anecdote about Dubouppmred by Charles Burney: ‘One night ,
while HANDEL was in Dublin, Dubourg having a solarpin a song, and a close [cadenza]
to make,ad libitum,he wandered about in different keys a great whihel seemed indeed a
little bewildered, and uncertain of his originalyke..but, at length, coming to the shake,
[trill]] which was to terminate this long close, HANEL, to the great delight of the audience,
and augmentation of applause, cried out loud endoidie heard in the most remote parts of
the theatre: “You are welcome home, Mr. Dubouf§!” In his will Handel bequeathed his
friend Dubourg £100.

11 J.H. Roman Ornamentation

Among the examples in the Zaslaw article is the em&oman- listed as quote: ‘Two
manuscripts in the hand of Johan Helmich Roman446%8), apparently written during his
years of study in England, c.1715.-21. Some of Rosm@rnaments were copied from
Dubourg’s.*®" In footnote 47 Zaslaw notes an article by Glemdgtte, entitled ‘New Finds
in violin music of the Corelli School — I.J.H. Romand the Dubourg Manuscript’, published
in Music Research Forum: Journal of Graduate StuBe&search, University of Cincinnati

College 19878 This was among works Zaslaw consulted for hilertout not cited

178 Boydell, op.cit. p.1

79 A violin concerto of Dubourg’s can be downloadeshf Petrucci. A ritornello to ‘A Lark’s shrill Noge
awake the Morn’ set by Mr. Dubourg is discussedbter Wells in ‘The Recorder in i&entury Dublin:
hidden repertoire and recent discoveries’ in thagoad 2002.

180 Burney, Charles, An Account of the Musical Perfantes in Westminster-Abbey and the Pantheon in
Commemoration of Handel.London .1785 Reprint DacCRpess New York 1979anp.27 This incident can be
given a further dimension — reported in Newman Eidgvbook on Handel. It was at the performancenaf of
two benefit concerts for the singers, Cecilia Yohgomas Arne’s wife) nd Signora Avolio. In DibdiA:
Complete History of the English stagerols 1800 ‘of Mrs Arne (Cecilia Young) :’She wasliciously
captivating. She knew nothing in singing or in matbut sweetness and simplicity. She sung (sicliskgly, as
a bird does, her notes conveyed involuntary pleaand indefinable delight.” p..277 n.lin Flower, Sewman,
Handel, His Personality and His Times. Panther 1972

181 7aslaw Early Music op.cit p.99

182 Burdette, op.cit pp. 7-21.
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The paper by Burdette is quite extensive, desaileimbellishments to Corelli op.5 sonatas
by Dubourg and by Johan Helmich Roman, a Swedishposer. After describing the
contents of Dubourg’s book — based on informatiorBoyden’s copy- as he records in
footnote 12 — Burdette lists the ornaments by Rort@arCorelli's works contained in
manuscripts in Stockhof¥?. Based on his own study, his conclusion is thatyra Roman’s
embellishments are either copied or derived fronbdug’'s own. He states that ‘Roman’s
ornamentations in Ro 61 are only copies or slightants of Dubourg’s'®* On examination
of the music of both it is my opinion that thistetment is too facile. The situation is more
complex. | have provided a copy of both Dubourgid oman’s examples at the end of this

paper. (For Internet site see below in Sources.)

11.1Johan Helmich Roman Biography

Johan Helmich Roman (1694-1758) is known as théh#taof Swedish Music’. He was born
in Stockholm into a musical family. His father, whas his first teacher, was a member of
the Swedish Royal Chapel. Johan Helmich joinedtlyal service in 1711 as a violinist and
oboist. In recognition of his talent he was giveaJe in 1715 to study in England where he
remained until 1721. In London he studied with Joh&hristoph Pepusch, and also became
acquainted with Attilio Ariosti, Giovanni BononcjniFrancesco Geminiani and Handel. On
his return to Sweden he was appointed vice-Kap&beeand then Kapellmeister in 1727 of
the Royal Chapel, introducing the first public bEneoncerts in Stockholm where amateur
and professional musicians performed. Thereafterthe 1730s he travelled throughout
Europe collecting music for the Royal Chapel. Hishestral suite, ‘Drottningholm-musiken’,
written for a royal wedding in 1744 is still popula Sweden. He admired Handel and has
also been called the ‘Swedish Handel.” He wrotemsitvely for orchestra but did not sign his
works which has made attribution difficult, thoughout 400 compositions are attributed to
him. As noted in Glen Burdette’s article, IngmarnBtsson in 1955 catalogued Roman’s
works publishing ‘Mr. Roman’s Spuriosity Shop: aehmatic Catalogue’ in 1976. Roman on
his arrival in England was already an accomplishadsician. Most of his compositions,
including sonatas, concertos, choral music, orcakstusic and sixteen Assagi for solo violin

can be downloaded, (see address below and undezeSesee also Petrucci Internet site).

183 bid. p.14-15
184 bid. p.12
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11.2Roman Ms.

Since 1771 the Royal Swedish Academy of Music ldieated Roman’s compositions. The
Roman Collection, which fortuitously and generousin be accessed through the Swedish
Music and Theatre Archives - rare collections, nawatains almost all of his works. These
manuscripts seem to be a vast collection in one lzow are described by Burdette as a:
‘mixed herd of sketches of original compositionsl avhole and fragmentary copies of others’
works, especially Italian opera and Italian andIBhgnstrumental music-®°

The Roman embellishments catalogued by Burdettésteel below, Roman Ms. On page 13
of his article there are three bars of music frém first movement of Corelli’'s op.5 no.10
comparing the ornaments of Dubourg and Roman tegetith the original Corelli melody,
(the latter from Book Il which is without ornamenthis, | presume, is a section of the one
listed as a Dubourg copy (on 8 staves) by Burdatet is from Ro.61 BeRI314 (picturd. 7
The rest of the sonata does not show such a dearase of ‘copying’ as he here suggests.
The contention that Roman embellishments were dofsiiem Dubourg’s was accepted by
Neal Zaslaw and Robert Selettsky in articles writte the Early Music Magazine. (EM
XXIV/1)

The ornaments to Corelli are contained in two sesti(Ro 61 and Ro 97). Burdette, who
examined the originals in Sweden, notes in a tibtae relevant contents of Ro 61 which

contain ornamentations as follows:

11.3Glen Burdette's Table:
Ro 61

Sonata number 10

movement 1: three versions, namely
a. ‘not Dubourg’,
b. ‘Dubourg copysee example
c. ‘after Dubourg’.
movement 2 : five versions- four as ‘after Dulgp@and one as ‘possibly after Dubourg.’
movement 3 : one only —‘after Dubourg.’
movement 5 : mostly Dubourg

He also notes cadenzas on 4 staves.

185 |bid. p.7
186 |bid. p.14ff.
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Ro 97-

Sonata number 5

movement 1 : one only ‘not Dubourg’
movement 3 : two versions, both ‘not Dubourg’

Sonata number 4

movement 1 : one version ‘no Dubourg extant’
movement 3 : one version ‘no Dubourg extant’
movement 4 : two versions one with petite reprseDubourg extant’

Sonata number 6

movement 1 : two versions ‘no Dubourg extant’.

| have made a copy of the two examples of ornanientaising Glen Burdette’s music
example and table as a guide to the relevant Roemample. The following is a detailed
examination of the two. The music section at the ef this paper contains the entire
movement. While there are sections which are theesathers differ so it seems rash to call
this a ‘copy’.Interestingly, in the Dubourg ornaments, one falf s missing while Roman’s

ornaments for these same bars are florid.

12 Comparison Dubourg and Roman Opus 5 No. 10

According to Glen Burdette this sonata movemenRbynan is ‘copied from Duboug’; see
music example at end of paper. This example by Ramaasily legible.

Both begin with the same appoggiatura thoigtbourg dots the first note and makes an
ornament, a ‘fill-in’ from the ¢’ to the fRoman is content to add neighbouring notes to this
fall of a fifth, adding a turn to the last notesesaDubourg has only a trill. The first beat of
the second bar has a run which is the same fdiridour notes but therRomanrises to a
high b flat” and descends the octave to a trilltba third beat whil®ubourg adds another
run. The second half of bar two is virtually ideali butRoman inserts a rest before the final
run in demisemiquavers whil2ubourg has an appoggiatura before his run which is exactly
the same aRoman’s. Bar three is similar in both — the first beat aghe original and the
second with a turn bpubourg and two delayed mordents Boman followed by a nine-
note run byRoman and trill but is an arpeggiated Zhord byDubourg. The first two beats
of bar 4 apart from the placement of the trillse &tentical. The second half hBoman
leaving the third beat unornamented but decorathrey fourth beat with a circle while

Dubourg decorates the third beat by ‘filling-in’ the fiftlbbut leaves the fourth beat
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unornamented. In the following bar the first besathe same in both parts (a turn and a trill
with close) but the second and third beats varsidemably.Roman has a 10 note third beat
extending with an arpeggio over an octave to ct aeturning by step to a” on the fourth
beat followed by three step-wise written-out motden c” and a closing trill on d” as in the
original melody Dubourg is content to leave the original third beat withyoan appoggiatura
and a trill as decoration and for the fourth beatm from a” which ‘fills-in’ the Corelli
melody plus a closing trill. Bar 6 is also similarboth parts — both ornament very sparsely
except for the final beaRoman fills-in’ the semiquaver interval on the secondaband then
with a circle and two intervals rises to a g” bétend of the bar and closing the cadence at the
following bar with a trill on @’ and not on F# as the original.Dubourg using the original
notes, also dots the semiquaver interval at beatamd after a small ornament on the third
beat begins the fourth beat on g” finishing witldescending run to the cadence. The next
two beats in bar 7 are exactly the same — the sebeat arpeggio over the range of'a I7
would venture, must have been heard or ‘copieddiy or the other or from a third party as
this up-beat would not normally occur to everyohke fourth beat also has repeated same
note appoggiatura in both parts which is unusuad fburth beat differs in th&oman uses a
five-note decoration to lead to the cadence wiigmbourg uses 10 with a trill. At bar 8
Roman ffills-in’ the interval buDubourg leaves it as in the original. The run (both with 1
notes) on the third beat of this bar is nearlysame except for the end note — d’ Reman

and g” for Dubourg. From here until the end of the movement, excepbfy 16 which is
virtually identical, there is more divergence betwehe two examples, though the general
shape is approximately the same. However, as has heted earlier, one full bar is missing
entirely fromDubourg i.e. from the second beat of bar 12 to the secaad bf bar 13. The
fourth beat of bar 8 is written in extended formn Bmth — five quavers with two turns for
Roman and 11 notes f@ubourg’s run and trill. For the first beat in the followirgar (9)
after a descending leap of & 7rom b flat” to c#, Roman has a run of 11 notes to d”
before returning to the original notes of the mgladd a final subdued flourish of 7 notes on
the first beat to lead to the cadence. For the fi® beats of bar Dubourg uses an
embellishment which occurs in other sonatas — a tfturn of five notes followed by a leap
which gives an impression of hesitation (see infits# movement of sonata 9 below). After
the tie which he also leaves plain a 16 note raddeto the cadence. He decorates the final
quaver of this bar with a run and trill whiRoman leaves it plainThe first beat of bar 11 is
the same for both though notated slightly diffelgnthe second beat of and octave leap

Roman keeps plain whered3ubourg ignores the interval and adds a tUReman completes
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the bar by adding only a run and a trill on theafigquaver which resembld3ubourg’s
embellishment though he also decorates the thiad. #¢ bar 12, as stated above after three
notesDubourg’s ornaments are missing. As Boyden’s transcriptiomlisve have of this
sonata movement, and as his work seems so metgolo@ must accept that this was also
missing in ‘the Dubourg bookRoman has a 14 note flourish and trill on the second ,beat
leaves the third beat and a half plain but thethenast quaver has two runs — ‘flourishes’ of
9 notes and 11 notes with a trill respectively. Witaibourg resumes, the shape of the
following phrase is similar thougbBubourg’s is more extensive with two trills and 7 notes
againstRoman’s 4 for the final beat. In bar 14 the first two Iseate virtually the same but
this seems not so unusual as the first beat igndeof a phrase with a trill from both to the
resolution of the cadence and the second beattimdutls another trill for the up-beat quaver.
The range of the next two beats is the same fdr bot the execution is varieBRoman has a
run of 9 notes to the fourth beat of 6 notes whbildbourg has 8 ‘cells’ with his preferred
three note hesitations occurring four times — Irha fourth beat contains no less than three
trills and 30 notes! At bar 15 both have a desaandiin on the second beat (one extra note
for Dubourg as he repeats the resolution note) and a 16 ootdor him as against 5 for
Roman on the third beat. From the fourth beat of this (3&) until the third beat of bar 17,
apart from the way of notating (i.e. some dottimgl &hanges of division) both versions are
identical. Roman'’s third and fourth beats of bar 17 is an amalgamhoéd ‘cells’: 1. step-
wise from the melody note d”; 2. a descending ofiri2 notes with a trill from a”; 3. final
trill on e’. Dubourg for the third beat of 17 ascends to ¢’ by waytab circular runs with
trills, both include 11 notes each. His final cazfer as that is what it would have to be is a
descending circular run of 21 notes with a trilidse the final trill of the cadence.

Of 17 bars of music the similarities are:

Parts which are virtually the same or similar & following:

bar 1; half of 2; bar 3; half of 4; 1 beat of #hree beats of 6; half of 7; half of 8 and 9; bar
10; three beats of 11; (maubourg for bar 12); three beat of 13; half of 14; threats of 15;
bar 16,; half of 17.

Out of a total of 64 beats (one 4 beat bar mustinhiéted as Dubourfas not written anything
for it, plus the final bar is omitted from the cayr88 are the same or similar. Of the seven

beats which are exactly the same, only two aretedtaentically.
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Ex. T: From Roman Son X Mvt.1

12.1Dubourg and Roman:

‘gracing...the buissness [sic] of masters to inv@etuliar to their instruments, and to teach
their scollars.*®’

In light of the above, it is my contention thatrhés not enough conformity between the two
sets of ornaments to contend that one wapied’ from another. Sections (single beats)
which are the same are often notated in a diffemggminer as stated above. Why would this
be?One explanation could be that the ornaments weittewrdown while being listened to
(though this would be difficult) or recalled latand not copied from a scor8eletsky in
discussing the gavotte variations of the sonataamotes in the final sentence to his article
that ‘[S]uch notational conventions as beamingedifbetween the Roman and Dubourg
versions, and the Roman version contains more fagpbowings. In so personal a format as a
fiddler's notebook, the omission of the bass is surprising.” With this | would agree. He
continues, ‘[D]espite the informal notation, sonaiant readings may be deliberate.’ It could
be a point of intertretation but usually if thissvaopied’ then surely the notation should
look approximately the same. A point of style iattbhn examining the ornamentation, those
sections which differ from each other show a penthg Dubourg for ‘scalar’ runs and by

Roman for more intervals and leaps in his ornaments

Burdette bases both Ro 61 and Ro 97 as writtemglURoman’s stay in England. When
Roman arrived there Dubourg was only 11 years Ed@n though there is one movement in

Ro 61 not attributable in any way to Dubourg, Bttelespeculates that perhaps the

187 North, op.cit. p.149
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movements in Ro97 to Sonatas 4 and 6 could be @sedlost manuscript of Dubourg'’s.
Burdette also speculates that Roman may have é&dudvith Dubourg: ‘It could have
involved performance lessons on the violin, or teritlessons on gracing and cadenzas only.
Roman may have heard Dubourg performing and cogaseh his ornaments from memory,
although the haphazard arrangements of movemerRe®@1 and Ro 97 make this unlikely.
Or Roman could have acquired his new style of ggafiom a third party whose relation to
Dubourg could have been any of the abd¥Further he writes that Dubourg’s manuscript
‘seems more pedagogical than Roman'’s, as it islyelagiible and includes carefully figured
bass lines and tempo indications’, while ‘Roman’sinescripts are very sketchy and
rhythmically inexact’.

He, like Seletsky, is sceptical of the date assigneBoyden to Dubourg’s book as it does not
tally with Roman’s embellishments. Seletsky, in higicle on 18 century variations for
Corelli’s sonatas cited elsewhere in this papemments on the Roman manuscripts ‘with the
same graces as those found in the Dubourg manuscfiven the dates of Roman’s stay in
London, the ‘graces’ for Corelli’'s sonatas ascribe@®ubourg must have been notated before
1721, prior to the somewhat later date that Dawgd®n assigned to ther?® If, however,
the date of the watermark is correct it means Ehatourg has written out these ornaments

previously and copied them into a ‘new’ book ireni 1723 onwards.

On viewing the movements by Roman, all without bas® is left with a mixed impression.
Some are written in a good hand while others ailjpawritten, usually without key
signatures and some without any beams. Movemerms sgften to be indiscriminately
placed. For a notebook this is of course not unusi@loway, commenting on the two sets,
calls Dubourg’s book ‘a performing copy: the basghere, with figures, and there are no
alterations or corrections, even of apparent ‘rkessa Roman is, as Seletsky says a player’'s
notebook — full of sketches, of individual bars aadences as well as longer passages and the
variation fragments described by Selet$f/ Robert Seletky calls the Roman, ‘a fiddler's
notebook*** as is noted above.

In my opinion, these movements open up a ‘Panddm@x§ one which poses more questions

than answers.

188 |pid. p.15

189 geletsky, op,cit. p.123
190 Holloway p.636-7

191 Seletsky op cit. p- 123
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12.1.1Unsolved Questions

a. Is Roman copying Dubourg or vice versa?

It is presumed by Burdette that Roman is copyingdug but this could be incorrect or there
could be the presence of a third hand. (See below)

b. If David Boyden is correct in his dating of the stobook’ of Dubourg as
€.1723 based on a watermark of the paper used, dsesiated above, this copy
is not the one used by Roman to make his 'copfek&i did so) as he left
London in 1721. However watermarks are now notriake reliable criteria
This may only be solved if the book were found.

c. Was Dubourg’s book meant as his copy for perforraarar as a collection to
be copied from for performance? Or was it for gcacionly to commit the
music to memory? Was it meant for pedagogical pep@

As has been noted elsewhere, the presence of thé ‘walti’ meaning a quick page turn
would indicate that the copies are for performar@e.the other hand how could one use a
music-stand playing from a book with sixty pages?

While possible, it seems a little unlikely that Ram nine years older than Dubourg would
take lessons from him, though it is not beyondrédams of possibility.

On examining the two other attempts of Roman fer‘#torking-out’ of ornaments for Sonata
10 first movement, it seems as if these were wrigpeickly. There is virtually no beaming of
notes and, as noted, not one of Roman’s improwisathas a bass and often the key signature
is missing.

As stated above, it may be possible that these wexde when listening or remembering
someone’s performance. Although this seemikely as the music would be going so fast,
there are incidents reported of such copying. 8elignh notes that 'Although Italian singers
did not write down their intended embellishmentd)eo musicians sometimes transcribed
cadenzas and other improvisations as the artisty teem. Musicologists have uncovered a
handful of these ornamented vocal scores, revealagshots of the improvisatory style of
the time..... One of these scores is a manuscrigbwseppe Vignati's “Sciolta dal lido,”
upon which someone transcribed the embellishmeiigavhe Faustina (Cuzzoni) sang during
one performance in Milan in 1720, six years befre began singing for Handé{?

On the other hand, viewing the examples of Dubaud Roman together in the hand-written
copy the discrepancies in notation may have betentional to signify an interpretation. See

Bar 1 of Sonata X where Dubourg delays the secewad dnd bar 2 where Roman has a small

192 3elignann, op.cit. p.11
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rest instead of a short appoggiatura into thelaat and bar 4 where Roman has a trill on the
second half of the second beat but Dubourg has.none

Ex. U: From Own Transcription Sonata X Mvt. 1

g
{}gbc_ff‘.-.il '

Roman’s other ornamentation, e.g. to sonata No 61lnand to Sonata No.4 mvts 1, 3 ahd
show clearly that these are not the efforts ofrmaataur.composer or passive ‘copier’.
Concerning Roman’s version for Sonata No.*5niovement, Holloway states that it ‘is of
special interest, for its strong harmonic and di@ysense and particularly for the treatment
of the repeats — both sections are ricy differentlyornamented each time they appear’.
(Italics Holloway) Moreover, touching on doubts aeding the ‘copies’ by Roman of
Dubourg he continues, ‘[A]nd if, as Seletsky suggie®Roman is cribbed from Dubourg
(though it is unclear to me why any copying thatyrhave taken place was necessarily that
way round) and/or both from an earlier source, thie: possibility of repeated sections
receiving full, but different ornamentation botimés they are played seems to have been
acceptable practice for an important group of sdeagemeration Corelli student®®
Incidentally, this is an important point for peniwgince practice- it could signify that it was
common practice or that it was a display of exegessrnamentation. See Tosi’'s admonition
to the ornamentation of the A section of a da capm

Roman’s Ornaments to Corelli Sonata 5, Op 5, Mvt 1

193 |bid, p.637
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Could it not be that both Dubourg and Roman westeiiing to and copying from perhaps
Geminiani? The question arises — did Dubourg I&é&m Roman or were they copying from
someone el&My impression of the manuscripts left by Romanhiatithey are in the main
hasty recollections or attempts to write somethingile somebody else is playing the
ornamentations. See above for problems in this.tdta#ly unsystematic order of movements
found in his MS and the often near illegible scaresld be accounted for by this fact. The
unsystematic nature of the movements could be barseélde occasion of a ‘session’ together.
As Dubourg was a highly talented player and Romasrg good violinist not to mention
composer, one could speculate that they met asatples and exchanged ideas, with perhaps
Dubourg demonstrating different embellishments dovariety of sonatas (or vice-versa?)
Particularly the movements in Roman without anyrecr beaming seem to make this a
possible scenario. The situation seems too comjpleaccept that Roman has copied from
Dubourg. We will perhaps never know the real ‘stdrghind these fascinating examples of
ornamentation left to us.

Ex. V: From Roman Son X Mvt 3. Giga

LG i 1

There is also another solution to this dilemmaeilpure speculation on my part, although
Robert Seletsky has also broached this questiorwities, ‘It is not impossible that Roman
and Dubourg derived their material from an unkn@msmmon source:®* As has been noted
above by H. Diack Johnstone, it is noteworthy thpproximately half the examples of
ornamentation to Corelli's Opus 5 sonatas are lgliEim composers or players. Dubourg left
London for Dublin in 1728 so it is unlikely that lteuld be the focus of all of this activity.
Surely the spotlight must fall inevitably on Genaini? Geminiani was the pedagogue, issuing
books on how to play, how to play in a True Tasiew to play in a Good Taste, how to
furnish a figured bass etc. He seems an obvious&ho

Concerning Geminiani’s pupil Michael Festing, Ne&alslaw writes in a footnote to his
article: ‘that Festing’s decorations of the lastverment of no.9 (Tempo di Gavotta) in bars

35-37 are virtually identical with the first two @i half bars of Geminiani’'s at the beginning

194 Seletsky, op.cit. p123
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of the movement; also compare bars 43-4 of Festiity bars 45-6 of Geminiant®
Festing’s embellishments appear to be more inda&aht’ style, i.e., having less legato runs
than those of Dubourg and Roman, though still dofihe original manuscript of the two
slow movements to sonata no.5 which appears irattiele, are the same movements that
Dubourg and Roman have decorated. Again, they d&wid but in a later ‘galant’ style,
moving with shorter motifs. There are no long nmeks except for the penultimate bar as a
cadenza into the cadence. In this way they rese@blminiani’'s ornaments. Unfortunately
we do not have a decorated slow movement to antheffirst six sonatas of Corelli by
Geminiani. To muddy the waters a little, it is m#sting to note that the opening bar of sonata
5 by Festing has a ‘breaking-up’ of the theme [Ikgébourg’s but the rest of the decorations
and also those for the third movement of this soaa¢ totally different.

Geminiani’s own ornaments for Op 5 no.9 deted at around 1740 by Schniit2 This date

has been disputed by Boyden in his article in Musiatique 11t°’

. He says that Schmitz
bases his date on a quote by Hubert Le Blanc fr@mfénce de la Basse de Viol
Amsterdam 1740, which states ‘Geminianis Spiel ektee ebenso Bewunderung wie die
Corellisonaten, die er spiett8 unsw.” Ornamentation is not mentioned in this repaf
Geminiani's playing hence Boyden’s doubts. Boydemtends that the decorations by
Geminiani are a lot earlier than this date of 1740y own guess is that the date is
considerably before 1740, possibly as early as H1at is, about the time when Corelli’s
“Graces” first appeared and before Geminiani l&dtyl for England in 1714'%° | find this
contention difficult to support. The style of himmamentation to Opus 5, no 9 seems to me to
be of a later origin, i.e. that of the more ‘galdppe. As can be seen from his opus 4 sonatas,
Geminianicould write in ‘florid’ style. Careri has noted th&eminiani changed his style
approximately every 15 years or so. Was it a parGeminiani’s teaching to require his
students to write out embellishments to Corellignaas? David Boyden thinks so:
‘Geminiani, doubtless inspired by the ornamentadittons emanating from Corelli, was
himself the originator of a tradition of ornameidat that inspired his pupils, notably

Matthew Dubourg®®

195 Zaslaw, op. cit. footnote 17 p.632

198 Schmitz, op.cit. p.62

197 Boyden, Musica antiqua Ill, op.cit. p.594

198| e Blanc, Hubert, in Schmitz, op.cit. p.30

19° Boyden, Musica antiqua Il op.cit. p.594ff.

290 Boyden, History of Violin Playing op cit. p.460
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12.2 Manchester Anonymous

Neal Zaslaw in his article for Early Music citedoal, dates the Manchester Anonymous
which he says contains other manuscripts from Handecle, as-"2c.1750°%(sic.) Being
unable to date these accurately is a distinct desatdge. The manuscript has ornamentation
to Sonatas 2, 7, 8, 9, 10 and 11

12.2.1Contents of Manchester Manuscript

(According to Neal Zaslawn his article there are two manuscripts but the Fuzeau edition
does not specify from which one the movements deriv

Sonata Il - mvts 1 and 2 very plain — arrangemevith bass and treble riddled with
inaccuracies in both staves of both movements.

Sonata VIl —mvts 1, 2 and 3 in a different handdoata Il (compare treble clefs). From here
all movements are clearly for violin —

Movement 1 — Preludio: Two staves of treble clebth diversely and highly ornamented,

accurately following the melody and harmony of dhigjinal,

Movement 2 - Corrente: One treble stalso highly ornamented and following the original

accurately, except with the insertion of 4 barobethe cadence at the end of the A section.
This second movement has basically been transfoimeda highly florid ‘study’ mainly in
semiquaver triplets.

Movement 3 — Sarabanda: Two treble stateslower more florid, reinforcing the contention

that in some slow movements the original melody wasmented both times- this though,

could also be signs of excessive ornamentation.

Ex. W: Manchester Anon Ornaments to Sonata VIl Mvt2

201 7aslaw, Early Music op cit. p.99
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Sonata VIII - Mvts 1, 2 and 3

Movement 1 - Largo:_One treble stawagain highly florid but following the original

accurately.

Movement 2 - Allegro:_One treble stawxtremely florid — could be used as a technical

exercise.- much use of semiquaver tripliets.

Movement 3 - Sarabanda, Largo: Three staves detaéf - the first stave less florid than the

other two.
Sonata IX - This sonata is of special interest as there amethks ornaments by Dubourg and
Geminiani treated in the analysis.in this paper.

Movement 1 - Adagio: Two staves of treble aatremely florid. Treated in the later ‘galant’

style but ‘overloaded’ with decoration changing tAfekt of the movement entirely. The
final piano ‘petitie reprise’ which is written ourt both the 1700 and 1710 editions is here
missing. Therefore this movement is lacking fourstfeom the original.

Sonata X - mvt 1

Movement 1 — Preludio Adagio: One treble stavehighly florid style — again virtually a

technical exercise.
Sonata XI - mvt 1 (included but left out of theléx in the Fuzeau facsimile)

Movement 1 Preludio, Largo: One treble stésein the others — highly florid.

The Manchester Manuscript No 9 sonata seems tm le¢ude in trill-playing. All ‘Affekt’ of
the original is lost.
Ex. X: Manchester Son. No. IX Mvt 1
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From sonata No 7 all the examples display excesda@oration but all are completely
rhythmic. As John Hollow&y” has noted, they are used as ‘a basis for techeneatises’ He

continues ‘* With few exceptions — for example, shev movement of no.7 — they show such

292 Holloway, op.cit. p. 637
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willingness to destroy the character and shapeooéls music that it is difficult to imagine
a purpose beyond the development of digital deyteri. They are also lacking in the
element of ‘spontaneity’ which is the hallmark afcsessful ornamentation of this music —
whether improvised on the spur of the moment or’ naigree wholeheartedly -there is no
perception of the original ‘Affekt’. | would alsauqlify it that only the upper line to sonata 7

has attempted to retain the beauty of the origmelbdy.

13 Written-out Embellishments

It is the hardest task that can be, to pen the raamf artificial Gracing an upper part. It
hath been attempted, and in print, but with woeftgct. One that hears, with a direct intent
to learne, may be shew’d the way by a notationnoutnan ever taught himself that way. The
spirit of that artis incommunicable by weightingetefore it is almost inexcusable to attempt
it. But when it is done not for practise but spatioh, and to aid a practiser, as reason is
always a friend to art, it may, for the pure gooitl,vbe indulged.?*®

‘Free ornamentation replaces or paraphrases a tgxérbut variation sets are separate events
to be playedfter the text?**

Roger North in the above quotation describes welldifficulty of attempting to notate ‘free’
ornamentation.

David Boyden in his article for théestschrift’® enunciates a number of devices which can
be used when “gracing” a melody as it was called:

a. Filling intervals in the melody with passing nomseven scales. (I would
also add the device of circles around a note in ahythe many
configurations).

b. Rhythmic emphasis added by using long or even sippbggiaturas

c. Using appoggiaturas and other non-harmonic tonesentiven and
complicate the harmony.

d. Using the arpeggiation of the original note

e. Transferring the register an octave higher or lofwera degree of brilliance
or change of timbre

f. Conventional ornaments such as trills and mordents

‘These general procedures are adapted by each semiohis (or her) individual styl&°®
North stresses the necessity of knowledge of coitipos’'the practice of Gtacing is the

practise of Composition, and without skill in tiztér, the other will never succeéd”

203 North, op.cit. p.149

204 geletsky, op cit. p.119

205 Boyden, Festschrift for Jens Peter Larsen opit 1
2% Boyden, Ibid, p.119
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In his article for the Musica antiqua Ill, Boydeoints out what is evident in the analysis
below, namely, that the “graces” for the fast moeets do not generally disturb the
rhythn?®® which is often of a dance-like character. Theg mrore compact, allowing the

basic pulse to remain undisturbed.

In the Festschrift article Boyden also mentions pilenomenon of ignoring sequences in
ornamentation. | would agree with this contentiénlong legato melisma could obscure a
sequential passage even though observing the cludimgemony. | would contend that this is
more likely to occur with instrumental decoratioather than vocal. The voice is restricted by
the amount of breath available (though this wasarge amount for castrati). Stringed
instruments can keep a legato line constant if edshdeally sequences should be respected.
As stated above, Handel's singers, no matter howoasic, tended to obey this rule.

It seems obvious that for an improvisation the quenkr is required to observe the correct
changes of harmony, and | would also contend ttH&ek& of the work. (This latter is often
ignored in the quest for virtuosic display.) As atmuld be ‘creating on the spot’ it would be
very difficult to discern sequences happening aisd & recall exactly what one had just
played. However, when one reads of the improvigatiof the sopranos and castrati in
Handel's operas their method did take account afjuseces. Commenting on the
embellishments to Vignati's “Sciolta dal lido” memted above, Seligmann writes that ‘The
most important characteristic to notice is thatdtma’s embellishments do not distort the
original melody; rather, they serve to decoratélbthe composer’s outline. The majority of
her embellishments follow a stepwise pattern, ugugplet divisions featuring neighbouring
tones and scalar passages... Her thematic consistpadycularly in sequential passages,
suggests that while she did not plan her embelksiimin advance, she had studied the aria in
detail and had developed a palate of ornaments fwinich to choose during the
performance®® Commenting on the ornamented arias we have by ¢lanntioned above,
Seligmann says: ‘Handel's embellishments bear ssiméarity to Faustina’s and Farinelli’s:
they reamin within the original vocal range, repeasequential passages, and rarely distort
the melody. However, the composer seems to havenfak at liberty to modify his melodies
than a singer would have;..... Handel's embellishmeate also surprisingly more

challenging *°

207 North, op.cit. p. 149f.

208 Boyden, Musica antiqua Ill p.599
209 geligmann, op.cit. p. 11f

20 pid. p. 14
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13.1Proliferation of Virtuosity

Early in the eighteenth century so-called embaeatishts, flourishes or virtuosic flights

written into a composition became more evidentnEeso Antonio Bonporti's (1672-1749)

Invenzione (1712), long mistakenly attributed t8.JBach, provide an example. In England
the sonatas of William Babell (published posthuntpiurs 1725) and Pietro Castrucci (1679-
1752), also resident in England and Ireland (17478 examples.

Ex. Y: Pietro Castrucci Sonata Il, Mvt 1
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Bach’s solo sonatas and partitas are often quatdtiis context, especially the Adagio to
Sonata no 1, BWV1001 in g minor; and also moveneot the Sonata 1ll, BWV 1016 in E
major for violin and obbligato harpsichord is astance (Cothen 1721), not to mention his
‘reworkings’ of Vivaldi and Marcello. As the centuprogressed the tendency increased until
we have the amazing flourishes of Pietro Locat@i95-1764) ornaments by Nardini and
Franz Benda (1709-86). Virtuosity was everywherédexwt, especially in the concerto
repertoire, e.g. Antonio Vivaldi (1678-1741). Pleyesuch as Johann Georg Pisendel(1687-
1755) in Germany, of whom it is said that he may havepiresl Bach to write his solo
sonatas, were renowned for their skill. Pisendafs solo sonata and his sonatas with bass,

are highly virtuosic. Both Vivaldi and Albinoni wi® Sonatas for Pisendel.
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Ex Z: Sonata Il Mvt.1 Op. 6 Pietro Antonio Locateli,
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Inventione Ill, Francesco Antonio Bonporti

By mid-century some disapproval of ‘excessive’ oneatation, or unschooled attempts, had
manifested itself, hence we have comments sucth@se tof Johann Joachim Quantz and

Leopold Mozart.

13.1.1Johann Joachim Quantz

‘Some persons believe that they will appear leariigtiey crowd an Adagio with many
graces, and twist them around in such fashion dhabo often hardly one note among ten
harmonizes with the bass, and little of the priatigir can be perceived. Yet in this they err
greatly, and show their lack of true feeling forodotaste...... The rarest and most tasteful
delicacies produce nausea if over-indulged. Theesarntrue of musical embellishments if we
use them too profusely and attempt to overwhelme#r&!

But by what criteria do we judge how much is toocmulf one then looks at Quantz’ own
example of an Adagio there are some who would déémerdone’! It is interesting to note
that Quantz’s ornamentation resembles Telemanrds@eminiani’s in that it “fills-in’ the
smaller motifs. An article by David Ledbetter ‘Ohet manner of playing the Adagio:

neglected features of a genre’ in EM February 26@f interest here.

21 Quantz, op.cit. pp.120,99
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Ex. AA: From Quantz Treatise ‘On the Manner of Playing anAdagio’
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Leoplold Mozart:

‘All these decorations are used, however, only wplarying a solo, and then very sparingly,
at the right time, and only for variety in oft-regted and similar passagé¥.‘The good
performance of a composition according to modestetas not as easy as many imagine, who
believe themselves to be doing well if they embhlind befrill a piece right foolishly out of
their own heads, and who have no sensitivenessewdrator the affect which is to be
expressed in the piecg?

Concurrently with the increase in ornamentatiorirduthe 18' century, there was a change
in musical taste — a move away from harmonic sinecas the sine qua non of a composer to
an emphasis on melody. In 1722 Johann MatthesotevincCritica musica ‘I have always
felt, and still feel, that all harmonic artefacte only second place; melody however, is
primo loco and comes before everything el$¥.’Also Scheibe in 1745 in hi€riticus
Musicuswrote ‘For that [the melody] is first and foremadsgcause it is here that innovation is
actually expressed®® Particularly in Germany the ‘galant’ style becarfashionable.
Telemann was a leading exponent of this.

In an article on Telemann, the ‘galant’ style isuacterised by ‘a simple melodic line, with

clear periodic divisions and a transparent stragtur which the accompaniment occupies a

12 Mozart, Leopold, A Treatise on the Fundamentatipiés of Violin Playing, translated by Editha Kikec,
Oxford University Press, Oxford, New York 1988, 142

213 |pid. p.215

214 Mattheson in Petzoldt Richard, Georg Phillip Tedem, translated by Horace Fitzpatrick. Ernest Benn
London 1974 p. 191

215 |bid. p.191
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purely subordinate rolé* His Methodische Sonatgéh’ six published in 1728 and another six
in 1732, display these traits. The sonatas, féveeitlute or violin, are on three staves, a plain
melody with the ornamented one below it above gesbWhat is striking is that even though
‘the solo part is virtually smothered by the emisalinents*® they follow the shape and
duration of the original quite closely. The moveitseseem replete with short phrases — where
there is a rest in the melody the ornaments cease Bxcept for the occasional preparatory
run, as in Sonata 2, (1728) movement 1 bar 7,/nlis’ applies. There are none of the ‘lyrical
flights’ of Dubourg or Roman or even of the ‘Coretirnaments. It seems to ‘hark back’ to
the division technique.

Ex. BB: Sonata Il Mvt.1 from Metodiche Sonate Geag Philipp Telemann
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In Geminiani’s works a similar trend was evident.@pus IV, Careri notes * Geminiani now
appears to be more interested in the expressivsiljlitges of the treble part than in the
contrapuntal intricacie$™® Careri continues, ‘It is quite likely that in Hisst collection of

sonatas [Op.1] Geminiani left the embellishmentirely to the performer to improvise; and

perhaps these would not have been so different fhmse added by the composer in Op.IV.

218 Ruhnke, Martin, Georg Philipp Telemann in The N@wmve, North European Baroque Masters Macmillan
London U.K.1980

217 Telemann, Georg Philipp, Sonate Metodiche. FadsiB®PES Florence, Italy.1993

218 petzoldt, op cit. 157

219 Careri. op.cit. p. 96
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What is interesting is that Geminiani, like Bacbywnfound the need to write them out in full

as if he wished to avoid ‘arbitrary’ performanc%@.’

13.2Tempo in the Performance of ‘free Ornamentation’

Boyden, Marx, Zaslaw and Burdette comment on thebaile necessity of playing
ornamentations at a slower tempo. Of the Duboungroents Boyden writes that 'a number
of slow movements are “graced” with embellishmeats florid in character that their
introduction implies a rhapsodic performance ofslitempo rubatcand a slower tempo are
often prominent feature$*

Edward Dannreuther writes in his classic work, MakOrnamentation:

‘To some extent, of course, such ornamentationiesptmpo rubatc i.e. the bass proceeds
in time, but the grace notes may be taken quicklaw, as the player chooses, so long as the
bass is not very perceptibly retarded or acceldr&eactically this amounts to little more than
that the longer notes of the solo part are somstidveelt upon beyond their proper duration,

whilst the shorter notes are played quicker by wfayompensation, andce versd??

This approach is by far the recommended one howtéeebasic tempo is the deciding factor

and must be such as the ‘affekt’ of the movemenbtscompromised.

Zaslaw speculates that this tendency for sloweptammust have applied as a general rule
throughout the 1B century i.e. with the increase of ornamentationskow movements
causing an exponential slowing down of “graced’siams as the century progressed. | am not
entirely in agreement with this view. If one sursefor example, the florid ornamentation of
Franz Benda’s sonata, written on two staves —ehersd stave exceedingly more ornamented
than the first - an orderliness of the ornameaitain contrast to Dubourg’s and sometimes
Roman'’s efforts seems apparent. In spite of Benalazing ‘flights’, it would be difficult to
find ornaments quite as ‘free’ across beats asesofmDubourg’s. Therefore, it may be
legitimate (appropriate) to ask the question, ‘Whas his tempo at that time — the 1720s?

As noted, with this paper there is a CD of decoraito the Corelli Sonatas 5 and 9. The
tempo taken is not, | would venture to say, exeedgislow. The flourishes must be fitted
into the harmonic frame but, as in jazz, there nhestflexibility within the beats without

disturbing the basic pulse too much. An importaiitedon is to find an harmonic ‘peg’ on

220 bid. op. cit. p.99
221 bid. p.123
222 pannreuther, Edward, Musical Ornamentation. BelMiiis New York U.S.A. First published 1895
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which to lean, even if only very fleetingly, sotasgive shape to the phrase. The bass should
be able, to a large degree, to ‘keep the pulseaimanner of speaking, as noted by
Dannreuther. Other considerations in performanee hrthe technique of the player; 2. the
‘Affekt’ of the work; and 3. the movement of thessa

The advantages of ornamentation to a work, accgrdimNeal Zaslaw, are:

1. ‘no two performances would ever be the sameitgndn air of adventure’ to
concerts —[this would only apply with improvisednamentation done ‘on the spot —a la
jazz.].

2. ‘flexibility in adjusting the music to varyingircumstances i.e. in larger, more
resonant venues or on solemn occasions fewer amweislornaments would work well; in
smaller venues, in front of connoisseurs or onvfestccasions more profuse and more rapid

ornaments would serve betté?>

14 Arcangelo Corelli - Op. 5 No.5 Sonata in g minor foViolin
and Basso continuo Ornamentation to First Movemenby

‘Corelli’ and Dubourg

14.1 Analysis

14.1.1First Movement - Adagio

As can be observed, from the first bars, there isnarked contrast in the styles of
ornamentation of ‘Corelli’ and Dubourg. In the fitsar and a half the ‘Corelli’ ornaments
ignore the rests of the original and create a fimwegato with written - out ornaments in bar
one and a connecting leap in bar two. Dubourgmettiie small breaks of the original melody
but decorates them in a series of trills. For egrcluping there are two trills, which creates an
angularity totally absent in the earlier Corellihaments.

The first major divergence between the two canliz®eoved in the fourth beat of

bar 2: Corelli’ fills in the original leap of a fourth with a rumyg figure of 10 notes, while
Dubourg flies up with ascending and descending runs to ddding two trills for good
measure — and this on a fourth (an unaccented)-badtmaking up 26 notes, this number
naturally without taking the trills into account.itfWthis high note any real climax further into
the movement, is therefore superseded. The higimst of the movement in the original

melody is d”” and for both Corelli’ and Dubourg the highest notés e flat™ all three

22 7aslaw, EM op.cit. p. 96
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occurring in bar 11 — the third last bar — and ttasrefore be regarded as the climax of the
movement. However this point should be qualifiedome is schooled in the ‘long-line’
tradition, as are most musicians of today, therctimeax is the highest note and is the goal, so
to speak, of the movement. If however we are thmgkihetorically, i.e. in gestures, in
‘passions’ then each ‘cell’ can have a differeetaming

The d of the original and the d” and e flat”of ‘Corelli’ occur this once only. The
Dubourg ornaments have d’” occurring in bars 2, 3, 4, bd 41 — though, as stated above, e
flat”" occurs, as in Corelli’, once only. This fact reinforces the impressiaat for ‘Corelli’,

the structure of the work takes precedence ovéarosity whereas fobubourg the display of
virtuosity is the principal aim.

Bar two of theDubourg ornamentation illustrates well the point of divenge between the
ornamentation examples. If a tempo of 40= crotehehosen for both examples then in this
bar (2) of theDubourg it seems as if it would be almost impossible tyghe long run in bar

2 in tempo. However, on performing the ornamentsaetfythere is very little ‘stretching’ i.e.
rubato necessary. Somewhat more is required isgbend section but the basic pulse can be

maintained.

In bar 3 both Corelli’ andDubourg are restrained in their ornamentation divergingraga
bar 4 with Corell’ remaining rather simple - one elaborate turn andespassing notes -

while Dubourg beginning on a high d’” as mentioned above, has finst three beats
extensively decorated.

The first two bars of the B section — bars 6 andlldstrate the two styles very wellCorelli’
keeps the shape of the sequence by filling innkervals and saving extensidecoration for
the final beat, which is done with a run to fill time rise of a sixth to the next bar. This style
underlies the harmony, which is faCorelli’ seems paramounDubourg on the other hand,
in bar 6, ornaments both the third and fourth b#latglly and by beginning on an f”’ for the
third beat changes the shape of the sequence a8imih the following bar (7), fobubourg
the third beat is highly florid, and by beginnifgetornamentation on g” the sequence is lost.
This section, for me, display@ubourg’s main aim, that of virtuosity. Here, he demontgtsa
that the underlining of the harmonic structureoisiim not paramount, whereas f@orelli’

it seems to be so. However in the following bargh® end (8-12/13Dubourg does follow
the melodic structure somewhat more closely indmisamentation, albeit in a more florid

manner thanCorelli’. In bar 8 the single-beat sequence of the leap kth is not retained
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as it is in Corelli’ , however thidar shows much more repose Bubourg. Even though he
changes the sequence only the ends of the thirdaumth beats are given a flourish. Bar 9
continues for bothCorelli’ and Dubourg in like vein. Both ascend on the first beat to the
fifth of the chord — b flat”: albeit Corellusing only a small mordent but Dubougg
descending run as a connectic@oftelli’ has only a trill and a mordent for the rest of bae
and Dubourg, also somewhat restrained with trills, mordent anuhll decorations on the
third beat. Bar 10 inCorelli’ is virtually without decoration where&bourg has a run plus
an arpeggio to d”” which rather takes away the awipof the highest note that botbdrelli’
and Dubourg use in the following bar, which is an e flat”Corelli’ has been careful
throughout the movement not to go above b flat’his ornamentation up until this bar.
Unusually,Dubourg’s run in bar 11 goes below the original melodytfue cadence. This Bar
(11) shows again the contrast in style wi@ofelli’ using a lyrical double turn on the third
beat only to reach the cadence wherBagourg uses fragments which may be more
rhetorically arresting than the calm close Gfofelli’. .The final bar has both using the
original melody for the first two beatgCorelli’ using only an extended turn and port du voix
to finish while Dubourg uses a very interesting group of what could benéer as

‘hesitations’ to end the movement in an individomnner.

14.1.2Third Movement — Adagio (Op.5 No.5)

As stated above, the pages for this movement (na@@land 27) are missing from the
microfilm. Therefore the David Boyden transcriptias the only source for the Dubourg
ornaments here.
The bass begins this movement with the upper padriag at bar 2. BothCorelli’ and
Dubourg begin by following the melodic shap&orelli’ concentrating on a smoother, more
legato line —bar 3 in one bow - , whilabourg, continuing the same melodic shape, creates
a more fragmented line with two trills and artideld bowing. Bars 4 and 5 showorelli’
repeating the sequence with the same ornament&lidsourg, on the other hand notates the
bar in a rather ‘bizarre’ fashion in that all notee grouped together excepting one last
semiquaver which must be meant as a flourish befloeenext bar. This same separated
semiquaver is found also Dubourg’s bar 9 of this movement. For harmonic reasons the a
flat” of Dubourg’'s grouping of bar 4 must surely sound on the sédmsat, which leaves
notation missing for the third beat This writingopably indicates a more improvisatory
delivery. (As Boyden'’s transcription of the movertsefor which we have the originals has
been scrupulously accurate, one must assume tlese thhars are as in the original
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manuscript). Corelli’ decorates bars 6-9 in typical restrained fashiah whly the ends of
bars 6 and 7 decorated, bar 8 left original ang bal 9 with a lyrical run, turn and trill. Bar
6, although rather simply decorated, displ&ghourg’s penchant for a more agitated style
with a trill at the end of bar 6 and the repeatefthty’ at the beginning of bar 7. Bar 9 for
Dubourg is almost the same as tt@orell’

Bars 10-13 irDubourg are atypically restrained, with the ties of thegoral not shown and
containing a trill in bar 11 and one in bar 13 ptusew dotted note stepwise decorations.
‘Corelli’, here with more ornamentation thAnbourg, also restricts himself in bars 10-12 to
lyrical turns between the ties and leaves bar @8 &f any ornamentation. Until bar 16, save
for a run in bar 14ubourg is also restrained. In bars 16 to 21 the sequantkei original
melody is retained byCorelli’ with the addition of a few extra notes wherdasbourg
indulges in a number of runs which obscure the secgl Restraint returns to both from bars
21 to 29 inclusive forCorelli’ and from bar 21 to 25 fddubourg. In bars 26-2Dubourg
descends an octave and a half over five beats tapar 28 on the diminished chord on ¢ has
an elegant arpeggio to mark it. From bar 30 to dlese Corelli’ uses basically more
ornamentation thaBubourg, ‘Corelli’ having four semiquaver passage®idourg’s two.

In the penultimate barCorelli’ foreshortens in part the written-out hemiola rinytbf the

original melody whileDubourg extends it.

14.1.3Comment

The style of ornamentation followed by composershsas Telemann in his ‘Methodische
Sonaten’ is here not evident. As stated above,otftmamentation in bothCorelli’ and
Dubourg are clearly Italian in style. Telemann’s ornamé&atahas more in common with the
type of ornamentation as recommended by Quantzefwere to follow Quantz’'s tables. Each
small motif is given a formula as a consequencwlith the range of the ornamentation is
restricted. The ltalian style tends to take théremhrase into account and is as a result more
flowing in style.The advantage of the former isttltee original melodic contour is nearly
always retained, but the disadvantage is that esnmare rarely surprised or astounded at

individual ‘flights of fancy’.

This point is made evident below in the sectionSmmata no 9 with ornaments by Dubourg
and Geminiani, The ornaments of Geminiani tendemor the ‘galant’, Telemann style,
whereas Geminiani’s own pupil, Matthew Dubourg,aigain virtuosic and florid. These
probably reflect the changing of taste as wellasonal styles.
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14.2 Third Movement Op.5 No.7 — Sarabanda ornamented Dulurg

This movement is in conventional 8-bar form, iteg sets of 8 bars to be repeated.

As stated aboveCorelli’ does not have any ornamentation for the finalxgxks of Opus 5.

It is however interesting to s&ubourg’s ornamentation for this movement. They are much
more conventional. As befits a dance movement, sstee ornamentation would hold back
the tempo and hef@ubourg restricts himself to smaller ornaments until timalf (third) beat

of the first 4-bar phrase with a scalic run leadimtg the next bar which is a repeat of the first
bar, with at this point however, a small changlarimony to the original. For bar @prelli’s
bass has a sharpened 3 for a held 5/3 chord wh&ehsurg has a 6/4- 5/#3. Also
conventionally Dubourg decorates only the final beats of bar 7 leading the final chord of
the phrase.

The second phrase also has decorative trills Wiffitst run in bar 10 (bar two of the phrase)
over a beat and a half which would not hold baektémpo. Likewise in bar twelve there is a
flourish over the first two beats. Apart from sillbbars 14 and 15 are decorated on the second

and first beats respectively — a circular trilluig in bar 14 and a scale in bar 15.

14.30pus 5 No 8 Ornamented Dubourg

An interesting and fascinating point about thisagaris that save for the Giga the movements
are based on the same harmonic scheme and oftearie melodic shape. It is testament to

Corelli’'s great skill as a composer with an uneyréense of form.

14.3.1First Movement - Without designation
Dubourg only —

Here, while more florid, the treatment is similarthe movement above, i.e. Op.5 No.7. This
first movement (Preludio-Largo — not marked in the copy) has 42 bars in two sestaf 22
and 20 bars. As this movement is in 3/4 time argdehelear melodic line moving for the most
part in crotchets and quavers Dubourg has kepbiiamentation reasonably rhythmical.
There are 10 bars in all that are either sparsehpobornamented; 7 which have an abundance
of ornaments and the rest have rather conventabeiration.

The second movemeAtlemande - Allegro has conventional but very good ornamentation,
and, as with his decoration of fast movements &mpb is not impeded in any way. All
ornaments are rhythmical. Where no ornaments atecaBubourg varies the bowing. Quaver

bariolage patterns are changed into semiquavers.
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The Sarabanda —Largq third movement, with a Corelli ‘walking bass’,atso treated more
conventionally than a usual (church sonata) slowamneent. As this is basically a dance,
Dubourg begins cautiously and only in the fifth bas a ‘flourish’ so to speak. The bar has
16 notes — the first to be held. Bar 7 has 27 noteshich 21 belong to a ‘rurbefore the
cadence. The first bar of the second section haxgmded run on the second beat but then
all is subdued until the fourth last and penultienaars — runs of 18 and 17 notes respectively.
The finalGiga — Allegro, save for the cadence bar at the end of thed&stion which has a
run of 17 notes, is conventional. Dubourg ‘fills-@orelli’'s rests in the tune and generally

varies the work in the normal manner. For the tlasd bar he reaches a top e’”.

15 Arcangelo Corelli - Opus 5 No 9 Sonata in A majordr Violin
and Basso continuo Ornaments to it are by Geminiani
(contained in Hawkins pub. 1776) and by Dubourg, b for

all four movements

The first movement of this sonata is marked Largo.

As this sonata is a chamber sonata, the slow mavesnage not written in such large note
values as is usually the case with slow movemeamtsnost of the church sonatas. The
exception to this in these chamber sonatas isitstenhovement of no.11, which would lend
itself to more embellishment as the movement iserstately, but, even so, it moves in
crotchet values. One should remember that Largmiso slow. All movement designations
in the baroque were more of an indication of matier than exact tempi.

For theCorelli original there are no ornaments for the final sxatas, and as stated above,
and, in the 1710 edition, the slow movements ohlpe first six sonatas are ornamented. The
original sonata has four movements — Preludio-Lafgiga-Allegro; Adagio (8 bars only-
therefore basically a bridge passage to the nextement, which is); Tempo di Gavotta-
Allegro.

15.1 Analysis

Movement. | - Comment :
Geminiani: Very much more in the ‘galant’ style where the ndglos followed and
ornamentation added to the line itself. The Dubaarthe more ‘old-fashioned?’ with more

legato lines
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Dubourg: Florid lines in which slower tempo necessary ethevéas it is possible to perform
the ornamentation of Geminiani at 50 = crotches ipossible in Dubourg but in some bars,
notably Bars 15 and 16, a little rubato is necesddntil | performed these ornaments my
impression was that these bars would be well-nigpossible to play in time. However in

performance they need only a little easing — hdaMgack 9

15.1.1Movement |

Bar 1 - The original Corelli sonata begins in convensibstyle with an unaccompanied
arpeggio leading to the dominant.

Geminiani fills in this arpeggio in rhythmical style with dalé’ — used twice plus a
reiteration of arpeggios, also twice. The fact gath beat is decorated, quasi separately, a la
Telemann and that there are no trills, allows &mepo to remain constant.

Dubourg has each beat decorated separately but the agpegdecorated with a trill and
stepwise motion via trills and circles. Three $rith four beats tend to hold back the tempo.
Geminiani — The following phrase shows cleaBeminiani’s style in this movement (and in
this sonata) with intervallic leaps predominatingrly at the end of bar 4 does he introduce
demisemiquavers. The ornamentation is mainly inivitotand arpeggiated form and the

harmony is never disturbed.

15.1.2From Bar 2

Dubourg begins the second bar immediately in a more ‘lyr&tgle with runs, ascending and
descending on two beats followed by step-wisestrill
Geminiani here has a more dramatic passage with a run folldwean arpeggio (B major)

with coulés.

Continuing Section 1 to double bar

In every barDubourg uses demisemiquaver runs to be played in virtisdgle from bar 3
onwards. They far exceed the eight demisemiquactrsno a beat. Bar 3 has two runs, one
of 10 and the other of 14 notes — both followinguaver, therefore hemidemisemiquavers.
Bars 2, 3 and 4 all contain 2 groups of runs wietesr 5 has three groups, the following
three bars- one group and bar nine- three groDpbourg tends to deviate through the
phrase but returns at the close of each motifbags 1 2 3 4 6.

Geminiani follows the melodic line more closely. Until thieird beat of bar 5 the original
melody note at each beat is play&keminiani then uses a descending phrase, (the original

melody ascends), but still uses the notes of thenbiay. His use of demisemiquaver is
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sparing — here in the last beat of bar 5 is thst finstance of a whole beat comprising
semiquavers.

For the sequences beginning at bar 6 both compwaeysghe ornamentation for the answer;
with Geminani reiterating the exact notes for the start of theapes followed by simpler
ornamentation, whered@ubourg also keeps the initial three notes of the originalthe first
phrase and decorates with a small run. For theingexi the second phrase, BarDybourg
deviates totally with a leap to f#” followed byran and trills. At Bar 8 for the opening of the
phrase both follow the lines of the original butemasGeminiani has four semiquavers for
his third beaDubourg has 12 notes but he does not decorate the nexabatht

For the cadence at bar Bubourg increases his display with an effulgence of ornasien
whereagseminiani is restrained.

Section 2

Dubourg-For the first three phrasesbars 10-12inclusive —Dubourg follows the range of
the original melodic shape with a restrained flsliron the second beat of bar 10 and for the
second and third beats of bars 11 and 12 rathee exiravagant ones. In Bar 13 the highest
note of the melody in the original movement (c#hich occurs on the third beat of the bar is
here anticipated in the ornamentation by one beg&tubourg. To initially extend runs on the

second and fourth beats, he utilises the devitkeotircle.

Bars 15 and 16are indicative of the ornamentation styles of batmposers. Though they
both follow the line of the originalzeminiani is content to sparsely ‘fill-in’ existing intenal
whereas Dubourg must ‘fly-around’ the intervals, so to speak, (sespecially his
ornamentation for the first two beats of Bar 15have commented on this and the next bar
above. It is evident thd@ubourg is inventive in his choice of ornaments — he doatsoften
repeat himself. Both composers vary the ornamemtgtr the sequence at Bar 16 but, as
mentioned aboved)ubourg is effusive with intervallic leaps for the firshfase in Bar 15 and
extensive runs for the answer. The next two-bausece has more restrained decoration by
both Geminiani and Dubourg though onlyDubourg decorates the first beat of Bar 18. The
closing phrase of this sequence at Bar 19 is againal of both styles witiDubourg using
long runs whileGeminiani again mainly uses semiquavers to soften the Tite. closing
bars, 20, 21 and 22 are a repeat in piano of theiqurs sequential phrase but shifted a half-
bar so that the final cadence closes the bar. Bmtmposers naturally change their
ornamentation for this repetition Geminiani on the third and fourth beats of bar 21

repeating what he has used on the first and selseats of Bar 18, albeit with an added trill
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and a change in the resolution of the phrase, anthwan a #.Geminiani hassaved his
effulgence for the last bar, where the first beatiquasi small cadenzBubourg does
somewhat more than this in that his ornamentasonoit so lyrical but decorates in circles
with an ascending scale of a third plus an extemdadall to be fitted into one beat and also
to be regarded, as witheminiani, as a quasi cadenza.

What is evident to me in this movement is thataltghDubourg ornaments extensively and
Geminiani in a more restrained manner, both composers refipegthrasing of the original.
The repose between each phrase, indicated by Ceittlla rest, is not disturbed. When one
looks at later examples of ornamentation the extessgten manifest in linking passages
between phrases which were not in the original.pecially above the short example of the
Sonata by FranBenda. Also it can be noted that as a performer more dppiies for
repose were available in the performance oflbbourg ornaments than one would imagine

by just looking at the score.

Dubourg’s penchant for not leaving many beats unornamentaklemit difficult for the
player to use unornamented sections as a timeatichaup the time’ so to speak. This is in
contrast todGeminiani’s ornamentation which basically does not require raipato except as
stated in the penultimate bar. Becabs#oourg’s ornaments are so florid, therefore requiring
sometimes excessive rubato, the opportunitiessijpose are sparse. At the beginning of some
phrases, mainly those with a descending step,ténribut appoggiaturd)ubourg does leave
the beat unornamented. These occur with pick-upspait bars 6, 17, 20, and within the bar
on leaps at bars 4, 8 and 22. One could add a nuaoftiers to this (1, 2, 15, 16 and 17) as
these have additions kept to a minimum, e.g. b(bdrs 1, 2, 15, 16, or a leap sparsely filled
in’ (bars 7, 17).

15.1.3Movement Il — Giga/Allegro

In the micro-film, pages 26 and 27 of the ornamait®uboug to this very movement, as
stated above, are unfortunately missing. | willr¢iere be using the Boyden transcription of
this movement.

Here in a dance movement we see that the &glainiani adopted for the first movement is
more than well suited to the decoration of thigdfasnovement. Not that his style in the first
movement was not excellent but it did deviate ehtifrom the original so-called ‘Corell’
ornaments in its lack of lyricism, leaning moreitadid to the ‘galant’ style of Telemann as

befits a later style. In this movement here we hav@mposer with more imagination than
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Dubourg. In a dance movement the tempo is paramount andftiie the motifs must stay
intact.

The original movement begins with the same arpeggid\ as at the start of the first
movement, leaping from” stepwise from c” to a'.

Opening Bars

Geminiani- A rollicking passage of dancing quavers in mainfpeggiated form sets the
scene folGeminiani’'s ornamentation to this movement.

Dubourg- With only a trill on the first note of the first band an appoggiatura a more
subduedubourg here keeps to the original until bar 5.

The entire movement continues in this styleGaminiani.

Dubourg waits until bar 5 to make any real change, onteettrills have been added in the
first four bars.

Geminiani adds quavers to fill the whole of the first baveB with a change to a higher
register he finishes with the last three noteshefdriginal. The next phrase has the last two
beats as in the original but tiphrase uses a pedal for the rolling quaverd-rom bar 8 to
bar 11 he uses the ornamental device of reducegaltes to crotchet/ quaver leaps instead of
continuous quavers as in the original. In the felig phrase he adds quavers to the original
which has in this phrase a series of rhetoricabetfit ‘hesitations’ or ‘sospiri’.

Dubourg on the other hand decorates in scale passageshe.gnotif at bars 6 & 7. He
ornaments with interesting runs to f” and a”. Hever the following phrase seems to lose
this impetus and either does not stray far fromaheginal or else has a series of runs (bars
10-12). The final phrase in this section, also Ii&eminiani, fills in the ‘hesitations’ with

again a series of runs but this time ranging up’tand C#"".

15.1.4Second Section Mvt. 2

Dubourg - Again a conservative beginningln this first phrase only the last three quavers
are varied from the original but the next phrasgirse as the original and then fills in with
quavers and a trill.

Geminiani — The rhythm of crotchet and quaver is ‘filled in’ttvirunning quavers for the
next two phrases

From bar 24 botiubourg andGeminiani ornament in a pleasingly varied fashion with here

again Geminiani showing more imagination in bam2th a variation of the rhythm.
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15.1.5Movement Il

Grave: This section hardly qualifies as a movement — @dtially a bridge passage of only
eight barsDubourg here is extremely restrained, virtually retainthg original save for two
extended runs, one of 17 notes at bar 5 and ther,a¢ghcadential run of 16 notes at the
penultimate bar. This gives just the two placesreibe forward movement is held back for
decorationsDubourg is able to make a display of subdued virtuosityehéie creates an
‘affekt’ of restraint with just the two ‘outbreaks’

Geminiani, on the other hand, abstains from flourishes elgtiWith very few notes he *fills

in’ the intervals in each bar and keeps the slolsgpmoving forward in a restrained manner.
His ‘affekt’ could be that in a slow movement whenge expects flourishes he has made a

virtue of the ‘melodic’ line.

15.1.6Movement IV — Tempo di Gavotta

Dubourg eschews ornamentation for virtually the first eigats save for two trills in bar four
and triplet runs in bars 5, 7 and 8. Overall, i tmovementDubourg is much more
restrained and conservative in his ornamentatican tBeminiani. As befits a dance
movement, neither interrupts the rhythmic flow déwath make use of the device of triplet
movement over the ‘duple’ driving quaver bass.

In this movement we have one of the ‘classic’ Aoreloving’ basses. Quavers are used
throughout and Corelli uses minims only at cadeneash time with the pattern having the
resolution on the weaker ‘second’ half of the BEme sequence of this bar structure is as
follows: in the first section to bar 20 - a minirfieat 4 bars, this occurs twice; after 6 bars,
twice. In the second section from bar 21 to the @ar 54) after 2 bars it occurs three times;
after 4 bars, four times; and after 6 bars, twitewever the bass does not dominate. For the
entire movement Corelli has the treble voice usimge leaping intervals in crotchets for the
entire movement, He takes this movement forwartth@® are no rests in the original only the
cadence points to give shape and a short respite.

Quavers occur only at the approaches to the caddand®rte and then piano at the end of
both sections, i.e. bars 13 and 19 and again aamtV bar 53. However melodic lines
(counterpoint) are ingeniously achieved by havimgdrotchets on the main part of the bar i.e.
beats one and three, describe a mainly step-wisement while the answer on the off beat
describes another second melodic line. Patternsared as to whether the leap ascends or

descends from the main part of the bar. From fenimg, ascending leaps occur for eight
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bars then from bar nine they descend From the éoodat for seven bars (and at bar 31) the
leaps are smaller and vary in the bar ascendingdlasdending. Patterns are then resumed in

eight bar units from bar 35.

Geminiani takes this ‘Affekt’ of leaping intervals and works ornamentation around it and,
in this movement, in the main, displays more visitypothan doe®ubourg. For the first eight
bars he keeps the pattern of the leaps on the baais but decorates with an opening triplet
and duple quavers throughout the bar using doublesgowards each cadence. In the first
sectionGeminiani uses double stops at bars 4 and 8 and then settend section he has 11
bars of virtually continuous double stops. In aiddit in the final 6 bars there are 4 bars of
three- and four-note minim chords plus a final chdfrom bar 9 onwards he varies the
patterns of triplets and duple quavers within sdraes. NeitheGeminiani nor Dubourg use
the original leaps of tenths from bar Qeminiani uses syncopation at the piano repeat at bar
17.

Dubourg, on the other hand, is content to stay restraiapdrt from the runs just mentioned,
until 6 bars from the end of the first section whenerupts into 5 bars of continuous triplet

movement.

15.1.7Second Section:

Here,Geminiani increases his triplet movement for four bars dneeh introduces syncopation
again for two bars. From bar ZZeminiani is again more restrained with less triplet and
duple quaver decoration but begins double stoppinghains of suspensions at bar 31,
continuing until bar 42. Lighter decorations make the next six bars when at bar 59 the
tension is increased with triple and quadruple dhamtil the end.

Dubourg begins in a restrained manner filling in the iaéds. From bar 27 he ffills-in’ the
interval in the first half of the bar for four batsen reverses the procedure to the second half
of the bar from bar 31. From bar 35 the intervaésdgecorated in a chain of quavers and trills
which works well. He begins semiquaver runs at4hand 41 and then from bar 45 till the
end makes these his main decorative scheme whigs ghe effect of a lively and happy

ending.
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16 Comparison of the Three Composers’ Approaches

In making a comparison it is important to note tleerse aspects to be taken into account.
One must consider the date of the ornamentatiom, stiyle of the composition to be
ornamented plus the personal style of the ‘impevis Other factors to be considered are
historical, such as questions of the role of ‘taistenusic in England and Ireland and the role
of music in civic life. The contrast between musithe Papal State Rome where Corelli was
active, and in England in the"18entury is especially marked — the sacred andehalar.

If 1 were to describe in a few words my assessneérgach composer’s ornamentation, |
would call the decoration of ‘Corelli’- lyrical andeautiful, that of Dubourg - brilliant and
exciting and of Geminiani - elegant and graciouse TCorelli’ ornaments retain the contours
of the original melody despite melismds.is seldom that ‘Corelli’ changes a note at the
beginning of a phrase or at a cadence point. Thepons are in Sonata 2, mvt 1 bars 1 and
4 where he begins with a small appoggiatura batn'$ on the main notes of the bar. This
barely qualifies as a ‘change’. The other examglatithe beginning of mvt. 3 to Sonata 3
where he begins on the tonic in the original butlanthird for the ornamented version. There
are only a few instances of this in Geminiani’'s @lations — the pick-up note in bar 8 is
around an a’ and not f#, and in the fast movemeititen he continues to ‘fill-in’ the phrase,
as in bar 1 and 15 to the double bar and bar 28efGiga. Dubourg does not change the
initial note often but one can sense that he hasuob scruples. His intention is quite another
- that of playing the unexpected and causing sseprThe first bars of Sonata 5 cause a
‘breaking-up’ of the phrase instead of a legatéelaf and he begins his long melisma in bar

2ona' and not c'.

16.1Sonata no. 5 movement. 1

with ornamentation by ‘Corelli’ and Dubourg illuates the difference between the two very
clearly. In the opening bar of the first movemehg original melody has rests between the
notes which Dubourg retains whereas ‘Corelli’ clesthe ‘Affekt’ to a more lyrical one by
continuing the line. (There is a case againstiftome interprets the baroque rules strictly by
putting a small articulation break at the tie. Hoeethis still does not mask the effect of the
extended turns which present the next note so eflgga the ‘Corelli’ example.) Dubourg’s
opening changes the ‘affekt’ of the original melddyimmediately introducing trills on the
second and third beats which lend a ‘whimsical’ tatlher jagged effect. One is then aware of
his tendency to create unusual and ‘mercurial’ otéfeand for this reason | would call his

ornamentation exciting.
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In the CD presented with this paper it is apparat Corelli always retains the main
harmonic structure by ‘landing’ on the main notassdally as in all baroque compositions in
4/4 - beats 1 and 3 are the ‘normal’ stresseseobar. Dubourg follows this trait in the main,
but occasionally adds ‘surprises’ such as his caqrs ‘26 note plus trills’ 4 beat in bar two,
thus delaying the arrival to the main beat eveslgtly. (This run must be begun before the
beat and played in a rhetorical manner — rathemasfter-thought’. CD Track 1) The same
applies to his '19 note’ third beat of bar 4. Ie thpening bar of the second section ‘Corell’
decorates minimally until the fourth beat but Dutgptbreaks out’ for the third and fourth
beats of the bar. Similarly in the following barcf@lli’ decorates only the third beat and the
fourth wih a small descending run but Dubourg bgdiis ornaments on beat two. ‘Corelli’
only minimally ornaments the ascending sequenceasans 9,10 and 11 whereas Dubourg
‘vaguely’ retains the first but then embellishewaods the climax which both he and ‘Corelli’
emphasise with an e flat”.‘Corelli’ closes witmaextended turn on the third beat while

Dubourg uses small ‘gasping’ units on the thirdtlbeareate a surprising close.

16.2 Third Movement

The original melody for this movement is a classi@ample of a ‘plain’ slow movement
which would have to be ornamented is some way. dgening has three statements of two
bars each — rising sequences. -which ‘Corelli’ irtdmaking use of one of the ‘classic’
formulas; that of ‘filling —in’ the intervals. Thidevice is noted by Boyden (see above in the
section Written-out Embellishments). With the apgiaturas in bars 2 and 4 and the illing-
in” and turns in bars 3 and 5 ‘Corelli’ sets th#e&t’ of the movement as lyrical and flowing.
The only major ornament is in bar 9 which leadsthe first important cadence of the
movement. The movement is for ‘Corelli’ one of repavith very little ornamentation save as
has been noted. He retains all the sequences &nthoreases the tension with the beginning
of a climax at bar 28 around the held g”. He ckoéth a series of gentle runs to the D Major
chord which leads to the next Vivace. Dubourg, raftdial bars of some agitation where he
only vaguely retains the shape of the sequenctkessmto retaining the ‘affekt’ until bar 16.
After 5 bars — 4 of runs — he follows the originalody. From bar 25 to the end, of the 13
bars remaining only 6 are decorated to any ex@asically Dubourg has kept the ‘affekt’

here.
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16.3 Sonata no. 9 All movements

16.3.1Geminiani and Dubourg:

Although we have only this one Corelli sonata vathamentation by Geminiani one should
not give a ‘blanket’ judgement on his ornamentatstyle solely as a result of this sonata.
Other works are extant with which one can make mparison. As mentioned above, the
sonatas of opus 4 tend to display a variety oftemiut ornamentation. In the opening
movements of sonatas traits such as the follownegeaident: wide leaps, (bars 3 and 4 in
sonata 6, bars 8 and 12 in sonata 2, bars 2 ands8nata 8), delaying the beat ( bar 2 in
sonata 6) and sudden changes of ‘affekt’ with &&geggiation over two octaves (bars 3 and 4
in sonata 6). The opening movement of sonata 3niash added ornamentation in small
notes. These devices are somewhat reminiscent lbbldg’'s style of ornamentation, though
the latter tends to ‘overload the beats’ with eghruns. His sometimes ‘surprising’ effects
are not unlike those in some of Geminiani’s Opu$hk volumes, True Taste and Good Taste
are, as has been stated above, works of themeaaiadion, based as they are on known tunes
of the day.

When one however compares the ornamentation obgihs 9 of Geminiani with Dubourg’s
the contrast is marked. As noted in the analysise we have a chamber sonata so the slower
movements tend to be more flowing and rhythmicare@i's bass moves in half-bar units
and if the tempo indication is written in crotclibetats one must never count in quavers. This
maxim for baroque music was always stressed byatieeProfessor Josef Mertin, pioneer of
baroque music. The ‘affekt’ of this sonata is happg contented as befits A major. For the
first movement Geminiani does not deviate from the pulse addimaments in small units
rather in the style of Telemann’'s Methodische Semads stated earler. Like Geminiani,
Dubourg also in the main keeps the harmonic chaimgast, retaining the melody note of the
original at most of the half-bars. Where this i$ the case Geminiani uses an arpeggio which
reinforces the harmony, such as bars 2, 5, 12 émndhile Dubourg adds runs — usually as
many as possible. It is as if he wishes alwaysutprsse by inserting the unexpected, such as
at bar 5, 9, 13, 15, 16 and 23. In contrast Gemiisizhoice of ornaments is elegant and not
clichéd. He fills-in’ the first two bars but ingsrthe pleasing arpeggio on the second beat of
bar 2. His ornaments rarely consist of runs — g oun in this movement is in the final bar,
all else is leaps or the *filling-in’ of a third.

In the second movementthe contrast would seem not to be so stark big @pparent

nevertheless. Here Dubourg, with no time for ‘sisgs’ as the dance tempo is regular, is
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restricted to more conventional ornamentation Hehwwvever some ‘flashes’ of brilliance as
in bars 14 to 19 and again bars 37 to 39 and barA43noted above in the analysis,
Geminiani, as a composer of more experience thdyolng has somewhat more imagination
at his disposal than Dubourg though the latter’skire is pleasing. It should be noted that,
as in most examples of ornamentation, the ‘pickngies (beginning notes) and ending notes
of each phrase are convergent with the originalothel Thus, the shape and ‘logic’ for the
listener is retained. One observes this phenomanbath composers’ in all examples.
Geminiani immediately enlivens the opening of thevement with mostly ‘leaping’ quavers
which | have called ‘rollicking’ in the analysis.etbften changes the direction of the original,
descending or ascending contrary to the melodyhvisierprises’. Dubourg makes less use of
this device — see bars 15-19, 29 37-39 (demisemérap Until bar 15 with the beginning of
the sequences which he retains, every bar useddhise of the change of direction. To avoid
this becoming too obvious he resorts to convergeowement from the double bar to the
return at bar 28 of the opening tune i.e. bars 20Bdth composers have interesting endings —
Geminiani does not keep the long held a’ at allodating it both times whereas Dubourg
retains the first goes an octave higher on therskooe.

Both composers hardly change this 8-bar ‘bridgeth®s following gavotte, save Dubourg’s
trills in bars 3 and 4 and the two runs. While Gaiani decorates each bar minimally it seems
uncharacteristic of Dubourg to leave the first éhtmrs virtually ‘untouched’. Dubourg also
leaves the opening bars of the gavotte ‘plain’ davdwo trills and really begins in bar 5 to
ornament.

This final movement is an unusual composition fordlli — it seems as if it is an exercise in
string-crossing for the violinist with its wide lesthroughout, ascending for 8 bars and then
reversing direction until the double bar (bars Sah@ 15-18). In the second half he combines
the two directions every bar from 27 to 34 befatuming to the opening theme at bar 35.
The ‘affekt’ of this movement is in the wonderfuirelenting quaver bass as a contrast to the
‘sparse’ upper voice. Here is evidence of Corethilent for composing excellent bass lines,
similar to the ability of both Bach and Couperirhig sets them apart from most of their
contemporaries.

The embellishments for this movement are intergsfiom both composers but again
Geminiani has a ‘surprise’ in the form of doublepst from bar 35 to 42 and triple stops from
bar 49 to 52 and the end chord. The contrastgetrguavers against the duple quaver bass is
utilised by both — however more mixed but consigyelny Geminiani than by Dubourg who

uses runs of triplets from bar 15 to 19. At barv@®ere Geminiani introduces his double
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stops, Dubourg also has an interesting solutioaimety the interval but adding a trill and
neibouring notes to change the affect. Here alsm &se first section Dubourg has ‘showy’
virtuosic flight into the % and 4" positions on the E string — bars 19 and 44 resmdyt The
ornamentations from both are individual and armgst- good solutions to a somewhat
difficult task.

According to Professor Eduard Melkus, who madeyaadordings of Dubourg, though not of
the movements recorded for this study, the Duboungments are, in his opinion, ‘excessive’
(Uberladen) and there is a successive increasigégiag) in this from numbers 7 toll. The
Geminiani he regards as classic and he used thédns asodel for ornaments for his Handel
sonata performances and recording.

Lucy van Dael has recorded her own ornamentaticdhddirst six sonatas of Corelli. Naxos
no. 8.557165

In making a comparison of the three ‘styles’ ofamrentation it was not my intention to judge
the respective merits of one against another, aftho have made comments especially
concerning some of Dubourg’s work. Each one hasows value. ‘Corelli’'s’ ornaments
display a wonderful ability to combine points opose with lyrical melismas. There is an
impression of naturalness, of assuredness in tberagons. Geminiani’s are also the work of
a master. Here, there is not repose but ratheeatice imagination at work — never at a loss
for ideas. (As his decorations are for a chambaatsodifferent criteria apply- there is less
opportunity for lyricism.) Dubourg’s embellishmenshow us that he is interested in
displaying his formidable technique while also kegpto the ‘affekt’ of the works. Setting
scalar runs in surprising places and generally gingnexpectations seems to be his ‘credo’.
In his chapter (4:2) on Style and the Performerbd®b Donington writes: ‘The baroque
musicians had at their disposal virtually the sataandard musical notation as ourselves. It
was therefore by preference and not by necessitythiey left their text more open and its
interpretation more flexibleThey had evidently a preference for spontaréffy (Italics

mine.)

17 Postcript

It is difficult for performers of today to recreatige spontaneity of ‘free’ ornamentation but
efforts are being made in the early music movenerdombat this. The performers of the

baroque era were not only expected to improvisetdato it spontaneously ‘on stage’ so to

224 Doningon, Robert, A Performer’s Guide to Baroquesh. Faber and Faber London U.K.1973 p.28
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speak, rather as jazz players of today (as memtiabeve). However as we have had an era,
whereby performers are schooled in the art of dxaefproducing what is ‘on the page’
without any deviation, this is a difficult task.sténers also must become accustomed to this
type of performance. David Fuller, in the essaydampanion to Baroque Music’ (ed. Julie
Sadie) cited above, writes that there are two itgmbrfactors to take into consideration. Not
only is there the ‘gulf’ separating us from thedomusicians and the old conditions of
performance’, but our historical knowledge is defnt. There is a dearth of instruction
manuals from the time on ‘how to do it’, save foe time in the period 1751-1756 when, to
our knowledge, no less than seven important tesitigere published, Quantz, C.P.E. Bach,
Leopold Mozart, Geminiani, Tartini, Marpurg and Bed. Does one extrapolate the
instruction given there to ‘most’ music of the™&entury? The fact that writers of the time
complained of a lack of spontaneous ornamentatioperformance because it had been
studied beforehand, indicates that it was expetiielde present in its proper spontaneous
form. Burdette refutes thiand according to Tosi, and the evidence here inwbeks of
Dubourg and othersseemsto imply that it was a common practice to write out
ornamentation. There is of course a danger inapgtating rules for all periods of the
baroque which is why historical study is of impoxta. Bruce Haynes makes an excellent
case for the revival of improvisation, and not otthat — he advocates the writing of new
baroque music. This has begun for example withvileeks of the Dutchmardendrik
Bouman, former harpsichordist of Musica Antiqua Koéln, whaites inventively in the

baroque and classic styles

18 Sources

Corelli, Arcangelo Opus 5 Sonatas-

Arcangelo Corelli, Sonates pour Violon et basse continue Opus Midedoriginale (Rome,
Santa 1700), Edition agrémentée (Amsterdam, RAgd1))

(This edition is titled):Parte Prima Sonate a Violino e Violone o Cimbalo Dedicatk A
Altezza Serenissima Elettorale 8bfia Carlotta Elettrice di Brandenburgo Principessa di
Brunswich etc. da Arcangelo Corelli da Fusignan®@pQuinta - Incisa da Gasparo Pietra
Santa

(The following page is a written dedication to fHectress date®1January 1700)
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(The second section read®arte SecondaPreludii Allemande Coreenti Gighe Sarabande

Gavotte e Follia

(The 1710 edition is titled)5onatea Violino e Violone o Cimbalo dhrcangelo Corelli da
FusignanoOpera Quinta Parte Prima, Nouvelle edition ou I'ou a joint lagréemens des
Adagio de cet ouvrage, composez par Mr. A Coretimme il les joue. A Amsterdam Chez
Estienne Roger Marchand Libraire No 357.

(The second section read®eludii Allemande Correnti Gigue Sarabande Gavotte e Follia di
Arcangelo Corelli Opera QuintaParte SecondaNovelle Edition ou l'on a joint les
agréemens des Adagio des six premieres sonates dawage, composez par Mr. A Corelli,
comme illes joue. A Amsterdam Chez Estienne Rogarckind Libraire No 357.

Extraits de Versions ornées (Manuscrit de Manche&eminiani, Veracini) Présentationpar
Nicolas Fromageot, publiée sous la direction den Xeant-Arroman. Fac-similé Jean-Marc

Fuzeau Courlay 1999

2. ArcangeloCorelli Sonate a Violino e Violone Romd700 Archivum Musicum, Collana
di testi rari. Studio per Edizioni Scelte Firen2Y%
(See above for wording of this 1700 edition alsthwthe dedication page. At the back in

smaller type are the first six sonatas of the 1&difon, also with title page from Roger).

3. Historisch-kritische Gesamtausgabe der musiiatis Werke Opus V Band Il
herausgegeben von Cristina Urchueguia unter dearbéit von Martin Zimmerman mit

einem Beitrag von Rudolf Rasch. Laaber-Verlag La2i0©6

4 - Complete Violin Sonatas and Trio sonatas edhigdJoseph Joachim and Friedrich
Chrysander, Dover Publications, Inc., New York B.SL992 (originally published 1888-90)

Dubourg, Matthew - ‘Corelli’s solos grac’d by Duburg’ sic. Microfit A1494 M

Jean Hargrove Music Library of the University ofli@ania, Berkeley, USA.
Dubourg/Boyden - Transcription by David Boyden (details below) tbe ‘lost’ book’ of
Matthew Dubourg.- Copy used by courtesy of Profeksay van Dael, Amsterdam
Geminiani, Francesco +eprint in Fuzeau edition Neuvieme Sonate de IE@grémente

from A General History of the Science and Practtéusic, John Hawkins London 1776.

94



Reprint in Schmitz, Hans-Peter, Die Kunst der lenang im 18. Jahrhundert, Instrumentale
und Vokale Musizierpraxis in Beispielen, BarenneWferlag Kassel 1973 p.62-69.

Roman, Johan Helmich -Downloadsvyww.muslib.se/hand/rare.htn/12/2012

http://roman.statensmusikverk.se/ebibliotek/rontadek.php?lang=en

http://statensmusikverk.se/musikochteaterbibliattkeda-ner-noter/

Rare Collections — the Roman Collectioh(Statens musikbibliotek) The Music Library of
Sweden, Stockholm.

Contained in Ro 61 and Ro 97 also under titles merdikforslag till Corellis Op.5.and
Assagio

Manchester Anonymous — separate booklet with the Fuzeau edition of maongmous
manuscript Ms. 130 Hd4 v.313 with ornaments to samheCorelli’'s sonatas from the

Manchester Public Library (Newman Flower Collecjion

CD - Corelli Ornamentation : Cynthia O’Brien baroque violin and John O’Donnell
harpsichord. Duration 35’ 13".

Private CD performed for this paper in October 2@t1Woodend Victoria, Australia -
mastering by Alexander Stinson.

Track 1 - Corelli Op.5 No 5, Movement 1 : Un-ornamented, Dwigés ornaments on the
repeats

Track 2 - Corelli Opus 5 No.5, Movement 1: Un-ornamented Wabrelli’ ornaments on the
repeats

Track 3 - Corelli Opus 5 No 5, Movement 3 : Un-ornamented

Track 4 — Corelli Opus 5 No 5, Movement 3: Dubourg ornaments

Track 5 — Corelli Opus 5 No 5, Movement 3: ‘Corelli’ ornamsnt

Track 6 — Corelli Opus 5 No 9 Movement 1: Un-ornamentechv@eminiani ornaments on
the repeats

Track 7 — Corelli Opus 5 No 9, Movement 2: Unornamented v@#miniani ornaments on
the repeats

Track 8 —Corelli Opus 5 No 9 Movements 3 & 4: Unornamentethweminiani ornaments
on the repeats

Track 9 — Corelli Opus 5 N0.9 Movement 1: Unornamented witibBurg ornaments on the
repeats

Track 10 — Corelli Opus 5 No 9 Movement 2: Un-ornamented vidbourg ornaments on

the repeats
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Track 11 —Corelli Opus 5 No 9 Movements 3 & 4: UnornamentethBubourg ornaments

on the repeats.
18.1Music

18.1.1Facsimiles

Babell, William,

Xl Solos For a Violin or Hautboy with a Bass, Figlfor the Harpsichord With Proper
Graces adapted to each Adagio by the Author Conagplog®ir. Wm. Babaell Part the First of
his posthumous Works. Facsimile Musica Musica, Markeadow Basel

Xl Solos for a Violin Hoboy or German Flute withBass figur'd for the Harsichord with the
proper Graces adapted to each Adagio by the Aufloonposed by Mr. Wm. Babell Part the
second of his posthumous Works. Musica Musica, Markleadow Basel

Bach, Johann Sebastian, Sei Solo a violino senza bassompagnato Facsimile Spes.
Firenze 1985

Benda, Franz, (Frantzesco) Sonata Il per il Violino SoldC&mbalo col Violoncello in Hans-
Peter Schmitz

Biber, Heinrich Ignaz Franz, Sonatae Violino Solo Saitghii681 Denkmaler der Musik in
Salzburg Faksimile-Ausgaben Institut fur Musikwissehaft der Universitat Salzburg
Leitung Gerhard Croll Band 3 vorgelegt von Manftéermann Schmid. Comes Verlag Bad
Reichenhall, Austria 1991

Bonporti, Francesco Antonio, Invenzioni a violinosolo e ba€gn X. 1714 Estienne Roger
Amsterdam Spes"2Printing Firenze 2000

Bonporti, Francesco Antonio, Concertini e Serenate a vioéingoloncello a cembalo Op.
XIll, 1726. Spes. Fireze 1998

Castello, Dario, Sonate Concertate in stil moderno per soeaorgano overo clavicembalo
con diversi instrumenti a 1.2.3 e 4 voci Libro Sedm Venezia 1644 Spes Firenze 1981.
Castrucci, Pietro, Sonate a Violino e Violone 6 Cembalo Oplez Jeanne Roger A
Amsterdam (17177?) J P H Publications Alston Cumbria. 2003

Corelli, Arcangelo, Sonate a Tre due Violini e Violonel ®asso per I'Organo Operas
Prima, Seconda, Terza, Quarta. (Roger 1713 edtieesprmers’ Facsimiles New York .
Festing, Michael Christian, Six Solos for a Violin and Thagh-Bass Op.7. J P H
Publications. Alston, Cumbria U.K. 1996

Geminiani, Francesco,

True Taste see below in Primary Sources
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Good Taste Download Petrucci site

Art of Playing on the Violin see below in Primargu8ces

The Art of Accompaniament, Part the first/ Part seeond, Opus Xl, London Spes Facsimile
Firenze 1990

Op. 1 -Sonate a Violino, Violone, e Cembalo e ba3padl London .1716 Facsimile of 1739
Spes Firenze 1991

Op 4 - Sonate a Violino e Basso op. IV London 1Faesimile Spes Edition Firenze 1995
Gibbs, Joseph, Eight Solos for a Violin with a ThroroughsB for the Harpsichord or Bass
Violin 1746 London. JPH Publications Alston Cumbda. 2000

Lonati, Carlo Ambrogio, Xll Sonate a violino solo e Basso, ins Salzburg, Mild761
Facsimile Spes Edition Firenze 2005

Locatelli, Pietro Antonio, Xll Sonata a Violino Solo e Basspud® VI, 1737. Collection
Dominantes Fac-similé Jean-Marc Fuzeau Courlay 1995

Playford, John, The Division Violin Containing a Collection of Divisions upon Several
Excellent Grounds For the Violin 1684. Facsimilition with introductory notes by
Margaret Gilmore Oxford University Press. Londor829

Tartini, Guiseppe, Sonata no.1 Opus |; Sonata no.1 Opu&® de I'archet, Le Trilled u
diable. L’Art du Violon, Works from the famous Amtlogy of Jean-Baptiste Cartier 1798 and
1803 selected David Sills Performer’s Editions Néavk 1989

TelemannGeorg Philipp, Continuation Sonate Metodiche pewtf traverso o violino e
basso. Hamburg 1732 Facsimile Spes Edition Firé088

[l Trietti Metodici e Il Scherzi per 2 flauti tkaersieri o 2 violini col fondamento Hamburg
1731. Facsimile Edition Spes. Firenze 2000

Walther,Johann Jacob, Scherzi da Violino solo con il bagswtinuo (1676) Mainz 1687
Facsimile-reprint Musica Repatrtita vol. MR 58, Wdine 1996

Walther, Johann Jacob, Hortulus Chelicus uni Violino. Mal&88 Facsimile-reprint Musica
Repartita vol. MR 59, Utrecht 1996

18.1.1.1Corelli Collected Edition

Corelli, Arcangelo, Historisch-kritische Gesamtausgabenaesikalischen Werke. Edited by
Cristina Urchueguia Opus 5 Band IIl Laaber-Verlagher 2006
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18.1.2Modern Editions:

Farinelli, Carlo Broschi, Arie per Carlo Broschi Farinelli ri@re con riduzione per
Clavicembalo a cura Luigi Verdi e Maria Pia Jacdbdkssociazione Clavicembalistica
Bolognese Bologna 2007

Ganassi,Sylvestro, Fontegara, Opera Intitulata Venice 1%8%reatise on the Art of Playing
the Recorder and of Free Ornamentation ed. HildenReter. English Translation Dorothy
Swainson Berlin1959

Muffat, Georg, Sechs Concerti Grossi | nebst einem AnhaAgswahl aus Armonico
Tributo (1682) Denkmaler der Tonkunst in Osterreit@TO) Jahrg. XlI/2-Band 25,
Akademischer Druck-u. Verlagsanstalt Graz 1959

Muffat, Georg, Florilegium Primum fur Streichinstrumentegrdsg. Heinrich Rietsch,
Denkmaler der Tonkunst in Osterreich DTO JahrgH/Band 4, Akademischer Druck — u.
Verlagsanstalt Graz 1959

Ortiz, Diego, Tratado de glosas sobre clausulas y otrasrge de puntos en la musica de
violones, Roma 1553. Barenreiter- Ausgabe 684 Whgeh von Max Schneider Kassel, 1936
Pisendel, Johann Georg, Sonate in e moll Violino solo e Cdmbdrtext Carus-Verlag,
Stuttgart 2003.

Virgiliano, Aurelio, Thirteen Ricercate from Il Dolcimelo fools treble instrument London
Pro Musica Edition London 1980

Vivaldi, Antonio, Sonata in re maggiore per Violino e Ba@stl6) F. Xl n. 6 reprint
Ricordi Editore Milano 2002

18.1.3Anthologies:

Davison, Archibald, & Apel, Wili, Histrorical Anthology of Music- Baroque, Roco and
Pre-Classical Music Twelfth Printing 1978. Harvardniversity Press Cambridge
Massachusetts .

Giegling, Franz, Compiler Anthology of Music — The Solo Senatlited K.G. Fellerer Arno
Volk Verlag Kéln 1960

Schmitz, Hans-Peter, Die Kunst der Verzierung im 18. Jahdert, Barenreiter, Kassel, 1979
Wasielewski, Joseph Wilhelm von, Compiler and Editor, Antholagfylnstrumental Music
from the End of the Sixteenth to the End of thee®¢seenth Century.Da Capo Press New
York 1974

98



Wolff, Hellnuth Christian, Das Musikwerk, Die Oper | Anfje bis 17. Jahrhundert eine
Beispielsammlung zur Musikgeschichte herasg. Kadt@v Fellerer Arno Volk Verlag Kdin
1971
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19 Anhang

19.1Sonata No. 5, Mvt 1, Op 5, Dubourg’s Ornaments
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19.2 Sonata No. 9, Mvt 1, Dubourg’s Ornaments
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19.3David Boyden Transcription of Dubourg’s Ornaments
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19.4 David Boyden Transcription of Dubourg’s and “Corelli’s”

Ornaments Sonata No 5, Op 5
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19.5David Boyden Transcription of Dubourg’s Ornaments ®nata
No 7,0p5
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19.6 David Boyden Transcription of Dubourg’s Ornaments ®nata
No 8, Mvt1l,Op5
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19.7 David Boyden Transcription of Dubourg’s and Geminiani's
Ornaments Sonata No 9, Op 5

% ‘_! 5 1A "f
i .: ' Sonata X ] : 4.

' ‘ ' ty

|

:

i

?F"ﬂ_f_;...._._

e 1

fo

2ARLEMENT

Fripick m L% &, Aslwin fon,
REAND N2 1326 Tl

M Yoz, 1L 8. 4,

121



19,

Fa—

Ha At T TR £l

Fi

2

‘?’l;

i BT
T

1
pEji /R I

ot B

il g 1 L

—

¥

A
oy Bl B

L casasey

k|
I
%

-
H

rﬁl.

I
3

¥
pY

-
1

B W R
o |

" R e
gl

)
[
ia

P——a
L i

— £

7

R

Bk

Rutwiin Lng,
Aew Yorw, O.FA.

rianed B LA

LR R LREL

ACMMENT
Skakb

i).l\

122



—
¥ B
T A e = o
i o e =i

e

i 2 i B

s

—

Lw i

= 2
I 1

T

-
e .y

fel

Bilvw Jao
B Yorw, T. 0.4,

Frioied in a5 A,

LN R R

ARCHAENT
ERAMND

P

12¢



(£

]

W

T e, T

prie ettt P

P,

SHE

i

(’,’Iga

Friwin lyg,
S Yok, LR A,

Erigicd by U 4.8,

L TR 1LY

ACHMEERYL
RRARD

l.h’l

124



B N T el Wil

'

A

-
o o

7

e —

okl i
& f

+

¥
]

-2943_!—‘!—-‘—1-—-—

S

7

¥

Y

i3l

c:‘r
L e T U T ey

plad e i
3

-
=
W
o

dadEdin

i -
T
i

i

-
x
iy T P}

T LN
—'-ﬁ‘»?‘z‘tﬁlﬂ-f"—f

.
Logd T B

ahims

&

»
o

T
s
T
"

S
.

e

o

Hatwin luc.
Mew Verh, U B A,

Printad (o T8 2.

WO RS % Haam

KEMENT
AND

rmue:

12t



o -
¢,

—_—

s

e

Tt
e mal
—

2"'-_‘!

-

T Vo i

=il

T o

rn

I W i WA W

i

o e i

o

ol —

i

e

. [

12¢

Felwin fon,
Fow Yoo, ih 4.4,

n

(-5 B

Frinivd in

IR Fipgat

o
I

PE)

16 Flaes

N 13

ECEERRT
FRAND

I!A



A5,

e

e

-

1=

AT

A |

sy g

3

. e
e w3

bl

{ut
bk

fpag  Dreve

Al

Tapa di. Favatla

Helwia tac,
o York, V.9, 4,

Frioied jimn flo &,

LT P LG

KoK MENT

I‘“lllﬂ o

127



-8 |
2.

il
R i}
i H
i i \&
H i Bk | sy
il M4 .ﬂ
i i o f_.-.
i ,
i | [fait:t
i rHM I
0l i
L ..ﬂ He
N _EF
s ik N -H.
0 Hig ‘ol
it TTH i3 h,ﬁ
Hithe hied m
i m_” i
bl o1l i
A ; o ”mn -uu.. -
3
el alfl a
Killl s At &
Hs W] Y s
A Al T L)
P m.m.m 3
¥ ]
i M ]
de e H
i b _ﬁ
24 4 i
JUlE A 5
n il :
Al nﬁw : ¥
j F_M ._ &
e AU ¢

'y
i
d

%

Brhwin (na,
How York, 89,4,

Prinind ph BB 4.

K13 - Lk YERAE

RCHMENT
BRAND

E}k

12¢



12¢

Balwin 1mc,
New Yorm, 415 4.

Friowed {n 0L8, 4.

M.
g o
H
HE

oo
e
=

L

o ———
o
T

]
=

.'2]!.
L

ted 1. be Hiek

[

it =t
L
t

SCHMENRT
ARAMND

?J

Eea

TR
i



19.8 Transcription of Dubourg’s and Roman’s Ornaments $nata No
10, Op 5
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20 Deutsche Zusammenfassung:

Im Jahr 1700 gab Arcangelo Corelli seine 12 Son#ieVioline und Bass, Opus 5, in Rom
unter dem Titel “Sonate a Violino e Violone o Cintb®pera Quinta” heraus. Sie errangen
sofort grof3e Beliebtheit und erschienen bald ineneAuflagen. Eine 1710 in Amsterdam
erschienene Ausgabe enthielt ,wesentlichen* Veurigen fur die langsamen Sétze der ersten
sechs Sonaten. Sie waren mit dem Zusatz ,Wie dengémist sie selber spielt* versehen.
Dieser Satz ist stets umstritten gewesen, abengrsien Ergebnissen der Untersuchungen im
Zusammenhang mit der 2006 erschienen Gesamtau$iggbein triftige Grund vor, diese
Zweifel als bestatigt zu betrachten.

Die Popularitat der Sonaten war beispiellos. Sieenw, so kdonnte man sagen, der erste ,best-
seller* der Musikgeschichte. Viele Komponisten habdaren Stil und ihre Struktur
nachgeahmt. Noch zu Lebzeiten Corellis wurden 6ienal in funf verschiedenen Landern
neu herausgegeben, bis Ende des Jahrhunderts Qibeal5n den meisten Landern Europas.
Wahrend die Kunst der Verzierung, in der Regel dam Stegreif, in Italien seit dem
Ursprung der Oper gang und gabe war, musste diesstkn anderen Landen erst eingefihrt
werden. Besonders in England existieren viele adgebene Exemplare der
Verzierungskunst zu diesen Sonaten. Diese sindlicdtiein Widerspruch in sich, denn eine
Improvisation sollte eigentlich, ahnlich der Jazaiovisation, einmalig sein und niemals
genau gleich nachgespielt werden.

Ein Buch, dass zunachst Alfred Cortot und danachicMincherle gehorte und das nach
Pincherles Tod an eine Privatperson verkauft wurtteseit dem (1975) leider verschwunden
ist, scheint in diesem Zusammenhang wichtig zu. $2amin finden sich die ausgeschriebenen
Verzierungen von Matthew Dubourg (1703-1767) zuevieSonaten aus Corellis Opus 5.
Dubourg, Englénder, Wunderkind und spéter ein betearViolinist, ging 1728 nach Irland,
war mit Handel befreundet und wirkte 6fters alsse@sKonzertmeister. Es existiert ein leider
unvollstéandiger Mikrofilm des Buches, der sich ier dean Hargrove Music Library of the
University of California in Berkeley, USA befindeZudem existiert eine Transkription des
Buches, anscheinend auf Fotos der verschollenemalkégbasierend, welche David Boyden,
(1910-1986) bekannter Musicologe, mit Cortots dageal Erlaubnis anfertigte. Dubourgs
Verzierungen sind interessant, virtuos und eigemtliberladen (manchmal 26 Téne in einem
Schlag). Meiner Meinung nach sollte jedoch nichisueht werden die Melismen innerhalb
eines Schlages mathematisch zu dividieren, sondietmehr, sie im Takt mit den Bass

rhythmisch und schwungvoll zu spielen. Ein Gefuth \Spontaneitét sollte vorhanden sein.
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In der General History of the Science and Practi€eMusic, herausgegeben von John
Hawkins, London 1776, sind Verzierungen zur CaseBionata Nummer 9 von Francesco
Geminiani (1687-1762) fur alle Satze abgedruckim@®eni, obwohl umstritten, als Corelli
Schiler bekannt, war der Lehrer Matthew Dubourgskdmn 1714 nach London und blieb
dort als gefeierter Violinist, Komponist und PadagoEr besuchte des Ofteren Irland und
starb in Dublin im Hause Dubourgs.

Daneben liegen noch die Verzierungen des SchweghisKlomponist Johan Helmich Roman
vor, von denen in einer Studie aus dem Jahr 19&ird@te) behautet wird, Roman habe
einige Verzierungen von Dubourg kopiert.

Roman studierte von 1715 bis 1721 in England, leu@dminiani und wahrscheinlich auch
Dubourg und ist heute als ,Vater der Schwedischersik bekannt. In einem Ms.(3 Bande)
in der Musik und Theaterbibliothek Stockholms (ramlections) finden sich zahlreiche
Kompositionen von ihm, sowie weitere, die er gesafthnhat, darunter auch seine
Verzierungen zu einigen Corelli Sonaten

Anhand dieser Quellen werden die Verzierungen aiety und verglichen. Eine privat
angefertigte CD der Kandidatin (Barockvioline), ggnsam mit ihrem australischen
Kollegen John O’Donnell (Cembalo) enthalt die Verangen von zwei der Komponisten zur
Sonate Nummer 5 (,Corelli’ und Dubourg) und von evder Komponisten zur Sonate
Nummer 9(Geminiani und Dubourg) und wurde gemeinsaiinder Arbeit Uberreicht. Die
Verzierungen von Johan Helmich Roman sind jedochtrdabei.

Die Vermutungen, dass ,uberladene’ Verzierungen Bérythmus aufhalten oder andere
Versuche die Verzierungen fast mathematisch zwlidiken und auch dementsprechend zu
spielen, kdnnen hiermit hoffentlich widerlegt wende

Dieser Verzierungen sollten vielleicht — obwohl aiesgeschrieben wurden — ein Ansporn flr

andere sein, lhre Eigene Ornamentik zu kreieren.



21 Abstract (English)

In 1700 Arcangelo Corelli issued his 12 Sonatad/fiofin and Bass in Rome. The title reads
‘Sonata a Violino e Violone o Cimbalo Opera Quintas with his other works, they were an
instantaneous success with further publicatimiiswing soon after. In 1710 an edition was
published in Amsterdam with ‘free’ ornaments to sf@v movements of the first six sonatas,
advertised as ‘as the composer himself played th€hms claim has always been disputed but
recently, in the current collected edition of Cbielworks (2006), based on studies of the
printing, there are good grounds given for thethaaticity.

The popularity of the sonatas was phenomenal. Ple 6 sonatas were the first works which
have never been out of print since they were itjtiaublished and so could be regarded as
the first ‘best-seller’ in music history. The sttue and style of the sonatas became a
standard for many composers. During Corelli’'s iifet they were published 16 times in five
different countries and up until the end of thetagn 50 times in most of Europe.

From the beginnings of opera in 1600, the art oprimmising decorations to a melody
impromptu in performance was widespread in lItaly. dther lands this art had to be
introduced. England took late but enthusiasticatlyltalian opera so the art of adding
embellishment had to be cultivated. Instrumentlistitated singers and while learning this
skill wrote down embellishments. For Corelli's ophishere are at least 20 known examples
written up to 1750.

Until 1975 a book existed, first in the possesgibAlfred Cortot and then of Marc Pincherle.
Since then this book has disappeared. It is impbea it contains written-out embellishments
to many of Corelli's opus 5 sonatas by Matthew Durgo(1703-1767). Dubourg, a former
child prodigy on the violin, was English and workied_ondon before leaving for Ireland in
1728. He was a friend of Handel's and often worksdeader of his orchestras. There is a
microfilm of Dubourg’s book held at the Jean Haxgrdviusic Library of the University of
California in Berkeley USAwhich is unfortunately incomplete. The only recastl the
complete book is a Transcription made from Photgs Oavid Boyden, the famous
musicologist, with the permission of Alfred CortoDubourg’s ornaments are interesting,
virtuosic and basically excessive (occasionallya@6 notes in one beat). In my opinion one
should not attempt to divide these melismas matkieally. There must be a feeling of
spontaneity

In the General History of the Science and PraaticMusic published by John Hawkins in

London in 1776 there are ornaments by Francescoirgem (1687-1762) to all movements
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of Corelli’'s Sonata number 9. Geminiani, known lzes student of Corelli, though this is now
disputed, was Matthew Dubourg'’s teacher. He tradetib England in 1714, was celebrated as
a violinist, composer and pedagogue and remain&hgiand. He often went to Ireland and
died there at Dubourg’s house.

The ornamentation of these sources are analyse@ aonthparison made. Ornaments by the
Swedish composer Johan Helmich Roman are discasseatcording to a study done in 1987
(Burdette) some of his embellishments are copiethfDubourg. Roman studied in England
from 1715 to 1721, knew Geminiani and probably Durgoand is now known as the ‘Father
of Swedish Music.” His manuscripts in three volumstored in the Music and Theatre
Library Stockholm (rare collections) contain his romwomposition as well as by others
together with his decorations to some of Corelijsus 5 Sonatas. A privately prepared CD of
the candidate on baroque violin with her Austratiaiileague, John O’'Donnell on harpsichord
contains the decorations by two composers for Sonamber 5 (‘Corelli’ and Dubourg) and
two for sonata number 9 (Geminiani and Dubourg)e Tecorations by Roman are not
included. Claims that the ‘excessive’ decoratiopéaes the rhythm or that they should be
divided ‘mathematically’ and so played are hopegftiére countered.

These ornaments, even though a contradiction mst@s they are written-out, will perhaps be

a motivation for others to create their own.



22 Lebenslauf:

Cynthia O’Brien ist in Sydney Australien geboren.

1959-63

1961-65

1966

1967

1968-71

1972-75

1972-73

1975

1976
1977

1978

1979

1980
1981

Studium am Sydney Conservatorium, Kenneth WilkinBogis (1960), L.Mus.A.
Violin (1962), L.Mus.A. Singing (1963)
Viel Orchester Erfahrung , Australische Ballet Gaster, TV und Rundfunk
Orchestern unsw.

Reise nach England. Violin Lehréiindie Oxfordshire Education Authority,

Drei Monate erste Geige mit @3C Northern Ireland Orchestra, Belfast.

Privat Studium mit Frederik @@ in London.

Reise nach Wien. Theater and denWrchester.

Studentin (Violin- Konzertfach) PrBicardo Odnoposoff am Hochschile fiir

Musik und darstellende Kundie@ter and der Wien Orchester.
Studentin(Violin) Prof. Eduard Melkus weiterhin Hwmchule fir Musik —
Collegium Musicum Josef Mertin. Theater and der W@gchester. Violin
Johann Strauss Orchester Tournee Deutschland arrfsictiweiz.
Mitglied Capella Accademica Vienna Leitung Eduarcelklis - Konzerte,
Schallplatten in Wien und Deutschland Mitwirkendénistlern u.a. Christopher
Hogwood, Nigel Rogers, Don Smithers, Hans-Martindg, Barbara Schlick,
Jurgen Jurgens. Tourneen zB.England Festival Hadtl wWSid-England,
Deutschland
Moderne Violine bei der Camerata Accademica Satybiietrich Fischer-
Dieskau Dirigent).Ensemble Kontraste Dir. Gunthehedring — Tournee
Monteverdi Vespern Bergamo Dom, Italien.

Geigenlehrerin Wiener-SangerknabanscAuggarten Wien. Wiener

Kammeropernorchester.

Zwei Monate Studium mit Salvatore Accardo Almaia Chigiana, Siena
Italien.

Konzert, Solo Bach Suite Raoid@hianti, Italien.

Ruckkehr nach Australien LehréinOrchesterpraxis bei Sydney Universitat.

Wohnsitz in Canberra. Barocktrigp€a Corelli gegriindet (Barockvioline,
Ruth Wilkinson, Blockfléte und Viola da Gamba unduP Thom Cembalo.
Cynthia O’Brien Auszeichnung National Critic’'s AecAward A.C.T.

Mitglied Australian Contemporary Music Ensemble (AE) unter Direktion
Keith Humble. Sydney, Melbourne, Canberra. (Schémb@rumb, Denisov u.a.)
Anfang zehnjahrige (10) Zusammenarbeit mit Musioz Direktorin Capella
Corelli, Konzert-tourneen und Schilprojekt Konzed@ jeden Tag)
Musica Viva Queen St Gallet@mnzert. Tutorin Barockvioline und
Streicherensemble Adelaide.kK&@zertserie ANU Arts Centre (Ken HEALY
Bis 1979 dann Arts Council 8imDawkins)

Schallplatte ,For Ye Lovers and Masters of Musiquel. Corelli Op.5 No5
Matteis, Castello, Leclair u.a. CC series in Canb&r Melbourne. ABC
broadcasts Opera House Sunday Series

Studium in Holland Tournee NSW MasViva

MV CC Konzert Robert Blackwood Hdklbourne. Vivaldi Orgel u. Violin
14C



1982

1983

1984

1985

1986

1987

Maria

1988

1989

1990

1991
1992
1993
1994

1995

Konzerte mit Luigi Tagliavirdrei Konzerte mit Cellist Anner Bijlsma —
Repertoire: Solo bei Musikatis®Opfer, Corellis La Follia, Telemann - Pariser
Quartet CC. Fernsehen
Tournee fur MV in Queenslandtdrin Summer School of Early Music
Canberra ‘81, ‘82, ‘83, ‘8468
CC MV Sydney Seymour Centre Serieanth Concert Hall (Live ABC
Sendung) Konzertserie Canb&aiat Andrea von Ramm
Lehrerin Canberra School of Musitdlied Council of Canberra School of
Music. Unterricht Worjshop Adiela
Buch und Tonbander vorbereitetférUnterrichtsabteilung der Provinz NSW
fur aufwendige Schilkonzerte®@apella Corelli gesponsort von der Regierung
in den ganzen Provinz Sechs MéacSydney (Outer-West Schulen)
Tournee Neu Zealand fur Musica VAastralian Fortepiano Trio geformt mit
Geoffrey Lancaster u. Cathefireis. Schultourneen MV CC Konzerten Gast-
Hans-Maria Kneihs (OsterreictgsGGerald English.
Capella Corelli Gast Geoffrey Bagbaroque oboe. CC.- Melbourne
International Festival of Ongand Harpsichord. Tour Musica Viva Northern
NSW and Toowoomba. Canberrat@io Dir. Paul Thom Handel Susanna:
Leader Cynthia O'Brien. Ausita Baroque Orchestra gegriindet Cynthia
O’Brien-Gast Paul Plunkett.
Australian Fortepiano Trio — Cyat®’'Brien klassische Violine, Geoffrey
Lancaster-Hammerklavier, @aitte Finnis — Klassische Cello Live
Ubertragung Konzert Vaucludeuse Sydney. Capella Corelli-Gast: Hans-
Kneihs Sydney Canberra. CC -t@aslrew Dalton counter tenor. Erste
Auffihrung Trio Agharti Larry Sitsky Komponist Komigsion vom Arts
Council. CC Serien in Canberra u. Melbourne G&gaker van Hauwe
Australian Baroque Orchestra gegriindet Cynthia @iBrKonzerte
Canberra Sydney

Wohnsitz in Wien. 2mal Besuch nAadbtralien CC und Australian Baroque
Orchestra Gast Nicholas Parlklargaret Sim Sydney u. Canberra u.
Hans-Dieter Michatz

Wiener Akademie, Konzerte Torn€Erankreich,

Deutschland Osterreich (Odstafestspiele) Czechien un Slovenien
Australien — Konzerte, Schuttteen Musica Viva Projekt (zurtick nach
Australien 2mal.

Wiener Primavera Classica Konzeibrio Amadeo geformt mit Richard
Fuller Wiener Akademie Koneeansw. Wiener Konzerthaus. Capella
Accademica Kunsthistorischasskum Konzert.

Duo Amadeo Konzerte Wien CC Syddejbourne Canberra Musica Viva
Konzerte CD Einspielung Handel &aémann CC

Stiftkirche Wilhering Osterreich @#p Corelli, Australien: Konzerte

Duo Amadeo Konzerte Wien PrieravClassica

Duo Amadeo Schloss Mirabell Salgb#ionzerte Wien u. Graz

C.C. Australien, Konzerte u.iMerklasse

Tutor fur Professor Vanecek Universitat Wien Psychologie Abteilung

Vanecek Moto-cognition Semin@iréicher)is 2004
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1996

1997

1998

1999

2000

2001
2002
2003
2004

2005

2006

2007

2008

2009

Capella Corelli, Rome, Belgien, Dehtand, Osterreich (Zwettler Orgelsommer)

Capella Corelli, Refektorium Madierkirche Wien. (3 Konzerte Rome Chiostro
Bramante) CD La Prima Stravagama. Corelli Sonata op 5no 1 u. La Follia
Wien Konzerte Duo Amadeo. Modernelide mit Robert Pobitschka Klavier
Australien Melbourne Unterri@ydney CC Konzerte

ORF Grosser Sendesaal — Modernéngi@on Banks Sonata mit Daniel Linton-
France. Osterreichisches Engfifairug. Duo Amadeo Konzerte.Wien,
Deutschland. CC Australien t&wrtikel in AUSTA Stringendo Zeirschrift fur
Australische StreicherlehreNamecek Moto.cognition.

USA San Francisco Klassische Vigtit Hammerklavier Duo Amadeo,
Russland Barockvioline: Corelli SonatemnKerte und Vortrag CC Klagenfurt
Graz, und Wien. Zweite Artike¢lanecek Moto-cognition fur Stringendo
Bach Festival Melbourne. Konzertriggia - Concentus Australis
Bachs h moll Messe (Live Ubegtrag in ganz Australien. Solo Brandenburg
Konzerten no. 1(violino piccolayo. 5, Alle Cembalo Konzerten Suiten und
Etl. Kantaten

Meisterklasse Sydney Conservatoiionzerte CC.Canberra und Melbourne
CC Konzerte Melbourne Unterricht. aitde und Sydney
Auftritte in Italien

Konzerte Australien mit CC, Balldfastival Bach Sonaten mit John O’Donnell
Duo Amadeo Wien

Recital with JohnO’Donnell - Orgarigtee Ballarat Goldfields

Festival auch KonzertmesterinéBiRequiem Solo Biber Passacaglia

Duo Konzerte mit Ruth Wilkins@lockflote und Viola da Gamba

Italien Cortona moderne Violine SenaAbend Beethoven Paart Debussy. Gast
Bei Consort Eclectus Melbour@® Einspielung mit Ruth Wilkinson Italien
,Concert a deux’ Drei Konzegrien Heiligenkreuzer Hof Wien Twilight Barock
Konzerte. Mitw. Ruth Wilkinsolmgomar Rainer, Brett Leighton.

Ensemble Pacific Rim — Konzert CatgwMusical Offering Linz. CD Lauunch
Canberra Melbourne Duo Konztien mit Ruth Wilkinson

Konzert Haslach Brett Leight@gmbalo, Cynthia O'Brien, barockvioline

Anne Smith, traverso, Susan BIBkrockcello, Australien Konzerte

Konzerte: Wien: Klassik fir Kenner mit Riciduller Hammerklavier, Susan
Blake Barockcello Mozart, Hayétaydn Symphonie fur Trio Heiligenkreuzer
Hof. Preggio Music Festival itad Modene Violine Sonaten Abend Beethoven,
Brahms, Paart, Debussy

Australien Melbourne Canberrés@he Programme - Dubourg
Konzertmeisterin Aufuhrung MegsMelbourne
Unterricht: Australien Armiddiarly Music School (eine Woche)
Meisterklasse Sydney Konservator
Italien Duo Konzert mit Ruth Wilkinson, Conia, Capella Corelli Montecarlo,
Konzertmeisterin Solisti dellagella die Sanncta Maria Vivaldi Festival
Pescia Dom Lucca
Melbourne und Canberra mit Qlap@orelli, Victorian
State Opera Auffihrungen Handas<es auf ,Original’ Instrumenten.
Unterricht Meisterklassen Sydoeg Melbourne
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2010

2011

2012

Sydney Konzert mit Violine, Jathes Koto, Viola da Gamba u. Cembalo
Unterricht Eine Woche BarockdehyLive-in)
Konzert — Wien ,Klassik fur KenneitrRichard Fuller Hammerklavier
Beethoven, Mozart, C.P.E.BadteHligenkreuzer Hof
Australien — Konzerte: Capella Corelli, Melbourne @anberra (u.a. Lonati
Chaconne; Perth Baroque, Perth
Unterricht - REMSWA (Recordeddsarly Music Society of Western Australia)
Dreitéagige Workshop —Streicher
Konzert Wien Triosonaten -2 ViolinerBc.’Glory of the Baroque’
Australien: Konzerte- Capellar€lh Canberra..Perth Baroque Northam WA
Unterricht. Osterreichisch undsfralische Erstauffiihrung von Nancy van der
Solo Violin Suite.

Sonaten Abend Cortona-Italien (moe@fioline) Beethoven, Brahms, Greig.
Australien: Konzerte — Capella Corelli Canberrat Merth Baroque Melbourne
ABC Aufnahme, Konzerte Perth und Northam W.A. (Bakhntaten und
Telemann Konzerte (Solistin)

Unterrichte — Meister Klassen Sydney ConservatoriurMelbourne
Conservatorium (Early Music Studio) Perth WA Stheicund Ensemble-lehrerin
REMSWA Drei-tagige Workshop.
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