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ABSTRACT

In chapter one, the use of the term "composer archive" is
explained, and examples of its application in different
situations are given. A guestionnaire sent out to various
eztablishments is described, and its results discussed.

In chapter two, the types of stock found in composer
archives are described, and refersnce is made to
published literature about each type, and to published
faczimiles. By way of illustration, reference is made to
particular items in the Britten-Pears Library, Aldeburgh.

Chapter three discusses techniques and problems of
resgarch on the materials described in chapter two.
Examples from Britten autographs are pravided {with
reproducticns).

In chapter four, reference is made to a survey carried
aut by means of a questionnaire sent to users of the
Britten-Pears Library; and some tvpes of user projects
are discussed in relation to the results of the
guestionnaire, and with reference to the technigues
described in chapter three.

Chapter five desls with the application of information
retrieval techningues to composer archivesi with
particular refesrence to the problems and needs of users
highlighted in the previous chapters.

Appendix I contains a directory of composer archives,
compiled from returns to the guestionnaire described in
chkapter one, and from other sources. Reference is made to
items in the bibliography (Appendix II), which relate to
the various archives in any wayi 2.39. are published by
them, or as a result of research donhe in them, or
describe their holdings. Appendix I thus has the
additional function of a subject index to the
bibliography.

Apperdix IITI contains the guestionnaire sent to the
composer archives, which is described in chapter one.

Appendix IV contains the questionnaire sent to the

users of the Britten-Pesars Library, described in chapter
four,
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INTRODUCTION.
This thesis attempts to examine the nature ot
collections of source materials for individual composerss

to isplate some of the problems involved in their

organisation and use; and to discuss the possible methods
for dealing with these problems.

At the time when the project was first planned, the
writer was employed as an assistant librarian at the
Britten-Pears Library at Aldeburgh, Suffoll, England; and
this institution was naturally given a central position
in the ariginal research propesal.

The resulting thesis is, as a consequence, biased
towards the Britten-Pears Librarvi although, as will
emerge in later pages, the problems and technigues to be
found there are universal, and will be found in all cther
establishments, with varving emphasis.

At the start of the project, the writer was not
particularly well-informed about what collections of
composer source-materials miaght exist elsswhere in the
world, and in what ways they might compare with the
collection at Aldeburgh.

The onlv other establishment about which much
information was available was the Archive of the Arnold
Schosnberg Institute in Los Angeles. As it turned out,
this archive had more in common with the Britten-FPears
Library than with many of the others which have since
been identified.

The ftirst taslk, therefore, was to identify as many



other collections as possible, and to contact them to
request information about their holdings and activities.
The way in which this was carried out is described below
in Section 1.1.

While this work was being carried out, 2 parallel
process was also in trains that of trying to find
evidence of the usefulness of the archives in
musicological literature.

The two activities were of mutual assistance. In sonme
cases, ane has information about an archive first-hand,
but can find no references in the literature, and in
others, one knows about its sxistence from the
literature, but cannot aobtain a first-hand response to &
request for information.

The results of these two processes appear, of Course,
passim throughout the thesis, but can be seen in
concentrated and tabulated form in Appendix I and in the
Eiblicgraphy (Appendix II).

These two sections are interlinked, in that the
"publications" section of each entry in Appendix I refers
to items in the bibliography, including not only
publications by the archives themselves, but also
material written about them by third parties, and works
written wholly or partially with their assistance. A
subject approach to the bibliocgraphy is thus provided

without 2 separate index.



Chapter 2 is an attempt to classify and describe the
different types of materials to be found in composar
archives, and to refer to various descriptions and
facsimiles of them, to be found in musicological
literature. Relevant publications are to be found in the
bibliographvy.

An attempt was also made to assemble information, from
the musicological literature, about the technigues used
to study materials of the types held by composer
archives, particularly manuscript materials. The results
of this can be seen in Chapter 3.

At the same time, a survey was conducted, again by
means of 2 gquestionnaire, of the use made of the
Britten-Pears Library by researchers. The results appesr
in Chapter 4.

The final =tep was to relate the various tvyvpes of
materials and techniques of study, and the needs of
users, to the available methods for the organisation of
knowledge, used both in archives and libraries.

Experimental classitication schemes and indexes were
set up, and the information gained from the two
guestionnaires was related to the problem as a whole.
This is the subject of Chapter 5.

Collections vary in their choice of name, that is to

4]

sav, generic name. The following examples illustrate all
the possibilities which have been isolated!:
Britten-Pears Library.

Grainger Museum.

Beethover-Haus.



Arrold Schoenberg Institute.

Max~Reger-Archiv.

The choice of name naturally reflects the intended
range af activities of the establishment.

Bator (1963), p.10, doubts whether composer archives
may correctly be described as "archives," since such
establishnents are zupposed to have a base institution
which serves as & source for new material from time to
time,

However, he is able to guote (p.10) the 1%th-century
German histarian, Wilhelm Dilthey, in support of the
lagitimacy of the concept of "literary archives.®
Examples quated are ths Tolstoy~House and the
Goethe~Schiller Archives,

Under this detinition, the establishment known as a
literary archive or composer archive is a repository of
cultural values, and it carriezs out the following
functions:

1)Makes possible and facilitates their use.

2)Keeps their phvsical embodiments intact.

Prevents their misrepresentation.

4)Demonstrates their connecting links.

An establishment which fulftils these functions,
especially number four, can be describasd, (whatever its
official title), as a "composer archive," within the

meanhing of this dissertation.



To "make possible the use" of documents ig simply to
admit the public to them (or a section of the public
defined in some way).

"Facilitation" is carried out bv the standard library
techniques of cataloguing, classification, etc., and/ or
by the production of archival finding aids such as
repository guides, calendars, inventories, etc.

"Keeping intact” is the process of providing adeguate
storage, carrving out conservation, and microfilming to
cut down wear on original documents.

"Preventing misrepresentation® is more difficult to
encapsulate, and strictly spealting is not possible. What
is done in practice is:

alto interprat the documents in a certain minimal wav
in the establishment’s +inding aids, to avoid obvious
misunderstandings without "leading” the user to thes
conclusions which happen to have been reached by the
establishment’s staff; and

bito restrict access to certain unpublished documents
which might be guoted in a misleading wav.

The function of "demonstrating links" is one of the
mast interesting and creative tasks in a composer
archive, and is fulfilled in various wavs., Put shortly,
what is required is an extremelv detailed description,
which is itseld thoroughly indexed.

All the establishments surveyed in Appendix I, and
discussed in section 1.2 below, carry out all, or at

least some, of these four functions.



The term chosen to refer to them all, therefore, is
*composer archive,”" +frequently shortened to "archive,"

To refer to a specitic archive, the form used is the
name of the composer in capital letters, followed by the
name of the location in bracketsy e.g9. BRITTEN
(Aldeburgh).

To retfer to an item in the bibliography, the form used
ig the author’s name, fallowed by the date in brackets:
e.9, Holst (19843, The author’s name is not repeated:
i.e. the form "Holst (Holst, 1984) states that..." is

eschewsd in favour of the form "Holst (1984) states

that..."



1 GENERAL SURVEY OF COMPOSER ARCHIVES

1.1 Description and methodology of questionnaire sent

to composer archives.

1.1.1 Terms of reterence and exclusions.

Potentially relevant establishments were traced using
Benton (1967-79), and Bradley (1981), as well as by
scanning the literature in general.

Ezstablishments possessing a diversity of different
composer collections were, on the whole, avonided, since
the purpose was to survey archives having an individual
focus.

This excludes, in particular, national librariess. Ths
cne example in Appendix I of a collection in a national
library (RHEIMNBERGER, Munich), does duty for countless
other examples. The manner in which related materials are
split between the various departments of the library
concerned is tvypical of the practice of national
libraries. This practice is, of course, necessaryi but it
puts the various collections outside the scope of this
thesis.

Another establishment having multiple collections is
the Paul Sacher Stiftung. Becauszse of their great
importarce, two of these, STRAVINSKY (Basel) and WERERM
(Basel), have been included in Appendix I.

Yale University Music Library is also rich in

collections of archival material for various composers.



One of these PARKER (New Haven), has been chosen to

represent this library in Appendix 1I.

1.1.2 lLanguages.

The three official languages of IAML were chosen as
being the maximum number which could viably be provided
{in terms of available space, and time and cost of
translation).

They are also the most likely to be useful, given that
the majority of archives traced were in countries which
spoke one or other of them. There were notable
exceptions: Morwayl Finland; Italy; Czechoslovakiad and
Hungary.

In cases where the official language of the countrvy
concerned could not be praovided, respondents were asked

to answer the questions in any language convenient to

them.

1.1.3 Description of questions.

The completed guestionnaire can be seen reproduced in
Appendix II1. The replies are set ocut in tabulated form
in Appendix I, and discussed in Section 1.2 below.

Buestion 1. (full name of archive) is necessary, since
the correct title of an archive is often in doubt. Cases
of subordination to parent organisations are often made
Clear by the answer to this guestion.

Buestion 2. concerns the date of inception of the
archive, This is often somewhat difficult to answer, but

can be very revealing when compared with the dates of



birth and death of the composer. This comparison is
facilitated in Appendix I by the inclusion of the
composer's dates in the heading for each entry.

Buestion 3. concerns the provenance of the holdings of
the archive. The method of transmission of the
manuscripts and other items from the composer’s
posseszian to that of the archive is interesting and
often complex. It i also of potential importance to
scholars.

Question 4. seeks to illuminate the various reasons
+or the eventual siting of the archives. These again can
be complex, and the sventual siting is by no means alwavs
as convenient as it might be for researchers.

Buestions 5., 4. and 7. aﬁe an attempt to discover how
archives are housed, funded, and administered, and to
illuminate the relationships between these factors and
acthers, such as provenance, date of foundation, etc.

Question 8. is a detailed breakdown of the possible
types of material to be found in a composer archive.
Altrough it makes the questionnaire appear more
formidable than it actually is, it was considered
necessary, because it allows a certain ampount of
standardisation in the replies, and in the way thevy are
written-up in Appendix I.

Maturally, where there is standardisation, there is
also a small amount of distortion. This is inevitable in
surveying a large number of archives. The purpose is to
gain some kind of overall picture for purposes of

comparison, rather than to go into minute detail.



In speaking of this guestion, sowme regret must be
axpressed that it was based upon knowledge of two
archives devoted to contemporary composers (see p.l).

This unfortunately resulted in the omission of a
section dealing with manuscript copies, as opposed to
avtoagraph manuscripts. With some older composers, J.85.
Bach and Handel, for example, these wmanuscripts will
cften be the principal holding of the archive, whilst
avtopgraphs are held almost exclusively in natiognal
libraries.

fluestion 9. is of some iwmportance, since an archive
which has ceased to grow is necessarily not in the same
rondition as one which is still changing its shape and
character, even if alwost imperceptibly.

Guesstion 10. addresses itself to the mattesr of what
happens when relevant material is split up between
different establishments. Whether thev are aware of each
others’ existence is also a topic of interest.

Buestion 11, revolves round the fact that in the case
of some composers, notably J.5. Bach, (see Wilhelmji,
1279, C.P.E. Bach, (see Bach, Carl Philipp Emanuel,
1981) Stravinsky, and Britten, knowledge sxists about
what marnuscripts, books and music were in their
possession at the time of their death.

Thic sets the hpldings of the individual archive in
perspective.

Where2 a positive answer to this gquestion was received,
the fact is noted in the entries in Appendix I, in the

section? "Acquisitions policy; relationship of holdings

10



to those of other establishments."

Guestions 12. and 13., about staf+ and users, involve
besic information required to enable comparisorn.

Guestion 14 =seeks to discover the whole range of uses
to which composer archives are put. These can be compared
with a list of research tapics obtained from BRITTEN
{Aldeburgh) (see p.128).

Where projects have resulted in published work, this
has, where possible, been listed in the bhibliography.
Sometimes, however, it has not proved possible to trace
published worbks.

Questions 15.-20., about cataloguing, classification,
and indexing, were written very much from the point of
view of the librarian. Although some interesting answers
were obtained, it is regretted that these guestions wers
not compiled with a fuller knowledge of the ditference
between an archival approach and a library approach (this
topic is gnlarged upon in Chapter S5).

Buestion 21., on automation, was framed with a view to
writing a chapter in the present thesis, about automation
in composer archives. Space has precluded thizs, but the
datails received have been included in the entries in
Appendix I.

Ruesticns 22. and 2Z2. concern rules and regulations.
As it was known that BRITTEN (Aldeburgh), and SCHOEMBERG
(Los Angelas), differed from each other in these matters,
it was felt that more information was needed.

Guestion 24, concerns the conditions under which

unique materials are stored. Unfortunately, the

11



opportunity to enguire more fully about technigues used
for preservation and repair of materials was missed,.

On the other hand, it must be said that the
questionnaire was already becoming rather long. None of

the other questions can be seen as superfluous, even if,

with hindsight, their forw might have been altered
slightly.

Buestion 25., on publications, was not always answered
fully. The examples in the bibliocgraphy, (Appendix IIJ),
nf publications by archives, cannot be taken as an
exhaustive survey. Bibliographical information given in
Banton (1247-79), but not found +irst-hand by the present
writer, has not been repeated, except occasionally to
provide some kind of context to an archive which would
otherwise appear completely undocumented.

Not all the archives listed in Appendix I replied to
the questionnaire. For completeness, details of those

that did not have besen compiled from various scurces

fduly cited).
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1.2 Discussion of results of the questionraire.

1.2.1 Dates

The main focus here is the difference between the date
of death of the composer and the founding of the archive.
There is also a relationship betwesn elapsed time bsfore
founding the archive, and the kind ot archive which is
founded,

In the following cases, the date of foundation af the
archive is the date of death of the composer {or a matter
of a few years atterwards):

WAGNER {(Bavreuth) {contents of the archive have been
in the composer’s house, Wahntried, since before his
death. At some later point, the Bavarian State has tabken
responsibility for the holdinags of the archive).

LISZT (Weimar) (similarly, Liszt’s house was kept as
ke left it, although the archive has since been moved to
the Goethe-Schiller Haus.

Thegse, (two of the earliest collections), were the
result of a strong desire in each case on the part of the
tamily, to create a monument.

ELGAR (Broadheath) (collection in the composer’s
birthplacsa).

Here the effect is almost as if the composer’s final
home had been usedj the materials simply having been
transferred as soon as it became possible to purchass the
birthplace, a matter of a few miles from Marl Banl,

Worcester, where Elgar lived in his last vears,
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BARTOK (New York) (Bartdk’s estate was vested in a
fidudiciary trustee with the eventual object of creating
an archive),

The following group of six composers no doubt saved
their successors much trouble by willing their
manuscripts and/or other effects to various kinds of
library. The result has been good collocatian of
materials, but not necessarily the greatest concentration
of organisational effort:

RHEINBERGER (Munich)

GRIEG (Bergen)

SAINT-SAENS (Dieppe)

ROSSINI (Pesaro)

BRAHMS {Vienna)

BLOCH (Berkeley)

In the following cases, the archive was founded
considerably later than the death of the composer;

following the death of a relative or relatives, who

willed the contents to the archive:

REGER (Bonn) (founded by Reger's widow, during the
last vears of her life).

CORNELTIUS (Mainz) (contents also from bequest of
composer, but death of Therese Cornelius in 1971 was
immediately prior to sstablishment of archive as such).

EOQIELDIEU (Rouen) (compaoser’'s widow begueathed the

holdings to Rouen Municipal Library).

BARTOK (Budapest) (collection of Bela Bartbk Juniar).
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In three cases, the composer supervised the founding
of the archive during his lifetime. In each case the
resulting collection has been separate rather than

integrated with a larger one!

GRAINGER (Melbourns)
BRITTEM (Aldeburah)

SIMPSON (Egham)

And in five cases we nhote that & centenary zeems to
have plaved a part in providing the impetus to found the

archive:

BREETHOVEN (Bonn) {(Centenarvy of death).

BACH (Leipzig) {(Bicentenary of death).

CORNELIUS (Mainz) (Centenary of death).

SCHUMAMM {Zwickau) (Museum fournded on centenary of
bBirthy archive and library founded on centenary of
death).

VIVALDI (Venice) (Holdings presented to the Fondazione
Giocrgio Cini to mark the 300th annhiversary of the
composer's birth {the Istituto Italiano Antonic Vivaldi
having been founded thirty vears earlisr).

Some archives were founded considerably later than the
death of the composer, although the contentz were kept

together in the meantime!

SCHOENBERG (Los Angeles) (26-vear delay).

STRAVINSKY (Basel) (1S-vear delay).
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In both these cases the delay has been entirely
worthwhile, since the archives founded have been
extremely competently planned and run. The delay in the
first case was due to the prolonged efforts of the family
to +ind a home for the materials which lived up to their
high ideals.

In at least one case the death of an important

collector provided the materials for an archivel

HAYDM {(Eisenstadt).

Some of the collections listed above are not related
toa the dates of the composer but rather to the decision

ot individuals to form a collection:

FLOTOW (Mainz)
HANDEL (EBentlev)

WERERN (Basel) (formerly Dr. Hans Moldenhauer’'s

collection}.

1.2.2 Provenance.

To a certain extent the matter of provenance has been
dealt with in the previous section, since the date of
foundation of the archive has so much to do with it,

But the tracing of the provenance of collections is an

activity about which many fascinating stories can be
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told.

As we have seen, there are cases in section 1.2.1
where the composer has willed his manuscripts to an
existing institution, such as a university or public
library. This begs the guestion of the amount of material
which is actually in his possesssion to lsave.

Compasers vary in the importance which they attach to
the autographs of their works. Two near-opposites in this
respect are Brahms and Bartbk,

Brahms lett his musical estate to the Gesellschatft der
Musilkfreunde in Viennaj but as Bazarth (1983), p.23%9,
relates, this legacy included comparitively few autoaraph
scares of his worksy the accent instead was on
Handexemplare (Brahms’ personal copies of first and earily
editions of his works).

Erahms placed wost of the importance on printed copies
of his works, once thev were published, because, as
Pasecall (1983), p.5%, puts it,

"the last rescnances of the compositional process were
mixed into publication and its attermath.”

Consequently, the largest Brahms manuscript
collections were those of his two main publishers,
followed closely by those of some of his friends. The
subsequent +ortunes of these are traced in outline by
Bozarth (1983).

Bartdk, on the other hand, as Bator (1963), p.12,
relates, went out of his way to reach an agreement with
kie publishers that would only reguire him to leave a

capy of the auvtograph (by that time a technological
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possibility), with them, whilst retaining possession of
the autograph himseldf.

Bartol also made extremely careful arrangements for
the evacuation of his manuscripts to England, and
subsequently to America, before the Second World War. Ag
can be seen in the details about BARTOK (Mew Yoarlk)
enumerated in Appendix I, these manuscripts eventually
farmed the nucleus of the nascent archive shortly atter
Bartok’s death.

In most cases the manhuscript submitted to a publisher,
avtoaraph or otherwise, dopes become the property of the
publisher; so it is very +frequently in the power of
publishers to make a significant di+ference to the
auvthority of a composer archive,

Frequentlvy, i4 the archive can show that it is soundly
based, and that its sole purpose is the encouragement of
study and appreciation of the its composer’s music, the
publisher, or publishers, may be willing to donate their
manuscripts, or to allow them to remain in the archive on
permanent loan,

This has been the case with BRITTEN (Aldeburgh), which
enjovs excellent relations with Boaosey and Hawkes Ltd.
and Faber Music Ltd.

Sometimes international boundaries can prevent this
from happening., It is understandably unlikely that
Universal Edition will send their Schoenberq autographs
to SCHOEMBERG (l.os Arngeles), for instance.

Sometimes, too, the publisher may take a particular

pride in his own archive. Perhaps the classic example af
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this is the Casa Ricordi in Milan. An interesting
example of a publisher’s archive being kept together bv
another institution is the Roval College of Music Novello
Library {(see Dibble, 1783).

An interesting variation on this theme is the case of
Saint-Saéns’ autagraphs, which, as Ratner (1%84), p.489,
relates, he was repeatedly pressed by his publisher
{Durand), to leave to the Paris Conservatoire,

Composers who do not, lilke Bartdk, attach extreme
importance to the conservation of their manuscripts,
often give them away, perhaps as birthday or Christmas
presents, or to the performers to whom the works are
dedicated.

These can find their way into composer archives in
thres wayss either the recipient is impressed by the idea
of the archive and donates or deposits the manuscripti or
it may be bought on the apen markets or it may be willed
to the archive,

In Britten’s case, anh example of the first kind is
that of the composition sketch of Peter Grimes, used by
Reginald Goodall to prepare the first production at
Sadler’s Wells in 1945, This wmanuscript was presented to
the Britten-Pears Library by Mr. Goodall in 1980.

An example of the second kind is the copy ot Gavy’s
Plavys, used as a working libretto by Britten in preparing
the Beaggar’'s Opera, found in a West Country bookshop and
bought at auction by BRITTEN {(Aldeburghl)j again in 1980.

0f the third kind is the fair copy engraver's exemplar

of Hymn to 8t. Cecilia, given to Alec Robertson in the
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late 1940s, and willed to BRITTEN (Aldeburgh) (see Flate
1, aftter page 3595).

The matter of provenance is fairly fully dealt with by
Bator (1943), p.1ll, who, as a lawyer, is fascinated b
the fine line that divides a private coliection from an
archive proper.

He feels that the transition occurs when an outside
donor gives samething to the archive on the understanding
that it is to function +or some purposs above and bevond
that of a private collection.

An example of this, at BARTOK (New York) was the
donation of the manuscript of the Bartdk "Stefi Gever"
violin concerto by Dr. Paul Sacher, who had purchassd it
from a descendant of Stefi Gever, for whom Bartdk had
written the concerto.

Gften the considerable monetary value which attaches
to autographs of famous composers is a problem. Ratner
(1984), p.489, reveals that the Saint-Sadns manuscripts
were not delivered to the Paris Conservatoire until 1924
{Saint~-SaEns having died in 1921) because the will was

contested by the composer’s wife, with whom he had not

lived since 1881,

1.2.3 Housing

& continuum may be drawn between the extremes of, on
one hand, a totally separately housed archive, in its own
building, and with no integration with any other library
or archive, and, on the other hand, the (probably

kvpothetical) situation af an institution possessing
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archival material which it interfiles with its other
material without making any distinction.

Between the two comese a +3ir number of intermediate
situations. Collectione in national libraries, such as
RHEIMBERGER {(Munich), keep their various accessions
separate, and university and college libraries such as
BLOCH (Berkelev), RAWSTHORME (Manchester), and BRIDGE
(London), keep their composer source materials as
separate collections.

Morne of these collections have individual rooms in
their libraries as such, and although they doubtless have
their particular stretches of shelving, these may be
liable to change if circumstances make it desirable.

The next stage on the continuum is that where the
library makes a separate room for a collection, thus
effectively drawing a line round it, so that it becomes a
library within a library.

This can be seen with GRIEG (Bergen) and with
CORMELIUS (Mainz). Both of these are relatively recent
davelopments, and the printed materials of the Griseg
Collection were until recently distributed amongst the
general music libraryi coming close to the hvpothetical
*complete integration” end of the continuum.

The next stage of separation is for the collection to
have its own staff. This is not the case with GRIEG
(Rergen); but CORMELIUS (Mainz) has its own curator; and
SIMPSON (Egham) is housed in the library of Roval
Holloway College, but staffed (on a part-time, unpaid

basis), entirely separately.

21



A similar state of affairs existed when DELIUS
(Lendon) was housed in the library of the Roval Academy
of Music.

Separate housing altogether, whilst remaining under
the control of a parent body, alsc ococursi BARTOK
{Budapest) fulfills this condition, being a constituent
of the Hungarian Academy of Arts and Sciences. The
precise details of this complicated relationship are to
be found in Somfai (19283).

Another example is GRAINGER (Melbourne), at the
University of Melbourne, housed in a separate building on
the University campus, but administratively under the
control of the Music Department of the University.

ROSSINI {Pesaro) is a case which cannot be easily
pigeanholed. The archival holdings appear to belong to
the City Conservatory of Musici but the relationship
between this authority and the Centro Raossiniano d4i Studi
is difficult to unravel.

A further stage of separation is exhibited by
SCHOEMBERG {(Los Angeles). This is housed in a separate
building on the campus of the University of Saouthern
Calitornia, but is not solely under the control of that
University, since funding for such expenditure as statf
salaries comes frowm various academic and artistic
organisations in Los Angeles.

Finallv, we reach the further end of the continuum of
differentiation, with archives having separate premises
altogether, nhot part of academic campuses or other

aggregations, and having complete administrative
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auvtonamy.
Examples of this are provided by BRITTEN (Aldeburgh),
as well as ELBAR (Broadheath) and REGER (Bonn), BARTOK

{Mew York), and RHEINBERGER (Vaduz),

1.2.4 Funding

The principal items of expenditure of a composer
archive are! staffingj heating, lighting and
air-conditionina (nhers used)i maintainence; and possibly
rates (where applicable). Continuing acquisitions have
been left out of the list, but if the archive is to
remain "alive," then some kind of acguisitions fund will
alsn be necessary.

Where the archive is subsumed in a larger, academic or
public library, these costs are taken care of
sutomatically, with the possible exception of continuing
acquisitians.

State funding occurs most frequently, as might be
expetted, in the Eastern European countries! it is to be
goen in BARTOK (RBudapest) SCHUMANMN (Zwickau), BACH
(Leipzig), JANACEK {Brno), TCHAIKOUSKY (Klin), LISZT
(Weinar), and othsrs.

Examples of state funding also appear in West Germany!
BEETHOVEN (Bonn), WAGMER (Bayreuth)j Austrial HAYDN
(Eisenstadt), and Franca! BERLIOZ (La C8te St. André&),
although in the latter thres cases the funding is not
from central government but from the relevant regional
authorities.

The dichotomy between archives in capitalist countries
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and those in communist ones is commented on by Somfai
(1983), in comparing BARTOK (Budapest) with BARTOK (New
York). Meedless to say, Somfai is biased in favour of the
arrangement pertaining to the former.

One finds very littls government funding in Britain
and America, cutside the respective national libraries.
The =sole example of any kind of official (in this case,
municipall, assistance to a composer archive is that of
HOLET (Cheltenham), whers the house its=lf is owned by
Cheltenham Town Council, which also uses it as a mussum
of Victorian life.

ELGAR (Broadheath), suffers from inadegquate funding,
and yet the problem hers is not so much that of lack of

pfficial funding {which alsoc affects DELIUS {lLondorn) ; and

BRITTEN (Aldeburgh), but the fact that no provision foar a
remorial was made in Elgar’s will ar bv his descendents,.

Delius’ widow was advised by Sir Thomas Beecham to set
“wp a trust, which todavy can be seen by its published
accounts to gererate sufficient income from investments
to ensure a future for its archive. Britten provided for
the continuation and growth of BRITTEN (Aldeburgh), by
setting up the Britten Foundation in 1973 (seven vears
before the official opening of the Library to the public,
and three years before Britten’s death). BRIDGE (London)
provides ancther example of an archive in Britain which
came into being as a result of the foresight o+ the
composaer himself.

Ohe of the few examples of foreign archives supported

by rovalties from their composers®’® woarks is REGER (Bonn).



By this time, the funding must be from investments of
rovalties rather than from the royalties themselves. This
archive is remarkable in that it states that at the time
of its inception (1947), it possessed no holdings at all,
having acquired them all subsequently. Here is an example
of a "private enterprise” archive in West Germany
outstripping its state-run equivalent, REGER (Meiningen),
in East Germany. The latter is notable for its complete

refusal to reply to correspondenced; including (until

recently), letters from REGER (Bonn).

1.2.9 Administration

"Administration® can be taken to include the following

aspects!

Legal ownership of holdings,
Ownership of premises.
Financial responsibility.

Executive responsibility.

When an enthusiast forms a private collection, he
naturally carries out all these functions himself. He is
the legal owner, and any arrangements concerning this
part of his property he makes by emploving a solicitor.
He provides the "funding,” in the sense that it is his
money which pays for his collecting activities.

Naturally, he also provides housing for his
cellection, and takes responsibility for the executive

side, such as it is; that is to say, he carries out anvy
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arrangement, cataloguing, and so on, himsel+f.

He also deals with any researchers who may from time
to time be allowed to use the collection.

Examples of collections in this condition are HANDEL
(Beﬁtley) and FLOTOW (Mainz).

This iz only satisfactory up to a certain level of
complexity. The embryonic SCHUMANN (Livonia) advertised
its existence while it was in this administrative state,
and consequently drew down upon itself criticism for its
lack of protfessionality (see Locke, 1980, pp.138-9).

BARTOK (New York) began life in something like this
wavi except that its first head, Victor Bator, was
Bartol’s lawysr, and therefore dealt with this side of
the administration of the archive in a professional wav.

He made up for his lack of musicological training with
enthusiasm, arnd a collector’s instinct for amassing
relevant holdings. One of his postulations was that
copyright should subsist in the work of a collector as
well as in the things collected (see Bator, 1263, p.20).

Eventually, however, Bator had to employ staff, in
order to do the specialised work which full development
of the archive demanded (see Bator, 1983, p.15).

This was made possible by the financial assistance of
Bartok’s widow (financial responsibility for the archive
being the one aspect of administration which was not
vested in Bator himssl+4).

Giving the composer materials, or depositing thew on
permanent loan, to a public or academic library, iz a way

of providing the various aspects of administration which
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is adopted by very many of those who find themselves
responsible for a sizeable collection on the death of the
composer,

In this instance, ownership of the materials is often
separated from the other aspects. At the very least,
certain rights, such as the right to allow or prohibit
copying, or rights of access, remain with the donor.

Complex administrative relationships sometimes exist
between composer archives and parent bodies, akin to the
difficulties faced by library cataloguers over the matter
of corporate bodies.

The vervy best example of this is BARTOK {Budapest),
for which the chain of responsibility is: Hungarian
Academy of Arts and Sciences;i Institute for Musicologyi
Bartbk Archives. Here the administrative chain, although
long, is relatively clear.

Administration of some archives is carried out under
the authority of a larger body also devoted to the study
of the composer,. SCHUMANN (Zwickau) comes under the
auvthority of the Schumann-Haus, and this is the case at
Bonn too, where BEETHOVEM (Bonn) is the archive of the
Besthoven~Haus.

Timilarly, SCHOENBERG (Los Angeles) is the archive of
the Arnold Schoenberg Institute.

This raises the qugstinn of what gcan remain once the
archive is subtracted from the whale. The answer is
usually a mussum {(certainly the case with SCHUMANN
(Zwickauw) and BEETHOVEN (Bonnlj and often also some kind

of educational activity.
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This is certainly the caszse with the Arnold Schoenberag
Institute, whose director is involved with lecturing and
research, and who teaches one course per semester at the
University of Southern California.

Az if to prove the point in the previous paragraph
about museums, the Arnold Schoenberg Institute has, near
its entrance, a reconstruction, in a room (viewed through
2 glass wall), of Zchoenberg’s study in Hollywood.

This establishment is also the only one about which
some idea is available of what staf+ are left after the
subtraction of the archive staff. In this case, the
answer is a director and a secretaryd whilst the archive

itself has an archivist and assistant archivist.

1.2.6 Percentage of possible source materials in the

archives.

Band 13 below 1%.

This band includes BACH (Leipzig), BACH (Gdttingen)}
HAMDEL (Halle); DEBUSSY (Saint-Germain-en-lLaye), and
HAYDN (Cologne).

The absence of interesting autograph materisxl is
unfortunate in some of these cases}) in others, the

intention is in any case to provide only a documentation

centre.

As already stated, there iz nothing to stop an archive
being effective even if it possesses no autographs at

&ll, providing that microfilm or other copies can be
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obtained.

All the above establishments (except DEBUSSY,
Saint-Germain-en-Laye), serve as headquarters for the
respective collected editions of compossrs’ works,
although except in two of them BACH (GoOttingen) and HAYDM
{Cologne), this is not the sole purpose of their
existence.

In all these cases, the lack of originals springs from
the fact that the archives came into existence long after
all the available materials had found permanent homes

usually in national libraries.

Band 2! 1-25%

This band includes BOIELDIEU (Rouesn) FLOTOW {(Mainz}

)

HANDEL (Bentlevy); ELGAR (Broadheath)j BLOCH {Berkeley);
HAYDN (Eisenstadt); HOLST (Cheltenham); SAINT~SAENS
(Dieppe) and SIBELIUS (Turku),.

This is to say, very broadly speaking, that small
guantities of autographs find their way into private
collectars’ archives and composer museums, and into
municipal libraries, but that on the whole the more
significant portion of a composer’s manuscripts go to
nore central establishments, such as national libraries.

Saint-Baéns, we learn +from Ratner (1983), p.489, was
ariginally minded to give all his manuscripts to the
Municipality of Rouen, having already deposited a
quantity of his possessions there on the death of his
mother.,

He was persuaded against this, and eventually left
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them to the Paris Conservatoire, whose library is now
amalgmated with the Bibliothégue Nationale.

Some people follow a deliberate policy of splitting up
the available body of autographs.

The late Imogen Holst did this with her father’s
autngraphs; putting some in the care of the British
Library, some in that of the Bodleian, some in the Royal
College of Music, and making various smaller depositions
to other institutions, including HOLST (Cheltenham) and

BRITTEN (Aldeburgh).

Band 3: 25-50%

The only archives to report a proportion of holdings
in this band were ROSSINI (Fesaro); RAWSTHORNE
Manchester) and REGER (Bonn).

Rossini left his manuscripts to the Municipality of
Peczaro at his deathi so it would appear that this waz the
percentage which remained in his possession at the time.

REGER (Bonn) arrived on the scens somewhat late
(194%9), and has acqguired all its autographs since that

time.

Band 4! S0-75%

The +ollowing archives report holdings in this band:
CORMNELIUS (Mainz)j; DELIUS (London)j LISZT (Weimar)i and
SIMPSOM (Egham!. WAGMER (Bayreuth), probably also comes
into this category.

Cornelius {(and his descendants) left autograph

materials to his home town of Mainz.
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LISZT (Weimar) iz an example of a composer’s residence
as it was at the time of his death being developed into a
composer archive. The size of the autograph holding is
conditioned by this. The same is true of WAGNER
{Bavreuth).

SIMPSON (Egham) is probably short of those autographs
which the composer requires to keep at home (this being
our only example of a "living" composer archive), and

also those which remain with publishers.

Band 5: 75-100%

GRAINGER (Melbourne); RHEINBERGER (Munich)i BRITTEN
(Aldeburgh); SCHOENBERG (Los Angeles); BARTOK (New York)s
BRIDGE (lLondon)j PARKER (New Haven), and STRAVINSKY
{Basel).

These are all examples of archives being created +from
the legacies of composers who evidently took care to keep
the majority of their autographs in their possessionj the
majority of whom intended that archives should be
created.

£11 these composers, it is interesting to note, died

in the twentisth-century.

1.2.7 Rezasons for the siting of the archives.

The section in the guestionnaire (see Appendix III) an
the siting of archives had, as its principal object, the
attempt to find out whether the convenience of possible
veers had been taken into account when choosing the site.

In the event, ohly one respondent, SIMPSON (Egham),
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showed awareness of the problem, stating that one of the
reasons for the choice was the proximity of Roval
Holloway and Bedford New College to London. The siting of
the other establishments was more or lesz alwavs
determined in advance by some other factor.

The closer the function is to that of a mussum, the
more likely the archive is to be situated samewhere
connected with the composeri typically in his birthplace
agr final dwelling.

Fregquently, however, the birthplace or other memorial
iz in a large population centre; BEETHOVEN (Bonn), HANDEL
(Halle)i LISZT (Weimar)i and MOZART (Salzburag) come into
this category.

EL.GAR (Broadheath), and BERLIOZ
{ La CSte St. Andr2 ), are examples of rather less
accessible archives.,

BRITTEN (Aldeburgh) is the onlvy example of a truly
off-the-beaten-track archive., Users’ opinions on this are
to be found in Section 4.1. This is an exception to the
general run of archives in buildings connected with the
composer’s life in that it doess possess the vast majority
of the composer’s autoaraphs.

Needless to say, atmosphere is a consideration in
choosing a site. Where the composer was borm or lived in
a major citv, it has sometimes been possible to make an
archive in the house where he lived, thus alsc serving
the purpose of convenience; but the hectic growth and
change of a modern city might militate against any

residual "atmosphere" surrounding the premises.
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Archives not dealt with above are almost all sited in
larger libraries where the composer had some connectiaon.
This applies to SCHOENBERG (Los Angeles), BLOCH
{Berkeley), and RAWSTHORNE (Manchester).

Others have premises in the capital (or guasi-capital)
of the country concerned: BARTOK {Budapest); BARTOK (New

York); REGER (Bonn).

1.2.8 On-gning collecting.

a1l but one of the archives which responded to the
guesticnnaire stated that they were still acquiring
materiale. The exception was BOIELDIEU (Rouen).

A ztory told by the first Librarian of BRITTEN
{pldeburgh), E.F. Ferry, iz relevant here. WMr. Ferry
relates that he +ound himsel$ in conversation one day
with the librarian of one of the English universities]
and attempted to explain the purpose and function of the
rnew Britten-Pears Librarvy.

At the end of his explanation there was a short
silence, after which the university librarian delivered
himself of the opinion that since Britten was dead, the
library could not grow, and was therefore dead too.

This is, in fact, an inconceivable situation. Even if
autograph and other unique materials can seldom, if ever,
be acguired, there are two other areas in which growuth
can and should occur.

The first is that of literature about the composer and
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about his world; aesthetic, intellectual, religious,
political, and so on.

BRITTEN {(Aldeburgh) has kept up to date with these
zorts of materials since its inception. Another archive
which particularly prides itself on its library of
monographic literature is MOZART (Salzburgl.

The other area is the dav-to~day documentation of the
composer, in the shape of press cuttings, programmes of
performances, photographs of productions of stage works,
ete,

With some composers this is a mind-boggling task
(Bach, Handel, Haydn, Mozart, and Beethoven, for
instance). With others it is manageable. It is a aood
idea to subscribe to a press-cutting agency if at all
possible, to automate the process of acquiring this
material.

Rezcordings of the composer’s works ought also to be
kept up with,

Time is often regarded as the fourth dimension. In the
case of composer-studies, it has different names.
"performance tradition” and "stage history.” I+ the
archive ignores this, it is making itself needlessly
incomplete,

Printed editions are another area where onh-30ing
collecting can occur. All the printed editions of even a
modern composer’s works are not necessarily easy to come
by.

An example of this is the original edition of

Britten's & boy was born, which was later revised by the
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composer. This was not originally present at BRITTEN
{Aldeburgh), and was eventually found in a public
library, which was willing to exchange it for a copv of
the revised version.

I+ this problem exists with a contemporary composer,
it is much more complicated for earlier ones. Even the
same edition may differ between printings, so that the
scope for ferreting out printed music is in most cases
Snormous.,

In the case of recent composers, a certain amount of
soliciting of materials, known to be in the possession of
individuals, may go on! these may sell, give, or leave
their autographs or other documents to the archive, or,
in the case of letters, allow photocopies to be made.

This process of persuasion is well described by Bator

(1963), pp.11-12.

1.2.% Staffing

The information given in Appendix I concerning
statfing can be taken as a rough indication only.

Possibly some formula for staf+ could be derived +rom
this information by relating it to the size of the
various holdings, and the activities (exhibitions,
tourism, sducation, and so on), which the staff were
expected to carry out.

To do so would require far desper knowledge of each

situation than could be gained from a single

questionnaire,
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2. DESCRIPTION OF TYPES OF MATERIALS TO BE FOUND IN

COMPOSER ARCHIVES

2.1 Manuscripts

Autograph manuscripts can give a much more vivid idea
of the composer’'s conception than printed sources can do,
although not necessarily a more accurate depiction of his
final intentions {see Section 2.5.2).

Thevy are best described in the order of their
production by the composer. Needless to sav, not all
composers follow the same methods of working: but the

following list gives a generalised picture!

a)Sketches

biComposition sketches/continuous drafts.

c)Vacal score/reduction for solo instrument and piano
{where appropriate). Needed for the soloisti{s) in advance
of the first perfarmance.

d)Full score {again where appropriate, i.e. in the
case of an orchestral or vocal/orchestral work).

@)Manuscript instrumental parts.

2.1.1 Sketches

Composers vary greatly in the amount of work they do
an paper before setting the piece down in connected form.

The best-known example of a composer whose
thought-procedures can be traced from exceedingly
detailed preliminary working-out on paper is Beethoven.

Beethoven is probably the first composer to have had a
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portion of his handwriting reproduced in a book, by Anton
Grdtfer (Griffer, 1830), an emplovee of one of
Beathoven's publishers, Artaria.

Mumerous monographs (as opposed to periodical
articles, which suffice for most other cumpusers)knn his
compositional process have also been written: the first
being the two nineteenth-century books by Nottebohm,
reprinted recently in one volume (Nottebohm, 1979). More
modern examples are Kerman’s transcription of the "Kafka"
miscellany, (Kerman 1970), and Johnson’s study of the
"Fischof+" miscellany (Johnson 1980).

Bach’s extant sketches, as described by Marshall
(1972}, p.31, are notes to himself at the end of pages of
score, so that he would not lose his train of thought
while the ink was drying on the page just written. From
the nature of these, Marshall deduces that what Bach
needed to remember was the melody; the chord-structure
and bass beging self-evident.

Handel was another composer who had sketch-material
published in facsimile at an early datej namely sketches

for what eventually became How beautiful are the feet, in

Messiah. These are to be seen in Handel (1892).

Mozart was essentially a composer who developed his
compositions in his mind rather than on paperj and
Holoman (1980), p.112, likens Berlioz to him in this
repect,

Nevertheless, Mozart sketches exist, and some are
described in Senn (19&1). Havdn’s methods are described

with the aid of sketch material in Feder (1979},
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Schoenberg, despite his reputation for being cerebral,
tended to be an impulsive, inspirational composer, who
wrote many of his works down as continuous draftts like
improvisations. This is born out by the fact that i+
interrupted he was sometimes unable to pick up the

threads again. Die Jakobsleiter and Moses and Aaron are

examples of unfinished works.

Mevertheless, Schoenberg kept sketchbooks. Two of
these, sketchbooks I1 and III at SCHOENBERG (Los
Angeles), are described in Schoenberg (1979)3 the
critical report on the collected sdition score of the

First Chamber Svymphony.

Hyde (1983), discusses his twelve-note sketches, which
sre to be found in SCHOENBERG (Los Angeles). These
sketches are often more like diagrams than music in
canventional notation, and their meaning, at least until
Hyde2’s publication, was somewhat mysterious.

Elgar’s working methods are discussed by Kent (1978
and 1982). He wrote short sketches of musical paragraphs,
which were tried in various orders. He often started with
the climax of a movement, so that he would know what he
was working towards.

Wagrner’s sketches and dratts do not fit snualy into
the outline given above. The classification of these is
addressed by Deathridge (1975).

Westergaard (1973), describes the problems of trying
to reconstruct a work of which only sketches survive. The
sketches in questian are now in WEBERN (Basel).

The first movement of another work which never saw the
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light of day in finished form, Mahler’s Tenth svmphon ’
is analysed from the sketches in Bergqguist (1980).

Turning to Britten, we find a composer with whom
sketches of any kind are a rarity, even by comparison
with Mozart. Most of his work was done mentally.

Mitchell (1981}, mentions (p.24) one of the
tirst-recorded of Britten’s walks, during which this kind
of working-sut was done.

Mevertheless, Mitchell also guotes +rom the diaries in
2 way which makes clear that Britten was freqgquently stuck
when he eventually came to write the composition down.
This is important, since the charge that Britten was a
"tacile" composer needs to be refuted.

Brett (1983), pp.&7-8, describes Britten’s procedures
when reaching a difficult point in a work.

He used erasure (since his drafts were alwavs in
pencil) for anything up to half¥ a side of deletion., For a
longer deletion he would discard a leaf or sometimes a
whole bifolium (Britten worked in his drafts with
successive pairs of joined leaves),

So for "sketches," we have for the most part passages
which originally had a place in the composition itsel#;
gither erased but still-legible passages within complete
drafts, or detached leaves or bifolia, sometimes
themselves used for further sketching.

For a self-evidently tonal composer, Britten made
considerabls use of tone-rowsi and these are often the
cccasions for sketches., The composition sketch of Prince

of the Pagodas shows such a sketch for the dance of the

37



King of the Westj where Britten has written out the
tone-row and crossed-off each note in turn to make sure
that he has got it into his theme.

Similar sketches appear in the sketchbook (a very rare

example of such a document) in BRITTEN (Aldeburgh) +or

Death in VYenice. This is described in detail by Evans
{1984).

Examples of isplated sketches which do not seem to
have originally had a place in the compasition sketch are
to be seen in plates XIII and XIV (after page 124); two
sketches for the area around figure 35, in the last

movement of the Violin concerto. Their significance is

discussed in Section 3.4.3. It is not entirely clear why
the usuvally economical Britten used two otherwise empty

sheets for these guite short sketches.

2.1.2 Composition sketches.

The need for a continuous dratt of the work in hand,
usually in some kind of short-score, is fairly aeneral
amongst composers, as can be seen from the number of
archives shown in Appendix I as possessing such
documents,

Terminology is not gquite standardised. Some
alternatives are! composing score, continuity draft,
short score draft, final sketch, etc. But "composition
sketch® is almost the standard term, and is generally
understood. In German the terms used are "Farticell,?®
"Particell-Konzept," and "Kompositionskizze.*

A cartain amount of confusion sometimes occurs aver
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what constitutes a composition sketch: Hindmarsh (1983)
p.xxiv, reports that early catalcguers at BRIDGE (London)
sometimes mistook what wsre in fact composition sketches
for final versions. Needless to say, the smaller the
forces the work is written for, the more likely is this
to ocour,.

On the other hand, Westernhagen (1%748), p.1%S, denies
the title "composition sketch" to some manuscript
materials of Wagner, onh the grounds that thev lack
continuity, which is th criterion he applies for
classitication of Wagner’s shetches.

The dearee of fulness and the amount of abbreviation
used are variable., Britten’s composition sketches are to
all intents and purposes piano reductions of the complete
work (although needless to say, they do not necessarily
lig under the hands as would a piano reduction}.

On the other hand, Wagner’'s composition sketch of the

opening of Das Rheingold, which involves four sets of

sixteen bars, is notated by writing the first bar of esach
section, with the annotation "16." (For ftacsimiles ses
Westernhagen (1974), pp.18-19).

Furthermore, the woodwind theme which goes with this
mugic i5 not written down in the composition sketch.

Wagner, as reparted by Deathridge (1975), pp.7?7-78,
and Strobel (1931), p.485, eventually felt the need of
anaother intermediate stage before the final full score,
called the "Orchesterskizze."

This is a clear indication that the more complex the

forces involved, the more stages is the work of invention
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likely to pass through. A page from Britten’s composition

sketch of the Vionlin Concerto is reproduced as plate XIT.
It is discussed in Section 3.4.2, and its relationship
with the two sketch-pages reproduced as plates XIII and
X1V is discussed in Section 3.4.3.

To the musicologist, the intsrest of composition
sketches is, of course, that in their crossings-out and
erasures they reveal esither a little or sometimes a great
deal about the compaser’s method of working., For this
reason, Brahms, as Bozarth (1983), p.241, reports, seldom
zllowsd his composition sketches to survive.

As Kahler (1947) and Tvyson (1984) show, Mozart’s
avtographs (of the composing score variety; composition
sketch and final version rolled into one), frequently

reveal nuch about his methods of work.

2.1.3 Stages in preparation of copy for the printer.

Generally, the composer makes, first of all, a mores or
less rough "continuity draft,” or, as we have called it,
"romposition sketch," from which he prepares a final full
score.

With economy of effort in mind, it is likely that this
full score (assuming we are speaking of a large work such
as an opera or orchestral work) will be planned to be
ready for the engraver, ar, more usually nowadays, will
be written on transparencies. Frequently, the preparation
of this score will be partly the work of an assistant.

Another method is for the composer to go straight to

the preparation of a full score without the use of a
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camposition sketch. Then the work aof preparation for
printing will involve copying this out legibly, laying it
put as helpfully as possible.

Assuming the first method, that of a continuity dratt,
then this will be used either by the composer himself or
hia amanuensis, to lay out the full score.

This wark involves, +irst of all, estimating the
amount of paper to be usad. In former times, staves were
then ruled on blank paper. J.S. Bach, in his fair copy
ecores, ruled exactly the number of staves needed at each
stage of the composition (see Marshall, 1972, p.42).

The manuscript is then planned, taking the sizes o+t
the bars from the composition sketch, and having due
regard not only for printing but also practicality of use
{awkward page-turns must be avoided); and a skeleton
score ruled up, with bar-lines, system-braces, and then
clefs.

The names of the instruments are then written in.
Next, those portions of the work which remain constant
between the composition sketch and the full score, such
as voice parts, and words, are added.

All this may be done by the composer and/or an
assistant. The composer himself then adds the
orchestrationi and the manuscript is resady for dyelining
ar other form of reproduction.

Some composers create a "composing score®” either
directly or from rough sketches. This method is suitable
mostly for full scores of fairly limited complexity. It

was used in the barogue era and a good example is Handel,
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whose methods are described by Hicks (1985).

Handel took his text, decided on the tvpe of setting
cf each movement, and then drew cut a skeleton score. He
composed the recitatives first, because they would be
nesded first, and then wrote in the treble and bass lines
for the arias, possibly working from a sketch (few of his
sketches survive).

Finally, Handel filled in the inner parts. This is the
meaning of the term "ausgsfullet” (Ffilled-out) which
Handel used in noting the date of completion on his
compasing scores. The next stage would be the copving of
the conducting score by Handel®’s amanuensis, J.C. Smith
senior.

Similar methods are described by Gossett (1970), in
discussing Rossini’s compositional process.

The relationship between the composing score of

Rameau’s Les Paladins, and the working copy made from it

for the Paris QOpera, is discussed by Wolf (1983).

Composing scores are seldom likely to be suitable for
uze in pertormance. Certainly Handel's were not.
Sullivan’s method involved what he referred to as
"framing." He made rough sketches first of the metres of
his numbers and then of the melodies themselves, and then
"framed” them by drawing up a skeleton score, leaving
gaps for instrumental introductions and interludes.

The voice parts were then ready to be copied for the
pertormers, and the orchestration was completed later.

These scores, although in theory composing scores, were

usad in performance.
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For printing, a certain amount of editorial work is
needed by the publisher’s reader, before being passed to
the engraver, autographer, Not-a-Set operator, or other
processor.

This worlk will be kept down to a winimum if the
composer does his work properly. Elgar (1920) savs,
p.514:

"Accurate ranging is imperative in complicated full
scores, and it the manuscript is not correctly spaced by
the composer a vast amount of thought and labour is laid,
guite unfairly, on the reader.®

House rules have to be adhered to. Many details of
these are common to all publishers, and are known to the
gngraver, anhd these include such details as the
insistence that phrase-marks and slurs should go from
rotehead to notehead. Other points may be wmore obscure,
and reguire negotiation bhetween the composer and the
reader,

Publishers® house-rules may tend to iron out some of
the more idiosyncratic elements in the original. Imogen
Holst (Holst, 1974), p.204-5, speaks of the way in which
Holst’s sometimes unorthodox but nevertheless expressive
time groupings were ironed out by various publishers’
resders.

Good publishers® editors are of enormous help to
composers; and sometimes a relationship has sprung up
between them which has been sufficiently enduring to
become recorded in musicological literature,

Ferhaps the most well-known of these partnerships was
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that between Elgar and A.J. Jaeger of Novellos ("Nimrod®
of the Enigma Variations). Jaeger became not only
publisher’s editor but also confidant and chief
encourager to Elgar,

Another Movello reader, Robert Walker, was much
appreciated by Holst at the time of the publication of

the First Choral Symphony. His work on the part-autograph

fair copy of this work can be seen in facsimile in Holst
{1974-82), vol.4.

Arother example of this composer-editor relationship
is documented by Pascall (1282), p.é1. Brahms had great

respsct for the abilities of Robert Keller, Simrock’s

house editor.

Z2.1.4 Parts.

Since, despite the advance of modern technology, no
machine has yet been produced which extracts performance
material in the shape of orchestral and other parts from
a full score, the profession of music-copvist,
old-fashioned though it is, seems likely to survive for
some time to come.

Comparitively rarely do composers copy their own
parts. Only when voung and unknown, or under exceptional
circumstances, is this likely to occur.

In Britten’'s case this holds good. His early chamber
works exist at BRITTEN (Aldeburah) in autoaraph parts. In
the case of the Phantasy Quartet, op.2, and some other
works, these parts also served as engravers®' exemplars.

Parts, printed or manuscript, which have been
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plaved-from, carry valuable musicological evidence about
the performance history of the work. The composer may
have given instructions at rehearsal which have been
recorded anly in the parts used on the cccasion.

Sometimes parts are also valuable because they ares the
only source for a work, because the scare is lost. This
iz the case with the Bach orchestral suites, for example,
which have been reconstructed from part-avtograph sets of
parts,

Before a point in the sixteenth-century which is still
in dispute, parts were the normal format in which works
were not only circulated, but produced by the composer at
his work-desk.

The relevant authority here is Lowinsky (1948 and
1940), who describes the use of an eraseable score, the
"tabula compositoria," upon which each section was worked
out, prior to transferring it to parts.

On at least one cccasion, autograph parts (from the
pre-score eral), have besen used to study the compositional
process) Owens (1984), has applied this kind of analysis

toc some works of Cipriano da Rore,

2.1.5 Libretti

These materials receive attention in the literature
for three main reascons: firstly because they show the
early stages in the development of the work, i.e. betfore
the music began to be writtens secondly because they
sometimes show, i+ heavilvy used, the interaction between

words and music in the composer’s mind, and also, by
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implication, that between the composer and the
librattist, i+t any} and thirdly because in some cases
they show variations in the form of a work after its
first performance and publication (if any).

The work done by Brett (1983); on the early origins

and genesis of Peter Grimes, and the contribution o+t

Britten’s librettist Montague Slater, addresses itsel+
ehtirely to the documentary esvidence, including
manuscript and typescript libretti.

By comparing Britten’s composition sketch with
Slater’'s tvpescript libretti (one of them marked by
Britten, prior to the commencement of composition
proper), Brett is able to highlight the ways in which
Britten instinctively knew what was right and what was
wrong acut the "given” material, and how at one point he
simply went his own way, forcing the music onto the
words, leaving it until later to have them altered.

Hilliam Plomer, librettist of the Church Farables,
gains in interest for two reasons) firstly the fact that
he did not use a typewriter, and that therefore the
archive contains manuscript {carbon) libretti, instead of
the more usual typescript ones) and secondly that he was
not onr the telephone. This makes the archive richer in

lztters between the collaborators than might otherwise

have been the case.

2.1.46 Diaries,
Needless to say, the possibility of having diaries in

amy

5 composer archive depends on whether the composer was a
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diarist or not.

Diaries are, of all documents, the likeliest to be of
a personal and sensitive nature, and generally a decent
interval might be expected to be allowsed to elapse before
the publication of more than discreet glimpses of them.
For Britten, this has been done by Mitchell (1981).
Britten himself was a conscientious diarist between 1928
and 1938.

Diariss might appear at first sight to be primarily of
interest to the biographer. But their potential
importance to the musicologist should not be
underestimated,

Dates of starting and finishing various sections of a
work, as well as any particular concerns or problems in
its execution, may be recorded. For Britten, often
accused of being a facile composer in his early vears,
the evidence of compositional struggle offered by the
diaries, to judge from the excerpts in Mitchell (1981)
(e.g. p-41), is important,.

The diaries also offer evidence of music heard and

studied by the composer during his formative vears.

2.1.7 Letters.

0f all materials, letters from the composer are, for
obvious reasons, the least likely to remain in his
possession. Conssquently, in this one instance, an
archive formed directly from the composer’s estate is in
no better position than one starting from scratch.

An effort, therefore, has to be made to recover as
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many as possible of the composer’s letters to known
éorrespandentﬁ, particularly to collaborators such as
librettists.

Not all correspondents will be known, of Course, and
advertising in the press is a course of action sometimes
followed by archives trying to make their holdings more
comprehensive,

Generally speaking, the most significant letters +rom
the composer are those to his collaborators, (see, for
example, Strauss, 19&81)) and then those to his publisher;
and these at least pught to be preserved in the
publisher’s archives.

Letters written to amanuenses, secretaries, etc., are

letters written to home rather than from home, and stand

a better chance of being preserved.

In general, it the composer is famous, recipients of
letters will have tended to preserve them. This can bs
two-edged in that, as Bator (1983), p.lé, remarks,
recipients of "unimportant little notes" will try to sell
them to the archive.

letters by the composer will be scattered, and this
has the beneficial aspect that at least some of them
should survive. Letters written to him, on the other
hand, will gensrally either all survive, if the composer

is a selt-archivist, or, possibly, all be lost.

2.2 Interim materials
"Interim materials" is a phrase coined to signify

fusually) printed music which is reproduced in some way
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talling short of actual publication. Interim materials
come between manuscripts and final printed copies.

Four main types can be identified:

a)Transparencies (rnot, or at any rate not always, an
interim material, since a composer’'s autograph may well
be written on a transparency).

b)Dvelines

c)Proofs

d)Engravers exemplars,

2.2.1 Transparencies

Mowadavys a composer working on his own almost
invariably writes the fair copy of his work onto
transparent paper because of the flexibility it gives.

This works in two waysi not only can the reproduced
copies be of any reguired size, but the original paper
itself can be of any size which the composer finds
convenient.

I4 the compozer has problems with his evesight, this
can be a great advantage. Thus we find the auvtograph of

the Schoenberg Siring tripo, (which is composition sketch

and fair coepy rolled into ane), in SCHOENBERG (Los
Angeles), written on giant-sized transparent paper.
Amaerics appears to have been ahead of Britain in this
area of technology. Before Britten went to America in
1929-42, the techniques used to reproduce his music were
the traditional ones of the previous hundred vears or so.

In America he made fairly minimal use of transparencies!

the autograph of the School anthem is written on onsi but
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the only other example of the medium extant in the
archive appears to be for a letter written to the
violinist Antonio Brosa about revisions to the Violin
concerto.

By the time transparencies were in general use in
England, Britten was a senior enough composer not to have
to make use of techniques which did not appeal to him.

His preference, in anvy case, was for the use of
pencil, which did not work on transparencies. By around
1965, dyelines were available, which could be made from a
perncil original.,

Az with many examples of modern technology,
transparencies blur the distinction between the different
tvpes of materials in a composer archive., Why attach
prime importance to the original if a large number of
identical "clones” are also in existence?

The answer is that the original marks made on the
paper by the composer still have a value. Also, as
already stated, the original size of the autograph can
only be appreciated from the actual transparency.

Mot very many archives seem to contain transparencies.
Needless to say, the composers are all twentieth-century
ones! GRAINGER (Melbourne), SCHOENBERG (Los Angeles), and
BRITTEM {Aldeburgh) are the only ones identified; and as

already stated, BRITTEN (Aldeburgh) holds only a very

faw,

2.2.2 Dvelines

The dyeline process (described by Verry, 1958,
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pp.157-15%}), is a photo-chemical one which appears to
have been developed for the reproduction of architectural
drawings. It produces somewhat unstable copies which
smell strongly of ammonia.

Although dvelines are best produced from
transparencies, they can also be made by photographing a
conventional manuscript to produce an "autopositive,”
from which large numbers of copies can be printed.

For EBritten, the joy of dvelines wazs the facility
which they offered to produce a black copy from a pencil
manuscript. In his latter wears he preferred his
assistants to work in perncil as he did, sa that
last-minute changes could be made.

Dyelines are the most prevalant "interim materials" at
BRITTEN (Aldsburgh). Performance materials +or new operas
would be dvelined for rapid circulation, and Britten's
first "conducting scores" or "personal copies (see
Section 2.5.2) would be dyeline copies of his autoaraph

scores, Pages from one of these, for Curlew River, can be

sgen reproduced 2z plates II and III (after page 72).

2.2.2 Proocts.

Proots sre the "interim material" par excellence,

since they form the final bridge betweern manuscript
materiale and the printed edition.

Since by their very nature they are generally somewhat
incorrect (otherwise there would be no point in having
them), there is a tendency amongst both composers and

publishers to treat them as disposable. NMevertheless, a
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corsiderable number of these documents do survive to
become archival materials,

The following archives contain proofs: ELGAR
{Broadheath); GRAINGER (Melbourne); LISZT (Weimar);
RAWSTHORNE (Manchester)j REGER (Bonn)ji SCHUMANN
{Zwickauw); SIBELIUS (Turku)j SCHOENBERG (Los Angeles).
Publishers® archives are also often rich in proofs.

The importance of proofs to a correct understanding of
the composer’'s final intentions varies with the
importance placed upon them by the composer in his
creative process.

In extreme cases, the composer does not correct the

proofs at all., The full score of Brian’s Gothic svymphony

is reputedly an example of this. Normally the publisher’s
editorial department will go some way towards making up
this deficiency.

With other composers, the preparation of the fair copy
will have been the final stage of the creative process,
and the correction of the proofs, whether done by them or
by others, will be simply a matter of ensuring
faithfulness to the text of the autograph.

With & third group, however, alterations at proot
stage form the final polishing process of composition.
If, therefore, the corrected proofs are not preservad,
evidence that these changes are indeed the composer’s
will be lacking.

A claseic example of this was cited by Newman (1%48),
and is discussed in Section 4.2.1.

Pascall (1983), finds with Brahms that the scale of
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the discrepancy has to suffice for an assessment of its
authority. If a difference between printed copy and
zutograph is so large that it could not possibly have
heen missed by the composer, then one suspects a cthange
at proof-stage.

Not surprisingly, in view of their highly specialist
appeal, few facsimiles of proofs, corrected or otherwise,
have begen published. One interesting sxample is to be
found in Kimmey (1979), pp.l128-174§ of part of
Schoenberg’s corrected proot of Gurrelieder,

A reproduction of a page from the first proofs of

Britten’s Curlew River appears as plate X (after p. 107).

2.2.4 Engravers’ exemplars

This species of document is one which has a
readily-found eguivalent term in German nusicology:
Stichvorlag,

The likelihood of the composer’s manuscript being used
as an engraver’s exemplar is atfected by the importance
which he attaches to the work. Some guite important
composers wrote works which could legitimately be
described as "potboilers," and the autograph would in all
'prabability be sold to the publisher and forgotten by the
COMpaser,

Imogen Holst {Holst, 1973-4), p.201, relates that manv
of her father’s smaller pieces have no extant autographs
tecause in some English publishing houses it was standard
procedure to destroy the autograph once the piece had

bezr engraved.
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PLATE I

A page from the (autograph) engraver’s exemplar of
Britten's Hymn to St. Cecilia, corresponding to pages
10-12 of the printed edition, showing the sngraver’s
"casting up." (See page [8).

Repraduced by kind permission of Boosey & Hawkes Music

Publishers Ltd., and of the Executors and Trustses of the
Britten-Pears Library.
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Az has already been mentioned, Heolst’s First Choral

symphony is an example where a part-autograph fair copy
was used as an engraver’s exemplar. This is published as
A

& facsimile in Holst (1974-83), vol 3.

In thes

bl
i1l

cases, the markings by the publisher’s editor
provide an interesting commentary on the extent to which
publishers’ sditorial practices and rules affect the
final product. Holst (1573-4), F.204, comments that
publishers’ house rules frequently smoothed-out some of
the more interesting unorthodoxies of Holst’s notation.

Britten’s Hymn to St., Cecilia was engraved from the

composer’s sutograph. A facsimile from a page of this can
be szern as plate I {(after page 55},

The engraver’s "casting up" can be clearly seen here:
martings such as "2/10" indicate the beginning of the
gecand system of page seven in the erngraved COpY.

In this engraver’s exemplar, the publisher’s editor’s

Y

annotations (nnt zhown) are limited to providing the text

of the title~page! copyright details, and so on.

2.3 Printed monographs

2.2.1 Printed monographs about the composer to whom
the archive is dedicated.

Mozt composers having collections of archival material
listed in Appendix I have had at least cne monograph
published about them,

With many of them, there is no great difficulty in

ke2eping track of the output of monographs. In some cases,
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natabhly that of Rheinberger, the archive itself
{RHE INBERGER, Vaduz! has published a high proportion of
them,

I other caszes, notably that of Mozart, the field is
colossal. MOZART (Salzburg) makes a particular peint of
coallecting wmonoaraphic literature! Angermiller (1980},
p.177, states that this section of the collection amounts
te 4,500 volumesz; and, nf course, it is growing all the
time.

Syan irn Britten’s case, bibliographic contral is not
entirely straightforward. Since the composer’s death, the
mutout of books in Enalish has boomed; but even so, the
total is probably less than a score aor so. But when one
rezalises the existerce of such exotic volumes as a

Hungarian translatiaon of Eric Walter White's Eenjamin

Britten: life and operas (White, 1270}, and A, Tauragis’

Beniamin Britten (Tauragis, 196%5), published in Russian

in the Soviet Union, it is clear that even here the
situation is not so circumscribed as might appear at
first sight.

Not all! monographs on a composer will necessarily meet
with the whale-hearted endorsement of the the archive,
particularly if its management consists of associates
and/ar closs friends of the compossr. Under these
rircumstances, stock policy will have to be decided upon
and adhersd to, |

In some cases, published monographs are indispensible
evervday handbooks in use in the archive. The Schoenberg

satalogues by Rufer (Rufer, 1942) and Mazgaard (Maegaard,
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1272), {for instance, act as repository guides for
SOHOENBERS (Los Angeles); an office performed at DELIUS
{London) by the catalogues of Lowe (Lowe, 1974), and
Thraeltall (Threlfall, 1977).

Other hooks may be produced especially from materials

in the archive, e.49. Mitchell (1%78), or Holst (1978).

2.2,2 About zassociates of the composer.

"pesociates? is here understood in its widest sense,
to include collaborators of the composer, his friends,
people he admired, or who admired him.

Thesze books are important in an archive since they
bring to life vividly the artistic and social world in
which the composer lived.

Ir recent vears, no book has done more to elucidate
the position in which Britten found himself at the start
af his careesr before the 2Znd world war than Hynes (197&),
This book pravides in-depth coverage of many of the
artiats with whom he was associated in the 1930°'s! Auden,
Isherwannd, Coldstream, McMiece, and others.

That Mitrhell (1981) bernefits considerably from this
nublicatien is acknowledged sufficiently in the text of
the latter.

A growth area in publishing in recent years has been
in books by and sbout the makers of the thirties
genzration of documentary films. Early examples of these
books were Rotha (19324) and Grierson (1946), but recently
there have appeared Grierson {(1981), Rotha (1973), Wright

{1974}, and others.
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Work on a composer’s milieu is assisted and encouraged
by the existence of an archive with a libraryi in some
raszs the composer’s awn library. Musgrave (1983) has
drawn a convincing picture of Brahms® friends and
supporters by reference to books in the composer’s own
collection in BRAHME (Vienna).

Needlazss to may, many of these people have had
literature produced about them since Brahms® day, the
acgquisition of which would necessarily throw the picture

provided by the archive into still deeper relief.

.2 ltems from the composer’s own library.

1+ iz satisfyving and often enlightening to discover
the background to a composer’s works not by implication
or bv hearsay, but by seeing his personal copies of key
warks in his own collection.

Britten’s library provides many opportunities to do
this. Perhaps pride of place should go to the copy of
Crabbe’s Ppeme (Crabbe, 1851) purchased in California in
1941, from which Britten and Pears began their
developnent of the opera-plot which eventually became
Peter Grimes. The documentary relevance of this book is
discussed fully in Brett (1983).

iLess dramatic, but still evocative, is the copy of

Elizabseth and Eszex by Lytton Strachey (Strachey, 1928),

which formed the background to Glariana.
From the last period of Britten’s activity, marked

copies of Mann’s novella Death in Venice {Mann, 1929},




and lowsll’s translation of Racine’s Fhaedre (Racine,
1943), show evidence of Britten’s pre-compositional

activitiss on the opera Death in Venice and the cantata

Phaedra.

A copy of Boule de Suif (Maupassant, 1948), given to

Britten by Eric Crozier, provided the germ for Albert

Herring; and Crozier's own Life and legends aof St.

Nicolas (Crozier, 1949), testifies {(albeit
retrospectively), to the background of ane of Britten’s
most popular works! St.Nigolas.

Evidence of projected but unachieved works is also

Hi]
2]

present. A complete set of the children’s books of
Beatrice Potter is evidence of a planned work based on
“gr characters, which could not be carried through
because of copyright difficulties.

The mein part of Britten’s library is a comprehensive
collection of Englisk and a good deal of other European
and American postry.

Hiz propensity for setting non-English poetry was
remarkable} and here one finds, for example,
Michaslangelo’s Sonnets, (Michaelangelo, 1904), with the
azcerntuation marked by the compaser in the numbers he
zeot,

The English poetry section is best described simply as
comprehensive) since comment is made redundant by this
very gquality, Volumes sent to the composer and inscribed
by their authors aboundd but the successive collections
of Auden are probably the most significant among them.

A striking feature is the high proportion of
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arthologies. Brititen was, of course, an anthologist
himsslf, in such works as the Serenade and Mocturne; but
it ig interesting that many nf the texts used in his
works were found by him (te judge from his markings), in

anthalogies, rather than in the full texts which he also

pozsessed.
The passage from Wordsworth's FPrelude used in the

]

Mocturne iz an example of this.

it

Many of the anthologies reflect his characteristic
praaccupatinons: for example the sea (Auden’s anthology

The enchaféd flood, Auden, 1551); childhood (De la Mare’s

Come hither), De La Mare, 1928), and war (Brian Gardrer’s

Up the ling to death), Gardner, 1964).

Britten’s use of anthologies began in his schooldays
or beforei and as late as 1930 he used part of a school

prize to purchass a copy of the Oxford book of English

Yersg (Builler-Couch, 17200},

Britten’s interest in his native county was strong,
and he possessed a large number of the publications of
the Suffolk Antiguarian Socisty, as well as volumes of
related interest such as the letters of Edward

Fitzasrald,

Hiz books on music provide a comprehensive coverage.
One can see the textbooks he used as a childj Forsyth's

Crchestratior, (Foreyth, 1914), for example.

Bookz written by friends and associates also +igure

stronolys Donald Mitchell’s The language of modern music,

(Mitchall, 1943}, for exampls, or Erwin Stein’s Form and

performance (Stein, 19&42). John Culshaw’s Ring respunding
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(Culshaw, 1967), is a memorial of Britten’s long
gssociation with this record producer.

I seneral, howsver, the books on music in the library
are somekhow less characteristic of the composer than the
litarary texts! Britten preferred to make music rather

than to read about it.



2.4 Printed ephemera

2.4.1 Programmes.

Programnez, along with reviews, help to sstablish the
performance history of a vark., I+ the composer himseld
was involved in the performances concerned, then the
pragrammes are also tiny building-blocks in the
conprssr’s bhiography.

As part pt a "date index" compiled from all relevant

ke

documents, they play their part in charting his movements
during his life, &lways bearing in mind that the

visterce of a printed programme is no absoluie guarantee

trat the concert took place or that it included the

Textual matter i also important. Sometimes the note
may be by the composer.

The amount of explanation considered necessary at
various times during the performance history of a work is
alsn revealing, as is the attitude of the note-writer to
the work in guestion.

Often programmes are elaborate and contain essays on
various topics, and art-work which is valuable in its own
way for en sppreciation of the works involved,

This is almost always the case with the programme-book
of 3 musical festival. The Aldeburgh Festival programme
books are an invaluable compendium of Britten’s
coantribution to the artistic life of his country during

the period 1948-1976.
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2.4.2 FPress cuttings

Sometimes composers subscribe to press cutting
agercies during their lifetimes. This was true, for
example, of Schoenberg at various points in his career.

Cuttings are variable in their usefulness. Frequently
they are un-~attributable to an author or even a journal,
and a lot of work, possibly not worthwhile, would have to
e dore to malke them of any uss at all.

& brief press announcement of something which is an

¥

zetablizhed fact from other sources anyway, can usually

be dispensed with. At the aother extreme, articles by

mritics suck as Ernest Newman’s in the Sunday Times are,

to 21! intents and purposes, periodical articles rather
than preses cuttings.

& fzivly freguent reason $for recourse to archives is
tp assemble a body of critical reaction to early

arfe

Q

%4

rwances oFf a worl or works, Qometimes these are
desmad warthy of re-publication. An example of this, on

the zubject of Peter Grimes, is Shaws-Taylor (1983).

Topical svents tangential to the composer’s life or
kig works also form the subject of press-cuttings which
are warth keeping.

“ametinmes these can form valuable exhibition material
if reproduced and enlarged, or they can make telling
illustrations in books.

Particularly poignant use of this medium can be seen
in Tippett (1977}, wheres material concerning the Griunsban

case in prewar France, which gave rise teo Tippett’s A

&4



ghild af gur time, is displaved.

2.4.2 Posters

By their very nature, posters are designed to be
"rostedi" and therefore fewer of them are likely to
survive than cof programmes or press cuttings, except
where & paster is in effect "published,” for use as
internal dzeoration.

They duplicste much of the more formalised information
contained in programmes, although details such as

illing, " and the general tone in whick a performance is

"”

or

advertised, are clearer.

Art-work orn posters is sometimes of considerable value
ir its own right. On the whole, this is comparitively
gxldor the case with those advertising classical music or

operai particularly since so many concerts are part of

zrtablished series which are anhounced in a fairly

Unoe again, a primery value of posters is for display
purpozes. Not only are posters useful in arranging
exhikitinns, but the posters which advertise the
exhibitions themselves are very often of a more appealing

nature than those advertising concerts.

2.9 Printed music

2.%.1 Items from the composer’s own collection of
other composers’ music.

The miniature score collectiaon, more than any other
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part of a composer’s library, is a guide to the level of
his catholicity of taste and knowledge of the concert
repertoire,

The pccasional use of a miniature score for conducting
purpocses apart, there is no purpose to which they can be
put except thst of private study) and thev represent the

ouposer’s knowledge of music cutside his own field of

¥

.~ R @
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Eritten’s miniature score collection began in 1925
whan he was sleven or twelve vears old, and until he went

Colizge of Music he continued to collect

i
o
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scares and to incorporate them as part of a

-
o
e
-
i
i

numbered sequence.

T is well-attested that Britten used his miniature
scores &% reading matter! in fact he sometimes read them
in bed before going to sleep.

He did not limit himself to works with which he was in
sympathy, but covered the standard repertoire
impartisally. Imegen Holst (Holst 1984), p.4%9, remembers
his relief at having completed a periodic progress
through the works of Brahms, whith which, as is known, he

hed little empathy.

E ]

t i3 sate, thersefore, to say that if a work can be
found amongst Britten’s miniature scores, then he knew
it, ard praobably in depth.

Maturallw, it is not gquite so safe to say the
convearsel but the non-representation of a particular
compoga2r is at lesst an indication.

Brakms is well represented, partly because the scores
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in the collection were bought before Britten’s change of
heart f(his early enthusiasm for both Beethoven and Brahms

evaparated during the 1930°s),

His first Brabms score, the Alto Rhapscdy, was bought
in Qutober 1927, being ro.40 in his collection.

By contrast, hizs Beethoven collection had begun two
vears sarlier, with his very first miniature score, the

Erahms was also preceded in the collection by a good

dezal of Wagner (mostly preludes to stage works), Mazart

tthe pverture to The marriaqe of Figaroc and the Jupiter

synphony, Schubert (the "Unfinished" symphony), Weber

(overtures), Haydn (the "Farewell" symphony and the
quartet opus 746 no.3), Mendelssohn (Fingal’s Cave and the

“Scotch” symphonv), and, most strikingly of all,

Stravinsky (the Firebird, no.4 in his collection). This
makes sense 0of the greeting given him by the music master
on his arrival at Gresham’s School! "so vou are the
little boy who likes Stravinsky." (See Holst, 1980,
p.20} .

The late appearance nf Bach in the collection (1230},
iz perhaps explained by the fact that orchestral music
was not that composer’s prime field of activity.

The Erandenburg Concertos are, however, all heavily

annotated; a circumstance somewhat unusual amongst the
scores in the collection.
He extended his tolerance of Brahms even to Bruckner!:

the E minor Mass, the String Guintet, and the symphonies

1.4,7, and 8 are represented.
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The fourth symphony is inscribed "Wien 1934,"
evidently having been bought on the tour of Europe which
he made with the aid of a travelling scholarship after
leaving the Roval Collsge of music.

Music by hig teachers, Bridge and Ireland, also
appears, pride of place 9oing to Bridge. Many of the
Bridge scores ware given to Britten by the composer.

It iz particularly interesting to note that the Three
Idvils, on a theme from which he was later to write his

Yavietions on a theme of Frank Bridge, were acquired by

Britten in August 1930, being no. 27 in the callectian,

Irelard ig represented only by Mai-Dun and Satvyricon.
Judging by the miniature score collection, Ravel was

the main French influsnce behind the remarkable Guatre

Charsens Francsises which Britten wrote at the age of
4

fourteen.

The Introduction and Allegro and the Quartet were both

acguired in 1928, the vear of composition of Britten’'s
worls, Bw contrast, he did not collect any Debussy until

Movember 1930, when L'aprés midi d’un Faune was given him

far kiz birthday by his brother.

Mot all! music was studied keenly by Britten, early or
late in his career. A particularly striking case in point
is Vauvaghan Williams. No score of anv kind by this
composer appears amongst Britten’s callection of
miniature scoree,

Tt would be entirely wrong to infer from this that
Britten did not know his elder contemporary’s music: and

it is inconceivable that ke was not aware at least in
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autline of such pisces as the Fifth Symphony and the
Tallis Fantasia,

What can be inferred, however, is that he did not
conzider it worthwhile to make a detailed study of them.
Thig antipathy, clearly a guestion of chalk and cheese,
can be paralleled from other composer archives, for
instance Ravel.

Commzntirg on the Ravel collection in the Bibliothégue
Matienalzs, Paris, Nectoux (1977), p.199-200, says:

"...on chercherait en vain une partition compléte des
opéras de UWagner. Ce fait est d’autant plus remarquable
gue Ravel fit ges &tudes musicales au plus fort de la

vaoue wazgnerienne en France (années 1880-90)."

Mectoux goes on to guote Ravel as having said that
Meverbeer®s Le Prophé&te was far better orchestrated than

was Lohengrin,

2.%5.,2 Personal copies of the composer’s own music

The German term "Handexemplar" has currency even in
English, since it covers the entire range of meaning
requirsd.

Ir English, thez nearest equivalent is probably
"personal copy."

Cne also speaks of "conducting scores" or "fiie
copies," with the implication that the former is used for
performance and the latter for purposes to do with

keeping track of a work’'s published, "hard copy"
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manifastation.

In fact, assuming the composer is involved in the
performance of his works, the twe are likely to be one
and the zame.

Clausen (1972), in his study of Handel’s conducting

scores, uses the title Handels Direktionspartituren

{Handsxemplare!, thus translating the English term

"cornducting scores® into German and at the same time
implving that "Handexemplare® would be a more neatly
aprplicshle term.

In point of fact, Handel’s collection of "conducting
snares” served only for the purposes of performanced
Tince printed editions of Handel's $full scores did not
wprpear until after his desth.

For zome of Britten’s larger works, the same is true;
and the scores used to conduct were generally dyelines of
Fis avtograph manuscripts.

I* iz perhaps in terms of the scale of the work that
the distinctian makes itself clear: works by Britten not
invalvirg large forces were generally published gquickly

sfter their first performances, and of these he would

ki
al
o

file copies. Thie would also be the case with vocal
scores of laraer works, such as operas,.

Altzrations by ths composer to the text of a personal
copy. whether printed or manuscript, may take the
follawing forms:

a!'Carrections of actual inaccuracies (wrong
accidentals, clefs, etc).

b)Imposition of an interpretation (added dvynamics,
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reinforcement of existing dvynamics, changed metronome
markings, etc).

Here it may be difficult for the researcher, or editor
of a posthumous edition, to distinguish what is essential
to the composer's conception and should be printed, and
what is experimental; introduced perhaps for a particular
perforpance.

ciAlterations such as cuts, added numbers, deleted
nunmberes, stc.) effected by removal of paqes, addition of
pages, sewing pages together, pasteovers, and so on.

It i= in this kind of alteration that Handel'’s
conducting scores abound, and Clausen (1972) makes an
in-depth study of them.

Handz!'s works had altered forms at different
revivals, because of changes made to suit the forces
available and to exploit the qualities of particular
sinaers available.

Faor this reason, preparing a modern edition is a
complex task, particularly with an aften-performed work
such as Messiah,

Mo fewer than four monographs have been published on
the problems of editing this work alone: Tobin (19447
Tobin {194%)) Shaw (1965)5 and Larsen (1957 and 1972).

The conducting score for Messiah is also one of the
few zuch documents to be published as a facsimile
{Handel, 19274),.

d)Changes of mind by the composer as a result of
hearing the work at its first performance, or as a result

of repsated hearings.

21



Tuwz pzges from Britten’s personal copy of Curlew River

can be seen as plates I and III (after this page).

Here, Britien changed the scoring, probably during
rehearsals for the first performance, to extend the harp
part, s a support for the voices,

Besides Clausen’s work an the large body of Handel
Handexemplare in Hamburg Public Library, a certain amount
af sttention has been paid to Brahms® large legacy of
Hardzwemplare at BRAHMS (Vienna).

Pasczll (1783), p.74, transcribes a page from one of
these Brahms Handexemplars, showing an experimental

re~writing of the left-hand of the piano part of the

Wolsd (1978), discusszs and transcribes Rach’s
smendations to his Handexamplar of the Goldberg

variations.

?.¢& Recordings

In the following discussion about recordings in
composer archives, some of the categariss inevitably
overlap. Cowmercial recordings of the composer’s worbks
can also be commercial recordings featuring the composer
ag perforner, Recoardings made from live performances can

also become either or both.

2.4.1 Commercial recordings, featuring the composer’s
o works,
Mearly all archives collect commercial recordinas of

their composers' works, since without access to
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PLATES I and III

Two paass from Britten’s personal {dveline) copy of
the full score of Curlew River, showing voice parts and
words in the hand of Imogen Holst (Britten’s music
azzistant, 1952-1%44),

In the original these were cut from her vocal score of
the work (made from the compasition sketch), and pasted
onto the top of the full score. The instrumentation was
then added in pencil by Britten.

The completed full score was then dvelined, and orne of
the resulting copies was used by Britten as his personal
copy,

At some time, he added, in pencil, the extenzion to
the harp part, an the two lowest staves.

Copyright 1744 bv Fabsr & Faber Ltd. Reprodured by
kird pormiszsion of the Executors and Trustees of the
Britter-Fears Library, and Faber Music Ltd., London.
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comparitive recordings the picture of a work is not

DERUESY (Baint-ZBermain-en-Lave)lavs claim, for

example, to sixkteen different recordings of Prélude a

1’aprés wmidi d'un faune, and twentv-one of La Mer (see

Cokb, 1977, p.250). These wers donated by the record
companies themselves, since they perceived the values of
the decumentation centre. It ig rot known whether the
tfazility to make back-up tapes of the recordings was also

ranted, This would be an enormous advantage, given the

1)

fragile nature of the LP disc.

For most of his works articularly the larger ones
L] = 13

£

itter romaing the standard interpreter, and in some

TRune

i

the only one.

Tt iz perfectly possible for an archive not only to
kald zommercial recordings, but to sell them. The only
actual swample of this identified is ELGAR (Broadheath),

mhich is now eqguipped with a new mussum shop.

2.46.2 Commercial, featuring the composer as performer,

Mugic is capable of an almost litsrally infinite
variety of nuances! performance extends the available
varistions far bevand the sxpressive capabilities of the
zrinted page.

The anly way ta catch these elusive inflections is by
recording. With digital recording now widespread, it is
osly & matter of time before computer technigues are
applised to composers’ performances of their own music,

for the purposes of definitive analvsis.
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Prabably the first composer of note to make a
recarding of any kind was Brahms, in the 1890°s.
(ullivsn recorded his voice in 1888, but no music).
Unfortunately, the quality of the Brahme cylinder is so
paor that it tells one almest nothing.

Recording hazs made vivid the fact that there are
fashinrs in performing styles, Finson (1984), describes
zrn attempt to arrive at a performing style appropriate to
Brahms'® chamber works, by snalvsis of recordings made by
grazembles who had been active during the composer’s
Tifaetime. A most important feature is the string
portanmento,

Somfai (1782), p.&4, says, with reference to BARTOK
(Budapest)

"I strengly belisve that a Bartdk recording is not
anle 2 general guide for his interpreters as to the
avthentisc tempo, stvle and character, but 3 primary
zource in the source chain of individual compositions
which has to be svaluatsd.”

Mewverthzlisass, 38 will be pointed out in section 4.2.1,
the slusive and idiosynocratiz nature of performance,
coupled with the vageries of recording engineers, seemns
to make sditors of printed sditions uhwilling to place
muck importance on the composer’s own recording of his
worh in deciding on such details as dvnamics, or evern

temp

o

The exigencies of the short "78* side almost certainly

had an effect an the tempi chosen by conductors.
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2.4.2 The compeszer’s personal collection of recordings
of atksr compozers’® music,

This is the audio equivalent of the miniature score
tellection {(see Section 2.5.1.) The composer’s range of
listenirg interests can be established by reference to
hin record collectian,

Although most LP’s belonging to Britten and Pears are
in BRITTEN (Aldeburgh), Britten’s own collection of 78°'s
are still rot part of the librarvy.

14 thev become available, it will Le interesting to
s#e whether any relationships bstween them and the
humbered series of miniature scores can be established.

Britten’s diarv, from published excerpts, seems to
make fairly frequent reference to having listerned to

-

gramaphone r2cords. Their effect on him in his formative

vears hag still to he azsessed.

Ravel’s record collection, according to Nectoux

3

(1972, p.20&, is in the Bibliothdégue Nationale, Paris.

2. 6.4 Recordings of lectures about the composer; or of
the ~omposzer speaking about his works.

Theze recordinas can either be a very inefficient way
of putting across what would be far better done as a
printed tzxt, or they can preserve an immediacy which
forms a bridge across a tima-gap.

A recording of an interview between Rosamund Strode,
archivist of BRITTEN (Aldeburgh), and James Blades, the

percussion player, is an example of this. Blades is a
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natural raconteur, and makes vivid his relationship with
Britter, whizh went back to the documentary film music of
the 1930°s,

Tapzs also exist at BRITTEN (Aldeburgh) of the Eliot
Memarial Lectures 3jiven by Dr. Donald Mitchell in 1979,
which eventually became Mitchell (1981).

A useful procedure with recordings like these is to

transcribe and index them. This saves much time for the

0]

Eer

L

2.4.% Recordings from live performances.

In sume cases, particularly with less-favoured
cowpozers, the only available recordings mav be those
made at live parformances of works.

At Aldeburgh, hundreds of recordings of Festival
Concerts exist, and many of them feature Britten’s works,
#nd the conposer as conductor or pianist.

In & few cases; these will represent works of which
recordingz are not commercially available: Paul Bunvan,
ravivad at the Festival in 1974, is a case in point.

Many of these recordings are of first performances,
zince Britten composed new works for many of the

feativals,

2.4.4 Rerordings from Broadcasts,

Many of the points made above apply squally to

rezordings fram broadcaste,

b
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British and Welsh Music Information Centres have

an arvarngement with the BBEC, whereby thev can record from



the zir concerts given by the BBC orchestras.

Since these orchestras are on the whole more likely to
pigrneer unfamiliar music than those whose livelihood
depends on Filling a hall, this is very advantageous, and
im an arrangenent which skould be sought by archives
devoted to conposers whose music is unrecorded.

Trhis situation scarcely applies to Britten, although

somatines a foraotten work is broadcast! the Qccasional

fwertuyre in £, for example; the score of which was

rediscovered in the BBC Music Library in 1980.

Tezlevision programmes are more important, in that
productions of several Britten operas have been produced
in TY versions conducted by the composeri and the opera
Ower Wingrave was in fact specially written for
televizsinon,

Nther radio and TV programmes of considerable interest
are the appearances of Sir Peter Pears and Imogen Holst

{(the former twice) on Desert Island Discs: and at least

three documentaries made about Britlten for televisiaon,

2.4.7 Soundtracks of Films with music by the composer.
In mery cases, ho score of music written for films
survives) or certainly not one which gives an accurate

representation of what was eventually played, since

3]

altsrations during the sditing of films are almost

{

insvitable.
The medium is a difficult one as a library material,
since tape recordings nf soundtracks are usually of poor

quality,



tost of Britten’s +ilms are Crown Copyvright, having
bezn made by the GPO +ilm unit.
Tha best places to study these materials remain the

Mational Sound Archive and the British Film Institute.

2.7,1 & the composer and/or places and incidents in

This kind of material is extremely popular. Even
paople who have no great understanding of music in
general, or the composer’s music in particular, will
enjay & hook mads as a pictorial biocgraphy.

For cowmposers who lived before photographs were
irventsd, the drawings and paintings which exist are
zeldom of spegific events.

fery oocasionally;, one finds a drawing of a coronation

=

prozezsion or €imilar occasion of great national
importasce; and Victorian illustrated papers also carried
dramings "4$rom life."

Bt on the whole, a portrait carries with it the
feeling that there is no actual "incident" depicted;
rather, & aeneralisation or encapsulation.

Pictorial biagraphies of pre-~photographic composers
gxist, but the majority of their illustrations are non-
specific representations of places associated with the
conpaser: Eighteenth-century londen far Handel! Venice
far Vivaldi, and so on.

Beforz the age of the photograph, places and other

relatively slowly changing phenomena predominate over
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peErsons and incidsnts,

Nevertheless, it is possible to create a whole
compaser museum out of drawings of buildings and places,
ocrasional portraite (frequently of his patrons, since
anly rich peeple had their portraits painted), bronze
rrafile medslliors, and the ocrcasional facsimile of a
lettsr or muszical manuscript.

Thies technique iz adopted at the numerous small
composer mussums in Vienha (not included in Appendix I):
@.9. tha Figaro-Haus (see Waissenberger, 1981),
Haydn-Haus (see Schusser, [19--1), and Schubert-Haus (see
Deutsch, 1944, stc.,

In gach case the mussum produces a booklet containing
s complete list of its exhibits., In these cases, what ane

Joes for is to see the building and roomzs where the

0

campasar lived! the exhibits are a kind of icing on the

cake,

2-7.2 Pictures by the composer.

Schoenberg iz probably the only composer to date who
has alsp been zeriously active as a painter, in oils at
any rate. Mendelssohn was an example of an extremely
compatent water~colourist.,

Schoenbera’s paintings at SCHOEMBERG (Los Angeles) are
listed, along with his manuscripts, in Rufer (1962).

SCHUMANN (Zwickau) contains a drawing by Schumann of
the Moszcow Kremlin, and STRAVINSKY (Basel) possesses some

shetchez and drawings by Stravinsky himsel<f.



Fhotography is not an the whole an activity which
seems to appeal to composers, and the taker of a
photaograph iz, ipsp ftacto, impossible to identity from
internal evidence. Some of Britten’s snapshots survive,
and zre included in Mitchell (1978); e.q. plates 20-72

inclusive.

2.7.3 0Ff pertormances of the composer’s works.

Theze will be of two kinds: pictures of performances
ot works designed to be visual (opera, mainly), and of
those which are purely musical.

Fictures of the former kind reveal details of the
migss-en-scene, costumes, gesture, placing on stage, and
other datails of production,

Thess may be able to be studied in conjunction with
production scores and other materials in opera house
archives.

The archive of the now-defunct English Music Theatre,
farmerly the English Opera Group, is now housed in
BRITTEN (Aldeburgh), providing unique opportunities in
this respact.

Pictures of performances of non-visual works are alse

revealing,

¥

since perfarmance practices change. How much
would one give, for example, for a picture of any kind of
a perfaormance of one aof Bach’'s Passions, in order to note
the numbezrs of singers used, and thz placing of the
orchestra.

From earlier times, a picture of Ockegehm rehearsing

with his choir is revealing in that it shows the singers
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21l grouped round one lectern bearing a single enormous
choir boolk, Some rcenturies later, 8 picture used as a
frorntispiece to J.G. Walther’s Musicalisches Lexicon,
{Walther, 1722}, has been much used to demonstrate the
placing of the figured-bass instruments in ths
performance of & church cantata.

Similarly, =xamples can be found of photographs of
performances of Britten’s music which are axtremely
valusble for what they tell us! one of a rehearsal for
the first performance of the War Requiem (Mitchell, 1978,
plate 212), for instance, shows important details of the

placing of the two orchestras; and several pictures ot

the rekearssls for Nove's Fludde (Mitchell, 1978, plates

279 -301 inclusive), provide similar insights into exactly
how thinge were managed: the slung mugs, for example, to

imitate raindrops.

2.7.4 Costume desions.,

Costume designs and other production designs are part
2¢ 2 work's performance tradition. It is interesting to
rote, for example, that Kenneth Green’s set for the

Borough in Peter Grimes was made up of a cross between

Aldebursh and Southwold.

Sketches for costume designs of former productions are
used in programme books so freguently that they have
Eecome a virtual cliche.

The classic example of use of these materials is
Herbaert (197%9). This book, in itself a kind of

Cesamthunstwerk, was preparsd with reference to the
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contente of BRITTEM (Aldeburgh).
Pesigners ot new productions zometimes like to see
vihat has been done in the past; and a well-stocked

archive will provide much help in this way.

2.7.5 Formerly belonging to the composer.

Nesdless Lo sav, this section can overlap any of the
others.

Pictures sometimes have a strong influence on music?
Elgar was much inspired during the compousition of The

Apostles by the painting Christ in the Wilderness by

¥ramskoi. This is not actually in ELGAR (Broadheath), but
tan be clearly seen on the wall in a photograph of
Elgar’s study at Plazs Guyn, Hereford.

Sometimes pictures belonging to composers are known
about avern though they have not remained with their
respective collections. Molbean (1983) shows that an idea
z2¢ the pictures on Handel’s walls can be reconstructed
from catalogues of sales after his death,.

The paintings at BRITTEN (Aldeburgh) mostly have some
connection with Britten’s musict for instance Blake’s St.

Faul on Melita recalls the Songs and proverbs of William

Blake: Sickert's Santa Marias della Salute has been used
as a racord sleeve for the Albsrni guartet’s recording of

the 3rd string guartet; and Henry Lamb’s Bivouac suggests

the War Reguienm.
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2.8 Three-dimensional artefacts, stc.

This headirng is something of a catch-all, and includes
various more or less strange things., As we look round the
archives listed in Appendix I, we encounter Eigar’s
Fipesi Reger’s spectacles; Bloch’s Ph.D. hoodj
Johoenberg’s chess-set for four plavers, made out of

pirzes of wood and card, paperclips, and so oni Britten's

23

lettzrg~patert of his peeragel Liszt’s and Janafel’s

¢

furniture; Saint-%Saéns’® medals and diplomas; Reger’s
umbrella, and so on.

Wrhazther any of this impresses or not depends on the
attitude of the individual. A museum-like approach can
help ta bring the composer’s world alive, or it can make
Fim szem more dead than ke actually is.

Why stop at spectacles, for instance? Why not include
1entures and hearing-aid, when applicable? At worst, a
compaser museum can be depressing and grotesque.

Documertsz gensrally speak louder, to literate visitors,

i

thaw chiect

£

]

#oeaption to the rule is apparent at BRITTEN
(Aldasburgh), which is still very much a working

chion., The room in which nmost of it is housed is

i}
o

11

i

still used on occasion for music-making: it may be that a
visiting pianist will use Britten's Steinway (one of the
nast pover{ul three-dimensional reminders of Lhe
compoeser) for practice, prior to performance at the
Maltings, for sxample, or that the Aldeburgh Music Club
will hold its annual general meeting in the library.

The most evocative three-dimensional items at BRITTEM
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(Aldeburgh) are the art-works which it contains. These

71

k2

s2em to "belona® in the library in a quite unforced HaYy,
28 indeed they should, being the personal possessions of
Britter and of Sir Peter Pears.

Abcut all these items there is a guality which might
be characterised chiefly as graceful and un-heavy. Here
one finds a Rodin figure representing a burgher of
Calais; a fire screen painted by Mary Potter) two
wood-blacks by Eric Gill for the Golden Cockerell FPress
#dition of the four Gospels] bronze heads of Britten and
Fears by Ceorge Ekrlichi Britten’s Asper Award,
representsd by & Greek tetradrachm of the fourth-century
B0, =et in a block of clear perspex, and many other
treasurss.

The room iz light and airy, and there is a
quintessentially East Anglian atmosphere, faintly
redolent of the late 19%0°s and early 1940's.

& profound gquiet is the normal atmosphere, but this is
hroken at unfortunately frequent intervals by aircraft
trom the American airforce base at Bentwaters, some
fifteen miles distant.

Even thisc roise, however, is a reminder of Britten,
wh2 was eventually drivern to seek a second, gquieter,

duelling for use during concentrated periods of work.
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2 TECHNIQUES OF RESEARCH ON MATERIALS IN COMFOSER

ARCHIVES

3.! Paper studies

2.1.1 Paper tvpes

Since pisces of paper are finite objects, it follows
that there must be s finite number of characteristics by
which they may be described., 0Of these, the following are

discussed in later sections:

43

3 e o
i@

[

Format

FazciTle structurs

Waztermark

Additional characteristics (marks made to convey

mezning).

This leaves the following to be mentioned here:
Thickness,
Texturs.

Colour.

Thickness

Mozt 5§ the manuscripts which have come down to us
from the barogque and classical periods are on a thicker
paper than would commonly be used nowadavs. This is
describad by lLarue (1961}, p-139, as "drawing gquality.®
It is doubtful if it was sver manufactured specifically

for use as music paper, but it is evident that it was
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widely considered the most suitable tvpe for this
purpose. The "three-~moon" type of paper so videspread
ancngst the compossrs of the first Vienness school is of
thiz twpe., The lighter, letter-guality paper made by the
same mills was marked with three hats, Little 4 any of
the paper used by wmodern composers iz as thick as the

Ttre luna® type.

Tevturs

Prabably what most composers require is a texture
whichk is smooth but not shiny. Not all are as interested
ar Brittern was in the possibility of being able to rub
out something more than once without destroying the
surfarse.

To achieve this, he had threes batches of special paper
suppliied, during the late 1950's and early 1760°s, by
Poossy and Hawkes Ltd., of a guality intended to suit his
conposing methodsl and ruled according to his preference.

The lazt tvpe gave great satisfaction.

Colour

At BRITTEN (Aldaburgh), the three types of paper
nertinned above are distinguished principally by their
colour. The first printing of the sixtesn-stave ruling,
in 19463, ages to a vellowish-grey. Later printings retain
their whiteness wall,

The first printing of the twenty-four stave paper, of
1959, iz on a thinnish off-white paper, whilst the =zecond

rrinting of 1949 matches the later type of sixteen stave
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papsr,
In ninetzenth-century France, paper-colours could take
a wore extrems form. Holaman (1980) relatez that theapsr

papers (used for manuszcript performance parts) were

0

nearly alwave aresn or blue.

2.1.2 Watermarks

The study of watermarks in musical manuscripts and
printed sditions has the name "filigranalogy."

This iz one of the methods of distinguishing different
paper~tvpes which is capable of considerable refinement)
not becauss there ars an infinite number of different
watermarks associated with sack composer, (as Larsen,
F72: Clausen, 1972% ard Burrows, 1982, show, nearly all
of Handel's London manuscripts are on paper watermarked
with 2 111y and z=hield); but because similar watermarks
differ alightly from batch to batch of paper.

Dif{srences are caused berause the wires used to make
the watarmark can break or bend, or become altered in
pomitior relative to the chain lines.

Thus the science of filigranclogy has sprouted further
specizlisations, such as "selenometry" (the measuring of
the three moons on the Italian and Viennese "tre luna®
paperd.

Wastermarks comparitively rarely display a date,
Betusen 1794 and 1811, Enalish papers were required by
law to be dated, and some mills continued the practice
after 1811 (Larus, 1941}, p.125.

Holoman (1920), p.107, states that, after about 1840,
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Berlipz begaen to use English papers, the watermarks of
which often include dates.

The uay in which a watermark is usually datsd is by

——

sving something of known date written on the paper.
Qther works weitten on the same paper can then be dated.
Music pager is noct nowasdavs watermarked, or if it is,

not  in a2 way which is very helpful, since batches are

Watermarl study, therefore, is not a technigue which
is carried out in archives for modern composers, such as

ERITTEM (Aldsburghk).

3.1.3 Fascicle structure

The ¢fazcicle siruciure of a manuscript, or, for that
natter, of & printed book, is the way in which it is made
up out of either individual leaves or cut of groups of

lezves.

b

Theze aroups, when they exist, are called variously
"frsocicles,” "gatherings," "sections," or "signaturss,"
fard occasionslly, .3, by Everett, 1782, p,145,
"guires,.” although this is surely incorrect); and are
caused by different leaves being sither joined ta zach
mther or contained within other joined pairs of leaves,

The owverwhelming majority of musical manuscripts are
wade up of lzaves which derive from sheets which have
bean folded and cut to wake four leaves from each sheet.
This »ields the "guarto" format.

Zince thz original sheet is seldom, if sver, square,

it follows that the eventual leaves will not be sguare
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eitheri and in fact the two possible formats are "oblong
guarts, ® with the short side of the original sheet folded
and the long zide folded and cut, and "upright guarto,”
with the long side folded and the short side folded and
cut, ITn oeither case the result (s two pairs of leaves,
ocne inuide the other.

The zize of the leaves depends, of course, on the size
cf the original shest, so that to speabk of "guartoc size,®
25 iz ofisn done, is virtually meaningless,

Dblong gquarto was the formsl of Beethoven's
shetohbooks, and of Handel’= composing scores of his

speras and most of his oratorios {although he briefly

with a larger format (see Larsen, 19%7,

T.8, Bach'’s practice, on the other hand, was to use

warious combinations of sheets folded once to produce twe

v
-
i

falin sheets. I thus sasier for Marshall (1972}, p.?,
to describe the structure of Bach’s manuscripts than it
would be i+ a more complicated procedure had been
fallousd.

Tun joinad leaves are referred to as a "bifolium.” A
faacicle consisting of one of these iz an "unic.® A
fagoicule of two bifolia ons inzide the other is a
"hinig.®

Three biftolia, & "ternio," is the largest gathering
likelw to be found with Bach., It is also possible that
one or nore single leaves may be inserted into one or
mare of the bifolias.

The reason for studving the fascicle structure is to
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learn about the composer’s compositional process, and

about cherges made sither by the composer, or, in the

L3

caze of 2 manuscript score used for production purposes,

1
@
5
A
n
ifi
=
b
p
o
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uring the performance history of the work.
In the former case, svidence iz wmostly gleansd from
khe way the psper iz used at the beginning and end of
each fazcicle. For instance, Millner (1979), p.&5, in
studying the aopsras of Hasse, concludes that the
recitatives wers written first, because sach gathering
beains with 2 recitative, and because empty space at the

oh recitative is filled up by the succeeding

aris, whereas space at the end of arias is not filled up

o
i
2
funk
el
0y

ving recitatives,

i3
R
@

man (19721 has studied the fascicle structure of

Handel’s conducting scorss (see section 2.5.2). The
original state of the manuscripts was genzrally a

suctzEsion of binics (i.e. four-leaf gatherings).

T BEritten’s cese, similar observations can be made.
Hiz composition sketches sre generally a succession of
Bifnlia (i.e. two-leasf gatherings)., He had no thought of

gusrteally binding the manuscript, and this arrangement,

than the wmors usual four-leaf gathering, allowsd
him meximum flexibility.

Whern Britten encountered compositional difficulties,
e used (see Brett, 1983, p.é8), erasure, deletion (up to
gz mush ag 5 whole side), or removal of a whole lea+t.

Thus, "every disjunct fclio signals a hiatus of some

Fair copies planned by Britten’s asszistants employed
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gathezriags of varioue zizes according to the dictates of
the oisces in hand.

It owas not considered necessary to beoin each scene of
a dramatic work on a new gatheringi but new rulings might

neceesitaty leaving a side blankt: and for instrumental

-

works, page turns had to be acoomodated.

1

Blank pages wmight alszo appear at ends of gatherings if
the composer were working at a distance from his copvist,
rud mizkt 2sk for a secltion of manuscript to be sent to
kim a2t short rnotice.

Fair copiss tend to be divided according to guires (24
ets). This makes either six gatharings of four leaves
o Pour aatherings of gix leaves,

Britten himself alwavs began witk & right-hand page,
For paper soonowny. Imogen Holst (Britten’s music
rmsiglant, 1P52-44), began on & left-hand page, to allow

by g g
LTS .

Although it i a well-known fact that Tallis and Byrd
were giranted 2 licence to print music paper with staves
ir the 183708, this was verw much an exception to the
situation throushout the history of western music, right
up to the end of the ninetsenth century.

Tn most other times and places, the staves have been
rulsd on the paper with special multi-nib pens. These are
referrad to sometimes as stesve-pens, but more normally by

the Latin nome rastrum, "rake.” In Germany, the name

iz alse used, and the study of rastra known as

21



term *rastrology® sesms to have established itseld (ses

and 1543} .

o

Everztt, 19832, pp.i3
This ~uling may have been dune by the manufactursr of

the pzper, by the dealer, or by the actual composer or

The marticular significance of rastrology, as
gxpounded by Everstt, 1983, p.135-4, is that it can
bridose the aap betwesn, on the one hand, paper-study,
whink irvestiqates an sarly stage in the production of
the sventoeal music manusceript, and the actual

writing-down of the notes, which, of course, represents

The ruline pf the lines comes somewhere

baturen these sxtremes.

Pulings can be classifisd by noting features such as:

a' Fpan of an individual staff (i.e. distance between
tap and bottom lines).,

B Tostal span of all the staves on a page.

Distancrs betuwsern individual staves (where these form
patterrs, they help to establish tke rumber of staves
drawn 2t one time by the rastrum’.

¢! Idiosyneracies of individual nibs on the rastra.
These can involve nibs reaching the paper before their
neighbours, running out of ink before their neighbours,
and mo on,

The

sult is, generally, different lenaths to the

1]

lings ot one end of the stave or the other. These ars
termed LET and FEC (left sdge concordance and right edge

concardance) by Johnson (1280), §.73.

P2
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A very inportant question is that of whether the
paper uas ruled before or after it was folded and cut to
make usable leavez (ses section 3.1.3).

Burrows (1982) finds that Handel's English papers were

ruled bafores being cut and folded, and Johnson (1980},

3
Ny
)
g
o

irds the same for the papers used by Besthoven and
now in the Kaflha miscellany.

Dverett (1987, p.144, finds that in the Manchester
concerta partbooks he can "relate the ruling to the
format,” in other words, $find evidence to show that
leswes which were eventually foldsd and cut to form

gatherinas of four leaves were ruled when they were still

Mowadavs most or all music-papsr is not rulsd but
from an original prepared by using a pen and
rulesr rather thar 2 rastrun.

is certainly applies to the three types of special

papze umnsd by Britten in his later vears, which were

¥edt o the raztrum lives on in private use. Stravinsky's

sbetches for The Rite of Spring (Stravinsky, 1949},

=1

i

arlv show the use of different-sized rastra on plain
paper,

At BRITTEM (Aldeburagk), no work has as vet beesn
carried out on the rastrolegy of the various papers used
by Brititan,

Where s paper does not displav a brand-name it is

referred to by the size and the number of staves. It is
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possible that more precise references and classifications

could b2 produred by carsful measurement of the rulings.
4 pheznomench which was mentioned earlier, that of

ebnormalities in Lhe equipment used for ruling, has its

tusntisth-century eqguivalesnt in that i+ any marks are

ingdwvs

rtantly lett on the original sheet prepared for the
oftfset process, these will appear on all the examples of
the printed product and identify the particular
caper-type immediately.

Finally, it should be noted that rastrology is one of
the wmethods of paper identification which can be

+
mrauy

ate

sed from microfilms and xeroxes.

]

It ie true that actual measuremsnts cannot be obtained
in thig waw! but abnormalities such as lefi- and
right-sdae concordances (see above) are readily visible

zwern 2t second hand.

3.2 Madium

From study of the writing-medium, much can be learned
about the time and circumstances of the writing of the
manugrriph tand of different parts of the same
nanuscript, and even of the same page’d and also, in
particular, the time {immediate or delaved) when any
correntions or alterations were made.

These will either be absolute assessments, in the case
of 2 manuscript in its entirety, or relative, in the cass
of different parts of the same manuscript: "Relativity®
hers boails down to a2 matter aof contrast, whether of

colour, texture or thickness.
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The majority of manuscripts in most composer archives
arg in one or another kind of ink. The main types are:
irdia ink] iron-gall inki modern fountain-pen inks.

India ink seens not to have been used a great deal for
muzic maruscripts before modern times,

Thig ie probably because in its ardinary state it is
water-znluble (congisting as it does of lampblack, or

sont, held in suspernsion in water by means of gluel; and

=
i

inn hecauss it hardens when dry, and clogs pens.
Howsdays however, waterproof indis inks are available,

ardd zpecial fountain pens with removable fzeders have

heon develaopsd to avoid clogging.

ndtis ink is sxtremely popular beceause of its absolute

s usetul when so much work is now prepared with

nhotogranhy in view.

Trom 33!l ink iz blue-black in its original state, but
witl time ages to brown, due to the effects of light and
ot remidusl chemiczls in the paper.

Oftmn an eighteenth-century document is stated to be
"written in breown ink," whereas what should be said is

that the ink is hrowsn now.

=
=
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g~instruments.

advent of the steel pen, the writing

=
23
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irstrument for ink was the quill-pen.
Evary writer knew how to cut his own quill from a

Fonse-~festher, and therefore the quill wazs a far more
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persenal instrument than later mass-produced pens.
Cowpar ispn may be mads on the basis not only of the
calour of the ink but also of the state of the guill.,

Plmsa, = guill guickly becomss blunt with use, and far

caman it was the habit of many copyists to begin
sxch nagr with & shearp guill.

Mot sveryhody did this consistently, however. It is
thorafore possible to observe the cycle of sharpress to

bilurtrese of the guill through the course of a

n ooetrome cases it way be possible to say that an

-+ ign was made to & manhuscript when the guill had

Lluntzd to 2 degree comparable with the writing on &
joter page.

2tesl pzns were introduced in the late 1820°s (sea
Tharles, 1984, p.5i.

Peing wass-produced, they have less character than the
guill. But there are, of course, gtill thick and thin
miba, snd nibs such ag italic ones capable of giving &

vary fing line,

Mo different styles and brands existed, such as the

pTe pik nf Gillott & Co., widely uzmed in

Yictorian England.

a4t 1rast one composer (Sullivan) found this nib
emiventlv satisfactory for musical handwriting.

A feature of the "dipper" is the frequency with which
it runs put of ink. If the writer does not keep it
topped-up, stretches of the wmanuscript will have a thin,

starved appearance. Since the pen must eventually be
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digped again, at which point the ink supply becomes
plentiful, it should be possible to determine which
sections of & page were written in which order.

The 4ountain pen i also used to write music. It was

2.7.7 Ballpoint

e

allpoint pen is not widely used for music
manuscripts, one reason being its tendency to smudge, and
anothar the fact that large marks, such as those for
natehesds, cannct be made with 2 single stroke,

The inks used in ballpoint pens are not gasily
egrzgeable with a rubber, but can be washed out easilv.

T the sinstesn~-sixties, Britten frequently used
ballpoint to sutend the stave lines of his manuscript

nEn neceszsaryy the purpose being to obtain a

contrast with the pencil he was using for the rest of the

Trege hirs externzions had & tendency to become washed
cut durirg trzatment of the manuscript at the British

Library to fiv the pencil.

2.2.2 Pancil
Fercil hex baern far less frequently used by cowmposers,
moen for making skatohess, than might be supposed.

fltho

gl it was used by both Bach and Handel, and
invented long befars their time, the use they made of it

fppears to have been always slighti for alterations,



altzrnative versions, or the writing-in of singer’s names
ir the cass of Handel’s conducting scores.

Mpat sketohes by composers of all time-periods seem to
be in ink.

Britten stands apart here, since his lifelong habit
wes to work in pencili and at the end of his life he
began to encourage his assistant also to work in pencil,
to facilitats last-minute changes.

Sharpuose or bluntrnese of pencil can be uzed in the

mamz wav 23 sharpness or bluntrness of gquill, to attempt

H

i

o mateh up loose pajes, and to deterwmine the order of

H

zetting down different parts of & compasition.

Hardrness or softrness of pencil correlates with type of
inl when using pen. Britten generally used a B, but it
rad to be of good gualilty.

frlnured pencil was used by Britten, particularly for

stane directicns, in dramatic works through most at the

Tt also malkes an appearance in other manuscripts; for

inztancs the fair copy of Hymnh to St. Cecilia, for the

wards (ses plate I, after page 55). This colour is
particularly unstable, and was washed out of the

conposition sketch of Peter Grimes by the process ussd to

rlean the paper and fix the pencil.

3

B Handuriting

»
iy

sature of handwriting is that every century and
gengraphical region has its own style of writing.

The favoured script of each generation is, of course,
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taught ta its children, and the result is, generally,
trhot the handwuritings of, say, a circle surrounding a
compnesr, will bear a strong family likeness,

Examples of this phencmenon are provided by plates IV,

W, VT, WIT

, VII?T and IX {after paage 103).

Flates IV zrd V are examples of seventeenth-century
Ernclizh kandwriting, Plates VI and VII are gighteenth-
century, alsa written in Englandi although possibly under
Gorean influence. Plates VIII and IX are
ninsteesnth-century,

It is evident that these pairs are much more like each
atkhes than like those of the cther centuries, yet none of
‘e paire iz by the same hand.

There iz a natursl tendency for studies of a
nerticular hand to concentrate on individual features,
surh o5 the wav certain letters are formedi in isolation
from their contaxt.

Thig iz kalpful as far as it goes, yet it is not
gentirely safe from factors such as fashions in
tanduriting, snd the fact that the same writer may use
Aditferent forms on the same page, (this is called
*hRimorphisn® ivn the literature of sraphology), let alone
in different manuscripts.

curh factore as: speed of copying, available light,

srd the hezlth of the writer, need alsc to be taken into

l.apsen is criticised by lLenneberg and Libin
(Lenneberg, 1980, p.8%), for over-indulgence in this

methed of identification in his work on Handel’s copyists

9%



Herssn, 1997 and 1972).

A zatzr wmothod of identification is to take into

socount smaller units of handwriting than complete
1stters, ~lefs, ztc.

Vinternitz (196%), p.28, studies such fundamentals as

the preferrad dirsction of movement of the pen.

a3

This Foears a marked similarity to the method used by
Benotsson and Danielson (Bengtsson, 1735, p.546-7), {(based
or phorensic literature) of dividing the writing of both
text spd music into "graphemes)® the smallest units of
writing, made in one moticn of the pen.

Thaze movenents are made automatically and are still
recngnizable when extrangous factors distort the outward
posarance of the writing.

rartoin features of & writer’s hand may be of marksd
irdividuality) for instance Mendelssohn’s treble clet
tsee plate IM), or Britten’s noteheads (see section
o om o1y, Thiz would seem to make identification very 2asy,
Lut ane muzt remenber that the more obvious a feature is,

the o2s

al

2

igr it is to copyi not necessarily with the aim af

ary, but perhaps as the sincerest form of flattery.

s

2,.8.1 Weriting of notation
The zions gernerally singled out for commant in a

description of musical handuriting are:

L

laet

]

Hotes {(principally whits notes, since black note-heads
terd to be made with a single stroke of the pen)

Festa
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Clefs.

Clefs are the most similar symbols to ordinary letters
(originally, of course, they were ordinary letters). As
such, they are seized-upon as easy characteristics for
identification.

The "C" clef is the one capable of the widest variety
ot forms,

Larsen (1957, e.9. p.263) uses this symbol more than
any other in his discussion of Handel’s copyists. In some
Tases, as in that of the unknown copvist 52, the form of
this clef is an extremely positive identifier (see plate
YITY,

In pther cases, this evidence was less reliable, and
some of the copies he attributed to the early hand of
T.C. Smith the elder have been now positively ascribed to
saveral other copvists,

The "G" clef has existed in exactly its present form
since at least the time of Monteverdi, who used it thus.

The version like a lower-case "g," with a long tail,
or sometimes a "gs" (standing for "g-sol®), seems to be
English, and typically seventeenth- and early
zighteenth-century (See plate IV).

Certain composers have continued to use variant forms
of "G" clef! Handel’s was very simple and appeared a
compromise between the usuxl sort and the lower-case ’g9.°

Mendelssohn, (see plate VIII), had a very
characteristic form,

Britten's "G" clef was of the standard kind, although
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2t speed it generally lost the tap loop (see plate I,
after page 35).

The "F* clef originally had a form recognisably like
an "F." Two dots remain tc this day to represent the
prongs of the "F," but generally the clef has long since
becemz & "C," either with its open side toward the music
or with its back to it.

Hers the English seem to have chosen a "modern®" form
very early! bath Purcell and the writer of plate IV use
the "c" with its back to the music. There is about their
"F'" clefs still a similarity to the actual letter "F,"
with the crose-stroke missing.

This guality was noticeable in Imogen Holst's "F*
clefs {ses plate I1I, after page 72, top stave and fourth
stave from the top). {(Imogen Holst was Britten's music

assistant, 1252-64).

MNotes.

Interest concentrates on semibreves, and especially
minimz; since sometimes one can find out how these notes
were drawn, and so identify the habits of pen-movement of
the writer,

Tails can either be turned-up or turned-down. They can
also be on either side of the notehead, or in the middle.
This vields six possible combinations.

Mocat writers have preferences amongst these
combinations., Not all are as consistent as Handel, who
turns 211 hic noteheads to the left no matter what

position they are in.



Purcell draws his down-stems on the left in the
approved modern fashion. This is one of the reasons for
doubting the ascription of plate IV to him! in other wavys
it besrs a marked similarity to hiz hand.

Bengtsson and Danielson (1955), p.35, alsoc distinguish
betwesn "shatt drawn upward" and "shaft drawn downward.®
This is z little puzzling, since it seems slightly
improbable that the shaft would be drawn other than away
from the notehead.

Indesd, Winternitz (1963), p.28, in his diagrams of
the possible patterns of minims, does not admit aof any
other Dossibility.

If the head were drawn after the shaft (another
possibility of which Winternitz does not admit), there
would, of course, be more chance that the shatt might be
drawn towards it.

There is something about the minims with downward
steme on plate IV which suggests that the stem may have
baern drawn first.,

The straight right-hand side of the notehead appears
to be all of a piece with the stem, and the total effect
iz & little like a ceremonial sword-hkilt. This is a
common feature of English writing of this period.

On occasion, the shaft protrudes above the notehead,
and sometimes it does not reach as high as the top of the
ratehead,

This might peossibly be consistent with drawing the
shaft first and then putting the notehead on afterward at

the right pitch,
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The mathod of drawing minims is one of the ways of
distinguishing between Larsen’s S1 and 2 copyists

Narsen, 1937, pp.266-7), although Larsen does not say

Those of 82 {(plate VII), appear to all intenis and
purposes to be made in one movement of the pen, starting
lettward at the top of the notehead and performing an
oval-shaped journey, branching off on reaching the point
=t entrv to draw the stick.

%1 (plate VI), on the other hand, performs two motions
to each minim, the first, {(probably! forming the top of
the rotehesad, and the second the under-part of the
natehead and the stem. In this case, each notion is
almast certainly rightuward.

This wethod of identification demonstrates both
Wintarnitz’s concept of preferred direction of motion of
the pen, and Bengttson and Danielson’s concept of
graphenes, or distinct wmovements of the pen.

Britten’s minims demonstrate, fairly often, a
thres-grapheme technique! two for the notehead, and a
third for the shaft. This can be clearly seen in plate I,
top svstem, 13t soprano part.

His black notes convey more than most writers’, since
they are horizontal in the spaces and at a fortyv-five
degree angle for the lines.

Noteheads are generally in the accepted modern
positions, to the left when the stems are upward and to
the right when the stems are downward.

At

it

pesd, howsver, in a sketch, his preference +or
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rightward movement could cause noteheads in spaces with
dounward stems to have the stems springing from their
right sides, azlthough the stems then veered over to the
Gther zide.

Noteheads on lines ended up with stems on the left,
but notizeably detached from the heads, because of the
fortv-ftive degree angle.

Thig i¢ hard to demonstrate clearly from the plates;
but zan be seen to a certain extent in plate XI, bottom
svstem, top stave, second bari especially the third and

faurth notes.

PReets,

Semibreve, minim and quaver rests are simple
one-grapheme affairs, and in general do not convey much
irformation to the graphographer.

The rest which does show great variety is the crotchet
rest, In ztudyving eighteenth-century manuscripts,
Berngtezson and Danielson (Bengtsson, 19535), p.36, speak of
the "French" type of crotchet rest, like a qguaver rest in
reverse, and a "common" type with pronounced upper and
louer parts,

In plate V (late seventeenth-century English), we can
se@ tha "French" type being employed. Plate VII, by one
of Handel’s copyists, shows the "common” type (fourth bar
of the hasso part).

A wvariation of the "common® type, in use in the
rineteenth-century, looks rather like a figure "five® at

an angle.,
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PLATES IV to IX

Reproduced by kind permission of the Director of the
Manchester Public Libraries.

FLATE IV

The opening of Blow’s anthem The Lord is King, from a
late seventeenth-century organ book, once thouaht to be
in the hand of Purcell, and later in that of Blow
himself.

Marnchester Public Libraries, Henry Watson Music
Librarv. BRm370 Bp35, fol.l. (fragment).

PLATE V

The opening of John Goldwin’s anthem Thy way 0 God is
Holyv, from & late seventeenth-century vocal score in an
unknown hand.

Manchester Public Libraries, Henry Watson Music
Library. BRm3?0 Gp21, fol.l.

PLATE VI

The first page of a keyboard arrangement of the
overture to Handel'’s opera Ariodante, in the hand of
copyist S1 (see Larsen, 1937, p.2448}. From the Newman
Flower Collection of Handel Manuscripts.

Manchester Public Libraries, Henry Watson Music
Library, MS130 Hd4, v.&3, fol.l.

PLATE VI

The first paqge of a full score of Handel'’s Ariodante,
in the hand of copvist 52 (see lLarsen, 1937, p.266). From
the Newmarn Flower Collection of Handel Manuscripts.

Manchester Public Libraries, Henry Watson Music
Library, MS130 Hd4, v.&63, fol.3.

PLATE VIII

The opening of the number He will return, from
Sullivan’s operetta The Contrabandista, in a full score
copied by an unknown hand.

Manchester Public Libraries, Henry Watson Music
Likrary. MSR520 Sx&2.

PLATE IX

A pane from a vocal score of Mendelssohn’s Lauda Sion
(autograph).

Manchester Public Libraries, Henry Watson Music
Library. MS330 Mn32.
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Britten's crotchet rest, also derived from the
"common" tvpe, lost itz lowest hook to become
indiztinguishable from a figure "three." (See plate I,
after paos 55, botitom system, 2Znd bar).

A situction where the evidence of the way of making a
siagn car override the conclusion that would otherwise be

reached by graphegraphy is provided by plate VIII, part

of = marugscript score of Sullivan’s The Contrabandista.

Here the pasition of the notehesads in all situations
is thz zaws as in & Sullivan autograph, and the tendency
to wake s dewnward- pointing stem of a detached

ceniquavar with the stenm and ons stroke of the flag in

one graphenme, and the other stroke af the flag in another

can be demornetrated in the composer’s

avtogranhs,

Tha tendency for downward-pointing stems to have
little insdvertant hooks, ard the tendency for
ledgsr~lirnes to slope slightly backwards are also
aharacteristic,

Yat the form of the bass clef declares that all this
iz colncidence; since it is a "C* "facing the music,®
whilst in all Sullivan’s available manuscripts the "C" is
irvariably turrned away from the music,

2.2.2 HWriting of words,

Amangst Britten’s characteristics we may list:
1} Lower-case "g"s, "y'"s, etc, have straight tails,
2) Lower-rase "p"s do not close their ovals (a

disinclination to halt his rightward movement, of which
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the "p"s zre symptomatic, is a general characteristic of
Britten’s hand).

3¥ Small "b" is of the Victorian copybook variety,
often with a loop at the top and with an oval apen at the
top.

4} Lower-caze "r" is of the "v" variety. (For
illustration of points 1-4, see plate X; the comments at
the right-hand side beginning "please realign."

2 Leower-case "f" is sometimes without a cross-stroke
(like 2 desp "b":,

£Y In linking, there is a tendency to link to the tops
of the letters which are drawn downwards, for instance
a2, in arder to make them without retracing. (See plate
» third bar, second stave up, the word "marked"). (Note
thet the word "naturale,” to its left, is not in
Erittzs’s khandi but in that of Rosamund Strode, his music
assistant, 1944-74),

@ There is a tendency for the last letters of words
to be unclearly formed. This is a characteristic of marny

rapid scripts, however.

For Imogen Holst’s characteristics, we may point out!:

1} Letters within words can often be considerably
elongated: in rapid and free writing one letter can
zonmetines aczount for half the length of a word.

M zuspicion of thie cam be seen in plate X (atter page
Y0Py, left-hand side}] the comment beginning "FLEASE start
theze. .. " The "h" of the word "these' is elongated.

2} Lovsr-case "f" has zn sve at the top and an almost

[y
O
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PLATE X

A page from the first proot+s of Britten’s church
parable Curlew River, showing, at the beginning of the
second svstem from the top, a correction in the hand of
Impgen Holst (Britten’s music assistant, 1952-1984), and,
at the end of the same system, a correction by Britten
himself (the last two words again in Imogen Holst’s
hand).

The rest of the corrections are in the hand of Carey
BElvton, Fabers® house editor.

Copvright 1944 by Faber & Faber Ltd. Reproduced by
kind permission of the Executors and Trustees of the
Britten-Pears Library, and Faber Music Ltd., London.
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straiaht tail.

2 Similarly, lower-case "g" has an eve rather than an
oval at the top, and a wide loop for a tail.

a4 L pyer-case "r' can sometimes have an sye at the
topn. {(fee plate 111, atter page 72, beginning of top
svetem: the words "Chorus' and "Traveller)."

%) Capital "M" is almost without a wmiddle notchj more
like an inverted "U.Y (See plate III, top system: "LET
HIM GUIDE voU TO THE TOMB"),.

&Y Alianment with the writing-line is not strictly

adhered-to,

2.4 Compositional procedure.

2.4.1 Changes

A term which has some currency +oir changes made by &
composer in the course of his work is "corrections.”

Thiz term is used by Marshall (1272), and by Ryom
{1222}y, The latter is writing in French. In a language
rich in svaonyms and near-synonyms, such as English,
thars dosz nnot szem to be much reason to use a word
clearly implving the rectifyving of a mistake to indicate
ar intentiocral difference.

"Alteratiorns” is a wore neutral word, but is derived

from 2 transitive verbi whereas "changes" can be either

“+

ransitive or intrarnsitive, and conveys noat only that the
campaser changes the music, but alsec that the music
itzslf changes in some chemical way as part of the

mysterions creative process.
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"Changes," therefore, is the term chosen for use in

this ssctian.

Claseification of changes.

Changes may be classified by several categories of

#}Time of change.
PdInmediate.

The =

e shenaz may be made immediately upon writing the

previous version, €.9. by crossing out and substituting

zomething elsze,

PidDalaved,
A et
£

crangy may be made at a later point in the process.
It may or may not be possible to distinguishk it from an
imnmedistes change. I+ it can be distinguished, this will
be pozsible bacauss of a different ink colour, or cther
fartor concerned with the medium, or by one of the

"zontrols® dicuszed below.

.
-
P
-
[
o

hain~reaction.

Thiz tezrm iz borrowsd, with dus ackrnowledgement, from
Marzhall (1972), p.24. The kind of cthange represented is
evident znough slsewhere in the literature, but Marshall
gseens to be thes only person whp has given it a name.

Thiz tvpe of thange is wade as the result of another
ane, which reguires octher similar passzages to be changed

Yo matoh.



I+ & chain-reaclion change can be isolated, the tine
of making it vrelative to the primary change is less

important than with an independent change.

bEvtent of zhange.
Changes may vary in the degree to which they alter the
work. The dsarses gliven here are based, again, on

£5.35, who divides them into two main

z
i
-
@
o
L]
L
-
~
Lo
g
-
N

groups! "grammatical” and "cowpositicral.”
The lattsy group is divided into "formative," and
"orpamertal t To these we may add the least important

chanass of 211, and call them “"orthographical.”

IYOrthographical changess.

Vegry frequeantly, in the heat of noting down ideas,
acoidentals will be missed off, guavers will be grouped
wronsly, or & passage may be "speiled” wrongly in terms
of srharmonics,

Theze mistakes mav be noticed later, perhaps when
trying the passage through, and corrected, Equally thay

may be corrscted immediately, or az a "chain-reaction®

from Pr erzlooous pasSage.

[

it Grammatical changes,

Thease are much more noticeable in music written in the
era fram Palestrina tc Brahms than they are in
tugntieth-century music.

All good music must operate according to rules, but if

these are empirically established not only from composer
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to composer, bul often from work to work of the same

composer, they are much less easy to divine.

itiYCompositional changes.
Ornaverntal.

"hrnanental® changes do not affect the basic structure

al
=iy

the music, but change the character of its surface.
This does npnt necessarily mean that ornamental changes
agre sliaht,

The basic guestion in deciding whethe2r 2 change is
orrnamerntal or formative ie that of whether it can be
idered to introduce a new element into the structure,

oon

H§l

ar sinplv to affect the method of =laboration of elements

ws i4 & new chord is introduced, and it represents
ar actusl! extension of the harmonic rhvihm of the piece,
thon the change e formativse.

4, or the other hand, the new chord is simply a

'

ﬂp

3

fttimo of 2 chord {already present) into two halves,

then the change is ornamental.

Formetive,
Formative changes have been adeguately defined in the

resd

o

ws ssction by reference to what they are not.

———

03

Unlike a1l the agther kinds of changes, they are not
necegsarily to be understood or explained, since they

emzanate from the mind] perhaps ultimately the
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subzongcious nindy of the composer.
clllassification by method of correction.
The way in which the correction is made is to soms

extent determined by its exutent.

i} SBuperimposition

Aocidaentals may be added where missing, or the

m

zdditian wmav involve sgueszing-in extra notes between

& i 3
Qk,a}’?f‘ﬁ, 73

- superinposing them in different colours.

Gtaves may be sxtended at the end of a line to allow for

additions,

i
2

2t this point may be included the common practice of

zhaneing a sign into another sign by superimposition.
i Erasures

ars usually only possible in pencil, ithough a
certain amcunt may be achieved by scratching-out ink, or,

2z Handel 4id, smudoing it out whilst still wet.

Thie wethod is +airly self-explanatory. As with

,!’ﬂ

~asures, it mey or may hot be possible to ses what was
origirally weitten.,
For larger deletions, hatching-out may be used. This

was a favourite method of Vivaldi in his composing

iv?) Patoches

Probably because music has to be written onto ruled
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staves,

in the

4 5

the practice of pasting new music paper over old,

desired position,

is widespread, Ultra-vioglet and

infra-red photography are sometimes used to discover what
was underansath.

v Detachmnent of sheets

I4 the change is extenzive enougk, a leat may be
fram the rest of the wmanuscript,
lezf does

removed

Very often the
nat survive?

and the gathering-structure of the

manuscript, or a tell-tale stub, is the only way to
discern iis former presence.

A

the same manuscript, as sbove, or
nav be a different version of the same passage in a later
manuzcript, Sometimes the earlier manuscript is altered
tn sgree with the later one.

if hoth manuscripts are autograph, or can be

*o have been prepared under the composer’s

suparyision,

oroved

can the changss be ascribed to the composer.

More than one of the above categories of division can

aprlv to arny given change.

A changg must have been made at

a particular time
relative to the original manuscript. It must be of
definabls extent, and it wmust have been made in a
nmarticular phyvsical wavy.

Far exswmple, Handel’s change of mind about the bass
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secle Thus saith the Lord in Messiah, as reported by Tobin

(1962, p.?, can be classified as a delayed compositional
{¢ormative) change, mads by superimposition. Handel
originally intended an arioss, but decided instead to
substitute the present recitative. This he did by placing
& nEw laver Ln bop of bthe existing work,

This change pust have beern delaved, since the old
verzien was copied by Handel’s amanuensis, J.C. Smith,

inta tre Handewemplar , which was altered later by the

additiaon of a patoch.

-y
1

Fe alterstion to the composing score, made by placing

H]

¥

another laver of work over the old one, must thus have

o
i
b
e
=
i
L
2

at a late stage, probably atter Handel had come
to the ant of the oratocio.
steying with the same composer, Tobin (1%64), p.4,

Firds that at bars 90-F1 of the Amen chorus the composer

charged hisz mind about the shape of the fugue subject
that he was using, realizing that it was leading him into
an ineffactive register for most of the chorus.

He thersfore changed its shape to avoid this. The
previous antries were altered in line with this decision.
Thus we can classify the entry at bars 20-91 as an
immedisate changs (since all succesding entries are in the

moditied form), made by crossing-out.
Whother this is a formative, ornsmental, or

gramaatizal changs is a matter of one’s point of view.

are srqguments for each.
The ohanges to the previous entries are good examples

of zshain-reaction carrections.
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Zomething may now be said about the deductive methods
uged to analvse 2 change according to the above

categnriss;

R

Mzdium used for the change is one clue, although i+
the composesr wanted to superinpose a new version he would
be auite likely to use a different medium in order to
gain thes rneosssary contrast.

¢, howsver, the medium used for the change can be
matohaed with that wused in a later stage of the
compnsition, or a later manuscript sltogether, then
canclusions may be drawn about the time of the
alieration.

Far cuamplae, plate XI {(after this page) zshows page 8

of they composition sketch of Brittern’s Hymn to St.

Cecilin., In the third svstem of the page, in the second
soprann and altoc parts, beginning with the last chord of
the second har, three chords (in parallel sixths), have
been altered from g sharp/b, f sharp/a, ¥ sharp/aj to a/c
sharp, 3 sharpfb, + sharp/a.

This has been done in exactly the shade of ink used to

Eimilarly, in the same two parts, in the last bar of

the psge, the last chord kas been changed from b flat/d

¢ W

Thiz has been done in the red/orangs pencil used to
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PLATE XI

A page from the autograph composition sketch of
Britten's Hymn to St., Cecilia, showing changes made by
the composer at the time of writing out the fair copy
{see page 115).,

British Library Add. Ms. No. 40598. Reproduced by kind
permissicn af The British Library Board and the Executors
and Trustesse of the Britten-Pears Librarvy.
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wirite the words into the fair copy.

Thug we may conclude that the changes were entered in
the composition sketch at the time of making the fair
Copy.

These rhanges affect the degree of dissonance between
the "tunse” in the first sopranos and the "accompaniment®

below. They can fairly be categorised as delayed

crraventzl changes made by superimposition,

ity Tontrols
Trhs mathod of emcloving “"controls® has already been
Feo;
demorstratad, in referring to the Handel change in the

Aren Chorueg of Messiah, and to the setting of the words

"This saith the Lord." (See pages 113-4.)

In the first instarnce, the control is later
renetitians of the same passase which appear gnly in the
zltared form, which establish the point at which Handel

to wmake the change in the fugue subject as during

byl
fu S

decids
the writing of bars %0-921.

The other kind of contrel is a copy, or part, derived
from the version under consideration, which shows either
only the ammendszd version or a similar change. In the

case of "Thus saith the Lord,” the copy shows a similar

mhange, although made in a differernt way.

ii1i} Remains of former versions.
1+ &2 changs has been made by erasure or
superimposition, remains of the original version may

2till ke discernible.
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Plate XII (after page 1254}, shows part of the
composition sketch of the last movement of the Britten

Vipolin concerto.

The last bar of the first system has been crossed outj]
evidently before completion, since the solo part has only
two crotohet bzats cul of the reguired thrae,

Rrittan svidently originally intended & change to 374

tirne hore, end judaging by the appearance of the beginning

Q

£ tre raxt svstem, he must have continued with his
grigins) thought $for two or three bars, then erasing what
he had wiritten.

Meading more room in what had originally been a very
short bar at the beginning of the second svstem; he
externdsd ths staves to the left, but was still thinking
of a change to 2/4, since he wrote in the time-sighature.

Wheat happened next is not clear. At some point soon
aftteruards he evidently decided on & repeat of the second
bar pf the first system, but a tones higher.

This necessitsted crossing-ocut the new time-signature,
to lzave the metre as 474, and also the squeezing-in of
the fcur-best bar intc the space intended for a
thraze-heat one. The final beat is decidedly starved of
SRace.

RPemaing of the original 3/4 metre can be seen from the
fact that, in the bass, a dotted minim is left to +ill
the whole bar instead of the correct semibrevej and also
in that the rext bass note, originally another dotted
minim, has besn altered to a crotchet, which together

with ancther dotted minim fills up the following bar.
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2.%4.2 Qrder of events
By attempting to observe the order in which the
different elements of a page of manuscript (or, on a

larger scale, a seguernce of such pages), were set dowrn,

about ths wmethods of work of the composer, and also
something about his attitude to his music.

Faor inztance, Marshall (1977), p.134, attempted to
statz tho order in which Bach thought of his music and
it doewn on the page! for instrumental ritornelli, for
example, the order appesared to be! a)melody; blbass
clecentinunt dlinside parts,

Marshall, p.124, also managed to refute the idea that

Bach wrote fugues by the Stimmtausch method, that is to

E2yY; by setting the subject and counter-subject together
and writirg the remaining parts in invertible
countarpoint to fit thess,

ITn fact, from the example of an unfinished page from
the cantats Sie Werden aus Saba alle kommen, it can be
seen that Bach actually prepared the score first, writing
in the appearances of the subject and counter-subject in

all the voices, before filling in the other parts.

Methode of analvysis

2 Untinizhed pages

Arn unfinished wmanuscript, such as the ane just
nezrticned, is naturally a gift to somecne researching

glong these lines. Other cluss are!
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h! Sherpness of pencil

A pencil-point wears down fairly guickly, and will
reveal the fact that different elements have been entered
2t ditfeprent times.

Thiz cen br seen in plate XII {(after page 1248), an
illustration of page 27 of the composition sketch of

Britrten’s Violin concertao.

In the second bar of the third system +rom the top, it
iz zvident that the minim chords in the third stave down
ore wreitten with a considerabliy blunter pencil than the
vinlin salo part irn the same bar, although the noteheads
ir the left-hand chord have been touched up with the
sharpesr pencil.

A1 the similar chords in this system have the same
appearance,. There is evidence that the solo part, in the
Thaerper pencil, has been written over something else,
which has besn erased.

Yet ths last four crotchet beats of the solo part are
written in 2 pencil which closely matches the state of
sharpness of that used on the lower staves.

Clearly, there is matsrial for a thecry of the order

of svante at this point, though we shall not attempt to

Tlosely 2llied to the study of pencil sharpness is
that of cycles of sharpness and bluntness of quill pens,
and the amount of ink on the nibs of dipper pens.

Rolf (19748), p.38, in discussing the title page of the
maruscipt of Debussy’®s La Mer, finds that what was

formerly considered to be the use of a different ink by
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Debussy was in fact the result of his having re-dipped
big pern at the point under consideration.

o) Appearance of parts on the page.

Thezre sre timesg whern & part does not fit into the
space allewsd for it as well as other parts at the same
caint ir the nmusic. I+ a part is squeezed into the
available space, or cohversely, i+ it has tooc much room,
the chances are that it has been writtern &t a later
point,

This method can be used in considering the bar in
plate ¥I1I mertioned above. The second minim chord, third
atave down,; third svstem down, does not correctly *"range®
ity the zolo part.

T+ it had been written after the solo part, it would
slmest certainly have come in the right place in relation
o o it.

This reinforces the feeling that the solo part was
gither written after the accompapnimsnt, or is an
alteration of what was originally written in the space

which it occupies.

2.4.2 Drder of sketches, and progression from sketch

This study is most highly developed amongst
musicolagists whose subject is Beethaven; the conposer
whose wmethod of work involved more detailed working-out
an paper than arny other.

Taohnzon (1%80), p.303-472, provides something like the

archivist's "integrated level" approach (see Section 5.4)
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to Besthoven’s sketches in the "Fischoff Miscellany.”
Firzt of 2311, the gntire collection is given a
zerigg-leve!l description, with description of its
provenanis, paper-types, rastrology, watermarks, and
relaticnships with other manuscripts.
Mext, individual works are discussed according to

their reprasentation in the sketches, collating all known

sources from both the "Fischoff?® and the related "Katka®

This sectior describes the available material for each
worlk and sgach movement of a worlk, according to musical
factors,

Cinally, the "date" section establishes the date of
the firzt zppearance of the work in gquestion, and then
putz the individual sketches in date, rather than
wuzical, order, using information derived from various
cources, such as other material on the same sheet,
hardwriting characteristics, paper-type, and so on.

Ir, Bosthoven's case, at least, the historical facts of
the ages of the sketchss tend te correspond with the

nusical evidence! that is, the claoserness to the final

Methods of determining order of sketches.

aYWarbal comment on manuscript.

Some cowmposers are in the habit of indicating the
nrdsr of their thoughts and draftsy and naturally this
saves the researcher & great deal of time.

A zood example of this practice is Holst. For
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instarnce, in the sketches for the First Choral Symphony

tHolst, 1974-83 vol.4), we see him applying the labels
"Pirst versiony” "final versioni® and so on.
Other comments, such as "see page 32," or "semitone
lower " 31 zvenr "out,” may also be of assistance.
Brittern’s "sketchss" were very frequently sections or
leavas vemoved from complete drafts (composition

sketohezt,

s

In these cases, continuity of material will provide a
clue to the original position of the sketch.

But somztimes he numbered the bifolia of his
compasition sketches) and if the detached leat happened
te bhave such a "signatura” written on it, this will

provide a further clue.

bitritten on same sheet as something else.

Johnsaon {(198C), p.339, dates the earliest sketch
spurce for Bzethoven'’s piano sonata opld, no.3, by
reference to the fact that it appears on the verso of a
leal devoted to Wo03S3) which can be assigned to the early
months of 17922,

Similarly, Brett (1983}, p.73, dates the first
appearanze of the "Sunday morning" music in the sketch
wmaterial for Peter Grimes, as the appearance of a two-bar
fragment on a detached leaf which originally formed p.73
of the composition sketch of the previous scene.

Mot unreasaonably, he refesrs to this as "passibly an
advanze inspiration."”

Bacause Britten detached leaves or bifolia whenever a

122



hiatus necessitated the replacement of more nmusic than

[+

could ke conveniently erased or crossed out, and then
vsed thzse sheets for further sketches, it is possible to
seg which earlier points in his works were still giving
trouble at that particular point.

Megdlezz to say; this method does not reliably date
shetchex for later poinrts, since there is no guarantesing
that the paper was re-used inmmediately.

Tha dust beluween Petsr and Ellen in the prologue of

Peter Grimes appears in sketch form on the detached

bifalium referred to by Brett (1983), p.&%, as sketech D,
which originally formed page 75 of the composition
sketch, 2t the &rnd of Act I1I.

=iHandwriting

Johnzon (1280), p.329, is fortunate in that the
"Fischotf niscellany" sketches were made at a tims when
Beethover’s hand was undergoing rapid changes.

Trhus ke is able to suggest tentatively that some of
the sketchkes for Op. 10, no.3 may be earlier than others
becauses of the use of a form of system brace which
disapprared during 1797,

Mezdless to savy, this form of svidence is somewhat
rare, since most composers®' hands remain stable during

e period of the composition of an individual work.
2)Paper-type

Thiz method, again, is unlikely to bear fruit unless
composaer bought his paper in fairly small batches, and
unlzss the gestation of his works coversd a fairly long

period.

123



Both these conditions generally apply to Beethoven.
Working on the sketches for Op.10, no.3, in the "Fischoff
miscellany, " Johnson {(1980), p.33%9, is able to place the
sketechese appzaring on leaves 44-5 in 1797 rather than
1798, becausz they appear on the paper-type which he
reters to 28 IIl-ci which was used exclusively in the
earlier wvear.

alVersion of words used (vocal works only).

Westernhagen (1974), p.lé, is able to date the first
appgarance of the Rhinemaidens® theme at the beginning of

Das Rkeingnld in Wagner’s sketches as prior to 1853,

bacauvse the version of the words ussd pre-dates the verse
veraisy written by Wagner in that year,

fiMusical factors

Progress from 2 relatively crude version to something
clocser to the eventual version may appear to be evident

re 3F sketoches.,

1

. R
hoR esr I

k)

Vithnut corroborsting evidence from methods a)rto e)
above, however, musicsl evidsnce is unsatisfactory, since
there is no knoawing what went on in the composer’s mind.
He could =asily have gone back to his first thoughts,
zfter Tonsidering alternatives,

Gengrally, in determining the arder of a series of

H

sketohes, the effort is to isclate the esarliest and the
latest {in Britten’s cass, the latest is often torn from
its original integral place in the composition sketch!}
and to fit the others into an urder between these outer

linits as best ocrne can.
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Progression from sketch to sketch.
Plate XTI tlaftter page 124), shows p.27 of the

compoeition zketch of the Britten Viglin Concerto,

keaginnhing at fig. 3% (the 2nd variation of the

%
3

aesaragiia in the last movement),

Flates XIII and XIV show two loose sketches for the
sams plarce in the piece.

Maturally, the composgition sketch is the latest
version of the three. The other two sketches cannot be
put in arder by non-wmusical mears) and musical criteria,
as we nhall zee, do not produce clear grounds for

thinkirg either of them definitely the earlier.

Xk

To start with, we may observe the factors that remain
censtant irn all thres versions.

The most cbvious of all is the pedal "C" in the bass.
Secondlv, we note the intention of using some kind of
sequence, based on a shortened form of the passacaglia
thzme,

The use of & major seventh in opposition to the pedal

"ot is derived from the very beginning of the

5 ig guite explicit in the last beat of the +first
bar of 3% in the composition sketch, and also in the same
place in plate XIII. In plate XIV, the "B" natural does
not make its appearance until the following bar.

Anmthﬁr continunus factor is the "reply® to the
cpening statement on the horns, plaved on the orchestra
and shadowed by the violin figuration in plate XIII and

plate XIV,

@
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Thiz thems, 9 sharp, b, &, g sharp, b, &, g sharp,
comes from the =zolo part in the previous variation. In
the composition sketch it looks as i+ it has been
abhreviated to a gingle note, the cctave "B" on the last
heat of the 4irst bart but it is actually present in
decorated form in the violin figurationi although its
gquality of turning back on itself is slightly less
ohyvinus, because of the drop of an octave.

Firallv, we notice that the orchestral colour is
preserved throughouti horns for the first statement, and
wonnduwind for the second.

Turping to elements which change, we rote that the
pedal "C" is phrased tc begin on the second beat of the
bar in both the cowmposition sketch and plate XIII.
Britten took thke trouble to write in clefs and a
time-zignature in this sketoh, which makes it appear less
tentative than plate XIV.

N the sther hand, plate XIV is closer ta the
compositiorn sketch in its pattern of repeating the same
idez {(3rd stave down), first on € (bar 1}, then on D {(Ear
2), and then an E (har 3){ although Britten evidently
tried vet another version in the composition sketch
before srasing it and writing the final version. Plate
MITI mizses out the repetition on D.

The rhythm of the solo part is somewhat closer in
plate ¥IV to the compousition sketch, being based on a
crotochat tied over the barlined but the figuration based

sn ths repeated "C" in the =olo part is commoh only to

i

plates XIII and XIV,
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PLATE XII

A page from the autograph composition sketch of
Britten's Violin concerto. (See page 118).

Reproduced by kind permission of Boosey and Hawkes
Music Publishers Ltd., and of the Executors and Trustees
of the Britten-Pesars Library.







PLATES XIII and X1V

Twz discarded autograph sketches for Britten’s Viplin
concerto. {See page 125).

These sketches are for the same part of the work as
the page from the composition sketch reproduced as plate
®IT.,

Reproducsd by kind permission of Boosey and Hawkes
Music Publishers Ltd., and of the Executors and Trustees
of the Britten-Pears Librarv.









The opering orchestral statement, and its repetitions,
use up more of the passacaglia theme in plate XIV than in
the composition sketchi and less in plate XIII than in
either of the other versions.

Britten’s interest in the "sonority of the second” is
clearly in esvidence in plate XIII, where he keeps two
harns sounding a major second for more than a bar and
haltd of slow time.

Tyidantly in the composition sketch he thought better
of it arnd went on up to a minor third, thus compromising
betweern plates XITII and RIV.

Encugh has been said now to demonstrate that the
nrocess of deciding on the order of these sketches by
musital weans i sxtremely complex.

It i3 npt the purpose here to reach a definite
conclusion, but simply to demonstrate the problems.

14 one were to hazard a guess, it would appear that
the sketch in plate XIV is probably the earlier, with
that in plate WITI coming closer to the composition
skatch version in some ways, and trying some new
dirzctions, before the composer did some further
sketching undernsath what is now the final surface of the

—ompasition sketoh,
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4 RESEARCH TOPICE CARRIED OUT AT THE BRITTEN-PEARS

LIBRARY

4.} Description and methodology of a gquestionnaire
sent te users of the Britten-Pears Library.

For the guestionnaire, consisting of a general part,
to be filled in by a2ll respondents; and five specialised
sectiors for perticular types of users, see Appendix IV,

Twertyv-saven copiss of the guestionnaire were sent
out, and fourteen were returned) a response rate of just
ander fiftv-one parcent.

The response to the general part of the questionnaire

iz dealt with below.

Muesztion ). Plsase give a brief outline of the topic
0f the research for which vou used the Britten-~Pears
Library.

It is not possible to guote the replies to this
guestion in detzil, since some of the information is
confidential. A basic list of the topics is given below!d

1. Manuscripts of film scores.

?. Britten’s conducting score of Haydn’'s The Seasons.

2. Midsummer Night's Dirzam

4, Editing a work by Eritten for publication (specific
wark cannot be stated here, as it would identity the
individusl}.

5. Material for a book on Britten’s operas.

&, Farly influences on Britten’s stvle. (Involving
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detailed znalvis).

P EdS

B E
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o

{spg 4%,
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2, Editin {see 4).

[Re]

?. Britten’s works in response to war.

0, Comparison of manuscripts with final versions.
11. Britten’s works for cello.

12. Britten’s earlv works.

13, Maruscript of Sitring guartet in D major (19315.

19, Britten’e works for junior performers.

£ Fairly wide spread of topics is seen to have been
investigated. 4t the time of writing, items 4,5,6,7,3 and

12 have resulted in published work.

fuestion 2. Please tick the types of material on the
olleoving list (see Appendix IV) which you used on your
visitis) to the librarv.

i ranliing of the various library materials according
to the rnumber of times they were ticked by respondents is
given in the form of a bar chart in Table I (next page).
Items rnot ticked at all are shown 35 "zern®" in the chart.

For the najority of the items nol used at all, there
iz a good reason for their non-use!

A7 Britten’s writings about music are very few; AB!
access to diaries is not permitted at present; CS5d,e, and
f: books belonging to Britten on these subjects exist but
mostly are nnt catalogued or on open access; M2 and 3: no
viewing arrangements are available far films or

videntapes. The octher items could in theory have been
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TABLE I
Showing frequency of reported use of the various types of
stock in the Britten-Pears Library.
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MANUSCRIPTS

Sketches

. Composition sketch

. Fair copy

. Parts

Derivations (e.q. vocal score)
Libretto

Manhuscripts of writings about music, etc.
Diaries

Letters to Britten

. Letters from Britten

. Other manuscripts

e JgONACADLDORN DX

X

INTERIM MATERIALS
Dyelines

Proofs
Transparencies
Other

H W -

C. PRINTED BOOKS

1. Books on Benjamin Britten

2. Books on people associated with Britten

3. Books by people associated with Britten

4. Books on topics associated with Britten (e.q.
documentary +films)



5. Books from Britten's personal library!
a)Poetry
b)Fiction
c)Drama
diLiterary criticism
e)History
f)Palitics
g)About music
h)Other books

D. EFPHEMERA
1.Programmes
2.Press cuttings
3.Posters
4.0ther

E.PRINTED MUSIC

1.Music by other composers from Britten’s own tollection
alUsed, or probably used, in perfarmance
biCther

2.Printed copies of Britten’s works
alUsed, or possibly used, by Britten in performance.
blUsed by Sir Peter Pears in performance
c)Other

F. RECORDINGS

1.Tapes from Aldeburgh Festival performances
2.Tapes from broadcast performances

3.Commercial recordings of Britten’s works
4.Commercial recordings aof other composers’ works
performed by Britten

S.Tapes of lectures on Britten

6.Recordings of broadcast features on Britten
7.Recurdings of soundtracks of films with music by
Britten

8.0ther recaordings

G.PICTURES

1.0% Benjamin Britten ’

2.0f people associated with Britten

3.0f performances or rehearsals of Britten’s waorks
4,Costume designs, stage designs, etc.

S5.0ther

H.FILMS, etc. .

1.Scripts, etc., for films (manuscript or typescript)
2.Copies of films

3.Videotapes



usad,
Thz major conclusion to be drawn is that, as might be
expected, the majority of users come to the library to

W

e the naruecript materials, with complete draftts and

fair copies coming somewhat ahead of isolated sketches

[H]

{since there are 0 feow such sketches by Britten, this is
not surprisingd but such materials are still used more
often than anvthing slse except composition sketches and
fair copiesl.

The ranking by use also shows the value of keeping a
comprahensive collection of books about Britten.

These can be seen slsswhere; but according to the
responses to the guestionnaire they are still used more
than books such as Britten’s poetry books, which cannot,
of course, bs seen elsewhers.

For purposss of comparison, a ranked listing of the
materizls uzsed by the three editors of Britten’s works
who responded to the questionnaire is given below.

Thzse ars the only respandents who can be taken as a
group! for other types of research there is either only
one respondent, or, if more than one, there are

cowplicating factors which affect the correlation.

Ttems in question 2. (sese Appendix IV, p.3), ticked by

]
=R

itors:

Manpuscript fair copy (3)
Composition sketch (2}
Other shetches (1)

Dyeline 11}
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Pooks (poetry) (1)
Printed mueic {(not used by Britten) (1)

Commercial recordings (1)

fuestion 2. werg there any problems in visiting the
callection in its present geographical location? and
Guestion 4. 14 ves, pleass suggest an alternative
location which would ssem toc you more suitable.

The matter of the siting of archives is discussed in
Szction 1.2.7.

Mcst of the respondents said that they had not
guperienced difficulties, although some gualified this,
as in the {following nots!

"Cor me the sxtra effort spent in reaching the library
was no problem, but rather an active kind of lmmersion in
Britten's chosen environment.”

Ancther answer along the samg lines was:

"T zay "ves" anly because I'm sure I would have made
more refsrsnce to the mansucripts had the collection been
loceted in the British Library. But the Red House is a
much nicer placs!"

The conclusion must be that the location has the
virtues of its faults, and that most people think it well
worth the journey.

Nnly one respondent actively wanted the collection
situated clsswhere, suggesting Londor (presumably the
British Librarv), cr possibly Morwich {(as an adjunct to

the !'niversity of East Anglial.
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Question 4. Would vou have found the collection more
usgful if it had contained additional items? and Guestion
S. Weould you have found the collection more useful if you
had heen parmitited access to items which were contained
irn the archive, but not made available for study?

Again, most uszere were satisfied with both the
contents of the archive and the arrangements for access

to the rontents,

3

Maturally, those users whose work was most likely to
involve juvenilia, letters or diaries, were the most
likely to be dissatizfied.

ZSome of the respondents had been permitted access to
such materials becasuse of a special relationship with the
librarys for example, the fact that they had been
commissioned to edit juvenilia.

wa usere commented on missing items in the archives

"I am guite sure many items pertaining to Britten’s
film music, ephemeral as thevy were, have been lost
forever.

But there are many gaps in the manuscripts compared to
the Unown music as it still exists on the sound-track
recardingst and some items in the film music manuscript
collection have not yet been identiftied as to their

pupnse or for what film.”

User 1§ conmented:
"Rostropovich has some manuzcripts which the Library

hasn’t beer able to chtain copies of.”
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Three users, nos. 1,6, and 11, commented on items
whichk were in the archive but not available to the
public. Twa, nos. 1 and 4, would have liked acces to the
Britten disries,

User 1) would have liked access to letters, i+ there

were any which contained comments on work in progress.

Cuestiong &, 7, 8, and 7.
Thess questians concerrned catslogue-~use, and are dealt

with belogw in Section . 2.

Fueztion 1Y, This guestion concerned handwriting
identification. In gensral there were few problems. Such
insights as were provided by the answers have been

incorgorated above in Section 3.3,

fusstiaon 11. Could any part of your work pnot have been
dare by working from a facsimile, dyeline, microfilm,
etc.) as opposed to from the original?

Again., a majority of users couwld have worked
satigfactarily from & reproduction.

Ir some cases this may mean that they would not have

found it mocessary to visit the archive if they had been

i

Lt

hle Yo purchase a microfilm. (BRITTENM, Aldeburgh, does

3

mot o se@ll microfilms).
VYsers 4 znd 13 stated that none of their work could

heve beern done +from a reproduction, without givihng

User 1 comnmented:
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*Oame pencilled manuscripts were very taint and

smudoed - mizght nol reproduce clearly.”

User & commanted:
“Whon sxamining sketches it is useful to observe

whhich can still be detected in the original but

oraAsuPre

i)

¥

mften nobt on microfilm,?

Usor 7 commentsd!
"Poncil skastrhes {especially early ones) nearly always

need caonfirmation from the manvscript.”

Uger 2 commentsdl
"rhe me of wmicrofilm before the use of the originals
wazr guite a useful method." (This method of working is

srnforoed b BRITTEN, Aldeburgh, as a conservation
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4.2 Examples of research topics carried ocut at the

Britten-Pgzars Library

4,2,1 Editing Britten’s works for publication

A considerable backleg of unpublished full scores
built up at Aldeburgh as Britten continued to devote the
maior portion of his time to composing new works and to
running the Festival.

Strode (1924), 5,55, describes the year-round cycle of
work 2% Aldeburgh: stating that autumn was the best time
tn attack the task of editing materizl for publication.

At Britten’s death, 24 full scores of mature works
ntill remaingd to be prepared for publication. By the
middle of 1985, this figure had been cut to 3.

Thres of the freslance editors responsible for
progressing thiz work responded fully to the
2R

(]

a1t nnaire.

"
Hi1l

-
f

Each of them is a composer in his own righti although,
3% will be seen, none of them rated a knowledge of
Pritten’s stvle and idiom particularly highliy as a

qualification for the job of sditing his works.

Responses to questions (see Appendix IV, pp.10-12).

1. Order of priority of sources.

Reeporndents were askad to rank various sources in
order of importance.

Thew are here identified as editors A, B, and C. The

works they were engaged in editing cannot be identified
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here, since for a1l practical purposes this would be

tantamocunt to naming themw the individuals; although at

the time of writing only one of the works in question has

actually achieved publication.

Editpr A ranked the sources in this order:

1. Auipgraph full score

3

. Published version (g.9. a vocal score)i score used
composser to conduct is of equal importance.

3. Rzcording of the work by the composer, Composition

sketch iz of egual importance.

4. Cithar sketches.

Editor B gave this order:

L. Avtograph full score. Published version (e.g. vocal

soore) is of =qual importance.

2. Compoasition sketch.

3. Score ussd to conduct,

A

2, Sketohes other than composition sketch.

Z. Recording of the work by the composer,.

Editar € gave:

1, Autngraph full score.

2. Fublizhed version (e.g9. vocal score!l.
3. Erore used to conduct by the compossr.
4, Lomposition sketch.

S. Recording by the composer.

A fairly high degree of correlation is evident here.
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A1l the editore take the autograph as the chief source.
In the case of an unpublished full score, a dyeline of
the autograph will have been used by the composer as his
condusting score, or "file copy."

Thic mav on occasion form the basis of the final text
submitted to the publisher (see below under guestion 8).

Thare is 8 slisht difference of opinion over the next
mozt important source, possibly deriving from the
respandente’ havirg had different works in mind when
answsring.

Tuo give the score used to conduct (which, of course,
will nften turn ocut to be nothing other than a photograph
of the autograph full score), and one gives the
composition sketch.

As nrevicusly stated, the recording of the work by the
composer comes low in the estimation of editors of
printsd teuts,

Npt surprisingly, the composition sketch does not come
very high in the order of priority, although, as we have
geen, it iz wvseful in determining the nature of the
proklems which Britten had to solve to arrive at the
final verszion of the work.

Tr, & =ritical edition, where the critical commentary

lints svery variant, the composition sketch will have its

7. Common causes of disagreement belween sources.
Orne common causs of disagreement between sources wWas

mentiaoned both by editor "B" and editor "C."

[
x
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This ig ths fzct that the vocal score of an opera, or
piane score of 3 ballet, is needed before the full scored
g0 that it is usually derived from the composition
sketch, whiles the composer is still making the full
sonre,

This meane that the vocs! score represents an earlier
stoce in composition than does the full score,

Editor “BY zlso menticned Britten’s alterations to

3

zelo parts to suit specific performerss and the

¥

difficultw a2f knowing how much weight to give to these,.
Thizn is a smaller-scale version of the problem studied
by Clauvgen (1972! in Handel's conducting scores (see

sectior 2.5.2).

2. Is it generally easier to decide betwesn variant
readingz when they occur in a linesr context, or in a

vertical on

i)

; and 4. How necessary to this type of work
is a wide knowledge af other Britten works?

These two gusstions mey be discussed together. The
ides behind them was that whilst from the late barogue
nrwards it was peossible to say with some certainty
vhather chords contained the right notes, whether
progressians were "grammatical;” and so on, in the
tuentieth century fewer such rules exist.

S0 question 2 was included in order to try to find
something out abeut the nature of the "grammar® applied
by gditors to Britten’s works.

The result was, unfortunately, inconclusive. Editor

"AY felt that the question was not wmeaningful; editor "B"
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that it waz gasier to dercide in a linear context, and
editor *C" in a vertical context. The only thing that can
be maid iz that the matter is not straightforward.

I+ a universal "grammar" does not apply, is it
necessary for the sditor to know Britten’s works well, so
that, i+ ditficulties occur, he will know which of the
cnesibls razadings is more "Brittenisch?"

Mo respondent thought that such knowledge was vital.
Editor 2" giated that it was "useful at times," and
gditors "A" snd "C" that it was "highly desirable.”

The corclusion has to be drawn that this work is
largely a matter of knowing the methods adopted in the
ranposition and production of the works, and of having a
sharp ave for detail. Compositional expertise is not at
7 premium, despite the fact that, ironically, all the

editors surveved were CcOMposSers.

Quastion 5. Assuming the availability of a fair copy
nf the work in question, please tick on the tollowing
liat the tvpes of details which had toc be altered or
inserted in wvour final text.

{The ligt appears with the guestionnaire in Appendix
IV, p 11,

Az might be expected, the most usual details wers
inssrtion of accidentals and dyramics. Next came
alteration of accidentals and dynamics. Alteration of
phrasing was next in freguency.

Alt

i

ration of bowing, and inserticn of phrasing, came

rnext., A small number of alterations to the beaming of
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auavers were reported by editors "B" and "C."

Alteration of clsf

L

was reported only by editor "C.°%
Order of movements was altered in one work by editor "B."
Mesdless Yo zav, this is a very rare occurrence. Editor
"p* alsc menticns alteration of word-underlay. The reason

for thie ig clear from his answer to gquestion &0

4. T4 vou have ticked more than one item in guestion

=, would vou please place them in rough order of

freouency in the work vou were editing.

Anly sditasr "B” felt able to comply with this reguest.
He replied with regard to one of Britten’s juvenile
works, so that the somswhat surprising answer is
understandablel

atWord underlay

EYAccidentals inserted

1

YDvnamics inserted

M hcoidentals altered

) Phrgring aliered

tyactine 7. I+ the fair copy of the work you were
editing contained passages in the hand of one of
Pritten’s assistants as well as in his autograph, is
there sny difference in the frequency of points of doubt
betwean the autograph and non-autoaraph sections?

hly esditor "C" answered this) to the effect that the

asziztants’® sections contained more problems.

ouestion 8. What did vou use as the final text far the
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ublisher?
Editor "47"2 own fair copy.
Editor "P": own falr copy.

Editnr "C": dveling copy of the autograph, with list

a4,72.7 Studving Britten’s performances of other
compRsers’® music,

Arly two such users were known about at the time of
the msending oul of the guestionnaire, and only one of
thens responded. This user iz no. 2 in the list given in

secticn 4,1, The project was to look at Britten’s

1

cenducting zoore of Haydn’e The Seasons, and the
archestral parts,

Mot zurprisinaly, this user employed a fairly
circumscribed range of materials in his research! only
those mentioned in the paragraph above, in fact.
Materials which might have enhanced the usefulness of the
likrary in this study are the Aldeburgh Festival

nrogramms books and the tape from the Feztival

9%

perfarrance.

The firct was available butr svidently not required,
ard the second probably not easily available at the time
trhe vizit was made,

This user was preparing to conduct an amateur
performance of The Seasans, and it is, of course, of
great advantage to be able to look at somebody else’s
materials in order to help sort one’s own ideas out.

Replies to the "specific" section of the guestionnaire
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{s=e Appendix IV, p.1331:

Question 1. Please tick those items on the list below
to which vou paid attention in studving the materials in
the Librarvy (see Appendix IV, p.13)

The following items were ticked:

2)Fingering {presumably of the string parts!).

iIYarezotions to the musical text.

The only other question relevant to user 2's project
CF: 33

fucetion 4, If the work in guestion was not by
Britizn, what attracted you in the first place to make a
ztudy of his way of performing it?

The answsr has been anticipated above. The Aldeburgh

Festival psrformance had prompted the investigation.

4.2.3 Analvyis

Usare 1,46, and 13 responded to this section of the

nuesticnnaires.
The guestions may be seen in Appendix IV, pp.i5-16.
The answerz are summarised here!

fuestion 1. Reason for using the archive instead of

working from a printed score,

Uszr 1! Mo answer (music in question was film music
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and unpublished).
Uner &7 "To lock at the sketches.®

User 12: "+n sstablish the extent of revisions.!

This last peint is a very important one, since
Brittern’s :uvenilia {which for these purposes include the

String guartet in D wmajor 1931), are only available to

users of the Library if they have been published.

The published version aften differs considerably from
the original; and the changes may be enlightening to the
b4

A 53 - .

a1

vention P, What tvpes of analysis did you apply to

tha muziec? (Sse list in Appendix IV, p.1S).

Uner 1t alOrdinary verbal descriptioni and j) (other)!

Topics?! cowmparison toc othesr Britten works.

Hager &7 2)0rdinary verbal descriptions
b)Schenbker~type; e)formal analysisi j) (cther)!

Combiratinon of al, b}, and el.

User 13 left this section blank.

funstion 2, Plzase comment on the suitability lor
octhorvise) of some of the above types, when applied to
Britten’s music.

Uger 1! "Definitely letters a),[Verbal descriptionl,
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), L Thematic processl, d), [Functional anlaysisl, e},
[Formal analysisl and +), [Phrase-structure analysisl
above: I'd have to analvse Britten with Schenker-type
beforz being convinced of its value, as Schenker intended
triz meothod to be applied only to {Pth-century nusic.

I doubt that h), IDistributional analysisl and
i, Tinformation theoryl would have much value in the
works 3% a non-dodecaphonic composer.®

The methods of Schenker are indeed intended primarily
for compossrs from Havdn to Brabhms, although they have
bren used guite extensively for later cowposers.

More illumination on this point iz provided by the

ansmer of user & to this question:

Usar &' Zince Britten's nusic is self-evidently tonal,
and since Zohsrnker’s view of classical tanality is the
w35t comprehensive yet devised, Schenker is the best
analvtical starting-point.

However, Schenker demonstrated that certain
essentially simple linear and harmonic patterns are
reduplicated at all levels of structure of classical
masterworks, and this is not the case in Britten! each
texiurally-~differentiated section seems to have
idigswnecratic harmonic processes.

Alsp, Britten's music relies heavily on ambiguity,
something Schenker copes with very inadeguately. Hence
Schenker zan only act as a touchstone, and the analytical
approach has to be very flexible, and altered to suit the

nature of the individual work and its individual
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sections.

811 the orhkor tvpes except &), [verbal description]
hwave teo hlinkered a view to be much wmore than of
epherzral wze.

The strerngth of a) is that it alone can deal with the

very many empirical moments in Britten’s music.”

Uszr 122 My writing is best described as showing an
awarechess of al! technigues relevant to Britten’s music,
s faytendsd tonalitvw" (Bchoenberg), and

basic (R-note tachnigue. {(I'd be interested to hear how

the labsl of "ardinary verbal
deseription' In fact, Evans® main technique is a kind of

warmonic summary for which The New Grove has no label).”

Thi

il

raisss the mattsr of the application of the label
vordinary verbal description.” Certainly, it was

incorrectlv used to describe Evans’® work, (Evans, 19793,

i
57§

czr. be moen  4from the list of indexing terms extracted
from Evans® analysis, in Section 5.5.4.

l'lse of the archive toc discover certain details about
the urnderlving meaning of a work is demonstrated neatly
v cownparison between the work of Evans (1979), (who did
rot use the archivej although he stated, p.&, that it

wauld provides much material for future scholars), and

tiat of Bretdt (1933).

e

rlgnd of analvsis with study of source materials is
bzroming an accepted method of treatment at present., It

is exemplified by such writings as Rolf (1978), lLockwood
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{1970}, and Bergguist (1980).

4,2.4 Studying working methods.

The mathnods used in this kind of study have been
gxtegnsively described in section 3.4 above; and the best
published sxanple of their application to Britten’s works
is that By Brett (19832). Philip Brett is not,
incidentally, amongst the users personally surveyed in
this zection.

The relzvant section of the guestionnaire (Appendix
IV, pp. 17-19), was sent to two users, nos. 10 and 14.

The guestions are desigred to reflect the methods
described in zsction 3.4 as being applied to other
comporers) hut did not find a ready response from the
regearcherz to whom they were sent.

It iz rot necessary ta go through the gquestions one by
che, a5 in some of the other sectians.

Thiz part of the guestionnaire, as its title shows,

was in faot 8 multi-purpose one, designed alsc to take in

4]
5

projects such as comparison between sketches and
shd~preoducts) this was the project of user no.il.

The response to Guestion 5. {(does the relative
scarcity of sketches render Britten a "difficult?
conponser from the point of view of studying his working
mnethnds?)  was the most positive from both users. Both
ansmuared "ves, "

The ciher opticons to be ticked for this guestion,

otkar than "ves, " were "Working methods are apparent +from
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pther snurces (e.3. letters to and from librettist,
diaries, e#te.), and "Other considerations apply (please
comment briefly."

Uner 10 cowmmented "I would have been helped by access
to letters, diaries, stc.j but at the time of my visit
the meterial waz not available." This type of examination
af working methoads, as far as letters go, is amply
exempliftied by Brett (1983),

Questicns &. and 7. were designed to discover whether
any uss had been made of the techniques described in
Sectimn 2.4 4$or distinguishing order of events, order of
zketohes, eatc,

Ornly one of the sections, 7d, ("verbal comment on
manuscript®! was ticked by either of the users involved

{user 14},

4,2.% Study of Britten’s development as a composer.

Gtudies cof the sducation and training of composers are
fairly frezguent in musicological literature.

Attuond’s studies with Maozart (Heartz, 1973-4), show &
aood dzal about the rules and points of style which were
inzistes upon by Mozart.

Thiz iz, of courss, an example of a more important
compaser teaching a2 lesser one.

Todd (198%) demonstrates the reverse procedure, in
examining the extant exercises written by Mendelssohn for
L.F, Zeltar. HNottebohm (1873), probably the pioneering
evemple of this sort of study, shows the points over

which Haydn and Albrechtsberger pulled up Beethoven, and
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alen what Salisri, a3z a native speaker of the language,
was abkle to teach him about the proper setting and
azcentuation of ITtalian words.

In the previcus section, we saild that Britten was seen
ag 5 "difficult® composer when it came to the study of
his working methods.

By contrast he is potentially a very rewarding study
indeed +or the student of his development a2s a composer,
by reason of the large amount of manuscript material
which survives from his schooldavs and earlier.

The study iz helped by the fact that most of these
garly conpositions are gjiven dates, by Britlenm and his
mother, when they went through them at a later stage in
hig career,

Furthermores, Britten was 3 meticulous diarist from
192€ until 1938, so that details of the music he heard,
both live and on record, are exact and not conjectural:
very cften in this kind of study reference is made to the
wmasic o composer could have heard since he was in the
town where a known concert took place on a known day.

The disadvantage, at the moment, is that this rich
mire for reszarch is at present mostly out-of-bounds to

uger

il

Only three tvpes of juvenilia are available to the
public for studvi
iYJuvenilia later revized by Britten for publication

(e.qg. Tit for tat)

2¥Iuvenilia which have been otherwise published (e.qg.

Buatre Chansons Francaises).
L)
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M Juvenilia which have besen publicly performed but not
vet published {until recently this applied to the

Buartetting!.

User & has included the following types of materials
in his research, according to his response to the
guestionnaire;

Stetrhes) Composition sketchesy fair copies) books
from Britten’s collection about music (principally about
orchestration)} music by other composers from Britten’s
rellection (both piano music bought and plaved during his
farmative vears and ths numbered collection of miniature
seores) ) tapes from Aldeburgh Festival performancess
rerordingz of broadecast features on Pritten; recordings
of film soundtracks with music by Britteny and film
soripts far the films for which Britten wrote the music.

The ability to see exactly what books were possessed
by Brittzn as a child, and to handle the actual copies,
iz one of the many felicities of BRITTEN (Aldeburgh).

Mottehohm (1873), p.1-11, speculated on the textbooks
used for Besthoven’s early instruction under Neefe in
Bonr. He fzlt that it might be possible to derive a
theaory from the different attitude shown by Beethoven to
the sounding of a suspension simultaneously with its
resnlution (in certain circumstances); which is different
fronm that taken by Mozart and Haydn.

The use of the orchestration books by User & was
probably ir an attempt to account for the mastery of the

archastra shown by Britten at 14 vears of age in Quatre
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Chansons Francaises.
4

4.2.6 Film music

Puring the late 1P30’s, Britten was employed by the
GPO Film Unit to "supervise music and sound,” as he put
it in his diary for Jan 1st 1936, reproduced in Mitchell
(1921}, p.18,

Among the people with whom he worked at this time were
W.H. Auden, who wrote commentaries and poetry for the
filmz, and the directors Basil Wright, Albertno
Cavalzanti, PFaul! Rotha, and John Grierson.

During the 1930°s Britten also wrote incidental music

for plays such s Auden’s The ascent of Fé. During the

1920’5 he wrote music for radioc plavys such as McNeice’s

The dark tower.

No researchers into Britten’s theatre and radio music
were able to be contacted, =0 it has been decided to deal
with the film music only. The same conditions apply to
the music for other media, except that some of the

theatrs pusic is zomewhat better known., The Blues from

The ascent of Fé, for example, has recently been

publighed,

Witk ZJritten, the legacy of manuscript film music is
extensive, although still incorporating gaps where
material has disappeared, as a result of far from ideal
working conditions.

The film music collection contains not only fair copy

full scores, but also drafts, and, somewhat unusually,
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instrumental parts, played from during the making of the
film.

There ars also typescripts of the *libretti" of the
+ilms {(Auder’s poems, for instance, for Coal face, Might

mail, and The wavy to the sea), and documents relating to

the actual shooting of the film, with details of the
shots and timings. These latter documsnts have, in most
cases, been annctatsd by Britten.

Interset in this material springs from the following
facts!?

aIt iz ralatively unknown, since although zome af the
films, particularly Night mail, are still having an
active life, the music remains unarrarnged and
urnpubliched,

BIThe written wmatsrials are comparitively freshly
available, in comman with most of the contents of BRITTEN
{Aldeburaky .,

Bzing unpublished works, their manuscript materials
are only available by wvirtue of the fact that they have
been "publizlv performed,” via the sound tracks of the
films,

C)8ince the nature of the music is essentially
dramatic, arnd stems from the earliest days aof Britten’s
maturity, the researchers hope to find parallels and
foreshadowings of his opera music.

Onlv crne of the researchers to whom the guestionnaire
nas sent responded.

The r

spongse to the questions (Appendix 1V, pp.20-22)

¢

i

was as follows:
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1. For gome of the works studied there was a complete
score providing a connected view of the whole piece
twhetter or not it corresponded with what was actually
plaved aon the sound track).

2. For zome of the works studied there was a recording

availsble of the sound track as finally produced.

gone of these recordings were adequate.

2. In those works for which a score and a recording
vere available, gome showed no appreciable difference
between the two media.

4. Where differences occurred, it was possible to

~+

account for zome of them. Usually this was a case of

Britten’s having written too muchk music for a particular

4]

episode) for sxample in Might mail a large cut was made
to accomtdate the filmed train jourrnevy’s length.

Tt w23 also Britter’s method to include repeats in his

i
s
HU

nusic zpecif

#11y for the purpose of leaving them out if
a cut naz renuired.
S. Ths following items were useful in studying the

reletionskip bostween score and performance!

aiRaminiscences of pzeaple involved in the original

bY¥Arnotaticns on script.
= Alterations to the parts used in recording the sound
P

track.

. There were no examples of the same music being used
for more than one film. (The point of this guestiocn was

that; in the recollection of the present writer, Britten
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seemad o have written some apparently general-purpose
nusic, vaptiansd "titles," which had not, at the time of
compiling the guestionnaire, been tied down to any
particular +ilm).

7. Mo svidence was found of unusual techniques being
used to fit the music to the film.

(The naint of this guestion was the appearancez in
Mitchell (1921}, p.8!, of 3 guntation from Britten’s
diary for 2rd January 19238, concerning the film Night

"We mabke a rouah take [of the scundtrackl to cut the
film roughly to..."

&, This researcher alsc used the British Film
Institute, in order to view the films., This was not

possible at ithe Britten~Pegars Library at the time.

The work of this researcher was done before the
appearante of Mitochel! (1981); which makes clear, as
never bzfore, the immense relevance of Britten's diaries

and lotter research.

fu]
-~
0
r
heg
s
(1]
Pl
4
o
Q@
G
-+

183



5. IMFORMATION RETRIEVAL

5.1 Archives ar Libraries?

A tenzion seems to exist bestween librarians and
archivists when they both work in the same organisation.
This incowpatibility is acknowledged in those larger
institutions where books and printed music are kept in a
separate department from the manuscript and archival

holdiros.

b

Tt =zhould be further stated that there is also a
differencs of approach between the archivist and the
curator of wanuscripts. The former deazls with documents

on the basi

i

of their dependancy on each other for their
context., The latter will treat sach manuscript as
distinct,

Howsver, archivists® and manuscript curators’ methods
of cataloguirs are closer to each other than *o
librarizns’ methods,

The librarian’s emphasis iz on "arganisation of
knowledas, " which generally means that he organises the
knowledage first and makes the actual books fit into his
pre-determined schemes for description and
classification. He makes the items relatively anonvmous,
and likes to group them by subject.

Th2 archivist, on the other hand, takes as his point
nf departure the organisational history of the
oraanization (or in our case the individual) who produced
the documents, and arranges them in the order which makes

sEnss in this contewxt,
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Ezck dorunent makes sense only when taken in

4]

corjunrtian with the others in its series) and each
cerizs melos sense only in conjunction with the others in
the total oollection.

The idea hehind thie is that the documents are not
anly recards of & transaction (the word "transactian®
naturally has to ba used very brosdly in thinking of
proceszes carried out by composers) but actually a part
ot the *rarsaction in themselvss.

Thev ars not an end in themselves: not self-conscious
but simp!ly businsss-like. Literary or musical
manuscrints, even if sketches, do not Ffulfill this
conditior, falthoush other items in the composer archive
certainle dAo), and oo must be considered "manuscript
collestizaa” rather than archives as such.

Ma ertheless, the lack of classification in the

Wo rn-puitongive with the document, rather than forcing it

o

intn o library catalsguer’s framework, apply to both
archiven and manuscript collections.

Az 2 matter of fzct, sketches, composition skebtches,
fair zopirme, dvelirss, and so on, for a particular work,
do forwm something in the nature of an archival s@risg,
althouak they do not come up to & strict definition of
archive materials) and thz methods of description chosen
must taks acozunt of this.

In the fcllowing sections, therefore, ws take a look

at comes nt the types of material identified in Chapter 2,

and tryv tn assess the most suitable wethods of treatment
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me account of the methods used
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2.2 Tataloauing

Even archivists® tewtboeoks {e.g. Taylor, 1943)
recommend that baoks, if unmarked, should go to the
library =f the archive) there to be dealt with,
presumshly, by library technigues such as cataloguing.

Tf trzaditional cataloguing is suitable for anvthing,
it should surely be suitable for monographic literature.
Even i{ there iz & moderate amount of annotation, such as
marksd passages, cowments, inscriptions, or indications
of ounegrzhip orn the flvleaves and elsswhere, a S5"x 3°
card will dieplay the information adeguately.

But if one wants to sollocate, for instance, a1l the

Books asncisted by the composer who is the subject of the

the only wethod available to traditional
zatalosuirg is tc make arn added entry for each under the
COMPRGEr’s name.

This wethod was tried for & period at BRITTEN,
(Aldeburahk), but csused some bulking-out of the
catalogue. Since no method of unit-entry production was
beins uvsed, the sxtra werk involved in typing and
proct-resding was consgiderable.

But the real! problem with this method is that, since

ir
F
i
—
b |

$orpation about annotations is generally in the

rote area, and since added entries by traditicn do not
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carry notas, the resson for the added entry was concealed

from the

Mo-one could deny that for this purpose lists are
supasrior.

A list which is of enormous potential value at BRITTEH
{(Aldeburgh?, iz the one which shows the relationship
betwesn thz composer’s collection of English literature
and the ftexuts uged in his works,

Cfren, Britten desw his words from anthologies rather

than fvrom F211 texits of individual! authors. So the

"wonrde® list gosz through Britten’s vocal works in

alphahetical order, listing the sources of the texts) if
necezEar s asvenert by movement,

The "rords” list agives entries such as the following:

ZFEVEN CONMETES OF MICHAELANGELO, OQF.22
The zorrsts of Michaelansslo 7/ Michaelangelo; edited

by John Addington Symands. - 2nd ed. - London: Smith,

STIMIT. pp.18,723,32,40,41,34, 254,
Copy signed with autograph inscription: M. Fass. All

sonnetes warked with streszes except the fifth.,

The biblingraphical details are sufficient to identify
exactly the source of Britten’s text.

The class aumber given is not document-specific; and
since acreszion numbers are not used (although all books

gre entered in an accessions register) the method of

referring to the volume wight seem a little vague. But
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with such 7 description there would be little doubt in

the resder’s mind about whether he had found the right

The srovensnce of the book is also of much interest.
Marjoris Fass was & friend of Frank Bridge and had, in
commpr with Bpridgs, & considerable influence on the voung
Britter.

ing to sasssszs this influshnce would

Arnsong wizh
ratuerally be intarssted in the proverancs of the volume;
and it would be s cowmparitively simple matter to index
the "words" list to wake this kind of access possible.

It ig to he noticed how much more useful is the list
of pazes (in the order of the socrnests a8 they appear in
the zong-cwoled from which the texts come, than a normal

collation =htatement,

The awnurt of conventional detail which should be
inzluded in & catalogue of this typs is problematic,
although there is s considerable amount of relevant
ressaroh.

Al:

114

e, (1920, p.208, is concerned to uphold the

traditionsl library catalogue in &ll its complexity,

1

dyvaceting inproved user gducation as a remedy for
noen-use aof some of the items of information. So far from
recsovvending & curtzsilment of the catalogue, she sees &
reed for more information with regsrd to the style of
treatmect adopted in a book and on the backgrourd of the
author,
Thim

var obvious relevance to a2 composer archive. Far

wample, Mitochell (1975) is dedicated to Britten, and
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connectsd with him by varicus subtle strands! the author

was one of Britten’s close friends, and eventually his

Ls

publishker (Dr. Mitchell is chairman of Faber Music)) and
one o3f his most persussive advorates.

Additiconally, Britten’s early conversion to Mahler is

T

an imporbtant fact in considering influences on his music.
Clearly, this bock does not come to be in the library

by arcidert.

It iz true that anvones with any acguaintance with the
Aldeburgh zcens can be expected to know all or most of

thess fartsi but they are not so ssli-evident that the
librariar rern be sxocused of the duty to make them

explizit ir zome way.

T.2.2 Printed music

Uzars® visws on the content of catalogue entries
relating to Britten’s colleztion of other composers’
printed muzic have been cbtained: {(see user
aeestisnnzires, Appendin IV, p.7)3 and althoush the sample
ig ermall, it represents & sizeable percentage of the
sarious users of BRITTEN {(Aldeburgh), up to 1981. The

reeults are displaved in the form of a bar chart in Table

Rezpondents were asked to tick the tvpes of
inforaation they would like to see represented in
catalogue entries. The number of ticks for each type of
information was counted, and the types can be rarnked
accordingly,

Gowmething of a puzzle is posed by the fact that "date®

o
3
~J



TABLE II

SHOWING REQUIREMENMNTS OF RESPONDENTS TO THE
QUESTIONNAIRE; WITH REGARD TO INFORMATION TQ BE INCLUDED
IN THE PRINTED MUSIC CATALOGUE OF A COMPOSER ARCHIVE.

o

H E:::::!::::m::!:s::s!z:::'

| ]
[~ ~ ]

LR

I

m
<

a)Date of publication

b)Publisher ,

c!Place of publication

d)Donor (if a gift to Britten when a child)

e@)0ccasion of gift (Christmas, birthday, etc.)

f)Signature (E.B. Britten} E. Benjamin Britten;
Benjamin Britten)

g)Number (if part of B.B.'s numbered collection of
miniature scores) :

hlPlace where purchased (divined from inscription,
retailer’'s sticker, or elsewhere)

i)No. of pages

jl8ize

k)Markings by Britten (analytical notes, fingering,
etc).

1)Number of volumes in a multi-volume item



comes first in psrceived importance. Perhaps a mistake
was mads in azsuming that resporndents would understand
thig 23 meaning "dats of publication.”

It mey be that they felt that something to do with
dates of possessiocn by Britten was implied here. I+ g0,
the misapprahension was not universaly since one
respordent specified "datesz of possession® under the
secticn resarved for suggestions.

Furthze, the fast that "number, if a part of Britten's
serisz of rumbered miniature scares" ranks relatively
Iowi, {Tth), and "publisher' high (2nd), reinforces the
impressicn that respandents do indsed regard the date of
publization a8 important.

The problem is that such dates very {réquentiy cannot

ba =zupplied fram the capy itself. If a copyright date is

much alder than it really is.

It vould seer that a strenuous attempt to date later
printinas of old sditiong is needed, whether it is done
by the information given on wrappers, slight changes in
the pirinted text, stick-on labels, or by other means.

In hkis earlier years, Britten signed and dated his

)

cores meticulously, but from the late 1940s onwards this
becomes less common, and dating dies out altogether.
Oooasiorally one is lucky enoughk to have an exact date
provided by an invoice from a supplier which has been
left in tke copy by accident.

Thuz we know for certain that he ordered volume 7 of



the Fetersz sditiorn of Liszt's piano works (opera
fantasizss) on 12tk January 195835 from an invoice dated
2o Tanuary 1983, ztill in the caopy.

The prafprerncses displarysd by respondents to the
guestianrzire reflect the prescripltions for multi-level
catalozuing given in AADRZ {(Anglo-american Cataloguing
Rules. 2rnd edition, 19782. See biblicgraphy, A&ppendix II}
no. 4 0,

Plars of publicatioe ranks ath equal, whereas
publisker comes sscond in importance. The former doss not
bows o place in the shortest leve! of cataloguing in
AACED,

"Composer" and "hitle' did not figure on the list of
available opticng, bult were nat suggested by respondents.
It is mafe, howswver, tz think that they assuned the

oresenne of thegs items of informaticn as a sineg gua hon.

Ths 3boornce

regeest for information about editors is

I5i)
{1
e

ruplairsd by the fact that, to some extent, this

zarn be divined from the "publisher’ statement by someon
with beokground knowledas) and also by the fact that
no-ore with an interest in Britten’s plano-playing
activitiss responded to the guestionnaire.

Imbalance in the available sample of users also
prabably acoountzs for the relatively low importance given
tno the nusher within Britten’s sarly miniature score
collsction,

Thiszs is evidantly a matter of importance to those
studyving early influences on Britten’s style. Only one

mondent was present in the sample, and he ticked
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Eize srd paginatian predictably come last on the list,

If an entry were to be corstructed to reflect the
order of impo-tance attached by ussrs, it can be ssen
that it would differ from that produced by any normal
cataloguing rules,

grtainly remain the case if a

Thiz would almont

[

1
f+
]
*
-
il
o
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-
{1
e
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o Ealanced ssmple nf users were able to be

.
¥

avrvaved,
Tt 0s rustomary, in catalogueing, to give first place
to thor items of information which can easily be

formalissd, and to lessve those requiring a freer text to
the &nd.

But it would possible to place lesz important

7
o

details surh 2z "size” in a Lind of formalised agpendix.

The result would lock like this:

BEETHOVEN, Ludwig van

I%rpene fagsl
Fuguz in B flat mejor for string guartet, op.133.

Miniatures szare. - 1924, - Eulenburg. - Leipzig. - All
@ntviez of fugues subject marked in pencil. - "From
rather end father", - E.B., Britten. - Mo. 76, - Morling’s

Migsic Storesz, Lowestoft. - "Qn his birthday, November

Moz golf-respecting librarian is likely to feel happy
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with zuchk a strange-locking entry, although it is almost
certain? better from the reader’s point of view than a
more traditional one.

A comprowise might be reached by which the "other
phveica! details" section in AACRZ is utilised to include
ot illustrations, but the various types of annotation

mentinnad above!

BECTHIOVEN, Ludwig van

{Grozse Fugel

Fugus 1o B $1at malor for string quartetl, ep. 133, -
Leiprior Eulsrburg, 1222. - 1 miniature score (45p.Jo all
entrizgs of fugue zubjsct marked in pencil, "from Mother
and Fathasr”, Mpvember 22nd 1925, "on his birthday," E.B.

Pritter, ro. 27, Morling’s Music Stores, Lowestofi) 1Zcm.

Ligte of maior importance are! numbered miniature

score collsction in order of date of acquisition) scores
in mnpecial categories,; such as a list of those which
Britten haed with him at Horham, Suffolk, during his last

illness,

those in his study at the time of his death,

thoome he bought on his European tour in 1936, and so on.
An attzmpt could be made to link up references in the

disries to purchase of scores, performances of chamber

munic, #tc., with the copies themselves.
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AMCED hnz rulpz for manucripts and for music, but not
specifically for wpusic manuscripts. Nevertheless, it is
rot diffizult to harmonisse the two, with the possible

axception of the ardsr of the notes.

HACRD daogs not allow the specitication of more than a

e

limited rumbsr of choices in the "extent of item” section
{raln 8,00, Thisz problem is magnified greatly In dealing
with manuscripts, since, as we have seen, there are
shetches, cowmposition sketches, falr copigs, engravers’
gxewmplars, and 32 On.

T4 unif{orm titlezs are to be used, the end of the
uniform title would be the ideal place to specity the
type 2f manuscript, especisally as rule 25.30 allows for
the addition of "Sketches,” in brackets.

The "nther phyzsical details® arsga (rule 5,8C), is a
gond placze o describes the paper-type) and details of the
medium fw.g. ink-colour) can go in the "physical
description® notes (rule 3.7B10). Descriptions of

mandEsrints very oflan relats the number of leaves to the

aztur! nuxbesred pages, giving the way the leaves are

The "outent of item” area {rule 5.5B), copes fairly
restly with some of this, allowing statements such as:
"i£Pn. on 24 lgaves! " but the details of gatherings must
20 in the part of the note area prescribed for it, thus
2plitting up the information for no apparent reascnh.
he date arsz of the rules for masnuscripts (rule

4,481 allows for both starting and finishing dates of a
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whick can be useful} as can be the note for
specifving published descriptions aof the mahuscript (rule
4.781%).

Thers 40llow two AACRR entries for two manuscripts of
Schoenberg’s Erwartung, dveawn from Rufer (1942), p.34.
The firzt iz the "first draft," the zgcond a "f&ir copy’

zlsg uzmed by the sngravear.

Eryartung (Monodrama) [Manuscript (First drati)d /
Tarrnnld Schosnbergl. ~ 27.5.1907-12.%9.1907. - 1 ms.

condenssd score (1%9p. on 12 lsaves): 24-stave paperi

Moloaraph., - Pencil, 4 or 5 staves per system. -

Describes in Rufsr, p.32%., - & double leaves, one used as

SCHOENBERG, Arnold (1874-1951)
{Erwartungl

[ErviartungliManuscript. Fair copyl/ Arnold
Schoenberg, -~ 4.10.150%9. - 1 ms. full score(é7p. on 34
leaves)! 30-ntave paperi 34xZé.5cm.

Malozraph. - At end: "Wien®". - Published! Viennal
Univerzal sdition, 1223 ., ~ Ink, additicns and
corrections in coloured pencil and red ink, title on
bitla-rpage in India ink. - Accomwpanied by separate sheet
of music paper containing instructicns for the engraver.

~ Doscribed in Rufer, p.34-%. ~ Title-page contains exact
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directionz for printing in red psncil. - Bars 142-7, p.ld
pasted ovsr. EBar 225, p.2%, trombone, harp and celesta
parts, pasted over. - Metronome marks added later in
greer pescil, - Patch on p.dl states "I am including
lptopr additions or carssclions in red ink on my original

seore, Plzass note the remark on p.41i of the proaf sheels

“*

and ohzerve it bthroughout.”

Tre fullest uzse is wmade here of the "summary® allowsd
B orule 4. 7B17, to the sxtent that the entry threatens to
burst,

Mots the way in which, in the second manuscript, the

simpls inscription "Wien, dern 4. Oktober 1%909" has to be

Fiad

split up into separstes parts of the entry.

rhnational Asscciation of Music Libraries

-
g
4
o=
e
~
2]
3
bk
i

velume IV, Rules for cataloguing music

manumcripts! res bibliagraphy, Appendix II, no.73), makes
2 diztinction betwesn a short description, to follow
immedistel after the title, and fuller details, to be
sdded in & second pearagraph.

Thiz has the merit of not spreading related details
ampnast renots parts of a long entyy, as AACRZ tends to

Az, This style of entry is exemplified below (details

from Lows (16874

zriz! impressions de nuit! ein Nachtstuck fir

arcssss Orchester von Frederick Delius flir zwel Klaviere
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iibertragen wvon Julius Buths. Piano score. 19 leaves,

I

TR A0cm. Avtograph of Julius Buths. 1903,

g

12-ztave manuscript paper. Ink. Library also has a

copy of this arrangemsnt {copyist’s hand).

Thip woithod ia guite successful in accumulating

dntails towards the beginning of the entry.

ITncipits are also provided-for, although not needed in

Az with the prosvious section, we have some data about

uzer requirsments, culled from replies to the user

m

guostionnpive,

Thic is displayed in the form of @ bar-chart in Table

*Nates of manuscript” was unfortunately not included on
the list of cptions to be ticked.

1t iz garsrally fairly safe to assume that the date of
Britten's important manuscripts will be fairly close to
trhe dats of first performance of the worki but two users
thought 1t important encugh to include it in the "other”

alec inciuded "condition of

:«
¥
pus
il
X
b
B
o
[}

ol
2l

ferarces between this and other manuscripts” has

come ozt higher than "works included in the manuscript.”

i

Tkis is probably because most of the users are
thinking of a particular work which €ither would or would
rot be present! other works are of no particular interest
urnless they help to date the manuscript. Further, the

nurkser of shetch-pages with more than one work included



TABLE III

SHOWING RE&UIEEMENTS OF RESPONDENTS TOQ THE
QUESTIONMAIRE:; WITH REGARD TO INFORMATION TO BE INCLUDED
IM THE MANUSCRIPT MUSIC CATALOGUE OF A COMPOSER ARCHIVE.

18+

L

alSize

b)Type of paper

c)Foliation

d)Pagination

e)Medium (ink, pencil, etc.)

f)Tvpe of binding

9)Handwriting involved (Britten and/or an assistant)

h)Works included (if a sketch page or book)

ilIncipits

jlWay in which the leaves are used (e.g. 4 sides + 4
sides) (i.e. fascicle structure).

k) Information about patches, crossings-out, etc,

1) Infarmation about differences between the version
in guestion and other versions.



FY

™ n Britten’s case.

,ﬁ.
"
&

1, i

heso rasulite show that the relating function of the

i

catalogue iz all-important to the user, who would much
rather krow what relationship existed between manusceipts
tharn the numbsr and size of gatherings.,

In gernerzal, the stated preferences are much closer to
the order of elements prescribed by cataloguing codes

trharn iz the case wilh printed music.

Az dezoribed in Sesctiocn 2.4, ephemera in this context

g (41981) remarks, programmes collections fall

irto thres types!

alfollections of programmes relating to a specific
concart series, or veéenus, or festival.

bBiCollections relating to a single musician, whether
zomposar or performer.

c'Misczllanecus colliectionsg of unrelated programmes.

The second group is likely to be found in all composer
archives., The first group will be found in some archives
where the composer was associated with a particular
roncert sszries. A good example of this is the Aldeburgh

Festival.
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The third group need nol concern us, since, clearly,
programmes are @ither relevanht to the subject of the
archive or they are not.

Choosing main entrises for & catalogue of programmes is
clearly en identical problem with that of choosing
keadinas for recordings.

ANCRZ, ruls 21.23, prescribes an entry under the
heading appropriaste to the work, if there is only one
work, which may well be the case i+ an opera or iarge
choral work iz involved {(e.9. the War Regquien).

Tws or more works by the same composer go under "the
heading appropriate to those works.” This rule is framed
mith album titles in mind.

In rare TAses the programme may have a suitsbie title
{e.g. "a concert of string music by Benjamin Britten®).
If w0, an a2dded entry will certainly be required for each
wark,

Where there is no single composer, the principal
performer is chosen. This may work well for a programme
of Lisder 3iven by Britten and Pears, but usually the
ertry should z2lwavs be under Britten if there is 3
Britten worlk in the programme, whether or not he is the
principal performer.

An sdded complication is caused by the fact that there
wmayy he ong or wnore wWirlters of programme notes named on
the programme.

These have a strong claim to intellectual
responrsibility +for the bulk of the document.

The name of the organisation g9iving the concerts has a

169



strong claim to main entry status. In the abscences of

this, ths name of the hall also has a claim, particularly

when the programme is part of a series.
It ig fairly clesr from thiz that zlphabetical

author-title cataloguling cannot hope to deal adequately

pith *rie Lkind of situation.

are, in fact, archival materials of the
most profound kind, and not very susceptible to standard
Yibracy procedures,

Thay meet the reguirements for the definition of
archive aaterials, after being parts of a larger series,
and often being documente produced by & concert-giving
secisty fe.g9. the Aldeburgh Festival), in the course of
i*s attivitizs, They are also a part of the activity

itzslf, not merely tangesntial documents.

Rreas cubtlings.

Fress cuttings generally have an author, or at least a

]

heading., which can serve as a titlie. There is far less
doubt ghout intellectusl responsibility here.
Tavliar (1780, p.7!, recommends that:

v,.intelleztual cantrol of printed material should be

meintainsd %y the library of the repository, if there is

one, ard griries prepared for the library catalogue,
irrespective of entries in archival inventories.®

Ordirary suthor-title cataloguing is appropriate for
press cuttings, a3 for periodical articles; with the body
of the santry replaced by a bibliographical citation.

The cuttings may, however, come to the archive already

-
]
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in an ordesr, perhaps mnounted in one or mare scrapbooks.

Ty *his race 3 decisiogn will have to be made about the

bikliographical unit to be chozsern.

558

Posters share the cetaloguing problems of programmes,
with the zdded ons of the graphic aspect. Intellectual
responsibility is sasier to assign than with a programme
if the name of the designer is krown.

AACRD gives orly one specific rule relating to
nozters, namsly 8.5C10, which provides for description of

slour in the "other physical details" area.

Detzils of works performed, and performers, and place

the main entry heading) would have to appear

Me gulidarnce iz given as to the determination of the
publisher of a poster (if, indeed, this is of any
inportance!. In general, the name of the printer is
likely to he the wost essily discernible fact, and to

appear in the imprint statement.

F.2.8 Zound Recordin

.;___"; i
ZTound recerdings are a tvpe of material where data in
the "phvsical description” area of a catalogue record is
definitely of actual practical value.
Langth of tape, speed of Lape or disc, diameter of
diss, whethsr nono or stereoc, etc. are important both for

-
-

=8

ertification and for selection purposes.

AACRZ, rule &.7B&, relegates the perforwmers to the
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ralative obscurity of a note whilst giving priority to
the psrson or perscns having intellectual responsibility
tor the worlk,

fddad

rtrigs are allowed for the principal performers

0
51}

if there are not more than three (21.23B). This will
hardly he sufficient for composer-archive purposes, and
in any zane added entries are an enorncusly clumsy way of
proavidivrg access to individual performers, especially
minar ones.

Movertheless, it is true that the standard format
catalogue =2atry can cope with the demands of recorded
music, sspecially if a different entry is used far each
word on the record or tape.

Tapas of interviews, lectures, 2tc., and recordings of
brosdozsts, reguire somewhsat fuller treatement.

AANRE onty mentions these in rule é.11, "nonprocessed
aound recordings.

Az nigkt be sypected with an author-title code,

83

provision is made for listing the names of speakers;
although not many of these will receive added entries,
Subjecsts, on the other hand, are not allowed for. At
the level of summarisation, the subject may be expressed
in the title which is chosen for the recording, and a
sub-bitlse will help even more,
it mince, particularly in an interview, many subjects

may 3orur, some perhaps accidentally, it is necessary to

St
pate
ul

rr
fad
o

#re alsa. The format of a typical catalogue record
may be stratched to the limit by this, and, of course,

indexing is necessary] in a farm which is non-standard

oo
)
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for library practice.

B,2.86 Filing
The nethod chosen far filing the entries in the
catalogue »#ill reflsct not only the workings of the mind

Bivist mr librarian butl also the nature of the

autput of the composer is guestion.

pressing reguirement is that the order should
be ors capable of comprehension by the user,

hip will gzmerally rule out following the order in a
thematiczc zataleogus; unless a two-stage approach is
ernvisaged, with the user looking up the work in the index

and thsn in the catalogue under

the thematic catalosue order only ococurs
where a published catalogue is used as a finding-aid in

archkive, as, for instance, the Rufer

il
3
o
33}
R
3
¥]
4

tRufer, 1952 is at SCHOEMBERG (Los Angeles).
Users of a compossr archive relating to a composer

havina soderate-sized output, as is the case with

G
]

Brittarn, would, on the whole, bes likely to be able to
Find Riz works if they were arranged in ghronplogical
order. But, aince the library catalogue gererally lacks
the alphabetical index of the published catalogue, this
would rweestify soms users.

This mbijection also applies to a classified approach
* filing, where the entries are split up according to
aenres, It is necessary Lo know what kind of work is

represented by a title.

E
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This moy he ezsy to ascertain with a title such as

Strinz guartotl no. 2, but not so easy, for example, when

the title iz Go plavy, bov, plav.

Onlvy one archive has been found to use a published
work-lizt ‘38 opposed to thematic catalogue or catalogue

of works), in arvanging its filing. This is LISZT

(Weinarl, wh the list published in Raabe {(17&8).
Liszt iz &v cvceptional case, where fanciful titles are
e rule ratber than the sxiception.

This faxt, however, would seem toc make uniform titles
& more practical proposition than in the case of a
comprnir wreres "form® titles are in the majority.

Uniform titles are one of the most common methnods in
use, heing recommended by IAML 3, {(International
pesnciation of Music Librariss Fules, vol III: Rules for
tull cataleoging., See biblicgraphy, Apperdix II, no.d8%,
ARCRZ, and RAK (Regeln fur die alphabetische

Frialirgicierung

R B

Sondevreneln fUr Musikalien und

Mogdibitpnhrag ibliagraphy, Appendix II, no.54).
SUAapnY, App

The mackanise the $filing order in an unambiguous way,
suen 1f sone decisions are found to be dubiousi such as

that of AA

g

F2 that original titles, whatever the
language, and in spite of customary usage, should be used
for unifaorm titles.

The fira! option (if an anarchic approach is ruled
out) iz to dispense with uniform ti