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James Hook was employed as organist, composer and music 

director at Vauxhall Gardens in London for forty-six years, 

from 1774-1820. He was preceded in that position by Thomas 

Arne, a composer better known to musicians of the twentieth 

century. Hook had an enormous output including over 2000 

songs, most of which were intended for performance at the 

gardens. Many of these songs were popular enough to be 

published in New York, Baltimore, and Philadelphia, as well 

as London. These songs are generally in the lightly textured 

gallant style popularized in England most notably by J.C. Bach. 

Stainer & Bell has recently published a collection of 

eight songs by James Hook as part of a series edited by 

Michael Pilkington. Very little has been written about Hook 

even though his songs equal in quality those of his contem-

poraries. It is one purpose of this lecture recital to 

demonstrate the appropriate performing style of these songs. 

They were originally performed with orchestral accompaniment 

by the best singers of the day. Performance practices 

parallel those of the English operatic air. Therefore, like 



the more familiar Italian baroque repertoire, they may be 

sung in a simple straightforward manner by young students, 

or performed in an elaborately-ornamented style by more 

advanced singers. 

The lecture will cover four songs of varying styles, 

two of which are available in the Stainer & Bell collection 

noted above. The majority of James Hook's 2000 songs were 

originally accompanied by orchestra. However, when published 

for voice and keyboard, only the bass line and melody were 

given. Almost all of his songs exist only in this arrangement 

Therefore, a second goal of this research project is to de-

fine an appropriate style of realization of the accompaniment 

for them. 



Tape recordings of all performances submitted as dissertation 

requirements are on deposit in the North Texas State University 

Library. 
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PREFACE 

James Hook was employed as organist, composer and music director at 

Vauxhall Gardens in London for forty-six years, from 1774-1820. He was 

preceded in that position by Thomas Ame, a composer better known to 

musicians of the twentieth century. Hook was widely popular in England 

during his day. He had an enormous output including over 2000 songs, 

most of which were intended for performance at the gardens. Many of 

these songs were popular enough to be published in New York, Baltimore, 

and Philadelphia, as well as London. These songs are generally in the 

lightly textured gallant style popularized in England most notably by 

J. C. Bach. 

Information about Hook and musical materials composed by him are 

scarce in the United States. Songs are available mostly as photocopies 

taken from old collections held in a few university libraries around the 

country. The British Library in London has a nearly complete collection 

of his music, much of it in manuscript form. Happily, Stainer & Bell 

has recently published a collection of eight songs by James Hook as part 

of a series edited by Michael Pilkington. 

The few books which discuss eighteenth-century vocal music tend to 

focus on those composers who were successful in opera: Thomas Arne, 

Stephen Storace, Charles Dibdin and William Shield among others. Unfor-

tunately, James Hook wrote only a few operas, and they were not highly 

successful. Consequently, very little has been written about him even 

x 



though his songs equal in quality those of his contemporaries and far 

outnumber them in quantity. 

In light of the recently published collection, James Hook Eight 

Songs edited by Michael Pilkington, it is one purpose of this lecture 

to demonstrate the appropriate performing style of these songs. There 

are many delightful selections uhich can be used effectively on recital 

programs or for teaching young singers. They are typically pastoral, and 

some are humorous. They were originally performed wi th orchestral 

accompaniment by the best singers of the day. Performance practices 

parallel those of the English operatic air. Therefore, like the more 

familiar Italian baroque repertoire, they may be sung in a simple 

straightforward manner by young students, or performed in a elaborately-

ornamented style by more advanced singers. 

The lecture will cover four songs of varying styles, two of which 

are available in the Stainer & Bell collection noted above. The majority 

of James Hook's 2000 songs were originally accompanied by orchestra. 

However, when published for voice and keyboard only the bass line and 

melody were given. Almost all of his songs exist only in this arrange-

ment. Therefore, a second goal of this research project is to define an 

appropriate style of realization of the accompaniment: for them. 

Variety of repertoire is an ever present need. The songs of James 

Hook being pleasant, tuneful, and often of modest range can make a 

welcome addition to the familiar pages of standard repertoire. 

XI 



CHAPTER I 

JAMES HOOK 

James Hook was born in Norwich, England, in 1746. He died in 1827, 

the same year as Beethoven. He was taught the principles of music by a 

1 
Mr. Garland, organist at the Norwich Cathedral. Hook was born with 

both feet crippled but according to William Thomas Parke, by means of 

2 

early operations he was enabled to walk "in a limping way." 

He exhibited a precocious musical aptitude, plajdng the harpsichord 

at four years of age and performing concertos in public at six. In 

addition to his lessons with Garland it is thought that he studied with 

Charles Bumey, the noted English organist, composer and musical his-
3 

torian. At eight years of age Hook composed a ballad opera to a 

libretto by a Miss William of Norwich. Opera, however, was not to 

become his most successful medium of composition. 

Hook's father died vixen James was eleven, leaving the mother to carry 

on the family cutlery business. Hook was determined to help support the 

family through music and was soon giving lessons at a local boarding 

school and performing at various Norwich concerts. He advertised that 
1 
Mr. Garland's first name is not available. Information on James 

Hook is very limited; therefore, some other first names and some dates 
are also unavailable. 

Ŵilliam Thomas Parke, Musical Memoires, 2 vols, combined (New 
York: Da Capo Press, 1970), II, 170. 

3 
Charles Cudworth, "James Hook," The New Grove Dictionary of Music 

and Musicians, 20 vols., ed. Stanley Sadie (London: Macmillan. 1980). 
VIII, 683. 



he was prepared to teach guitar, harpsichord, spinet, violin, and German 

flute, to transpose music, to compose for any instrument and even to tune 

4 

keyboard instruments. He left Norwich for London when about seventeen 

years of age and took his first job there as organist: for one of many 

local tea-houses. 

Hook soon began to make a name for himself as a composer of light, 

attractive, entertaining music as would be performed at a tea-house. 

However, included among these early compositions is am overture in the 

new gallant style, written for a Richmond pantomime, The Sacrifice of 

Iphigenia. He directed this overture at a concert at Norwich in 1766. 

Sometime before 1766 Hook married a Miss Madden of London (first 

name unavailable). We know he was married at the time of the Norwich 

concert because at the same time she took out the following ad in the 

Norwich paper: "Mrs. Hook from London, Miniature Painter, intends 

during her stay in Norwich to take likenesses for bracelets and Rings, at 

very reasonable Rates.She was described as the "genteel and accom-
f i 

plished Miss Madden," often referred to as "the Heiress." She was the 

daughter of an officer in one of the armed services, and was undoubtedly 

a charming and gifted person. Among her accomplishments she wrote the 

libretto to one of Hook's more successful comic opera's The Double 

Disguise, 1784. 

Samuel Arnold, organist, composer and proprietor at Marylebone Gar-

dens gave Ho ok his first important position in 1768 when he offered him 

^Ibid. 

5Ibid. 

6Ibid. 



the post of organist and composer at Marylebone. In 1774 Hook was 

offered and accepted a similar position at Vauxhall Gardens where he 

stayed a total of 46 years until 1820.̂  Vauxhall and Marylebone along 

with Ranelagh Gardens were the three most elaborate and fashionable of 

8 

London's pleasure gardens. 

It was Hook's duty at Vauxhall to perform at least one organ con-

certo evexy night during the season. He filled in the continuo parts of 

symphonies and vocal pieces, and was expected to compose an ample supply 

of light, tuneful songs and cantatas for performance at the gardens.̂  

His vocal music includes over 2,000 songs and several light operas. The 

rest of his output numbers over one-hundred instrumental works including 

overtures, chamber music, keyboard sonatas and a large number of organ 

concertos. There are also several concertos for various instruments 

written for members of the Vauxhall orchestra. During Hook's tenure the 

orchestra was composed of the best musicians in London who during the 

fall, winter and spring played for Covent Garden, Drury Lane and other 

large theaters. For example, W. T. Parke, whose Musical Memoires is a 

valuable source of information on England's musical life during the 

Classic era, was the leading oboist at Covent Garden for many years as 

well as oboist and later composer for Vauxhall. 

Since both Marylebone and Vauxhall were only open during the sunnier 

months, Hook occupied himself the rest of the year teaching private 

Ĉharles Cudworth, "The Vauxhall Lists," Galpin Society Journal XX 
(March, 1967), 25. 

8 
Mollie Sands, Invitation to Ranelagh 1742-1803 (London: John 

Westhouse, 1946), 4. 
9 
Brenda Matthews, "The Organs of the London Pleasure Gardens," Organ 

XLVIII (1968), 35. ^ 



Fig, 1—James Hook (Picture reproduced from The New Grove Dictionary, 
sixth edition, Stanley Sadie, ed.) 

lessons as well as composing and directing music at St. John's, Horsley-

down. His only sacred oratorio, The Ascension, was written in 1776, but 

was not very successful. There are many keyboard sonatas and duets by 

Hook, sane of which were meant as teaching pieces. He was considered an 

excellent piano teacher. It is said that his annual income from that 

source alone was over 600 pounds, a large sum in that time. His teaching 

manual, Guida di musica was published in 1785 and widely used. It was so 

popular that Guida di musica, Second Part followed in 1794 and finally 

New Guida di musica in 1796. Among several keyboard collections written 

and published by Hook is the Gough House Tunes (1807) which was dedicated 

to the young ladies of Gough House, Chelsea, one of the schools in which 

he was engaged as instructor. 



In 1795 Mrs. Hook died leaving behind one grown son, James, who 

became the Reverend Dr. Hook, Dean of Worchester, and seven-year-old 

Theodore Edward Hook. Theodore became a talented and popular playwright 

and novelist. Both sons contributed librettos for their father's light 

operas. James Hook remarried sometime during the first decade of the 

1800's. No name is available for his second wife. little is known of 

their marriage other than a few brief personal accounts which indicate 

it was a content relationship. 

In 1820 Hook suddenly resigned his post at Vauxhall with no official 

explanation. It was so unexpected, the proprietor held Hook's position 

open for the entire next season hoping for his return. Hook did not 

return. The following year Vauxhall was sold to a new proprietor. Under 

the new ownership the quality of entertainment both musical and otherwise 

diminished. It may have been that Hook foresaw this change and left 

before his lifelong seat of employment went into decline. 

Hook was a good natured and agreeable companion. As may be seen 

from his picture, he was rather plump and jovial looking. He had a 

sharp wit and a good sense of humor. Several stories in Parke's Musical 

Memoires show Hook's knack for producing a timely pun and his capacity to 

see the lighter side of life.^ 

Hook enjoyed an excellent reputation as a composer. He was asked to 

compose for the larger theaters in London. His songs were published not 

only in London, but in Philadelphia and New York. Parke, having already 

allotted several pages to discussing Hook, praised him on the occasion 

of his death: 

10 
Parke, op. cit., I, 19, 71. 



As an organ player Mr. Hook highly excelled, and his 
organ concertos (one of which he performed every night at 
Vauxhall) evinced much science, taste, and execution. As 
a composer he was for many years extremely popular; and has 
not perhaps been surpassed for natural and pleasing melodies 
in his songs.11 

It must be noted in view of this last statement that there were 

several contemporary English composers who usually receive a great deal 

more attention such as Thomas Ame, Stephen Storace and William Shields. 

This is most probably due to the fact that these gentlemen excelled in 

the field of opera, whereas Hook was not a successful operatic composer. 

In his songs Hook was fond of using the pseudo-Scottish idiom popular 

throughout the century. He incorporated this style so well that some of 

his tunes have been mistaken for genuine folksongs. One of his most 

famous songs, "Within a Mile of Edinboro' Town," has appeared in more 

than one collection of Scottish folksongs. This mock-Scottish idiom was 

not confined to songs, but also appears in the final movements of his 

overtures and concertos. Hook was well studied and always up to date in 

his technique. According to Charles Cudworth "he was the most successful 

English exponent of the gallant style which he derived from Lord Kelly 

and J.C. Bach; in later life he was much influenced by Haydn, like all the 

12 

English composers around 1800." 

Hook was accused of plagiarism especially by jealous Italian operatic 

composers at the large theaters. However, he borrowed no more frequently 

than the rest of his contenporaries. Given the harmonic and melodic 
11Ibid., II, 254. 
12 
Cudworth, "James Hook," 685. 



simplicity of the prevailing gallant style, a certain resemblance might 

be unavoidable. It was, of course, common practice to borrow at the 

time, and according to Cudworth, . . his appropriations are as 

13 
nothing compared with those of Handel." 

13 
Ibid. 



CHAPTER II 

VAUXHALL GARDENS 

In the title to an article written for Musical Times, Frank Kidson 

called the eighteenth-century London pleasure gardens the "Nurseries of 

1 

English Song." He continued by saying, "If we eliminate from the pub-

lished music of the time all that had its first hearing at the public 

gardens, there would be very little to show what English music was 
2 

like in the eighteenth century." The popularity of Italian bel canto in 

England was a severe handicap to native English composers, and limited 

their creativity. There were, however, two primary performing outlets 

for native English music which saved it from total oblivion. The first 

was the ballad opera popularize! by John E. Pepusch's highly successful 

The Beggar's Opera (1728). The second was the nightly musical enter-

tainments offered by the pleasure gardens. 

London's parks and gardens have been open to the public at least 

since the mid-seventeenth century. Hyde Park was perhaps the earliest 

example, having been made available by Charles I in 1635. Later in the 

century pleasure gardens became more organized, offering informal 

music, refreshments, sports activities and other forms of outdoor enter-

tainment. In the eighteenth century the three most prominent gardens 
Svank Kidson, "The Nurseries of English Song," Musical Times, lxii 

(1922), 394, 620. 

Îbid. 



were Vauxhall (1661-1859), Marylebone (c. 1659-1778) and Ranelagh (1742-

3 

1803). Six-hundred-thirty-one such gardens were recorded. 

Vauxhall Gardens were first laid out in 1661 and were known as the 

New Spring Garden at Fox Hall. The prefix "New" was given in order to 

distinguish it from a pleasure garden already in existence at Fox Hall. 

The history and derivation of the name Vauxhall dates as far back as the 

Norman occupation of England in the eleventh century.̂  Stephen Farish 

gives the following detailed account of the derivation of the title 

"Vauxhall:" 
. . . According to J. Saunders, the true derivation of the 
words is supposed to be from Fulk or Faulk de Brent, a 
famous Norman soldier of fortune, to whom King John gave 
in marriage Margaret de Reparils or Redevers, who owned the 
manor of Lambeth. To this Faulk de Brent annexed a mansion 
which became known as Fauks Hall. It was purchased by 
Edward I in the thirteenth century and was given to the 
church of Canterbury by Edward the Black Prince in the 
century following. Except for the fact that Henry VIII 
granted Fauks Hall to the dean and chapter of Canterbury 
during the suppression of that monastery in the fifteen-
thirties, little is known of the place until 1615. 

located near the Thames River was a large mansion 
belonging to Sir. Thomas Parry, Chancellor or the duchy 
of Lancaster. In Iforden's "Survey" (1615) this house is 
called Copt Hall and is described as being opposite to a 
capital mansion called Fauke Hall. The first reference to 
the place in its present spelling was in the Parliamentary 
Survey taken after the execution of Charles I (1649) when 
Sir Parry's house is described as a capital messuage 
called Vauxhall, alias Copped Hall. . . . into the 
seventeenth century, however, the place was continually 
referred to as Fox Hall. 

3 
Edward Croft-Murray, "London," The New Grove Dictionary of Music 

and Musicians, 20 vols., ed. Stanley Sadie (London: Macmillan, 1980), 
XI, 177. 

Stephen Farish, The Vauxhall Songs of Thomas Ame (Doctoral 
dissertation, University of Illinois at Urbana, 1962: Ann Arbor, Mich: 
University Microfilms, 62-3238), 7-9. 
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EVOLUTION AND VARIATIONS 
IN THE SPELLING OF VAUXHALL 

Fauks Hall 
Fauxe Hall 
Faux Hall 
Fox-hall 
Fox-Hall 
Foxhall 
Fox Hall 
Vaux Hall 
Vaux-Hall 
Vauxhall 

The gardens did not always emphasize musical entertainment even 

though it had always existed informally. Musical endeavors were ex-

panded and made fashionable in 1732 by the new proprietor at Vauxhall, 

Jonathan Tyers. On June 7th of that year Tyers opened the newly 

reconstructed gardens with a grand fete advertised as a "Ridotto-al-

fresco." With this type of entertainment with its lavish scale of 

orchestral music, and dinner, Tyer was able to attract and maintain an 

aristocratic patronage. He was so successful in his venture that within 

a few years, imitations of Vauxhall on a smaller scale sprang up every-

where in London and its suburbs.̂  Thirty-eight of them were known to 

have provided musical entertainment. Under Tyer's management Vauxhall 

was first to install an organ in 1737. Marylebone did not emphasize 

music until 1738 and installed an organ in 1740. Originally all the 

"'ibid. 

A "Ridotto-al-fresco" is a public entertainment, with music and 
dancing, often in masquerade, which was very popular in the eighteenth 
century. "Al-fresco" indicates it is out-of-doors, or in the open air. 

Ĥarold Scott, The Early Doors (London: Nicholson and Watson, 1946),22. 
8 
Croft-Murray, loc. cit. 
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Fig. 3—Frontal view of the Moorish-Gothic orchestra at Vauxhall: 
unknown artist, c. 1840. (Picture reproduced from The New Grove 
Dictionary of Music and Musicians, sixth edition, Stanley Sadie, ed.) 

music was instrumental. Many historians in the past accepted Burney's 

statement that singers were not introduced until 1745.̂  However, The New 

Grove Dictionary cites a Vauxhall program from 1739 which lists "Hush 
10 

ye pretty warbling choir" from Handel's Acis and Galetea. In 1745 

(one year before Hook's birth) Jonathan lyers employed Thomas Arne as 

music director/composer and three of the most prominent singers of the 

9 
Koger Fiske, English Theater Music in the Eighteenth Century 

(London: Oxford University Press, 1973), 384. 
10, 
Croft-Murray, op. cit., 178. 
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day to provide vocal entertainments as a regular feature on the evening 

programs at Vauxhall. The singers were Thomas Lowe, Mrs. Cecilia Arne, 

1 1 

(Thomas Arne's wife) and Thomas Reinhold. Each of them regularly sang 

leading operatic roles at Covent Garden and Drury Lane, the two major 

theaters in London. They were also frequently employed as soloists in 

concerts arranged and supervised by Handel. These people were available 

because the Vauxhall season ran during the summer months which was the 

off-season for the major theaters. Once again the other competing gardens 

followed Vauxhall's example and began to provide vocal music. 

Patrons of the pleasure gardens represented a cross-section of London 

society. They came to enjoy promenades, cold suppers served in alcoves, 

music, fireworks and even ballooning. Ranelagh 5 located on the bank of a 

tributary to the Thames, offered a grand, elaborate regatta in 1775 which 

is described in detail in Mollie Sands' Invitation to Ranelagh.12 More 

typical evenings are described by many of the contemporary authors. The 

luxuriance of Vauxhall is captured in this account from 1742: 
I was now (at Vauxhall) introduced to a place of a very 
different kind from that I had visited the night before 
(Ranelagh): vistas, woods, tents, buildings, and company, 
I had a glimpse of, but could discover none of them dis-
tinctly , for which reason I began to repine that we had not 
arrived sooner, when all in a moment, as if by magic, every 
object was made visible. I should rather say illustrious, 
by a thousand lights finely disposed, Which were kindled 
at one and the same signal; and my ears and eyes, head and 
heart were captivated at once. Right before extended a 
long and regular vista; on my right hand I stepped into 
a delightful grove, wild, as if planted by the hand of 
nature, under the foliage of vMch at equal distances I 

1 "'"William Thomas Parke, Musical Memoirs, 2 vols, combined (New 
York: Da Capo Press, 1970), II, 170. 

12Mollie Sands, Invitation to Ranelagh 1742-1803 (London: John 
Westhouse, 1946), 115-125. 
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found two similar tents, of such a contrivance and form 
as a painter of genius and judgment could choose to adorn 
his landscape with. Farther on, still on my right, through 
a noble triumphal arch, with a grand curtain, still in the 
picturesque style, artificially thrown over it, an excellent 
statue of Handel (Roubiliac's) appears in the action of 
playing upon the lyre, which is finely set off by various 
greens, which form in miniature a sort of woody theater. The 
grove itself is bounded on three sides, except the intervals 
made by two vistas, which lead to and from it, with a 
plain but handsome colonate, divided into different apartments 
to receive different companies, and distinguished and adorned 
with paintings, which though slight, are well fancied, and 
have a very good effect. In the middle center of the grove, 
fronting a handsome banqueting-room, the very portico of which 
is adorned and illuminated with curious lustres of crystal 
glass, stands the orchestra (For music likewise here is the 
soul of the entertainment), and at some distance behind it 
a pavilion that beggars all description—I do not mean for 
the richness of the materials of which it is composed, but 
for the nobleness of the design and the elegance of the 
decorations with which it is adorned. In a word, archi-
tecture such as Greeck would not be ashamed of, and drapery 
far beyond the imaginations of the East are united in a taste 
that I believe never was equaled, nor can be exceeded.13 

Not everyone described Vauxhall in such glowing terms. W.T. Parke 

having just resigned his position as oboist in the Vauxhall orchestra 

compared the food served there with the food served at his new employer's 

establishment: "At Birmingham there was no transparent ham, sliced so 

thin, as to enable one to almost read through it; nor any quarts of wine 

ingeniously squeezed into pint decanters!"1,4 (Parke later resumed his 

position at Vauxhall and remained there for many years.) There are also 

humorous accounts of elaborate festivities going amiss. Even in the best 

establishments, events did not always run smoothly. The most fashionable 

patrons sometimes threw propriety to the winds as in the following 

13 
J. Saunders, "Ranelagh and Vauxhall," London, Vol. I, ed., Charles 

Knight (London: Charles Knight & Co., 1841), 405-406, cited in Farish, 
op. cit., 18-19. 

14Parke, op. cit., I, 191. 
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account of a grand musical festival of unparalleled splendor in honor of 

the Duke of Wellington in 1813: 

The entertainments consisted of a grand dinner for a thousand 
gentlemen, at two guines per head . . . and a grand concert of 
vocal and instrumental music in the evening, at which was 
assembled such a crowd of respectable persons, as were perhaps 
never before witnessed at any public entertainment. The 
number exceeded twelve thousand, and the difficulty at night of 
procuring refreshments was such, that in various parts of the 
splendidly illuminated gardens were seen a brace of dukes re-
galing themselves from a wine bottle and glasses they held in 
their hands, a bevy of countesses devouring a cold chicken, 
which they had separated with their delicate fingers, and a 
plump citizen's wife who would have fainted, had she not been 
timely relieved by a glass of water, with a little brandy iri 
it of course. 

Not only were the composers and singers employed at Vauxhall the 

1 f\ 

best available, but the orchestra, numbering about forty players, also 

consisted of high calibre musicians from the main orchestras in London who 

were in the off-season. Therefore, the performances were certainly of 

high quality, even though they were meant for less formal, lighter enter-

tainment, in the out-of-doors. The lighthearted songs produced for the 

pleasure gardens appeared on the same programs as Handel concertos, 

choruses from his operas and oratorios as well as organ concertos, 

chamber music and overtures by many contemporary composers. The songs 

were performed in a similar style to that of the English operatic air. 

This could be either an elaborately ornamented style or a fairly 

straightforward manner depending on the abilities and tastes of the 

singer. 

James Hook was employed at Vauxhall in 1774. During his long tenure 

he maintained a consistently high musical standard. Vauxhall continued to 

attract crowds even while the popularity of most other pleasure gardens 

15Ibid. 16Ibid., II, 145. 
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Fig. 6—The interior of the rotunda of Ranelagh. 
Fully staged operas were performed inside this building. 
The orchestra is on the right. The painting is by the 
famous Italian painter, Canaletto, 1754. (Picture re-
produced from Mollie Sands' Invitation to Ranelagh 1742-
1803.) 

waned in the last two decades of the century. The fact that the Prince 

of Wales was part owner of the property may have had something to do with 

the longevity and popularity of Vauxhall. It well outlasted its two 

primary competitors, Marylebone (1659-1778) and Ranelagh (1742-1803). 

Vauxhall did not close until 1859. Hook resigned his post in 1820 one 

year before the ownership changed hands. Two quotes from Parke indicate 

that new ownership failed to maintain the former high standards. 

Speaking of the year 1822: 

These gardens, now the property of Mr. Phillips, of 
sporting celebrity, were managed by Mr. Bish, of lottery 
notoriety, under whose direction the gardens underwent a 
strange metamorphosis. The concert, which had hitherto 
been performed by musicians of the first class (forty in 
number) selected from the orchestras of the opera house, 
the Concert of Ancient Music, and the two patent theaters, 
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was now (with the exception of half a dozen stringed 
instruments) performed by the military band guards, 
who, at the end of the acts, by doffing their coloured coats 
and slipping on their regimental ones, were quickly ready to 
perform their old duties of playing for rope-dancing etc.1-7 

Following this entry Parke does not even mention Vauxhall Gardens 

for the years 1823-1825. It had been his habit to record the opening 

night and some major event for every year since 1786. His next entry 

refers to the year 1826: 

Vauxhall Gardens opened for the season on the 20th of 
May. The New manager, desirous, I presume, to make the 
"amenda honorable" to the public for the paucity of vocal 
and instrumental talent hitherto displayed by them, 
engaged the following eminent performers: Madame Vestris, 
Madame Cornega, Miss Stephens, Mr. Spagnoletti, to lead the 
band and Mr. Bishop as composer and director. This union 
of talent owing to some of these personages not harmonizing 
with the managers, produced little effective novelty . . . 
Bishop's talent lay dormant the whole season: he produced 
nothing but a ballad, called "Buy a Broom," which being 
a solitary instance of his exertions, did not verify the 
old adage, "New brooms sweep clean. 

As noted above, James Hook resigned in 1820. He did so rather 

unexpectedly and with no explanation. Although there is no evidence to 

show why he resigned at this time, it is possible to make an educated 

guess. Vauxhall Gardens had been owned and operated by the same family 

for nearly one-hundred years, since Jonathan Tyers first acquired his 

license in 1727. Having held an important position at the gardens for 

forty-six years and probably having known the present owners since they 

were children, Hook, it is reasonable to assume, was privy to infor-

mation on important business matters. He very well may have known of the 

pending sale and foresaw the unfortunate results. He was, in fact, 

17Ibid., 175. 18Ibid., 229-230. 
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seventy-four years of age. Even so, the records show that the manager 

wanted and perhaps expected his return. 

Vauxhall remained open a long time after its major competitors had 

closed, but the heyday of the pleasure gardens had long since passed. 

After suffering several years of financial difficulties, Vauxhall finally 

closed its doors in 1859. 



CHAPTER III 

SELECTED SONGS 

The four songs of James Hook chosen for this study are "No, no, no, 

it must not be," "0 listen to the voice of love," "Within a mile of 

Ediriboro' town," and "She lives in the valley below." The first two 

are included in a recent publication edited by Michael Pilkington, 

James Hook Eight Songs (1979). "Within a mile of Edinboro1 town" has 

been reproduced several times in various publications, but in none cur-

rently in print. "She lives in the valley below" has not been reprinted 

since it was first published c. 1800. 

In England solo song flourished throughout the eighteenth century 

in spite of, or perhaps as a relief from, the dominating Italian operatic 

style. Solo songs were published by the hundreds year after year. 

Such music, however, was sheer diversion, not an occupation demanding 

mental effort or exalted inspiration. Artists stressed the lighter 

entertaining approach rather than the stirring of strong emotions. In 

the arts, the finest achievements were on the practical side as in 

architecture, domestic elegance, and garden design. The thinkers of 

the period were largely occupied with legal, political and economic 

theory, and not, as in Germany, with such matters as the theory of 
•1 

poetry or the relationship of text to music in song. 

1 
Rosemary Hughes, "Solo Song," The Age of Entertainment 1745-1790, 

ed. by E. Wellesz and F. Sternfield as vol. VII of The New Oxford 
History of Music (London: Oxford University Press, 1973), 337. 

21 
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It is not surprising that eighteenth century English song is 

generally of a light, airy quality. But what it lacks in depth and 

inwardness it makes up in an inexhaustable flow of easy, attractive 

melody. Also characteristic is the good verbal accentuation which in 

every century has been present in the best English songs. Songs in the 

form of minuets and rondos abound. Phrasing is square-cut owing to the 

constant use of iambic and anapestic meters in the popular pastoral or 

pseudo-rustic verse. At the time Hook was composing, it was common to 

substitute the more typically English names of Polly and Sally in place 

of the familiar Phyllis and Chloe in these pastorals. There are 

countless English songs praising the virtues of either Polly or Sally. 

Harmonic modulation is limited almost entirely to the dominant or to the 

relative major or minor keys. This harmonic conservatism seems to 

result in part from the influence of the Italian style which emphasizes 

2 

clarity, simplicity and dominance of melody. 

A common attraction for British song composers was the Scottish 

song, or idiom. Songs in pseudo-Scottish style were immensely popular 

and composers readily exploited the obvious characteristics such as the 

wide leaps and the Scottish snap. These were sometimes absurdly exag-

gerated, but in other cases done with taste and skill. Hook's "Within 

a mile of Edinboro' town" is a particularly well-crafted example. In 

fact, it has appeared in more than one collection of genuine folk songs 

by mistake. 

2Ibid., 340. 
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J.C. Bach and the Gallant Style 

Comparatively little study has been devoted to English songs of this 

era. Therefore, to achieve an authentic performance, it is necessary 

to carefully define the style. Always striving to stay up to date, Hook 

composed most of his 2000 songs in the gallant style. According to 

Pi Iking ton, the native English composers were pushed into a stereotyped 

role as composers of lighter entertainments. The accepted composers of 

serious music were the foreigners, especially the Italians. The gallant 

style as represented by Johann Christian Bach was especially fashionable 
3 

in England. J.C. Bach was of German origin, but his style was Italian. 

Historically he is considered to be one of the most influential musicians 

in London. 

Bach and a close friend, Carl Friedrich Abel, inaugurated a sub-

scription concert series in 1765. They were an immediate success, and a 

normal season of fifteen concerts was presented each year from 1766 to 

1781. One year after his arrival in London, Bach became chambermusician 

and music master to Her Majesty Queen Charlotte and remained so until his 

death in 1782. Parke, praising Bach in his Musical Memoirs, characterized 

his music as the best example of the gallant style in London.4 Bach and 

3 
Pilkington, Michael, Interview at Austin College, Sherman, Texas, 

April 18, 1983. Mr. Pilkington is on the faculty of the Guildhall School 
of Masic and Drama in London. He has compiled and edited ten collections 
of early English songs for Stainer and Bell. He is a popular lecturer 
on Purcell and gives Master Classes on the performance of English songs. 

William Thomas Parke, Musical Memoirs, 2 vols, combined (New York: 
Da Capo Press, 1970), I, 350T 
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Hook began their careers in London about the same time, and it is 

evident in Hook's music that he is one of the composers who came under 

Bach's influence. Reinhard G. Pauly describes Bach as 

... a composer who stands at the doorstep of Classicism, 
for in his graceful melodies - small in design, elegant, and 
at times tinged with melancholy - we detect the language, above 
all, of the young Mozart.5 

The gallant style can be distinguished within the pre-Classical 

period beginning around 1720. It is often used as a synonym for the 

term rococo. It may be regarded as an outgrowth of the Baroque tendency 

to concentrate interest in the two outer voices. However, during the 

course of the eighteenth century the bass lost all vestiges of indepen-

dence and became simply an underpinning for the melody, while the inner 

voices were mere harmonic fillers. The gallant style was elegant, playful, 

easy, witty, polished, and ornate. Gallant was a catchword of the period 

applied to everything thought to be modern, chic, smart and sophistocated.̂  

Accompaniments 

The most immediate problem in the study of Hook's songs is how to 

reproduce a stylistically correct accompaniment. The accompaniments for 

these songs were conceived and written for orchestra. However, when 

published for public consumption, they were reduced to only two parts; 

melody and bass. Michael Pilkington refers to this arrangement as short 

score. The notation "short score" appears under the accompaniments he 

has realized for the songs in his collection. Three of the songs in this 

collection have original piano accompaniments by Hook. It is not until 

R̂einhard G. Pauly, Music in the Classic Period (Englewood Cliffs, 
New Jersey: Prentice-Hall, 1973), 53. 

D̂onald Jay Grout, A History of Western Music (New York: W.W. Norton, 
1960), 454-455. 
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the last two decades of the century that we find examples of songs 

published on three staves with complete accompaniments. Hook was one of 

the first to do this, but they are the exception rather than the rule.̂  

About 90 per cent of Hook's songs were intended for performance at 

Vauxhall Gardens with orchestral accompaniment. Only a few of these 

orchestrations are still available and the great majority of the songs 

exist only in short score. Therefore, it is necessary in most of Hook's 

songs to recreate an accompaniment in the appropriate gallant style. 

Pilkington has provided excellent accompaniments in his collection. He 

observes from the available orchestrations that 95 per cent of the time the 

violins double the voice. However, in the original piano accompaniments 

by Hook, the piano doubles the voice slightly less often, and usually main-

tains a simple version of the melody. The accompaniments should not be 

thick textured and should normally be in four voices. The accompaniments 

are often homorhythmic incorporating passing tones and other figuration 

8 

only when a long note is sustained in the melody. 

Pilkington realized the accompaniment for "No, no, no, it must not 

be" from the short score. The song is 122 measures long and he adhered 

to a three-voice texture throughout except for the two major cadences at 

measures 43-44 and 121-122 where he expands to five voices. 

"0 listen to the voice of love" is especially interesting because 

the original orchestration exists. It was initially conceived for two 

flutes, two horns, strings and continuo. Five-voiced chords appear much 

P̂ilkington, loc. cit. 

Îbid. 
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more frequently (measures 1, 4-6, 9, 19-20, 24 and 27) in Pilkington's 

accompaniment to this song which is taken directly from the orches-

tration, but he never expands beyond five voices. Contemporary accounts 

support this light-textured approach: 

The general rule of thorough-bass is that you always play in 
four parts; yet if you wish to accompany well, a better effect 
is often produced if you do not bind yourself very strictly to 
this rule, and if you leave out some parts, or even double the 
bass an octave higher with the right hand. For just as a com-
poser is neither able nor compelled to set a three-, four-, or 
five- part instrumental accompaniment to all melodies, lest 
they become unintelligible or obscure, so not every melody allows 
an accompaniment of full chords upon the keyboard; hence an 
accompanist must govern himself more by the individual case than 
by the general rule of thorough-bass.9 

The Albert! bass, named after Domenico Alberti (1710-1740), is a 

common feature of eighteenth-century music, and marly of Hook's songs are 

published in short score with these broken chord figures in the bass, 

such as measures 64-66 of "No, no, no, it must not be." There are also 

instances of monotonous, repeated eighth-notes in short score bass lines. 

A repeated pedal bass is very common in gallant orchestral music. 

Pilkington observes that these repeated notes found in the short score 

are often simply the bass or cello parts from an orchestration above 

which the remainder of the string section filled out an Alberti-type ac-

companiment . Therefore, it is often desirable to incorporate a broken-

chord bass figure into the accompaniment. An example is measures 102-110 

of "No, no, no, it must not be." In the short score repeated A's appear 

in the bass line. Pilkington uses an Alberti bass figure which lends 

9 
Johann Joachim Quantz, On Playing the Flute (Berlin, 1752). trans. 

Edward R. Reilly (New York: Schirmer Books, 1966), 251. 
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itself well to the melody and harmonies at this point;, and which effects 

10 

a more idiomatic texture and quality. The additional one, two and 

three inner voices do not normally have any rhythmic or melodic indepen-

dence. They merely serve to fill out the chord tones. When the number 

of voices expands to five, it is often the result of doubling the bass 

note at a cadence. 

All the songs available for this study in the original orchestrations 

or short scores have introductions. In short score versions, the letters 

"Sy" standing for symphony sometimes appear in the top line at the be-

ginning of the introduction and at points where the voice drops out for 

interludes. The introductions nearly always preview the first phrases 

of the vocal melody or even the entire melody. These eight to twenty-

four measure introductions are all in the simple binary pattern where the 

first or antecedent phrase begins in the tonic and cadences on the dominant 

while the second or consequent phrase returns to tonic. 

Sane songs have interludes and postludes, such as measures 32-33 and 

36-44 of "No, no, no, it must not be." In the Pilkington collection, 

thematic materials found in the interludes sometimes appear as counter-

melodies accompanying the voice. "No, no, no" has such a countermelody 

in measures 51-55. We can take these as authentic because Pilkington was 

careful not to include any such melodic material which was not notated 

in either the short score or orchestration. "She lives in the valley 

below" has instrumental figuration in the short score. (See Figure 7.) 

10 
Pilkington, loc. cit. 



28 

' • ' - ^ v -

" " W W • -)• - w S S l 
' ~ZL ^ ^ -K- 1 -*-. K ' • », $ . •'.; * - '< ... ̂  

*Vv/V ijLV 

beneath XhaJe who]£>\VoiM 

' X ' * rv~^ 

'|--; Woo^^May was Hie MaU- andfte lives in î eVaUty iriU Iht lives in -the Valley andftu 
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Fig. 7—"She lives in the Valley Below:" measures 16-31 
(reproduced from the original short score publication c. 1800). 

These figures often have the letters "Sy" by them and are not intended 

to be sung as ornaments. Stylistically, it is important to note that 

the countermelodies are the only instances in which the piano line rises 

above the voice. No such countermelodies appear in the accompaniment to 

"0 listen to the voice of love" which is taken from the full orchestration. 

There are only a few dynamic markings, staccattos, trills, etc. in 

the original publications. For example, the short score to "She lives in 

the valley below" has a total of three dynamic indications, two trills, 

and two turns plus an "ad lib/expressivo" at the final cadence, 
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measure 29. (See Figure 7.) The appropriate style of cadenza to be 

executed will be discussed later. 

Hie type of repeat sign used at the time of the original publications 

is somewhat different from today. It is the symbol found at the end of 

measure 31 of "She lives in the valley below." (See Figure 7.) This 

symbol is discussed by Robert Donnington as one of several repeat signs 

11 
used in earlier music. 

Three of the songs from James Hook Eight Songs have original piano 

accompaniments by Hook and serve as ideal stylistic models. They are 

"The Steadfast Shepherd" from a set entitled The Minstrel, "The Turtle 

Dove Coos Round My Cot" and "The Emigrant." Only "Hue Turtle Dove" was 

written for Vauxhall. Several measures from "The Turtle Dove" illus-

trated in Figure 8 demonstrate a typical light texture with the piano 

doubling the voice. Another excellent source for comparison of 

accompaniments is the collection The Songs of Charles Dibdin. Dibdin was 

a famous singer and composer contemporary with Hook, who wrote songs for 

the audiences at the pleasure gardens. The annotated collection was 

published in 1842 with accompaniments by George Hogarth who knew Dibdin 

12 

and greatly admired him. The excerpt in Figure 9 is typical of all the 

songs in the Dibdin collection and shows" that these accompaniments by a 

younger contemporary of Hook fit the same stylistic pattern as those by 

Hook and Pilkington: 1) light texture, basically three to four voices, 

sometimes five, 2) top piano line doubles the vocal melody, 3) basically 

"̂ Robert Donnington, The Interpretation of Early Music (New York: 
St. Martin Press, 1963), 379. 

12 
George Hogarth, The Songs of Charles Dibdin (London: Howe and 

Parsons, 1842), 267. 
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homorhytbmic, although the bass line is often broken into repeated pat-

terns such as the Alberti bass, and 4) the inner voices have little if 

any independence and serve to fill in chord tones. 

"Within a mile of Edinboro' town" has been published several times 

since Hook's original. Of the five versions available in the North 

Texas State University Music Library, three are reproduced in a strictly 

homorhythmic four part version, or what might be called hymn style, 

suitable for performance by a small vocal ensemble. These editions are 
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not appropriate for solo performance. Another edition found in Old Folks 

13 

Concert Tunes is published for solo performance. Unfortunately, the 

accompaniment contains several unidiomatic features such as diminished 

and augmented sixth chords discrediting its authenticity. Furthermore, 

the rhythms of the melody have been changed to smooth out the charac-

teristic Scottish snap (Jr3.Jir^.etc.), and where the snap has been left 

untouched in the melody, the rhythms of the accompaniment work against it. 

The fifth and most suitable edition is found in the International Library 

of Music, volume VI. The editors mistakenly list "Within a mile of 

Edinboro1 town" as an Old Scotch Air. The accompaniment compares 

favorably with the style of those by Hook, Pilkington, and Hogarth. The 

accompaniment has no written introduction although it has a one-and-one-

half measure postlude. The song most probably should have an introduction. 

All the examples of songs by James Hook observed for this study have 

introductions. One of them, "The lad wha lilts sae sweetly," is also a 

Scottish song, and it has a complete eighteen-measure introduction. This 

demonstrates the propriety of including an introduction for an idio-

matically Scottish song. If, then, an introduction is used, the best 

choice would be to play the melody as given in the first eight measures 

harmonized with the simple tonic, dominant, and subdominant chords as 

provided in the accompaniment. This would follow the pattern of the other 
13 
' Father Kemp, ed., Old Folks Concert Music (Boston: Oliver Ditson, 

1889), 43. — 
14 
Louis C. Elson, ed., The International Library of Music, vol. VI 

(New York: The University Society, 1925), 1712-1713. 
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introductions. It introduces a complete phrase of the melody in a simple 

binary pattern and closes on the tonic chord before the first entrance 

of the voice. 

15 

The short score publication of "She lives in the valley below" is 

found in Figure 10. It is a very simple strophic song. The little in-

strumental figures in measures 15, 19, 21, 23, and 29 echo the intro-

duction and are meant to be included in the accompaniment. Otherwise, 

in reconstructing the full accompaniment, the top voice of the piano 

should double the melody while one or two inner voices siould be inserted 

to fill in chord tones between the given bass line arid mslody. The 
series of repeated G's in the bass of measures 19-23 req aire special 

attention. These bass notes are an example where, according to Pilkington 

we can assume that an Alberti style, broken-chord figure was in the orig-

inal orchestral version and should be incorporated into the accompaniment 

to avoid an unwanted ponderous, monotonous effect. 

Finally in regard to the overall gallant style of accompaniments. 

Fiske, while discussing the impact of Pergolesi's la Serva Padrona on the 

British public, offers this somewhat slanted but nonetheless accurate 

insight: 

As in other European countries, the lowbrows who supported the 
new galante style won the day, and Rameau's opera SDon lost 
ground to those of Duni, Monsigny, Philidor, and Gretry. Every-
one wanted to hear La Serva Padrona. The little songs slipped 
pleasantly in and out of the mind with nothing to obstruct their 

15 
The song is available only in xerox of the short score from a 

few libraries in the United States. This copy was provided by the 
Humanities Research Center at the University of Texas at Austin. The 
original publisher in this country was S. Howe in New York City c. 1800. 
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passage. The tiny pert phrases were so quickly repeated that 
you could not help remembering them, and the accompaniments 
were so light and unobtrusive that there was never any fear of 
attention being distracted from the vocal line. Indeed the 
scoring is just like that of English ballad operas of the time, 
with the violins playing the voice part and the harpsichord 
filling in between that and the bass. The orchestral writing 
seldom runs to three independent parts, and no mod instruments 
are required. Nevertheless the historical importance of La 
Serva Padrona was immense. It was the Italian intermezzo that 
Europe knew best, and more than any other one work it influ-
enced the switch to the galante style.^ 

Harmony 

The harmonic language of all four songs is very conservative. 

"Within a mile of Ediriboro' town," the most simple of the four, is in 

the key of G major. It is written purposefully in the style of a 

simple, strophic folk song and is harmonized exclusively with the tonic, 

dominant and subdominant chords. The other three songs all employ 

secondary dominant chords. For example, the progression approaching the 

final cadence of "She lives in the valley below," in the key of C major, 

is [V of ii]-ii-[V of V]-V-I-V-I. ' (See Figure 7, measures 26-29.) Another 

example is found in measure 49 of "No, no, no, it must not be" which is 

in the key of A major. Diminished chords are used very sparingly and 

then only in a passing manner such as in measure 7 of "No, no, no, it 

must not be." 

Comparatively speaking, "No, no, no, it must not be" is the most 

advanced of the four songs, both harmonically and formally. It 

is in the form of a rondo, while the other three are strophic. A point 

16 
Roger Fiske, English Theater Music in the Eighteenth Century 

(London: Oxford University Pressm 1973), 384. 
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of harmonic interest is the second verse beginning in measure 64 which 

is in the relative minor, F-sharp. The bass line in measures 69-71 

contains a chromatically altered D-sharp leading to the progression 

iir[V °f V]-V in F-sharp minor. However, the excursion into F-sharp 
M 5 

minor is short lived. The bass in measure 72 already has an A-sharp 

which begins to weaken the feeling of the F-sharp minor triad. Modu-

lation back to tonic occurs in measure 74 with a distinct V-I cadence 

in A major. A series of chords in first inversion in measures 75-80 

coupled with a series of melodic suspensions on the teats serve in a 

mild way to disrupt the feeling of a tonal center before tonic A major 

is undeniably reaffirmed at the return of the rondo theme in measure 83. 

Pilkington's edition of "0 listen to the voice of love," in the key 

of D major, is taken from the full orchestration. It: also has a chroma-

tically altered bass line. (See Figure 11.) In the opening four 

Andantino, poco lento e sempre piano 

Fig. 11—Measures 1-5 of "0 Listen to the Voice of Love" with the 
chromatically altered note in the bass line. 

measures, the bass ascends stepwise from the tonic D through the altered 

G-sharp to A in measure 3, then immediately descends through the diatonic 

G-natural back to D in measure 5. The G-sharp implies the secondary 
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dominant [V of V]. While this does not represent any unusual chord usage, 

it does add a small touch of harmonic color. It is magnified somewhat 

since it is in the bass rather than an inner voice and especially by 

virtue of the fact that this same bass line opens all three verses of the 

song as well as the introduction. 

Collectively, the songs are very conservative harmonically even for 

this period of music history. With the exception of these few points of 

interest, there is little to report other than a prevailing simplicity 

and the use of tonic, dominant and subdominant chords. 

Form 

As noted above, "No, no, no, it must not be" is in rondo form which 

was conomon, while the other three songs are strophic., which was also very 

typical. For the lighter entertainments, strophic form was very popular 

giving the singers the opportunity to ornament each verse as they pleased, 

and demanding very little from the listener. Of the eight songs in 

Plikington's collection, five are strophic and three are rondos. The 

familiar English term for songs in rondo form is roundelay. The classic 

rondo pattern is A-B-A-C-A where the main theme of the A section is re-

ferred to as the rondo theme. The poem to "No, no, no, it must not be" 

is set as two verses and a refrain arranged so that the refrain serves 

as the rondo theme and verses one and two have contrasting music. 

Contrasting melodies or sections were not only a feature of rondo 

form but were an integral feature of the gallant style. In instrumental 

chamber music, a medium for which Hook composed a great deal of music, 

it was common for rondos to have one contrasting section in the relative 

minor. This feature is carried over into Hook's roundelay "No, no, no, 
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it must not be" where the second contrasting verse, or C section 

(measures 64-82) is in the relative minor, even though the words begin 

"Unclouded skies invite the rover/ Every shepherd seeks his fair." There 

is nothing in the words to suggest a minor key. 

It seems that texts were of little importance. They are all quite 

charming but also rather stereotyped. Most are about the follies and 

fancies of pastoral love. Patriotic songs were also common since Britain 

was involved in a series of wars with France during the late eighteenth 

century. In Pilkington's opinion they did not care for the words and 

17 

in fact, most of the poems were "frankly awful." Tine poems were not 

taken from the vast treasures of Shakespeare or Marlowe, but from much 

less talented, sometimes anonymous poets. Many poems were submitted by 

various fashionable ladies of London. It has already been noted that 

Hook's wife and sons provided texts for some of his light operas. 

Charles Dibdin wrote the poems to the majority of his own songs. In the 

case of "The Emigrant,'' a song included in Pilkington's collection of 

Hook's songs, the words are quite moving. The poem is by a respected 

London novelist, a Mrs. Amelia Opie. The narrator in the poem tells 

the bitter story of his parents having been slain in France, his 

subsequent rejection of France as his homeland, and his total 

resignation to permanent exile in England. Hook responds to this 

stirring text with a simple, light-hearted, frothy little strophic ditty 

which seems to have nothing to do with the mood of the text. The only 

17 
Pilkington, loc. cit. 
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possible explanation is that the texts to songs were riot terribly im-

portant to Hook. For him, the text to a song was no riore than a scaffold 

upon which to drape a lovely melody. 

Ihe poems to "No, no, no, it mast not be," "0 listen to the voice of 

love," and "Within a mile of Ediriboro' town" are all written in three 

very regular stanzas of iambic tetrameter which translates musically into 

very regular four measure phrases in duple meter. The poem to "She lives 

in the valley below" is written in three regular stanzas of anapestic 

trimeter which readily translates musically into four measure phrases in 

compound duple meter, or in this case, 6/8 meter. 

Melody 

Ihe melodies of all four songs are comprised of predictable four 

measure phrases. The only irregularity occurs with the occasional repe-

tition of words at the end of a verse. "She lives in the valley below" 

has a purposeful two measure extension with word repetitions leading to 

a cadenza. (See Figure 7.) The two contrasting verses of "No, no, no, 

it must not be" also end with extended phrases and word repetitions. 

The last line of the second verse, found in measures 53-63 serves as an 

example. (See Figure 12.) The words "If the" which make up the first 

poetic foot are set musically as anacruses to measure 57 rather than as 

the first and second beats of the measure. This being; done, a typical 

musical response would be to mate up this amount of time by elongating 

the last note of the phrase on the word "there" in measure 59. A half 

note tied to a quarter note in the next measure followed by a rest would 

complete a four measure phrase in a simple, natural mariner. However, in 

this case Hook chose to build tension leading to the cadence on the 
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dominant in measure 63. His method was to repeat the words twice in 

eighth-notes. The resulting complete phrase extends three extra 

measures ending in measure 63. 

r » f r m s n 

A 
Now gay. I join the rus - tic dance if the maid I 

j !*] n g m m 
U itaBB 

m * •u-1-

rs 

& 
love was there, if the maid I love was there, if the maid I love was there. 

« = § /T\ 

m 
£ 

Dal % al Fine, poi al 

Fig. 12—Measures 52-63 of "No, no, no, It Mist Not Be" with a 
countermelody in the accompaniment. 

Range 

The vocal range of all four of these songs falls within the scope 

of young sopranos and tenors. The specific ranges are: "No, no, no, it 

must not be" - e to a'; "0 listen to the voice of love" - d to g*18; 

"She lives in the valley below" - c to g1; and "Within a mile of 

Ediriboro' town" - B to g'. The melodies of all four songs tend to move 

18 
Pilkington notes that the original key is E major making the 

range e to a'. 
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from one triadic chord tone to another with only rare chromatically al-

tered tones, as found in measures 59-62 of "No, no, no, it must not be." 

(See Figure 12.) The pitches of the Scottish snap rhythm (Fl-r^e tc.) 

as found in "Within a mile of Edinboro' town" and "0 listen to the voice 

of love," are always two chord tones. As an example, in measure 7 of 

"Within a mile of Edinboro' town" (See Figure 13.) the pitches of the 

snapped rhythm on beats one, two, and three are all chord tones, where 

as, on beat four the second pitch, B natural, is not a chord tone and 

the rhythm is reversed to a dotted eighth-note followed by a sixteenth 

(J72 ). The theoretical explanation is the avoidance of a heavy accent 

# r a s s was down, And 
dv h«-r brown bread. And 
kiss In* - v!dt\ And 

OIP' 
r<u*h.._ shepherd woo\i h i s d » * a r . 

mer - ri - ly turn*! tip the ^ r a s s . 

vowd shed lor . - rv ~ er be t r u e . 

i i • i m 

m J J J 
p 

i 

Fig. 13—Measures 6-8 (incomplete) of "Within a Mile of Edinboro' 
Town" showing the Scottish snap in the melody. 

on a non-chordal or dissonant tone. Hie rule is followed in both songs. 

Curiously, "The lad wha lilts sae sweetly," which is listed as a 

Scottish song, does not have the familiar snapped rhythm anywhere in 

either the accompaniment or melody , whereas, the Scottish snap is 
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employed in "0 listen to the voice of love" which is otherwise not an 

idiomatic Scottish song and is not listed as such. 

Performance Practice 

The performance style of these songs is the same as the English bal-

lad opera. We know that they were also performed by the same singers 

because the names of the various performers were often printed in the 

headings of the published songs. For example, the short score version of 

"0 listen to the voice of love" has the notation "Sung by Master Welsh" 

directly under the title. Master Welsh, or Walsh as he is listed by 

Fiske, was one of the leading operatic singers of the day although he 

was no more than a teenager. Fiske offers a short biographical sketch: 

Walsh, Thomas (c. 1781-1848), often known, as Master Welsh, was 
the most remarkable boy soprano of the century. He had been a 
choirboy at Wells, where his singing filled both the cathedral 
nave and the local hotels. When New Drury opened, Linley had 
him brought to London, and he made his debut as a page in 
Lodoiska. . . . From then until early 1797 most Drury Lane 
operas were designed to show off his remarkable high color-
atura, and in The Cherokee he was virtually the hero. Attwood 
wrote The Adopted Child for his benefit. The last part he 
created was in Arnold's The Shipwreck. He had no success as 
an adult singer, but was respected as a teacher; C.E. Horn 
and Miss Stephens were among his pupils. 

The carry-over in musical style from English ballad opera to songs 

for the pleasure gardens is noted in Parke's Musical Memoirs. Referring 

to the Vauxhall season of 1810, Parke mentions the well-applauded perform-

ance of "The Romp, or the Great Catalan!" by a Miss Feron, a young 

soprano whom Parke greatly admired. The great Catalani mentioned was 

a famous soprano of that era, also greatly admired by Parke, she was 

19 
Fiske, op. clt., 639. 
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known for her flamboyant, highly ornamented style of singing. The song 

was written by Parke in honor of MLss Catalani, specifically copying her 

style. In a later entry, Parke clearly refers to an elaborate style of 

singing at Vauxhall when discussing Miss Feron's vocal powers: 

Madame Feron (as Miss Feron) began her musical career at 
Vauxhall Gardens at the time when I became a composer for 
them, in the year 1808. I composed many songs for her; and 
observing the bent of her genius, gave her "The triple court-
ship," in which she whimsically and admirably described her 
three lovers, a soldier, a quaker, and a sailor; and "The 
Romp, or the Great Catalani." These were both acting songs, 
and (by my advice) she sang them without a book in her hands, 
a thing never before known in the gardens. They were both 
tumultuously encored, and in them she displayed her powers 
which marked her for further excellence. During the period 
I composed for Vauxhall Gardens I produced one hundred and 
fifty vocal pieces, consisting of bravuras, conic acting songs, 
ballads, duets, finales, etc. 

Most solo singers added what they called cadences (cadenzas) at the 

pause marks in bigger arias, and brief graces in songs of all kinds, but 

the extent of these decorations has often been exaggerated in modem per-

formances. Tosi, in his influential textbook for singers stressed 

moderation. Of the Da Capo aria he wrote: 

Generally speaking, the Study of the Singers of the present 
Times consists in terminating the Cadence of the first Part 
with an overflowing of Passages and Diversions at Pleasure, and 
the Orchestra waits; in that of the second the Dose is en-
creased, and the Orchestra grows tired; but on the last Ca-
dence, the Throat is set a going like a Weather-cock in a Whirl-
wind and the Orchestra yawns.... Good Taste does not consist in 
a continual Velocity of the Voice, which goes thus rambling on, 
without a Guide, and without foundation; but rather . . .in the 
true Notion of Graces, going from One note to another with 

90 
Parke, op. cit., II, 247. 
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singular and unexpected Surprises, and stealing the Time 
exactly on the true Motion of the Bass.21 

Some decorations were obligatory such as the appioggiatura and the 

trill or shake. In reference to the English style Pairke remarks, "It 

has been jocosely said that a singer cannot come out of a song, any 

22 

more than a dog out of the water, without a good shake". But dif-

ferent singers with different tastes and styles were all equally 

successful. The leading sopranos at Covent Garden between 1760 and the 

end of the century were successively Miss Charlotte Brent (Mrs. Pinto), 

Miss Anne Catley, Miss Elizabeth Harper (Mrs. Bannister) and Mrs. 

Elizabeth Billington. According to Fiske, it is clear that Miss Brent 

decorated with moderation, Miss Catley and Miss Harper scarcely at all, 

and Mrs. Billington a great deal. 
The great Catley thought one cadence enough in each verse; and 
Mrs. Bannister, who long after her, led the van in opera, and 
who was the original Rosina, scarcely ever used .any ornament 
whatever, her style being purely that of ballad singing. Mrs. 
Billington's singing, therefore, was caviarre to the million . . . 
though the pit yawned and the galleries gaped in amazement, the 
music world were [sic] enraptured by her beautiful cadences.23 

Miss Brent was a pupil of Thomas Arne who stressed moderation in 

his vocal teaching. About 1767 "Would you taste the Noontide Air," 

from Comus, was published with the addition of the ornaments Arne had 

especially written for Miss Brent. In Figure 14, the ornaments are 

added in small notes to the original vocal line. 

21 
Pier Francesco Tosi, Observations of the Florid Song (Bologna, 

1723), trans. J.E. Galliard (London, J. Wilcox), 128-129. 
22 
Parke, op. cit., 246. 

23 
Fiske, op. cit., 276. 
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Would you taste the noon fide air?. To yon Ira ~ grant Ifower re -

Where wo - vea with the pop - tar Bough The 

Jl 
- pair 

manf - ling Vine will she! - tor.. 

The last two bars are as follows: 

yow, 

Sul - try Phoe - bus scorch - k g round. 

45 

Figure 14—Excerpts from "Would You Taste the 
Noontide Air" from Comus by Thomas Arne. The vocal 
ornamentation is also by Arne and is considered 
moderate. (Example reproduced from Roger Fiske's 
English Theater Music in the Eighteenth Century.) 

In 1801, Thomas Busby published several selections sung by Mrs. 

Billington as she actually performed them. Figure 15 compares two 

versions of a song from The Duenna by Thomas Linley. The first version 

is graced in a very conservative style by Domenico Corri as might have 

been performed by Miss Catley, while the second version is reproduced in 

a highly elaborate style as Mrs. Billington performed it. 

Pilkington is in favor of the conservative approach and includes 

only those ornaments indicated in the original scores in his edition 

of Hook's songs. Several short trills are marked in the melody of "0 

listen to the voice of love," especially notable in measures 30-31 where 

a series of suspensions is treated with trills. In "No, no, no, it must 

not be" there are only a few trills and one turn which is marked in 
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Larghetto 
11; . IA 

Rauzzim 

b id J J' 
§ P 

One day a-parv'tis end 
(Mrs. Billington) 

ed; Be * bold him and it 

Last night, your rov 

- ragM, _ I bade— de - part. 

Mrs. Billington's most elaborate cadenza came at the end, where Corri, short of 
space at the end of a page, added nothing at all. 

Be - hold him and it dies! 

- hold him and it ^ diesl 

StePrj* ̂ yrsv^ 
hold him and- . diesl 

Fig. 15—Published excerpts from The Duenna by 
Thomas Linley with some music borrowed from Venanzio 
Rauzzini. Compare the conservatively ornamented top 
line with the bottom line as sung by Miss Billington. 
(Example reproduced from Roger Fiske's English Theater 
Music in the Eighteenth Century.) 
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measure 46. Even so, Pilkington recognizes that there are other stylis-

tically appropriate opportunities for ornamentation. Two such instances 

privately suggested by him are the strong cadences in measures 63 and 

82 of "No, no, no, it must not be" which immediately precede repetitions 

of the rondo theme. 

Both "No, no, no, it must not be" and "She lives in the valley below" 

were written for a Master Gray who was a very popular singer at Vauxhall. 

There is no available documentation on his style of singing but "She lives 

in the valley below" has a marking at the final cadence in measures 28-29 

which seems to call for a fairly elaborate cadenza. (See Figure 7.) The 

vocal melody in measure 28 is already fairly elaborate, covering a range 

of a tenth in arpeggiated sixteenth-notes. There is no accompaniment in 

this meausre which tends to give a singer a certain amount of freedom. 

The next measure bears the markings "Expres" [sic] (expressivo) and 

"ad lib." The obvious interpretation is a cadenza at the word"Valley" 

closing with a trill as marked on the word "below." The cadenza, ac-

cording to several eighteenth-century voice teachers should not be too 

elaborate, although, it is undeniable from other sources that exception-

ally gifted singers like Mrs. Billington, Miss Catalani, Miss Feron and 

others who had the vocal prowess could ornament at will and with great 

success. 

In the case of "Within a mile of Ediriboro1 town" the performance 

style should remain very conservative specifically because it is a song 

emulating a simple, folk style. Even so, it need not be completely 

bereft of decoration. A short six to eight-note cadenza on the fermata 

in Treasure 12 would be entirely appropriate, especially in the last verse. 
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One final note on performance style is especially important for 

male singers. It is evident that high notes were commonly taken by men 

in their falsetto. There are several references to the practice. Parke 

mentions a Mr. Crevelli who had "a tenor voice of considerable power, 
O / 

with an extensive falsetto." Michael Kelly was a very famous English 

tenor who in 1789 was only the first to begin to sing notes above e' or 

f' in full voice. After several years of singing in Italy and Vienna, 

Kelly returned to London and electrified the English audiences with 

fully supported top A's (a1). Basses sang their top notes in falsetto 
25 

as well as tenors. Both changed over around d' or e' above middle C. 

Bass songs sometimes extended up to a' above middle C. High C's (c") 

and D's (dM) were written for seme of the best tenors,, A strong, 

beautiful falsetto was considered a natural phenomenon and something to 

be admired rather than avoided. Some male singers made no attempt to 

smooth out or hide the change in quality between full voice and falsetto. 

The following quote from The Musical Quarterly for 1812 refers to 

Charles Incledon, one of the two most popular English tenors of his day: 
He had a voice of uncommon power, both in the natural and the 
falsetto. The former was from A to G [A to g' ] a compass of 
about fourteen notes; the latter he could use from D to E or 
F [d' to e' or f'] or about ten notes. . . . His falsetto was 
rich, sweet and brilliant, but totally unlike the other. He 
took it without preparation, according to circumstances, either 
about D, E, or F [d1, e1, or f' ], ascending an octave, which was 
his most frequent custom.26 

^Parke, op. cit., 123. 

^JFiske, op. cit., 270-271. 

26, 'The Musical Quarterly (1812), cited in Fiske, op. cit., 271. 
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Today we accept some soft high notes from tenors in falsetto, but 

it is the exception, and we expect the break between the full voice and 

falsetto to be at least disguised. While it would be admissible and 

perhaps advisable for tenors to take some of the top notes in these songs 

falsetto, it would be most unacceptable to present-day audiences to 

lurch in and out of these registers at the pitch e' above middle C no 

matter how well documented and authentic that practice might be. 

Conclusion 

These four songs by James Hook and hundreds like them by a number 

of English composers can make a happy addition to the repertoire of 

modern teachers and singers. They serve different purposes. Firstly, 

they are musically modest enough in their unornamented form for the 

younger more inexperienced students to master technically. They have 

attractive melodies, modest ranges, easy accompaniments, and do not 

present a language barrier. The range of some extends moderately 

high to g1 or a', but these pitches do not have to be sustained with 

great strength and power. These songs would be ideal for sending young 

students for their first brief excursion into the upper register. For 

more experienced singers, a group of these songs may be used as a 

light set to open or conclude a recital. Many of the texts are comical, 

if that effect is desirable. Furthermore, if the singer is so inclined, 

there is ample documentation for highly elaborate performing versions 

of these songs as in the case of eighteenth-century performers like 

Mrs. Billington. In many songs a modern-day performer may take liber-

ties to display all his or her technical and expressive skills and be 
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assured of authenticity. Discretion and good taste must be observed. 

But it seems the boundaries of good taste were not the same for everyone. 

In eighteenth-century performance, those singers with unusual ability 

were greatly applauded for delighting the audience with vocal acrobatics 

which might be criticized in singers with less skill. So let the 

performer beware lest his enthusiasm for those freedoms exceed his 

ability to execute accurately. 
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