Lawes, William

(b Salisbury, bap. 1 May 1602; d Chester, 24 Sept 1645). English composer and musician, younger brother of Henry Lawes. Another brother, John, was also a musician. William wrote copiously for voices and instruments, with facility equal to Henry’s, whose fame lay mainly in vocal music, and with more versatility. An abiding claim to attention lies in his innovatory chamber works, especially those for viols or violins with continuo. He was equally the leading composer of dance, and of music for drama (including the masque), in the period 1630–45.
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Lawes, William

1. Life.

On attaining a position as lay vicar at Salisbury Cathedral in 1602, Thomas Lawes moved his young family to Sarum Close. His son William, six years younger than Henry, may have received his earliest education at the free school in the close, or even sung with his brothers as a chorister in the cathedral. A posthumous account by Thomas Fuller, a friend of Henry Lawes, reveals that William’s talent was early recognized by Edward Seymour, Earl of Hertford, who had him apprenticed to John Coprario. At the earl’s Wiltshire estates nearby in Amesbury, Lawes could have encountered Alfonso Ferrabosco (ii), who was an honoured visitor. An unsubstantiated report by Henry Hatcher (1843) places William in the private music of Charles, Prince of Wales, before the age of 23, and states that the association continued after Charles became king in 1625. Records confirm no court post before 1635, when Lawes obtained a situation for the lute vacated by the death of John Laurence; still, such an appointment was unlikely without casual involvement in the day-to-day supply of music, perhaps from some courtier’s retinue. After 1626 (the death of Coprario) and in the period before 1635, the activities of Lawes can only be guessed from musical sources. The Shirley Partbooks (see below) are a type of work required of a novice; undertaken by Lawes for provincial gentry, copying Jacobean fantasy repertory and adding new dances. In the footsteps of Henry (and John too, a singing-man at Westminster Abbey), William began by about 1630 to establish a reputation in the capital for performance on the new 12-course theorbo that led to the renown later recalled by poets. Early on he was friendly with, or influenced by, musicians of St Paul’s Cathedral such as John Tomkins. His standing was high enough by 1633 for Bulstrode Whitelocke to select him in partnership with Simon Ives (afterwards a London wait) as composer for James Shirley’s prestigious masque mounted by the Inns of Court to demonstrate loyalty to the crown, The Triumph of Peace (performed 1634). To the following decade can be assigned composition of all the brilliant chamber works, alongside a presiding involvement with court masques, and provision of play songs for the royal troupes in the theatres at Blackfriars and at the palaces, in chief at Whitehall’s Cockpit-in-Court.

By 1639 court routine was interrupted, as the resort by royal authority to military measures obliged it to migrate erratically. At some point, perhaps soon after autumn 1642 when the king found in Oxford an alternative home to rebellious London, Lawes enlisted as a soldier; by then it became clear that the exchequer could no longer maintain manpower inessential to the war effort. He may have been present at the Siege of York in April–June 1644, the occasion of a casual round written for the royalist garrison at Cawood (the Archbishop of York’s castle). He met his death in 1645 during the action around the Siege of Chester, where the king arrived on 23 September, possibly with Lawes in his entourage. A circumstantial account by Fuller reveals that in order to save him from exposure to shot Lawes had been appointed commissary in General Charles Gerrard’s regiment of foot, based first in Oxford but active in Wales from May 1644. The ruse backfired when he joined a sortie led by Gerrard from the north of the city in the late afternoon of 24 September, which was halted by a counter-attack and subjected to murderous crossfire. Here, or in the neighbouring engagements that lasted until dusk, Lawes died. The king, engrossed by the loss of a kinsman in the action, found time to institute a special mourning for Lawes, whom he apparently honoured with the title ‘Father of Musick’. The occasion was excuse for royalist poets to score political points, notoriously in a pun by Thomas Jordan: ‘Will. Lawes was slain by such whose wills were laws’. Similar estimates of Lawes, varying in their appositeness, were published once the major action of the war was over: by Robert Herrick in Hesperides (1647–8), Robert Heath in Clarastella and John Tatham in Ostella (both 1650). The greatest tribute came by the publication of his three-part psalm settings, edited by his brother Henry who matched them with an equal quantity of his own. These Choice Psalmes (1648) contain commendatory verse by literati including Aurelian Townshend and James Harington, and occasioned the first publication of John Milton’s celebrated sonnet extolling Henry Lawes: a magnanimous gesture from an opponent, to royal servants, in the highly charged atmosphere before the king’s execution. The volume also included eight moving musical tributes from colleagues, including Simon Ives, John Jenkins, John Wilson and Henry himself. William left no known family. A rakish youthful portrait supposed to be of him (see illustration) was given to the Oxford Music School in the 18th century by Philip Hayes, professor of music. Other likenesses of the period have with equally meagre documentation been suggested as portrayals. 

Lawes, William

2. Works: introduction and sources.

Lawes's large output was disseminated solely by manuscript during his life. Choice Psalmes was the first publication made of any part, and consists of 30 three-part sacred vocal settings accompanied by figured bass, one elegy and ten sacred canons. Lawes ranked high among composers selected by John Playford (i) for his publications of popular airs after 1651; but among many genuine two-part dances there, simpler versions of movements from the esoteric chamber works may have misrepresented his achievements to the succeeding generation. A good selection of his secular vocal music, including popular arrangements into the form of glees of original single songs, also reached print from that date until 1678. The work that had brought him widest notice in his lifetime, The Royall Consort, circulated in accurate manuscript copies until 1680, at which point it finally succumbed to the decisive shift in fashion towards the italianate high Baroque. His other great collections fared less well, and were probably relegated by the time of the monarchy’s restoration in 1660. An appreciation of his considerable output for the Caroline court of the 1630s is thus heavily dependent upon the autographs, which survive principally in the Oxford Music School collection (now in the Bodleian Library) to which they were possibly donated or bequeathed with prescience by Henry Lawes.

The chief of these are two holograph scores, GB-Ob Mus.Sch.B.2 and B.3, both bound in brown calf and stamped with the arms of Charles I after the manner of presentation volumes to royal musicians. (Matthew Locke’s working score, GB-Lbl Add.17801, bears an identical stamp; so does the earlier set of books containing repertory of the Jacobean wind ensemble, now Cfm Mu 734, and an organ part for Coprario’s violin works, Lbl R.M.24.k.3: as pointed out by Robert Ford in a private communication). The first book bears the initials W.L., the second H.L. In them Lawes scored suites of fantasies and dances for viols in four to six parts. The first volume contains in addition drafts of incidental music for court masques, rounds and canons, suites for two bass viols to the organ, a violin fantasy in D major, and a suite for two lutes; the second, pavans and fantasies for the ‘Harpe Consorts’, and the first six suites of the ten that form The Royall Consort, in the ‘new version’ revised for two violins, two bass viols and two theorbos. The other Music School autographs are: partbooks D.238–40, containing string parts for the violin fantasia-suites, the harpe consorts and the bass viol duets; D.229, harp and organ parts for these works and for the setts for viols in five and six parts. The British Library holds three distinct autographs: a sole surviving bass partbook for the viol consort works; the personal songbook; and the Shirley Partbooks, copied about 1626 and later for the Shirley family, baronets (later Earls Ferrers) of Staunton Harrold, Leicestershire: respectively GB-Lbl Add.17798, 31432, 40657–61. A set of three holograph partbooks for lyra viol consorts (Och 725–7) contains works by Lawes, Simon Ives and Robert Tailour. Contents of these are part-duplicated by one final known autograph partbook from a now incomplete set, also for three lyra viols: US-CA, Houghton Library MS Mus.70. For The Royall Consort, non-autograph partbooks in varying states of wholeness and accuracy abound, as to a lesser degree they do for the other major chamber works.

Lawes, William

3. Instrumental music.

Lawes was represented in the 20th century as a natural successor to the fantasy writers of the Jacobean age, composing abstract contrapuntal works for viols with organ continuo. His fantasies in five and six parts are indeed a highpoint of his output and of the genre, but are unusual in several ways. They were written mostly in the later 1630s, about a decade after the decease of all the major Jacobean writers, at a time when few of Lawes’s senior contemporaries apart from John Jenkins still cultivated the forms. (Others yet alive like Martin Peerson and William Cranford of St Paul’s are minor figures, even if by their experiments they offer precedents for the harmony and linear style of Lawes.) Lawes leads to the smaller-scale four-part fantasy of Matthew Locke only in that he prefigured the method of grouping fantasies into considered ‘setts’. His practice was to place fantasies unsystematically with pavans and almans, the staider dances that had already entered the Jacobean contrapuntal repertory as ‘grave music’. He also extended the role played by organ continuo, giving it a more independent part than before. He had no exact successor in the field of these larger-scale ‘setts’ (the term ‘suite’ appears to be anachronistic by about two decades), apart from John Hingeston, composer to the court of Oliver Cromwell, who may indeed have worked to similar ends: furnishing audience music for court entertainment. Lawes’s mannerisms are extremer than those of any other writer before or after on several counts. He is set apart by a wilful angularity in his part-writing that flouts strict contrapuntal imitation, linked to an additional dissolution of polyphonic norms by free admittance of a discord created by irregularly resolved or even unresolved harmonic progression, or by dissonant auxiliary notes. These practices recur in the other genres he handled, and owe much to his training on lute and lyra viol. Another persistent trait is the early Baroque admittance of 6-3 chording as equally valid to 6-4, a practice discarded by the second half of the century. The general style leads directly on from the earlier Jacobean interest in the Italian mannerist madrigal, and its empirical theorizing, both found in Coprario. The clearest parallel, however unlikely as a direct influence, is the radical, even post-contrapuntal, part-writing developed by Monteverdi in the epoch-making five-part madrigals of his fourth book (1603), where inner voices of the fabric are subordinated to the chamber treble dialogue over a characterful bass line. Lawes when writing for instruments alone achieved comparable successes to these, in succinctness of dramatic effect and in the vivid expression of extreme emotional states. His fantasies expand the bounds of the form less by length than by increased sectionalism, by variety in mood and (to judge from surviving indications of practice) by tempo change; also a richness of incidental detail created through his idiomatic handling of instrumental writing. His flair for textures large or small so as to vary them through informal concertato interplay, without allowing either of the customarily paired treble parts to dominate, is masterly (ex.1). Little modified, this style re-emerges for late appearances of a form that as danced was obsolete by his adulthood, the pavan. His almans in six parts are in the same solid configuration; but those for five parts are lighter, and rescored from danced originals.

The violin works of ‘trio sonata’ structure stand at the like remove from the previous generation. These ‘fantasia-suites’, perhaps written around the time of his royal appointment, are patterned on the models pioneered for the court ensemble by Coprario: fantasies in two series for one and two violins, both accompanied by bass viol and a semi-independent polyphonic part for chamber organ (ex.2). The three-movement form is completed by two aires (dances): an alman and galliard, capped by an extra ‘close’ or coda of no great substance. Lawes expanded on his master’s practice, again hardly so much by sheer length as by imbuing every phrase with telling detail, and well-situated dissonance that, without distorting, emphasizes paragraphs of clear tonal direction. Unlike Coprario’s suites, both series by Lawes observe a set key-order, sign of the growing feeling for tonality in the 1630s found also in the works of Jenkins. The irregular linear style takes its point of departure from Coprario but is more daring; it is paralleled less in the violin writing of the early Italian Baroque, if a pattern is sought for its vivid rhetoric, than in the solo vocal monody, such as that by Marco da Gagliano or Saracini (again implying no immediate borrowing).

The suites for two bass viols pay homage to the previous reign; they re-use dances of Ferrabosco (ii) in a keyboard short score, against which is set extravagant division writing, much as variations were extemporized. Lawes reset some of his own dances in this way, a mark of the rapid acceptance of his work in the later 1630s.

The music for lyra viols is close to the extemporized aspects of suite-formation, as it must initially have begun. Lawes often wrote in the scordatura Harp way tunings (ex.3 shows a saraband for solo lyra viol in the ‘harp way sharp’ tuning, defhf); for ensembles of three lyras, where sonorous fantasies after the example of Coprario and Ferrabosco are found, he preferred the very wide accord known as ‘eights’, with strings tuned in pairs of 4ths and 5ths (fhfhf, as unisons on adjacent strings were shown through stopped-fret position). The three instruments alternate at three different levels, alto–tenor–bass. Phraseology here is closer to popular dance-strains, as in the solo lyra viol music. The ensemble works show the same feeling for idiomatic writing that shines out in the least of the solo trifles, where occur early examples of repetition bass, which otherwise took long to attain the status of art music in England.

The rest of Lawes’s output is more innovatory and has closer links to the violin’s dance fashions, which dominated court music in his decade. The Royall Consort began as dance sequences in the so-called string quartet scoring (two treble, tenor and bass instruments with continuo), perhaps so written before Lawes’s official connection with court, and comparable to similar sequences by Charles Coleman that are also datable to the early or mid-1630s. In this scoring, and with these writers rather than any other, the standard dance-order in Baroque suites in England seems to have begun. Lawes was possibly the leader in composing fluid alman–corant–saraband sequences, followed in a couple of instances by morrises, and preceded by the occasional pavan or pavan–alman: all regular and danceable. Probably originating as loose ordres in the keys D minor–D major, they lack a series title in autograph sources. He later expanded and regrouped these suites, at the same time rescoring them and adding others in more varied keys. This process was first appreciated by Lefkowitz (1960) who demonstrated with insight how sources are divided into ‘old’ and ‘new’ versions, and correlated the two scorings with the comments of Edward Lowe, professor of music at Oxford after the Restoration. Lowe attributed to the composer a dissatisfaction with the role of the tenor part: this is borne out in the altered scoring, which attests that Lawes reworked the tenor and bass parts into two equal basses that alternate the functions of the original tenor and basso seguente, ‘because the Middle part could not bee performd with equall advantage to be heard as the trebles were’ (in Lowe’s phrase). Lawes then raised the level of the collection by adding some abstract pieces: two fantasies, to make full use of a potential six-part scoring available through the practice of doubling theorbos on the basso continuo line. Extra pavans were included, one of them in C major, which while nominally in the usual four real parts uniquely took the opportunity to expand into six-part divisions in its variation repeats (ex.4). The example of Lawes may have stimulated the appeal of this scoring (two trebles, two bass, continuo) in the two decades after the mid-1630s; but even at the beginning of the period a tendency was emerging to discard it for the underlying trio sonata scoring (two trebles, bass, continuo). The Royall Consort owed its longevity and acclaim, recorded with incredulity by Charles Burney, to the assurance with which its two-treble writing foreshadowed the future.

Dances in suite form (alman–corant–corant–saraband or alman–alman–corant–saraband) for a ‘harpe consort’ of violin, bass viol, harp (metal-strung Irish harp) and theorbo continuo occur in the composer’s partbooks, added after the violin suites. With only a few precursors (possibly by Coprario) in one manuscript (GB-Och 5), they were fitted to the personnel of the court ensemble. As single dances some had wide popularity, which may reveal their origins: less in simplified adaptations from complex scorings, than in the expansion of aires for treble, bass or even song. Later, Lawes appended to them pavans and fantasies: these were not disseminated beyond the inner circle, but reveal his budding intentions to refit all his chamber suites at the same level of seriousness. For the pavans, there are fully written-out variation repeats found in the autographs.

The one surviving suite for two lutes is peripheral, in that the first piece is an accommodation of an alman by René Mesangeau, for single lute in one of the accords nouveaux, published first in Paris by Ballard (RISM 16387, p.22). To it Lawes simply added a contrepartie, perhaps as a tombeau for the originator (d 1638). Both parts to the two following corants, to which he put his name, seem to be his own work. For keyboard, most extant music consists of palpable arrangements from his more popular dances and symphonies. It has been assumed that Lawes’s abilities did not extend so far as this medium. One alman however, setting a known masque tune by Orlando Gibbons, was copied by Benjamin Cosyn with an attribution to Lawes, as part of a keyboard alman–corant–saraband suite in F-Pc Rés.1185. As with Mesangeau, the practice implicates Lawes in person in the arrangement, since the associated saraband is clearly his own composition. One other suite, also possibly original in this form, was in its several versions popular long enough for inclusion in Musicks Hand-Maid (1663); constituent dances vary between sources. Called ‘The Golden Grove’ after its alman, it may refer to the Welsh seat of the Earl of Carbery, who preceded General Gerrard in the general command in Wales during the Civil War. If truly composed de suite by Lawes, as his string music shows him well capable, he was in advance of the times, since elsewhere in surviving sources this lead is not followed for about half a decade after his death.

Datings for the major works of the 1630s, as for all of Lawes’s output, is tentative; but the indications from sources favour an order of Royall Consort (old version), setts for three lyras, violin works, ‘harpe consorts’, five-part viol setts, bass viol divisions and six-part viol setts, Royall Consort (new version) and additions to harp consorts.
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4. Vocal and stage music.

The declamatory solo songs by Lawes are overshadowed, in quantity and in a superior gift for representing a poem’s rhetoric through ‘just note and accent’, by those of his brother Henry. Rather than try to compete, William may have preferred to set light ‘ballads’ for salon society in current dance styles, in either duple or triple metre, the sort of strains that often variegate his songs of declamatory form. His output is strongly weighted in this direction by many songs for plays and other unidentified entertainments. It is not possible fully to assess the output for vocal ensemble above three parts, either sacred or secular, since little is known. Defects in transmission here affect other pre-Civil War composers, including those like Henry Lawes who officially worked for the Chapel Royal. Fortunately, enough survives of William’s self-confident work for the court masque of the time to make the musical part assessable, principally that for The Triumph of Peace (1634), as printed by Lefkowitz (1970). His and Henry’s innovatory three-part through-composed psalm settings are in a distinct polyphonic idiom; with some advance in harmonic modernity, they work a vein of sacred song similar to examples (some with continuo) by Thomas Tomkins, Thomas Ford and Jenkins. Apart again are 12 ‘psalms to the common tunes’, in verse anthem form. They employ up to three professional adult male voices in the verses, but devote the chorus passages, in strong contrast, to organ-accompanied Geneva tunes, presumably for unison rendition by congregation.

The solo songs are best represented in his own songbook which, like Henry’s, appears to have begun as a retrospective collection – around the time 1638–9 in William’s case. Work datable after 1641 is not represented within it; another marker is the series of seven contiguous Herrick settings, which probably dates from an association during Herrick’s stay in London in 1640 (Henry’s songbook carries a similar cluster). Some of the earlier stage work that Lawes copied is variant in its literary text. Possibly a sign of revision, it makes it harder to correlate with dated occasions for performance; whether for example the dialogue setting from Ben Jonson’s The King’s Entertainment at Welbeck (1633) is really the composer’s earliest known commission is for that reason dubious. However songs and incidental music from 1634 up to the outbreak of war, for plays mounted at court by the King’s Men and Queen Henrietta’s Company, and for the chief court masques, were undoubtedly quick to follow the success of The Triumph of Peace. Lawes was associated with ‘Beeston’s Boys’ from their beginning, a mysterious rival troupe formed in 1637 with royal complaisance. The following schedule is founded on suggestions by Lefkowitz, some dates being necessarily approximate:

1633

 Ben Jonson, Entertainment at Welbeck

1634

 John Fletcher, The Faithful Shepherdess (revived)

 William Davenant, Love and Honour (revived 1637)

 James Shirley, The Triumph Of Peace

1636

 William Cartwright, The Royal Slave (Oxford production)

 Davenant, The Triumphs of the Prince d’Amour

 Jonson, Epicoene, or The Silent Woman (revival)

 Shirley, The Duke’s Mistress

1637

 Francis Beaumont, Fletcher, Cupid’s Revenge (revival)

 Jasper Mayne, The City Match

 John Suckling, Aglaura (or second version, 1638)

1638

 William Berkeley, The Lost Lady

 Davenant, Britannia triumphans

 Davenant, The Unfortunate Lovers

 John Ford, The Lady’s Trial

 Suckling, The Goblins

1639

 Fletcher, The Mad Lover (revival)

 Henry Glapthorne, Argalus and Parthenia

1639–40

 William Cavendish (with Shirley), The Country Squire

 Suckling, The Tragedy of Brennoralt

1641

 Richard Brome, A Jovial Crew

 John Denham, The Sophy

 Shirley, The Cardinal

undated

 Thomas Middleton, The Widow (revival)

 Shirley, The Triumph of Beauty (school masque)

William’s forthright, extrovert style has been adjudged more closely related to those of John Wilson and Nicholas Lanier (ii) than to the subtler melody of his brother, and the better suited to theatre taste. Some of his long-popular catches were also designed for the stage. This work bespeaks a sardonic temperament akin to Cavalier poets like Sir John Suckling, to whom working conditions brought him close, and whose quick wits were similarly not drawn to fine delineation of internal states of mind. He was however at home with deliberate large-scale tonal schemes, as found in his masque music, in a way that presages later entertainments and opera (see Masque, §4).

Though without a post in the Chapel Royal, William composed two anthems (now lost) for use there, one involving novel use of symphonies for cornetts and sackbuts. Of the other anthems of uncertain date, two had widespread cathedral use, including The Lord is my Light, long in the repertory owing to its measured and powerful declamation. The ‘psalms to the common tunes’ juxtapose high-church practice with low. Verses in florid continuo style are joined to simple choruses made up of hymn tunes intended for a Calvinist laity, both segments fitted to standard texts by Sternhold, Hopkins and others. It is possible that this unprecedented alloy of genres was evolved to allay the stresses of civil war siege, either in the Oxford garrison or elsewhere, as in York. The shorter, published three-part psalms too may have been promoted by wartime conditions. Most were written to the metrical verse paraphrases of George Sandys, published in 1636. Henry Lawes as editor drew attention to their origin in the king’s service. This could imply use in the campaigning chapel from the year 1639 onwards, when a full complement of singers may have been unavailable. As a set, they pointedly harp on themes of the god of battles and the exile of Judah; they include much contorted writing. One penitential setting furthermore (Psalm vi; not Sandys) had its bizarre head-motif prominently quoted at the beginning of the last of Lawes’s six-part viol suites to be written (c1641). With these psalms was printed an even more dissonant lament, for Lawes’s friend John Tomkins (d 1638): Music, the master of thy art is dead (ex.5).

Lawes, William

5. Assessment.

The distinctive voice of Lawes is positioned in the early phase of the Baroque as squarely as Monteverdi, and represents the understanding at its fullest of the Italian seconda pratica among English composers in the reign of Charles I, up to 1642: the household musician George Jeffreys is the only other convert as total. The instrumental work of Lawes is notable as an advance on the practice of native Jacobean writers by the power and grace of its ‘aire’ or melodiousness, comparable in fluency to the otherwise very different John Jenkins. Lawes was paramount in assimilating (rather than just appreciating) all available influences, including French suite-form; this gives his instrumental works an importance that is no longer disputable. Still, the degree of upheaval to musical traditions in the mid-17th century, and the hesitations before a secure foundation was relaid after civil war, have made the place of Lawes, an unusually direct victim of extra-musical forces, as hard to establish as any composer of his time. His provision for masques is, for all its serviceability, as unrevivable in full as are the ephemeral entertainments to which it is tied. For instruments, his powerful chamber works were a culmination of court tastes in the early Stuart age, partly influenced from France by the vagary of dynastic marriage; the failure of the court left no obvious path open to successors. Large-scale fantasies, the stylized dances of variation division suites, fantasia-suites for violins, and lyra viol ensembles, outlasted him by little more than 15 years. He was more influential for the new bourgeois audience in what may have seemed to him slighter attainments: the metrical Choice Psalmes; the generality of his dances, both those from The Royall Consort (but not its grand pavans and fantasies) and the compilations made by Playford in print and by others in manuscript. His compositional practice, in its harmonic boldness and melodic abruptness, could not be ignored by contemporaries of rank, and seeded itself effectively in the common parlance – specifically in younger men like Matthew Locke and Christopher Gibbons, and thereafter more diffusely. Even a senior traditionalist colleague, John Jenkins, was affected in style and choice of forms. There is no direct evidence however that Henry Purcell paid note to the achievement of Lawes; to judge from scathing remarks in the preface to his Sonnata’s (1683), he may even have deliberately slighted its preoccupation with mere dance forms, the mark of an era when Gallic influence was highest and the detour away from strict counterpoint most extreme. Even so it speaks highly for Lawes that without his direct or indirect example the harmonic profundity of later composers including Purcell, who turned the educated ear most decisively back to the disciplines of counterpoint, would have been inconceivable.

Lawes, William
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Editions:The Rounds, Catches and Canons of England, ed. E.F. Rimbault (London, 1865) [R]Masque of Comus (Milton), ed. F. Bridge (London, 1908/R1956) [B]William Lawes: Select Consort Music, ed. M. Lefkowitz, MB, xxi (1963, 2/1971) [L]Trois masques à la cour de Charles Ier d’Angleterre, ed. M. Lefkowitz (Paris, 1970) [M]English Songs, 1625–1660, ed. I. Spink, MB, xxxiii (1971) [S]Four Hundred Songs and Dances from the Stuart Masque, ed. A.J. Sabol (Providence, RI, 1978, enlarged 2/1982) [A]British Library Manuscripts, Part II, English Song 1600–1675, 2nd ser., ii, ed. E.B. Jorgens (New York, 1986) [facs. of autograph songbook GB-Lbl Add.31432] [J]

For further source information see Lefkowitz, 1960

*

 incl. autograph

†

 incl. inc. copy

through-numbering of bowed-string works based on DoddI

instrumental consort

other instrumental ensemble

keyboard

plucked strings

secular vocal

sacred vocal

Lawes, William: Works

instrumental consort

The Royall Consort (nos.1–67), ‘old version’, 2 tr, t, b insts, bc (2 theorbos), GB-Ob; ed. D. Pinto (London, 1995):

Setts nos.1–3, d, 4 movts (nos.10–13) Lbl; Setts nos.4–6, D, 2 movts (nos.26–7) Lbl; Sett no.7, a; Sett no.8, C; Sett no.9, F; Sett no.10, B

The Royall Consort (nos.1–67), ‘new version’, 2 vn, 2 b viols, bc (2 theorbos); ed. D. Pinto (London, 1995):

Sett no.1, d, Ob*, Och, 6 movts (nos.2–7) Lbl; Sett no.2, d, Lbl, Ob*, Och, 2 movts (nos.11–12) W; Sett no.3, d, Lbl, Ob*, Och; Sett no.4, D, Lbl, Ob*, Och; Sett no.5, D, Lbl, Ob*, Och; Sett no.6, D, Ob*, Och, 5 movts (nos.37–41) Lbl; Sett no.7, a, Lbl, Och; Sett no.8, C, Lbl, Och; Sett no.9, F, Lbl, Och; Sett no.10, B, Lbl, Och

Arr. tr, b: nos.54, 58, 61, 16555; no.41, 16628

Consort setts (nos.68–83), 2 tr, a/t, t, b viols, org, GB-Lbl*, Ob*, US-NH, F.B. Zimmerman’s private collection, Philadelphia; ed. D. Pinto (London, 1979):

Sett no.1, g, 2 movts (nos.68–9) GB-Ob, ed. in L, 1 movt (no.70), Ob [2 tr, t, b insts, seeother instrumental ensemble: Other suites]; Sett no.2, a, 1 movt (no.73), version in g, tr, b insts, Ob, US-NH [see alsokeyboard, ‘Mr Laws flat tune’], 1 movt ed. in L; Sett no.3, c, 1 movt (no.75), 2 tr, b insts), GB-Lbl*, W, 1 movt, d (no.76), 2 tr, t, b insts, Lbl, 1 movt (no.77, as sym. in anthem attrib. H. Lawes), tr, b insts, Lbl, 1 movt ed. in L, 1 movt ed. in [Arkwright] (1909–10); Sett no.4, F, 1 movt (no.79), 2 tr, ?2 b insts, G, D-Hs [2 tr, t, b insts, seeother instrumental ensemble: Other suites], ed. L. Ring (London, 1965); Sett no.5, C, 1 movt (no.83), 2 tr, b insts, GB-Lbl*, ed. H. Mönkemeyer (Wilhelmshaven, 1966)

Consort setts (nos.84–100), 2 tr, a/t, t, 2 b viols, org, GB-Lbl*, Ob*, Och, F.B. Zimmerman’s private collection, Philadelphia; ed. D. Pinto (London, 1979):

Sett no.1, g, 2 movts (nos.85–6) ed. A. Dolmetsch and P. Grainger (New York, 1944); Sett no.2, C, ed. H. Mönkemeyer (Wilhelmshaven, 1966); Sett no.3, F, ed. L. Ring (London, 1967); Sett no.4, B, 1 movt (no.96) ed. in L; Sett no.5, c, ed. in L

Lawes, William: Works

other instrumental ensemble

Setts for division viols (nos.101–7), 2 b viols, org:

Sett no.1, g, GB-Ob*, ed. J. Richards (London, 1972); 2 movts (nos.101, 103), 2 tr, t, b insts, bc, Ob [seeother instrumental ensemble: Other suites], 1 movt (no.102), tr, b insts, Ob, 16555

Sett no.2, C, Ob*; nos.104–5, ‘Paven and Almane of Alfonso’ Ferrabosco (ii), ed. in L; no.106 inc., no.107 resetting of Royall Consort no.33

Setts ‘For the Violls’ (nos.108–113), 2 tr, 2 b viols, GB-Ob*; ed. R. Taruskin (Ottawa, 1983); ed. R. Nicholson, William Lawes: Fantasies and Aires (London, 1985):

Sett no.1, c, 1 movt (no.109) Lbl*, 1 movt (no.110), d, Lbl*; Sett no.2, C, 1 movt ed. in M

Fantasia-suites (nos.114–37), vn, b viol, org, GB-Lbl, Ob*, Och, L. Ring’s private collection, Hexham, Northumberland; ed. in MB, lx (1991):

Sett no.1, g, ed. in L; Sett no.2, G, 1 movt (no.118) 16555, 2 tr, ?2 b insts, D-Hs; Sett no.3, a; Sett no.4, C; Sett no.5, d, ed. C. Arnold (London, 1957); Sett no.6, D; Sett no.7, d, ed. in L; Sett no.8, D, ed. in Lefkowitz (1960)

Fantasia-suites (nos.138–61), 2 vn, b viol, org, F-Pc, GB-Lbl, Ob*, Och, L. Ring’s private collection, Hexham, Northumberland:

Sett no.1, g, ed. in L; Sett no.2, G, ed. G. Dodd (London, 1977); Sett no.3, a, 1 movt (no.144) ed. in M; Sett no.4, C, ed. G. Dodd (London, 1967); Sett no.5, d, ed. C. Arnold (London, 1957); Sett no.6, D, ed. in L; Sett no.7, d, ed. in L; Sett no.8, D, 1 movt (no.159) pr. in Meyer (1946)

Harpe consorts (nos.162–91), vn, b viol, harp, bc (theorbo), GB-Ob*:

Sett no.1, g, Och, 16628, 1 movt (no.162) Mch, 2 movts (nos.162–3) 16516 [seekeyboard], ed. in L; Sett no.2, g, Och; Sett no.3, G, Och, 3 movts (nos.170–71, 173) 16516 [seekeyboard]; Sett no.4, d, Och, 16555, 1 movt (no.177), kbd, Och [see alsosecular vocal: ‘O my Clarissa’, 2nd version], 1 movt ed. in Lefkowitz (1960); Sett no.5, D, Och, 16555; Sett no.6, D, Och, 1 movt (no.182) 16555 [seekeyboard]; no.187, G, Och; no.188, G (pavan), ed. in L; no.189, D, on pavan for harp by ‘Cormacke’ [McDermott], ed. in L; no.190, on ‘Paven of Coprario’, 2 b insts, ed. in L; no.190, d (fantasy)

Other suites, 2 tr, t, b insts, bc; ed. D. Pinto, William Lawes: The Royall Consort (old version) (London, 1995):

Sett no.1, g (nos.101, 103, 338, 70, 339, 337), GB-Ob; 2 movts (nos.101, 103), 2 division b viols, org, Ob [see alsokeyboard: Consort setts andinstrumental consort], 4 movts Lbl, 3 movts Och, 2 movts W; 3 movts ed. L. Ring (London, 1964)

Sett no.2, G (nos.79, 320, 80, 322–3), Ob, 2 movts Lbl, 1 movt Lbl, Ob, 2 movts D-Hs [seeinstrumental consort: Consort setts]

Airs in d (nos.78, 260, 264), GB-Lbl, Och [seekeyboard]

Symphonies, mainly from masques The Triumph of Peace, 1634 [TP], The Triumphs of the Prince d’Amour, 1636 [TPA], Britannia triumphans, 1638 [BT]: all ed. in M:

in C: no.200 (TP), GB-Lbl, Ob*, 16498, ed. in Dent (1928), ed. in A; no.201 (TP), Lbl, Ob*, 16664; no.209 (BT), Lbl, Ob*, 16498; no.210 (TP) probably by S. Ives, sources in Holman (1975–6), also Ob (attrib. Lawes), 16498; no.215 (TPA), Lbl, Ob*, 16555, ed. in Dent (1928), ed. in A

in c: no.231 (BT), Ob*, US-NH, 16555; no.232 (from ‘Deere, leave thy home’: seesecular vocal), GB-Lbl, Ob*, 16555; no.239 (TPA), Ob*

in G: nos.311–12 (TPA), Och (tr, a, b insts), US-NH, 16555

in g: no.343, GB-Lbl (tr, a, b insts), US-NH, 16516, ed. in B; no.345, GB-Lbl (tr, a, b insts), US-NH, 16516

in a: no.380 (TP), GB-Lbl, Ob*, 16784

Aires and dances, tr, b insts unless otherwise stated, GB-Lbl, Llp, Ob, Och, W, US-NH, 16516, 16555, 16628, 16664 (cittern), 16725, 16784:

in C: nos.200–15 [no.205, arr. as ‘Come lovely Cloris’: seesecular vocal]; in c: nos.221–39; in D: nos.246–51; in d: nos.256–88; in e: nos.296–300; in F, nos.306–7; in G: nos.311–28; in g: nos.336–70 [no.346, arr. as ‘Clorinda when I goe away’: seesecular vocal]; in a: nos.380–87; in B: nos.391–8

Fantasies, preludes, dances, 1–3 lyra viols (by tuning):

Harpway sharp (defhf): nos.421–35, 441–51, A-ETgoëss, IRL-Dm, GB-HAdolmetsch, Lbl*, US-NH*, 16527

Harpway flat (edfhf): nos.461–7, 471–81, A-ETgoëss, GB-HAdolmetsch, Lbl, Mp, R. Spencer’s private collection, Woodford Green, Essex, 16614

High harpway sharp (fdefh): nos.491, 496–9, IRL-Dm, GB-HAdolmetsch

High harpway flat (fedfh): nos.511–14, 521–7, HAdolmetsch, Mp, US-CA*, 16614

Eights (fhfhf [A'–D–A–d–a–d']): nos.541–6, 555–79, IRL-Dm, GB-HAdolmetsch, Mp, Ob, Och*, Chester, Cheshire Record Office, US-CA*, no.567 ed. in M, nos.568, 573 ed. in L

French set (efdef): no.591, R. Spencer’s private collection, Woodford Green, Essex

(ffcdh): no.596, GB-Mp

Lawes, William: Works

keyboard

all for virginals/harpsichord

Suite (based with variants on alman by O. Gibbons), a, F-Pc, GB-Lbl, Och, 1 movt in S.R. Lancelyn Green’s private collection, Bebington, Wirral, Merseyside, 1 movt in 16516; ed. in M, 1 movt ed. in MB, xx (1962)

Symphony, Saraband, a (nos.343, 345 in g: seeother instrumental ensemble: Aires and dances), US-NYp, 16637

‘The Golden Grove’ alman and suite, a (nos.361–3 in g), GB-Och, Lbl, Llp, variant in 16637; tr, b insts (nos.361–4), g, Ob, 16628; cittern (nos.361–2), 16664; 1 movt ed. in M

Saraband, a, Llp, Och, 16637; (following ‘Golden Grove’, nos.361–2)

Country Dance, a, addn to ‘Golden Grove’, Och

‘Mr Laws flat tune’, g [cognate of no.73; seeinstrumental consort: Consort setts], US-NYp, ed. in CEKM, xliv (1982), variant for lyra viol, GB-Mp [see alsosecular vocal: ‘Corinna false!’]

Alman, Corant (nos.162–3), g, with anon. Saraband, Ob [see Harpe Consort no.1]

Alman, Corant (nos.170–71), G, Llp, 16637 [see Harpe Consort no.3]

Saraband, G, 16637 (in suite with nos.170–71 from Harpe Consort no.3)

Alman (no.182 from Harpe Consort no.6), D, US-NYp

Jig (no.251), D, NYp; tr, b insts, 16628

Symphonies, C (nos.200–01), Huntingdon, Cromwell Museum, GB-Lbl

Saraband (no.264), d, Ctc, Lbl, Och; 2 tr, t, b insts, Och; lute, R. Mathew: The Lutes Apology (1652); lyra, Cu; tr viol, The English Dancing Master, ed. J. Playford (1651): ascribed only in Ctc

Jigg, G (no.313), arr. B. Cosyn as ‘Coranto’, US-NYp; tr, b insts, GB-Och, 16555; vn, The Dancing Master (4/1670) as ‘The Lord Chamberlins Delight’

Coranto, g (no.339a, seeother instrumental ensemble: Other suites), arr. B. Cosyn, US-NYp

Symphony, a (no.380), Huntingdon, Cromwell Museum

See alsoother instrumental ensemble: Harpe consorts

Lawes, William: Works

plucked strings

Suite: alman (arr. from R. Mesangeau, 16387), 2 corantos, 2 lutes, GB-Ob*; ed. L. Sayce and C. Wilson (London, 1998)

Alman, 2 corantos, cittern (incl. no.396), 16664, seekeyboard: ‘The Golden Grove’ suite

Lawes, William: Works

secular vocal

dramatic works and printed poetry collections containing songs are given in parentheses

A hall, a hall, to welcome our freind (J. Suckling: The Tragedy of Brennoralt, 1639), 3vv, GB-Lbl*

Ah cruell love (To Pansies) (R. Herrick: Hesperides, 1648), 1v, Lbl*

A health to the northerne lasse (Suckling: The Goblins, 1638), 3vv, Lbl*, US-NYp

A knot of good fellows, catch, 3vv, 16676; M

All these lye howling (J. Fletcher: The Mad Lover, revived 1639), glee, 2vv, NYp

Amarilis, teare thy haire, 1v, GB-Lbl*, 16695 (adaptation, attrib. H. Lawes); ed. in Lefkowitz (1960)

And may your language be of force (W. Davenant: The Triumphs of the Prince d’Amour, 1636), madrigal, 3vv, chorus 4vv, Ob*; A, M

A pox on our gaoler (W. Cartwright: The Royal Slave, 1636), catch, 4vv, 16676; R

A round, a round, boys (R. Brome: A Jovial Crew, 1641), catch, 3vv, 16676

Aske me noe more where Jove bestowes (T. Carew), 1v, Lbl*, 16784; ed. in Lefkowitz (1960)

Behold how this conjunction thrives (Davenant: The Triumphs of the Prince d’Amour, 1636), 1v, chorus 4vv, Eu (inc.), Ob*†; A, M

Beliza, shade your shining eyes, 1v, Lbl*

Be not proud, pretty one (Love’s Affection), 1v, Lbl*, Ob (a 3), 16695 [also with text: I can love for an hour, Eu (inc.), Lbl, Ob (inc.)]

Bess black as a charcole, catch, 3vv, 16676

Brisk clarett and sherry, catch, 3vv, Ob* (only incipit texted)

Britanocles the great and good appears (Davenant: Britannia triumphans, 1638), 5vv, Ob*; M

Call for the ale, catch, 4vv, Lbl, Ob*, 165210; R

Can bewtye’s spring admitt, 1v, Lbl*

Cease, warring thoughts (J. Shirley: The Triumph of Beautie, before 1645), madrigal, 3vv, Eu (inc.), Ob*†; ed. in Lefkowitz (1960)

Charon, O Charon, hear a wretch opprest (Charon and Amintor), dialogue, 2vv, 16695; S

Charon, O gentle Charon, let me wooe thee (Charon and Phylomel), dialogue (Herrick: Hesperides, 1648), 2vv, Lbl*, Ob, 16528

Clorinda, when I goe away (‘Elizium’: seeother instrumental ensemble: Aires and dances), 1v, Ob†, US-NYp

Cloris, I wish that Envye were as just, 1v, GB-Lbl*

Come, Adonis, come away (J. Tatham: Ostella, 1650), 1v, US-NYp (2vv), 16595, 16784; S

Come, Amarillis, now let us be merry, catch, 4vv, 16676

Come away, see the dawning of the day (Shirley: The Triumph of Peace, 1634), ?4vv (?inc.), GB-Ob*; M

Come, Cloris, hye wee to the bower (H. Reynolds), 3vv (inc.), Eu (inc.), Ob (inc.)

Come follow me brave hearts, catch, 3vv, 16676

Come, heavy hart, whose sighs thy sorrowes shew, dialogue, 2vv, Lbl*

Come, let us cast the dice (Shirley, or W. Cavendish: The Country Captain, 1640), catch, 3vv, Lbl, 16516

Come, let us have a merry heart, catch, 3vv, 16676

Come lovely Cloris, 3vv, 16725 [see alsoother instrumental ensemble: Aires and dances]

Come, my Daphne, come away (Strephon and Daphne) (Shirley: The Cardinal, 1641), dialogue, 2vv, Lbl*, 16528

Come, my lads, catch, 6vv, Ob* (only incipit texted)

Come, quaffe apace this brisk Canary wine, catch, 3vv, 165210

Com, shepherds, com, com away (Beaumont and Fletcher: The Faithful Shepherdess, 1607, revived 1634), 1v, US-NYp; ed. in Cutts (1963)

Come, take a carouse, 3vv, GB-Lbl*

Corinna false! it cannot be, 1v, 16784 [attrib. H. Lawes; seeinstrumental consort: Consort setts, no.73]

Cupids wearie of the court, 1v, Lbl*, US-NYp, 16784

Dainty fine aniseed water, catch, 3vv, 165210

Damon, good morrowe, may the morning queene, ?3vv (?inc.), GB-Eu (inc.), Ob (inc.)

Deere, leave thy home and come with me (A Sonnet) (W. Herbert), madrigal, 4vv (inc.), Eu (inc.), Ob*†

Deerest, all faire is in your browne, 1v, Lbl*, US-NYp; M

Doris, see the am’rous flame, 1v, GB-Lbl*

Dost see how unregarded now (Sonnet) (Suckling: Fragmenta aurea, 1646), 1v, Lbl*

Drink tonight of the moonshine bright, catch, 3vv, Lcm, 165210; R

Erly in the morne, 1v, Lbl*

Fair as unshaded light (To the Queene, entertained … by the Countesse of Anglesey) (Davenant: Madagascar, 1638), 1v, 16784; ed. in Gibbs (1972)

Faith, be noe longer coy (A Motive to Love) (Wit’s Interpreter, 1655), 1v, Lbl*, US-NYp, 16528, 16664 [as Fie, be no longer coy, for cittern, with text added]; S

Far well, faire sainct (On his mistress crossing the sea) (T. Cary, in R. Fanshawe: Il pastor fido, 1647), 1v, GB-Lbl*, 16784

Feare not, deere love (Secresie Protested) (T. Carew, 1640), madrigal, 5vv (inc.), Ob*†

Fill, fill the bowele, glee, 2vv, US-NYp

Gather ye rosebuds while ye may (Herrick: Hesperides, 1648), 1v, GB-Lbl*, Ob, US-NYp, 16527, 16664 [for cittern, with text added]; S

Gather ye rosebuds while ye may (Herrick: Hesperides, 1648), 3vv, GB-Eu (inc.), Gu, Lbl, Ob (inc.), 16528 [arr. from preceding setting]; S

God of winds, when thou art growne brethles, 1v, Lbl*

Goe, bleeding hart, before thou die, madrigal, 3vv (inc.), Ob*

Good morrow unto her (Shirley), 3vv, Eu (inc.), Ob (inc.), US-NYp

Goose law’d with Goose for cousin Gander’s land, catch, 3vv, 165210; R

Had you but herd her sing, 1v, GB-Lbl*, 16784

Hang sorrow and cast away care, catch, 3vv, Lbl, 165210; R

Harke, harke, how in every grove (Cupid’s Call) (Shirley, 1646), 1v, US-NYp

Harke, jolly lads, catch, 3vv, GB-Ob* (only incipit texted)

Hast you, nimphs, make hast away (Nimph and Shepherd), dialogue, 2vv, 16695

Ha we to the other world, catch, 4vv, 165210; R

Heark, faire one (R. Lovelace: Lucasta, 1649) (text only)

Hence, flatt’ring hopes, 1v, Lbl*

Hence, ye prophane, far hence away (Shirley: The Triumph of Peace, 1634), 1v, chorus 4vv, Ob*; ed. in Dent, A and M

Here’s a jolly couple, 1v, US-NYp

He that will not love (Not to Love) (Herrick: Hesperides, 1648), 1v, GB-Lbl*, 16695

I burne, and beg of you to quench or cool me (To the Dewes) (Herrick: Hesperides, 1648), 1v, Lbl*

I can love for an hour (Love’s Flattery) (Wit’s Interpreter, 1655), 1v, US-NYp, 16537; S

I can love for an hour (Love’s Flattery) (Wit’s Interpreter, 1655), 1v, GB-Eu (inc.), Lbl, Ob (inc.) [music as Be not proud, pretty one]

I doe confesse, catch, 3vv, Ob* (only incipit texted)

If you a wrinkle on the sea have seene, 1v (inc.), Lbl*

If you will drink Canary, catch, 3vv, Lbl, Ob*, 165210; R

I keepe my horse, I keepe my whore (The Cuttpurse Song) (T. Middleton: The Widow), 1v, US-NYp

Ile tell you of a matter, catch, 3vv, 165210

I’m sick of love (To the Sycamore) (Herrick: Hesperides, 1648), 1v, GB-Lbl*, Ob

In envye of the night (Shirley: The Triumph of Peace, 1634), 1v, Lbl*, US-NYp; ed. in Lefkowitz (1960), A and M

It is folly to be jolly, catch, 3vv, 16585

It tis hir voice, 1v, GB-Lbl*

I would the god of love would dye (Shirley, 1646), 1v, Lbl*

Lets cast away care, catch, 3vv, Ob*, 16516; R

Listen near to the ground, catch, 3vv, 16585

Love, I obey, shoot home thy dart, 1v, Lbl*, 16784

Love is lost and gone astray, glee, 2vv, in J. Playford: A Brief Introduction to the Skill of Musick (London, 4/1662)

Lovers rejoice, your paines shall be rewarded (Beaumont and Fletcher: Cupid’s Revenge, revived 1637), 1v, Lbl*

Love’s a child and ought to be won with smyles (H. Glapthorne: Poems and Argalus and Parthenia, 1639), 1v, Lbl*, 16784

Love throws more dangerous darts, 3vv (inc.), Eu (inc.), Ob (inc.)

May our three gods so long conjoyne (Davenant: The Triumphs of the Prince d’Amour, 1636), 4vv, Ob*; A, M

Music, the master of thy art is dead (On the memory of my friend, John Tomkins) (? W. Lawes), madrigal, 3vv, 1638, Ob*, 16484

Never let a man take heavily, catch, 3vv, Ob*, 165210; R

Noe, noe, faire heriticke (Suckling: Aglaura, 1638), 1v, US-NYp [also attrib. H. Lawes]; S

Now in the sad declenshion of thy time, 1v, GB-Lbl*

Now, my lads, now let’s be merry (catch), 3vv, 16676

Now that the spring hath fill’d our veins (W. Browne in Merry Drollery, 1661), glee, 2vv, Lbl, 16528

Now the sun is fled downe, dialogue (Cartwright: The Royal Slave, 1636), 2vv, chorus 5vv, F-Pc, US-NYp [also attrib. H. Lawes]; S

O draw your curtaynes and apeere (Davenant: Love and Honour, 1634), lv, GB-Lbl*, US-NYp, 16784; ed. in Gibbs (1972)

O let me still and silentt lye, 1v, NYp

O love, are all those arrowes gone, 1v, GB-Lbl*

O my Clarissa, thou cruel faire, 1v, Och, US-NYp, 165210, 16664 [for cittern, with text added]

O my Clarissa, thou cruel faire, 3vv, GB-Gu, Lbl, 16537; ed. in M [version for harpe consort ed. in Lefkowitz (1960)]

On, on, compassion shall never enter heere, 1v, chorus 3vv, Lbl*

Orpheus, O Orpheus, gently touch thy Lesbian lyre (Trialogue between Alecto, Orpheus and Euridice), 3vv, Lbl*, 16784

O tell me, Damon, canst thou prove (Wit’s Interpreter, 1655), 1v, US-NYp, 16528 [probably by W. Webb]

O the fickle state of lovers (F. Quarles), glee, 2vv, GB-Ob, US-NYp, 16537 [also attrib. H. Lawes]

O thinke not Phoebe cause a cloud (Shirley, 1646), 1v, GB-Lbl*

Perfect and endles circles are, 1v, Lbl*, Llp

Pleasures, bewty, youth attend yee (Love in the Spring) (J. Ford: The Lady’s Trial, 1638), 1v, Lbl*, US-NYp, 16695; S

Renounce this humour and attend, 1v, NYp

Sacred love whose vertues power, dialogue, 2vv, NYp

See how Cawoods dragon looks, catch, 3vv, 16585; R

See how in gathering of their may, catch, 3vv, GB-Lbl, 165210

Singe, singe his praises that do keep our flocks (Fletcher: The Faithful Shepherdess, revived 1634), 3vv (inc.), Eu (inc.), Ob (inc.); ed. in Cutts (1963)

Sing out pent soules (Lovelace: Lucasta, 1649) (text only)

Soe well Britanocles o’re seas doth raigne (Song of Galatea) (Davenant: Britannia triumphans, 1638), 1v, choruses 3, 5vv, Ob*; M

Some drink boy, some drink (Suckling: The Goblins, 1638), catch, 3vv, Lbl, Ob*, 16676

Somnus, the ’umble god (J. Denham: The Sophy, 1641), 1v, US-NYp

Stand still and listen, catch, 3vv, GB-Ob*, 165210

Stay, Phoebus, stay (Songe) (E. Waller), 1v, GB-Lbl*

Still to bee neate, still to bee dresst (B. Jonson: Epicoene, or The Silent Woman, 1609, revived 1636), 1v, US-NYp; ed. in Lefkowitz (1960)

Sullen care, why dost thou keepe, 1v, NYp

Suppose her fair, suppose I know itt, 1v, NYp, 16784 [also attrib. A. Coates]

Tell me noe more her eyes (H. Moody in Wit’s Interpreter, 1655), 1v, GB-Lbl*, US-NYp, 16528

That flame is born of earthly fire (Love’s Constancy), 1v, F-Pc, GB-Lbl*, 16695

The angry steed, the phyph and drum (Davenant: The Triumphs of the Prince d’Amour, 1636), 1v, chorus 4vv, Ob*; A, M

The balmes rich swet, the myrrhs sweet teares (Davenant: The Triumphs of the Prince d’Amour, 1636), 2vv, chorus 4vv, Ob*; A, M

The catts as other creatures doe, 3vv, Lbl*, US-NYp; M

The larke now leaves his wattry nest (Davenant), dialogue, 2vv, NYp; ed. in Gibbs (1972)

The pot, the pipe, the quart, the can, catch, 4vv, GB-Lbl, 16585; R

There can bee noe glad man (Wit and Drollery, 1661), 1v, chorus 3vv, US-NYp

The wise men were but seven, catch, 3vv, GB-Lbl, 165210, 16664 [for cittern, with text added]; ed. in Lefkowitz (1960) and R

Thinke not I could absent myself this night (Shirley: The Triumph of Peace, 1634), 2vv, chorus 4vv, GB-Ob*; ed. in Dent (1928), A and M

Those lovers only hapye are, 1v, Lbl*

Though I am not Bachus preist, catch, 3vv, Ob* (only incipit texted)

Thou that excellest, 1v, Lbl, US-NYp

Tis no shame to yeild to beauty, 1v, chorus 3vv, NYp

Tis not, boy, thy amorous looke, dialogue, 2vv, GB-Lbl*

To bed, to bed (Davenant: Britannia triumphans, 1638), 5vv, Ob*; M

Tom, Ned and Jack, catch, 3vv, Ob* (only incipit texted)

To whome shall I complaine, 1v, Lbl*, US-NYp, 16784; S

Upp, ladies, upp, prepare your taking faces (Cupid’s Progress), 1v, GB-Lbl*, US-NYp, 16695; M

Virgins, as I advise, forbeare, 1v, GB-Lbl*, 16784

Vulcan, O vulcan, my love (Venus and Vulcan), dialogue, 2vv, 16537

Warrs are our delight, catch, 6vv, Lbl, Ob*, 165210; M

Wee shoe noe monstrous crockadell (J. Mayne: The City Match, 1637), 1v, US-NYp

What hoe, wee come to bee merry (Ford: The Lady’s Trial, 1638), 3vv, GB-Lbl*

What if I die for love of thee, dialogue, 2vv, Lbl, Och, US-NH

What should my mistresse doe with haire (One that loved none but deformed women) (Shirley, ? intended for The Duke’s Mistress, 1636), glee, 1v, chorus, 2vv, NYp

What softer sounds are these (Joy and Delight) (Jonson: Entertainment at Welbeck, 1633), dialogue, 2vv, GB-Lbl*

When by thy scorne foule murderess (The Apparition) (J. Donne, 1633), madrigal, 3vv (inc.), Eu (inc.), Ob (inc.)

When death shall snatch us from these kidds (Thirsis and Dorinda) (text: A. Marvell, 1681), dialogue, 2vv, Lbl

When each lynes a faithfull drinker, 3vv, Lbl*, US-NYp

When I by thy faire shape (Lovelace: Lucasta, 1649), 1v, NYp

Wher did you borrow that last sigh (W. Berkeley: The Lost Lady, 1638), 1v, GB-Lbl*, US-NYp

Wherefore do my sisters stay? (Shirley: The Triumph of Peace, 1634), madrigal, 1v, chorus 3vv, GB-Ob*, ed. in Dent (1928), A and M

Whieles I this standing lake swathed up with ewe (Justiciae Sacrum) (Cartwright, 1651), 1v, Lbl*

White though yee bee (On the Lillyes) (Herrick: Hesperides, 1648), 1v, Lbl*, 16695

Whither goe yee?, catch, 3vv, Ob*

Why doe you dwell soe longe in clouds (Shirley: The Triumph of Peace, 1634), 3vv (inc.), Eu (inc.), Ob (inc.); ed. in Cutts (1963), Walls (1976) and M

Why move these princes of his traine so slow? (Davenant: Britannia triumphans, 1638), 1v, choruses 2, 4, 5vv, Ob*; M

Why should fond man be led about, 3vv (inc.), Eu (inc.), Ob (inc.)

Why should great bewty vertuous fame desire (Davenant), 1v, Lbl*, US-NYp, in H. Lawes: Second Book of Ayres and Dialogues, 1–3vv (London, 1655) ed. in Gibbs (1972) and S

Why soe pall and wan, fond lover (Suckling: Aglaura, 1637), 1v, Carlisle, Bishop Smith’s Partbooks, US-NYp ed. in Lefkowitz (1960) and S

Wise nature that the dew of sleep prepares (Davenant: Britannia triumphans, 1638), 1v, chorus 3vv, GB-Ob*; M

Yee feinds and furies, come along (Davenant: The Unfortunate Lovers, 1638), 1v, Lbl*, 16784; ed. in Gibbs (1972)

Your love, if vertuous, will shew forth (T. Jordan: A Royal Arbor, 1664) (text only)

Lawes, William: Works

sacred vocal

anthems; full unless otherwise stated

All people that on earth doe dwell, verse, 3vv, GB-Och; ed. G. Dodd (London, 1970)

All yee tht feare him, praise the Lord, verse, 3vv, DRc, Och

Before the mountains were brought forth, Lbl, Ob (text only)

Behold how good and joyful a thing it is, 3vv, 16484

Cast mee not, Lord, out from thy face, verse, 3vv, Och

Come sing the great Jehovah’s praise, 3vv, Lbl, Ob (inc.), 16484

Gloria Patri et Filio, 3vv, 16484

Have mercy on us, Lord, verse, 3vv, Och; ed. G. Dodd (London, 1970)

How hath Jehovah’s wrath, 3vv, Lbl, 16484

How like a widow, 3vv, 16484

How long wilt thou forget me, O Lord, Ob (inc.), 16484

I am weary of my groaning, 3vv, Ob (inc.), 16484

In resurrectione, 3vv, 16484

In the substraction of my yeares, 3vv, Ob (inc.), 16484

I to thy wing for refuge fly, 3vv (inc.), Ob*

Judah in exile wanders, 3vv, 16484

Let all in sweet accord clap hands, 3vv, Lbl, Ob (inc.), 16484

Let God arise, verse, 1v, Lbl, Och, Y

Let God, the God of battell, rise, 3vv, Lbl, Ob (inc.), 16484

Lord, as the hart imbost with heat, 3vv, Lbl, Ob (inc.), 16484

Lord, in thy wrath reprove mee not, verse, 3vv, Och

Lord, thy deserved wrath asswage, 3vv, Lbl, Ob (inc.), 16484

Memento, memento, Domine, 3vv, 16484

My God, my rock, regard my cry, 3vv, Ob (inc.), 16484

My God, O why hast thou forsook, 3vv, Ob (inc.), 16484

Ne irascaris, Domine, 3vv, 16484

Oft from my early youth, 3vv, Ob (inc.), 16484

O God, my God, wherefore doest thou forsake me, verse, 3vv, DRc, Och

O God, my strength and fortitude, verse, 3vv, Och

O Lord, consider my distresse, verse, 3vv, Och

O Lord, depart not now from mee, verse, 3vv, DRc, Och

O Lord, in yee is all my trust (The Lamentation), verse, 3vv, Och

O Lord, of whom I doe depend (Humble Suite of a Sinner), verse, 3vv, Och

O Lord, turne not away thy face (The Lamentation of a Sinner), verse, 3vv, Och

O sing unto the Lord a new song, 3vv, 16484

Out of the horrour of the deep, 3vv, Ob (inc.), 16484

Praise the Lord enthron’d on high, 3vv, Lbl, Ob (inc.), 16484

Sing to the king of kings, 3vv, Lbl, Ob (inc.), 16484

The Lord is my light, verse, 4vv, DRc, Lbl, Och, Y, W. Boyce, Cathedral Music (London, 1760–78), ii

They that go down into sea in ships, Y (inc.)

They who the Lord their fortresse make, 3vv, Ob (inc.), 16484

Thou mover of the rowling spheres, 3vv, Ob (inc.), 16484

Thou that art inthron’d above, 3vv, 16484

To thee I cry, Lord, hear my cries, 3vv, Ob (inc.), 16484

To thee, O God, my God, 3vv, Ob (inc.), 16484

To the God whom we adore, 3vv, Ob (inc.), 16484

When man ffor sinne thy judgment feeles, verse, 1v, Lbl

Who is this that cometh out of the wildernesse, Lbl (text only)

Yee nations of the earth, 3vv, Ob (inc.), 16484

canons

Gloria in excelsis Deo, 3vv, 16484

Happy sons of Israel, 3vv, Lbl, Ob*†, 16484

Jesus is harmonious, 3vv, Lbl, 16484

Lord, thou hast been favourable, 3vv, Lbl, Ob*†, 16484

Regi, regis, regum (2 versions), 4vv, Ob*, 16484

Re, me, re, ut, sol, 3vv, Ob*

She weepeth sore in the night, 4vv, Lbl, Ob (inc.), 16484

These salt rivers of mine eyes, 3vv, 16484

Tis joy to see, 3vv, Lbl*, 16484

Why weepst thou, Mary? 3vv, 16484

