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By the time the eight symphonies were published (1760),
Burney's “‘worthy old friend’’ Dr. William Boyce (1711-79) had
attained a position of eminence and honour among English
musicians. 'de held the post of Composer to the Chapel Royal
(from 1736), and he was also one of the Chapel’s organists.
Receiving his Doctorate in music at Cambridge (1749), he then
took office as Master of the King's Music (1755-59). His
reverence for the old masters of English church music, which
was encouraged by his teacher Maurice Greene, resulted in his
completing Greene's projected collection of English Cathedral
Music, the first volume of which was published in 1760.

While these posts required him to compose numerous
anthems, and odes for solemn and festive occasions, he did
not confine himself to such productions. To attain popularity
as well as respect, it was necessary to write for the theatre and
the pleasure gardens of Vauxhall and Ranelagh. Accordingly,
between 1747 and 1760, Boyce employed his talents in
composing masgues, entertainments and incidental music to
plays. Burney records this activity, mentioning that “Mr. Arne
and Mr. Boyce were frequently concurrents at the theatres.”

Vocal music was considered by most composers to be of
paramount importance “the finest instrumental Music" being
regarded as “an imitation of the vocal . . .” (Avison). It is not
therefore surprising that some instrumental forms originated as
introductions and adornments to vocal works. The symphony
is one such form, having initially had the same function as the
overture, with which it was interchangeable. Both the origin of
the symphony, and the confusion in terminology are reflected
in the history of many mid-eighteenth century symphonies,
including those of Boyce and Arne. In 1760, Walsh published a
set of “Eight symphonys (sic) in eight parts. Six for violins,
hoboys, or German flutes, and two for violins, french horns
and trumpets, with a bass for violoncello and harpsicord (sic)

. . ."" by Boyce, which were taken mainly from his overtures to
odes, masques and incidental music. Arne's publication, also
largely based on theatre music, was entitled “Eight Overtures”.

At least one reason for the separate publication of these
orchestral works may be found in the following comment by
Avison in the preface to his edition in score of twenty-six of his
own concerti {1758):

“When we consider the utility of full-music for

ir truments, both in public and private concerts, and the
essential variety which it gives to those elegant
entertainments; it is somewhat to be regretted that so
few composers have employed their talents in this
extensive branch of the art.”
Eighteenth century newspaper advertisements and subscribers’
lists demonstrate the growth of musical societies and orchestral
concerts towards the mid-century, and it is possibly to meet
their requirements that works like the Boyce symphonies were
published.

Burney's description of Boyce's church music as possessing
an "‘original and sterling merit”’, and a “strength, clearness and
facility’’, may well be applied to the symphonies. It is these
qualities which must have appealed to a wider audience than
would have been touched by the latest fashions in music.
There is much variety to be found in them, ranging from the
delicate beauty of the aria-like slow movement of Symphony I,
to the brilliant and vigorous first movement of Symphony V.
Thematic, textural and dynamic contrasts are also in evidence
within a movement. For example, the straightforward opening
theme of Symphony IV (1st. movement), is followed by a
relaxed and lyrical phrase (like that which interrupts the severe
dotted rhythms of the beginning of Symphony VI). Then
comes a sudden outburst of repeated semi-quavers in all parts,
the whole resembling Vivaldi in character and change of mocod.

As would be expected of music originally conceived for the
theatre, the fugal movements are not without their passages of
effect. Strict contrapuntal procedure is often abandoned in
order to add to the force of a climax. The most usual device is
that of repeated semi-quavers, or another equally agitated
figuration in the strings, coloured by the sustained harmonies
of the wind. Such writing is found in the fugue of Symphony
V, and followed by a powerful unison statement of the fugue
subject. The magnificence of this effect may well have earned
Handel's approval, as he was reputed to have remarked that
the English “must be roused a little roughly, and are not of a
cast to be easily worked upon by delicacies.”

Bayce's style is equally striking and varied in the dance
movements. There is the somewhat severe ‘vivace’ of
Symphony lll, and the Gavotta from Symphony VIl has an
intense quality, which is aided by the asperity of the violins’

double appoggiature. Then in complete contrast is the
Minuetto of Symphony V, a work of almost Scarlattian
vivacity.

The forms of the dance movements are also varied, and
include a rondeau (Gavot, Symphony IV), and a ritornello
movement (Symphony I, 3rd movement). First movements are
of a more substantial scale. Those of Symphonies Il and V-VIii
are based, more or less strictly, on the French overture, while
the others are binary in appearance, though with recapitulatory
elements. The recapitulation generally takes the form of a
summary of preceding themes, occasionally with some
additional figurations, and a harmonic twist away from the
tonic, before the final cadence.

‘Development’ in these works usually means harmonic and
motivic intensification. In Symphony V this is accomplished by
overlapping a series of sequential repetitions of a cadential
motive from the fugue subject. The harmonic rhythm quickens
as the cadences dissolve into each other. In Symphony VI,
however, the attention is held bv the constant uncertainty of
tonal direction, which is aided by the relentless triplet
movement and the unchanging harmonic rhythm of much of
the piece.

Also carefully calculated in its detail is Boyce's scoring. He
clearly endorsed Avison's suggestion that the composer
“minutely observe the different Qualities of the Instruments’’,
particularly in his treatment of wind instruments. Apart from
those moveme s where the melodic lines of all instruments are
dictated by th  secial characteristics of the trumpets or horns,
the wind are n.. required to imitate the string figurations, but
to colour the texture. They are used to emphasise a cadence,
to point phrases and exaggerate contrasted material. They
provide rhythmic punctuation, or add weight or brilliance to an
animated string passage by sustaining the harmonies. (To claim
that the sustained wind passages of the early symphonies
rendered the continuo harpsichord redundant would be
inaccurate. Anyone who has heard a harpsichord in even a
small ensemble will realise that its effect is not primarily
harmonic, but rhythmic.) An unusual example of individual
tone colour is found in the Vivace from Symphony IIl. It isin.
two parts, the violins in unison, being doubled at the octave by
a bassoon, with the cello and continuo supplying the bass.

Kate Eckersley
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THE RECORD

Avoid damage to the music
surface of the record during
its removal from and return
to the inner bag and outer
sleeve. The open end of
inner bag should lie inside
the outer sleeve so as to form
a dust seal. To prevent ac-
cumulation of dust on the
record, it should always be
kept in its bag and sleeve
except when being played.

Avoid touching the music
surfaces by holding the re-
cord by its edge. A finger
mark will be difficult to re-
move and will cause dust to
stick.

Protect records from all
sources of heat, such as fires,
sunlight, radiators, hot-water
pipes, amplifiers, etc. A re-
cord left on a stationary
turntable may warp badly
when subjected to the rising
heat from an amplifier situ-
ated under the turntable.

Records should be stored at
a moderate uniform tem-
perature, away from heat and
dust, inan upright position
without appreciable ap-
plied pressure and with-
out leaning either way.

Records may be cleaned by
wiping the surfaces gently
with a barely damp soft
cloth,

Records, whose labels bear the words “Stereophonic” or
“Stereo” must be played with a pickup designed for stereo-
phonic records using a sapphire or diamond stylus with a
tip radius of between 0005 and -0007 inch. Failure to do
so is likely to result in poor sound and irreparable damage
to record and stylus.

Ifthe words “stereophonic” or “stereo” donot appearonthe record
label, the record is monophonic and may he played with any pick-up
(stereo or mono) designed forlong-playing records using a sapphire
ordiamond stylus with a tip radius of between +0005 and -0010inch.

PLEASE CHECK THE WORDING ON THE
LABEL BEFORE PLAYING

PLAYING SPEED 33% r.p.m.

STEREO
LABEL WILL STATE IF RECORD IS
MONO RECORDINGS ELECTRONICALLY
REPROCESSED TO GIVE STEREO
EFFECT ON STEREO EQUIPMENT

THE EQUIPMENT

The turntable should be per-
fectly level, should show no
up an® down movement
when rotating and should
run at a constant speed of
33% rp.m.

The pickup arm should be
free to move parallel and
perpendicular to the turn-
table surface.

The pickup tracking
weight must be adjusted
in accordance with the
equipment manufac-
turer’'s recommenda-
tions.

The stylus must be checked
for wear periodically (we
suggest after every 100 sides
for a sapphire), and must be
replaced, if necessary. Only
the correct type and size of
stylus may be used for re-
placement.

Remember that only one
chipped or worn stylus
may ruin your valuable
record collection com-
pletely.

There must be no acoustic
feedback from the loud-
speaker to the pickup.

Turntable mechanisms (e.g.
automatic stops, pickup set-
ting-down position etc.) may
require servicing or adjust-
ment from time to time.

IF YOU ARE IN ANY
DOUBT HOW TO ATTEND
TO THESE ADJUSTMENTS
PLEASE CONSULT YOUR
DEALER OR A COMPE-
TENT AUDIO ENGINEER,
WHO WILL BE GLAD TO
ADVISE YOU OR CARRY
OUT THE NECESSARY
ADJUSTMENTS FOR YOU.
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