


John Garth (1721-1810)
Accompanied Keyboard Sonatas, Op. 2 & Op. 4

Disc A (Op. 2)

No. 1 in G major * [7.47]
1 Allegro [4.14]
2 Rondeau: Allegro [3.33]

No. 2 in F major ** [7.24]
3 Allegro [4.56]
4 Presto [2.28]

No. 3 in C minor * [8.04]
5 Allegro [5.26]
6 Tempo di minuetto [2.38]

No. 4 in E flat major *** [7.05]
7 Allegro moderato [5.21]
8 Rondeau: Presto [1.44]

No. 5 in A major * [7.58]
9 Allegro [5.02]

10 Tempo di minuetto [2.56]

No. 6 in E major ** [9.30]
11 Moderato [4.10]
12 Presto [5.20]

Total duration CD1 [48.32]

Disc B (Op. 4)

No. 1 in C major * [8.06]
1 Allegro [4.17]
2 Vivace [3.49]

No. 2 in E minor ** [6.51]
3 Allegro [4.04]
4 Tempo di minuetto [2.47]

No. 3 in B flat major * [8.17]
5 Allegro moderato [4.31]
6 Tempo di minuetto [3.46]

No. 4 in D major * [6.16]
7 Allegro assai [4.16]
8 Tempo di gavotta: allegro [2.00]

No. 5 in E flat major * [9.44]
9 Allegro [5.18]

10 Spiritoso [4.26]

No. 6 in G minor *** [8.58]
11 Allegro [5.34]
12 Rondeau: Allegro [3.24]

Total duration CD2 [48.50]

Gary Cooper – harpsichord* fortepiano** organ***
Pavlo Beznosiuk – violin
Caroline Balding – violin
Richard Tunnicliffe – cello



John Garth and his Sonatas

The northern city of Durham has one of the most picturesque urban environments of
anywhere in Britain. At its heart is one of the country’s most spectacular cathedrals,
dramatically positioned on a rocky peninsular overlooking the leafy banks of the River
Wear. Today Durham is a hub of tourism, with visitors coming from across the world to
visit this city with its Norman architectural masterpiece and World Heritage Site. Three
hundred years ago, Durham possessed much of the charm that makes it such an attractive
place to visit today. Early visitors, such as Celia Fiennes, Daniel Defoe and Charles
Dibdin, were captivated by the city’s beauty and spoke highly of Durham and its citizens;
another visitor, the famous Polish count, Joseph Boruwlaski, was so enthralled with
Durham that he retired there in 1810. He described the cathedral as ‘a most ancient and
grand edifice’ and commented on the city’s ‘romantic situation’. However, Boruwlaski,
like Dibdin, thought it was ‘the hospitality and kindness of its amiable inhabitants’ that
made Durham such a special place.

Throughout the century Durham was an important socio-economic hub. Its location at the
centre of the coalfields that helped fuel the industrial revolution made it a focal point for
the production of that ore. This trade resulted in a burgeoning of the city’s wealth, which in
turn attracted members of the aristocracy and the nouveau riche. They, in turn, sought to
partake in many of the attributes of middle and upper class life which included the
production of music; as a result, the arts flourished at Durham.

The County Palatine of Durham was run by the ‘prince-bishop’ who, as the King’s
representative in the north-east, wielded substantial powers. In previous centuries the
bishop had enjoyed the royal privilege of being able to mint his own coinage; he could also
enforce legislation and had control of the courts. Durham was also blessed by its situation
on the Great North Road, the main link between London and Edinburgh. Many visitors
broke their journey at one of the city’s coaching taverns; the most popular of these was the
‘Red Lion’, a regular venue for concerts and assemblies.



There were a large number of musicians who worked in Durham and they capitalised on
the popularity of public diversions such as concerts. Many of them also had ties with the
cathedral and, as such, the cathedral choir came to dominate musical life in the north-east
of England. However, the choir did not have a monopoly on music in the city as there was
strong competition from the Newcastle upon Tyne-based musician Charles Avison (1709-
1770) and his friend and colleague John Garth.

Garth had an inauspicious background. He was born in 1721 and baptised on 27 December
at Witton-le-Wear parish church. His parents were William and Elizabeth; Garth’s father
was a yeoman of Harperley and owned land at Low Woodifield. Unfortunately, Garth’s
father died when he was aged four, although this does not appear to have impacted upon
his education. He probably attended one of the local grammar schools and may have been
one of Avison’s first pupils. Garth’s friendship with Avison continued up until his death in
1770 and he provided support through his subscription to Avison’s published works; in
addition, he was a member of the Newcastle concert orchestra. It was also most probably
Garth who sent a letter to the Newcastle Journal in 1759 under the alias ‘Marcellinus’ in
defence of Avison who had been criticised for assuming sole responsibility of the
Newcastle concerts.

Garth’s first musical post was that of organist at St Edmund’s Church in Sedgefield. He
was appointed there before 1742, but from the early 1770s had begun to delegate his
responsibilities at that place to others. He was also the organist to the Bishop of Durham at
his official residence, Auckland Castle, a position he held until 1794. Garth’s reputation as
an organist was widespread and he travelled far to give recitals. He opened the organs at
Stockton in 1759, Wakefield in 1767, and Kirkleatham in 1770.

Garth had relocated to Durham City by 1742 in which year he was admitted as a member
of the Durham Masonic Lodge, but his first recorded Durham concert was not held until
1746. It was organised for Durham’s race week, a time when the city would be busy and a



good return could be guaranteed. However, with the organisation of a Durham concert
Garth had entered into territory that had been almost the exclusive domain of the cathedral
choir. Avison had attempted to organise a concert series for the 1742 Durham race week,
but this endeavour did not go unnoticed. The cathedral’s organist, James Hesletine, was
particularly resentful of Avison’s incursion and a rift developed between the two men that
soured the musical environment in the area for almost twenty years. When Garth began to
promote his concerts, Avison supported him and they co-organised a Durham subscription
series that was set up in 1752 in direct competition to the choir’s own. However, towards
the end of the decade, and after several of the choir’s lay-clerks had been admitted to
Garth’s series, the animosity between the two competing groups began to dissipate and
they eventually merged. Garth continued to promote concerts with Hesletine’s successor,
Thomas Ebdon, until Garth retired from concert promotion in 1772. Garth may have
continued to play at concerts in the city after this date and certainly provided musical
tuition to several notable families in the area including the Milbankes at Seaham Hall. He
also remained on good terms with Ebdon and composed three anthems for the cathedral
that were copied into the choir’s part-books between 1783 and 1804.

Garth lived in Durham until 1789/90 when he moved to Bishop Auckland, and
subsequently to the farmhouse at Newhall near Wolsingham. On 20 July 1794 he married
Nanny Wrightson from Cockerton at St Cuthbert’s Church, Darlington. Garth had known
his wife for a considerable time before they were wed. She had subscribed to Ebdon’s
keyboard sonatas in c.1772, as well as Garth’s Op. 2, and may have come to know the two
musicians though the concerts they co-organised in Darlington during the 1760s. After
their marriage, Garth moved into her property in Cockerton and much of his property, as
arranged in their prenuptial agreement, was placed in trust for their firstborn son;
unsurprisingly, given Garth’s advanced age, they died without issue. After the death of
Nanny’s father in 1806, they moved into Cockerton Hall, which is where Garth lived until
he passed away on 29 March 1810. He had grown so much socially and financially that he
was laid to rest in the north aisle of St Cuthbert’s, Darlington.



Garth is well known for his eight-volume English version of the psalms of Benedetto
Marcello, issued from 1757, but his own compositional output is also relatively extensive.
In addition to his Op. 1 Cello Concertos (1760) and the Op. 3 Organ Voluntaries (1771),
Garth published five sets of accompanied keyboard sonatas between 1768 and c.1782.
Keyboard sonatas were a popular choice for many native composers. They were produced
in large numbers, and for different combinations of instruments. Some were for keyboard
alone, while others had additional parts for string or wind instruments; as such, they were
ideally suited for domestic music production. In the north-east, the dominant type of
keyboard sonata had accompaniments for two violins and a cello. The first composer to
utilise this form was Avison; he issued three sets between 1756 and 1764. Nevertheless, it
was Garth who was to enjoy the greatest triumph with this genre.

Garth’s first set of six sonatas, the Op. 2, appeared in 1768 and had 261 subscribers for 323
copies, a substantial number for any published work. Notable musical subscribers include
John Alcock, Charles Burney, John Camidge, Felice Giardini, William Hayes, William
Herschel, William Jackson, Thomas Linley, James Nares, John Stanley and five members
of the Avison family. This first set was exceptionally popular, and reissued at least a
further five times, including a spurious edition, under the name of Markordt of
Amsterdam, by Longman and Broderip. The first sonata in this set was particularly
popular, and was reissued on its own several times. After the success of his Op. 2, Garth
followed it with a second set, the Op. 4, in c.1772.

In writing these sonatas Garth opted to use a two-movement plan. In many of his first
movements, Garth favoured a rounded binary structure that features a ‘double-return’, a
key feature of sonata form. A typical example is Op. 2 No. 3, where the entire first section
or ‘exposition’ is recapitulated in the tonic at the end of the movement. Nevertheless, Garth
did exert some freedom in his recapitulations and often altered the theme when it returned.
For example, in the first movement of Op. 2 No. 1 the theme is inverted. This particular
movement impressed the composer William Gardiner who had first heard it performed at



age twelve; he recalled how it had appealed “to my feelings…[and] gave me much delight”.
The first movement of Op. 4 No. 2 is also powerful, and has an element of the sturm und
drang style, while that of Op. 4 No. 5 features some fugal writing. Garth’s second movements
are in a variety of forms. Several take the form of a French rondeau, in which there is a move
to the dominant in the first episode and the relative minor in the second; the popular
‘Rondeau’ from Op. 2 No. 1 is an obvious example. Some finales take the form of a dance,
such as a minuet or a gavotte.

The style of writing in Garth’s sonatas is notably different to Avison’s, which have a stronger
kinship with the keyboard sonatas of Francesco Geminiani. Garth’s writing is more lyrical
and he makes frequent use of popular devices, such as the popular ‘Alberti bass’ left-hand
accompaniment; as such, they have more in common with Alberti’s own sonatas. Other
influences on Garth include Domenico Scarlatti, C.P.E. Bach, and there are even parallels
with the sonatas of J.C. Bach, which had begun to appear in the 1760s.

Although we know that some of Garth’s sonatas were performed at concerts in the north-east,
they were conceived to be performed in a domestic environment. The keyboard parts do
demonstrate a high level of showmanship with their rapid arpeggiation and crossing of hands,
but are of a technical level that made them suitable for amateur female musicians. The string
accompaniments are used to reinforce the keyboard and have little independent writing, while
the keyboard part is complete in itself and can be played on its own. The keyboard part could
also be played on a variety of instruments, whether that was the harpsichord, spinet, organ or
pianoforte. In some sonatas Garth began to introduce crescendo markings, which gives an
indication that several of them were conceived for either a pianoforte, or for one of the new
developments in harpsichord-making that made subtle changes in dynamics possible. In one
instance, the crescendo mark coincides with one of the most notable pieces of borrowing in
any of Garth’s surviving compositions; the opening of the first movement of sonata Op. 4 No.
5 includes an idea taken from the opening of the popular cantata The Morning by Thomas
Arne. However, despite the inclusion of crescendo markings, it seems that when these were



performed at the Durham concerts that they would have been played on the harpsichord as
Ebdon’s later manuscript sonatas, the last of which is dated 1781, specifically call for that
instrument.

Garth’s sonatas were widely disseminated and appear to have been quite influential.
Keyboard sonatas with the same accompanying instruments were produced by the
Birmingham composers Jeremiah Clark and Joseph Harris. In addition, there was a form of
keyboard concerto that had accompaniments for two violins and a cello. Although these
concertos belong to a different tradition there was some cross-fertilisation between the two
genres, as can be seen in the Op. 10 Keyboard Concertos of John Stanley. Garth
subsequently issued another three sets of accompanied keyboard sonatas, the Opp. 5-7, but
they never achieved the same level of popularity as the Op. 2; nevertheless they are all well
crafted and reveal Garth’s considerable ability as a composer.

Today, there is a greater appreciation for Garth’s music, primarily due to the recording of
his cello concertos which appeared in 2008 (Divine Art DDA 25059). However, Garth’s
real compositional success, at least in his lifetime, was with the Op. 2 keyboard sonatas
which demonstrate that he could not only write music that was popular with the music-
buying public, but that he could employ some of the latest musical techniques with a touch
of flair. Garth was undoubtedly one of the most important musicians to originate from the
Durham area, a fact that has never, until recently, been acknowledged.

Simon D.I. Fleming



The Musicians

Gary Cooper studied at Chetham’s School of Music and at New College, Oxford. He is now
established as one of the foremost ambassadors of the harpsichord and fortepiano – in
particular, as an interpreter of the keyboard music of Bach and Mozart – and as a director of
period performances in concert and opera, performing across Europe, N. America & Asia.

Gary’s discography is extensive, including an award-winning CD of Bach’s Well-Tempered
Clavier, solo recording projects with Channel Classics range from Bach’s complete Keyboard
Concerti and the Goldberg Variations, to Mozart's and Haydn’s Piano Variations and
Beethoven’s Diabelli Variations & late Bagatelles, all on original keyboards of the period. He
has recorded Schubert's Die Winterreise for Linn Records with baritone Peter Harvey; Haydn
Symphonies with ensemble Arion for the Canadian label Early~Music.Com; Bach’s
Keyboard Concerti with B’Rock, and, most recently for Channel Classics, the late piano
works of Haydn – “Recommended without reservations!”.

He has a duo partnership with baroque violinist Rachel Podger which has taken them
worldwide. They have recorded the Complete Sonatas for Keyboard & Violin by Mozart
receiving countless awards and accolades, including multiple Diapason d’Or and
Gramophone Editor’s Choices.

Recent operas includes Handel’s Alcina and Mozart’s Die Entführung aus dem Serail; a new
production of Handel’s Orlando at Sadler’s Wells Theatre, London, and productions in
Belgium and Germany. He directs the Irish Baroque Orchestra, the Akademie fu ̈r Alte Musik,
Arion in Montreal, and the Belgian period instrument ensemble, B’Rock. Gary appears at
major festivals across Europe such as the Flanders, Bruges, Utrecht, Potsdam and Innsbruck
and throughout the UK.

Pavlo Beznosiuk has secured his reputation as one of Europe’s most respected Baroque
violinists over the last 25 years with a busy international career as soloist, chamber musician,
concertmaster and increasingly as a director.

In the mid 80s he was involved in pioneering work in the use of Renaissance violins with The
Parley of Instruments and was a key member of the groundbreaking Medieval ensemble The
New London Consort playing Vielles, Rebec and Lira da Braccio. He is a frequent



soloist/director with the Academy of Ancient Music and recent recital work has included
performances of Biber’s Rosary sonatas and concerts combining solo violin music of Bach
with that of Berio and Bartók.

As musical director of The Avison Ensemble he has completed an exhaustive recorded survey
of the music of Charles Avison, with Divine Art and Naxos. In 2010 The Avison Ensemble
released a recording of Handel’s Concerti Grossi, Op. 6 and in 2011 released Vivaldi:
Concerti, Op. 8 both of which have been received enthusiastically in the music press. The
Ensemble’s recent recordings of the complete works of Corelli have been greatly admired.
Other recordings include J. S. Bach’s Sonatas & Partitas for Solo Violin, Biber’s Rosary
Sonatas, Vivaldi’s Violin Concerti, Op. 12 with The Academy of Ancient Music and
Christopher Hogwood, and two recordings of Mozart’s Sinfonia Concertante with Monica
Huggett and Rachel Podger and works by Walther and Westhoff.

Pavlo Beznosiuk has performed in Europe, Australia, China, Korea and Singapore.

Richard Tunnicliffe has enjoyed a long and varied career at the forefront of Britain’s
thriving period-instrument movement, combining this with a lively involvement in ‘modern’
performance.

He is principal cello with The Avison Ensemble and is regularly invited to be
principal/continuo cello or viola da gamba soloist with major orchestras. These have included
The Orchestra of the Age of Enlightenment, the Boston Symphony Orchestra, Frankfurt
Radio S.O., City of Birmingham S.O., English National Opera, Scottish Chamber Orchestra
and the London Mozart Players, and under conductors such as Haitink, Rattle, Iván Fischer,
Mackerras and Elder.

He is a member of the renowned viol consort Fretwork, known worldwide for their innovative
programmes. Their recording of Purcell’s Fantasias (Harmonia Mundi USA) received a
Gramophone award in 2009. They regularly tour in the USA and Europe, and their most
recent recording, a new arrangement of Bach’s Goldberg Variations (also for H.M.U.) was
released to critical acclaim.



Richard is regularly heard as soloist and chamber musician, and his performances of Bach’s
Six Cello Suites (Linn) have been admired in many countries, in venues such as London’s
Wigmore Hall and Purcell Room, Berlin’s Schauspielhaus, and the Warsaw Philharmonie. He
currently teaches Baroque and Classical cello at the Royal College of Music, London, and at
CEMPR, Birmingham University.

Caroline Balding has been described as a violinist of ‘poetic intensity’ (Music and
Musicians), ‘rapt beauty’ and ‘virtuosic distinction’ (Gramophone) as well as ‘a formidable
soloist combining beauty of sound with infallible articulation’ (La Nacion, Buenos Aires).
She has appeared as guest leader with The English Concert, Florilegium and the Hanover
Band, in addition to being first violin of The Band of Instruments based in her home town of
Oxford. She was recently part of an acclaimed innovative project to rediscover the art of
seventeenth century improvisation with The Division Lobby.

Caroline has had the privilege of giving many premiere performances, working alongside the
foremost composers of our day, Peter Maxwell Davies, Harrison Birtwistle, Judith Weir,
Brian Ferneyhough, Nicola Lefanu and Michael Finnissy to name but a few. Her extensive
discography ranges from 17th century English chamber music to new works by British
composers, via such things as an alternative Four Seasons by Antonio Guido (Divine Art),
solo violin music by Roberto Gerhard (Metier), Kuhlau quintets (ASV), and the first
recordings of early 20th century piano trios for the British Music Society.

With associations at King’s College, London and the universities of Birmingham,
Southampton and Surrey, she devotes much time to workshops and classes. Other projects
with students have taken place all over Great Britain and abroad in Italy, Taiwan, Argentina,
Macedonia and recently at MIT in Boston, USA.

The Avison Ensemble is one of England’s foremost exponents of 18th-century music on
period instruments. It is named after Charles Avison (1709–1770), the Newcastle-born
composer, conductor and organist, “the most important English concerto composer of the 18th
Century” (New Grove).



In addition to playing other works from the Baroque and early Classical periods, The Avison
Ensemble is also a training ground for young up and coming musicians to gain experience at
period performance practice and styles, affording them the opportunity to work with
outstanding directors and soloists. The Ensemble has an active outreach programme involving
thousands of children each year in music education projects throughout the North East.

The Avison Ensemble’s recording of the complete works of Charles Avison on both the
Naxos and Divine Art labels has been exceptionally well received. Their recording of Six
Cello Concertos by John Garth has been a sensational success, having been reprinted several
times during the first year of its release and is regularly played on Classic FM.

In 2009, The Avison Ensemble released their acclaimed first recording on Linn Records:
Handel’s Concerti Grossi, Op. 6. This work is largely regarded as the composer's greatest
contribution to the Baroque period and the recording received critical acclaim. In 2011 the
Ensemble released its second recording with Linn, Vivaldi’s Concerti, Op. 8 which includes
The Four Seasons; this album received similarly high praise. In 2012 The Avison Ensemble
began its greatly anticipated series to mark the 300th anniversary of the death of Arcangelo
Corelli and to celebrate his chamber music with the release of Corelli's Concerti Grossi, Op.
6. Recordings of Corelli’s Violin Sonatas, Op. 5 and Chamber Sonatas Opp. 2 and 4 were
released in 2013, with a final recording to be released in 2014. The Ensemble’s Corelli
recordings have been widely praised.

As well as performing regularly in the English regions, The Avison Ensemble has appeared to
critical acclaim at St John’s, Smith Square in London and at the Halle Handel Festival in
Germany, and has recently performed at St. James’ Palace with the Choir of Her Majesty the
Queen's Chapel Royal. The Ensemble was the largest orchestra in the opening concert series
at Kings Place, London, performing Beethoven’s Triple Concerto as part of an all-Beethoven
programme on period instruments, and they returned to Kings Place in December 2012 to
present a Corelli festival series.



THE AVISON ENSEMBLE ON DIVINE ART

Charles Avison:
12 Concerti Grossi after Geminiani’s Op. 1 Violin Sonatas
Divine Art DDA 21210 (2CD)

“This is music of outstanding quality The performances are outstanding.
They must surely be one of the finest baroque ensembles now in existence.”
- Early Music News

“This recording constitutes something of an event in classical music. A
significant addition to the catalog. Good sound and decent notes.” –
American Record Guide

Charles Avison:
18 Concerti Grossi, Op. 9 & Op. 10
Divine Art DDA 21211 (2CD)

“These are exceptionally stylish 'period' performances by musicians in
tune with Avison's philosophy and are ideal ambassadors for the
promotion of this neglected composer.” – Classical Source

“The concertos are utterly delightful for their serene beauty and melodic
invention. It is hard to see how these concertos could be better played. The
sound quality is rich and reverberant.” – Audiophile Audition

Charles Avison:
12 Concerti Grossi after D. Scarlatti
Divine Art DDA 21213 (2CD)

“The playing is uniformly superb. The recorded sound is excellent....
Fascinating and colourful works.” – International Record Review

“Quite enthralling. Each concerto is a joy to listen to. Divine Art’s
presentation is, as usual, impeccable.... with an excellent recording to
boot” – ClassicalNet



Charles Avison:
6 Trio Sonatas, Op. 1 and 6 Keyboard Sonatas, Op. 8
Divine Art DDA 21214 (2CD)
With Robert Howarth (harpsichord and chest organ)

“This is a captivating collection of sonatas, which is given outstanding and
expressive performances. The ensemble is excellent, and the balance
between the instruments is just right.” - MusicWeb

“The Avison Ensemble must be praised for its outstanding work ... The
harpsichord writing is brilliant, even dazzling sometimes.” – The Consort

Charles Avison:
12 Harpsichord Sonatas, Op. 5 & Op. 7
Divine Art DDA 21215 (2CD)
With Gary Cooper (harpsichord)

“Remarkable discs... remarkable as much for the glories of the music they
contain as for the brilliance of the Avison Ensemble’s playing and in
particular Gary Cooper’s delightful harpsichord virtuosity. A very welcome
and refreshing release.” – International Record Review

“Technically, there’s nothing to challenge these musicians. Definitely
recommended.” – Fanfare

John Garth:
6 Cello Concertos
Divine Art DDA 25059 (2CD)
With Richard Tunnicliffe (cello)

“This is a very fine achievement. Memorable music, persuasively performed,
richly recorded and among the most rewarding releases of the year.” –
International Record Review

“This is wonderful music, possessed of flair, style, and occasional
significant breadth. The performances are equally commendable.” – Fanfare
A FANFARE CLASSICAL HALL OF FAME RECORDING
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