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The keyboard music of eighteenth century women composers is not widely known. Their music is exciting and challenging, but often lies forgotten in attics and
remote storage areas of libraries. Often, specific biographical information is unknown, though certain generalizations can be made about their lives. Often coming from
musical families and having started their musical training at an early age, they generally became virtuosic performers and composers while still young; their early
enthusiasm and determination is understandable, especially since most were expected to give up composition and performance after marriage. These women were all
active as keyboardists as well as vocalists, interacting with prominent musicians and composers in public concerts and private salons.
According to the dates of Jane Savage's compositions, she flourished about 1780-1790. Very little is known about her, and she remains a mystery to scholars and
performers. Evidenced by her keyboard music, she was a virtuosic keyboard player who wrote keyboard music that reflected her skills. In addition to these sonatas, Six
Easy Lessons for Harpsichord or Piano Forte, Op. 2, published in 1783, she also wrote: Six Rondos for Harpsichord or Pianoforte, Op. 3, (c 1790); Strephan and Flavia,
Op. 4, (c 1790), a cantata for voice and keyboard; Hall the Woodman, A Favorite Song, Op. 5, (c 1790) for voice and keyboard; A Favorite Duett, Op. 6, (1789),
Pianoforte or Harpsichord; Two Duetts for Voices, Op. 7, (c 1790) for two voices and basso continuo; and God Save the King, Op. 8, (c 1790) adapted as a Double
Lesson for Harpsichord or Pianoforte. She was the daughter of the Englishman William Savage who was a Gentleman-in-Ordinary in the Chapel Royal. According to
the title page of the original edition, she was also the Organist of the Asylum.
The title page reads: Six Easy Lessons for the Harpsichord or Piano Forte, composed by Jane Savage, Organist of the Asylum. Opera 2nd. Price 7s., 6d. London.
Printed for the Author, to be had at her House. N. 22 East Street, Red Lyon Square, and at all the Music Shops.
The title page calls these pieces Lessons, but the title of each individual piece in the body of the work lists them as Sonatas.
Jane Savage had a superb sense of what made appealing and popular galant style keyboard music at the close of the eighteenth century. She also had a complete
grasp of harmonic and counterpoint practices of the time. The year 1783 occurs during the transition from the harpsichord to the pianoforte. Consequently, this music
exhibits some harpsichord characteristics as well as those of the early piano.
The texture of these sonatas is basically two-voice, often punctuated with full chords. The constant sixteenth-note motion and variety of rhythms add rhythmic
energy to the accompaniment and the Alberti bass accompaniment. The melodic material is derived from arpeggios and scales, and the harmony is usually primary
chords with their inversions. Secondary dominants are utilized in sequences as well as occasional insertions of circle of fifths motion. The ornamentation consists of
trills, turns, grace note appoggiaturas, articulatory phrase markings, and an occasional fermata mark. There are no dynamic markings, and the tempo markings are limited
to Moderato, Lento, Maestoso, Vivace, and Allegro. Savage uses the entire scope of the keyboard, especially in Sonatas IV through VI. One of the most
interesting features both aurally and compositionally is the asymmetricity of phrase lengths. A movement often begins with standard length phrases (4 + 2 + 4), but
then begins a swirling series of sequences which may go on for many measures (Sonata I, first movement) leaving the performer and the listener intrigued and
whirling. ln addition, there are occasional elisions of phrases that also add to the breathless spinning out of phrases.
The keys of the sonatas are all major: G, F, G, C, F, B-flat, respectively. Five of the sonatas have three movements, and the only two-movement sonata is Sonata
IV. Duple meter dominates the first and third movements, while triple meter is used in the middle-movements except for Sonata III whose second movement is in
duple meter. The second movements are usually in the relative minor key (except II, which is in the subdominant).
The form of the first movements (I, II, V, VI) is generally repeated binary. Each part begins with parallel melodic construction with modulation to the dominant
or submediant in the first part. The second often has restless sequences with secondary dominants and circle of fifths motion. Sonata Ill and IV are perhaps
through-composed, seemingly offering a series of differing or slightly varied melodic material. In these two sonatas, there appears to be a gesture towards a loose ABA
form, a brief cadenza before the B section while the opening material returns near the end of the movement.
The most variety of forms occurs in the second movements. Sonata I, in rounded binary form, is a beautiful aria full of pathos. Sonatas II, V, and VI are called
Minuets, but do not conform to the standard form of Minuet and Trio. Sonata II is through-composed with a walking quarter note accompaniment, while the melody is
often in thirds. The Minuets of Sonata V and VI are in binary form with different melodic material in both parts as well as a walking bass accompaniment.
The form of Sonata III is ternary with a small chromatic flourish before the return of A. The second and last movement of Sonata IV is in rondo form, an ABA rondo
with the final A slightly varied. The melody of the A section is a perky, folk-like melody with no Alberti bass accompaniment. The B section is in the parallel minor and
consists of new melodic material.
The third movements are the most consistent in form. Rondo form concludes Sonatas I - IV. The rondo form description of Sonata IV (see above) is similar to
these rondos: ABA form, the B section in the parallel minor, and the final A either an exact repetition of the first A, or a slight variation of it. The melodic material of the
B section is usually the same as in the A, only in a minor mode. The rondo of Sonata V has more counterpoint between the two voices with a profusion of melodic
ideas. An embryonic cadenza precedes the final A section in rondos from Sonatas II and VI. The rhythmic energy and sixteenth-note accompaniment in Sonata III's
rondo B section is dark, virtuosic, and engaging.
The sonatas are a fascinating and intriguing addition in the study of women keyboard composers of the eighteenth century such as Elizabeth Turner, Elizabeth
Hardin, Jane Freer, Elizabeth Weichsell Billington, Cecilia Barthélemon, Maria Hester Park, Marianne Martinez, Anna Bon, and Elisabetta de Gambarini. (All available
from HMP.) Unfortunately, these women were forgotten and overlooked by music historians in the succeeding years. Every woman composer that is recovered and
every new edition that is published provides another link in the history of eighteenth century women composers.
Editor's Note: This performing edition is an Urtext in which few ornaments, phrasing, articulation, or dynamics have been added to the score that were not originally
provided by the composer. Each performer may determine these details following the composer's indications. However, the editor has unified ornaments, phrasing,
articulation, and dynamics within passages or in restatements except where the composer clearly wanted variety with each recurrence. Likewise, obvious harmonic
uniformity was provided by the editor (for example, where chromatic alterations were not carried out consistently in the original edition within passages or chords).
Unnecessary accidentals were omitted, and the notation was altered occasionally to conform to modern standards. Accidentals within parentheses are suggestions for
harmonic uniformity.
I would like to acknowledge the Royal Academy of Music, London as the original source of these sonatas, and thank Bridget Palmer, Assistant Librarian, for her
assistance.
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