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L i s t  o f  I l l u s t r a t i o n s

Chapter 1

Illustration 1.1 -  Example, show ing nine of Purcell’s ground basses. Reproduced from 
Manfred F. Bukofzer, Music in the Baroque Era from  Monteverdi to Bach.

Illustration 1.2 -  A graph illustrating the predom inant rhythm ic values in the tex tu re of 
Purcell’s Chaconne Z.807. Reproduced from Helene Wessely-Kropik, 'Henry Purcell als 
Instum entalkom ponist’.

Illustration 1.3 -  An excerpt from Dido and Aeneas illustrating the use of the m inor 
dom inant. Reproduced from Edward Aldwell and Carl Schachter, Harmony and Voice 
Leading.

Illustration 1.4 -  Purcell, Sonata Z.796, first m ovement.

Illustration 1.5 -  Purcell, Sonata Z.796, first movem ent, skeleton of all the en trances of 
the im itative point, modified to the basic varian t of the poin t and grouped according to 
sets of interlocking entrances, divided by double barlines.

Chapter 2

Illustration 2.1 -  Cadences on F# m inor in Lbl MS Add. 30930.

• a -  Purcell, Fantazia 4 (bar 23).

• b -  Purcell, Fantazia 10 (bars 31-2).

• c -  Purcell, Fantazia 12 (bars 60-65).

• d -  Sonata in B m inor Z.802 (bars 1-6).

Illustration 2.2, Cima, two Essampi from Partito de Ricercari & Canzoni Alla Francese 
(1606).

• a -  Essampio 5.

• h -  Essampio 10.

Illustration 2.3 -  a seventeenth-century  stock motif, taken from the overtu re of 
Distress'd Innocence (bars 1-2), transposed  to A minor, dotted rhythm  regularised.

Illustration 2.4 -  Lawes, Five-Part Consort Suite in A minor, excerpt (bars 97 -125  
scratched-out in the autograph Ob Mus Sch. MS B. 2).

Illustration 2.5 -  Jenkins, Almain in A minor.

• a -  Jenkins, Almain in A minor.
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• b -  Jenkins, Almain in A minor. The first th ree bars w ith modified Violin II, Bass 
and Organ parts (bars 2-3).

Illustration 2.6. Dowland, Fancy in G m inor (P.6), bars 1-10.

Illustration 2.7 -  Different occurrences of a stock m otif in Purcell.

•  a -  Purcell, In Nomine a 7.

• b -  Purcell, 'Fuge or Pointing in four p a r ts ’, example from Playford’s An
Introduction to the skill o f  music [12‘>’ edn).

• c -  Purcell, Distress'd Innocence, Overture [bars 1-4).

• d -  Purcell, Overture to Ye Tuneful Muses, bars 1-3. R eproduced (om itting
continuo) from Bruce Wood (ed.) Royal Welcome Songs: Part II, NPS18 (London: 
Novello, 2005), 92.

• e -  an im itational complex com m on to Purcell’s Ye Tuneful Muses and to Jenkins's 
Almain.

Illustration 2.8 -  A stretto  interlock of a stock m otif common to Sweelinck and Purcell.

• a Sweelinck -  Toccata 21 (bars 11-15).

• b -  Purcell -  In Nomine a 7 -  bars 1-2  (reduced to two staves).

Illustration 2.9 -  Points of Im itation common to instrum ental w orks by Sweelinck and 
Huwet.

• a -  Sweelinck, Fantasia 4 (A-Phrygian), im itative poin t (top voice only, bars 1-6).

• b -  Gregorius Huwet, Fantasia (Robinson #1), bars 1-3.

Illustration 2.10 -  Sweelinck's use of a com m on stretto  complex of a stock motif.

• a -  Sweelinck, Echo Fantasia (12).

• b -  Sweelinck, Fantasia no. 10. Use of a com m on complex in bars 1 -8  and 26-30 .

• c -  Melody of Psalm 36.

• d -  Sweelinck, Setting of Psalm 36, Variation 1.

• e -  Sweelinck, Setting of Psalm 36, Variation 3.

Illustration 2.11 -  Alon Schab, Hypothetical th ree -p art complex w ith augm entation on 
the im itative point of Purcell’s Fantazia 2.

Illustration 2.12 -  A rrested quaver m ovem ent highlighted augm ented en trances in 
Purcell’s Fantazias.

• a -  A rrested the crotchet m ovem ent in Fantazia 8 (bars 12-5).

• b -  A rrested quaver m ovem ent in Fantazia 4 (bars 8 -11).
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Illustration 2.13 -  Purcell, Sonata Z.804 [bars 1-4). Imitative point appears 
simultaneously in prime and augmented forms.

Illustration 2.14 -  Purcell, Sonata Z.795 [bars 1-7). Imitative point appears 
simultaneously in prime, augmented and double-augmented forms.

Illustration 2.15 -  Salomone di Rossi, Opening bars of Sonata Prima [1613) and Sonata 
Seconda [1622), demonstrating the use of the same imitative point as in Purcell’s Z.804.

Illustration 2.16 -  Purcell, Voluntary Z.719 [bars 1-13, similar to Z.718, bars 1-13).

Illustration 2.17 -  Cross-Fantazia connection between Fantazia 4 and the In Nomine a 7.

• a -  subject of Fantazia 4, prime version, inversion and augmented merge in bar 
11 .

• b -  Purcell, In Nomine a 7, imitative point.

Illustration 2.18 -  Family resemblences among opening imitative points in Purcell’s 
Sonata 7.804, and organ voluntaries by Christopher Gibbons, John Blow, Matthew Locke 
and Henry Purcell.

Illustration 2.19 -  Blow, Cornet Voluntary, bars 35-39 explained as free augmentation 
and transposition of the imitative point of bars 1-4 (below).

Illustration 2.20 -  Similarity of two Close sections from Purcell’s Sonata Z.805 and from 
Jenkin’s Fantasia-Suite.

• a -  Close from Sonata Z.806 [bars 162-8).

• b -  John Jenkins, Fantasia-Suite, Close [bars 83-95).

Illustration 2.21 -  Purcell, Fantazia 3, second section [bars 38-41) -  two points which 
may be interpreted as a point and its inversion.

Illustration 2.22 -  Pavan in A minor [bars 1-4), demonstrating inversion in three-part 
scoring.

Illustration 2.23 -  Fantazia upon one note, bars 37-40, as written and with an alternative 
version for bar 39 containing the countersubject re-inverted into the prime form. Both 
give reduction of that bar.

Illustration 2.24 -  Sonata Z.791. First movement.

Illustration 2.25 -  Purcell. Excerpts from Overture Z.630/1.

• a -B a rs  20-34.

• b -  Bars 1-4.

Illustration 2.26 -  Inversions in Matthew Locke’s consort music [contd.).

• a -  Locke, The Flat Consort la . [bars 1-5).

• b -  Locke, The Flat Consort 2c, [bars 1-11).

• c -  Locke, The Oxford Suite, 47-61.
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• d -  Locke, Canon 4 in 2, bars 1-6.

Illustration 2 .27- Inversions in consort music of Richard Mico.

• a -  Mico -  Fantasia 4 in four parts, (bars 1-10). Im itative subject and its 
inversion are highlighted.

• b -  Mico -  Fantasia 4 in four parts, [bars 23-37). Im itative subject and its 
inversion are highlighted.

Illustration 2.28 -  Fantazias which open with a point and its inversion in the early 
seventeenth  century.

• a -  Thom as Tomkins, Fantasia XVI in six parts, bars 1-7. Inverted im itative point 
highlighted.

• b -  Thom as Lupo, Fantasia in six parts. Inverted im itative point highlighted.

• c -  Ferrabosco II, Hexachord Fantasia in four parts (bars 1-4). Inverted im itative 
point highlighted.

• d -  John Wilbye, Fantazia in six parts (bars 1-20). Inverted im itative point 
highlighted.

Illustration 2.29 -  Madrigals which open with a point and its inversion in the early 
seventeenth century.

• a -  George Kyrbe - W hat Shall I Part Thus?

• b -  George Kyrbe - Must I Part, 0  my jewel?

• c -  In the second p a rt of Richard Carlton's Sound Saddest Notes.

Illustration 2.30 -  Purcell, Gloria Patri, Canon 4 in 2 Arsin p er Thesin.

Illustration 2.31 -  Reading, Canon 4 in 2 [sic.] Arsin p e r Thesin.

Illustration 2.32 -  Three Upon a Ground, bars 1-15.

Illustration 2.33 -  Three Upon a Ground, hypothetical figuring.

• a -Lbl R.M. 20.h.9 f. 1 2 I r  INV (detail) with hypothetical figuring for bars 4-5 .

• b -Lbl R.M. 20.h.9 f. 121r INV (detail) with hypothetical figuring for bars 10-11.

Chapter 3

Illustration 3.1 -  Sonata Z.802, th ird  m ovem ent. Laid ou t according to musical sentences.

Illustration 3.2 -  Sonata Z.802, th ird  m ovem ent, motifs a and b as in A dam s’ analysis. 
Based on Martin Adams, Henry Purcell: The Origins and developm ent o f  his musical style 
(Cambridge: Cambridge U niversity Press, 1995), 111.
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Illustration 3.3 -  Purcell, Z.802, th ird  m ovem ent, com binatorial variations of motifs a + 
b.

Illustration 3.4 -  Purcell, Sonata Z.803 and Z.810. Echo effects [or petite reprise).

• a -  Purcell, Sonata Z .803 ,197-205.

• b -  Purcell, Sonata Z.810, bars 46 -58 ,

Illustration 3.5 John Lloyd, Tris.

Illustration 3.6 Excerpts of qu in tuple-m etre passages from Parsley, Strogers and Tye.

• a -  Osbert Parsley -  Spes Nostra  (bars 1-10).

• b -  Nicholas Strogers -  In Nomine II [bars 1-10).

• c -  Christopher Tye -  In Nomine XIII T ru s t’, bars 7-15.

Illustration 3.7 -  Picforth, In Nomine.

Illustration 3.8 -  Robert White, an excerpt from a hexachord fantazia.

Illustration 3.9 -  Illustration of Richard Clarke's th eo ry  as to ‘God Save the King’ being 
found in the Largo of Z.793.

Illustration 3.10 -  Examples of Dutch arch itectural paintings {perspectiven).

• a -  Hendrick van Steenwyck, The Courtyard of a Renaissance Palace [1610).

• b -  Houckgeest, 'In te rio r of the Oude Kerk in Delft’.

Illustration 3.11 -  Connections betw een musical applications of ars combinatoria  and 
Change Ringing.

• a -  Staff notation of a change.

• b - J o h n  White, Tintinnalogia or the A rt o f  Ringing, 12 [detail), showing the 
notation of a change using a table w ith num bers.

Illustration 3.12 -  Resemblance in the beginnings of Byrd, Mass for four voices, Kyrie II 
and Purcell, Sonata Z.790, bars 1-3.

Illustration 3.13 -  Resemblance in the com plexes of Byrd, Mass for four voices, Kyrie II 
[bars 27-9) and Purcell, Sonata Z.790, bars 10-2. Reduction of both  excerpts: notes 
which do not appear in the w ork b u t a re  significant for understand ing  the shared  
complex are added with brackets.

Illustration 3.14 -  Similarities betw een  im itative points in Baldwin [Coockow as I me 
walked] and Purcell [Fantazia 2).

Illustration 3.15 -  Further Similarities betw een  im itative points in Baldwin [Coockow as 
I me walked] and Purcell [Fantazia 2).

Illustration 3.16 -  Ward, Paris Fantazia no. 12. Entrances on D m arked with a circle, 
entrances on A m arked with a rectangle.
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Illustration 3.17 -  PurceW, Amphytrion, 'For Iris I Sigh’, Ritornello.

Illustration 3.18 -  Alon Schab, a sim plified 8-bar ritornello  for ‘For Iris I sigh’.

Illustration 3.19 -  Amphytrion, 'For Iris 1 Sigh’, Ritornello, Skeleton. Entrances on A 
m arked with a rectangle. Entrances on E m arked w ith a circle.

Illustration 3.20 -  Purcell, The Fairy Queen, 'See, See Even Night’.

Illustration 3.21 -  Purcell, Example of trip le fugeing from Playford’s Introduction.

Illustration 3.22 -  Examples from Eglestone, Tye and Purcell o f 'b reak ing  a fugue’.

• a -  Eglestone, In Nomine II. Broken plainsong in Viol I.

• b -  Tye, In Nomine XI 'Farew ell my good 1. For ever’. Bars 1-5. Broken plainsong 
in Viol II.

• c -  Purcell, In Nomine a 6 [bars 1-11].

Illustration 3.23 -  Example from Thom as Morley, Fire, Fire.

Illustration 3.24 -  Example from W eelkes, Cease Sorrows Now.

Illustration 3.25 -  Example from Thom as Tomkins, Yet Again.

Illustration 3.26 -  Example from W eelkes, Ay Me, Alas, Hey Ho.

Illustration 3.27 -  Example from W ard, Fly not so fast.

Illustration 3.28 -  Byrd, Fantasia a 4 [I], bars 44-50 .

Illustration 3.29 -  Purcell, Fantazia 6 (bars 23-30], a characteristic madrigal-like 
gesture.

Illustration 3.30 -  Purcell, Fantazia 7 [bars 38-41], a characteristic madrigal-like 
gesture.

Illustration 3.31 -  Purcell, Fantazia 9 [27-31], a characteristic m adrigal-like gesture.

Illustration 3.32 -  Purcell, Fantazia 10, layout highlighting textural repetitions.

Illustration 3.33 -  Purcell, In Nomine a 7, a characteristic m adrigal-like gesture.

Illustration 3.34 - Purcell, Fantazia upon one note, a characteristic m adrigal-like gesture.

Illustration 3.35 Purcell, Love's Goddess sure was blind, 'May h er b lest example chase’, 
harm onic irregularities.

• a -  oscillation i-III-i in the prima volta.

• b -  Irregular half cadence which closes the second strain  of the ritornello  and the 
transition to 'Many such days m ay she behold’.

Illustration 3.36 Purcell, from the  Ayres fo r  the Theatre [1697].

Illustration 3.37 -  Purcell, 4̂ New Tune.
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Illustration 3.38 -  Richard Mico, Segm entation in Fantazia 3.

• a -  Mico -  Fantazia 3 [bars 1 -2 5 ).

• b -  Mico -  Fantazia 3 [bars 1 -2 5 ), laid out according to entrances.

Illustration 3.39 -  Jenkins, Fantazia 11 Segm ent lengths are 2 sem ibreves, 3 sem ibreves, 
4 sem ibreves and 5 sem ibreves.

Illustration 3.40 -  Coprario, Fantazia [C7).

Illustration 3.41 -  Purcell, Rem em ber not, Lord, our offences, palindrom ic design  
described by Van Tassel. Additional harm onic palindrom e marked w ith blue arrows.

Illustration 3.42 -  Furcell, Sonata Z.803, third m ovem ent. Subjects marked.

Illustration 3.43 -  Purcell, Fantazia 3 [bars 1 -3 7 ), layout highlighting palindrom ic 
segm entation.

Illustration 3 .44 -  Palindromic design in Fantazia 1 [bars 1 -1 4 ).

Illustration 3.45 -  Purcell, Sonata Z.808, transition from second to third m ovem ent in 
the autograph version com pared to the printed version.

• a -  Purcell, Sonata Z.808, Transition from second to third m ovem ent [Lbl Add. 
MS 30930).

• b -  Purcell, Sonata Z.808, Transition from second to third m ovem ent [Sonatas in 
Four Parts, 1697).

Chapter 4

Illustration 4.1 -  Dido and Aeneas  Z.626 -  Overture bars 1 -1 2 .

Illustration 4.2 - Purcell, The Fairy Queen, 'Hush, no m ore’, Solo version against choral 
version [bars 1 -7 ).

Illustration 4.3 - Purcell -  Fantazia 11, Descriptions of the tonal schem e.

• a -  Reduction of tonal schem e.

• b -  Detailed tonal schem e.

Illustration 4.4 -  Purcell, Sonata Z.804, characteristic cadences.

• a -  bars 1 5 0 -5 1 .

• b -  bars 6 -9  [cadence in bars 8 -9 ).

• c -  bars 1 0 8 -1 1 1  [cadence in bars 1 0 9 -1 1 0 ) .

• d -  bars 6 4 -7  [cadence in bars 6 6 -7 ).

• e -  bars 6 4 -7  (use of IV7 in bars 125, 127 and 130).
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Illustration 4.5 -  C haracteristic A m inor cadences in Sonatas Z.805, Z.794 and Z.799.

• a -  Sonata Z.805, bars 7 2 -80  [cadences: A m inor in 73-74; D m inor in 79-80].

• b -  Sonata Z.794 [bars 98-100).

• c -  Sonata Z.799 [bars 99-100].

Illustration 4.6 -  A nother type of a characteristic A m inor Cadence.

• a -  Fantazia 9, bars 9 -1 0  [cadence in bar 10].

• h -  Fly Bold Rebellion, 'But kings, like the sun’, Ritornello, bars 256-60 .

• c -  Sound the Trum pethars 32-3.

Illustration 4 .7- An interlock from Fantazia 11 [which is m odified by false relations]. 

Illustration 4.8 -  Purcell, Fantazia 11, false relations.

• a -  bars 20-22  [false relations in bar 21],

• b -  bars 1 -4  [false relations in bar 3).

• c -  bars 1-4, a hypothesised earlier version of bars 1-3  [Viol HI gives a Per 
Thesin on the second half of bar 2],

• d - b a r s  23-24.

• e - b a r s  38-40.

• f - b a r s  45-7 .

• g - b a r s  49-50 .

Illustration 4.9 -  Hexachordal s tructu re  of the ground in Browning settings.

• a -  Byrd.

• b -  Bevin.

• c -  Baldwin.

Illustration 4.10 -  Baldwin: Browning [Viol II, bars 4 7 -55 ], m utation betw een non- 
adjacent hexacords.

Illustration 4.11 - Purcell, Sonata Z.796, Tonal plan.

Illustration 4.12 -Sweelinck, Fantasia 9 [bars 15-44].

Illustration 4.13 -  Michael East, Peccavi [bars 1-21].

Illustration 4.14 - Michael East, Peccavi, Tonal plan.

Illustration 4.15 -  Purcell, Sonata Z.790 [bars 7-13].
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Illustration 4.16 -  Purcell, Sonata Z.790, the m odulating complex of bars 7 -10  
overlapping w ith 10-13, applied on the circle of fifths [bass sta rts  on E, A, D, G, C , 
potentially ad infinitum').

Illustration 4.17 -  Purcell, Fantazia 5, second section [bars 11-26], first occurrence of 
the subject on each note highlighted.

Illustration 4.18 -Purcell, two canons ‘4 in 2' dem onstrating  the im plications of stric t 
im itation for harm ony.

• a -  Purcell, The Fairy Queen, 'Dance for the Followers of Night’ [bars 16-21).

• b -  Purcell -  M iserere [bars 1-10].

Illustration 4.19 -P urcell’s use of #IIl6.

• a -  Sonata Z.809, first m ovem ent [bars 23-25].

• b -  The Rival Sisters, overture. Close [bars 82 -90].

• c -  Dido and Aeneas, Dido’s Lam ent [bars 38-48].

• d -  Hark how the wild musicians sing [bars 204-215].

• e -  Pavan in Bb [bars 20-25].

Illustration 4.20 -U se of #IIl6, in Lawes and Sweelinck.

• a -  Lawes, Fantasia for 3 lyre-viols [bars 97-120].

• b -  Sweelinck, Fantasia 4 [bars 78-107).

Illustration 4.21 -  Purcell, Sonata Z.800, Adagio.

Illustration 4.22 -  Purcell, Sonata Z.800, Adagio, melodic reduction.

Illustration 4.23 -  Purcell, Sonata Z.800, second m ovem ent [bars 23-7).

Illustration 4.24 -  Purcell, Sonata Z.800, fourth m ovem ent [bars 75-88).

Illustration 4.25 - Fantazia 11, Section 1, first occurrences of the subject on each note, 
regardless of the  arsin or thesin nature of the entrances.

Illustration 4.26 - Fantazia 11, first section. First en trances of the point per arsin and per 
thesin, on each note.

Illustration 4.27 -  The Hexachordal Intersection.

Illustration 4.28 -T he m iddle section of Fantazia 1 [with entrances m arked].

Illustration 4.29 -  Purcell, Fantazia 1, section 3, d ifferent variants of the subject.

Illustration 4.30 -  Purcell, Fantazia 7, first section [bars 1 - 26). First en trance of any of 
the  subject m arked [different colours designate different subjects).

Illustration 4.31 -  Purcell, Fantazia 5, table description of the hexachordal intersection.

Illustration 4.32 -  Purcell, Fantazia 7, table description of the hexachordal intersection.
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Illustration 4.33 -  Purcell, Fantazia 12, first section (bars 1-58), first occurrence for 
e ither perArsin  or per Thesin on each note of the hexachordal in tersection highlighted.

Illustration 4.34 -  Diagram of the possible hexachordal intersections th a t Purcell could 
have in troduced after four notes have been in troduced in Fantazia 12.

Illustration  4.35 -  Tomkins -  Fantasia VII.

Illustration  4.36 -  Tomkins, Fanatsia X.

Illustration  4.37 -  Purcell, Sonata Z.797, first m ovem ent -  en trances are m arked 
according to first notes.

Illustration  4.38 -  Purcell, Sonata Z.797, first m ovem ent [bars 15-19) w ith second 
violin’s com prom ised en trance on B reconstructed  and colhded with first violin’s 
en trance on E.

Illustration  4.39 -  Purcell, Sonata Z.797, first m ovem ent -  tw o optional aborted  
en trances on bars 24-30.

• a -  First violin’s com prom ised entrance reconstructed  and collided w ith Bassus’ 
entrance on D.

• b -  Second violin's com prom ised entrance on F# reconstructed  and collided w ith 
first violin's entrance on A.

Illustration 4.40 -  Purcell, Fantazia 9, second and fourth sections.

• a -  Second section [bars 11-28), per thesin entrances of subjects ‘a ’ and 'b ’.

• b -  Fourth section [bars 34-44), entrances of subjects 'c’ an d 'd '.

Illustration  4.41 -  Purcell, Fantazia 2, Third section, s tructu ra l m otif of a descending 
fourth.

Chapter 5

Illustration 5.1 -  Pahndrom ic design in Fantazia 11, section 1 [bars 1-24).

Illustration 5.2 -  Purcell, Fantazia 11, characteristic rhythm ic pattern .

• a -  Fantazia 11 bars 25-7 . [Viol II should be C2 or G2).

• b -  Fantazia 11 bars 33 -5  [Viol II should be C2 or G2).

• c -  Fantazia 11 bars 43-5 .

Illustration  5.3 -  Purcell, Fantazia 11 [bars 1-11), autograph [Lbl Add. MS 30930) 
show ing deletion and revision in Viol III and Viol IV [bars 7-10).

Illustration 5.4 -  Purcell, Fantazia 1, re trograde connections betw een motifs in Sections 
2 and 4.
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Illustration 5.5 -  Purcell, Fantazia 1, Imitative subject in bar 39.

Illustration 5.6 -  Purcell, Fantazia 7, first section, entrances of the subject.

Illustration 5.7 -  Purcell, Fantazia 7, bars 1-5, ascending im itation.

Illustration 5.8 -  Purcell, Fantazia 7, bars 1-5, the part of Viol III moved to Viol II, the 
p art of Viol II moved to Viol I.

Illustration 5.9 -  Purcell, Fantazia 7, first section, modified palindrom e.

Illustration 5.10 -  Purcell, Fantazia 7, Symmetrical segm entation of Viol I and Viol IV.

Illustration 5.11 -  Purcell, Suite Z.770 [Gig Z .770/4), A utograph Lbl Add. MS 30930, page 
52v [detail], showing Purcell’s w^orking on ou ter voices as before com pleting Violin II 
and Viola parts.

Illustration 5.12 -  Purcell, Sonata Z.811, Grave [bars 64-77].

Illustration 5.13 -  Purcell, Fantazia 3. Three reconstructions of a tw o-part plan.

Illustration 5.14 -  Purcell, Fantazia 2, second section, Palindrom e.

Illustration 5.15 -  Purcell, Fantazia 5, fourth section, palindrom e.

Illustration 5.16 -  Purcell, Fantazia 6, first section, palindrom e.

Illustration 5.17 -  Purcell, Sonata Z.798, first m ovem ent, palindrom e.

Illustration 5.18 -  Purcell, Sonata Z.806, canzone, bass part, palindrom e.

Illustration 5.19 -  Purcell, Sonata Z.805, first m ovem ent. Palindrom e.

Illustration 5.20 -  Locke, Consort o f  Four Parts, Suite no. 5, Fantazia, Palindrom e. 
Palindrom e.

Illustration 5.21 -  Locke, Consort o f  Four Parts, Suite no. 2, Fantazia, Palindrom e.

Illustration 5.22 -  Michael Tilmouth, Editorial Stemma for the  1697 Sonatas.

Illustration 5.23 -  description of Add. MS 30930 [gatherings G-K], based on Shay and 
Thom pson; original o rder of gatherings reconstructed  and pages p resen ted  in reverse 
order.

Illustration 5.24 -  Lbl Add. MS 30930, page 40r.

Illustration 5.25 -  Lbl Add. MS 30930, Page 39r.

Illustration 5.26 -  Lbl Add. MS 30930, Page 34r.
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I l l u s t r a t i o n s

E x . 65. P u rc e ll :  G r o u n d  basses. 

Welcome Son^ 1(387

Fr=̂ -iA ] 1—- ---0-- r-7l--/■ f—d——-1— r., .— ^ +  ]. J ■!
D ido and  A eneas

- - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - =irW -
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- - - - - - - - r  ■ ■ ■ ■ — -  -
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- ^ T T - f  f  r  1 ^ - ^ ...f-.- fk o -----  — -----------
----------- 1®*—-,Z 4 >------------------------ ----------- -̂---------- —̂ -br:;

Kintr A rth u r, C haconne 
■'•r.L j  y 1 « j  »---- ^ t -  j - j  t----

: , .. I .  

--------- t~ H --------- 1—

' !-■  J —

---------------------

D ioclesian

D ioc lesian

a-Vij’J . l  IJ.— iu . i
Ode 1689

F a iry  Q ueen

^-8^. . r
I  -  !  1

O de 1692

m r

Illustration 1.1 -  Example, showing nine of Purcell’s ground basses. Reproduced 
from Manfred F. Bukofzer, Music in the Baroque Era from Monteverdi to Bach 
(London: J.M. Dent, 1947), 217.
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1,

18,

J
(19-22),

8n (9-10), (H-13,14), (l5-ia), 17,

J
(2 3 -27),

n J

j

(^-29),
n

A
30,

j:
(31-33)1

J
(34-36), (36-37) |j (38-39), (40 -4 l), (42-44)

J

j:
S2

J
10 16 17 30 33 33-37 39 41 44

Illustration 1.2 -  A graph illustrating the predominant rhythmic values in the 
texture of Purcell’s Chaconne Z.807. Reproduced from Helene Wessely-Kropik, 
‘Henry Purcell als Instumentalkomponist’, in Studien zur Musikwissenschaft 22 
(1955): 85-141.
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30-3 PurceM, Dido and  Aeneas, Chorus

ihe rnuun - To  the caJ __mu

groves, and the cool sha - dy foun-tains,

■yp i  -Ji—A iiaJ j __

V>

Iliustration 1.3 -  An excerpt from Dido and Aeneas illustrating the use of the minor 
dominant Reproduced from Edward Aldwell and Carl Schachter, Harmony and 
Voice Leading, 3'''* edn (Belmont: Thomson Learning—Schirmer, 2003), 543.
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V io l in  I

V io l i n  II

B as s o

B asso  Con t in uo

14

21

Illustration 1.4 -  Purcell, Sonata Z.796, first movement, reproduced from Roger 
Fiske [ed.], Purcell: Sonatas of Three Parts Nos. 7-12  (London: Eulenburg, 1975), 
1-2.
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A B

V io lin  I

V io lin  II

B assus

V ln. II

V ln . I

V ln  II

Bas.

Illustration 1.5 -  Purcell, Sonata Z.796, first movement, skeleton of all the 
entrances of the imitative point, modified to the basic variant of the point and 
grouped according to sets of interlocking entrances, divided by double barlines.
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Slow

111

I V

Illustration 2.1a -  Purcell, Fantazia 4 [bar 23], Viol 111 plays the leading tone of the F#- 
m inor cadence (e#) bu t the note is enharm onically m isspelled as an f flat.

(Slow)

I V

Illustration 2.1b -  Purcell, Fantazia 10 (bars 31-2], Viol 11 plays the  leading tone of the 
F#-m inor cadence (e#] bu t the note is enharm onically m isspelled as an f flat.

Illustration 2.1 -  Cadences on F# minor in Lbl MS Add. 30930. Transcribed from 
the manuscript

17



II

III

IV

Illustration 2.1c -  Purcell, Fantazia 12 [bars 60-65]. Viol II plays the leading tone of the 
F#-minor cadence (e#]. No enharmonic misspelling.

Adagio

V iolino

Violmo
Sccundo

Bassus 
t  B.C.

(4 « )

Illustration 2.Id  -  Sonata in B m inor Z.802 [bars 1-6). Viol II plays the leading tone of 
the F#-minor cadence (e#]. No enharmonic misspelling. Figuring is editorial (original 
figuring omitted].

Illustration 2.1 -  Cadences on F# minor in Lbl MS Add. 30930 (contd.).
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Illustration  2.2a, Cima, E ssam pio 5

Illustration  2.2b, Cima, E ssam pio 10

Illustration 2.2, Cima, Partita de Ricercah & Canzoni Alla Francese, Essampi 5 and 
10. Cadences in F# minor are highlighted. Based on Clare G Rayner (ed.), Giovanni 
Paolo Cima; Partito de Ricercari & Canzoni Alla Francese (1606), Corpus of Early 
Keyboard Music, Vol. 20, (Neuhausen-Stuttgart: Hanssler, American Institute of 
Musicology, 1966), 66, 69-70.

r r ^  r
Illustration 2.3 -  a seventeenth-century stock motif, taken from the overture of 
Distress'd Innocence (bars 1-2), transposed to A minor, dotted rhythm 
regularised.
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Illustration 2.4 - Lawes, Five-Part Consort Suite in A minor, excerpt (bars 97-125 
scratched-out in the autograph Ob Mus Sch. MS B. 2). Reproduced (omitting the 
organ part) from Murray Lefkowitz (ed.), William Lawes: Select Consort Music, 
MB21 (London; Stainer and Bell, 1971), 15-6.
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Illustration 2.5a -  Jenkins, Almain in A minor. Reproduced from  A ndrew  Ashbee (ed.), 
John Jenkins: F antasia-Suites: I, MB78 (London; Stainer and Bell, 2001), 22.

Illustration 2.5b -  Jenkins, Almain in A minor. The first th ree  bars w ith m odified Violin 
II, Bass and Organ parts (bars 2-3).

Illustration 2.5 -  Jenkins, Almain in A minor.

21



Illustration 2,6, Dowiand, Fancy in G minor (P.6), bars 1-10, Reproduced from 
Diana Poulton and Basil Lam (eds.), The collected Lute Music o f John Dowiand, 
(London: Faber Music, 1974), 27. (Present author's marking of the imitative 
point).

22



Illustration 2.7a -  Purcell, In Nomine a 7. Reproduced from T hurston Dart (ed.) and 
Michael Tilmouth (rev.), Fantazias and Miscellaneous Instrum ental Music, NPS31 
(London and Sevenoaks: Novello, 1990), 39-41.

iEE

s - - 4-

Illustration 2.7b -  Purcell, 'Fuge or Pointing in four p a rts ’, example from Playford'sTln 
Introduction to the skill o f  music (12‘h edn). Reproduced from Dart (ed.) and Tilmouth 
(rev.), Fantazias and Miscellaneous Instrum ental Music, N PS31,114.

Instrumental
Bass

Illustration 2.7c -  Purcell, Distress'd Innocence, O verture (bars 1-4). Reproduced 
(om itting continuo) from M argaret Laurie (ed.). Dramatic Music: Vocal and Instrumental 
Music fo r  the Stage P arti, NPS16 (London: Novello, 2007), 148-53  (148).

Illustration 2.7 -  Different occurrences of a stock motif in Purcell.
23



Illustration 2.7d -  Purcell, O verture to Ye Tuneful Muses, bars 1-3. Reproduced [om itting 
continuo) from Bruce Wood [ed.] Royal Welcome Songs: Part II, NPS18 [London: Novello, 
2005], 92.

Illustration 2.7e -  an im itational complex com m on to Purcell’s Ye Tuneful Muses [right] 
and to Jenkins's Almain [left, see Illustration 2.5a, transposed  here to G m inor]. Based on 
W ood [ed.] Royal Welcome Songs: Part II, NPS18, 92; Ashbee [ed.),John Jenkins: 
Fantasia-Suites: I, MB78 [London: Stainer and Bell, 2001], 22.

Illustration 2.7 -  Different occurrences of a stock motif in Purcell, (contd.)



r r r

Illustration 2.8a Sweelinck - Toccata 21 [bars 11-15]. Based on Gustav Leonhardt [ed.], 
Jan Pieterszoon Sweelinck: Opera Omnia: Volume I, Keyboard Works: Fantasias and 
Toccatas, 2"^ edn [Amsterdam: VNM, 1974], 122-4.

V iol I

V iol IV

Viol II

T
Viol IV__________

■jmr
I  \ r :V iol III

Illustration 2.8b -  Purcell In Nomine a 7 -  bars 1 -2  [reduced to two staves). Based on 
T hurston  Dart [ed.] and Michael Tilmouth [rev.], Fantazias and Miscellaneous 
Instrum ental Music, NPS31 [London and Sevenoaks: Novello, 1990], 39-41  [39].

Illustration 2.8 -  A stretto  interlock of a stock motif common to Sweelinck and 
Purcell.

Illustration 2.9a, Sweelinck, Fantasia 4 [A-Phrygian], im itative po int [top voice only, 
bars 1-6]. Based on Gustav Leonhardt [ed.],jan Pieterszoon Sweelinck: Opera Omnia: 
Volume I, Keyboard Works: Fantasias and Toccatas, edn [Am sterdam : VNM, 1974], 
26-34 .

Jf  L- - - - - 1- - - - - - - - - - - - - - -- - - - - - - - -- - - - - -
J — b —s • ------ * ------ — 9

Illustration 2.9b, Gregorius Huwet, Fantasia [Robinson #1], bars 1-3. Based on R obert 
Dowland, Verietie o f  Lute Lessons [London: Thom as Adams, 1610], 27.

Illustration 2.9 -  Points of Imitation common to instrumental works by Sweelinck 
and Huwet.
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* m

J

Illustration 2.10a -  Sweelinck, Echo Fantasia (12). Reproduced from Gustav Leonhardt 
[ed.),yan Pieterszoon Sweelinck: Opera Omnia: Volume I, Keyboard VKor/cs; Fantasias and  
Toccatas, edn [Amsterdam: VNM, 1974), 76-78  [77).

Illustration 2.10 -  Sweeiinck’s use of a common stretto complex of a stock motif.
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Illustration 2.10b -  Sweelinck, Fantasia no. 10. Use of a common complex in b ars  1 -8  
and 26-30 . Reproduced from Gustav Leonhardt [ed .)Jan  Pieterszoon Sweelinck: Opera 
Omnia: Volume !, Keyboard Works: Fantasias and Toccatas, 2'''* edn (A m sterdam : VNM, 

1974], 68.

Illustration 2.10 -  Sweelinck's use of a common stretto  complex of a stock motif, 
(contd.)
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Dcs boos-doen*ders wil - le seer q u ae i, Ghe - tuycht se - k e r-  lick met dcr daet,
W an t hy hem in’t boo • sc b e -h a e c h t, ’tW elc hy noch ha  - tet noch h e ­ claecht,

D at hy niet vrccst den Hee - re,
M aer spot die  v ro - me sec re . Seer schaed-lick is de Lee - re zijn,

Vol van leu- ghen en - de fe - n ijn , E n d ’ hy laet hem nict lec - rcn.

Des nachtsdenct hi n iet dan schalcbeyt, H i w il b lijv cn ia  dcrbooshcyt, End’vangheenquaet hem k cc -rcn .

Illustration 2.10c -  Melody of Psalm 36. Reproduced from  Alfons Annegarn (ed.], [ed.), 
Jan Pieterszoon Sweelinck: Opera Omnia: Volume II, Keyboard Works: Settings o f  Sacred 
Melodies, 2"<i edn (Amsterdam: VNM, 1974], 51.

J , J J  r
r  ' ' 1 Tr r  r  r r r  r

. . . T - ^  . ■ r  ■ r ' _ p . - L ^ .  r irr ^

Illustration 2.10d -  Sweelinck, Setting of Psalm 36, V ariation 1. Reproduced from Alfons 
A nnegarn (ed.), [ed.),yon Pieterszoon Sweelinck: Opera Omnia: Volume II, Keyboard 
Works: Settings o f  Sacred Melodies, 2'“‘ edn (Am sterdam : VNM, 1974), 51 -7  (51).

i ir TT
j J

Illustration 2.10e -  Sweelinck, Setting of Psalm 36, Variation 3. Reproduced from Alfons 
A nnegarn (ed.), [ed.],Jan Pieterszoon Sweelinck: Opera Omnia: Volume II, Keyboard 
Works: Settings o f  Sacred Melodies, 2"‘‘ edn (Am sterdam : VNM, 1974), 51 -7  (55).

Illustration 2.10 -  Sweelinck's use of a common stretto complex of a stock motif, 
(contd.)
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Illustration 2.11 -  Alon Schab, Hypothetical three-part complex with 
augmentation on the imitative point of Purcell’s Fantazia 2.
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I

m

IV

r r r r r c r r r i r c r r r r c r c r ' r  n r r r r i r r r c j r c r r rRhythm

Illustration 2.12a -  Arrested the crotchet movement in Fantazia 8 (bars 12-5]. Based on 
Dart (ed.] and Tilmouth (rev.], Fantazias and Miscellaneous Instrumental Music, NPS31, 
19-21.

Rhythm r r r r r r r r r r / i r i T r r c r c r t r i r r  r r r r r t f T L r r r  r r r r
Illustration 2.12b -  Arrested quaver movement in Fantazia 4 (bars 8-11]. Based on Dart 
(ed.] and Tilmouth (rev.], Fantazias and Miscellaneous Instrumental Music, NPS31, 7-9.

Illustration 2.12 -  Arrested quaver movement highlighted augmented entrances 
in Purcell’s Fantazias.
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Grave

Prim o

V io lino
S e c u n d o

Illustration 2.13 -  Purcell, Sonata Z.804 (bars 1-4). Imitative point appears 
simultaneously in prime and augmented forms. Tilmouth (ed.), Ten Sonatas of 
Four Parts, NPS7, 26.

Violino

Violino
Secundo

Bassus 
♦ B.C.

Illustration 2.14 -  Purcell, Sonata Z.795 (bars 1-7). Imitative point appears 
simultaneously in prime, augmented and double-augmented forms. Based on 
Roger Fiske (ed.), Purcell; Sonatas o f Three Parts Nos. 1-6 (London: Eulenburg, 
1974), 1-2.

Sonala prima 
( 1613)

Sonata seconda 
( 1622)

Illustration 2.15 -  Salomone di Rossi, Opening bars of Sonata Prima (1613) and 
Sonata Seconda (1622), demonstrating the use of the same imitative point as in 
Purcell’s Z.804. Based on Don Harran (ed.). Sonatas, Sinfonie, Gagliarde, etc., for 3 
voices. Book 3 (1613), Salamone Rossi: Complete Works. Corpus Mensurabilis 
Musicae 100. Vol. 11 (Neuhausen-Stuttgart: Hanssler, American Institute of 
Musicology, 1995); Don Harran (ed.). Sonatas, Sinfonie, Gagliarde, etc., for 3 voices. 
Book 4 (1622), Salamone Rossi: Complete Works. Corpus Mensurabilis Musicae 
100. Vol. 12 (Neuhausen-Stuttgart: Hanssler, American Institute of Musicology, 
1995).__________________________________________________________________
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Illustration 2.16 -  Purcell, Voluntary Z.719 (bars 1-13, similar to Z.718, bars 1- 
13). Reproduced from Geoffrey Cox (ed.), England 1660-1710, European Organ 
Music of the Sixteenth & Seventeenth Centuries, Vol. 3 (London: Faber Music, 
1986), 19-23 (19).
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Illus tra tion  2.17a -  subject o f Fantazia 4, prim e version, inversion and augmented merge 
in  bar 11. Based on Dart (ed.) and T ilm outh (rev.], Fantazias and Miscellaneous 
Instrumental Music, NPS31, 7-9.

J J J 'J r " | -  ' =

2.17b -  Purcell, In Nomine a 7, im ita tive point. Based on Dart (ed.] and T ilm outh (rev.], 
Fantazias and Miscellaneous Instrumental Music, NPS31, 7-9.

Illustration 2.17 -  Cross-Fantazia connection between Fantazia 4 and the In 
Nomine a 7.
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P iucell-
\'oku ita iy  Z.7 18, 9 
(Ijais 1-3; 
transijosed ro A 
minor)

Purcell -  
Sonata Z.80 4 
P^ars 1-4)

Blow -
Com et Vohmtaiy 
O^ars 1-4)

C. G ibbons- 
Voluntaiy 
(bars 1-3)

I  /  
I  /

/  /
I  >

I  I  
I  I  

I  I  
I '  .

r  >

I/ f / // /
/  // /

I
' / 
I I 

> II (
' /
' I 
' I

> V V X 

\  » \  » 

I I X 
1 \  X

I > '
I > '
I \ '
t \ '
I ( '

m

m

Locke-  
Voliintar.' 
(bars 1-4)

Piircell -  
Sonata Z.804 
(bars 68-9)

i
Illustration 2.18 -  Family resemblences among opening imitative points in 
Purcell's Sonata Z.804, and organ voluntaries by Christopher Gibbons, John Blow, 
Matthew Locke and Henry Purcell. Based on Geoffrey Cox (ed.), England 1660- 
1710, European Organ Music of the Sixteenth & Seventeenth Centuries, Vol. 3 
(London: Faber Music, 1986), 2-3 (Gibbons), 4-5 (Locke), 12-5 (Blow); 
Christopher Hogwood (ed.), Purcell: Ten Sonatas in Four parts, Nos. 1-6 (London; 
Eulenburg, 1978), 18-21; William Barclay Squire and Edward John Hopkins (eds.). 
Harpsichord Music, Organ Music, PS6 (London and New York: Novello, Ewer and 
C O ., 1895), 61-7.
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Illustration 2.19 - Blow, Cornet Voluntary, bars 35-39 explained as free 
augmentation and transposition of the imitative point of bars 1-4 [below). Based 
on Geoffrey Cox [ed.), England 1660-1710, European Organ Music of the Sixteenth 
& Seventeenth Centuries, Vol. 3 (London: Faber Music, 1986), 12-5 [Blow).



A dagio

V io lino
P rim o

V iolino
S ecu n d o

I I  11---------m h m  P
o

o

1 r  1

Illustration 2.20a -  Close from Sonata Z.806 [bars 162-8]. Based on Michael Tilmouth 
[ed.], Ten Sonatas o f  Four Parts, NPS7 [Sevenoaks: Novello, 1981], 64.

Illustration 2.20b -  John Jenkins, Fantasia-Suite, Close [bars 83-95). Based on Andrew 
Ashbee [ed.], John Jenkins: Consort Music o f  Three Parts, MB70 [London: Stainer and 
Bell, 1997], 123.

Illustration 2.20 -  Similarity of two Close sections from Purcell's Sonata Z.805 and 
from Jenkin's Fantasia-Suite.
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Brisk

II

III

Illustration 2.21 -  Purcell, Fantazia 3, second section (bars 38-41) - two points 
which may be interpreted as a point and its inversion. Based on Dart (ed.) and 
Tilmouth (rev.), Fantazias and Miscellaneous Instrumental Music, NPS31, 5 -6.

—  1 -

A--------------—

= 4 ^ i»—1*—
M r  ^—

p----m----rI * i----i

Illustration 2.22 - Pavan in A minor (bars 1-4), demonstrating inversion in three- 
part scoring. Dart (ed.) and Tilmouth (rev.), Fantazias and Miscellaneous 
Instrumental Music, NPS31, 44-5.
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IV

V

R educlion

II

A lternative m111

IV

V

R eduction

Illustration 2.23 -  Fantazia upon one note, bars 37-40, as written and with an 
alternative version for bar 39 containing the countersubject re-inverted into the 
prime form. Both give reduction of that bar.
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Illustration 2.24 -  Sonata Z.791. First movement. Reproduced from Roger Fiske 
(ed.), Purcell: Sonatas of Three Parts Nos. 1-6  (London: Eulenburg, 1974), 7-8.
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2.24 -  Sonata Z.791. First movement (contd.)
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Illustration 2.25a -  Purcell, O verture in G m inor (bars 20-34], Reproduced (om itting the 
Basso continuo] from Edward J. Dent (ed.], The Indian Queen and The Tempest, PS19 
(London: Novello, 1912], 112.

r:_
V io lin  1

V iolin  2

V io la

Bass

Illustration 2.25b -  Purcell, Overture in G m inor (bars 1-4]. Imitative point highlighted. 
Based on Edward J. Dent [ed.]. The Indian Queen and The Tempest, PS19 (London: 
Novello, 1912], 111.

Illustration 2.25 -  PurceU. Excerpts from Overture Z.630/1.
41



Illustration 2.26a -  Locke, The Flat Consort la . (bars 1-5). Based on Michael Tilmouth 
(ed.), M atthew Locke: Chamber M usic: I, MB31 [London: Stainer and Bell, 1971), 98.

11

111

I

U

III

Illustration 2.26b -  Locke, The Flat Consort 2c, [bars 1-11). Based on Michael Tilmouth 
(ed.); M atthew  Locke: Chamber M usic: I, MB31 (London: S tainer and Bell, 1971), 109.

Illustration 2.26 -  Inversions in Matthew Locke's consort music (contd.).
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Illustration 2.26c, Locke, The Oxford Suite, 47-61. Based on Michael Tilmouth [ed.), 
Matthew Locke: Chamber M usic: II, MB32 (London: Stainer and Bell, 1972), 102.

Illustration 2.26 -  Inversions in Matthew Locke’s consort music (contd.).
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I

II

III

A d p la c itu m

IV

V

V I

Illustration 2.26d, Locke, Canon 4 in 2, bars 1-6. Based on Michael Tilmouth (ed.), 
Matthew Locke: Chamber Music: II, MB32 (London: Stainer and Bell, 1972), 98.

Illustration 2.26 -  Inversions in Matthew Locke’s consort music (contd.).
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I V

V

Illustration 2.27a, Mico -  Fantasia 4 in four parts, [bars 1-10]. Im itative subject and its 
inversion are highlighted. Based on A ndrew  Hanley (ed.), Richard Mico: Consort Music, 
MB65 [London: Stainer and Bell, 1994), 83.

Illustration 2.27- Inversions in consort music of Richard Mico.
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p 1 r r  ̂ J I J  J nrH i r  r r ^111

IV [ f .......... - - —1 r  f —

Illustration 2.27b, Mico -  Fantasia 4 in four parts, [bars 23-37). Imitative subject and its 
inversion are highlighted. Based on Andrew Hanley (ed.), Richard Mico: Consort Music, 
MB65 [London: Stainer and Bell, 1994), 83-4 .

Illustration 2.27- Inversions in consort music of Richard Mico (contd.).
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Illustration 2.28a -  Thomas Tomkins, Fantasia XVI in six parts, bars 1-7. Inverted 
imitative point highlighted. Based on John Irving (ed.), Thomas Tomkins: Consort Music, 
MB59, (London: Stainer and Bell, 1991), 74.

Illustration 2.28b -  Thomas Lupo, Fantasia in six parts. Inverted imitative point 
highlighted. Based on Thurston Dart and William Coats [ed.], Jacobean Consort Music, 
MB9, (London: Stainer and Bell, 1966), 127.

Illustration 2.28 -  Fantazias which open with a point and its inversion in the early 
seventeenth century.
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Illustration 2.28c -  Ferrabosco II, Hexachord Fantasia in four parts [bars 1-4]. Inverted 
imitative point highlighted. Based on Thurston Dart and William Coats [ed.], Jacobean 
Consort Music, MB9, (London: Stainer and Bell, 1966], 32.

Illustration 2.28 -  Fantazias which open with a point and its inversion in the early 
seventeenth century (Contd.).

48



I

II

III

IV

V

VI

I

III

IV

V

VI

Illustration 2.28d -  John Wilbye, Fantazia in six parts (bars 1-20). Inverted im itative 
point highlighted. Based on T hurston Dart and William Coats [ed.], Jacobean Consort 
Music, MB9, [London: Stainer and Bell, 1966), 141.

Illustration 2.28 -  Fantazias which open with a point and its inversion in the early 
seventeenth century (Contd.).
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Whal, shall I part thus u n - r e - g a r d

mm > 11 i
What, shall I part thus un - re - gard - ed? What, shall I

III

IV

WTiat,__________ shall I part thus un - re - gard

W hat,________  shall I part thus un - re -g a rd  - ed? What,_

ed, thus un - re - gard - - - ed? from

pajt thus un - re - gard - - - ed? from

II!

IV

j .  j
cd, thusthus un - re - gard - - - ed from ________  vou.

m
shall I part thus un • re - gard - - - cd? from

from you.

Illustration 2.29a -  George Kyrbe - What Shall I Part Thus? Based on Edmond H. 
Fellowes (ed.), Thurston Dart (rev.], George Kirbye, First Set o f Madrigals (1597), 
Emad24 (London: Stainer and Bell, 1961), 64.

Illustration 2.29 -  Madrigals which open with a point and its inversion in the early 
seventeenth century.

50



Illustration 2.29b -  George Kyrbe - M ust I Part, 0  m y Jewel? Based on Edmond H. 
Fellowes (ed.], Thurston Dart (rev.), George Kirbye, First Set o f  Madrigals (1597), 
Emad24 (London: Stainer and Bell, 1961), 126.

Let ev - er\ sharp, ev - er\' sharp, in sharp tuiie

Let cv - cr> sharp.

III

IV

' pi,ev - er\ sharp, letLet ev - erv sharp, let ev ♦ er>’

Let ev - er>’ sharp, let_

Let ev - er\’ sharp.

Illustration 2.29c - In the second part of Richard Carlton's Sound Saddest Notes. Based on 
Edmond H. Fellowes (ed.), Thurston Dart (rev.), Richard Carlton: Madrigals to Five Voices 
[1601), Emad27 (London: Stainer and Bell, 1960) 85.

Illustration 2.29 -  Madrigals which open with a point and its inversion in the early 
seventeenth century (Contd.).
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pr

an
o oc

4>

o
<

Ol <

Illustration 2.30 -  Purcell, Gloria Patri, Canon 4 in 2 Arsin per Thesin. Transcribed 
(untexted) from Lbl R.M. 20.h,9 (Ir- lv ) .
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Illustration 2.31 -  Reading, Canon 4 in 2 [sic.] Arsin per Thesin. Transcribed from 
LblR.M. 20.H.9 (6v-7r).
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jL tr ^  t^ f f  ̂  4. i , j  f
H r

i
-

\,.^-V-V:.

a .
H - -

j r  - , -

'4-
r' • 
- .  i-̂iWnĥ

L *
C l

■3 : - —^ --:~rr ■ y

Illustration 2.32 -  Three Upon a Ground, bars 1-15. Reproduced from Lbl R.M. 
20.h.9f. 121rINV.
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Illustration 2.33a -Lbl R.M. 20.h.9 f. 121r INV [detail] w ith  hypothetical figuring for bars  
4-5.

Illustration 2.33b -Lbl R.M. 20.h.9 f. 121r INV [detail] w ith  hypothetical figuring for bars  
10 - 1 1 .

Illustration 2.33 -  Three Upon a Ground, hypothetical figuring.

55



Scmcncc2

Viollno
Pf.niD

SccunJo

Violino

Setilence

Viollno
Prlmo

Viollno

VkiliiKi
Sccundo

Illustration 3.1 - Sonata Z.802, third movement. Laid out according to musical 
sentences. Based on Michael Tilmouth (ed.), Ten Sonatas o f Four Parts, NPS7 
(Sevenoaks: Novello, 1981), 5-8.
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Sentence 6

Violino
Prlmo

Scntcncc 7

Violino
Prlmo

Violino
Secundo

Violino

Vioiino 
SecumIo

Violino
Primo

VIotIno
Secundo

Oassus

Illustration 3.1 -  Sonata Z.802, third movement. Laid out according to musical 
sentences, (contd.)
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Largo a
Violino

Primo

Violino
S ec u n d o

Bassus 
+ B.C.

r-> r-> T7^

A P ~P n n 77

*): U  ; i  -  - — - e --------------
--------

Illustration 3.2 -  Sonata Z.802, third movement, motifs a and b as in Adams' 
analysis. Based on Martin Adams, Henry Purcell: The Origins and developm ent of 
his musical style  (Cambridge: Cambridge University Press, 1995), 111.

Sentence:

Length
(bars):

1 2 o 4 5 6 7 8 9

a a a b j b a b : i b a

a a b a I b a b : j a b

b b a b I a
'"T"

b a i : b
U  1

b

I

1
i 1

7 7 i 6 6 i 5 4 4 j 6 6

Illustration 3.3 -  Purcell, Z.802, third movement, combinatorial variations of 
motifs a + b.
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J 9 Q

/sw
fiS lb, F .  ■ - - n - r n n [..n  J J ̂ LT r

.— t—

*  ̂ J—J—1
P

»  ̂ y—i—1

Lri. 1 -t— I +■

J  J
IPI

1 ■ ■ rn J j  --f^

J

---- 1--------,-- i-l---- -̂-- r—

J '
P

r i -  ..j- .

i -  ^

J N  ̂ J IW  ̂ IJ-
6 6 

5

-----i_LV  ̂ J  IJ  ̂ I J: - I I
6 6 

5

Illustration 3.4a; Purcell, Sonata Z.803, 197-205. Reproduced from Christopher 
Hogwood (ed.); Purcell: Ten Sonatas in Four Parts: Nos. 1 -6  [London: Eulenburg, 1978}, 
17.

6
h4 3

4 3
9 8

5
3

5
3

6
4

5
3

»6
4

5

Illustration 3.4b, Purcell, Sonata Z.810 bars 46-58. Reproduced from Christopher 
Hogwood (ed.], Purcell: Ten Sonatas in Four parts: Nos. 7-10 with Appendices [London: 
Eulenburg, 1978), 22.

Illustration 3.4 -  Purcell, Sonata Z.803 and Z.810. Echo effects (or petite reprise).
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I

11

H i

IV

1

II

III

IV

II

111

IV

II

111

IV

1

I t

111

IV

Illustration 3.5 John Lloyd, Ths. Based on John Stevens (ed.). Music at the Court of  
Henry VIII, MB18, 2n<i edn (London: Stainer and Bell, 1969), 20-1 .
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Illustration 3.5 John Lloyd, Tris (contd.)
61



Illustration 3.6a -  Osbert Parsley -  Spes Nostra (bars 1-10). Based on Paul Doe [ed.), 
Elizabethan Consort Music ; I, MB44, 79-81.

Illustration 3.6b -  Nicholas Strogers -  In Nomine II (bars 1-10]. Based on Paul Doe (ed.], 
Elizabethan Consort Music: 1, MB44, 115-7.

IV

V

Illustration 3.6c -  Christopher Tye -  In Nomine XIII T ru s t ’, bars 7-15. Based on Paul 
Doe [ed.], Elizabethan Consort Music: II, MB45,105-7.

Illustration 3.6 Excerpts of quintuple-metre passages from Parsley, Strogers and 
Tye.
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II

in

IV

V

II

III

IV

V

I

II

I V

V

Illustration 3.7 -  Picforth, In Nomine. Based on Paul Doe (ed.), Elizabethan Consort 
Mws/c;/, MB44,108-9.
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I

II

III

IV

V

IV

V

II

III

IV

V

Illustration 3.7 -  Picforth, In Nomine. Based on Paul Doe (ed.), Elizabethan Consort 
M usic: I, M B44,108-9. (contd.)
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I

II

III

I V

Illu stra tion  3.8 -  R obert W hite, an excerp t from  a hexachord fantazia 
(reconstructed : Paul Doe), b ars  26-32.

Illustration  3.9 -  Illustration  of Richard Clarke's theo ry  as to 'God Save the  King’ 
being found in the  Largo of Z.793: th e l* ‘ b a r of the  Hymn is based  on first violin 
b a r  5, 2"‘> b a r is th e  re tro g rad e  of firs t violin b a r  4, 3 '‘‘* and  4 ‘h b ars  on second 
violin b ars  1-2, 5‘h and 6th b ars  on second violin b ars  15-16. Based on J. A. Fuller 
M aitland (ed.). Twelve Sonatas o f  Three Parts, PS5, (London & New York: Novello, 
Ewer and  co., 1893), iii; Roger Fiske (ed.), Purcell: Sonatas o f  Three Parts Nos. 1 -6  
(London: Eulenburg, 1974), 37.
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Illustration 3.10a -  Hendrick van Steenwyck, The Courtyard of a Renaissance Palace 
(1610) [National Gallery London, Cat. NG141).

Illustration 3.10 -  Examples of Dutch architectural paintings [perspectiven).
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Illustration 3.10b -  Houckgeest, 'In te rior  of the Oude Kerk in Delft’, (Rijksmuseum, Cat. 
SK-A-1584).

Illustration 3.10 -  Examples of Dutch architectural paintings [perspectiven). 
(contd.)



| i > > r  r  r  r  ^ ^ ‘n  r  r  J i r  r J  ^ r - ^  i r  r  J r

I r  j r J r r i J r  ̂ r r r i J J r r r r | J J r r

Illustration 3.11a -  Staff no tation  of a change. Based on Wilfrid G. Wilson, Change 
Ringing: The A r t  and Science o f  Change Ringing on Church and Hand Bells [London: Faber 
and Faber, 1965], 14.

12 The A rt o f  Ringing,
or Foftrthy there is to be obiecved ths 
rame courfe,. as in ht*au»^ the TrehU: 
A lliorcExamplcI will let d ow n , b  
hnmwg the Thinl up, and making the 
Extream  between the tvv  ̂far-

Bells from i t .   ______ 123^
Firfi, I hunt up the third over 

iai foHrth} xh^ H m t  being upj 
I make an between the
treble zvidfecQnd  ̂ and then h»Kt 
down the third again> as in thcfe 
chafigesy which courfe is to be 
obCerved to the end o f the Peal.

1 2 4 3

2 1 4 3  

^ '134  1
1 3 1 4

3 2 1 4

Illustration 3.11b -  John White, Tintinnalogia or the A r t  o f  Ringing, 12 [detail], showing 
the notation of a change using a table w ith  num bers.

Illustration 3.11 -  Connections betw een musical applications of ars combinatoria 
and Change Ringing.
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8 7 6 8

C a n tu s

Byrd

Purcell

T e n o r  '

V i.I

 ̂ r r- ==Tr
V i.ll

Illustration 3.12 - Resemblance in the beginnings of Byrd, Mass for four voices, 
Kyrie II and Purcell, Sonata Z.790, bars 1-3. Based on Philip Brett (ed.). The 
Collected Works o f William Byrd, Volume 17, Consort Music (London: Stainer & Bell, 
1981), 24-6; Roger Fiske (ed.), Purcell: Sonatas of Three Parts Nos. 1-6 (London: 
Eulenburg, 1974), 1-2.

6 9



Byrd:

'

I"-- 1 - r  -  H

r y “ =

- r  r 7=------------------------

' ‘J J 1

[» -

° ---------------

If- r

[" r f—

= --------------
^ ----- ® — k-—

[ • ) .

Purcell:

m m • . 0  m gi . .  . ^

•----- 1------ ^ ------^ ------------ 1
^  1-------- '----------- ‘— '--------

-------- 1 ' , 1" '--------

------------- d— _----------- --------- -̂---- 1

1 ! 1 ------- -------

1 1 I J 1 J  ̂ r > 1

.....— .......... .

J r  r

« 0  i«)

...................................

Illustration 3.13 -  Resemblance in the complexes of Byrd, Mass for four voices, 
Kyrie II (bars 27-9) and Purcell, Sonata Z.790, bars 10-2. Reduction of both 
excerpts: notes which do not appear in the work but are significant for 
understanding the shared complex are added with brackets. Based on Philip Brett 
(ed.). The Collected Works of William Byrd, Volume 17, Consort Music (London; 
Stainer & Bell, 1981), 24-6; Roger Fiske (ed.), Purcell: Sonatas of Three Parts Nos. 
1-6  (London: Eulenburg, 1974), 1-2.
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3C

Illustration 3.14 -  Similarities between imitative points in Baldwin {Coockow as I 
me walked] and Purcell (Fantazia 2). Based on Paul Doe (ed.), Elizabethan Consort 
Music: II, MB45,12-14; Thurston Dart (ed.) and Michael Tilmouth (rev.), 
Fantazias and Miscellaneous Instrumental Music, NPS31 (London and Sevenoaks: 
Novello, 1990), 3-4.
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I

II

III

m

7<« -g-

- l i t  tf _kj7_

S 5 5 S ± ^
* = ^

; I f o -

Illustration 3.15 -  Further Similarities between imitative points in Baldwin 
{Coockow as I me walked] and Purcell (Fantazia 2). Paul Doe (ed.), Elizabethan 
Consort Music: II, MB45,12-14; Dart (ed.) and Tiimouth (rev.), Fantazias and 
Miscellaneous Instrumental Music, NPS31, 3-4.
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I I I

IV

III

IV

Illustration 3.16 - Ward, Paris Fantazia no. 12. Entrances on D marked with a 
circle, entrances on A marked with a rectangle. Based on Ian Payne (ed.),/ohn 
Ward: Consort Music o f Four Parts, MB83 (London; Stainer and Bell, 2005), 44-45.
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V io lin  I

V io lin  II

Cello m
Illustration 3.17 -  Purcell, Amphytrion, ‘For Iris I Sigh', Ritornello. Based on Henry 
Purcell, The Songs in Amphitryon with the Musick (London; Jacob Tonson, 1690), 
3-4 (3).

Violin I

V iolin  11

Cello

i
i

fir îrrj
Illustration 3.18 -  Alon Schab, a simplified 8-bar ritornello for 'For Iris I sigh'.

Illustration 3.19 -  Amphytrion, ‘For Iris I Sigh', Ritornello, Skeleton. Entrances on 
A marked with a rectangle. Entrances on E marked with a circle.

74



1. [Ritomello]

Violins

Viola

Vlns.

Via.

2. See, even N ight herself is here, To favour your Design;

Vlns.

S

Via.

I

Vlns.

Via.

Illustration 3.20 -  Purcell, The Fairy Queen, ‘See, See Even Night'. Based on J.S. 
Sheldock (ed.) and Anthony Lewis (rev.). The Fairy Queen, NPS12, (London: 
Novello, 1968), 53-6.
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3. A n d  j II liuf P cacc l'u l T n iiii is  n e a r , n s a l  M en  to  S le e p  inc line .

V lns ,

i
ip  f-

via.

Via.

4 . Lcl Nl'Isc ami Care. Doubl a n J  IX'spair, L n \\  and Spile (The F^iend'i Jeiigli! I. lie  ever H aniih'd hence.

V'lns,

d

 m-

V ia .

VInv

f - f ' - - ^ -----------“ I------------------' T

-*— a-

V ta .

a » _____________  d . s _______ 4 t_____
, ,.r.

 d-

Illustration 3.20 -  Purcell, The Fairy Queen, 'See, See Even Night’, (contd.)
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5. l.c! s.ot'l RcfViisf. I kr r>c-iids tIosu; And niunnuring Stro;iim, ISring pk-asing l>rc*ms;

VtrtH, -  .. . . . . . — .. . . . . -̂ - - - - - - r - - - - - - - - - - - -- ^ - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - '

Jl,-., ____________ t - .  . .  .. .....

............... [.„: ................. I ,- ..... 1

W "  ' H r f ' - —

1-------- -- - - - - - - - - 1- - - - - - - - - - ------ j - - - - - - - - - - - T t - - - - - - *-------
I

ht a  ^ i>---------------------------j------------------------- ? - = - ^

1 1 *
L 4 - . M . . . . J - ^ .... It i ir [ H

f

‘ t , i t  t .................. --------- -̂--------h - H — — - H - n " * — ‘- - r f - ....| ' - - ; - - i

.... -X— ...............1
k i k 1 11 ’ r ^

. ------ !------ 1— '-----n----- r

\niL

Vins.

VI;l

Vln̂ .

r> I c1 nn lh itis i tn  ;^ i\e  o llc n c c ,

“  4' f j  — jL

\'h

Vlrn, p

1 i '

3 E rrtr:

Illustration 3.20 -  Purcell, The Fairy Queen, 'See, See Even Night’. (Contd.)
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7. [Ritornello]

Vlns.

Via.

Vlns.

Via.

j  j  -I Li=i
“

Illustration 3.20 -  Purcell, The Fairy Queen, 'See, See Even Night’. (Contd.)

p) A r .o lh t r  s o r t  c j  F u g e j : ; g  
A .

' r
-f,--------j'T i;-

r-f-r

Illustration 3,21 -  Purcell, Example of triple fugeing from Playford’s Introduction. 
Reproduced from Dart (ed.) and Tilmouth (rev.), Fantazias and Miscellaneous 
Instrumental Music, NPS31,113.

78



[plainsong]

I

IV

V

Illustration 3.22a -  Eglestone, In Nomine II. Broken plainsong in Viol I. Paul Doe (ed.], 
Elizabethan Consort M usic: II, MB45, 69-70.

I

[plainsong]

II

III

IV

V

Illustration 3.22b -  Tye, In Nomine XI 'Farew ell my good 1. For ever’. Bars 1-5. Broken 
plainsong in Viol II. Paul Doe (ed.), Elizabethan Consort M usic: II, M B 45,102-3.

Illustration 3.22 -  Examples from Eglestone, Tye and Purcell of'breaking a fugue'.
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iO

Illustration 3.22c -  Purcell, In Nomine a 6 (bars 1-11). Reproduced from Dart [ed.) and 
Tilmouth (rev.), Fantazias and Miscellaneous Instrumental Music, NPS31, 37-8.

Illustration 3.22 -  Examples from Eglestone, Tye and Purcell of'breaking a fugue’, 
(contd.)
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O help, O help, a-las, O help. Ay_______  me.

help O help a - l a s  O _________  help, Ay me.

III

IV

O help, O help a - las, O help. Ay me,

0  help, 0  help a - las, O help, Ay

Ay me,

and cry me,

andme, cry me,

andme. cry me,

andme. cry me.

andsitme. cry me,

Illustration 3.23 -  Example from Thomas Morley, Fire, Fire. Based on Edmund H. 
Fellowes (ed.) and Thurston Dart (rev.), Thomas Morley: First Book ofBalletts 
(London: Stainer and Bell, 1965), 53-9 (56).

8 1



no hope is left.

hope is

III

hope is left,

no hope is left,

left, no hope is left.

no hope is left,

Illustration 3.24 Example from Weelkes, Cease Sorrows Now. Based on Edmund H. 
Fellowes (ed.) and Thurston Dart (rev.), Thomas Weelkes: Madrigals to 3.4.5. & 6. 
Voices (1597), Emad9 (London: Stainer and Bell, 1967), 29-34  (31).

8 2



Change there is o f joy, o f joy, and sad

Change there is o f joy, o f joy, joy, and sad

rV ----- ------------- "l*r 1 TIII

Change there is o f jo y ,- joy-

III

ness, and sad

ness. and sad

ness, and sad

and sad

ness, and sad

Illustration 3.25 Example from Thomas Tomkins, Yet Again. Based on Edmund H. 
Fellowes (ed.) and Thurston Dart (rev.), Thomas Tomkins: Songs of 3.4.5. and 6. 
Parts (1622), EmadlS (London: Stainer and Bell, 1960), 53-61 (56).
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1 ^ 1  — ^
- d -------- ^ ^ r  ■ I I— 1—  

Ay me. a - las.

— !-------------------n

-------------- ^ — -----f — ' J  n2̂ —
A y m e. a  - las.

I  ̂ r "
m e, a -  las

I I I

Illustration 3.26 Example from Weelkes, Ay Me, Alas, Hey Ho. Based on Edmund H. 
Fellowes (ed.) and Thurston Dart (rev.), Thomas Weelkes: Ayres or Fantastic spirits 
(1608), Emad 13 (London: Stainer and Bell, 1965) 29-31 (29).

- - - - -̂-- r - - - - - - - - iw ® ^ = t = J - - - - - - - - - - ^
A y  me, A y   me. a - la s , a - la s , a - las.

A y   me.

Ay

A y   me. a - las a - las

III

Ay me. - las a • las a - las

Illustration 3.27 Example from Ward, Fly not so fast. Based on Edmund H. Fellowes 
(ed.) and Thurston Dart {rev.), John Ward: First set o f Madrigals (1613), Emad 19 
(London: Stainer and Bell, 1968), 26-28 (27).

Illustration 3.28 -Byrd, Fantasia a 4 (I), bars 44-50. Based on Kenneth Elliott (ed.), 
The Collected Works of William Byrd, Volume 17, Consort Music (London; Stainer & 
Bell, 1971), 7-10.
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S l o w

. . . . .^ s>--- - - - - - - - # - P  f — r f ^ —
70  __ ^
^ ---- - - - - — - - - - - ^

- - - - - - - - - - - - - - '■ ~ - r

t -  - r ---
• T -  • 1

. - - - - - - - - - 1- - - - - - - - - - 1- - - - - - - - - - - - - - - - L _

. .  . .  - - - - - - - - - - - - - - - J
-

j

r r r < » - : r :
[ -- - - - - - - - ± - - - J -- - - - - - - - -  -t - • ^  .  -  r  — ^

Illustration 3.29 - Purcell, Fantazia 6 (bars 23-30), a characteristic madrigal-like 
gesture. Reproduced from Dart (ed.) and Tilmouth (rev.), Fantazias and 
Miscellaneous Instrumental Music, NPS31,13-5 (14).

18

: ^  2_ --- -

io
■ '--1— 1.(err?— — vr" .. i

c’
i . i .. ^ -----  ̂ --- ■ * V ^ .---- -

-1- . i. • '■ ’----r-'

......  1—^ .  t • • K : • ■ •

------r— r  -------- -■—
- • • • —

i r . “1 “•
1

•» “ir-* ir  • ^

............^

, I- - - . -i. . . .--- -----

^ t r - ^  “T f - - —  - - - J , ’

Illustration 3.30 - Purcell, Fantazia 7 (bars 38-41), a characteristic madrigal-like 
gesture. Reproduced from Dart (ed.) and Tilmouth (rev.), Fantazias and 
Miscellaneous Instrumental Music, NPS31,16-8 (18).

Illustration 3.31 - Purcell, Fantazia 9 (27-31), a characteristic madrigal-like 
gesture. Reproduced from Dart (ed.) and Tilmouth (rev.), Fantazias and 
Miscellaneous Instrumental Music, NPS31, 22-4  (23).
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S ’ «-

IV ;31

4' " - >  J-Jr

'■ ;K ‘ i^  . . : , : i : ^ .£ ^ fT r '

i i
- l^’A ,W_- j; i i___

Illustration 3.32 - Purcell, Fantazia 10, layout highlighting textural repetitions. 
Based from Dart (ed.) and Tilmouth (rev.), Fantazias and Miscellaneous 
Instrumental Music, NPS31, 25-7  (26).
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Illustration 3.32 - Purcell, Fantazia 10, layout highlighting textural repetitions, 
(contd.).
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Illustration 3.33 - Purcell, In Nomine a 7, a characteristic madrigal-like gesture. 
Reproduced from Dart (ed.) and Tilmouth (rev.), Fantazias and Miscellaneous 
Instrumental Music, NPS31, 39-41 (40).
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Illustration 3.34 - Purcell, Fantazia upon one note, a characteristic madrigal-like 
gesture. Reproduced from D art (ed.) and Tilmouth (rev.), Fantazias and 
Miscellaneous Instrumental Music, NPS31, 34-6 (35).



Illustrations.35a oscillation i - l l l - i  in the prim a volta

Vi. 2

Via.

In G Minor: i V (in D  minor:) i

Illustration 3.35b - Irregular half cadence which closes the second strain  of the ritornello  
and the transition  to 'Many such days may she behold’.

Illustration 3.35 Purcell, Love’s Goddess sure was blind, 'May her blest example 
chase’, harmonic irregularities. Based on Bruce Wood (ed.). Birthday Odes for 
Queen Mary Part II, NPS24, [London: Novello, 1998), 33-4.
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Illustration 3.36 Purcell, from the Ayres for the Theatre (1697). Ian Spink (ed.), 
Dramatic Music Part II: Vocal and Instrumental Music for the Stage, NPS20 
(London: Novello, 1998), 38.

A New Tune of M r ,  PurctlPs

Illustration 3.37 - Purcell, A New Tune. Reproduced from Apollo’s Banquet, Vol. 2 
(London: Henry Playford, 1691), [21].
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V iol I

(f---------- “ — r —
--------------h —

V iol II
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Viol IV
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J I J - J
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Illustration 3.38a -  Mico -  Fantazia 3 [bars 1 -25 ] ,

(

I

Illustration 3.38 -  Richard Mico, Segmentation in Fantazia 3. Based on Hanley 
(ed.), Richard Mico: Consort Music, MB65, 38.
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Illustration 3.38b -  Mico -  Fantazia 3 [bars 1-25], laid out according to entrances.

Illustration 3.38 -  Richard Mico, Segmentation in Fantazia 3. Based on Hanley 
(ed.), Richard Mico: Consort Music, MB65, 38. (contd.)
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Illustration 3.39 -Jenkins, Fantazia 11 Segment lengths are 2 semibreves, 3 semibreves, 4 
semibreves and 5 semibreves. Based on Andrew Ashbee [ed.),John Jenkins: Consort Music 
of Three Parts, MB70, (London: Stainer and Bell, 1997), 34-6.
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Illu stra tion  3.40 -  Coprario, Fantazia (C7). Based on R ichard C harteris (ed.), John 
Coprario: The Two-, Three- and  F our-P art Consort Music, 2 "^  edn (London: 
F re tw ork  Editions, 1993).
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II
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Illustration 3.40 -  Coprario, Fantazia (C7) (contd.).

Bar
-!5no.: 1

r \
i ^ V I I I ^ V I I  ^ v

Illustration 3.41 -  Purcell, Remember not. Lord, our offences, palindromic design 
described by Van Tassel. Additional harmonic palindrome marked with blue 
arrows.
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Illustration 3.42 -  Purcell, Sonata Z.803, third movement. Subjects marked. Based 
on Christopher Hogwood (ed.), Purcell: Ten Sonatas in Four Parts: Nos. 1-6  
(London: Eulenburg, 1978), 20.
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Illustration 3.43 -  Purcell, Fantazia 3 (bars 1-37), layout highlighting palindromic 
segmentation. Based on Dart (ed.) and Tilmouth (rev.), Fantazias and 
Miscellaneous Instrumental Music, NPS31, 5-6.

98



m

d
■t » Illustration 3.44 -  Palindromic design 

in Fantazia 1 (bars 1-14). Based on Dart 
(ed.) and Tilmouth (rev.), Fantazias and 
Miscellaneous Instrumental Music, 
NPS31,1-2.

m
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VIII. I

V In . II

V c .

b.c

Illustration 3.45a -  Purcell, Sonata Z.808, Transition from second to th ird  m ovem ent 
(Lbl Add. MS 30930). Based on C hristopher Hogwood [ed.], Purcell: Ten Sonatas in Four 
parts: Nos. 7-10 with Appendices [London: Eulenburg, 1978], 18-21.

V In  1

V In . II

V c .

h .c

Illustration 3.45b -  Purcell, Sonata Z.808, T ransition from second to th ird  m ovem ent 
[Sonatas in Four Parts, 1697). Based on Christopher Hogwood (ed.), Purcell: Ten Sonatas 
in Four Parts: Nos. 7-10 with Appendices [London: Eulenburg, 1978), 3 -4 0 -4 1 .

Illustration 3.45 -  Purcell, Sonata Z.808, transition from second to third 
movement in the autograph version compared to the printed version.
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V i n l i n  I

V i o l i n  II

Vi o l . i

V i o l o n c e l l o  
l i a s s o  c o n t i n u e

h It n . n . h h

m
ti h

m .

=trp=

Illustration 4.1 -  Dido and Aeneas Z.626 -  Overture bars 1-12. Reproduced 
(omitting continuo) from Margaret Laurie (ed.), Dido and Aeneas, NPS3 
(Sevenoakes: Novello, 1979), 1.
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Illustration 4.2 - Purcell, The Fairy Queen, ‘Hush, no more’, Solo version against 
choral version (bars 1-7). Based on Bruce Wood and Andrew Pinnock (eds.). The 
Fairy Queen, NPS12 (London: Stainer and Bell, 2009), 56-9.
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25 52

Illustra tion 4.3a - Purcell -  Fantazia 11, Reduction o f tonal scheme.

25 36

a/CC/a

F/d

Illustra tion  4.3b - Purcell -  Fantazia 11, Detailed tonal scheme.

Illustration 4.3 - Purcell -  Fantazia 11, Descriptions of the tonal scheme.
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a7 47

Illustration 4.4a - bars 150-1.

ft t  5  1 4. ? 1 i  J

Illustration 4.4b - bars 6-9 (cadence in bars 8-9].

Illustration 4.4c - bars 108-111 [cadence in bars 109-110].

Illustration 4.4 -  Purcell, Sonata Z.804, characteristic cadences. Reproduced from 
Christopher Hogwood (ed.), Purcell: Ten Sonatas in Four parts, Nos. 1-6  (London: 
Eulenburg, 1978), 18-25.
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Illustration 4.4d - bars 64 -7  (cadence in bars 66-7).

Illustration 4.4e -  bars 6 4 -7  (use of IV7 in bars 125 ,127  and 130]

Illustration 4.4 -  Purcell, Sonata Z.804, characteristic cadences (contd.)
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Illustration 4.5a Sonata Z.805, bars 7 2 -80  [cadences; A m inor in 73-74; D m inor in 7 9 - 
BO). Reproduced from Hogwood [ed.], Purcell: Ten Sonatas in Four parts: Nos. 1 -6  
(London: Eulenburg, 1978), 26-34 .

V iolino
P rim o

V iolino
S ecu n d o

_________
----------1d.------- 1

Illustration 4.5b Sonata Z.794 (bars 98-100]. Based on Roger Fiske [ed.], Purcell: 
Sonatas o f  Three Parts: Nos. 1 -6  [London: Eulenburg, 1974), 30.

V iolino
P rim o

V iolino
S ecu n d o

B assus

- - - - - - - - - f = = N
I '  • ‘ r

Illustration 4.5c Sonata Z.799 (bars 99-100). Based on Roger Fiske (ed.), Purcell: 
Sonatas o f  Three Parts Nos: 7-12  (London; Eulenburg, 1975), 28.

Illustration 4.5 -  Characteristic A minor cadences in Sonatas Z.805, Z.794 and 
Z.799.
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iO

Illustration 4.6a -  Fantazia 9, bars 9 -1 0  (cadence in bar 10]. Reproduced from Thurston 
Dart (ed.] and Michael Tilmouth [rev.], Fantazias and Miscellaneous Instrumental Music, 
NPS31 (London and Sevenoaks: Novello, 1990], 22.

V io lin  1

V io lin  2

V iola

Bass

Illustration 4.6b -  Fly Bold Rebellion, ‘But kings, like the sun’, Ritornello, bars 256-60 . 
Based on Bruce Wood (ed.], Royal Welcome Songs Part I, NPS15, (London; Novello, 
2000], 169-70.

30

j f c - . — H. — :

j J  m . f  ■ j  

1 - 4
r  —w | W «  *

i  :
i i

M m--------^ ------------

' ~ m " m ^  *
........" ....^ \

- f  \ r r
- T — - - - 4 *

— J--------------------- --------
T3*

' M '

Illustration 4.6c -  Sound the Trumpet bars 32-3. Reproduced from Bruce Wood (ed.] 
Royal Welcome Songs: Part II, NPS18 (London: Novello, 2005], 143-7.

Illustration 4.6 -  Another type of a characteristic A minor Cadence
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A;T

Illustration 4.7- An interlock from Fantazia 11 (which is modifled by false 
relations). Reproduced from Alan Howard, 'Purcell and the Poetics of Artifice: 
Compositional Strategies in the Fantasias and Sonatas’, (Ph.D. diss., King’s College, 
London, 2006), 136.

I

II

ni

IV

Illustration 4.8a -Fantazia 11, bars 2 0 -2 2  [false relations in b ar 21),

I

II

m

IV

Illustration 4.8b -  Fantazia 11, bars 1 -4  [false relations in bar 3).

Illustration 4.8 - Purcell, Fantazia 11, false relations. Based on Dart (ed.) and 
Tilmouth (rev.), Fantazias and Miscellaneous Instrumental Music, NPS31, 28-30.
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Illustration 4.8c -  Fantazia 11, bars 1 -4  -  a hypothesised eariier version of bars 1-3 
(Viol 111 gives a Per Thesin on the second half of bar 2].

o

III

IV

Illustration 4.8d -  Fantazia 11, bars 23-24.

I

II

III

IV

Illustration 4.8e -  Fantazia 11, bars 38-40.

Illustration 4.8 - Purcell, Fantazia 11, false relations (contd.).
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I

II

III

IV

Illustration 4 .8 f-  Fantazia 11, bars 45 -7 .

= t

^ = 1 O......... 1

h-dV--------- i^ -------- T r ^-=—-L!,,--------H

J  — ------ -̂------- 1
j y

Illustration 4.8g -  Fantazia 11, bars 49-50 .

Illustration 4.8 - Purcell, Fantazia 11, false relations (contd.).
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Illustration 4.9a -  Byrd, 
Browning  hexachordal 
s tructure.

hstr, »•*'
/ \

/ \ / \
 ̂ ^ t  h t  ( i

Illustration 4.9b -  Bevin, 
Browning hexachordal 
structure.

D D
f

ffl>. \

~ V ..  * .
;  \_

4

c n n

f  . f
/  \

♦ 4r
 ̂ » p i  t

\  /
Ik

B:-

Illustration 4.9c -  Baldwin, 
Browning hexachordal 
structure.

Illustration 4.9 -  Hexachordal structure of the ground in Browning settings.

I l l



41

Viol
II pJLJ Lj-iS

onD:i/^ re mi fa  m

on  C :  re re mi mi re mi fa  mi re ut fa

v io l
II

mi mi mi re mi ut re mi

on D: re mi fa  sol mi re mi fa

Illustration 4.10 -  Baldwin: Browning (Viol II, bars 47-55), mutation between non- 
adjacent hexacords. Based on Paul Doe (ed.), Elizabethan Consort Music: II, MB45 
(London: Stainer and Bell, 1988), 9-12.

L I  I  L  t

Illustration 4.11 - Purcell, Sonata Z.796, Tonal plan.
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Illustration 4.12 -Sweelinck, Fantasia 9 (bars 15-44). Based on Gustav Leonhardt 
[ed.),Jan Pieterszoon Sweelinck: Opera Omnia, Vol 1: Keyboard Works, 2"<* edn 
(Amsterdam: VNM, 1974), 61-67.
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Illustration 4.13 -  Michael East, Peccavi (bars 1-21). Based on Michael East, Third 
Set ofBookes (London, 1610); Edmund H. Fellowes (ed.) and Thurston Dart (Rev.), 
Michael East: Third Set o f Books (1610), EmadBla (London: Stainer and Bell, 1962), 
104-8.
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Illustration 4.13 -  Michael East, Peccavi (bars 1-21) (contd.).
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Illustration 4.14 - Michael East, Peccovz, Tonal plan.

Illustration 4.15 - Purcell, Sonata Z.790 (bars 7-13) Based on Roger Fiske (ed.), 
Purcell: Sonatas o f Three Parts Nos. 1-6 (London: Eulenburg, 1974), 1-2.



Violm II

l i e

*

Vln

Vln II

Ik

li

Vln

Vln II

- t — '

Illustration 4.16 -  Purcell, Sonata Z.790, the modulating complex of bars 7-10  
overlapping with 10-13, applied on the circle of fifths (bass starts on E, A, D, G, C , 
potentially ad infinitum).
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Illustration 4.17 -  Purcell, Fantazia 5, second section (bars 11-26), first 
occurrence of the subject on each note highlighted. Based on Dart (ed.) and 
Tilmouth (rev.), Fantazias and Miscellaneous Instrumental Music, NPS31,10-11 .
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Illustration 4.17 -  Purcell, Fantazia 5, second section (bars 11-26) (contd.)
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(r-mpr/
sonorin)

( -H I ,)

Illustration 4.18a -  Purcell, The Fairy Queen, ‘Dance for the Followers of Night' [bars 16- 
21]. Based on Wood and Pinnock (eds.], The Fairy Queen, NPS12, 60-1.
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I l l

IV

in A minor:

1V = ^  I V
,0 -8  ; 4-3i-*-" \ ’I;̂  IIo V7 111, Vi-

I V

Illustration 4.18b -  Purcell -  Miserere [bars 1-10], untexted. Based on Anthony Lewis 
and Nigel Fortune [eds.], Sacred Music Part VII: Anthems and Miscellaneous Church Music, 
PS32 (London: Novello, 1962), 171.

Illustration 4.18 -Purcell, two canons '4 in 2 '  demonstrating the implications of 
strict im itation for harmony.
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V iolino
P rim o

V iolino
S ecu n d o

B assus
*-B.C

m

I llustration 4.19a -  Sonata Z.809, first m ovem en t (bars 23-25], Based on Michael 
Tilmouth  [ed.), Ten Sonatas o f  Four Parts, NPS7 [Sevenoaks: Novello, 1981), 93.

V iolin  I

V iolin  2

V iola

Bass

j .  p r

V i .  1

Vi. 2

via.

m J I J. J'

Illustration 4.19b -  The Rival Sisters, overture . Close [bars  82 -90 ) .  Based on Alan Gray 
[ed.], Dramatic Music Part III, PS21 [London: Novello, 1917), 6 3 -7 0  [70).

Illustration 4.19 -Purcell’s use of #IIl6
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Illustration 4.19c -Dido and Aeneas, Dido’s Lam ent [bars 38 -4 8 ] .  Based on Laurie [ed.], 
Dido and Aeneas, NPS3.

Illustration 4.19 -Purcell’s use of #IIl6 (contd.)
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205

yon - der coolyon - der cool shade, m y D oTo

yon - der coolda, w e’ lyon - der cool shade, m y D o

yon - der coolda, we’ l l  fly.To yon - der cool shade, m y D o to

21$210

bra lie,fly ; W h ils t there in  each o th  - er*5wc w illshade

fly ; W h ils t there in  each o th  - er’s em brashade, we w ill

f ly ; W h ils t there in  each o th  - e r’s em brashade we w ill

Illustration 4.19d -  Hark how the w ild musicians sing Z.542 [Bars 204-215). Based on 
Wood [ed.), Symphony Songs, NPS27 [London; Stainer and Bell, 2007), 24-5.
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Illustration 4.19e -Pavan in Bb [bars 20-25). Based on Dart [ed.) and T ilm outh [rev.), 
Fantazias and Miscellaneous Instrumental Music, NPS31, 48.

Illustration 4.19 -Purcell’s use of #IIl6 (contd.)
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Illustration 4.20a -Lawes, Fantasia for 3 lyre-viols (bars 97-120}. Based on Murray
Lefkowitz (ed.), William Lawes: Select Consort Music, MB21, 2^^ edn (London: Stainer and 
Bell 1971], 61-3 (62-3]

Illustration 4.20 -Use of #Hl6 in Lawes and Sweelinck.
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Illustration 4.20b -Sweelinck, Fantasia 4 [bars 78-107). Reproduced [w ith additional 
m arkings] on Gustav Leonhardt [ed .],/an  Pieterszoon Sweelinck: Opera Omnia: Volume I, 
Keyboard Works: Fantasias and Toccatas, 2>'d edn [Amsterdam: VNM, 1974], 26-34.

Illustration 4.20 -U se ofttllle in Lawes and Sweelinck. (contd.)
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Illustration 4.21 -  Purcell, Sonata Z.800, Adagio. Based on Roger Fiske (ed.), 
Purcell: Sonatas o f Three Parts Nos: 7-12  (London: Eulenburg, 1975), 34.
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Illustration 4.22 -  Purcell, Sonata Z.800, Adagio, melodic reduction. Based on 
Roger Fiske (ed.), Purcell: Sonatas o f Three Parts Nos: 7-12 (London: Eulenburg, 
1975), 34.
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V i  II

Illustration 4.23 -  Purcell, Sonata Z.800, second movem ent (bars 23-7). Based on 
Roger Fiske (ed.), Purcell: Sonatas o f  Three Parts Nos: 7-12  (London: Eulenburg, 
1975), 32.

V i . I

Vi. n

B

X

V i . I

Vi .  II

B.

Illustration 4.24 -  Purcell, Sonata Z.800, fourth m ovem ent (bars 75-88). Based on 
Roger Fiske (ed.), Purcell: Sonatas o f Three Parts Nos: 7-12  (London: Eulenburg, 
1975), 35.
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Illustration 4.25 - Fantazia 11, Section 1, first occurrences of the subject on each 
note, regardless of the arsin or thesin nature of the entrances. Reproduced from  
Dart (ed.) and Tilm outh (rev.), Fantazias and Miscellaneous Instrumental Music, 
NPS31, 28-29 .
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Illustration 4.26 - Fantazia 11, first section. First entrances of the point per arsin 
and per thesin, on each note. Based on Dart (ed.) and Tilmouth (rev.), Fantazias 
and Miscellaneous Instrumental Music, NPS31, 28-29.
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m i ' B

fo  Bb

la ---------------- m i ------------------------ re A

sol rc ut G

f a   ut F

m l lo  E

re la sol D

ut sol fo  C

Illustration 4.27 - The Hexachordal Intersection

II

Illustration 4.28 -The middle section of Fantazia 1 [with entrances marked]

Viol III, ba rs  26-7  Viol II, bars  32-3 Viol III, bars  34-5

-p ------- 1 w > p- ^-----u —
i

-m — H------------------

Illustration 4.29 Purcell -  Fantazia 1, section 3, different variants of the subject.
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Illustration 4.30 - Purcell, Fantazia 7, first section (bars 1 - 26). First entrance of 
any of the subject marked (different colours designate different subjects).
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mi A

fa  At

la mi   re G

sol re ut F

f a ------------------- ut Et

mi la D

re la sol C

ut sol fa   ̂Bt

Illustration 4.31 -  Purcell, Fantazia 5, table description of the hexachordal 
intersection.

I ; , Natural

mi D

fa Dt

la mi ---------re C

sol re ut

fa ut At

mi la G

re la sol F

ut sol fa Et

Illustration 4.32 - Purcell, Fantazia 7, table description of the hexachordal 
intersection.
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M l .  . r  f. L : J

- f jT  ~ r .... [" '1

4—I—i----- T i - . r  i .....i J4-"----- -

.. -1..1 p i , , p  i-' - J f J  I ] r' hJ [ j ....■- ]
. - 2I ■ ■ d

-iV'

■ ----  --- -.............  » - ■ — W-H-M— ---------- ------- ........ -----1

izzl ■—  1 1 1 - ^  ■; -  . -1 ..I|=r-f— f - l
t . .

Illustration 4.33 - Purcell, Fantazia 12, first section (bars 1-58), first occurrence 
for either perArsin or per Thesin on each note of the hexachordal intersection 
highlighted. Based on Dart (ed.) and Tilmouth (rev.), Fantazias and Miscellaneous 
Instrumental Music, NPS31, 31-2.
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Illustration 4.33 -  Purcell, Fantazia 12, first section (bars 1 -58), first occurrence 
for either per Arsin or per Thesin on each note of the hexachordal intersection  
highlighted (contd.)



2̂  Lk iU o  O  (C <

C- i'

S C- i' V' 'h i '  f-

b  V

T

Q  (Q  <  O  u . J5 »-* lo «r o

t* i’

«  v-k «  f .  ;*'

Illustration 4.34 -  Diagram of the possible hexachordal intersections that Purcell 
could have introduced after four notes have been introduced in Fantazia 12.
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Section 1 

- / ?  ' - t ,  2  1 -  1 r  * 1 -  ,  ■(»

5
j ------------- _ r-r‘ 1

iE ?i- - - - - - - - - i - - - - - - - - - -- - - - - - - -

■ 1 — 1

^  15?

------------------------------------d ---------

11 r In L- - 2 - - - - - - - - - - - - - - - - - -

t

| f  . .  f ....

i 1
I I I  *)'■ <1* a > =  

ft J O

' V  : ■ r  -
1

i f ^ - n — j - - - - - - - - - - - - - - - - - - - - - ;- - - - - - - - - - - - - -
1} J  -i 1

- — * ---------------

Illustration 4.35 -  Tomkins, Fantasia VII. Reproduced (with additional markings 
of section) from John Irving (ed.), Thomas Tomkins: Consort Music, MB59 (London: 
Stainer and Bell, 1991), 18-20.
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S)
-0 4-

Section 2

Illustration 4.35 -  Tomkins, Fantasia VII (contd.)
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Section 3

80

90

Illustration 4.35 -  Tomkins, Fantasia VII (contd.)
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Illustration 4.36 -  Tomkins, Fanatsia X. Reproduced from John Irving (ed.), 
Thomas Tomkins: Consort Music, MB59 (London: Stainer and Bell, 1991), 27-9.
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-i5

Illustration 4.36 -  Tomkins, Fantasia X (contd.)



Illustration 4.36 -  Tomkins, Fanatsia X (contd.)
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H.C

Viciin>>
Prtm«>

D

Illustration 4.37 - Purcell, Sonata Z.797. First movement - entrances are marked 
according to first notes.
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m:

m

A ( a b o i t e d )

-•mT:^rr~.7-r-r:irr _ i_ ia  —

-7 —

• •-
» # • • <»

Illustration 4.37 -  Purcell, Sonata Z.191. First m ovem ent (contd.)

VRtlino
S«rMiuio

Illustration 4.38 -  Purcell, Sonata Z.791. First m ovem ent (15 -19 ) with second  
violin’s compromised entrance on B reconstructed and collided with first violin's 
entrance on E.
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2J
M M

1
0

........ ----!--1 1 1! 1

r.,

Ill L 1 - •M .......

m r*i r

—i z  

2 2

TT......

Illustration 4.39a -  First violin's com prom ised en trance reco n s tru c ted  and collided with  
Bassus’ en trance on D.

■> •> >

3 Li 3

-------------

................t-Q.------- II

-  f + f -  —  1
— t

Illustration 4.39b -  Second violin's com prom ised en trance  on F# recons truc ted  and 
collided with  first violin's en trance on A.

Illustration 4.39 -  Purcell, Sonata Z.797. First m ovem ent -  two optional aborted 
entrances on bars 24-30.
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Subject 'a'

S u b ff  r t  'b '

A- #1*____:=■

E  l '  !■ 

D

B - T -

z:^'. t z

4. ‘

• g -n  i

f t -  r  - J

K - -  J
- I ■ r-^ r s  : .  _  ..

i

- f "

p \ -22ejL*u z .^  , .

hâ - ■ -■Z'

Illustration 4.40a -  Purcell, Fantazia 9, second section [bars 11-28] ,  per thesin  en trances  
of subjects ‘a ’ and ‘b ’ highlighted (first occurrence of new  pitches indicated for subject 
'a'].

Illustration 4.40 - Purcell, Fantazia 9, second and fourth sections. Based on Dart 
(ed.) and Tilmouth (rev.), Fantazias and Miscellaneous Instrumental Music, NPS31, 
22-4.
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cs • ¥ O l

o ' * 4 ,
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p r r r r -

ESSS ..-i-

Illustration 4.40a -  Purcell, Fantazia 9, second section [bars 1 1 -2 8 ]  [contd.]

Illustration 4.40 -  Purcell, Fantazia 9, second and fourth sections (contd.)
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Illustration  4.40a -  Purcell, Fantazia 9, fo u rth  section  (bars 3 4 -4 4 ], en tran ces  of sub jects  
'c' and  ‘d’ highlighted (first occurrence of n ew  p itches ind icated  for sub ject 'c'].

Illustration 4.40 -  Purcell, Fantazia 9, second and fourth sections (contd.)



Illustration 4.41 -  Purcell, Fantazia 2, Third section, structural m otif of a 
descending fourth. Based on Dart (ed.) and Tilmouth (rev.), Fantazias and 
Miscellaneous Instrumental Music, NPS31, 3-4.

149



r  I

Illustration 5.1 -  Palindromic design in Fantazia 11, section 1 (bars 1-24). Based 
on Dart (ed.) and Tilmouth (rev.), Fantazias and Miscellaneous Instrumental Music, 
NPS31, 28-30.
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II

IV

Illustra tion  5.2a -  Fantazia 11 bars 25-7. (Viol I! should be C2 or G2].

II

--------------- pI V

Illustra tion  5.2b -  Fantazia 11 bars 33-5 (Viol II should be C2 or G2).

11

I V

Illus tra tion  5.2c -  Fantazia 11 bars 43-5.

Illustration 5.2 - Purcell, Fantazia 11, characteristic rhythmic pattern. Based on 
Dart (ed.) and Tilmouth (rev.), Fantazias and Miscellaneous Instrumental Music, 
NPS31, 28-30.
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Illustration 5.3 -  Purcell, Fantazia 11 (bars 1-11), autograph (Lbl Add, MS 30930) 
showing deletion and revision in Viol III and Viol IV (bars 7-10).

Viol 1 - section 4 (b. 50-51)

Viol II-sec tion  2 (b 18-19)

Illustration 5.4 - Purcell, Fantazia 1, retrograde connections between motifs in 
Sections 2 and 4. Based on Dart (ed.) and Tilmouth (rev,), Fantazias and 
Miscellaneous Instrumental Music, NPS31,1-2,

Illustration 5.5 -  Purcell, Fantazia 1, Imitative subject in bar 39, Based on Dart 
(ed,) and Tilmouth (rev,), Fantazias and Miscellaneous Instrumental Music, NPS31, 
1- 2 ,



Illustration 5.6 -  Fantazia 7. first section, 
entrances of the subject. Based on Dart 
(ed.) and Tilmouth (rev.), Fantazias and 
Miscellaneous Instrumental Music,
NPS31,16-18.



I l l

I V

Illustration 5.7 -  Fantazia 7, bars 1-5, ascending imitation. Based on Dart (ed.) 
and Tilmouth (rev.), Fantazias and Miscellaneous Instrumental Music, NPS31,16- 
18.

p . ....

E) |t> |»- ■- '] f — r> - » ftp :
r V r ^

1 j » =
r "

1  ̂  ̂ Cf J T - 1

1^^. I-- ^ r  r r .  nijjt ■

Illustration 5.8 -  Fantazia 7, bars 1-5, the part of Viol III moved to Viol II, the part 
of Viol II moved to Viol I. Based on Dart (ed.) and Tilmouth (rev.), Fantazias and 
Miscellaneous Instrumental Music, NPS31,16-18.
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Illustration 5.9 -  Fantazia 7, first 
section, modified palindrome. Based 
on Dart (ed.) and Tilmouth (rev.), 
Fantazias and Miscellaneous 
Instrum ental Music, NPS31,16-18.
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Illustration 5.10 -  Purcell, Fantazia 7, Symmetrical segmentation of Viol I and Viol 
IV. Based on Dart (ed.) and Tilmouth (rev.), Fantazias and Miscellaneous 
Instrumental Music, NPS31,16-18.
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Illustration 5.11, Purcell, Suite Z.770 (Gig Z.770/4), Autograph Lbl Add. MS 30930, 
page 52v (detail), showing Purcell’s working on outer voices as before completing 
Violin II and Viola parts.
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1̂  u Grave

Illustration 5.12 -  Purcell, Sonata Z.811, Grave (bars 64-77). Reproduced from 
Christopher Hogwood (ed.), Purcell: Ten Sonatas in Four parts: Nos. 7-10 with 
Appendices (London: Eulenburg, 1978), 30-37 (34).
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Bai’; 8 13 19 24 28 31 1

Viol a A nsw er A nsw er A nsw er

Viol p Subject Subject Subject

Illu stra tion  5.13a
___ _____________

Bar: 1 4 8 13 19 24 28 31

Viol a Subject A nsw er A n sw er A nsw er

Viol p A nsw er Subject Subject Subject

Illustration 5.13b

Bar: 1 4 1 8  13 19 24 28 31

V io la Answer ! Answer A nsw er Answ er

Viol p Subject ! Subject Subject Subject

[as in tile tlire e-p a rt texture:
V io loalioca ted  toV io lI;V io l ^A llocated  to Viol ill]

T

Illustration 5.13c

Illustration 5.13 -  Purcell, Fantazia 3. Reconstructions of a two-part plan
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Illustration 5.14 -  Purcell, Fantazia 2, second section, Palindrome. Based on Dart 
(ed.) and Tilmouth (rev.), Fantazias and Miscellaneous Instrumental Music, NPS31, 
3-4.
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Illustration 5.15 -  Purcell, Fantazia 5, fourth section, palindrome. Based on Dart 
(ed.) and Tilmouth (rev.), Fantazias and Miscellaneous Instrumental Music, NPS31, 
1 0 - 1 2 .
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Illustration 5.16 -  Fantazia 6, first section, palindrome. Based on Dart (ed.) and 
Tilmouth (rev.), Fantazias and Miscellaneous Instrumental Music, NPS31,13-15.
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41 ;; II

Illustration 5.17 -  Sonata Z.798, first movement, palindrome. Based on Roger 
Fiske (ed.), Purcell: Sonatas of Three Parts Nos. 7-12  (London: Eulenburg, 1975), 
17-18.
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Illustration 5.18 -  Sonata Z.806, canzone, 
bass part, palindrome. Based on 
Christopher Hogwood (ed.), Purcell: Ten 
Sonatas in Four parts: Nos. 1-6  (London: 
Eiilenburg, 1978), 36-38.
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Illustration 5.19 -  Sonata Z.805, first movement, Palindrome. Based on 
Christopher Hogwood (ed.), Purcell: Ten Sonatas in Four parts. Nos. 1-6  (London: 
Eulenburg, 1978), 36-8.
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Illustration 5.20 -  Locke, Consort o f 
Four Parts, Suite no. 5, Fantazia, 
Palindrome. Palindrome. Based on 
Michael Tilmouth (ed.), Matthew Locke: 
Chamber Music: II, MB32 (London: 
Stainer and Bell, 1972), 84 -7.

166



i'tf

XX

I

* <1 I

' ■ ’ VJ

r ’l
\  V

X X

*■1

' i  I

fiS

f^.. 
' « .

V . . .

' ; /

- iA
iH

^.

;̂1
% .
%.

%..

%..

%. .  
%.  

% . .  

%. .  
% .

iV.
%...

%. .w

V3 .

C* . .

ovC:,

\'
I t

i \
V

X X

Jl-±
%

%

%

%!l\

%

•%

•%
X X
JL

Illustration 5.21 -  Locke, Consort of Four Parts, Suite no. 2, Fantazia, Palindrome. 
Based on Tilmouth (ed.), Matthew Locke: Chamber Music: II, 64-7.
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Illustration 5.22 -  Michael Tilmouth, Editorial Stemma for the 1697 Sonatas. 
Reproduced from Michael Tilmouth (ed.). Ten Sonatas o f Four Parts, NPS7 
(Sevenoaks: Novello, 1981), xii.



Gathering K

43

42

41/i

41

40

39

38

37*

43v

43v-42r

41v-40r

Discoloured; heading ‘Sonnata’s ’ 

Z.802 (Sonata I)

Stub visible 

Z.803 (Sonata II)

39v-37*v Z.804 (Sonata III)

37*r Z.805 (Part o f Sonata IV)

Gathering J

[37/i]

37

36

35

37v-36r

35v-34r

Z.810 (Sonata IX)

Z.808 (Sonata VII)

34

33

32

34r-32v

32r

Z.809 (Sonata VIII)

Z.805 (Sonata IV, fragment: second 
copy)

31 31r-30r Z.811 (Sonata X)

Illustration 5.23 -  description of Add. MS 30930 (gatherings G-K), based on Shay 
and Thompson; original order of gatherings reconstructed and pages presented in 
reverse order. Based on Robert Shay and Robert Thompson, Purcell Manuscripts: 
The Principal Musical Sources, (Cambridge: Cambridge University Press, 2000), 
84-100.
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Gathering G

30

29/vi

(30v-30r) Z .811 (end of Sonata X)

29N

29/iv

Gathering H

30/vi

30/v

30/iv

30/iii

30/ii

30/i

Illustration 5.23 - description of Add. MS 30930 (gatherings G-K), based on Shay 
and Thompson (contd.).
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Illustration 5.24 -  Lbl Add. MS 30930, page 40r.



Illustration 5.25 -  Lbl Add. MS 30930, Page 39r.
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Illustra tion  5.26 -  Lbl Add. MS 30930, Page 34r.

173



B i b l i o g r a p h y

B o o k s  a n d  A r t i c l e s

Adams, Martin, 'Purcell’s Laudate Ceciliam: an Essay in Stylistic Experimentation’ in
Irish Musicological Studies, Vol. 1: Musicology in Ireland, Gerard Gillen and Harry 
White [eds.], [Blackrock: Irish Academic Press, 1990], 221-M .

 , Henry Purcell: The Origins and development o f his musical style [Cambridge:
Cambridge University Press, 1995).

 , ‘Purcell’s "curiously poor and perfunctory piece of work": critical reflections on
Purcell via his music for the centenary of Trinity College Dublin’, in Irish Musical 
Studies: 10: Music, Ireland and the Seventeenth Century Barra Boydell and Kerry 
Houston [eds.), [Dublin: Four Courts Press, 2009), 181-202.

Agnon, S.Y., ‘Forevermore’, Joel Blocker [trans.), Modern Hebrew Literature, Robert Alter 
[ed.) [New York: Sherman House, 1975), 225-49.

Aldwell, Edward, and Carl Schachter, Harmony and Voice Leading, 3'̂ '̂ edn [Belmont: 
Thomson Learning—Schirmer, 2003).

Allsop, Peter, The Italian Trio Sonata from its origins until Corelli [Oxford: Clarendon 
Press, 1992).

Ashbee, Andrew [ed.), William Lawes (1602-1645): Essays on his Life, Times and Work 
[Aldershot: Ashgate, 1998).

 and Peter Holman [eds.], John Jenkins and his Time: Studies in English Consort
Music [Oxford: Clarendon, 1996).

Banks, Paul, Benjamin Britten: A Catalogue o f the Published Works [Aldeburgh: The 
Britten-Pears Library, 1999).

Barthes, Roland, Image, Music, Text, Stephen Heath [trans.), [New York: Fontana, 1977)

Bevin, Elway,/I Briefe and Short Instruction o f the Art o f Musicke, Denis Collins [ed.) 
[Aldershot: Ashgate, 2007).

Bianconi, Lorenzo, Music in the Seventeenth Century, David Bryant [trans.) [Cambridge: 
Cambridge University Press, 1987).

Boyd, Morrison Comegys, Elizabethan Music and Musical Criticism, 2"=* edn 
[Philadelphia: University of Pennsylvania Press, 1962).

Bray, Roger, ‘Music and the Quadrivium in Early Tudor England’, Music and Letters 1611 
[1995): 1-18.

 [ed.). Music in Britain: The Sixteenth Century, BHMB2 [Oxford: Blackwell, 1995).

174



Bridge, J. Frederick, 'Purcell’s Fantazias and Sonatas’, Proceedings o f  the Musical 
Association 42 [1915-16): 1-13.

Brookes, Virginia, British Keyboard Music to c.1660 (Oxford: Clarendon, 1996).

Bukofzer, Manfred P., Music in the Baroque Era from  Monteverdi to Bach [London: J.M. 
Dent, 1947).

Burden, Michael, Purcell Remembered  [London: Faber and Faber, 1995).

 (ed.). The Purcell Companion (London: Faber and Faber, 1995).

Burkholder, J. Peter and Claude V. Palisca, Norton Anthology o f  Western Music, 5* edn 
[New York, London: W.W. Norton, 2006).

Burney, Charles, A General History o f  Music from  the Earliest Ages to the Present Period, 
Vol. 3 [London, 1789).

Camp, John, Bell Ringing: Chimes -  Carillons -  Handbells: The World o f  the Bell and the 
Ringer (Newton Abbot: David and Charles, 1974).

Carter, Tim and John Butt (eds.). The Cambridge History o f  Seventeenth-Century Music 
[Cambridge: Cambridge University Press, 2005).

Chafe, Eric T., Monteverdi's Tonal Language [New York: Schirmer, 1992).

Charteris, Richard, 'A Checklist of the M anuscript Sources of Henry Purcell’s Music in 
the University of California, William Andrews Clark Memorial Library, Los 
Angeles’, Notes 5 2 /2  [1995-1996); 407-421.

Clark, Suzannah and Elizabeth Eva Leach (eds.). Citation and Authority in Medieval and 
Renaissance Musical Culture: Learning from  the Learned  [W oodbridge: Boydell, 
2005).

Cook, Nicholas and Mark Everist (eds.). Rethinking music [Oxford: Oxford University 
Press, 1999).

Cowgill, Rachel and Peter Holman (eds.), Music in the British Provinces, 1690 -1914  
(Aldershot: Ashgate, 2007).

Cummings, William H., Purcell [London: Sampson Low, M arston, Searle & Rivington, 
1881).

Dahlhaus, Carl, Foundations o f  Music History, J.B. Robinson (trans.) [Cambridge: 
Cambridge University Press, 1983).

Dart, Thurston, ‘Purcell’s Chamber Music’, Proceedings o f  the Royal Musical Association 
85 (1958-9): 81-4.

 , The Interpretation o f  Music, 4"̂ h edn [London: Hutchinson University Library,
1967).

Davies, Benjamin K., ‘The S tructuring of Tonal Space in W ebern’s Six Bagatelles for 
String Quartet, Op. 9’, Music Analysis 2 6 /i-ii (2007): 25-58.

175



Davison, Archibald T. and Willi Apel, Historical Anthology o f Music: Baroque, Rococo, and 
Pre-Classical Music [Cambridge, M assachusetts: Harvard University Press,
1950].

Dillon, Emma, 'Purcell Conference’, Early Music l l j Z  [Aug., 1994]: 533-5.

Dreyfus, Laurence, Bach and the Patterns o f  Invention [Cambridge M assachusetts and 
London: Harvard University Press, 1996].

Duffy, Maureen, Henry Purcell [London: Fourth Estate, 1994].

Everist, Mark [ed.]. Models o f  Musical Analysis: Music before 1600 [London: Blackwell, 
1992].

Ewen, David, Solo Instrum ental and Chamber Music: Its Story Told Through the Lives and  
Works o f  its Foremost Composers, M ainstream s of Music, Vol. 3 [New York: 
Franklin W atts, 1974].

Fellowes, Edmund H., Willian Byrd, Z'"* edn. [London: Oxford University Press, 1948].

Fenlon, Iain [ed.]. Music in Medieval and Early Modern Europe: Patronage, Sources and 
Texts [Cambridge: Cambridge University Press, 1981].

Franklin, Don 0. [ed.], Bach Studies [Cambridge: Cambridge University Press, 1989].

Gosman, Alan, 'Stacked Canon and Renaissance Compositional P rocedure’,y o u rn a /o / 
Music Theoiy, 41 [1997], 289-318 .

Gouk, Penelope, Music, Science and Natural Magic in Seventeenth-Century England [New 
Haven and London: Yale University Press, 1999],

Grove Music Online [<http ://w w w .oxfordm usiconline.com .elib .tcd .ie /subscriber/ 
artic le /g ro v e/m u sic /4 1 8 6 2 # S 4 1 8 6 2 >

Haimo, Ethan, 'Atonality, Analysis and the Intentional Fallacy', Music Theory Spectrum  
18 [1996]: 167-99.

Harley, John, Music in Purcell's London: The Social Background  [London: Dobson, 1968].

H arnoncourt, Nikolaus, Baroque Music Today: Music As Speech: Ways to a New
Understanding o f Music, Mary O’Neill [trans.], [Portland, Oregon: Amadeus 
Press, 1988).

Harris, Ellen T., Henry Purcell's Dido and Aeneas [Oxford: Clarendon, 1987].

Harvey, Jonathan, Music and Inspiration  [London: Faber and Faber, 1999].

Haskell, Harry, The Early Music Revival: A History [London: Tham es and Hudson, 1988],

Headington, Christopher, The Bodley Head History o f  Western Music, 2"‘‘ edn [London, 
The Bodley Head, 1980].

Hedges, Stephen A., 'Dice Music in the Eighteenth Century’, Music & Letters 5 9 /2  [April 
1978]: 180-87.

176



Helms, Dietrich, ‘Henry Vlli’s Book: Teaching Music to Royal Children', The Musical 
Quarterly 92 (2009): 118-35.

Herissone, Rebecca, Review of Henry Purcell: The Origins and Development o f  His 
Musical Style, Martin Adams, Early Music Histoiy 15 (1996): 270-276.

 , Music Theoiy in Seventeenth-Century England (Oxford: Oxford U niversity Press,
2000 ).

 , "To Fill, Forbear, orAdorne": The organ accompaniment o f  restoration sacred
music, Royal Musical Association 14 (Aldershot: Ashgate, 2006).

 , '"Fowle Originalls" and "Fayre W riteing”: Reconsidering Purcell’s com positional
process', Journal o f  Musicology 2 3 /4  (2006): 569-619 .

 , 'R obert Pindar, Thom as Busby, and the M ysterious Scoring of Henry Purcell's
"Come ye sons of a rt'”. Music and Letters Vol.8 8 /1  (2007): 1-48.

Hogwood, Christopher, The Trio Sonata, BBC Music Guides (London: British 
Broadcasting Corporation, 1979).

 (ed.). The Keyboard in Baroque Europe (Cambridge: Cambridge U niversity Press,
2003).

Holland, A.K., Purcell, 2<"̂  edn (H arm ondsw orth, Middlesex: Penguin Books, 1948).

Holman, Peter, Four and Twenty Fiddlers (Oxford: Clarendon, 1993).

 , Henry Purcell (Oxford, New York; Oxford University Press, 1994).

 , 'Compositional choices in Henry Purcell's Three Parts upon a Ground', Early
Music 29 / 2  (2001): 251-61.

Holst, Imogen (ed.), Henry Purcell 1659-1695 Essays on his Music (London: Oxford 
University Press, 1959).

Howard, Alan, 'Purcell and the Poetics of Artifice: Compositional Strategies in the 
Fantasias and Sonatas' (Ph.D. diss.. King's College, London, 2006).

 , 'Com position as an Act of Perform ance: Artifice and Expression in Purcell's
Sacred Partsong "Since God so Tender a Regard'”, The Journal o f  the Royal 
Musical Association 132 (2007): 32-59.

Howard, Maurice, The Buildings o f  Elizabethan and Jacobean England (New Haven and 
London: Yale Univeersity Press, 2007).

Jackson, Roland, 'The "Inganni" and the Keyboard Music o f Trahaci', Journal o f  the 
American Musicological Society 21 / 2  (Summer, 1968): 204-8.

Jones, Richard, Review of Bach Studies, Don 0. Franklin (ed.). Music & Letters 7 1 / 3  (Aug., 
1990): 387-391 .

Kemp, Martin, 'Simon Stevin and P ieter Saenredam : A Study of M athem atics and Vision 
in Dutch Science and Art', The A rt Bulletin, Vol. 68, No. 2 (Jun., 1986): 237-252 .

177



Kenyon, Nicholas [ed.], Authenticity and Early Music: A Symposium  (Oxford: Oxford 
University Press, 1988).

Kerman, Joseph, The Elizabethan Madrigal: A Comparative Study  (New York: Am erican 
Musicological Society, 1962).

 , 'How We Got into Analysis, and How to Get Out’, Critical Inquiry 7 (W inter
1980): 311-31.

King, Robert, Henry Purcell (London: Tham es and Hudson, 1994).

Kundera, Milan, Testaments Betrayed, Linda Asher (trans.), (London and Boston: Faber 
and Faber, 1995).

Laurie, M argaret, 'Purcell’s extended solo songs', The Musical Times 125 /1691  (Jan., 
1984): 19-25.

Leech-Wilkinson, Daniel, 'M achaut’s Rose, Lis and the Problem  of Early Music Analysis', 
Music Analysis 3 (1984): 9-28.

Lewinsky, Edward E., Music in the Culture o f  the Renaissance and Other Essays, Bonnie J. 
Blackburn (ed.), Vol. 1 (Chicago and London: University of Chicago Press, 1989).

Lindley, Mark, Lutes, Viols and Temperaments (Cambridge: Cambridge University Press, 
1984).

Marshall, Robert Lewis, The Compositional Process o fj. S. Bach: A Study o f  the Autograph  
Scores o f  the Vocal Works, Vol. 1, The Princeton Studies in Music, No. 4 
(Princeton University Press, 1972).

Mellers, Wilfrid, Harmonious Meeting: A Study o f  the Relationship between English Music, 
Poetry and Theatre, c. 1600-1900  (London: Dennis Dobson, 1965).

Meyer, Ernst H., Early English Chamber Music: From the Middle Ages to Purcell, 2"‘̂ edn 
(London: Lawrence and W ishart, 1982).

Milsom, John, 'A Tallis Fantasia’, The Musical Times, 126 /1713  (Novem ber 1985): 6 5 8 - 
62.

 , 'Tallis's First and Second Thoughts’,/o u rn a / o f  the Royal Musical Association,
113/2  (1988): 203-22 .

 , 'Absorbing Lassus', Early Music 3 3 /1  (February 2005): 99-114.

 , 'The arcane colours of Fayrfax’, Early Music 3 3 /3  (August 2005): 523-4.

Monson, Craig, Voices and Viols in England, 1600-1650: The Sources and the Music (Ann 
Arbor, Mich.: UMl Research Press, 1982).

Morehen, John (ed.), English Choral Practice 1400-1650  (Cambridge: Cambridge 
University Press, 1995).

Morley, Thomas, A Plaine and Easie Introduction to Practicall Musicke (London, 1597).

178



Neighbour, Oliver, The Consort and Keyboard Music o f  William Byrd (London and 
Boston: Faber and Faber, 1978].

Noske, Frits, ‘Forma Form ans’, International Review o f  the Aesthetics and Sociology o f  
Music 7 /1  (June 1976]: 43-62.

North, Roger, Roger North on Music, John Wilson (ed.] (London: Novello, 1959].

Olleson, Edward (ed,]. Modern Musical Scholarship (Stocksfield: Oriel Press, 1978].

O tterstedt, Annette, The Viol: History o f  an Instrument, Hans Reiners (trans.] (Kassel: 
Barenreiter, 2002].

The Oxford English Dictionary. 2nd ed. 1989. OED Online. Oxford University Press. 
<h ttp ://d ic tionary .oed .com /cg i/en try /G 0181778>.

Palisca, Claude V. (ed.], Norton Anthology o f Western Music, 1̂ ‘ edn (New York, London: 
W.W. Norton, 1980]; 2"d edn (1988]; 3'-'* edn (1996].

Pevsner, Nikolaus, The Buildings o f  England: Northamptonshire, 2"'* edn. (rev. Bridget 
Cherry] (H arm ondsw orth: Penguin, 1973].

Phillips, Edward, The New World Of Words, 5̂  ̂edn (London: R. Bently, J. Phillips, H. 
Rhodes, and J. Taylor, 1696].

Pike, Lionel, Hexachords in Late-Renaissance Music (Aldershot: Ashgate, 1998].

Pinnock, Andrew, 'Fairest Isle™: Land of the Scholar-Kings’, Early Music, Vol. 2 3 /4  (Nov., 
1995); 651-65.

 and Bruce Wood, ‘Come, ye sons of art — again: court cross-subsidy for Purcell’s
opera orchestra, 1690-169S', Early Music 37/3  (August 2009]: 445-66.

Pinto, David, ‘Purcell’s In Nomines: A Tale of Two M anuscripts (Perhaps T hree]’, Chelys 
25 (1996]: 101-6.

Playford, John, An Introduction to the Skill ofMusick, 12'^ edn (London: Henry Playford, 
1694].

Price, Curtis Alexander, Purcell and the London Stage (Cambridge: Cambridge University 
Press, 1984].

 (ed.], Purcell Studies (Cambridge: Cambridge U niversity Press, 1995).

Rameau, Jean Phillip, Treatise on Harmony, Phillip Gossett (trans.), (New-York: Dover, 
1971).

Reese, Gustav, Music in the Renaissance, revised edn. (London: J.M. Dent, 1959],

Reti, Rudolph, The Thematic Process in Music (New York: The Macmillan Company, 
1951).

Richardson, Glenn, Renaissance Monarchy: The Reigns o f  Henry VIII, Francis I and Charles 
V (London: Arnold, 2002).

179



Runciman, John F., Purcell (London: George Bell & Sons, 1909).

Sadai, Yitzhak, Harmony in its Systemic and Phenomenological Aspects [Tel-Aviv: Yanetz, 
1980].

Sadie, Julie Ann [ed.), Companion to Baroque Music (Berkley and Los Angeles: University 
of California Press, 1990].

Salzer, Felix, Structural Hearing: Tonal Coherence in Music, Vol. 1, 2"'̂  edn (New York: 
Dover, 1962].

Schab, Alon, ‘"Music in Purcell's London”: A Study Day at the British Library', Early 
Music Performer 23 (March 2009]: 21-2 .

 , 'D istress’d Sources? A critical consideration of the authority  of Purcell's Ayres
for the T heatre’, Early Music, 211A (Novem ber 2009]: 633-45.

 , ‘On the Ground and off: a com parative study of tw o Purcell Chaconnes', The
Musical Times (Autumn 2010]: 47-57.

Schjeldrup-Ebbe, Dag, Purcell’s Cadences (Oslo: Oslo University Press, 1962).

Schubert, Peter, 'Authentic Analysis', The Journal o f  Musicology 12 /1  (1994): 3-18.

Schwartz, Gary and M arten Jan Bok, Pieter Saenredam: The Painter and His Time 
(London: Thames and Hudson, 1990).

Shay, Robert and Robert Thom pson, Purcell Manuscripts: The Principal Musical Sources 
(Cambridge: Cambridge University Press, 2000).

Silbiger, Alexander (ed.). Keyboard Music Before 1700 (New York, London : Routledge, 
2003).

Simpson, Christopher, A Compendium o f  Practical Music in Five Parts, Phillip J. Lord (ed.) 
(Oxford: Blackwell, 1970).

Simpson, Claude M., The British Broadside Ballad and its Music (New Brunswick, New 
Jersey: Rutgers University Press, 1966).

Sloboda, John A. (ed.), Generative Processes in Music (Oxford: Clarendon, 1988], 2 3 1 - 
259.

Smith, Barry (ed.). The Occasional Writings o f  Philip Heseltine [Peter Warlock), vol. 2: 
Early Music, Barry Smith (ed.), (London: Tham es, 1998).

Smith, Jeremy L., Thomas East and Music Publishing in Renaissance England  (Oxford: 
Oxford, University Press, 2003).

Spiessens, GodeHeve, 'De A ntw erpse luitcom ponist Gregorius Huet alias Gregory Howet 
(Huy of Antw erpen, v66r 1560 - W olfenbiittel?, ca 1617]', Revue beige de 
Musicologie/ Belgisch Tijdschriftvoor Muziekwetenschap, Vol. 57 (2003): 8 7 - 
111 .

Spink, Ian, English Song: Dowland to Purcell (London: B.T. Batsford, 1974).

180



 (ed-)- Music in Britain: The Seventeenth Century, BHMB3 [Oxford: Blackwell,
1992].

Stevens, Denis, 'Purcell's Art of Fantasia’, Music and Letters 33 [1952): 341-345 .

Stevens, John E., 'Rounds and Canons from an Early T udor Songbook’, Music and Letters 
32 /1  [Jan., 1951): 29-37.

 , Music and Poetry in the Early Tudor Court, rep rin t (Cambridge: Cambridge
University Press, 1979).

Taruskin, Richard, Text and Act: Essays on Music and Performance [New York and 
Oxford: Oxford University Press, 1995).

Tassel, Eric Van, 'Purcell’s Sacred Music on Record—II’, Early Music 2 4 /1  [Feb., 1996): 
79-92.

Thistlew aite, Nicholas and Geoffrey W ebber [eds.), The Cambridge Companion to the 
Organ [Cambridge: Cambridge University Press, 1998).

Tilmouth, Michael, 'The Technique and forms of Purcell’s Sonatas’, Music and Letters 
4 0 /2  [1959): 109-21.

 , 'Henry Purcell, Assistant Lexicographer’, The Musical Times 1 00 /1396  [1959):
325-326.

 , 'Calendar of References to Music in N ewspapers Published in London and the
Provinces [1 6 6 0 -1 7 1 9 )’, R.M.A. Research Chronicle, No. 1 [1961).

 , 'Purcell’s Sonatas’, Early Music 13 /1  (Feb., 1985): 154-155.

Toch, Ernst, The Shaping Forces in Music: An Inquiry Into the Nature o f  Harmony, Melody, 
Counterpoint, Form [New York: Criterion Music Corp., 1958).

T ren t Blade, Timothy, 'Two Interior Views of the Old Church in Delft', A rt Institute o f 
Chicago Museum Studies, Vol. 6 (1971): 34-50.

Vries, Lyckle de, 'Saenredam  and Seventeenth-Century A rchitectural Painting.
Rotterdam ', The Burlington Magazine, Vol. 134, No. 1066 [Jan., 1992): 51-54.

W alker, Paul Mark, Theories o f  Fugue from  theA geofJosquin  to the Age o f  Bach 
[Rochester: University of R ochester Press, 2000).

Watkin, David, English Architecture: A Concise History [London: Tham es and Hudson, 
1979).

Wess, Joan, 'Musica Transalpina, parody and the em erging Jacobean fantasy’, chelys 15 
(1986): 3-25.

Wessely-Kropik, Helene, 'Henry Purcell als Instum entalkom ponist’, in Studien zu r  
Musikwissenschaft 22 (1955): 85-141.

W estrup J.A., Purcell (London: J.M. Dent, 1937).

181



Williams, Peter, The Organ Music ofj.S. Bach , edn [Cambridge: CUP, 2003].

Williamson, Magnus, 'The early T udor court, the provinces and the Eton Choirbook’, 
Early Music 2S12 (1997): 229-43.

White, Bryan, ‘Letter from Aleppo: dating the Chelsea School perform ance of Dido and  
Aeneas', Early Music 3 7 /3  [August 2009): 417-428 .

White, Thomas, Tintinnalogia or the A rt o f  Ringing [London: F.S, 1671).

W hittaker, W. Gillies, 'Some O bservations on Purcell's Harm ony’, The Musical Times 
75 /1100  [1934): 887-94 .

Wilson, Wilfrid G., Change Ringing: The A rt and Science o f Change Ringing on Church and  
Hand Bells [London: Faber and Faber, 1965).

Wollston, Silas, 'New Light on Purcell's Early O vertures’, Early Music 7 3 /4  [Novem ber 
2009): 647-56.

Wood, Bruce, Purcell: An Extraordinary Life [London: ABRSM, 2009).

Zimmerman, Franklin B., 'Purcell and M onteverdi’, The Musical Times 9 9 /1 3 8 5  [July 
1958): 368-9 .

 , Henry Purcell 1659-1695: An Analytical Catalogue o f  His Music [London:
Macmillan & co., 1963).

 , Henry Purcell, 1659-1695: melodic and intervallic indexes to his complete works
[Philadelphia: Smith-Edwards-Dunlap, 1975).

 , Henry Purcell, 1659-1695: His Life and Times, 2"'* edn [Philadelphia: University
of Pennsylvania Press, 1983).

 , Henry Purcell: A Guide to Research [New^York and London: Garland Publishing,
1989).

Zweig, Janet, 'Ars Combinatoria: Mystical Systems, Procedural Art, and the Com puter’, 
A rt Journal 5 6 /3  [Autumn 1997): 20-29.

182



R e c o r d i n g s

(Ordered chronologically according to publication date]

Henry Purcell, Fantasias fo r  the Viols 1680, Hesperion XX, compact disc ASTREE 
E8536,1995.

Henry Purcell, Fantasias fo r  3 to 7 violas dagam ba, Concentus Musicus, Nikolaus 
Harnoncourt [conductor), compact disc Archiv Pro 447153-2, 1995.

Henry Purcell, 15 fantasies fo r  3, 4, 5, 6, 7 viole dagam ba, Schola Cantorum Baseliensis, 
August Wenzinger [conductor], compact disc Archiv Pro 447 156 2,1995.

Henry Purcell, Fantazias, Rose Consort of Viols, compact disc NAXOS 8.553957,1997.

Purcell, Dido and Aeneas, Le Concert Spirituel, Herve Niquet [conductor] compact disc 
Glossa GCD 921601, 2001.

Henry Purcell, Fantazias, London Baroque, compact disc BIS 1165, 2001.

Purcell, Dido and Aeneas, Le Concert d ’Astree, Emanuelle Haim [conductor], compact 
disc Virgin 5 45605 2, 2004.

Henry Purcell, Fantazias: Musique pour Violes, Ricercar Consort, compact disc Mirare 
mir012, 2007.

Henry Purcell, Fantasias fo r  Strings, Musica Amphion, compact disc Brilliant Classics 
936A7IA, 2007.

183



S c o r e s

Works by Henry Purcell -  The Complete Works of Henry Purcell (ordered 
according to volume number):

Fuller Maitland, J. A. (ed.), Twelve Sonatas o f Three Parts, PS5 (London & New York: 
Novello, Ewer and co., 1893).

Barclay Squire, William and Edward John Hopkins (eds.). Harpsichord Music, Organ 
Music, PS6 (London and New York: Novello, Ewer and co., 1895).

Dent, Edward J. (ed.). The Indian Queen and The Tempest, PS19 (London: Novello, 1912).

Tilmouth, Michael (ed.), Twelve Sonatas o f Three Parts, NPS5 (Sevenoaks: Novello, 
1976).

 (ed.). Ten Sonatas o f Four Parts, NPS7 (Sevenoaks: Novello, 1981).

Laurie, Margaret (ed.). Dramatic Music: Vocal and Instrumental Music fo r  the Stage Part 
I, NPS16 (London: Novello, 2007).

Wood, Bruce (ed.) Royal Welcome Songs: Part II, NPS18 (London: Novello, 2005).

Spink, Ian (ed.). Dramatic Music Part II: Vocal and Instrumental Music fo r  the Stage, 
NPS20 (London: Novello, 1998).

Wood, Bruce (ed.). Birthday Odes fo r  Queen Maty Part II, NPS24 (London: Novello, 
1998).

 (ed.), Symphony Songs, NPS27 (London: Stainer and Bell, 2007).

Dart, Thurston (ed.) and Michael Tilmouth (rev.), Fantazias and Miscellaneous 
Instrumental Music, NPS31 (London and Sevenoaks: Novello, 1990).

184



Works by Henry Purcell -  other editions:

Bryant, Hannah (ed,), Purcell: Chacony (London : J. & W. Chester, 1925).

Ford, Anthony [ed.), Heniy Purcell: Fantazias and In Nomines [London: Eulenburg, 
1973).

Playford, Henry [ed.), Orpheus Bhtannicus: A Collection o f  all the choicest Songs fo r  one, 
two, and three voices compos'd by M''. Henry Purcell [London: Henry Playford, 
1698).

Purcell, Henry, The Songs in Amphitryon with the Musick [London: Jacob Tonson, 1690).

Fiske, Roger [ed.), Purcell: Sonatas o f  Three Parts Nos. 1 -6  [London: Eulenburg, 1974).

Fiske, Roger [ed.), Purcell: Sonatas o f  Three Parts Nos. 7-12  [London: Eulenburg, 1975).

Hogwood, Christopher [ed,), Purcell: Ten Sonatas in Four parts. Nos. 1 -6  [London: 
Eulenburg, 1978).

Hogwood, Christopher [ed.), Purcell: Ten Sonatas in Four parts: Nos. 7 -10 with 
Appendices [London: Eulenburg, 1978).

Warlock, Peter [transcribed) and Andre Mangeot [ed.), Henry Purcell: Three-part 
Fantasias fo r  Strings (London, J. Curwen & Songs, 1927).

Wood, Bruce (ed.),/4 Purcell Anthology: 12 Anthem s [Oxford and New York: Oxford 
University Press, 1995).

185



Volumes of Musica Britannica (ordered according to volume number):

Stevens, Denis [ed.]. The Mulliner Book, MBl, 2"‘* edn (London: Stainer and Bell, 1954],

Tuttle, Stephen D., Thomas Tomkins: Keyboard Music, MBS, 2''<i edn [London: Stainer and 
Bell, 1973).

Dart, T hurston and William Coats [ed.), Jacobean Consort Music, MB9, edn [London: 
Stainer and Bell, 1966).

Harrison, Frank LI. (ed.), The Eton Choirbook; /, MBIO, 2"'‘ edn [London: S tainer and 
Bell, 1967)

 (ed.). The Eton Choir B o o k: II, M B ll, 3'‘‘* edn [London: Stainer and Bell, 2002)

 (ed.). The Eton Choir B o o k: III, MB12 [London: Stainer and Bell, 1961).

Hendrie, Gerald (ed.), Orlando Gibbons: Keyboard Music, MB20, 2"'* edn (London: Stainer 
and Bell, 1967).

Lefkow^itz, M urray (ed,), William Lawes: Select Consort Music, MB21, 2'’'* edn [London: 
Stainer and Bell, 1971).

Brett, Phillip (ed.). Consort Songs, MB22 (London: Stainer and Bell, 1974).

Tilmouth, Michael (ed.), Locke: Chamber Music: I, MB31 (London: Stainer and Bell,
1971).

 (ed.), M atthew  Locke: Chamber M usic: II, MB32 [London: Stainer and Bell,
1972).

Paul Doe (ed.), Elizabethan Consort M usic: I, MB44 (London: Stainer and Bell, 1979).

 (ed.), Elizabethan Consort M usic: II, MB45 (London: Stainer and Bell, 1988).

Irving, John (ed.), Thomas Tomkins: Consort Music, MB59 (London: Stainer and Bell, 
1991).

Hanley, A ndrew  (ed.), Richard Mico: Consort Music, MB65 (London: S tainer and Bell, 
1994).

Caldwell, John (ed.), Tudor Keyboard Music c .l520-1580, MB66 (London: S tainer and 
Bell, 1995).

Payne, Ian [ed.],John Ward: Consort Music o f  Five and Six Parts, MB67 (London: Stainer 
and Bell, 1995).

A ndrew  Ashbee [ed.),John Jenkins: Consort Music o f  Three Parts, MB70 [London: Stainer 
and Bell, 1997).

 [ed.],John Jenkins: F antasia-Suites: I, MB78 (London: Stainer and Bell, 2001).

Field, Christopher and David Pinto (ed.), Alfonso Ferrabosco the Younger: Consort Music 
o f  Five and Six Parts, MB81 [London: Stainer and Bell, 2003).

Payne, Ian [ed.),John Ward: Consort Music o f  Four Parts, MB83 (London: S tainer and 
Bell, 2005).

186



Volumes of The English M adrigalists (ordered according to volume number):

Fellowes, Edmund H. [ed.] and T hurston Dart [rev.], Thomas Morley: First Book o f  
BaJietts, Emad4 (London: Stainer and Bell, 1965].

 [ed.] and Thurston Dart [rev.], Thomas Weelkes: Madrigals to 3.4.5. & 6. Voices
(1597), Emad9 [London: Stainer and Bell, 1967],

 [ed.) and Thurston Dart [rev.], Thomas Weelkes: Ayeres or Fantastic spirits
(1608), Emad 13 [London: Stainer and Bell, 1965],

 [ed.] and Thurston Dart [rev.], Thomas Tomkins: Songs o f  3.4.5. and 6. Parts
(1622), Em adlS  [London: Stainer and Bell, I960].

 [ed.] and Thurston Dart [rev.), John Ward: First se t o f  Madrigals (1613), Emad 19
[London: Stainer and Bell, 1968].

 [ed.], Thurston Dart [rev.], George Kirbye, First Set o f  Madrigals (1597), Emad24
[London: Stainer and Bell, 1961],

 [ed.], Thurston Dart [rev.], Richard Carlton: Madrigals to Five Voices (1601),
Emad27 [London: Stainer and Bell, I960].

 [ed.] and Thurston Dart [Rev.], Michael East: Third S e to f  Books (1610), E m adS la
[London: Stainer and Bell, 1962].

 [ed.], Thurston Dart [rev.], William Mundy: Songs and Psalms Composed into 3,4
and 5 Parts (1594), EmadSSb [London: S tainer and Bell, 1961].

187



Works by other composers:

Bernstein, Jane A. [ed.), Philip van Wilder Collected Works: Part 2, Secular Works
Instrumental Works Appendices, M asters and M onuments of the Renaissance, 
Volume 4 (New York: The Broude Trust, 1991), 173-9.

Block, R.P. (ed.] Lelio Colista, Sonata a 3 in C (W-K13) (London: Ars Antiqua, 1982].

Charteris, Richard [ed.),John Coprario: The Two-, Three- and Four-Part Consort Music,
2'“* edn (London: Fretw ork Editions, 1993).

Cox, Geoffrey (ed.), England 1660-1710, European Organ Music of the Sixteenth & 
Seventeenth Centuries, Vol. 3 (London: Faber Music, 1986).

Dowland, Robert (ed.), Verietie o f  Lute Lessons (London; Thomas Adams, 1610).

Elders, Willem (ed.), Masses based on Gregorian Chants 2, The Collected W orks of 
Josquin Des Prez, Vol. 4 (Utrecht, Koninklijke Vereniging voor N ederlandse 
M uziekgeschiedenis, 2000).

Elliott, Kenneth (ed.). The Collected Works o f  William Byrd, Volume 17, Consort Music 
(London: Stainer & Bell, 1971).

Frescobaldi, Girolamo, il primo libro delle canzoni (Rome, 1628).

Fuller Maitland, J.A., and W. Barclay Squire (eds.). The Fitzwilliam Virginal Book, Vol. 2 
(New York: Dover, 1963).

Haar, James and Lewis Lockwood (eds.), Masses Based on Solmisation Themes, The
Collected W orks of Josquin Des Prez, Vol. 11 (Utrecht, Koninklijke Vereniging 
voor N ederlandse M uziekgeschiedenis, 2002).

Harran, Don (ed.). Sonatas, Sinfonie, Gagliarde, etc., fo r  3 voices. Book 3 (1613], Salamone 
Rossi: Complete Works. Corpus M ensurabilis Musicae 100. Vol. 11 (Neuhausen- 
Stuttgart: Hanssler, American Institu te of Musicology, 1995).

 (ed.). Sonatas, Sinfonie, Gagliarde, etc., fo r  3 voices. Book 4 (1622), Salamone
Rossi: Complete Works. Corpus M ensurabilis Musicae 100. Vol. 12 (Neuhausen- 
Stuttgart: Hanssler, American Institu te of Musicology, 1995).

Hudgebutt, John, Thesaurus Musicus, Vol. 1 (London: John Hudgebutt, 1693).

Hudson, Barton (ed.), Masses based on Secular Polyphonic Songs 3, The Collected Works 
of Josquin Des Prez, Vol. 9 (Utrecht, Koninklijke Vereniging voor N ederlandse 
M uziekgeschiedenis, 1994).

Joachim, Joseph and Friedrich C hrysander [eds.], Archangelo Corelli: Complete Violin 
Sonatas and Trio Sonatas (Nev.  ̂York: Dover, 1992).

Leonhardt, Gustav [ed.),Jan Pieterszoon Sweelinck: Opera Omnia, Vol 1: Keyboard Works, 
2"<* edn (Amsterdam: VNM, 1974).

Matteis, Nicola, Ayres fo r  the Violin (London: 1687).

Pedrell, Philippo (ed.), Missarum Liber Primus, Thom ae Ludovici Victoria Abulensis: 
Opera Omnia, Vol. 2, republication (New Jersey: Gregg, 1965).

188



Playford, Henry (ed.), Apollo's Banquet, Volume 2 [London: Henry Playford, 1691).

Rayner, Clare G. (ed.), Giovanni Paolo Cima: Partito de Ricercari & Canzoni Alla Francese 
(1606), Corpus of Early Keyboard Music, Vol. 20 (N euhausen-Stuttgart: 
Hanssler, American Institu te of Musicology, 1966).

Tilmouth, Tilmouth (ed.), Lelio Colista Sonata No. IV in D Major (London: Stainer and 
Bell, 1960).

189


