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INTRODUCTION

S.Y. Agnon (1888-1970), a Hebrew writer and Nobel laureate (literature, 1966), wrote
his short story ‘Forevermore’ in 1954.1 One may read this multi-faceted story as an
allegorical case study of historical inquiry into issues that cannot be approached using
the traditional apparatus of historiography. Agnon masterfully tells the story of a
hermitic scholar, Adiel Amzeh, who dedicates twenty years of his life to studying the
history of the ancient city of Gumlidata. Despite the intimate acquaintance he develops
with the image of that forgotten city, destroyed by the Goths centuries before but vividly
existent in his mind, one detail remains beyond him—which side of the city fell first to
the hands of the city’s conquerors. No scholar, including himself, was ever able to
answer the question. Although always an outsider to the mainstream of historical
research, Amzeh is a ‘scientific’ historian after all, a scholar who works within the
framework of academic protocol; but in order to find the answer to this last question he
has to step aside from his traditional apparatus of historical analysis. Agnon highlights
this act of retirement by leading Amzeh to the lepers’ hospital, where the answers to all
his questions are found in an old disintegrating manuscript whose provenance dates
back to the fall of Gumlidata, and originates within the city itself. However, Amzeh stays
with the manuscript and, as far as the readers are concerned, never goes back home. In
the lepers’ hospital, Amzeh practically quits his official occupation as a ‘historian’, he
withdraws the idea to publish his magnum opus, and changes his historical practices to
constant reading in the old book and then storytelling parts of it to the lepers. For
Agnon, the full story of Gumlidata is esoteric, impenetrable to traditional historiography,

and untranslatable into any medium outside storytelling.

Like the fall of Gumlidata, the study of Henry Purcell’s compositional process is esoteric,
only partly penetrable to traditional musicology, and will always lack the aspect of
‘storytelling’'—the knowledge which was probably communicated to Purcell from his
teachers by a combination of verbal conversation, study of treatises, and the study of
musical works; and it was probably in the same way that knowledge was passed from

Purcell to his students. Chapters 4 and 5 of this study belong perhaps to the lepers’

1S.Y. Agnon, ‘Forevermore’, Joel Blocker (trans.), Modern Hebrew Literature, Robert Alter (ed.)
(New York: Sherman House, 1975), 225-49.
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hospital. Although systematic in their methods of discussion and in accord with the
accepted rules of historical musicology, these chapters may seem slightly risky to
modern eyes, being attempts to reconstruct ‘tricks of the trade’ that would not have
been documented in seventeenth-century treatises, partly because of the complexity of
their description, and the dependence on diagrams and graphs in explaining them in a

lucid manner.

THE RESEARCH QUESTION

Most of the empirical evidence regarding Purcell’s compositional process has not
survived. The present study will seek to extract, using internal evidence in the music
itself, information regarding Purcell’s aesthetic priorities, compositional devices and
order of work when, in his early twenties, he was engaged with the composition of the
Fantazias for viols and the Sonatas a tre. The study will show that some compositional
techniques that have not been explored in Purcell studies, especially palindromes and
lists of pitches, were playing a significant part in Purcell’s creative process. It will
attempt to reconstruct several stages in Purcell’s compositional process, and hence

broaden our understanding of seventeenth-century musical creativity in general.

MOTIVATION AND ACADEMIC CONTEXT

This study is the result of what was my personal frustration about five years ago, over
my impression that at that time no serious study of Purcell’s music could be conducted
in Israel, the country in whose musical culture I grew up and that would have been the
natural place for me to pursue my doctoral studies. A chain of seemingly independent
events and accidents resulted in my decision to sacrifice the ease of what I perceive as
the great historical privilege of young Israelis of my age—the privilege to write
academic research in our mother tongue Hebrew. The chain included a few arrogant
remarks from several Israeli theorists and conductors showing ignorance as to Purcell’s
significance and his music’s quality, a few unanswered emails regarding the option of
doing a Ph.D in composition, and an aimless attempt to write an article regarding
motivical connections in the Night Scene from The Fairy Queen, a work which had been

one of my favourites as early as high-school.
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Israel’s musical culture (or, at least, its institutionalised western-influenced
mainstream) was shaped, from the 1920s to the 1950s, by German-speaking and
German-oriented intelligentsia. In later decades, because Israel is geographically remote
from the centres of early music performance, some processes that took place in western
Europe towards the end of the twentieth century, and especially the commercial
thriving of the early music ‘industry’, skipped Israeli musical culture; the early music
movement eventually remained on the fringe of Israeli concert life.2 As a result, Purcell
is virtually absent from Israeli academies’ syllabuses and even the largest libraries in

Israel hold but few volumes of the Purcell Society Edition, usually very old volumes.

The initial research proposal envisaged a counterpoint book that would clarify
compositional procedures according to English seventeenth-century style, for the
benefit of undergraduate students. Led by the confidence (then still uninformed
confidence) in the merits of Purcell’s instrumental music as educational material, I
started my systematic acquaintance with Purcell’s consort music. Eventually, the very
quality that captivated my musical instincts at the first place, proved to be a thread
worth pulling. After realizing that the planned counterpoint book would probably miss
its goal (academies’ syllabuses, in Israel as in Ireland or practically anywhere else, will
not easily shift their Bach-to-Beethoven focus a century backwards) and after reading
much of the available literature on the subject, this study started to integrate into an
increasing stream in Purcellian writing—the focus on Purcell’s music and more

specifically his compositional process, rather than his biography.

As observed by Bruce Wood in his latest monograph on Purcell, the composer’s
biographers are fortunate to have a cornucopia of thorough monographs, catalogues and
reference books, to complement the necessary involvement with primary sources.3
However, as will be described in detail in Chapter 1, the study of the composer’s
compositional style, and even the composer’s music in general, were not discussed so
extensively as his life and times. Although exceptions have always been in occasional

articles, one may observe a turning point in authors’ interests which took place around

2 For a short period towards the middle of the 1990s, there was actually a regular concert
series—called Authentica—which brought European early music ensembles to Tel-Aviv and
Jerusalem, for concerts and master classes, on a monthly basis. I had the pleasure to make my
first deep acquaintance with the agenda of the early music movement through this concert series.
The most memorable of those was a concert production of The Fairy Queen with The Sixteen and
conducted by Harry Christophers.

3 Bruce Wood, Purcell: An Extraordinary Life (London: ABRSM, 2009), iv.
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the tercentenary of the composer’s death, when more and more questions regarding the
music and its style began to receive equal treatment to biographical issues. It is
important that alongside four biographies published around 1995 (by Maureen Duffy,
Margaret Campbell, Robert King and Jonathan Keats), four major publications
concerning the music were published: two major article collections (Curtis Price’s
Purcell Studies and Michael Burden’s The Purcell Companion) and two monographs
dealing particularly with the music (by Peter Holman and Martin Adams). The most
immediately relevant to the present study is recent work done by Alan Howard on the
Fantazias and Sonatas—a work which is much indebted to that turning point of the mid-
1990s, as well as to recent trends in the analysis of formal counterpoint reflected in
analyses of music from Josquin to Bach. In the past two years I had the opportunity to
attend most of the important conferences dealing with music of the Restoration and
Purcell in particular, and I am under the impression that both directions of inquiry
receive more or less an equal share scholarly attention nowadays; in the recent Biennial
Conference on Baroque Music (Belfast, July 2010), all the papers read by Purcell
scholars dealt primarily with the music and even those papers which focused on music
in its cultural context were preoccupied with musical style. To a large extent, the present
study reflects this tendency and suggests another perspective on the main issue
discussed by Howard—the technical means through which Purcell pursued musical

sophistication and intellectual conceit.



SUMMARY

Chapter 1 will overview the reception of Purcell’s Fantazias and Sonatas during the
twentieth and the beginning of the twenty-first centuries focusing on two main issues: i)
the migration of Purcellian writing into academia and the professionalization of the
apparatus employed in Purcellian literature; ii) the influence of the early music revival
on Purcell’s status and on the ability to examine his compositional process. Analysis of
the opening movement of Sonata Z.796 will illustrate the idea of ‘compositional choices’
on the level of the compositional surface—that of the controlled modification of

contrapuntal complexes.

Chapter 2 will overview some seventeenth-century definitions of the two genres and
outline the aspects in which they are discussed separately and jointly by modern
scholars. Sonata Z.804 will be analysed in order to highlight some problems that
seventeenth-century music entails in relation to intertextuality and generic definitions.
Purcell’s use in the Fantazias and Sonatas of two main contrapuntal manipulations—
augmentation and inversion—will be characterised, and differences in the ways each
genre presents those manipulations will be formulated. The importance of these
contrapuntal manipulations, mainly in the genre of the sonata, will be examined by an

analysis of manuscript GB-Lbl R.M. 20.h.9.

Chapter 3 will give a historical and cultural introduction to the use of mathematical
underpinning in the English consort tradition (including a short digression to parallel
processes in art and architecture) and highlight different ways in which pre-
compositional planning dictated elements of scoring and the temporal control of
Purcell’s musical forms (mainly the use of ars combinatoria, symmetry and palindromic
design). These will be argued to be descendants and secularisation of earlier modes of

pre-compositional planning, characteristic of early sixteenth-century sacred polyphony.

Chapter 4 will extend the applicability of the ideas formulated in Chapter 3 into aspects
of pitch organisation. Different analytical approaches to Purcell’s harmonic language and
the tonal plans of his works will be discussed. Following a short historical overview of
the fifth-based modulations in English consort music, a neologism—hexachordal
intersection—will be suggested in order to describe a phenomenon which characterises
Purcell’s presentation of imitative subjects on a series of eight notes which are all a fifth
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apart from one another. Purcell’s use of hexachordal intersection in the Fantazias will be
demonstrated in five different sections from the set, and a comparable phenomenon will
be described in consort music of Thomas Tomkins. While Purcell avoided the use of the
hexachordal intersection in his Sonatas, the two genres will be shown to have a common
feature: the use of a greater number of notes on which the subjects are presented at the
beginning of a piece, and a smaller number of notes in later movements or sections, as

the piece unfolds.

Chapter 5 will revisit the challenges in reconstructing the composer’s compositional
process (described in Chapter 1) and will attempt to hypothesise Purcell’s working
method when working on double-fugues and fugues per arsin & thesin in the Sonatas
and Fantazias. Following a possible model in Locke’s Consort of Four Parts, the strict
palindromic design of several of Purcell’s sections and movements will be described and
suggested to have served as scaffolding, hence not meant to be observed by performers.
Using the backdrop of hypothesised strict palindromes, several details in the finished
works will be suggested as modifications made to a preliminary plan. Some conclusions
will be made in relation to the chronology of the Ten Sonatas of Four Parts (1697) and of
the copying of Purcell’s autograph GB-Lbl Add. MS 30930.
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‘..here was a man who had mastered the whole art of
composition.™

J.A. Westrup

CHAPTER 1 - RECEPTION HISTORY AND
CONCEPTUAL CHALLENGES

PURCELL’S MUSIC — A SELECTION OF TWENTIETH-CENTURY
RETROSPECTIVES

One of the oldest sound recordings of Henry Purcell’s instrumental music to have
survived the migration from LPs to CDs, and hence one of the oldest Purcell recordings
commercially available today in digital medium either in music shops or on the Internet,
is the 1963 recording of the complete Fantazias for viols,? performed by the Viennese
ensemble Concentus Musicus and directed by Nikolaus Harnoncourt.3 Harnoncourt, who
had participated in recording one of the fantazias with the Deller Consort nine years
earlier, apparently was struck by these works’ power: in his influential book Musik als
Klangrede (1982), following a clarification of the special social background and the

unique patterns in which English consort music had circulated and thrived until the

1 ].A. Westrup, Purcell (London: ].M. Dent, 1937), 253.

2 Reference to the genre of polyphonic fantasia with its different spelling variants (fantasy,
fantasie, fancy, fantazia) will use Purcell’s spelling—fantazia—unless a piece was specifically
entitled otherwise.

3 Strangely, August Wenzinger’s 1954 recording with the Schola Cantorum Baseliensis was
remastered and sold alongside the Harnoncourt recording as a part of Archiv’s Purcell Collection
package. I would like to thank David Lewis for referring me to a variety of older recordings of the
Fantazias from the King’s Sound Archive. These, however, are pre-copyright and therefore not
available commercially. Henry Purcell, Fantasias for 3 to 7 violas da gamba, Concentus Musicus,
Nikolaus Harnoncourt (conductor), compact disc Archiv Pro 447153-2, 1995; Henry Purcell, 15
fantasies for 3,4, 5, 6, 7 viole da gamba, Schola Cantorum Baseliensis, August Wenzinger
(conductor), compact disc Archiv Pro 447 156 2, 1995.
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Restoration, he explicitly ties Purcell’s Fantazias to earlier generations of English
fantazia and then gives a rather extreme view regarding their place in the composer’s

output:

All of Purcell’s later compositions must be understood in relation to these early
works: on the one hand, the way in which he again and again uses modern dance
forms, tone painting, or even the French overture form, all unmistakably
anglicized or ‘refined’, and how, on the other hand, he resorts to the old English
fantasy, with its grandiose, long, wide-ranging harmonic developments.*

This account, perhaps unsurprising (coming from an advocate of the viola da gamba), is
preceded by a remark on the self-referential character of the fantazia repertoire.
Harnoncourt names John Dowland (1563-1626) as one of the composers quoted by
Purcell in his essays in the genre.’ Indeed, this unlikely choice of Purcell’s model, rarely
mentioned in today’s scholarship, hints that Harnoncourt’s observation tells us
primarily about his perception of the physiognomy of the English consort lineage with
Henry Purcell as its last descendent;é but the influential manifesto from which this
account is extracted is representative of the curiosity and mystery that has surrounded
Purcell’s consort music in the last century, and his Fantazias in particular. After being
virtually forgotten for the greater parts of the eighteenth and nineteenth centuries,”
these works were quickly embraced, by musicologists, composers and performers alike,

as ‘one of England’s most significant contributions to the world’s great music’,8 either

4 Nikolaus Harnoncourt, Baroque Music Today: Music As Speech: Ways to a New Understanding of
Music, Mary O’Neill (trans.), (Portland, Oregon: Amadeus Press, 1988), 166-167.

5 Ibid., 166.

6 The various reasons for fleeting remarks about Dowland (in the context of Purcellian research)
should be examined critically: for example, A.K. Holland’s remark about the opening movement
of the Sonata Z.796 analysed below, that it is ‘as grave as a lament by Dowland’, evokes the
comparison in general terms of style rather than a connection to a specific piece by the earlier
composer by whom no work with the title ‘lament’ survived. Dowland’s output in the field of
consort music is Anglo-German and consists only of dance music, thus he cannot be seen as a
characteristic English fantazia composer. No viol fantazia by him has survived. A.K. Holland,
Purcell, 27 edn (Harmondsworth, Middlesex: Penguin Books, 1948), 106.

7 Alan Howard, ‘Purcell and the Poetics of Artifice: Compositional Strategies in the Fantasias and
Sonatas’, (Ph.D. diss., King’s College, London, 2006), 57.

8 Warlock’s article on the Fantazias first appeared in Sackbut (vol. vii, 1927). Peter Warlock,
‘Purcell’s Fantasias for Strings’, in The Occasional Writings of Philip Heseltine (Peter Warlock), vol.
2: Early Music, Barry Smith (ed.), (London: Thames, 1998), 143-148.
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explicitly in enthusiastic comments such as Harnoncourt’s, ? or implicitly in their relative

place in general music history books.10

The century-old debate on how representative Purcell’s Fantazias are of their genre and
to what extent they should be used as a reference for examining other works by the
same composer will inevitably echo in this study which seeks to clarify aspects of
Purcell’s compositional technique at the earlier stage of his creative life, ca. 1675-85.
The astonishment with which the Fantazias were received in the twentieth century, but
also the ease with which they fell into place in the performing canon of a century so
obsessed with experimentalism, mark an imaginary meeting point for several issues
central to this study: the origins of the technical apparatus used by the young Purcell in

his first attempts in instrumental music, the intellectual climate within which the

9 As will be discussed in Chapter 2, there is a possibility that at least some of Purcell’s Fantazias,
and the four-part Fantazias in particular (which form the main body of Fantazias) were not
performed during Purcell’s time or even until the twentieth century. In that sense, it is interesting
that these works are discussed in textbooks today, books which generally show growing
awareness to the social and cultural facets of music, and rely on repertoire which influenced
these facets of its history. By extension, it may seem surprising that a set of works which possibly
never left the composer’s drawer (during his lifetime) became the subject of several doctoral
theses in the twentieth and twenty-first centuries.

10 This can be seen for example in Christopher Headington'’s general history, where two of the
three musical examples from Purcell are perhaps his most untypical: the end of Dido’s lament
and the first section of Fantazia 3. The same happens in Davison and Apel’s famous Historical
Anthology, where the lament (in its entirety) and Fantazia 4 are the two works by Purcell. The
disproportionate place of Dido and Aeneas in late twentieth century music histories is strange all
the more. Martin Adams discusses its special status in the Purcell canon and, although he stresses
the rise of contextualism in that period, it was exactly in those last decades of the twentieth
century when Dido seems to have ‘pushed out’ an opera much more characteristic to the
composer—The Fairy Queen—from the most widely used anthology, the Norton Anthology of
Western Music. Its first edition contains three numbers from The Fairy Queen; in the second
edition one of the numbers (‘The Plaint’) was cut out and Dido’s Lament was incorporated in its
stead; another number was cut out for the third edition (‘Thus the ever grateful Spring’) and the
in the fifth edition, only Dido, the least representative musical drama of its day, was left to
represent the composer for modern readership. Christopher Headington, The Bodley Head
History of Western Music, 2" edn (London, The Bodley Head, 1980), 104-13; Archibald T. Davison
and Willi Apel, Historical Anthology of Music: Baroque, Rococo, and Pre-Classical Music
(Cambridge, Massachusetts: Harvard University Press, 1950), 144-6; Martin Adams, ‘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 (182-5); Claude V. Palisca (ed.), Norton Anthology of Western Music, 15t edn (New York,
London: W.W. Norton, 1980); 2" edn (1988); 374 edn (1996); ]. Peter Burkholder and Claude V.
Palisca, Norton Anthology of Western Music, 5* edn (New York, London: W.W. Norton, 2006).
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instrumental genres inherited by Purcell—the fantazia and sonata—have emerged, and
the differences between the distinct compositional approaches to musical form in each

of the genres.

Purcell’s music has been little analysed, especially in comparison to the surprisingly rich
bibliography concerning the historical and social backgrounds of a composer whose ‘life
is largely a matter of conjecture [...] with only some incidental clues that he was a
human being at all’.11 Not unlike other fields in historical musicology, or historiography
in general, the writing on Henry Purcell underwent a process of academic
professionalization in the long century between the foundation of the Purcell Society in
1876 and the tercentenary of the composer’s death in 1995. Although it would be
fascinating to outline the history of Purcell’s biography in relation to general movements
in twentieth-century historiography or to the changing perspectives on British culture
after WWI], the following bibliographical overview will focus on the musical and
analytical facets of Purcellian literature and therefore, guided by thematic criteria, will

take some freedom with regards to chronology.

Changes in historiography and its methods brought about a change in the role of the
music itself in the narrative. When writing about Purcell’s music, his early biographers,
such as Cummings, Runciman, Holland and Westrup,12 attempted to treat the
composer’s compositional style very briefly, by giving general stylistic insights without
confining themselves to a particular genre or focusing on specific periods in his short
creative life. This loose approach to the subject of style and the willingness to make
generalisations on the composer’s idiom as a whole, hardly attempted or even possible
in contemporary academic protocol, can be seen clearly in the last chapter of Westrup’s
Purcell—'Style and Development’.13 Westrup’s monograph, with an unprecedented
wealth of music illustrations woven into its chronological narrative, can serve as a

backdrop for the emerging analytical tendencies of the 1930s and 1940s. The eighty-two

11 Holland, Purcell, 50.

12 William H. Cummings, Purcell (London: Sampson Low, Marston, Searle & Rivington, 1881);
John F. Runciman, Purcell (London: George Bell & Sons, 1909); Holland, Purcell; ].A. Westrup,
Purcell (London: ].M. Dent, 1937).

13 Aware to the difficulty of the deed, he states that ‘here we have only a chapter in which to
compress a whole host of generalisations; and since that is a practical impossibility, there is
nothing to be done but throw out a few hints and underline some of the more important
characteristics’, J.A. Westrup, Purcell, 239-257, esp. 244.
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examples of W. Gillies Whittaker’s article of 1934 are grouped according to harmonic
phenomena they represent: chromaticism, false relations and modal relics, unorthodox
use of dissonance or consecutives intervals.1# Bukofzer’s Music in the Baroque Era,
although it is a general study, refers to Purcell’s music extensively and with an evident
analytical agenda;15 the juxtaposition of nine ground basses, one underneath the other,
serves a comparative goal and encourages technical conclusions rather than merely

illustrating the opening bass statements of famous pieces (Illustration 1.1).16

Writers in the 1950s started to incorporate diagrams with form-abstractions or tables,
whilst focusing on more specific subjects for study. Two studies characteristic of that
decade are Michael Tilmouth’s and Hellen Wessely-Kropik’s articles concerning the
Sonatas and the Fantazias.!” Outlining Purcell’s main formal and contrapuntal strategies
in the Sonatas, Tilmouth uses tables and letter-symbols, signifying melodic ideas, to
demonstrate Purcell’s rotation of combined subjects and countersubjects, and thereby
demonstrates the composer’s technique of triple invertible counterpoint.1® Wessely-
Kropik’s article attempts to answer a question which is more focused than Tilmouth's.
While trying to suggest Lelio Colista (1629-80) as a key figure among Purcell’s Italian
models and focusing the attention on sonata composers from Rome (which is crucial
considering the stylistic variety in Italy of that time), Wessely-Kropik makes even more
extensive use of analytical tables: three tables give bird’s-eye view of the overall
movement and section design in Purcell’s Fantazias and Sonatas and in Lelio Colista’s
Sonatas (including titles, time signatures and for the Fantazias even reference to

textures);1° diagrams give graphical symbols for themes in a way which is slightly more

14 W. Gillies Whittaker, ‘Some Observations on Purcell’s Harmony’, The Musical Times 75/1100
(1934): 887-94.

15 Sixteen of the thirty-eight pages dedicated to ‘Music during Commonwealth and Restoration’
deal with Purcell. Manfred F. Bukofzer, Music in the Baroque Era from Monteverdi to Bach
(London: J.M. Dent, 1947), 180-218.

16 Bukofzer, Music in the Baroque Era, 217.

17 Helene Wessely-Kropik, ‘Henry Purcell als Instumentalkomponist’, in Studien zur
Musikwissenschaft 22 (1955): 85-141; Michael Tilmouth, ‘The Technique and forms of Purcell’s
Sonatas’, Music and Letters 40/2 (1959): 109-21.

18 Tilmouth, ‘The Technique and forms of Purcell’s Sonatas’, 118-120.

19 Misattribution of several Roman sonata repertoire resulted in a confusion between works by
Colista and Lonati, the latter being slightly closer to Purcell in his strict contrapuntal style. Peter
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detailed than Tilmouth’s use of letters; a linear graph shows the change in textural
acceleration in the Chaconne from the 1697 set, Sonata Z.807 (Illustration 1.3). While
the path paved by Tilmouth and Wessely-Kropik became well trodden in Purcellian
literature, another interesting research from 1962, Schjeldrup-Ebbe’s study of the
cadences, used statistic method to an unprecedented extent, a method that was not used

on a comparable scale in Purcell studies since.20

The year 1959, the tercentenary of the composer’s birth, also saw the first publication of
volume 31 of the The Complete Works of Henry Purcell (commonly known as the Purcell
Society Edition), which completed the process of bringing Purcell’s consort music for
viols to the public domain.2! The relatively late completion of this process, initiated in
the 1920s,22 contributed perhaps to the works’ status as a secret shared by only few

British scholars and musicians.23 During the 1950s however, Purcell’s place in the

Allsop, The Italian Trio Sonata from its origins until Corelli (Oxford: Clarendon Press, 1992), 192-
207.

20 Dag Schjeldrup-Ebbe, Purcell’s Cadences (Oslo: Oslo University Press, 1962), 13-14.

21t is important to note that in the mid-twentieth century there was much debate as to what
instruments the Fantazias were written for. As its title implies, Volume 31 of the Purcell Society
Edition included Fantazias and other Instrumental Music (the title of the 1990 revised edition was
slightly altered—Fantazias and miscellaneous Instrumental Music—maybe to accommodate the
widening list of pieces, among them several fragments), without specifying the instruments.
Some of the theories regarding the instrumentation of the Fantazias will be discussed at the
beginning of chapter 2. Also worth noting is an article written by the editor of the 1959 edition,
Thurston Dart, who also recorded the four-part Sonatas with his Jacobean Ensemble the previous
year. Thurston Dart, ‘Purcell’s Chamber Music’, Proceedings of the Royal Musical Association 85
(1958-9): 81-4.

22 A key figure in the modern reception of the fantazias is Peter Warlock (Philip Heseltine) who
published the Fantazia Z.736 in The Sackbut in June 1920, and later all the three-, four- and five-
part Fantazias, republished after his death by Boosey & Hawkes under the title Purcell-Warlock:
Fantasias for Strings. It is noteworthy that the 1920s also saw the first publications of other
consort works by Purcell, such as Bryant’s edition of the Chacony Z.730. The sonatas in three and
four parts were printed according to their original grouping for the Purcell Society Edition
already in 1893 and 1896 respectively, and therefore were available to the general public. Henry
Purcell, Three-part Fantasias for Strings, Peter Warlock (transcribed) and André Mangeot (ed.)
(London, J. Curwen & Songs, 1927); Purcell, Chacony, Hannah Bryant (ed.) (London: J. & W.
Chester, 1925).

23 Jtis important to remember that years of publication uncover only a part of the picture.
Frederick Bridge commented on his attempts to play the pieces more than a decade prior to their
first publication. ]. Frederick Bridge, ‘Purcell’s Fantazias and Sonatas’, Proceedings of the Musical
Association 42 (1915-16): 1-13 (1).



accepted narrative of music history started to change. For example, at that time
Benjamin Britten (1913-76) was already in a status which allowed him eagerly to
promote Purcell’s fame in Britain and abroad. Although he was performing Purcell’s
music in concerts already in the late 1930s, from the mid-1940s onwards his activity in
the field of publication increased, culminating in the large-scale publications of Dido and
Aeneas (1960) and The Fairy Queen (1970).24 It was mainly Purcell’s vocal music which
enjoyed Britten’s attention and fame as an arranger and performer, but he should also
receive most of the credit for bringing several instrumental works to the modern
concert hall, either with minimal mediation (for example the Chacony Z.730 or the
‘Golden’ Sonata Z.810), or through adaptation and quotation (the most obvious example
being The Young Person’s Guide to the Orchestra, op. 34, which made the Rondeau from
Abdelazer 7.570/2 one of the most recognisable seventeenth-century tunes of the

twentieth century).

Overview of the achievements made between the tercentenaries of the composer’s birth
and death will be given later on this chapter, only after an outline of the present state in
the study of Purcell’s music. Two monographs on the subject were published during the
later tercentenary. Peter Holman’s monograph contextualizes each genre Purcell had
dealt with, gives a thorough account of precedents and models, and clarifies the
composer’s contribution or innovation in each genre. Relevant to the narrower field of
the Fantazias and Sonatas are Holman'’s association of each of the different scorings of
most Fantazias (three and four viols) with a distinct model—Orlando Gibbons (1583-
1625) and Matthew Locke (1622-77) respectively—and his overview of Italian sonatas
that were circulating in Purcell’s London in manuscript and in print.2> By means of
understanding Purcell’s models and the web of manuscript evidence, very little has been
added to the picture of Purcell’s instrumental music since this monograph. Martin
Adams’ book attempted, for the first time since Westrup, a cross-inquiry of two
aspects:26 the first section of the book examines the chronological development of

Purcell’s style and presents a brief consideration of the social circumstances and models

24 Paul Banks, Benjamin Britten: A Catalogue of the Published Works (Aldeburgh: The Britten-
Pears Library, 1999), 169-84.

25 Peter Holman, Henry Purcell, (Oxford, New York: Oxford University Press, 1994), 76-7, 86-9.

26 Martin Adams, Henry Purcell: The Origins and development of his musical style (Cambridge:
Cambridge University Press, 1995).



surrounding him in different stages of his career; the second section confronts the first
with a series of generic studies, highlighting particular traits in the handling of form,
motif and harmonic structure in different genres, some of them (such as instrumental
music incorporated in larger vocal works) rarely discussed until then.2? Although
recognised as ‘the first to comprehensively assess Purcell’s complete works and to try to
draw conclusions about Purcell’s style and its development from his analysis’,2¢ Adams’
approach made his monograph a peculiar addition to the Purcellian literature of the
1990s—he scarcely consulted manuscript evidence and he employed analytical
terminology which, in the context of the increasing awareness to ‘authentic analysis’ of
that time, can easily be seen as anachronistic, and was criticised as such by other Purcell
scholars.2 However, Adams’ approach allowed him to describe cross-generic processes
and sweeping changes in the composer’s aesthetic priorities, objectives which became
less and less accessible as attempts to encompass Purcell’s style in a single chapter fell

out of favour, or were held, by definition, to be superficial.

27 It is a curious feature of Purcellian research that there has been a tendency to construct whole
monographs on passing comments in Westrup’s book. John Harley hints that his book ‘Music in
Purcell’s London’ is an answer to Westrup'’s call for a book on the social background of Purcell’s
music.

Another paragraph in Westrup’s monograph reads like a blueprint of Adams’ book:

A comprehensive survey of Purcell’s style would include not only a comparison,
illustrated by a profusion of musical examples, between his work and that of his foreign
contemporaries and predecessors, but also a thorough examination of the trend of music
before his time and during the Restoration period in general; and that would be followed
by a more precise investigation into the individual characteristics of his art, a more
curious study of what happened when he deserted the well-trodden path and followed
his own diversions.

John Harley, Music in Purcell’s London: The Social Background (London: Dobson, 1968), 5;
Westrup, Purcell, 243-244.

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

29 Ibid., 270-271. The issue of ‘authentic analysis’ is important for understanding those aspects of
late-twentieth century analytical mindset which have been influenced by the rise of the early
music movement. Other aspects will be dealt with below extensively. Peter Schubert, ‘Authentic
Analysis’, The Journal of Musicology 12/1 (1994): 3-18. The present author’s views largely follow
the ideas presented in Laurence Dreyfus, Bach and the Patterns of Invention (Cambridge
Massachusetts and London: Harvard University Press, 1996), mainly in Chapter 1 and Chapter 6.
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Studies of Purcell’s compositional process (drafts, revisions, order of work) are a more
recent phenomenon and, to a large extent, indebted to the works of Robert Shay and
Robert Thompson, whose detailed study of the main manuscript sources of the
composer’s music supplies the infrastructure for any discussion of the chronology of his
works.30 Even though Purcell’s autographs have been studied consistently since the
early twentieth century, Shay and Thompson’s book was the first to give a full
codicological description of the main autographs and to incorporate aspects of paper-
provenance and rastrology in Purcellian research.3! The collation of a list comprising all
the copyists associated with Purcell (including anonymous ones who were coded as
London B, FQ3 and the like) was a far-reaching contribution to the consolidation in
Purcell research, and to the way in which decades of research could be combined into a

rich picture of the Restoration manuscript culture.

Rebecca Herissone’s contribution to source studies is twofold: alongside case-studies of
specific works and analysis of different stages in their composition,32 her reassessment
of traditional classification of manuscript types may have long-term implications. Her
two main works in the field are a book which examines Restoration organ-books and the
particulars of their notation, and a large article that re-examines our classification of
Purcell’s autographs, and offers substitutes to the traditional categories of ‘rough drafts’

and ‘fair copies’.33

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

31 Of the earlier attempts, Stevens’ article on the Fantazias and Fortune and Zimmerman's
appendix to Holst’s tercentenary collection demonstrate the different directions taken by source
study before Shay and Thompson. Nigel Fortune and Franklin B. Zimmerman, ‘Appendix A:
Purcell’s Autographs’, in Henry Purcell 1659-1695 Essays on his Music, Imogen Holst (ed.),
(London: Oxford University Press, 1959), 106-121; Denis Stevens, ‘Purcell’s Art of Fantasia’,
Music and Letters 33 (1952): 341-345.

32 Rebecca Herisonne, ‘Purcell’s revisions of his own works’ in Purcell Studies, Curtis Price (ed.),
(Cambridge: Cambridge University Press, 1995), 51-86; Rebecca Herissone, ‘Robert Pindar,
Thomas Busby, and the Mysterious Scoring of Henry Purcell’s “Come ye sons of art”, Music and
Letters 88/1 (2007): 1-48.

33 Another book by Herissone, Music Theory in Seventeenth-Century England, is even more
influential, but not directly on source studies. It is consulted mainly in Chapter 4. Rebecca
Herissone, Music Theory in Seventeenth-Century England (Oxford: Oxford University Press, 2000);
Rebecca Herissone, “To Fill, Forbear, or Adorne”: The organ accompaniment of restoration sacred
music, Royal Musical Association 14, (Aldershot: Ashgate, 2006); Rebecca Herissone, “Fowle
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Within this narrow framework it would be impossible properly to treat the Purcell
Saociety Edition, whose history deserves a menograph of its own. However, it should be
mentioned that the high standards of critical edition practiced by the society since the

1960s is an inseparable part of Purcellian literature.3+

The most recent contributor to the study of Purcell’s compositional process is Alan
Howard. At the outset of his doctoral dissertation he accuses the Purcell literature (and
mainly authors who commented on the Fantazias and Sonatas) of a preoccupation with
a very limited range of issues, mainly with the ways in which Italian sonata and English
fantazia influenced Purcell’s works.35 According to Howard, this central concern stands
as the main motivation for current studies of the manuscript sources of the works, their
chronology, the motivation behind their composition and issues of performance
practice. Indeed, Howard’s work is nothing less than pioneering in the angle from which
it approaches the research into Purcell’s music. Howard examines ‘the poetics of
artifice’—the ways in which Purcell and his contemporaries valued contrapuntal skills

as central to the quality of a composition, and how he pursued his mastery in that area

Originalls” and “Fayre Writeing”: Reconsidering Purcell’s compositional process’, Journal of
Musicology 23/4 (2006): 569-619.

34 Some notable examples in relation to modern understanding of Purcell’s compositional
process are Tilmouth's edition of the Sonatas in four parts, Spink and Laurie’s critical approach to
the Ayres for the Theatre, or Wood’s comments on the finest details of the copying and revision
processes of the symphony songs. Michael Tilmouth (ed.), Ten Sonatas of Four Parts, NPS7
(Sevenoaks: Novello, 1981); Margaret Laurie (ed.), Dramatic Music: Vocal and Instrumental Music
for the Stage Part I, NPS16 (London: Novello, 2007); Ian Spink (ed.), Dramatic Music Part II: Vocal
and Instrumental Music for the Stage, NPS20 (London: Novello, 1998); Bruce Wood (ed.),
Symphony Songs, NPS27 (London: Stainer and Bell, 2007).

35 The full citation reads:

The problem with the literature surrounding Purcell’s instrumental chamber music is
compounded by an overwhelming preoccupation with a limited range of central issues,
the most prominent among which are the surviving manuscript sources, the differing
motivations behind the composition of Purcell’s works in the two genres of fantasia and
sonata, issues of performance practice, and the dates of composition of the sonatas.
Behind almost all of these discussions is the more fundamental and allembracing
concern to determine on the one hand the nature and extent of the influence of the
[talian sonata on Purcell, and on the other, the importance of his engagement with the
native consort music of the earlier seventeenth century. Again, a number of orthodoxies
prevail in this discourse, concerning Purcell’s supposed conservative attitude and his
ultimate failure to adopt the idiom of the Italian sonata.

Howard, ‘Purcell and the Poetics of Artifice,” 11.
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during his first years of instrumental composition. In more detail, Howard analyses the
smallest contrapuntal complexes planned by Purcell as the basic building blocks of his
works and their forms (or strategies, to use Howard'’s own words) and how these were
dictated by an attempt to fully exploit a motif’s potential. In turn, this approach can lead
back to conclusions pertaining to the more traditional preoccupations of chronology and
source studies. In order to extract information not onlyPrecedents to Howard’s
analytical aims and means can be found in research into music of other composers, but
in order to understand fully the necessary conditions that had to ripen in the
musicological world for this branch of analysis to develop, the chronological gap opened

earlier in the bibliographical outline will be bridged later in this chapter.

A final remark regarding the musical influences on young Henry Purcell should be made:
throughout this and the next chapter, several references will be made to the connections
between Purcell’s sonatas and Italian trio sonatas as were observed by several scholars;
this study does not directly engage the issue of Purcell’s Italian models since, as will be
clarified in Chapters 3 to 5, the present author believes that most of Purcell’s
compositional technique had very little to do with Italian models and was a descendent
of English compositional methods. Moreover, fresh interpretation of the collation of
30930 will suggest that even explicit references to Italian masters (in publications’
prefatory material for example) were either made tongue-in-cheek or reflect an
aesthetic debate between Purcell, who as a young man clung to English compositional
traditions, and his publishers who aimed for the potential market of modern music in

the Italian style.
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PURCELL’S FANTAZIAS AND SONATAS TODAY — AN
OVERVIEW

The corpus of works which stands at the heart of this study, sixteen Fantazias and
twenty-two Sonatas, is well known to twenty-first century audiences and accepted as a
part of the performing canon. It is easily divided into three groups: twelve and ten
Sonatas, according to their original date of publication (1683 and 1697 respectively)
and the sixteen Fantazias, of which one is fragmentary and two are In Nomines. Each of
these groups can be recorded to fit in nicely within the 80 minutes of a CD, or published
in one- or two-volume score; in the great majority of recordings and publications of
these works in the last decades, their traditional seventeenth-century division into sets

has dictated the format in which they have been marketed.

The Fantazias and part of the 1697 Sonatas survive in the composer’s hand, in the
reverse end of manuscript 30930.3¢ Even the format in which they appear in the
autograph seems to appeal to the commercial world of recording: most recordings
imitate the gradual addition of viols (from three viols to seven)37; many of them also
bring, alongside the track titles, the dates added by the composer;38 some performances
even borrow the inscriptions which indicate the number of parts at the beginning of
each group of Fantazias (‘Here begineth ye [...] part Fantazias’).3? All these help the
modern concertgoer or CD-buyer to sense an almost intimate contact with Purcell’s
work, by preserving something of the original context of the manuscript, which is

probably the most personal of Purcell’s to have survived.+® Thus, listeners are indirectly

36 A thorough codicological description and table of the contents of this manuscript is in Shay and
Thompson, Purcell Manuscripts, 90-97.

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

38 Henry Purcell, Fantasias for Strings, Musica Amphion, compact disc Brilliant Classics 93647 /4,
2007; Henry Purcell, Fantasias for the Viols 1680, Hespérion XX, compact disc ASTREE
E8536,1995.

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

40 Robert Thompson argues that the manuscript ‘for the most part reflects the more private side

of Purcell’s Musicianship. [...] [It] was perhaps kept at Purcell’s home and contains some of the

music Purcell might have played or sung with his family or friends’. Robert Thompson, ‘Purcell’s
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encouraged to interpret Purcell’s most abstract works in an autobiographical context,
which is not wholly different from, and perhaps enhanced by, researchers’ tendency to
attribute biographical significance to the smallest details and inscriptions in studied
manuscripts. For many years, researchers speculated connections between the
‘mystifying’ and ‘cryptic’ inscription in Cfm MS 88 (‘God bless Mr Henry Purcell 1682
September ye 10t’") and various biographical circumstances, ranging from the
commemoration of the tragic death of either the composer’s father, uncle or firstborn, to
the joyful events of the composer’s marriage or birthday.#! Although some of the
mystical aura was taken from the inscription in recent years (see below), the tendency
to romanticise Purcell’s biography by tightening the bonds between the little we know
of his life and the extraordinary expressive power of his music is significant, and is

typical of modern consumption of classical and early music.

Additional characteristics of canonicity can be seen in the use of ‘nicknames’ for some of
the pieces. While the title ‘Golden’ was attached to the F major Sonata (Z.810) in 1704 at
the latest,2 other nicknames seem to have been influenced by later, German-centred,
canonic thought. The nickname ‘Dorian’, attached to the seven-part In Nomine (Z.747) in
several recordings,*3 is not to be found in any major edition, and probably stems from its
use of cantus mollis—key signature with one flat—for a piece in a mode whose final is G.
Without apparent justification for attaching that title to this specific piece,** one may
infer that it is borrowed from another canonised misnomer, J.S. Bach’s Toccata and
Fugue BWV588 which acquired the name ‘Dorian’ in the nineteenth century (and again,

not a sole case of omitted flats in Bach—violin sonata BWV1001 and the organ prelude

Great Autographs’ in Purcell Studies, Curtis Price (ed.), (Cambridge: Cambridge University Press,
1995), 6-34 (20).

41 Franklin B. Zimmerman, Henry Purcell, 1659-1695: His Life and Times, 24 edn (Philadelphia:
University of Pennsylvania Press, 1983), xviii, 74-5, 92.

42 Franklin B. Zimmerman, Henry Purcell 1659-1695: An Analytical Catalogue of His Music
(London: Macmillan & co., 1963), 397. Discussion on the possible origins of the name ‘Golden’ is
presented in Christopher Hogwood, The Trio Sonata, BBC Music Guides (London: British
Broadcasting Corporation, 1979), 90-91.

43 For example, Henry Purcell, Fantazias, Rose Consort of Viols, compact disc NAXOS 8.553957,
1997%.

44 Purcell’s use of ‘Dorian’ omission of accidentals is very common and used at least in two other
Fantazias and two other Sonatas from his output for consort alone; it is even more frequent in his
vocal music.
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of BWV549 use the same pattern).*s In light of this permeation of common-practice
parlance, one may see how the fragmentary Fantazia (Z.744) also attracts modern

audiences who grew up into the cult of composers.

Despite the semblance of a neat three-fold division, attempts to classify this repertoire,
establish its text or analyse it may show that the boundaries of Purcell’s output for
consort is rather evasive, and that the choice of models against which one may compare
itis far from being self-explanatory. It is not easy to undertake a study of Purcell’s
instrumental music after reading Howard'’s charges mentioned above; any study of
Purcell’s music must establish the background—precedents and contemporary
context—prior to the choice of proper analytical apparatus. In such case, must an
analyst who argues that Purcell’s trio sonatas are modelled after Roman examples adapt
the analytical tools which are used for the analysis of earlier Italian sonatas? And then,
should the tonal structure of the other genre—the fantazias—be analysed in the same
manner, or should one turn back to older schemes of modal organisation, those in
common use for analyzing Byrd or Tomkins? How should one settle the differences
between the two genres with Purcell’s generic distinction which is often blurred by his
self-borrowing or his use of similar technical devices? The inevitable need in
contextualizing the repertoire will result in asking some of the questions criticised by
Howard, such as ‘the importance of his engagement with the native consort music of the
earlier seventeenth century’,46 but in a way that is inseparable from the music itself and
from the same levels of artifice addressed by Howard himself; in turn, suggesting new
answers for the same old questions may shed light on analytical methods and directions

that have not been taken before and may yield new results.

The decision to concentrate on the Fantazias and Sonatas as two genres which play
equal roles in a larger body of works—also behind the present study—indeed is far from
being precedential, and yet a preliminary remark concerning the modern, generic, label
given to this music, and hence tying them together, is important. Throughout the

twentieth century, the two genres were grouped under several umbrellas: Meyer and

45 Peter Williams, The Organ Music of ].S. Bach , 21 edn (Cambridge: CUP, 2003), 64 ; Harold S.
Powers, ‘Dorian’ in Grove Music Online, Oxford Music Online,
http://www.oxfordmusiconline.com/subscriber/article/grove /music/08032 (accessed August
3,2009).

46 Howard, ‘Purcell and the Poetics of Artifice,” 11.
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Bukofzer, concentrating on the social facets of music making as well as influenced by
common-practice terminology, referred to them as ‘chamber music’; Adams and
Holman, in light of their interest also in instrumental sections in larger contexts (mainly
overtures and interludes of odes and theatre music) and in the compositional aspect,
used the term ‘instrumental music’, but sometimes also ‘consort music’, a term which
has both social and generic implications.*” Except for reflecting different motivations
and mindsets, the diversity of labels, all valid from a present-day vantage point, mirrors
fluidity in contemporary approach to the most basic contextual attributes of the
repertoire, as well as in locating the aspect in which binding the two genres may be seen
as justified or helpful. The adoption of the term consort music for the present study is
motivated by an idea that will be frequently highlighted and reiterated: Purcell’s
adaptation of earlier compositional techniques originating in sixteenth- and
seventeenth-century music of the English consort tradition to both Fantazias and

Sonatas.

Even before answering the question of context, many questions hover above the text
itself. The three components of the corpus in question survived in different sources that
assume different levels of authority. The Sonnata’s of 11l Parts (1683) have been
meticulously engraved, probably with the young composer’s own involvement and
under his supervision. Even though no significant independent concordance has

survived, it is safe to assume that the published text is reliable.

The authority of the published Ten Sonatas in Four Parts (1697) is much more
questionable. The initiative for their publication most likely was the pragmatic attempt
of the composer’s widow, Frances, to benefit from her late husband’s estate. Even if
some of the printing projects she undertook in the years following Purcell’s death
resulted in impressive publications, the fact that in the first three years she had
published a series that embraced genres as diverse as keyboard suites, theatre music,
sonatas and a service, implies at least some indiscriminateness in her approach to the
text. The more acute problem in this case is that the identity of the editor of the 1697
Sonatas is unknown, and so is the nature of the sources that edition had used, which

differ from the autograph versions in 30930 and significantly so.48 Semantic issues

47 Holman also wrote the chapter ‘Consort Music’ in the Purcell Companion.

48 Autograph concordance exists only for sonatas 1-4 and 7-10, of which no. 4 is fragmentary
and sonatas 7-8 give considerably different text. The most comprehensive account of the sources
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raised by the title ‘in four parts’ as opposed to earlier set’s ‘of three parts’ and stylistic
differences between the two sets, as well as a more analytical approach to the common

and different between the two genres in general, will be discussed below in Chapter 2.

Comparison of the carefully planned and printed Sonatas published in 1683 to those of
1697 may suggest that the Sonatas of the latter publication were selected more
haphazardly: their tonal plan is almost arbitrary and even the number of works is rather
strange—ten, rather than the more conventional six or twelve. However, it is safe to
assume that the 1697 Sonatas were regarded worthy of printing and of wide circulation
(atleast by the widow), and it is possible to speculate the social contexts in which these
two publications were played. This is not the case in the Fantazias, for these survive only
in manuscript and give the impression of being a more fragmentary collection.
Herissone argues that 30930 has certain features of a ‘fowle originall’ as well as of a ‘file
copy’—two terms which seem to correspond more closely to seventeenth-century
categories and to describe the use of Purcell’s manuscripts more accurately than the
traditional terms of draft or fair copy.* However, some particulars, especially
concerning the Fantazias copied into it, complicate the manuscript’s classification and
show that the works it contains were copied into it on various occasions and in non-
sequential order: Shay and Thompson, in their thorough analysis of the manuscript,
show that Purcell started the copying of his four-part Fantazias in the middle of a not-
yet bound gathering, which raises the suspicion that he planned to copy several more
three-part fantazias which have not survived;5° moreover, the existence of the
fragmentary Fantazia on folio 58r may reinforce the need in some of the traditional
features of ‘draft’; the fact that the manuscript’s pages were reordered in 1895
complicates matters further and the original order of the pages, so crucial for
understanding the context of the music they transmit, must be reconstructed.5* With one

major manuscript for each genre (Cfm MS 88 for anthems and Lbl R.M 20.h.8 for odes) it

is in Michael Tilmouth (ed.), Ten Sonatas of Four Parts, NPS7 (Sevenoaks: Novello, 1981), ix-xv.
Extensive comparison of the two versions of sonatas 7 and 8 in Rebecca Herisonne, ‘Purcell’s
revisions of his own works’, 58-63.

o

49 In Herissone’s terminology, 30930 is classified as ‘class a/c’. Herissone, “Fowle Originalls” and

“Fayre Writeing”, 574-576.
50 Shay and Thompson, Purcell Manuscripts, 89.
51 Shay and Thompson, Purcell Manuscripts, 84-100.
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is sometimes easy to forget that Purcell left enough instrumental music outside this
main manuscript to facilitate another hypothetical manuscript of the same size. Some of
these pieces derive from 20.h.9, a manuscript copied by John Reading. It will be argued
in Chapter 3 that, albeit of lesser significance to that of 30930, Reading’s manuscript is a
document of prime importance for contextualizing Purcell’s instrumental music. In any
case, it will be safe to assume that only a part of the composer’s instrumental output has

survived.52

It is unclear whether the dates inscribed on top of some of the Fantazias indicate the
date of copying (Adams hints that this may be the case),53 revision,5* or composition.ss
While generally the choice between the three theses remained a matter of conjecture for
years, the option of seeing the dates on the manuscript as dates of composition made
Purcell’s working speed look ‘close to superhuman’.5¢ However, Howard recently
suggested a scenario which reinforces that possibility, based on Purcell’s gradual study
of a motif’s potential, and changes in its treatment after the gap in the dates between
Fantazias 10 and 11.57 Again, there is a wide agreement among researchers that the
Fantazias and most of the Sonatas do not date later than the early 1680s and that their

generic classification is the more challenging issue.

Associating the two genres is largely dependent on our understanding of their social

function and of the matrix of cultural influences which operated on them. From the

52 Zimmerman'’s catalogue lists, outside the Sonatas, Fantazias and keyboard music, the
following: Chacony, Pavan a 4, Overture and Suite in G major (all in 30930); three Overtures
(‘The Staircase’, Overtures in D minor and in G minor), the Three Upon a Ground, four Pavans a 3,
a Prelude for solo violin, and several doubtful dances, song tunes and sonata fragments. Some
additional dance fragments are mentioned in Shay and Thompson, Purcell Manuscripts, 295.

53 Adams, Henry Purcell, 91.
54 Bruce Wood, Purcell: An Extraordinary Life (London: ABRSM, 2009), 56.

55 This thesis has wider acceptance among researchers. See for example Holman, Henry Purcell,
76.

56 Wood, Purcell: An Extraordinary Life, 56.

57 The numbering of the Fantazias will follow that of the Purcell Society Edition: the three-part
Fantazias will be referred to as 1-3 and the four-part Fantazias as 4-12. The incomplete four-
part Fantazia, the five-part Fantazia (Fantazia upon one note) and the two six- and seven-part In
Nomine settings will be referred to without numbering. Howard, ‘Purcell and the Poetics of
Artifice,” 142-3.
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distance of three centuries it seems that no comprehensive description of these
influences can be supplied and that, having only scattered evidence concerning the
motivations, taste, and identity of the amateur and professional strata that played
consort music, we are still left with questions as crucial as whether the music was ever
intended for performance.>® The Fantazias seem to supply all the conditions for
cunningly bypassing the necessity of supplying a straightforward context: the long
history of their genre, dating back to Elizabethan culture, is unquestionable and so is
their harmonic language, which is typical of their late-seventeenth century composer;
these two sides result in their reception as Janus-faced, a seemingly easy way out of
giving a definite context. But even the Sonatas, which were a la mode enough to have
justified Purcell’s first single-composer publication in 1683 and to explain some of the
commercial motivation behind his oft-quoted introduction, evoke a remarkably similar
duality when we think of their genre, sonata a tre, as ‘a conservative contrapuntal form,
descended from the early seventeenth century canzone’.s® In the early twenty-first
century it seems to be a matter of personal opinion, based on specific interpretations of
a limited range of evidence and on some largely unstated presuppositions, whether the
two genres are similar phenomena or complete opposites, conservative relics or

ground-breaking experiments.

58 However romantic the idea of compositional ‘abstract’ essays is, some features of seventeenth-
century music served as a hotbed for projecting it back to keyboard works written in open score.
A good example is Bach’s The Art of Fugue, whose (mainly Italian) precedents cover more than
150 years, and which yet was regarded as abstract for generations (for example, in Milan
Kundera'’s ‘Improvisation in Homage to Stravinsky’). The abstract interpretation of the Fantazias
was already challenged by Denis Stevens. However, even modern scholars like Holman still
suggest that the pieces were not intended for performance. The present author thinks that the
performance of at least some of the Fantazias was attractive enough as intellectual pastime not to
be left unperformed; the Fantazia upon one note is no less convincing as a hilarious conceit, a
practical joke, than as a contrapuntal stravaganza (the fact that it is beautifully copied on one
opening of a single sheet, may imply that the score of the piece was shown among Purcell’s
colleagues prior to its binding into 30930). Modern scholarship learnt to settle the extreme
opposites in Purcell’s output (for example his bawdy catches and his solemn anthems), and it is
hoped that in time we may be able to understand the anatomy of more moderate and intellectual
modes of entertainment which are essentially seventeenth-century and therefore not quite
accessible to us. Milan Kundera, Testaments Betrayed, Linda Asher (trans.), (London and Boston:
Faber and Faber, 1995), 62-4; Denis Stevens, ‘Purcell’s Art of Fantasia’, 341; Holman, Henry
Purcell, 75.

59 Holman, Henry Purcell, 88.
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On the one hand, addressing the above questions, even if most of them cannot be
answered in any way other than hypothetically, is crucial for the study of Purcell’s
compositional technique. Choice of a specific arsenal of contrapuntal devices may be
affected either directly or indirectly by the composer’s social circle. The influence of the
composer’s audience (a circle of connoisseurs, an ever-growing amateur market for
[talian-fashioned music, the court of an encouraging, even if not a picky, monarch), of
the delicate balance of prestige among the musicians in the Chapel Royal (or Oxford)
and the composer’s own will to develop himself and refine his technique—all these can
be seen as the primary factors in shaping the composer’s compositional treatment of a
musical genre. On the other hand, stretching straight lines between a composer’s
biography and his work became more dangerous in recent decades. From the middle of
the twentieth century onwards, the question of intentional fallacy has been hovering
above every critical study of art. In literature, the New Criticism (following Barthes and
his oft-quoted Death of the Author) tried to argue for a work’s independence of its

author and against the innate fallacy of addressing the author’s own intentions.60

This last obstacle requires acknowledgement of the aspects characteristic of musical
discourse in general, and of early music in particular. The creative processes traced in
this study are distinctively musical; turning to the sister-art, literature, in order to refute
the possibility of tracing technical-musical intentions, which has been summarised as
‘rehears[ing...] the familiar epistemological impediments to learning what the
composer’s intentions were’,61 draws the discussions to realms that are not necessarily
at the heart of Baroque aesthetics. Indeed, intention in its strict sense (“That which is
intended or purposed; a purpese, design’) cannot be reconstructed without an explicit
description made by the composer,62 but there may be a need to draw a distinction,
however amusing such distinction would seem, between different levels of inability to
engage with describing compositional intention. Intention, in composition, is one thing

when criteria are the syntactical validity or invalidity of a musical complex of several

60 Roland Barthes, ‘La mort de l'auteur’, Manteia, 5 (1968); published as ‘The Death of the Author’
in Barthes’s Image, Music, Text, Stephen Heath (trans.), (New York: Fontana, 1977).

61 Richard Taruskin, ‘On Letting the Music Speak for Itself, in Richard Taruskin, Text and Act:
Essays on Music and Performance (New York and Oxford: Oxford University Press, 1995), 51-66
(53).

62 ‘intention, n.>-¢" The Oxford English Dictionary. 2nd ed. 1989. OED Online. Oxford University
Press. 25 May 2010 <http://dictionary.oed.com/cgi/entry/00181778>.
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imitative motifs, and another thing when the composer’s intention is an extra-musical
narrative (to choose but one aspect of the compositions of a composer such as Berlioz,

who gave us abundant evidence of his intentions).63

This duality of intention ‘types’ becomes more extreme as we go further back from
common-practice composers to the renaissance but also further on to the twentieth and
twenty-first centuries. In the study of modern music, where obviously more
documentation regarding composers’ thinking is available, it seems that at least some
discussion of intentionality is unavoidable. In cases where textual evidence is absent,
analysts tend to evoke the dispute around the intentional fallacy (an idea which
eventually was not completely accepted even in literary criticism) and, in relation to
composers who were preoccupied with the technical side of composition (such as the
second Viennese school) and with all measures of caution taken, encourage what Haimo
calls ‘type-one’ statements (statements ‘that [attempt] to describe how a composer put a
work [...] together’).64 Back to the general problem of intentionality and its root in
literary criticism, it seems to me that Barthes’ own suggested solution—changing the
term ‘author’ into ‘scriptor’—highlights the particularity of the term that signifies the
creator of the written musical artefact in western tradition—the composer. As long as
the discussion remains within the boundaries of contrapuntal technique and in a
musical style of which the compositional grammar is known to us, the study of the

composer’s intentions can, and should be, pursued.és

A phrase which seems to serve as an alternative to ‘compositional intention” and to
enjoy better reputation among musicologists today is ‘compositional choices’. In

Purcellian literature, Holman used it for his critical examination of generic

63 Paradoxically, the ability to reconstruct a composer’s abstract musical considerations is
stronger and yet defies translation into words; reconstructing a work’s programme without the
composer’s own description is virtually impossible, although both the composer (who had a
textual source of inspiration, either written or unwritten) and the commentator who
reconstructs that programme, use words for that purpose.

64 Haimo'’s article, very careful in reiterating its relevance to a specific repertoire, is in fact largely
applicable also to early music, even if not to common-practice repertoire. Ethan Haimo,
‘Atonality, Analysis and the Intentional Fallacy’, Music Theory Spectrum 18 (1996): 167-99.

65 The basic concept of composition grammar, as opposed to listening grammar, is presented in
Fred Lerdahl, ‘Cognitive Constraints on Compositional Systems’, in Generative Processes in Music,
John A. Sloboda (ed.), (Oxford: Clarendon, 1988), 231-259.
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considerations in the Three Parts upon a Ground Z.731.66 The use of that term is indeed
aptin relation to many renaissance and baroque genres, as it implies a concept of
composition in which the creative process follows a chain of junctions, each of which
contains a well-defined and often finite number of options, dictated by either convention

or syntax, available for the composer to choose from, and for the analyst to reconstruct.

The first of Jonathan Harvey’s three types of order that composers wish to express
through their music is in fact also chronologically the first to have dominated western

musical culture:

For some composers, order is primarily a technical issue: they are concerned
with the ways in which applying particular restrictions can produce positive
results, allowing them to choose from an otherwise chaotic multitude of
compositional possibilities, thus producing music that is more disciplined.6”
Considering that the composer with whom he chose to demonstrate this type of thinking
is Igor Stravinsky (1882-1971), Harvey’s wording is naturally more modern and may
clarify the issue from a twentieth-century point of view (Stravinsky’s idea of chaos, or
even Stravinsky's experience of music that he found chaotic, were undoubtedly different
from Purcell’s) but, in essence, this mode of composition is continuous throughout
history. Taking for example Purcell’s In Nomine a 6 Z.746, one can explain many features
of the work’s structure as choices made from a list of options which can be partly
reconstructed: the use of the specific plainsong; allocation of the plainsong to viol 1V; the
decision to use varying note durations for the plainsong instead of constant semibreves
or breves (as Purcell chose in the In Nomine & 7 Z.747); the division of the piece into
three sections and the way these sections are articulated through the use of cadences;
the choice of cadences and their particular variants; the choice of a suitable imitative
subject for each section; going into greater detail, many small decisions regarding, for
example, the treatment of dissonance, can be explained as deliberate choices made
through considerations of seventeenth-century contrapuntal conventions. The plainsong
of the In Nomine is the reason and the foremost restraint to be considered by the
composer when making most of the decisions listed above and, on the surface, works

with no plainsong seem not to limit the composer ‘enough’ to allow a choice-oriented

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

67 Jonathan Harvey, Music and Inspiration (London: Faber and Faber, 1999), 129-30.
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compositional process. However, analysis shows several interesting ways in which
composers exchanged their unlimited freedom of intention with a limited list of choices
also in works that are not based on a plainsong (these will be the main focus of chapters
3,4 and 5). Thus, within a culture in which composers used formulae, the specific nature
of how an individual chose to use formulae underlines the role of the individual choice.
While the composer’s intention is out of our reach, we can easily describe intentional

aspects of the compositional process.

It is important to stress that this study will emphasise choices made by the composer in
relation to the horizontal dimension in music. Unlike the study of harmony, over which
great disagreements still exist, there seems to be a consensus regarding the rudiments
of contrapuntal writing (which intervals are dissonant, how these should be approached
and resolved etc.) and, detached from the Schenkerian overemphasis of the linear aspect
in analysis of nineteenth-century music, those rudiments can be used as a means of
explaining the compositional process in earlier repertories much more efficiently than
in the music of the nineteenth century. Some of the reasons for that will be outlined

below.
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THE EARLY MUSIC MOVEMENT AND ITS ANALYTICAL
IMPLICATIONS

The gap in the bibliographical outline given above, between Tilmouth’s 1959 article and
Holman’s 1994 monograph, serves to highlight the particulars of what happened in
between—a period of the same length as the composer’s life which was not atall a
hiatus in the scholarly writing on Purcell. Rather the contrary: the three decades
between the two tercentenaries saw abundance of articles in periodicals and several
books which are considered, to this day, the foundations of any Purcell study. The most
important of these are three studies written by Franklin B. Zimmerman: Purcell’s
biography, a thematic catalogue and a guide to research.68 Of prime significance was the
completion of the Purcell Society Edition in 1965 (when the society also had started its
first phase of revisions which continues to this day). However, the reason behind the gap
in the present author’s account is twofold: first, no large-scale monograph about
Purcell’s music saw light during that period; second, during that period modern
audiences’ experience of Restoration music suffered a radical sea-change which had also
a great effect on Purcell scholars. While Purcell has been ever-present in British culture
ever since the 1690s, only a very limited portion of his output (Dido and Aeneas and few
excerpts from dramatic works, several anthems, and independent songs) was being
heard in public. In 1959, it was still the efforts of individuals that brought Purcell to the
modern concert hall, the clearest example being Benjamin Britten who, in editing and in
performance, was leading the promotion of Purcell’s music from the mid-1940s. The
change during the 1960s was through a surprising acceleration in the rise of the ‘early
music revival’, and specifically the growing popularity of the movement widely known
as ‘authentic performance’ or the ‘historically informed performance’. Purcell’s role in
the early music movement and the role of the early music movement in Purcell’s

reception have not yet been retrospectively examined, and even if the present study’s

68 Zimmerman, Henry Purcell: His Life and Times; Franklin B. Zimmerman, Henry Purcell 1659-
1695: An Analytical Catalogue of His Music; Franklin B. Zimmerman, Henry Purcell: A Guide to
Research (New York and London: Garland Publishing, 1989); also Franklin B. Zimmerman, Henry
Purcell, 1659-1695: melodic and intervallic indexes to his complete works (Philadelphia: Smith-
Edwards-Dunlap, 1975), which complements the analytical catalogue.
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scope does not allow more than a short digression, it seems necessary to highlight this

mutual influence.

The authentic performance movement constitutes one of the most significant changes in
the musical history of the twentieth century. The clashes between the two worldviews,
on the one hand the traditional ‘common practice’ with its emphasis on German
classicism and romanticism and on the other the revisionist view of ‘authentic’
performance, attempting to contextualize and understand the culture of distant times
and places, happened on many occasions. But the process, in which ‘the single
development tradition of classical music [had] broken down’,6% brought two major

changes relevant to Purcell’s reception process and to the analysis of his music.

The first change is particular to the study of Henry Purcell, and concerns the composer’s
unique place in the agenda of the early music movement. Andrew Pinnock describes
how for two hundred years British admiration of Purcell, largely rooted in the
observations of Charles Burney (1726-1814) and the Purcell cult he propagated, was
‘uncritical’ (Pinnock’s italics).70 Other modern writers, central to Purcell’s later reception
process, and even those who were acquainted enough with the composer’s music not to
need Burney’s mediation were often biased all the more: first and foremost of those is
Peter Warlock (1894-1930), who ‘[felt] most strongly that the people of this country
[i.e. Britain] should only get their instruction in Bach, Haydn and Mozart after they are
thoroughly acquainted with their own giants’.7! Until the rise of the early music
movement, continental discussion of Purcell was often second-hand and even the
English writing on Purcell tried to impose the composer on the German-centred
narrative and ‘invent’ his place in it;?2 and this may explain some of the curiosities
mentioned earlier, such as the nickname ‘Dorian’ for an ordinary cantus-mollis piece.

Another borrowing of an accepted ‘German’ narrative-type should also be mentioned

69 Nicholas Kenyon (ed.), Authenticity and Early Music: A Symposium (Oxford: Oxford University
Press, 1988), 2.

70 Andrew Pinnock, ‘The Purcell Phenomenon’ in The Purcell Companion, Michael Burden (ed.),
(London: Faber and Faber, 1995), 3-17 (10); A more extensive discussion of the national
character of Purcell’s reception is in Howard, ‘Purcell and the Poetics of Artifice,” 14-39.

71 Philip Heseltine (Reginald Coverdale), ‘A Nursery for Purcell? in The Occasional Writings of
Philip Heseltine (Peter Warlock), vol. 2: Early Music, ed. Barry Smith (London: Thames, 1998), 43.

72 Howard, ‘Purcell and the Poetics of Artifice,” 25, 36, 39.
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here: explaining Daniel Purcell’s relationship with Frances Purcell in terms of
Maximilian Stadler and Constanze Mozart’s relationship,’3 and the back-projection of the
Haydn-Mozart relationship—an old teacher who encourages his prodigious pupil, is
then influenced by him and outlives him—on Blow and Purcell. Blow’s giving his place
as organist in Westminster Abbey to the younger prodigy, as other acts of generosity on
Blow’s side or the deep respect Purcell showed to his senior’s music, were easily
adapted to the familiar lines of Haydn and Mozart’s mutual respect. Bruce Wood (not
only a Purcellian but also an active Blow scholar) deals with this relationship of the two
composers on several occasions in his recent monograph on Purcell. With a simple
examination of chronology and manuscript evidence he convincingly outlines the
borders of this friendship with and describes a relationship which is maybe less heroic
than that of the two Viennese composers, but probably also more fitting to the unique
scenery of Restoration England. Even the enigmatic inscription on the Cfm 88 (see
above) receives a probable down-to-earth explanation, and so the process of
demystifying Purcell is an important feature in today’s scholarship.”* However, during
the 1960s and 70s Purcell’s status of a British national hero became meaningful outside
Britain for the first time via British predominance in the early music movement—a
predominance reflected in the number of active ensembles in the country,’ in the first
(and for many years, the only) peer-reviewed periodical dedicated to the study of early
music as a performed repertoire,’¢ festivals and recording activity. This resulted in the
formation of three main directions in Purcellian research: (i) the traditional interest in
the composer’s biography, heavily influenced by German romanticism along the lines
mentioned above, and two additional streams which thrived from the 1960s onwards—
(ii) the study of performance practice and (iii) the study of the historical, social and
musical backgrounds of Purcell’s time and of the generation before him and, although in
many cases without losing eyesight with Purcell as the focal point and through attempt
to understand his world, certainly with occasional drifts into an in-depth study of ‘lesser’

figures.

73 Michael Tilmouth (ed.), Ten Sonatas of Four Parts, NPS7 (Sevenoaks: Novello, 1981), xi.
7 Wood, Purcell: An Extraordinary Life, 66-67.

75 In relation to baroque music, British enthusiasm over authentic performance resulted in the
foundation of several full-size orchestras: The Academy of Ancient Music (est. 1972) ,The English
Concert (est. 1973) and The English Baroque Soloists (est. 1978).

76 Early Music, first published 1973.
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The first attempts to incorporate performance practice as a significant component of the
Purcellian scholarly agenda can be seen in Imogen Holst's Henry Purcell 1659-1695:
Essays on His Music, where not only Donington’s essay deals first-hand with the
practicalities of performance, but also those by other contributors—Britten, Pears,
Tippett and Downes were all performers and composers—gave the collection its
performance-oriented character, even though some of the subjects, such as ‘On Realizing
the Continuo in Purcell’s songs’, were to undergo radical change in mindset.”” However,
the substantial difference between such initial attempts and those of twenty years later,
when early music became also a commercial success, was that later studies were
immediately adopted by performers and received a new audience in the form of
concertgoers, but even more—CD buyers and radio listeners—a tight and
unprecedented bond between scholars and between the commercial record-industry
was created. Thus Robert King’s recording of Purcell’s complete anthems reflects Peter
Holman’s hypothesis regarding the pitch standard in the Chapel Royal (a'=466), and
Harry Christophers’ and Martin Neary’s recordings of the Music for Queen Mary’s
funeral followed Bruce Wood'’s research into the piece.’8 A fleeting remark in Van
Tassel’s study of the recordings of Purcell’s sacred music, referring to the freer approach
practiced by the conductor Graham O'Reilly, suggests that the latter’s distance from
London allowed him to rethink British scholarly preconceptions of the instrumentation
of Purcell’s continuo group.”® In agreement with what Van Tassel implied, it can still be
seen today that the influence of Purcell scholarship affects mainly British performers. It
is therefore fascinating, even if not surprising, to see how two major-label recordings of
Dido and Aeneas from the last decade which make use of wind instruments, probably
unlike the forces of the original performance in Josias Priest’s boarding school,8° have

been recorded by continental, and more specifically—French, conductors.8! British

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

78 Eric Van Tassel, ‘Purcell’s Sacred Music on Record—II’, Early Music 24/1 (Feb., 1996): 79-92
(80, 89).

79.]bid., 81,
80 Ellen T. Harris, Henry Purcell’s Dido and Aeneas (Oxford: Clarendon, 1987), 7.

81 Purcell, Dido and Aeneas, Le Concert d’Astrée, Emanuelle Haim (conductor), compact disc
Virgin 5 45605 2, 2004; Purcell, Dido and Aeneas, Le Concert Spirituel, Hervé Niquet (conductor)
compact disc Glossa GCD 921601, 2001.
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musicology took its bond with performers seriously and conferences were held with
awareness of the ‘the disastrous results of uninformed and historically insensitive

performance’.82

Regarding the third stream, that of establishing the background to the study of Purcell, it
is interesting to note how some effort is constantly concentrated under the heading
‘Purcell’s London’, a fact which is significant for two seemingly opposite factors—both
the focus on the city rather than its central musical figure and the identification of the
city with Purcell rather than with a historical period-defining event such as the
Restoration.83 Similar to Adams’ preoccupation with the net of influences operating on
Purcell, other tercentenary publications were focused on Purcell’s contemporaries:
Michael Burden’s Purcell Companion contains an entire section titled ‘Backgrounds’
dealing with the musicians, locals and foreigners, who surrounded him as well as an
additional chapter on the theatrical background; Price’s Purcell Studies contains more
specific studies of Purcell’s connections with Blow and with a few lesser figures
(Roseingrave, John Reading) as well as a comprehensive study of Purcell’s acquaintance
with older generations’ music as reflected in his manuscript book Cfm MS 88.8¢ This

tendency had begun earlier in the development of the early music movement, as

82 Andrew Pinnock, whose original methodologies do not fall easily into any of the three research
categories in question, outlined this relationship and interdependence between scholars and
performers in a tercentenary article. Contrary to his argument that performers prefer not to
work with expensive scholarly editions, the present author has observed the opposite in the case
of Purcell’s Chacony Z.730, where a wrong reading originating in the Purcell Society Edition
found its way into the great majority of historically-informed recordings available today. This is
despite the fact that other commercial publication houses suggest editions which are better
designed for performers and in which the smaller number of collated sources does not
necessarily compromise the quality of the text. A good example is the Eulenburg edition which
sometimes employs editors who are also members of the Purcell Society and easily avoid some of
traditional policies of the Purcell Society Edition such as the addition of a continuo realisation.
Emma Dillon, ‘Purcell Conference’, Early Music 22/3 (Aug., 1994), 533-5; Andrew Pinnock,
‘Fairest Isle™: Land of the Scholar-Kings’, Early Music 23 /4 (Nov., 1995): 651-65. Alon Schab, ‘On
the Ground and off: a comparative study of two Purcell Chaconnes’, The Musical Times (Autumn
2010): 47-57 (56-57).

83 The two tercentenary issues of Early Music (November 1995 and February 1996) were titled
Music in Purcell’s London I and Il respectively; this was also the title of a recent study-day of the
Purcell Society (4/10/2008); Harley, Music in Purcell’s London; ““Music in Purcell's London”: A
Study Day at the British Library’, Early Music Performer 23 (March 2009): 21-2.

84 Curtis Alexander Price (ed.), Purcell Studies (Cambridge: Cambridge University Press, 1995).
The Purcell Companion, Michael Burden (ed.), (London: Faber and Faber, 1995).
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reflected in several monographs, most of them dealing with Purcell’s theatre music:
Price’s Purcell and the London Stage with its wealth of background regarding Purcell’s
actors, singers and playwrights, and Harris’ study of Dido and Aeneas.8s A further step
was made in 2008, when the Purcell Society embarked on the publication of the Purcell
Companion Series, an edition of works which are known to have had significant influence
on Purcell’s artistic development. The subtext of the companion series is evident from
the choice of works published in its first two volumes and the underlying statement
therein: in order to contextualize Dioclesian one must be acquainted with Grabu’s Albion
and Albanius; in order to contextualize Dido and Aeneas one must be acquainted with
Blow’s Venus and Adonis. This is but another manifestation of the view stated by Pinnock
in his aforementioned article that ‘Scholar-editors ought to be cracking on with our
English “lesser” lights’.86 The same tendency is reflected also in the Musica Britannica
series. Founded in 1951, and with the exception of its 1953 first volume dedicated to
Blow’s anthems, Musica Britannica started publishing the music of the Restoration
period, namely the music of Matthew Locke, Pelham Humphrey and John Blow, only in
1971; some of those eleven volumes were edited by the same scholars who lead Purcell
research (and even the Purcell Society), such as Michael Tilmouth and Bruce Wood, a
fact which simultaneously hints at Purcellians’ interest in the composer’s predecessors
and contemporaries, and at the growth and enrichment of the background to the study

of Henry Purcell’s life and works.

With all these advancements of the early music movement in mind, Burney’s account
reads as if it almost predicted the necessary conditions for Purcell’s revival—the
conditions which were to ripen nearly two hundred years later: the wealth of recordings
which conserve the ‘perishable materials’ of music and, more than that, the rise of ‘those
who make themselves acquainted with the state of Music previous to the time in which
he flourished’'—those who are to be the only ones who can fairly estimate Purcell’s

genius.8” Burney claimed that

85 Curtis Alexander Price, Purcell and the London Stage (Cambridge: Cambridge University Press,
1984); Ellen T. Harris, Henry Purcell’s Dido and Aeneas.

86 Andrew Pinnock, ‘Fairest Isle™: Land of the Scholar-Kings’, 664.

87 Charles Burney, A General History of Music from the Earliest Ages to the Present Period, Vol. 3
(London, 1789), 485, [493] (incorrectly numbered in the edition as 483).
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so much is our great musician’s celebrity already consigned to tradition, that it
will soon be as difficult to find his songs, or, at least to hear them, as those of his
predecessors, Orpheus and Amphion, with which Cerebrus was lulled to sleep, or
the city of Thebes constructed.88

This insight may now be seen as a self-aware, if not a cynical, reference to the way in
which the composer’s cult in its classical, most refined, manifestation is purely

allegorical and empty of musical substance.

The second change brought along by the rise of early music from the 1960s onwards is
in itself a subject rich enough for full-scale research and it refers more generally to the
analytical apparatus applied to music and to the ways in which it changed in order to fit
earlier repertories and different analytical aims. The growth of the early music
movement and the way in which music, that was being studied for years yet remained
unperformed, became a part of concert life and recording catalogues gave a counter-
balance to a performing tradition preoccupied with music written within the time span
of about one hundred and fifty years. Analysis-wise, this meant that the traditional
analytical tools, developed to answer very specific questions regarding music of a
limited period, had to be revised and that the status of ideas, such as organicism, that
stood at the heart of ‘common practice’ aesthetics had to be re-evaluated and sometimes
replaced. As we shall see, the comments of Rameau, made just thirty or so years after
Purcell’s death, indicate an important shift in perceptions of the relationship between
the vertical and horizontal aspects of music, and this must be taken into account when
pushing the boundaries of the analytical scopes back from Viennese classicism to

baroque, renaissance and medieval repertories.

It is interesting that the first generations of the early music revival, even those before
the strive for authenticity swept the concert and recording market in the 1980s, was
dominated by composers: Mendelssohn (1809-1847), Brahms (1833-1897), d’Indy
(1851-1931), Respighi (1879 - 1936) and Stravinsky, to name but few. Composers, with
their typical curiosity towards the technique of their predecessors, served as an
important catalyst of the study of earlier compositional technique, although this has
been done outside the analytical mainstream of the universities, either in institutions
such as the Schola Cantorum in Paris and the Schola Cantorum Baseliensis, or in private

study. It is also not surprising that composers such as Safford Cape (1906-73) not only

88 Jbid., 485. Italics are Burney’s.
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led performance groups but also testified that the lack of performance groups was an
obstacle in their research into earlier compositional technique.89 Changes in the
questions that analysis aims to answer form the most substantial difference in the
writing on Purcell’s music from the 1980s; the emphasis on source studies and its
implications for the study of the compositional process are directly indebted to
analytical trends that stem from the early music movement, a short outline of which may

prove useful for the present study.

The Genius is one the main concepts of romantic aesthetics, and analysis, a discipline
born and raised in the light of German romanticism, was preoccupied with the work of
the genius—the masterpiece—ever since. The transition from the earlier usage of the
term genius to its Romantic usage, according to Edward Lewinsky, is in the middle of the
eighteenth century, especially in the writings of Jean-Jacques Rousseau (1712-1778)
and Denis Diderot (1713-1781), the latter being the first to have used the term for a
type of person rather than for a person’s creative power.? The earlier use of the term
genius (or the Latin ingenium or French génie), used for denoting one’s creative power
was extensive during the seventeenth century, although precedents are to be found
much earlier, accompanying what Lewinsky calls the ‘complete reorientation of music’
in the Renaissance.®! The ingenium and génie became vital components of the world
views of those writers who shaped seventeenth- and eighteenth-century thinking about
music such as Athanasius Kircher (1601-80) and Jean-Philippe Rameau (1683-1764), of
Burney and the first music historians, and of lesser figures such as Roger North (1653-
1734), who nonetheless was personally acquainted with Purcell and provides invaluable
first-hand information about the composer.92 Abstract discussions of the nature of
genius and its implications on creative powers were probably alien to Purcell. For him,
as for his contemporaries, genius probably meant other things: for John Dryden (1631-
1700), uses of the term ranged from a reference to appetite to what the Oxford English

Dictionary defines as

89 Harry Haskell, The Early Music Revival: A History (London: Thames and Hudson, 1988), 60.

90 Edward E. Lewinsky, ‘Musical Genius: Evolution and Origins of a Concept’, in Edward E.
Lewinsky, Music in the Culture of the Renaissance and Other Essays, Bonnie J. Blackburn (ed.),
Volume 1 (Chicago and London: University of Chicago Press, 1989), 40-66 (42-9).

91 Lewinsky, ‘Musical Genius: Evolution and Origins of a Concept’, 50.

92 Lewinsky, ‘Musical Genius: Evolution and Origins of a Concept’, 45-6.
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[A] quasi-mythologic personification of something immaterial (e.g. of a virtue, a

custom, an institution), esp. as portrayed in painting or sculpture. Hence transf. a

person or thing fit to be taken as an embodied type of (some abstract idea).%3
This last use is of great relevance to the way in which Purcell may have perceived the
term as it recurs in his great collaboration with Dryden in King Arthur. In relation to
Purcell’s posthumous glory, the word genius was applied to his gift in setting English

texts, no later than 1698.94

[t is no coincidence that the transition from the early genius to the romantic resonated
sympathetically with the end of what is loosely referred to as Baroque, the period most
identified with early music performance in its first steps. The transition also overlapped
with a change in the ideals of craftsmanship in Western composition. In the current
edition of Grove, the entry on analysis offers the following reference to the way in which

the romantic view of the genius dictated the course of analytical study:

In reality the analyst works with the preconceptions of his culture, age and
personality. Thus the preoccupation which the 19th century had with the nature
of ‘genius’ led to the phrasing of the initial question not as ‘How does it work?’
but as ‘What makes this great?’, and this remained the initial question for some
analytical traditions in the 20th century. Since the ‘scientific’, comparative
method was predominant over evaluation in such traditions, and since only
works of genius possessed the quality of structural coherence, it followed that
comparison of a work with an idealized model of structure or process produced
a measure of its greatness.?

This brief account touches on the same point made by Joseph Kerman, who criticised the
American protocol of analysis, saying that while it claims to exclude subjective
judgment, the choice of examined subjects is steeped with value judgment.?¢ Kerman

also emphasizes that analysis, despite being a critical discipline in its outset, became a

93 ‘genius’, The Oxford English Dictionary. 2nd ed. 1989. OED Online. Oxford University Press. 25
May 2010 <http://dictionary.oed.com/cgi/entry/00181778>.

9% Henry Playford (ed.), Orpheus Britannicus: A Collection of all the choicest Songs for one, two, and
three voices compos'd by M', Henry Purcell (London: Henry Playford, 1698), iii.

9 lan D. Bent and Anthony Pople, ‘Analysis’ in Grove Music Online
(<http://www.oxfordmusiconline.com.elib.tcd.ie/subscriber/article/grove/music/41862#S418
62> accessed 02/11/2009).

% Joseph Kerman, ‘How We Got into Analysis, and How to Get Out’, Critical Inquiry 7 (Winter
1980): 311-31 (313).
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tool with which analysts paradoxically try ‘to articulate the concept of organicism, which

in turn exists as the value system of the ideclogy.”??

Although with some generalisation and simplification involved, it is possible to claim
that the early music movement did not manage to inflate Purcell’s minor place in the
narrative of the common practice which still governs modern academies and
universities’ syllabuses in harmony and counterpoint, at least in the Anglo-American
world.?8 A good example can be observed in what is arguably the most widely-
disseminated harmony textbook, Aldwell and Schacter’s Harmony and Voice Leading.%°
Though seemingly loyal to their self-imposed boundaries from the preface—the
eighteenth and nineteenth centuries10°—the authors do summon earlier masters in
some cases, and examine earlier works. In most of those cases, the examples are brought
to demonstrate extensive, if not excessive, use of a certain harmonic device. One
example, from Johann Kuhnau'’s Biblische Historien (1700), is presented for its use of a
mere two chords, all tonic and dominant;101 the other is from Guillaume Dufay’s Ave
Maris Stella, whose fauxbourdon dictates large-scale movement in parallel sixth-three
chords.102 Even with all lip-service being paid (Kuhnau’s is ‘a curious and unusual
procedure’, Dufay’s excerpt ‘bears witness to the fact that the use of parallel 6/3 chords
is a very old technique, dating back to the early Renaissance’),103 the representation of
baroque and renaissance works as exemplars of the embryonic stage of ideas which
were to be developed and refined by later masters perpetuates the common-practice’s
view of the romantic genius and its place in music education. The sole example from

Purcell in the book (reproduced in Illustration 1.3)194 is questionable for other reasons,

97 Kerman, ‘How we got to music analysis’, 318.

98 To a large extent, no late seventeenth-century composer has been promoted to hold a
significant role in that narrative, even those whose music started to be recorded more and more
often such as Lully, Buxtehude, Carissimi or Alessandro Scarlatti.

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

100 Jbid., xi.

101 Jbid., 83-4.
102 Jpid., 290-1.
103 Jbid., 84, 291.

104 Jbid., 543.
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namely the issue of whether the excerpt from Dido and Aeneas truly represents a

mixture of minor dominant (v) as the authors claim, or it is in fact a minor tonic (i).

As always, the coin has two sides: the first analytical studies of Purcell were steeped
with common-practice aesthetics and aims. Tilmouth'’s article, discussed earlier as a
watershed marking the rise of writing influenced by early music performance, is an
interesting example of that. While it is still one of the most thorough and profound
essays on Purcell’s Sonatas, and despite the many views it shares with the later
monograph by Adams, comparison of the two author’s motivations tells us that
Tilmouth still belonged to an earlier generation with a more conservative agenda.

Tilmouth’s point of departure is rather clear:

That Purcell was aware of the problem of establishing organic unity in extended
forms is shown by the frequency with which he resorts to the use of the ground
bass, but this is not his only solution to the problem, as is sometimes suggested.
Greatness in music has manifested itself more often in a superior handling of
conventional forms and material than in conceptions of wild originality. [...] In
adopting the forms of his age, he accorded them an individual and suggestive
treatment which marks his superiority over his contemporaries.'”®

The attempt to find, through the study of the Sonatas, how Purcell handled large-scale
musical form is wholly different from Adams’ motivation. Adopting Bent and Pople’s
view from their joint Grove article cited above, one can say that the early music
movement changed Tilmouth’s question—what (despite the composer’s inability to
create a convincing large-scale form) makes it great?—to Adams’s question, or
questions: a wide palette of inquiries into the stylistic context of the music, the
composer’s stylistic priorities, and the ways in which the interplay between the two is
reflected in Purcell’s work. In the preface of his book, Adams explicitly refers to the two
decades prior to the publication of the book (roughly 1975-95), claiming that during
that time, several misconceptions regarding stylistic influence on and chronology of
Purcell’s works had evolved. For Adams, the measure required for rectifying these
misconceptions was to draw distinctions ‘between levels and kinds of compositional
development and influence.’1% The difference between the two scholars’ motivations is

a significant one. Proper treatment of compositional style and of compositional

105 Tilmouth, ‘The Technique and forms of Purcell’s Sonatas’, 109.
106 Adams, Henry Purcell, ix.

33



influences could not have been conducted on the masterpiece of the genius; it required
the extensive study of the composer’s background, the unearthing of lesser composers,

and a better understanding of the mundane aspects of his life.

As mentioned before, the monographs by Holman and Adams were followed by an
increase in the study of Purcell’s compositional process and methods, an increase which
required an apparatus different from that of traditional analysis, and different from
Tilmouth’s or Adams’. This apparatus was developed mainly in the study of earlier
composers. Pushing the chronological borders of performed music backwards, and the
formation of ensembles specializing in medieval and renaissance music, had a dominant
role in the encouragement of research into the composer’s creative process, which was
initially perceived as a field in which the conclusions are general and historical, and in
which the study of a single piece was an exception.197 [t is possible that the growing
acquaintance with medieval and renaissance music, created under well-defined stylistic
criteria and sometimes with an exposed compositional aid such as a cantus firmus,
encouraged the understanding of the limitations within which composers exercised
their creative freedom and the reconstruction of their creative process. Even if crucial
questions regarding medieval and renaissance compositional technique still remain
open (the nature of pre-compositional calculations, the roles of musical memory and
memory-aids such the erasable cartella in performing such calculations), the relevance
of these questions (compared to their irrelevance in relation to nineteenth- and
twentieth-century composers) posed new challenges to musicologists in the second half

of the twentieth century.

Thus, alongside radically changing the layout of performing material (a move towards
original rhythmic values, the tendency to keep original instrumentation for revived
instruments, and the omission of basso continuo realisations), and offering substitutes
to the foundations on which common-practice style is based (tuning, temperament,
tonality), the early music movement made a substantial change in the image of the
genius-composer. Biographies of newly-rediscovered composers had to be written
without the aid of Romantic legends and, with only the composers’ works as their

character witnesses, study of the compositional process became the sole medium

107 Mark Everist (ed.), Models of Musical Analysis: Music before 1600 (London: Blackwell, 1992),
Viil.
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through which some aspect of a composer’s personality was accessible.198 While the
development of the organicist masterpiece in the hands of a genius could be commented
upon but not understood nor explained and hence the traditional reluctance to study it,
the removal of the composer from the pedestal allowed the asking of questions about
the composer’s chain of thought.10? Naturally, this was not an easy change to apply to
music that was already accepted and appreciated in the traditional way, for example late
baroque. Robert Marshall commented, in the introduction to the study of Bach’s working

drafts, that

an empirically oriented era of humanistic scholarship like the present one is
reluctant to be drawn into the seemingly metaphysical realms of genius,
inspiration, fantasy, and so on, which seem to belong more properly in the
domain of the psychologist if not that of the poet and philosopher.110

Marshall might well have found his views to be somewhat of wishful thinking with the

reactions to the risky attempts of Ulrich Siegele to reconstruct (without working drafts
to serve as evidence) the order of composition in Bach’s C minor fugue (WTC I, 2). One
review of this work claimed that the attempt is ‘the height of pretentious folly’,11* and

yet it seems that a Bach analysis is more prone to suffer criticism than speculations

108 Only recently authors on Purcell started to give up retelling Hawkins’ story about his wife’s
proactive role in his death, locking him out in a cold November night. This is an evident feature of
a biography with little factual basis to work with.

109 Beethoven, the ultimate misunderstood genius, was the main subject of such studies and
Mozart’s scant use of working drafts highlighted their ‘irrelevance’ all the more. Characteristic
comment on the impossibility of reconstructing the chronological process of composition is by
Schenker’s most influential disciple, Felix Salzer:

It should be unnecessary to point out that all these explanations in no way indicate the
chronological order of composing. This never can be made the subject of a theory of
composition.

Felix Salzer, Structural Hearing: Tonal Coherence in Music, Vol. 1, 2" edn (New York: Dover,
1962}, 23.

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

111 Ulrich Siegele, ‘The Four Conceptual Stages of the Fugue in C Minor, WTC I’ in, Bach Studies,
Don O. Franklin (ed.) (Cambridge: Cambridge University Press, 1989), 197-224; Richard Jones,
Review of Bach Studies, Don O. Franklin (ed.), Music & Letters 71/3 (Aug., 1990): 387-391 (388).
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regarding other composers.!12 Therefore, going back to medieval and renaissance music
seems to have been an essential step. Leech-Wilkinson, who dealt extensively with
composition process, concentrated on Guillaume de Machaut (¢1300-1377), a composer
from an era with very few surviving sources on compositional technique. While
attacking basic modern assumptions such as medieval composers’ dependence on

‘successive composition’, Leech-Wilkinson could ask:

[s it conceivable that a composer of the calibre of Machaut was unable to imagine
a piece of music; that, rather, he had to assemble it a line at a time according to a
set of rules [...] in the hope that the result would sound acceptable?113

For late-twentieth century musicologists the choice of this new kind of research subject,
a composer so distant from our age as to allow a debate over questions so fundamental
(was the composer able to ‘hear vertically’ or did he have an ‘inner ear’ at all), was an
inevitable stage. However, even without having a satisfying answer as to the role played
by ‘successive composition’ in the creative role of earlier composers, the primacy of
horizontal considerations needs little proof, and these considerations, by way of rigid

limitations of voice-leading and dissonance treatment, are relatively easy to trace.

The question to what extent we can rely on earlier composers’ preference for horizontal
thinking, compared to later composers’ dependence on the vertical aspect, is as
dangerous as stretching a chronological borderline between periods in history, which is
generally condemned as a simplistic deed; however, some of the writings of the
abovementioned intellectuals of the enlightenment form a significant pivot between two
compositional mindsets, the earlier of which gives in more easily to analysis of

compositional process. The implied question—is there a fundamental change in

112 For example, a similar speculative reconstruction of a composer’s working method can be
seen in Davies’ analysis of Webern'’s Bagatelles. Davies opens his article with a short seven-stage
process which, rhetorically, is far more provocative than Siegele. However, deeply aware of the
problems of intentionalism (as reflected in his literature list), he puts a witty motto from
Dostoyevsky’s The Brothers Karamazov: ‘But here it is not possible to prove anything; it is,
however, possible to be convinced'. It is worth noticing that Davies’ rhetoric tries to distance
itself from the common analytical protocol; the article opens with the sentence ‘Imagine that you
decide to write a string quartet’ [my italics]. This license is perhaps the essential difference
between the accepted in Bach studies and the study of the music of Anton Webern. Benjamin K.
Davies, ‘“The Structuring of Tonal Space in Webern'’s Six Bagatelles for String Quartet, Op. 9’,
Music Analysis 26 /i-ii (2007): 25-58.

113 Daniel Leech-Wilkinson, ‘Machaut’s Rose, Lis and the Problem of Early Music Analysis’, Music
Analysis 3 (1984): 9-28 (10).
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compositional technique around Bach’s time to correspond to early music’s inclination
towards the study of compositional process?— requires further discussion. Let us refer

to one of Rameau’s opening statements in his Treatise on Harmony (1722), that

Music is generally divided into harmony and melody, but we shall show in the
following that the latter is merely a part of the former and that a knowledge of
harmony is sufficient for a complete understanding of all the properties of
music.114

This almost provocative remark prioritizes harmony on the expense of melody and, by
extension, also on the primary skill of composition to that day—counterpoint—which
was driven by melodic considerations. This is nothing less than a break from the
traditional western concept of composition. By comparison, the entry ‘Composition’ in
Grove, out of an attempt to embrace western and non-western views of the term,
dedicates the first five of its eight chapters to general, non-western composition, and the
first chapter to deal with specifically western composition is entitled ‘Counterpoint’,
meaning that the simultaneous combination of horizontal layers is still perceived as the
basis of the definition of western composition. Rameau’s apparent rejection of this
fundament is a moment of crisis; it undermined the basic manifestation of counterpoint
of the three hundred years that preceded him—the imitative presentation of a defined
melodic material; the general decline of canon, fugue and al rovescio techniques from the
second half of the eighteenth century can be attributed to the change in compositional
craft rather than in taste.115 Rudolph Réti, whose organicist views are at the heart of his
ground-breaking The Thematic Process in Composition, explicitly describes a change in
compositional technique of motif treatment, from contrapuntal to thematic (Réti’s

terminology), and suggests Haydn as the ‘inventor’ of this new technique.!16 Thus, even

114 Jean Phillip Rameau, Treatise on Harmony, Phillip Gossett (trans.), (New-York: Dover, 1971),
3.

115 In that sense, the Romantic definition of the Classical style as revolving around Haydn, Mozart
and Beethoven did little to reveal the general dislike of formal counterpoint among the audiences
of that era. Writing music history around Haydn'’s Op. 20, Mozart’s ‘Jupiter’ and Beethoven’s Op.
110 offered a continuous lineage stretching from Bach to Brahms which may have appealed to
the Germanic nature of early twentieth-century musicology, but is hardly indicative of late
eighteenth-century and early nineteenth-century mainstream in the concert hall, on the opera
stage and, through piano transcriptions, also in the living room.

116 [t is important to remark that Réti himself states that the names contrapuntal and thematic
are entirely inaccurate. Rudolph Réti, The Thematic Process in Music (New York: The Macmillan
Company, 1951), 56-62.
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if Réti’s terminology focuses on a different aspect of the change in compositional skill
(thematic organicism), it still refers to a watershed which occurred around the same

time.

This view proved influential also outside musicological research. Milan Kundera vividly
describes the two distinct epochs as the two halves of a soccer game, and even identifies
a halftime break between Bach’s The Art of Fugue and the earliest Classical composers.
This ‘caesura’, according to Kundera, is rooted in an aesthetic necessity in the historic
rhythm of both western music and the western novel—both arts ‘contained two
different potentialities [...] that could not be worked out at the same time, in parallel, but
could be worked out only successively, one after the other’.12” The radical changes in
these potentialities (in all aspects of eighteenth-century music: philosophical,
theoretical, practical and in means of compositional technique) are manifested in the
music and written texts of three major figures of the enlightenment—Haydn, Diderot
and Rameau respectively—and can, at least partly, explain how the study of
compositional process found more support among early music scholars, and diverted
some of the focus from source studies to analysis of possible ways in which the

composer’s invention unfolded hierarchically.!18

117 Milan Kundera, Testaments Betrayed, 59.

118 For that matter, Stevens’ imaginative biographical sketch of 30930 is not essentially different
from Shay and Thompson’s accurate reports on its pagination and ruling, but quite different to
Alan Howard'’s analyses of Purcell’s music by Howard, following earlier examples of John Milsom
or Lawrence Dreyfus in the study of other composers’ music).
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COMPOSITIONAL CHOICES: PRELIMINARY ANALYSIS

It is almost impossible to isolate, on a generic basis, a single group of Purcell’s works
that will require, or better say allow, a specific analytical apparatus. Whereas the
historical-generic study of Purcell’s Sonatas requires acquaintance with several
generations of sonata composers in the same way that the study of his anthems requires
looking back to Jacobean and even to Elizabethan traditions, the analytical study of
Purcell’s procedures of strict imitation must touch on a wide spectrum of genres—not
only the ‘speculative’ fantazias but also motets, theatre choruses, organ voluntaries and
even catches. However, whenever the texture in Purcell’s music is imitation-driven,
Purcell’s idiom is thematically more economical than his contemporaries’ and, as in the
music of earlier seventeenth-century composers, the transparency with which it layers
polyphonic complexity allows one to isolate its compositional building blocks: to divide
a movement into the different imitative sections of which it is comprised; to understand
each section by means of a skeleton, largely based on one to three motifs, surrounded by
secondary material; to identify the recurring, and most-likely pre-planned, stretto
complexes in each skeleton. Thus, we can understand Purcell’s imitative style via a study
of procedures, applied to well-defined material—the logical hierarchy of ideas is more

important than the nominal order of events.119

This may be illustrated with an analysis of an excerpt from Purcell’s E minor Sonata
Z.796 (Illustration 1.4). This analysis demonstrates the value of tracing compositional
processes that are rarely applied to post-baroque repertoire, by virtue of the clarity with
which it exposes how basic voice-leading considerations dictate surface manifestations
of counterpoint in earlier repertoire, and in Purcell’s music in particular. This
movement, being one of the most complicated contrapuntal movements in the 1683 set,
will serve as a backdrop for some of the complexities that will be discussed in the next

chapters, and therefore be revisited later.

119 This definition is based on Dreyfus, who phrases it on the negative to attack Adolf Bernhard
Marx’s approach to analysis. Dreyfus, Bach and the Patterns of Invention, 27-8.
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This piece epitomises one of the most common contrapuntal techniques from ca. 1550-
1800: the use of a prescribed combination of subjects, or of several entries of the same
subject—a complex—which may have been devised by the composer for this specific
instance, or may be a well-recognised pattern. As is the case with many other practical
aspects of composition, very little has been written on this device in renaissance and
baroque treatises, but the careful planning of contrapuntal complexes which facilitate
triple invertible counterpoint and stretto entries pervades Purcell’s instrumental music
in its entirety. Complexes underlie the infrastructure of many sections in Purcell’s
Fantazias, and in the Sonatas mainly in the canzona movements and the opening
movements (referred to as Stirnsdtze by Wessely-Kropik)120 as is the case with the
examined excerpt. Unlike the opening movement of the first Sonata from the 1683 set
(Z.790) which, as Howard showed, uses one basic complex,21 here Purcell uses several

complexes with no commitment to a single invertible one.

When commenting on this movement of Sonata Z.796, Tilmouth argued that ‘itis in
movements of this type, rather than in the canzonas, that the influence of the fantasia is
most strongly felt’. Tilmouth does not explain this remark explicitly (he rather inserts a
musical illustration, the first eight bars, as a proof), but it can be inferred that the fact
that the movement is ‘is constructed with astonishing ingenuity from a single motive' is
the feature which, for Tilmouth, is the most-clearly identified with Purcell’s fantazia
style.122 [ronically, this movement also belongs to Wessely-Kropik’s group of Stirnsdtze,
the only group in the latter author’s classification which is not positively defined by
harmonic or polyphonic attributes but rather by position in the overall scheme of the
sonata.!?3 In the next chapters, the connections between the Fantazias and Sonatas will
be examined and other aspects of construction, when compared, will yield other

candidates for representing links between the compositional strategies taken by the

120 Wessely-Kropik, ‘Henry Purcell als Instumentalkomponist’, 110.

121 That movement is thoroughly analysed by Howard, ‘Purcell and the Poetics of Artifice,’ 105-
118.

122 Tilmouth, ‘The Technique and forms of Purcell’s Sonatas’, 111.

123 The present author is in disagreement with Wessely-Kropik’s classification since many
movements in the two sets seem to correspond to the contrapuntal and structural features of a
Stirnsatz—an opening movement—although in the middle of the Sonata, for example the third
movement of Sonata Z.804 and the fourth movement of Sonata Z.806.
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composer when engaging with two genres, distinct at least in name. Questions about

other levels of distinctiveness or similarity will be discussed in detail below.

As Tilmouth observed, the movement appears to have been composed using a well-
defined musical idea of a stepwise motion of a sixth with a characteristic rhythm.
[llustration 1.5 shows a skeleton of all the sixteen entries of the subject. 124 Even though
they are extracted from the finished text of the 1683 publication, not all the entries in
the skeleton appear exactly the same way they do in the movement itself butin a
modified way, or rather, in a reconstructed initial state of the complexes, prior to any
modification made to them for contrapuntal reasons. Whether this state represents an
actual earlier state in the compositional process (before any surface modifications were
made to the complexes in order to avoid contrapuntal errors, dissonances or the like) or
an analytical simplification of structures that were created instinctively by the
composer, the ways in which the skeleton relates to the finished work can shed light on
the thematic hierarchy of the movement or, to use Tilmouth’s terminology, on the way in
which the musical idea is defined and on the way it is used for composing the
movement. The double barlines mark the ends of complexes, borders between distinct
chains of overlapping entries. Some of these chains are hardly chains at all and comprise
only one entry (Section C) while some demonstrate high density of simultaneous entries
(B). Sections A, B and E contain the simultaneous use of the subject in prime form and in
augmentation, a relatively sophisticated procedure which requires the composer’s
choice of a subject with this capacity. The special layout of the entries is therefore
predetermined and precedes the ‘filling in’ of additional material in the other voices. In
the case of section 4, it would be logical to assume that the part of the second violin (see
[llustration 1.4, bars 1-4) was written after the composer had already envisaged the
subject-entries. A careful study of the remaining parts may shed light on the composer’s
choices: Purcell wanted to enhance the polyphonic texture by creating additional
imitations that are not part of the predetermined complex—in bars 1-2 the second
violin may be audibly interpreted as an inversion of the bass, and in bars 3-4 the second
violin foreshadows the end of the first violin’s augmentation—all easier to perceive

audibly than the complex itself. The prescriptive figuring under the third crotchet of bar

124 For the sake of clarity, and unless an entire movement is reproduced from a published edition,
a three-stave format will be used in the appendix for excerpts from Purcell’s Sonatas, reducing
the two staves of the melodic bass instrument and the continuo part to a single stave. Wherever
necessary, bass figures or melodic figurations will be indicated.
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2 (figure ‘6, see Illustration 1.4) implies an additional note, E, that is missing from the
contrapuntally-derived upper voices;125 the attention that was clearly paid to the

polyphonic texture highlights the element of choice—Purcell saw the E as an essential
part of the chord—which is all the more significant in light of equivalent contrapuntal

circumstances where he chose to omit the note A (bar 6, third crotchet).

Also telling are modifications made to the subjects, such as that in bar 5. Purcell’s
shortening of the first violin’s b' at the beginning of the measure can be predicted from
the skeleton—had Purcell wanted to leave the subjects in their original form, he would
have been forced to approach the bass’s B from above, in similar motion, to avoid
parallel octaves. The changes in the first violin’s bars 4-5 result from the upward leap
from E to B and from avoiding the ‘hidden octave’ (an octave approached in similar
motion). Similar postponing of an entry in avoidance of a hidden octave can be seen in
the second violin in bar 11. Other modifications stem from ornamental considerations:
first violin in bar 13 is added an extra crotchet, suspending the entry of the subject
(normally, and in the skeleton, on the third crotchet of the bar; here on the fourth) thus
ensuring movement on that crotchet against the two other parts. A more complicated
modification occurs in bars 14-15—bar 15 is the only point in the movement where the
skeleton itself reveals an ‘invalid’ complex which introduces an awkward dissonance,

hence requiring modification.

Not only the entrances of the subject reveal the composer’s choices but also other
consistencies such as the suspension-chain 9-8-4-3 which appears in the second violin
in bars 4-5 and in the first violin in bars 16-17. Purcell repetition of this progression
hints that it was well-planned contrapuntal material, a fact that may explain Purcell’s
depriving the second violin of the subject until bar 6—it was already assigned with

planned material.

After assessing the reputation of Purcell’s consort music (which is, at times,
disproportionate to its historical significance) and the ways in which it was influenced
by romanticised ideas, this chapter overviewed two main processes which influenced

the reception of Purcell’s music during the twentieth and the beginning of the twenty-

125 Whether the ‘6’ is a part of a ‘6 - 5’ progression (as appears in the print but disagrees with the
first violin) or it is a part of a six-five chord (whose indication ‘65’ was printed inaccurately), the
note E indicated by the figuring is given to the harmonic instrument alone.
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first centuries: first was the professionalization of writing and development of the
‘scientific’ apparatus required for the study of its sources. Of equal significance was the
transformation of the early music movement into a substantial factor in our generation’s
immediate acquaintance with Purcell’s music and in facilitating the research into his
compositional process, in a way which is rarely possible when studying the music of
composers belonging to (or usurped by) the common practice. The opening movement
of Sonata Z.796 was briefly analysed in order to demonstrate the level of compositional
choices that Alan Howard’s thesis exposed: the division of the movement into distinct
complexes that combine the subject with itself or with other subjects, and
understanding the contrapuntal limitations which required some modification of these
complexes. Howard’s thesis, albeit the first to have used these tools systematically,126
did so only as a means to an end and contextualised Purcell’s contrapuntal challenges
within a larger concept of artifice in Restoration England. The present study shall
attempt to expose other facets of Purcell’s artifice, namely the use of proportion,
symmetry, palindrome and a systematic approach to the pitch organisation to the ways
in which it may dictate musical form. Some of these devices, direct descendents of
sixteenth and early-seventeenth century music, may suggest a continuum in the English
consort music tradition that is largely overlooked, and in turn, hopefully help us to

understand these works, and their composer, better.

126 Naturally, some consideration of the contrapuntal limitations Purcell dealt with was used in
practically every editing project taken by the Purcell Society. In some cases consecutives are
merely commented on (for example, Celestial music did the gods inspire, bar 77) and sometimes
editorial responsibility requires amending the faulty counterpoint (ibid., bar 102). Bruce Wood
(ed.), Three Occasional Odes, NPS1 (2008), 144.
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CHAPTER 2 — CONTEXTUALISATION AND
GENERIC DISTINCTION

GENERIC DEFINITIONS

Throughout the last century, the prevailing view among scholars was that Purcell’s
Fantazias constitute a conservative body of works, using the most archaic genre to have
been chosen by the composer, and made in purpose to study earlier modes of contrapuntal
writing, albeit with a more modern harmonic shading.! Even if no extra-musical evidence
survives to shed light on Purcell’s personal motivation when engaging with that study, the
fact that by the early 1680s the Fantazia was an outmoded genre is unlikely to be
challenged—the number of specimens of this well-documented genre was clearly in decline
towards the second half of the seventeenth century, as was the instrument for which it was
intended. However, it should be asked what, outside the scoring and the overall
mutlisectional design of Purcell’s essays in that genre, makes them conservative and what

aspects of them reflect compositional study. As Westrup observes,

In structure the fantasias are traditional. The expert handling of all the problems of
contrapuntal imitation proves that Purcell at twenty-one had already fully mastered
the art of writing in the old style.?

Westrup equates the traditional old style with counterpoint and in his view counterpoint
meant a problem one should masterfully handle. Indeed, counterpoint was the emblem of
the generations which cultivated the genre in its heyday of the late-sixteenth and early-
seventeenth centuries and, more specifically, it was the flagship of the composers to whom

Purcell was evidently exposed by way of copying manuscript Cfm MS 88: Thomas Tallis,

! Alan Howard, ‘Purcell and the Poetics of Artifice: Compositional Strategies in the Fantasias and
Sonatas’, (Ph.D. diss., King’s College, London, 2006), 55-66.

2 ].A. Westrup, Purcell (London: .M. Dent, 1937), 226.
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William Byrd, Orlando Gibbons and Thomas Tomkins.3 Moreover, the fantazia may have
often stayed in the shadow of other genres, but it steadily remained in the shadows whereas
other genres, which sometimes received more attention, fluctuated and fell victim to rapid
changes in fashion and, in other cases, of regime. For historical reasons that will be dealt
with extensively in Chapter 3, the instrumental fantazia (and the strict, ricercar-like,
contrapuntal fantazia in particular) was the only genre that showed genuine historical
continuity throughout the late sixteenth and most of the seventeenth centuries, and indeed
it was the genre which received and preserved the levels of contrapuntal sophistication that
lost their natural ecclesiastical home as a result of the Reformation. Thus, it is easy to see

why tradition is so closely identified with it.

It should be asked, however, whether Purcell’s Fantazias are really more ‘contrapuntal’ than
the Sonatas or any other genre which appealed to the composer. Purcell’s most strict
canonic writing is to be found either in his B-flat Service Z.230 or, surprisingly, in his
theatre music (‘Dance for the followers of Night’ from The Fairy Queen and the Chaconne ‘2
in 1 upon a ground’ from Dioclesian); his anthems contain complicated imitative passages;
his odes, as will be exemplified in Chapter 3, contain several adventurous experiments
which can be seen as nothing but late seventeenth-century rethinking of cantus firmus
setting. Except maybe for some of his solo songs, Purcell did not miss any opportunity to
engage with contrapuntal writing, and the variety and complexity of his experiments in the
field do not allow us to see the Fantazias as the summa of his studies in strict polyphony.
Indeed, Alan Howard’s lens, identifying artifice as Purcell’s primary interest in his early
instrumental works, is of prime importance for understanding the role of the Fantazias in
the composer’s contrapuntal heritage. However, the fact that Purcell’s preoccupation with
artifice is not limited to his Fantazias and Sonatas requires further inquiry into how Purcell
deploys artifice, and into how, rhetorically, he spreads contrapuntal complexity across the

musical form.* This chapter will offer an examination of obstacles in distinguishing between

3 Robert Shay and Robert Thompson, Purcell Manuscripts: The Principal Musical Sources, (Cambridge:
Cambridge University Press, 2000), 33-46.

4 Howard himself published a detailed account on the major role of artifice in another genre, that of
the sacred partsong. Alan Howard, ‘Composition as an Act of Performance: Artifice and Expression in
Purcell’s Sacred Partsong “Since God so Tender a Regard”, The Journal of the Royal Musical
Association 132 (2007): 32-59.
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seventeenth-century musical genres, a comparative study of the ways in which artifice
articulates musical form in Purcell’s consort music, as well as historical context of a

secondary manuscript source of the 1683 Sonatas.

That which is common and that which is different between Purcell’s Sonatas and Fantazias
has preoccupied many of the commentators on Purcell’s music and a joint discussion on the
two genres was naturally encouraged by their chronological proximity and the place they
share in 30930. To quote but two commentators, Zimmerman argues that ‘comparing [the
Sonatas] to the fantasias in their stylistic and formal development, one sees that they are
part of an unbroken stylistic continuum’;> Wood calls the Sonatas ‘direct descendants’ of the
Fantazias.t Even writers who argue for greater distinction between the genres seem to
agree that at least the canzona movements from the Sonatas are indebted to the same mode
of polyphonic thinking represented in the Fantazias.” Also, as Howard noticed, the supposed
chronology (the Fantazias were written around 1680, the Sonatas around 1683) more or
less fixed the order of discussion regarding these works, and only rarely do commentators

refer to the Sonatas before the survey of Purcell’s achievements in the field of fantazia.8

On the other hand, some critical thought is needed when studying the joint reception
histories of the Fantazias and Sonatas—for at least some of the unified discussion was
affected by matters of chance and anachronism. First and foremost among the relevant
factors was that, in connection with the rise of the early music movement discussed in the
previous chapter and during the first half of the twentieth century, both Sonatas and

Fantazias were played by the same members of the violin family—violins and cello.® Some

5 Franklin B. Zimmerman, Henry Purcell, 1659-1695: His Life and Times, 24 edn (Philadelphia:
University of Pennsylvania Press, 1983), 82.

6 Bruce Wood, Purcell: An Extraordinary Life (London: ABRSM, 2009), 73.

7 One example is Bukofzer who argues that that Fantazias are archaic, and the Sonatas are modern.
Manfred F. Bukofzer, Music in the Baroque Era from Monteverdi to Bach (London: ].M. Dent, 1947),
213-214.

8 Howard, ‘Purcell and the Poetics of Artifice,” 40.

9 Warlock and Mangeot’s edition was explicitly intended for modern string instruments. More than in
any other genre, it seems that the use of modernised clefs in the Fantazias should be applied
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other reasons from those early years are more prosaic, almost coincidental: Whittaker,
focusing on the four-part Sonatas and the three- and four-part Fantazias in his 1934 article
on Purcell’s harmony, declared that his choice was rather arbitrary—he took the two sets
with him for a holiday and therefore did not have the three-part Sonatas, the Fantazias for
five, six and seven voices, or any other set of Purcell’s music as reference.!® Modern
distinction between the genres is also intrinsically steeped in modern conceptions of their
nature, their origins and their function in the seventeenth-century musical world—
conceptions that are not necessarily more accurate than our understanding of seventeenth-
century music theory and are open for debate at least as much as are the nature and
function of genre in more recent music.!! However, some conclusions can be drawn from
the music itself and, however incomplete and subjective such conclusions might be, they can

be useful alongside the historical research into early music.

A reliable comparison of the two genres requires a preliminary discussion on whether each
of the compared components is a homogenous unit. As far as the Fantazias are concerned,

only the incomplete Fantazia Z.744, dated ‘Feb the 24t 1682/3’, clearly postdates the

cautiously. As will be discussed later in this chapter, insufficient attention has been paid to
peculiarities of consort music notation in modern Purcell scholarship.

10 W. Gillies Whittaker, ‘Some Observations on Purcell’s Harmony’, The Musical Times 75/1100
(1934):887-94 (887).

11 Sometimes the joint discussion regarding the two genres escelated to mix-up and disinformation.
The stragest case is perhaps David Ewen's account on these works, and especially of the Fantazias in
his (quite ironically entitled, considering their marginal place in their days) Mainstreams of Music.
Here one can see how the story of the unpublished Fantazias is being adorned by two publications (a
relic of the Sonatas) and the implied influence of Corelli (who published his first opus three years
after the Fantazias were written):

The influence of Corelli was not confined to Italy. It permeated the rest of Europe. In
England, Henry Purcell (1659-95) made his first excursion into chamber music by writing
fantasias for viols, without continuo, a form he had inherited from his English predecessors
and to which he brought considerable advancement both in technical skill and imaginative
materials. He published two such volumes in 1680, one comprising three fantasias in three
parts, and the other nine fantasias in four parts. His most celebrated fantasia, written about
this time, is in five parts. It is the F major, published independently.

David Ewen, Solo Instrumental and Chamber Music: Its Story Told Through the Lives and Works of its
Foremost Composers, Mainstreams of Music, Vol. 3 (New York: Franklin Watts, 1974), 23.
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majority of the corpus, which were created along a relatively short time span.!2 This is not
the case in the Sonatas, for it is unclear whether or not they represent different stages in the
development of Purcell’s style, and there is much uncertainty surrounding the chronology of
the posthumously published Sonatas of 1697 for which, unlike the 1683 Sonatas, the
publication date does not serve as a terminus ante quem. Many commentators have referred
to the question of whether the two sets belong to one entity, a question which is
traditionally approached in three ways: the genre implied by the title; aspects of tonal plan;

and issues of style.

As far as the title is concerned, ‘Sonatas of four parts’ is seen today as a simple misnomer.
The number of part books involved in the set produced by Frances Purcell might have
confused her: as stated already in the preface of the 1683 publication the decision to
publish two separate parts for the Continuo and the Bassus was not planned initially, and
indeed, Sonatas a tre (trio Sonatas with a split bass part for a melodic bass instrument and a
harmonic one) could have been produced in three rather than four partbooks. Whether the
misnomer stemmed from misunderstanding or from the widow’s pragmatic will to
distinguish that set from the earlier publication is hard to tell. One can assume that the
widow had such motivation to distinguish between the two sets since the earlier publication
was still on sale at her house as late as 1702.13 However, no correspondence regarding the
editorial sets has survived and with the dedications as the only relevant documents in hand,

even the identity of the 1697 set’s editor is unknown.14

12 That incomplete Fantazia is also interesting for the predominant imitative motif which differs to
the motifs of the other Fantazias in its characteristic rhythm (crotchet; quaver; quaver; crotchet;
crotchet) —a slightly more old-fashioned in the style of the Italian canzone, as can be seen for
example in the openings of seven canzonas from Frescobaldi’s il primo libro delle canzoni (Rome,
1628): canzonas prima and quarta (solo), prima (a due canti), terza and sesia (a due canti e basso)
seconda and quinta (a quattro).

13 See The London Gazette 6/11/1699, The Post Man 12/5/1702 and The Daily Courant 10/11/1702.
In Michael Tilmouth, ‘Calendar of References to Music in Newspapers Published in London and the
Provinces (1660-1719)’, R.M.A. Research Chronicle, No. 1 (1961): 1I-VII, 1-107.

14 Alon Schab, ‘Distress’d Sources? A critical consideration of the authority of Purcell’s Ayres for the
Theatre’, Early Music, 37 /4 (November 2009): 633-45.
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Purcell’s meticulously-planned tonal scheme for the early publication, based on rising thirds
of the keys of the first eight Sonatas (G minor, Bb major, D minor, F major, A minor, C major,
E minor, G major) and on falling thirds in the last four Sonatas (C minor, A major, F minor, D
major), can be seen as incomplete, lacking the first two Sonatas in the 1697 set in order to
create a more balanced and symmetrical set: seven Sonatas based on rising thirds from the
minor Gamut (G minor, Bb major, D minor ... E minor) and another seven based on falling
thirds from the major Gamut (G major, the 1697 Eb major, C minor ... the 1697 B minor).15
On the ground of this overall tonal scheme, Hogwood explicitly relates the style of the first

two Sonatas of 1697 to the earlier collection.16

Westrup identified ‘riper mastery’ in some of the 1697 Sonatas although he cautiously
remarked that ‘it is quite possible that the sonatas of this set were composed at different
times and finally reassembled for publication’,!” an argument of considerable weight
considering the supposed function of the first two Sonatas of 1697 in the hypothetical
fourteen-sonatas set mentioned above. Tilmouth similarly hinted that the fifth and sixth
Sonatas of the later set (Z.806 and Z.807) ‘may perhaps be later’,!8 while Thurston Dart
argued the contrary—that ‘[the later set’s] style is less Italianate and more immature’.1? For
Holman, who in his monograph generally gave more factual information on the copying
process of each sonata rather than expressing his opinion on the works’ styles, it is the last
Sonata (Z.811) which is the most consistently modern.20 An interesting, even if subtle,

change in opinion is reflected in Tilmouth’s later contribution to The Blackwell History of

15 Additional hypotheses regarding the tonal scheme where overviewed by Tilmouth. Christopher
Hogwood, The Trio Sonata, BBC Music Guides (London: British Broadcasting Corporation, 1979), 85—
86; Michael Tilmouth, ‘Purcell’s Sonatas’, Early Music 13/1 (Feb., 1985): 154-155.

16 Hogwood, The Trio Sonata, 85-86.
17 Westrup, Purcell, 234-235.

18 Michael Tilmouth, ‘The Technique and forms of Purcell’s Sonatas’, Music and Letters, 40/2 (1959):
109-21 (110).

19 Thurston Dart, The Interpretation of Music, 4 edn (London: Hutchinson University Library, 1967),
123; also Thurston Dart, ‘Purcell’s Chamber Music’, Proceedings of the Royal Musical Association 85
(1958-9): 81-93 (83).

20 peter Holman, Henry Purcell, (Oxford, New York: Oxford University Press, 1994), 85.
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Music in Britain, published five years after his death. Although his view of the Sonatas is
generally similar to the one he expressed in 1959, the statement that ‘Purcell chose the
most Italianate Sonatas’ for the 1683 publication is of great interest when compared to
Tilmouth’s earlier view that ‘Purcell may simply have selected for publication in the
“Sonatas of I1I Parts” what he considered to be the twelve best works which would fit in with
his key-scheme’ (present author’s italics in both quotations).2! Since conclusions that arise
from the following study have some implications for the issue, the point of departure shall
be the generally accepted view that the 1697 publication does not necessarily reflect a
single stage in the composer’s development, with a preference of the autograph text over
the 1697 printing, rooted in the present author’s general suspicion as to the reliability of the

publication ventures undertaken by Purcell’s widow in 1696-7.22

Distinction between genres is sometimes complicated furthermore by the coexistence of
several levels of stylistic features, relating to different criteria of the work. For example,
Dart argued that ‘Purcell distinguished in style between the music he wrote for
Westminster Abbey and the music he wrote for the Chapel Royal; both styles differ from
that of his theatre music, which was written for performance in completely “dead”
surroundings’, by which he meant halls in which the acoustic is far less resonant.23 Some
aspects of Purcell’s style of orchestration (to use a slightly anachronistic term) support
Dart’s observation: there are evident differences in continuo style stemming from different
continuo instruments and silence effects are used in choruses, mainly those which are to be
found in the theatre music. However, in other respects, mainly deeper structural features
such as musical form, Purcell’s surviving works and evidence relevant to the circumstances
of their performance seem to imply the opposite: instrumental sections were sometimes

borrowed verbatim from odes to stage works, two styles to which Dart specifically refers—

21 Michael Tilmouth and Christopher D.S. Field, ‘Consort Music II: From 1660’, in Music in Britain: The
Seventeenth Century, lan Spink (ed.), BHMB3 (Oxford: Blackwell, 1992), 245-281 (267); Tilmouth,
‘The Technique and Forms of Purcell’s Sonatas’, 110.

22 The present author’s doubts concerning the integrity of the editor in the publication of the Ayres
for the Theatre, which was announced and published around the same time, are expressed in detail in
Alon Schab, ‘Distress’d Sources?’.

23 Dart, The Interpretation of Music, 57.
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two noted examples are the overture to Love’s Goddess Sure was Blind which serves also as
the overture to The Virtuous Wife, and the F major Chaconne from the ode Sound the
Trumpet which also opens King Arthur. A recent article by Pinnock and Wood demonstrates
how Purcell’s reuse of music from odes in his large-scale works in 1690-95 can be
explained as a well-calculated move reacting to the changing winds of musical taste (and
their very down-to-earth implications on work places and salaries in court) and trying to

benefit from them.24

A preliminary account of the theoretical definitions of the genres fantazia and sonata, as
attributed to Purcell himself, is needed. Morley’s oft-quoted definition of fantazia—‘the
most principall and chiefest kind of music’—published more than eighty years prior to the
composition of Purcell’s Fantazias, is somewhat irrelevant in the case of Purcell, if only for
his adventurous harmonic excursions which, according to the former’s further description
of the form, ‘may never be suffered’ in that genre.zs A definition which is likely to have been
approved by Purcell himself is the one which appears in the fifth edition of Edward Phillips’
dictionary The New World of Words (1696). This edition, whose music entries were revised
by Locke and by Purcell,? first defines Fantasie in its general sense as ‘Imagination, a
Determination of the Mind to believe or desire things, according to the Impressions of the

Sense. Also Humour, Capriccio’; it is then followed by the musical definition

in Musick, a Fantasie is a Piece of Composition full of Harmony, but which cannot be
reduc’d under any of the regular kinds.?’

A comparison of the two definitions, almost a century apart, will result in one major
difference, namely that the later identifies a general sense of freedom (or at least does not

explicitly dictate features of tonal or modal plan, tempo, metre etc.) which the earlier

24 Andrew Pinnock and Bruce Wood, ‘Come, ye sons of art — again: court cross-subsidy for Purcell’s
opera orchestra, 1690-1695’, Early Music 37 /3 (August 2009): 445-66 (447-448).

25 Thomas Morley, A Plaine and Easie Introduction to Practicall Musicke (London, 1597), 180-1.

26 A description of Purcell’s involvement in Phillips’s dictionary is in Michael Tilmouth, ‘Henry
Purcell, Assistant Lexicographer’, The Musical Times 100/1396 (1959): 325-326.

27 Edward Phillips, The New World Of Words, 5t edn (London: R. Bently, J. Phillips, H. Rhodes, and J.
Taylor, 1696), 156.
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applied only to the composer’s use of imitation. But the fact that Phillips’ dictionary,
designed to clarify words which penetrated the English language from other tongues,?8
gives a two-fold definition of which only the second half is relevant to music should not be
overlooked: in the fourth edition of 1678, entries for none of the terms Fantasie, Fantazia or
Fancy appear, although the entries which were edited by Locke had been incorporated
already in that edition (published two years after the senior composer’s death) and
therefore it is only probable that the 1696 entry Fantasie was written by Purcell himself.
However, one should question the motivation for incorporating the musical term Fantasie
as late as the fifth edition, years after the heyday of the English fantazia. Giving the musical
meaning of Fantasie could have been a sort of debt paid to complete the entry, which was
inserted to the fifth edition for its primary, extra-musical, meaning. Yet, the English use of
the word (in its general meaning) dates back to the early fifteenth century,2® which again
raises the question of such a late addition of the word to a dictionary of ‘imported” words.
Taking into account the absence of the Fantasie entry in the 1678 edition (despite the wide
circulation of Morley’s musical definition from as early as 1597) and the 1696 entry being
only a secondary one,30 it is improbable that the appearance of the word signifies an
essential shift from the English view of the viol Fancy to a more international view of a
Fantasie, especially at a time when the use of the genre was seen as outmoded.3! In short,
even with Purcell’s authority attached to a definition, one should be cautious with giving too
much weight to a dictionary entry aimed at non-professional readership, and which

appeared at a moment and for reasons which are difficult to explain.

28 As the title page reads: ‘The New World of Words, or, A Universal English Dictionary containing
The proper Significations and Derivations of all words from other languages, viz. Hebrew, Arabick,
Syriack, Greek, Latin, Italian, French, Spanish, British, Dutch, Saxon, &c. as now made use of in our
English tongue.’

29 ‘fantasy, phantasy, n.1-¢’ The Oxford English Dictionary. 2nd ed. 1989. OED Online. Oxford University
Press. 4 Apr. 2010 <http://dictionary.oed.com/cgi/entry/00181778>.

30 [t should be added that both the third, fourth and fifth editions of The New World of Words (1671,
1676 and 1696) contained the entry Phantasie, as a word of Greek origin and with no musical
meaning; that is, even in the fifth edition of 1696, which gives a musical meaning to Fantasie, the
Greek form of the name is not identified with a musical genre.

31 Rebecca Herrisone, Music Theory in Seventeenth-Century England (Oxford: Oxford University Press,
2000), 211.
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As often is the case with theory, the English formal definition of Sonata lagged behind
practice, and for Purcell, among the first to have published English works of that Italian
genre, no contemporary definition exists as a reference, and one has to make do with the

composer’s oblique remark that it was

the chiefest Instrumental Musick now in request, where you will find Double and
Treble Fuges also reverted and augmented in their Canzona’s, with a great deal of
Art mixed with good Air, which is the Perfection of a Master.32

It is indeed rather ironic of the composer to claim that Sonatas were in such request, while

at the time he still had many copies of the 1683 Sonatas in his possession, copies which his

widow would still be trying to sell almost a decade later.

32 See discussion of the term ‘Treble Fugue’ in Chapter 3. Henry Purcell, The Art of Descant, in John
Playford, An Introduction to the Skill of Musick, 12t edn (London: Henry Playford, 1694), 125.
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SOURCES I - ASPECTS OF NOTATION

One neglected aspect of the comparison between the two genres relates to the study of the
works’ primary source—the autograph 30930. The tendency nowadays to publish Purcell’s
Fantazias and Sonatas separately (despite the joint discussion in scholarly literature)
creates a situation in which the editorial work, meticulous and informed as it may be,
focuses on one set of works and rarely exceeds its boundaries. Thus, no single editor was
required, within a single editorial project, to engage with the bigger picture that one sees if
one looks at all of the reverse side of that autograph (which contains not only some of the
Sonatas and all the Fantazias but also a suite, a Chacony, and a Pavan).33 Things are
complicated further by the obscure codicology of the manuscript, whose 1895 binding does
not reflect the original collation of the sheets.34 Nonetheless, additional information on the
works can be gathered when a manuscript is examined as an artefact carrying information
extraneous to the text itself, and which is not always preserved in modern editions—order
of pieces, grouping of pieces, and contemporary notational peculiarities. Such general
analysis of manuscript 20.h.9 (see below) will attempt to apply this principle in order to
clarify the nature of professional musicians’ study of strict counterpoint in Purcell’s time,
but in relation to 30930, one specific point with regards to notation of the accidentals shall

be dealt with below.

The reverse end of 30930 is frequently compared to Lbl Add. MS 17801, Locke’s autograph
dedicated to his works for consort.35 Indeed, the two manuscripts have a lot in common:

outside the common focus on consort music, both contain rubrics of similar nature (for

33 For the Purcell Society Edition, Tilmouth edited the four-part Sonatas but only revised the older
editions of the three-part Sonatas (edited by Fuller Maitland) and the Fantazias (edited by Dart); for
Eulenburg, three different editors were put in charge of the Fantazias (Ford), three-part Sonatas
(Fiske) and the four-part Sonatas (Hogwood). The smaller project of the Chacony was given to
another editor (Bergmann); no other publisher attempted a critical edition of all three sets.

34 Shay and Thompson, Purcell Manuscripts, 84-100.
35 Holman, Henry Purcell, 74-5.
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example ‘Here End the Duos for two Basse-Violls, composed in 1652’ in Locke,36 ‘Here
begineth the 3 part fantazia’s’ in Purcell), both are arranged in an ascending consort size
(from two- to six-part music in Locke, from three- to seven-part music in Purcell) and, by
chance, both are in an incomplete state.3” Apparent differences are that Locke’s title page
declares that the music is intended for both broken and whole consorts while the consort
repertoire in Purcell’s manuscript is probably for string instruments (although Purcell does
not specify the instrumentation explicitly) and that Locke’s manuscript is much more
organised in its tonal scheme.3® However, despite the affinity of Purcell’s four-part Fantazias
to Locke’s opening movements from the suites of his Consort of Four Parts,3 it is Purcell’s
early Pavans which appear alongside a concordance of Locke’s Consort For Several Friends
and an impressive collection of Italian trio Sonatas in Lbl Add. MS 33236.40 The only Pavan
in 30930 feels rather atypical in its context.4! One of the Sonatas in Lbl Add. MS 33236, the
G minor Sonata attributed to ‘Giovanni Battista [Draghi?]’ has unusual stylistic affinity with
Purcell’s Sonatas. But with these close relations of the genres represented—dance
movements, fantazias and sonatas—and despite the affinity in the use of artifice, the doubts
whether Purcell’s Fantazias were intended for performance and whether ‘abstract’ pieces
can coexist in one manuscript with fashionable Sonatas, that were undoubtedly performed
at the time, are rather troubling and this is where an inquiry into notation and into Purcell’s

place in the general tradition of English consort music may help in answering the question.

Purcell’s status in the English consort tradition is ambivalent: on the one hand, he is

perceived as the last link in the chain of composers for that medium and, ironically, the most

36 Michael Tilmouth (ed.), Locke: Chamber Music: I, MB31 (London: Stainer and Bell, 1971), 145.

37 The second half of The Broken Consort is incomplete. Michael Tilmouth (ed.), Matthew Locke:
Chamber Music : 1, MB32 (London: Stainer and Bell, 1972), 107.

38 Peter Holman, Four and Twenty Fiddlers (Oxford: Clarendon, 1993), 275-6.

39 The spelling of the titles of Locke’s sets is in modernised and abbreviated form— For Several
Friends instead of For Severall Friends (Lbl Add. MS 17801), The Flat Consort instead of The Flatt
Consort for My Cousin Kemble (Lbl Add. MS 17801), The Consort of Four Parts instead of Consort of
Fower Parts (Lcm MS 939). The Little Consort and The Broken Consort required no such modification.

40 Shay and Thompson, Purcell Manuscripts, 109.
41 Shay and Thompson, Purcell Manuscripts, 97.
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famous of them for modern audiences (that is, outside the circles of consort music experts).
On the other hand, his use of older models (for example, the music of Orlando Gibbons) or
archaic musical forms such as the In Nomine, already obsolete by the time of his immediate
predecessors, gives his ‘Fantasia Project’ as a whole a flavour which is somewhat
anachronistic.42 Purcell’s being a part, yet not a representative part, of the English consort
tradition results in Purcellian scholarship being detached from issues studied in the wider
scope of English consort music and also the other way round—consort scholarship tends to
limit its treatment of Purcell, in order to avoid an indirect eclipse of Coperario, Lawes and
Jenkins, who undoubtedly made the greater contribution to the English consort tradition.
Even in a purely chronological sense, Purcell’s contribution to the consort literature, half a
century after it began its decline (quantitively), was not influential, if only because he had
no follower to influence in the field.3 Issues which are neglected in consort studies in the
first place are all the more neglected in Purcell scholarship, and the most interesting of

these is the question of enharmonic misspelling.

Throughout the history of music, different styles had different relationships with notational
representation; and the translation of a piece from one semantic system to another
naturally resulted in a substantial change: a modern transcription of Baude Cordier’s Belle,
Bonne, Sage will lose the extramusical meaning and beauty of the chanson’s heart-shaped
score found in the Chantilly codex, which is an innate part of the artistic achievement of the
piece;# a modern written-out realisation of a seventeenth-century continuo part often

limits the harmonic flexibility that can be exercised by a continuo player who extemporizes

42 The term ‘Fantasia Project’ is borrowed from Howard, and is used to describe Purcell’s output in
the field of consort music, as well as the act of study in which it was involved, and a defined period of
time in which the composer was preoccupied with the composition of the Fantazias. 42 Howard,
‘Purcell and the Poetics of Artifice,’ 120 (footnote 2).

43 At the outset of her book on the viol, Annette Otterstedt presents this unlikely and yet unapologetic
request:

‘Before complaining that Bach and Purcell are missing, readers should consider that these
composers—however great they may have been—were not involved in the development of the viol
and are therefore alien to our subject’. Annette Otterstedt, The Viol: History of an Instrument, Hans
Reiners (trans.) (Kassel: Barenreiter, 2002), 18.

44 F-CH 564, f. 11v.
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a realisation during performance of the piece. Not always can the meaning of the semantic
layers lost in translation be easily evaluated. In highly chromatic consort repertoire, the use
of accidentals in seventeenth-century sources sometimes does not follow today’s accepted
theoretical logic and makes extensive use of enharmonic spelling which, acc<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>