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Ex. 65. Purcell: Ground basses.
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Illustration 1.1 - Example, showing nine of Purcell’s ground basses. Reproduced
from Manfred F. Bukofzer, Music in the Baroque Era from Monteverdi to Bach
(London: J.M. Dent, 1947), 217.
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Illustration 1.2 - A graph illustrating the predominant rhythmic values in the
texture of Purcell’s Chaconne Z.807. Reproduced from Helene Wessely-Kropik,
‘Henry Purcell als Instumentalkomponist’, in Studien zur Musikwissenschaft 22
(1955): 85-141.
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30-3 Ppurcell, Dido and Aeneas, Chorus
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Illustration 1.3 - An excerpt from Dido and Aeneas illustrating the use of the minor
dominant. Reproduced from Edward Aldwell and Carl Schachter, Harmony and
Voice Leading, 374 edn (Belmont: Thomson Learning—Schirmer, 2003), 543.
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Ilustration 1.4 - Purcell, Sonata Z.796, first movement, reproduced from Roger

Eulenburg, 1975),

Sonatas of Three Parts Nos. 7-12 (London:

Fiske (ed.), Purcell

1-2.
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[llustration 2.1a - Purcell, Fantazia 4 (bar 23), Viol III plays the leading tone of the F#-
minor cadence (e#) but the note is enharmonically misspelled as an f flat.

(Slow)
3 p P - ® p—
P’ -1 .2 x .o 1 e T 1 1 1 " 3 e s I
l . {i T 1 1 ik X r 2 — 1 1 : 2 & 1 1 1
foy— i e 1 f f T g »- o= i T
ANI? 4 ~ % 1 1 1 el e o r A
') T T 14
2 ) “ %
Y ne 1 T ik oy 1 1T e = -
]l = = 5 8 5 - 1 B el i r ] g A S A i
h LB 9 T T T 1 1 1 1 Ao  § Ul
L8 . 3 " = 15 = T 1 1 1
T T T T T
I b ) |
b n 1 & b - I 2 T 1 1
]ll h LR - T h 2 1 * 8 B ¢ r 2
L v = t 1
y A : i 5 & : 5 I : 2 1
' 4 i
r’s t T
lv s 73 .z 1 1T T
h 1 1 - 1T Uy 1
T = T . I
T T [~ £

[llustration 2.1b - Purcell, Fantazia 10 (bars 31-2), Viol Il plays the leading tone of the
F#-minor cadence (e#) but the note is enharmonically misspelled as an f flat.

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

1.7
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[llustration 2.1c - Purcell, Fantazia 12 (bars 60-65). Viol II plays the leading tone of the
F#-minor cadence (e#). No enharmonic misspelling.

Adagio
f & P — I I I
7 a7 s o o i . 119 o o s T T — = I = " v =
Violino ==L e | 23 T e et ) 8 Tt ) i ot S T e T 8 T o
Primo 63
) [ — I —_— 1 e
fH & 4 o - > - P ﬁl; —
Violino =
185 N1 1 1 ) - 1 — w 1 & 1 "y [ - — : m— 11 =t € 7.5 B =
Secundo P T i e i i T T - T —— s T s
o ¥ e U T T 1
y-3 r] m rl $ J j o
v T4 f f o T T y_m—r s = f T T
Bassus § O - T ” T —Fr> - 1 ause 155 i i =
> i s, T T T T = » im0 T T T T T T
+ B.C. 1 + 1 3 1 = % l{ + 1 ! L 1
4 #3)

[llustration 2.1d - Sonata in B minor Z.802 (bars 1-6). Viol II plays the leading tone of
the F#-minor cadence (e#). No enharmonic misspelling. Figuring is editorial (original
figuring omitted).

Illustration 2.1 - Cadences on F# minor in Lbl MS Add. 30930 (contd.).

18



ﬁln

fo
DTy

n
bo

“

e

!

Dy

bovs

TR &
o

bt 3

1
T

t
T

r x =
4 e

oV -4

RS 0T )
Bz
b uis

T

.

>
iz
&

o

1

t’%;
b4

A TR

‘

£

|

z

4

hot - m—

zr

o> 77 e et
=
2o 3

¥ ia

»

4
T

AuJ JH
i=
e
“
im7 )

7

ghe 4,

vy

=

o m—

IV — — 5
r 2
Y )
o3 o e i
=—
it

ra
&

Y s ) oud

s

T

a7y

e

By —
e E 1

o)

Z.
p 4
{7y

>4
1=
i
1
Y

[llustration 2.2a, Cima, Essampio 5
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Illustration 2.2, Cima, Partito de Ricercari & Canzoni Alla Francese, Essampi 5 and

10. Cadences in F# minor are highlighted. Based on Clare G Rayner (ed.), Giovanni
Paolo Cima: Partito de Ricercari & Canzoni Alla Francese (1606), Corpus of Early
Keyboard Music, Vol. 20, (Neuhausen-Stuttgart: Hinssler, American Institute of

Musicology, 1966), 66, 69-70.

Illustration 2.3 - a seventeenth-century stock motif, taken from the overture of

Distress'd Innocence (bars 1-2), transposed to A minor, dotted rhythm

[llustration 2.2b, Cima, Essampio 10
regularised.
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Illustration 2.4 - Lawes, Five-Part Consort Suite in A minor, excerpt (bars 97-125
scratched-out in the autograph Ob Mus Sch. MS B. 2). Reproduced (omitting the

ic,

Select Consort Mus

organ part) from Murray Lefkowitz (ed.), William Lawes.

d Bell, 1971), 15-6.

mer an

Sta

MB21 (London
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Ilustration 2.5a - Jenkins, Almain in A minor. Reproduced from Andrew Ashbee (ed.),
John Jenkins: Fantasia-Suites : I, MB78 (London: Stainer and Bell, 2001), 22.
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Illustration 2.5b - Jenkins, Almain in A minor. The first three bars with modified Violin
II, Bass and Organ parts (bars 2-3).

Illustration 2.5 - Jenkins, Almain in A minor.
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Illustration 2.6. Dowland, Fancy in G minor (P.6), bars 1-10. Reproduced from
Diana Poulton and Basil Lam (eds.), The collected Lute Music of John Dowland,
(London: Faber Music, 1974), 27. (Present author’s marking of the imitative
point).
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[llustration 2.7a - Purcell, In Nomine a 7. Reproduced from Thurston Dart (ed.) and
Michael Tilmouth (rev.), Fantazias and Miscellaneous Instrumental Music, NPS31
(London and Sevenoaks: Novello, 1990), 39-41.
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[llustration 2.7b - Purcell, ‘Fuge or Pointing in four parts’, example from Playford’s An
Introduction to the skill of music (12th edn). Reproduced from Dart (ed.) and Tilmouth
(rev.), Fantazias and Miscellaneous Instrumental Music, NPS31, 114.
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[llustration 2.7c - Purcell, Distress’d Innocence, Overture (bars 1-4). Reproduced
(omitting continuo) from Margaret Laurie (ed.), Dramatic Music: Vocal and Instrumental
Music for the Stage Part I, NPS16 (London: Novello, 2007), 148-53 (148).

Illustration 2.7 - Different occurrences of a stock motif in Purcell.
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[llustration 2.7d - Purcell, Overture to Ye Tuneful Muses, bars 1-3. Reproduced (omitting

continuo) from Bruce Wood (ed.) Royal Welcome Songs: Part II, NPS18 (London: Novello,
2005), 92.

[llustration 2.7e - an imitational complex common to Purcell’s Ye Tuneful Muses (right)
and to Jenkins's Almain (left, see Illustration 2.5a, transposed here to G minor). Based on
Wood (ed.) Royal Welcome Songs: Part 11, NPS18, 92; Ashbee (ed.), John Jenkins:
Fantasia-Suites : I, MB78 (London: Stainer and Bell, 2001), 22.

Illustration 2.7 - Different occurrences of a stock motif in Purcell. (contd.)
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[llustration 2.8a Sweelinck - Toccata 21 (bars 11-15). Based on Gustav Leonhardt (ed.),
Jan Pieterszoon Sweelinck: Opera Omnia: Volume I, Keyboard Works: Fantasias and
Toccatas, 2 edn (Amsterdam: VNM, 1974), 122-4.

Viol T
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|
N
% —

VORIV 1™ e o)
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1 | | | J -
1 d T
B - =Si==———

I - T T T I
Viol IV

1Te

[llustration 2.8b - Purcell In Nomine a 7 —bars 1-2 (reduced to two staves). Based on
Thurston Dart (ed.) and Michael Tilmouth (rev.), Fantazias and Miscellaneous
Instrumental Music, NPS31 (London and Sevenoaks: Novello, 1990), 39-41 (39).

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

N>

o/

[llustration 2.9a, Sweelinck, Fantasia 4 (A-Phrygian), imitative point (top voice only,
bars 1-6). Based on Gustav Leonhardt (ed.), Jan Pieterszoon Sweelinck: Opera Omnia:
Volume I, Keyboard Works: Fantasias and Toccatas, 2" edn (Amsterdam: VNM, 1974),
26-34.

Ilustration 2.9b, Gregorius Huwet, Fantasia (Robinson #1), bars 1-3. Based on Robert
Dowland, Verietie of Lute Lessons (London: Thomas Adams, 1610), 27.

Illustration 2.9 - Points of Imitation common to instrumental works by Sweelinck
and Huwet.
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[llustration 2.10a - Sweelinck, Echo Fantasia (12). Reproduced from Gustav Leonhardt
(ed.), Jan Pieterszoon Sweelinck: Opera Omnia: Volume I, Keyboard Works: Fantasias and
Toccatas, 2nd edn (Amsterdam: VNM, 1974), 76-78 (77).

Illustration 2.10 - Sweelinck’s use of a common stretto complex of a stock motif.
26
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lllustration 2.10b - Sweelinck, Fantasia no. 10. Use of a common complex in bars 1-8
and 26-30. Reproduced from Gustav Leonhardt (ed.), Jan Pieterszoon Sweelinck: Opera
Omnia: Volume I, Keyboard Works: Fantasias and Toccatas, 2™ edn (Amsterdam: VNM,

Illustration 2.10 - Sweelinck’s use of a common stretto complex of a stock motif.
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Des  boos-doen-ders wil - le  seer quaet, Ghe - tuycht se - ker- lick met der daet,
‘Want hy hem in't boo- se be-haecht, 't Welc hy wnoch ha-tet noch be- claecht,
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% === = — -
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Des nachts denct hi niet dan schalcheyt, Hi  wil blijvenin der boosheyt, End’van gheen quaet hem kee- ren.

[llustration 2.10c - Melody of Psalm 36. Reproduced from Alfons Annegarn (ed.), (ed.),
Jan Pieterszoon Sweelinck: Opera Omnia: Volume II, Keyboard Works: Settings of Sacred
Melodies, 2m edn (Amsterdam: VNM, 1974), 51.
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[lustration 2.10d - Sweelinck, Setting of Psalm 36, Variation 1. Reproduced from Alfons
Annegarn (ed.), (ed.), Jan Pieterszoon Sweelinck: Opera Omnia: Volume II, Keyboard
Works: Settings of Sacred Melodies, 2nd edn (Amsterdam: VNM, 1974), 51-7 (51).
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[llustration 2.10e - Sweelinck, Setting of Psalm 36, Variation 3. Reproduced from Alfons
Annegarn (ed.), (ed.), Jan Pieterszoon Sweelinck: Opera Omnia: Volume II, Keyboard
Works: Settings of Sacred Melodies, 2nd edn (Amsterdam: VNM, 1974), 51-7 (55).

Illustration 2.10 - Sweelinck’s use of a common stretto complex of a stock motif.
(contd.)
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Illustration 2.11 - Alon Schab, Hypothetical three-part complex with

augmentation on the imitative point of Purcell’s Fantazia 2.
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Illustration 2.12a - Arrested the crotchet movement in Fantazia 8 (bars 12-5). Based on
Dart (ed.) and Tilmouth (rev.), Fantazias and Miscellaneous Instrumental Music, NPS31,
19-21.
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[llustration 2.12b - Arrested quaver movement in Fantazia 4 (bars 8-11). Based on Dart
(ed.) and Tilmouth (rev.), Fantazias and Miscellaneous Instrumental Music, NPS31, 7-9.

Illustration 2.12 - Arrested quaver movement highlighted augmented entrances
in Purcell’s Fantazias.
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Illustration 2.13 - Purcell, Sonata Z.804 (bars 1-4). Imitative point appears
simultaneously in prime and augmented forms. Tilmouth (ed.), Ten Sonatas of
Four Parts, NPS7, 26.
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Illustration 2.14 - Purcell, Sonata Z.795 (bars 1-7). Imitative point appears
simultaneously in prime, augmented and double-augmented forms. Based on
Roger Fiske (ed.), Purcell: Sonatas of Three Parts Nos. 1-6 (London: Eulenburg,
1974), 1-2.
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Illustration 2.15 - Salomone di Rossi, Opening bars of Sonata Prima (1613) and
Sonata Seconda (1622), demonstrating the use of the same imitative point as in
Purcell’s Z.804. Based on Don Harran (ed.), Sonatas, Sinfonie, Gagliarde, etc., for 3
voices, Book 3 (1613), Salamone Rossi: Complete Works. Corpus Mensurabilis
Musicae 100. Vol. 11 (Neuhausen-Stuttgart: Hinssler, American Institute of
Musicology, 1995); Don Harran (ed.), Sonatas, Sinfonie, Gagliarde, etc., for 3 voices,
Book 4 (1622), Salamone Rossi: Complete Works. Corpus Mensurabilis Musicae
100. Vol. 12 (Neuhausen-Stuttgart: Hinssler, American Institute of Musicology,
1995).
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Illustration 2.16 - Purcell, Voluntary Z.719 (bars 1-13, similar to Z.718, bars 1-
13). Reproduced from Geoffrey Cox (ed.), England 1660-1710, European Organ
Music of the Sixteenth & Seventeenth Centuries, Vol. 3 (London: Faber Music,
1986), 19-23 (19).
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[llustration 2.17a - subject of Fantazia 4, prime version, inversion and augmented merge
in bar 11. Based on Dart (ed.) and Tilmouth (rev.), Fantazias and Miscellaneous
Instrumental Music, NPS31, 7-9.
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2.17b - Purcell, In Nomine a 7, imitative point. Based on Dart (ed.) and Tilmouth (rev.),
Fantazias and Miscellaneous Instrumental Music, NPS31, 7-9.

Illustration 2.17 - Cross-Fantazia connection between Fantazia 4 and the In
Nomine a 7.
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Illustration 2.18 - Family resemblences among opening imitative points in
Purcell’s Sonata Z.804, and organ voluntaries by Christopher Gibbons, John Blow,
Matthew Locke and Henry Purcell. Based on Geoffrey Cox (ed.), England 1660-
1710, European Organ Music of the Sixteenth & Seventeenth Centuries, Vol. 3
(London: Faber Music, 1986), 2-3 (Gibbons), 4-5 (Locke), 12-5 (Blow);
Christopher Hogwood (ed.), Purcell: Ten Sonatas in Four parts, Nos. 1-6 (London:
Eulenburg, 1978), 18-21; William Barclay Squire and Edward John Hopkins (eds.),
Harpsichord Music, Organ Music, PS6 (London and New York: Novello, Ewer and

co., 1895), 61-7.
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Illustration 2.19 - Blow, Cornet Voluntary, bars 35-39 explained as free
augmentation and transposition of the imitative point of bars 1-4 (below). Based
on Geoffrey Cox (ed.), England 1660-1710, European Organ Music of the Sixteenth
& Seventeenth Centuries, Vol. 3 (London: Faber Music, 1986), 12-5 (Blow).
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[llustration 2.20a - Close from Sonata Z.806 (bars 162-8). Based on Michael Tilmouth
(ed.), Ten Sonatas of Four Parts, NPS7 (Sevenoaks: Novello, 1981), 64.
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[llustration 2.20b - John Jenkins, Fantasia-Suite, Close (bars 83-95). Based on Andrew
Ashbee (ed.), John Jenkins: Consort Music of Three Parts, MB70 (London: Stainer and
Bell, 1997), 123.

Illustration 2.20 - Similarity of two Close sections from Purcell’s Sonata Z.805 and
from Jenkin’s Fantasia-Suite.
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Illustration 2.21 - Purcell, Fantazia 3, second section (bars 38-41) - two points
which may be interpreted as a point and its inversion. Based on Dart (ed.) and
Tilmouth (rev.), Fantazias and Miscellaneous Instrumental Music, NPS31, 5 -6.

o) =, |
- 7z | == =] i T T
Z—q i ——0y -
| 20 WA GRS 1 - i f =1
AN 1 Tt 1 1 T T 1 T 1
0 = i —
| | |
T == t T T
<D !  — i = f i —1 T
i S »
<& o U o @ = P o 4
0 T 5 d o ¥ e =1 T o e ey o
Yy T H—— I ==t s S Em ——F 1
77— |- 1 T T T T =t T T T T T
1) T 1 1 1 i 1 1

Illustration 2.22 - Pavan in A minor (bars 1-4), demonstrating inversion in three-
part scoring. Dart (ed.) and Tilmouth (rev.), Fantazias and Miscellaneous
Instrumental Music, NPS31, 44-5.
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Illustration 2.23 - Fantazia upon one note, bars 37-40, as written and with an

alternative version for bar 39 containing the countersubject re-inverted into the

f that bar.
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Illustration 2.24 - Sonata Z.791. First movement. Reproduced from Roger Fiske

1974), 7-8.

Eulenburg,

Sonatas of Three Parts Nos. 1-6 (London

(ed.), Purcell
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2.24 - Sonata Z.791. First movement (contd.)
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[llustration 2.25a - Purcell, Overture in G minor (bars 20-34). Reproduced (omitting the

Basso continuo) from Edward J. Dent (ed.), The Indian Queen and The Tempest, PS19

(London: Novello, 1912), 112.
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[llustration 2.25b - Purcell, Overture in G minor (bars 1-4). Imitative point highlighted.
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Based on Edward J. Dent (ed.), The Indian Queen and The Tempest, PS19 (London:

Novello, 1912), 111.
Illustration 2.25 - Purcell. Excerpts from Overture Z.630/1.
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[llustration 2.26a - Locke, The Flat Consort 1a. (bars 1-5). Based on Michael Tilmouth
(ed.), Matthew Locke: Chamber Music : [, MB31 (London: Stainer and Bell, 1971), 98.
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[llustration 2.26b - Locke, The Flat Consort 2c, (bars 1-11). Based on Michael Tilmouth
(ed.), Matthew Locke: Chamber Music : I, MB31 (London: Stainer and Bell, 1971), 109.

Illustration 2.26 - Inversions in Matthew Locke’s consort music (contd.).
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[llustration 2.26¢, Locke, The Oxford Suite, 47-61. Based on Michael Tilmouth (ed.),
Matthew Locke: Chamber Music : 1, MB32 (London: Stainer and Bell, 1972), 102.

Illustration 2.26 - Inversions in Matthew Locke’s consort music (contd.).
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[llustration 2.26d, Locke, Canon 4 in 2, bars 1-6. Based on Michael Tilmouth (ed.),
Matthew Locke: Chamber Music : I, MB32 (London: Stainer and Bell, 1972), 98.

Illustration 2.26 - Inversions in Matthew Locke’s consort music (contd.).
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[llustration 2.27a, Mico - Fantasia 4 in four parts, (bars 1-10). Imitative subject and its
inversion are highlighted. Based on Andrew Hanley (ed.), Richard Mico: Consort Music,

MB65 (London: Stainer and Bell, 1994), 83.

Illustration 2.27- Inversions in consort music of Richard Mico.
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[llustration 2.27b, Mico - Fantasia 4 in four parts, (bars 23-37). Imitative subject and its
inversion are highlighted. Based on Andrew Hanley (ed.), Richard Mico: Consort Music,

MB65 (London: Stainer and Bell, 1994), 83-4.

Illustration 2.27- Inversions in consort music of Richard Mico (contd.).
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[llustration 2.28a - Thomas Tomkins, Fantasia XVI in six parts, bars 1-7. Inverted
imitative point highlighted. Based on John Irving (ed.), Thomas Tomkins: Consort Music,
MB59, (London: Stainer and Bell, 1991), 74.
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[llustration 2.28b - Thomas Lupo, Fantasia in six parts. Inverted imitative point
highlighted. Based on Thurston Dart and William Coats (ed.), Jacobean Consort Music,
MB9, (London: Stainer and Bell, 1966), 127.

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

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

point highlighted. Based on Thurston Dart and William Coats (ed.), Jacobean Consort
seventeenth century (Contd.).

[llustration 2.28d - John Wilbye, Fantazia in six parts (bars 1-20). Inverted imitative
Music, MB9, (London: Stainer and Bell, 1966), 141.
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Illustration 2.29a - George Kyrbe - What Shall I Part Thus? Based on Edmond H.
Fellowes (ed.), Thurston Dart (rev.), George Kirbye, First Set of Madrigals (1597),
Emad24 (London: Stainer and Bell, 1961), 64.

Illustration 2.29 - Madrigals which open with a point and its inversion in the early
seventeenth century.
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[llustration 2.29b - George Kyrbe - Must I Part, O my Jewel? Based on Edmond H.
Fellowes (ed.), Thurston Dart (rev.), George Kirbye, First Set of Madrigals (1597),
Emad24 (London: Stainer and Bell, 1961), 126.
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[llustration 2.29c¢ - In the second part of Richard Carlton's Sound Saddest Notes. Based on
Edmond H. Fellowes (ed.), Thurston Dart (rev.), Richard Carlton: Madrigals to Five Voices
(1601), Emad27 (London: Stainer and Bell, 1960) 85.

Ilustration 2.29 - Madrigals which open with a point and its inversion in the early
seventeenth century (Contd.).
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Illustration 2.30 - Purcell, Gloria Patri, Canon 4 in 2 Arsin per Thesin. Transcribed
(untexted) from Lbl R.M. 20.h.9 (1r-1v).
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IMlustration 2.31 - Reading, Canon 4 in 2 [sic.] Arsin per Thesin. Transcribed from
Lbl R.M. 20.h.9 (6v-7r).
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Illustration 2.32 - Three Upon a Ground, bars 1-15. Reproduced from Lbl R.M.
20.h.9f. 121r INV.
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lllustration 2.33b -Lbl R.M. 20.h.9 f. 121r INV (detail) with hypothetical figuring for bars
10-11.

Illustration 2.33 - Three Upon a Ground, hypothetical figuring.
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Illustration 3.1 - Sonata Z.802, third movement. Laid out according to musical
sentences. Based on Michael Tilmouth (ed.), Ten Sonatas of Four Parts, NPS7

(Sevenoaks: Novello, 1981), 5-8.

56



Sentence 6

Bl IR
R R L]
mﬂﬁ Nazn H
ot ot ot
=it o
oLt
ol =
Qi \SEE nﬁ
ol R
QL n [
oLl | h |
-
fra 3
an
3 s
£ 23 H
se 52 &

Sentence 7

H ¢

e el
TN
N\
..r.m
=
T ¢ i
H W il
R T -
Im
K P =
a“A-r i )
Wi Sl
=== run 222
\ uu i
M
g £2 ]

Sentence 8§

o

fH#
27—
Z— 1
o m

50)

p/R]

ra T

e

s

T —®

T

Violino

Primo

Violino

Secundo

Bassus

Sentence 9

pLi
S JUES
M R b |
[¥%
L \SE [\
it i T
TN
Lt
il I
R TR P
B
N
i . .A g
il 1 . \I8
Al
R
FHH \ SN L
\SEE
Vﬁ. ¢
R iy l;l
3% [33
n s
i
28 23
g= £z :

Ilustration 3.1 - Sonata Z.802, third movement. Laid out according to musical

sentences. (contd.)
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Illustration 3.2 - Sonata Z.802, third movement, motifs a and b as in Adams’
analysis. Based on Martin Adams, Henry Purcell: The Origins and development of
his musical style (Cambridge: Cambridge University Press, 1995), 111.
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Illustration 3.3 - Purcell, Z.802, third movement, combinatorial variations of

motifs a + b.
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[llustration 3.4a, Purcell, Sonata Z.803, 197-205. Reproduced from Christopher
17.
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Hogwood (ed.), Purcell: Ten Sonatas in Four parts: Nos. 7-10 with Appendices (London:
Illustration 3.4 - Purcell, Sonata Z.803 and Z.810. Echo effects (or petite reprise).

[Mlustration 3.4b, Purcell, Sonata Z.810 bars 46-58. Reproduced from Christopher
Eulenburg, 1978), 22.
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Illustration 3.5 John Lloyd, Tris. Based on John Stevens (ed.), Music at the Court of
Henry VIII, MB18, 2nd edn (London: Stainer and Bell, 1969), 20-1.
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[llustration 3.6b - Nicholas Strogers - In Nomine II (bars 1-10). Based on Paul Doe (ed.),

Elizabethan Consort Music : I, MB44, 115-7.
Illustration 3.6 Excerpts of quintuple-metre passages from Parsley, Strogers and

[llustration 3.6¢ - Christopher Tye - In Nomine XIII ‘Trust’, bars 7-15. Based on Paul
Tye.

Doe (ed.), Elizabethan Consort Music : II, MB45, 105-7.
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I, MB44, 108-9. (contd.)

Illustration 3.7 - Picforth, In Nomine. Based on Paul Doe (ed.), Elizabethan Consort

Music
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[llustration 3.8 - Robert White, an excerpt from a hexachord fantazia
(reconstructed: Paui Doe), bars 26-32.
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IMustration 3.9 - Illustration of Richard Clarke’s theory as to ‘God Save the King’
being found in the Largo of Z.793: thelst bar of the Hymn is based on first violin
bar 5, 2nd bar is the retrograde of first violin bar 4, 3rd and 4th bars on second
violin bars 1-2, 5th and 6th bars on second violin bars 15-16. Based on J. A. Fuller
Maitland (ed.), Twelve Sonatas of Three Parts, PS5, (London & New York: Novello,
Ewer and co., 1893), iii; Roger Fiske (ed.), Purcell: Sonatas of Three Parts Nos. 1-6
(London: Eulenburg, 1974), 37.
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[llustration 3.10a - Hendrick van Steenwyck, The Courtyard of a Renaissance Palace
(1610) (National Gallery London, Cat. NG141).

Illustration 3.10 - Examples of Dutch architectural paintings (perspectiven).
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[llustration 3.10b - Houckgeest, ‘Interior of the Oude Kerk in Delft’, (Rijksmuseum, Cat.

SK-A-1584).

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

(contd.)
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[llustration 3.11a - Staff notation of a change. Based on Wilfrid G. Wilson, Change
Ringing: The Art and Science of Change Ringing on Church and Hand Bells (London: Faber

and Faber, 1965), 14.

‘12 Thedrt of Ringing,
or Fourth, there is to be obierved the
fame courfe, as in huuting the Treble ;
A thort Example I will iet down » in
bawting the Third up, and making the
{-Ixtrmm Changes between the tyyo far- ’
trelt Bells from it. - 1234
Firft, 1 baunt up the third over | 12.43
the fourth ; the Hun: being up, | 2143
I'make anextream betweenthe | 21 34 E
treble and fecond, and then hawr 2314
down the third again, as inthefe | 3214
chaxnges, which courfe is to be F
oblervedto the end of the Pea/.

[llustration 3.11b - John White, Tintinnalogia or the Art of Ringing, 12 (detail), showing
the notation of a change using a table with numbers.

Illustration 3.11 - Connections between musical applications of ars combinatoria

and Change Ringing.
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Illustration 3.12 - Resemblance in the beginnings of Byrd, Mass for four voices,
Kyrie II and Purcell, Sonata Z.790, bars 1-3. Based on Philip Brett (ed.), The
Collected Works of William Byrd, Volume 17, Consort Music (London: Stainer & Bell,
1981), 24-6; Roger Fiske (ed.), Purcell: Sonatas of Three Parts Nos. 1-6 (London:
Eulenburg, 1974), 1-2.
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Illustration 3.13 - Resemblance in the complexes of Byrd, Mass for four voices,
Kyrie II (bars 27-9) and Purcell, Sonata Z.790, bars 10-2. Reduction of both
excerpts: notes which do not appear in the work but are significant for
understanding the shared complex are added with brackets. Based on Philip Brett
(ed.), The Collected Works of William Byrd, Volume 17, Consort Music (London:
Stainer & Bell, 1981), 24-6; Roger Fiske (ed.), Purcell: Sonatas of Three Parts Nos.
1-6 (London: Eulenburg, 1974), 1-2.
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Illustration 3.14 - Similarities between imitative points in Baldwin (Coockow as I
me walked) and Purcell (Fantazia 2). Based on Paul Doe (ed.), Elizabethan Consort
Music : II, MB45, 12-14; Thurston Dart (ed.) and Michael Tilmouth (rev.),
Fantazias and Miscellaneous Instrumental Music, NPS31 (London and Sevenoaks:
Novello, 1990), 3-4.
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Illustration 3.15 - Further Similarities between imitative points in Baldwin
(Coockow as I me walked) and Purcell (Fantazia 2). Paul Doe (ed.), Elizabethan
Consort Music : I, MB45, 12-14; Dart (ed.) and Tilmouth (rev.), Fantazias and
Miscellaneous Instrumental Music, NPS31, 3-4.
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Illustration 3.16 - Ward, Paris Fantazia no. 12. Entrances on D marked with a

circle, entrances on A marked with a rectangle. Based on Ian Payne (ed.), John

Ward: Consort Music of Four Parts, MB83 (London: Stainer and Bell, 2005), 44-45.
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Illustration 3.17 - Purcell, Amphytrion, ‘For Iris I Sigh’, Ritornello. Based on Henry
Purcell, The Songs in Amphitryon with the Musick (London: Jacob Tonson, 1690),
3-4 (3).
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Illustration 3.18 - Alon Schab, a simplified 8-bar ritornello for ‘For Iris I sigh’.

= {) [y ; - =
o T comen o 1 B T i 2 O - 1 T TR T R BRI 5, s
Vichin | !’:;g L ‘Eﬁ' + ?Y,_Y 1 .%\;
3 — o 1>
b -
2 e -== e
" - et R}
Vinlin {1 [yt # g 3 f ;*‘ggl"M -
e ] . g
\‘hw‘//
- .
TR b PPN
- — m - ==
Calos k= % et Tj:fl"ﬁg_}:&:*.rw:%z:jm.,wm s pe— p——"

I e R

Illustration 3.19 - Amphytrion, ‘For Iris I Sigh’, Ritornello, Skeleton. Entrances on
A marked with a rectangle. Entrances on E marked with a circle.
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See, even Night herself is here, To favour your Design;
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See Even Night'. Based on J.S.

‘See,

The Fairy Queen,

- Purcell,

20

Illustration 3

Sheldock (ed.) and Anthony Lewis (rev.), The Fairy Queen, NPS12, (London

Novello, 1968), 53-6.
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And all her Peaceful Train is near, That Men to Sleep incline.
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Illustration 3.20 - Purcell, The Fairy Queen, ‘See, See Even Night'. (contd.)
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Hlustration 3.20 - Purcell, The Fairy Queen, ‘See, See Even Night'. (Contd.)
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7. [Ritornello]
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Illustration 3.20 - Purcell, The Fairy Queen, ‘See, See Even Night'. (Contd.)

g) Another sort of Fugeing
A

C
L9205, 8 — - ol ol F-p
g = s e e

Illustration 3.21 - Purcell, Example of triple fugeing from Playford’s Introduction.
Reproduced from Dart (ed.) and Tilmouth (rev.), Fantazias and Miscellaneous

Instrumental Music, NPS31, 113.
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[llustration 3.22a - Eglestone, In Nomine II. Broken plainsong in Viol I. Paul Doe (ed.),

Elizabethan Consort Music : 11, MB45, 69-70.

] mm o m
3 . |
IR T R 7 i

M T +J

i Il

1 huﬁ s H‘ll
3 | HJ.

1;7 \RAE 18! 7 g
il T b ”

N

LlL P il I i
| _

T ﬂi.

i u ml Ul

AL T h N

[y il

108 q ~ ax..T

. N

~ N 1
N
P
el sz_. N z“”x zqmr NS
g la FY Y 4. 1a
A A Nk B8 r,
- El = = 2 >
|

[llustration 3.22b - Tye, In Nomine XI ‘Farewell my good 1. For ever’. Bars 1-5. Broken
plainsong in Viol II. Paul Doe (ed.), Elizabethan Consort Music : 11, MB45, 102-3.

Illustration 3.22 - Examples from Eglestone, Tye and Purcell of ‘breaking a fugue’.
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Ilustration 3.22c - Purcell, In Nomine 2 6 (bars 1-11). Reproduced from Dart (ed.) and
Tilmouth (rev.), Fantazias and Miscellaneous Instrumental Music, NPS31, 37-8.

Ilustration 3.22 - Examples from Eglestone, Tye and Purcell of ‘breaking a fugue’.
(contd.)
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Illustration 3.23 - Example from Thomas Morley, Fire, Fire. Based on Edmund H.
Fellowes (ed.) and Thurston Dart (rev.), Thomas Morley: First Book of Balletts

(London

Stainer and Bell, 1965), 53-9 (56).
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Illustration 3.24 Example from Weelkes, Cease Sorrows Now. Based on Edmund H.
Fellowes (ed.) and Thurston Dart (rev.), Thomas Weelkes: Madrigals to 3.4.5. & 6.
Voices (1597), Emad9 (London: Stainer and Bell, 1967), 29-34 (31).
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Illustration 3.25 Example from Thomas Tomkins, Yet Again. Based on Edmund H.
Fellowes (ed.) and Thurston Dart (rev.), Thomas Tomkins: Songs of 3.4.5. and 6.
Parts (1622), Emad18 (London: Stainer and Bell, 1960), 53-61 (56).
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Illustration 3.26 Example from Weelkes, Ay Me, Alas, Hey Ho. Based on Edmund H.
Fellowes (ed.) and Thurston Dart (rev.), Thomas Weelkes: Ayres or Fantastic spirits

(1608), Emad 13 (London

Stainer and Bell, 1965) 29-31 (29).
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Ilustration 3.27 Example from Ward, Fly not so fast. Based on Edmund H. Fellowes

(ed.) and Thurston Dart (rev.), John Ward

(London

First set of Madrigals (1613), Emad 19

Stainer and Bell, 1968), 26-28 (27).
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Illustration 3.28 -Byrd, Fantasia a 4 (I), bars 44-50. Based on Kenneth Elliott (ed.),

The Collected Works of William Byrd, Volume 17, Consort Music (London

Bell, 1971), 7-10.
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Ilustration 3.29 - Purcell, Fantazia 6 (bars 23-30), a characteristic madrigal-like
gesture. Reproduced from Dart (ed.) and Tilmouth (rev.), Fantazias and
Miscellaneous Instrumental Music, NPS31, 13-5 {14).
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Illustration 3.30 - Purcell, Fantazia 7 (bars 38-41), a characteristic madrigal-like
gesture. Reproduced from Dart (ed.) and Tilmouth (rev.), Fantazias and
Miscellaneous Instrumental Music, NPS31, 16-8 (18).
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Illustration 3.31 - Purcell, Fantazia 9 (27-31), a characteristic madrigal-like
gesture. Reproduced from Dart (ed.) and Tilmouth (rev.), Fantazias and
Miscellaneous Instrumental Music, NPS31, 22-4 (23).
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Illustration 3.32 - Purcell, Fantazia 10, layout highlighting textural repetitions.
Based from Dart (ed.) and Tilmouth (rev.), Fantazias and Miscellaneous
Instrumental Music, NPS31, 25-7 (26).
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Illustration 3.32 - Purcell, Fantazia 10, layout highlighting textural repetitions.

(contd.).
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Ilustration 3.33 - Purcell, In Nomine a 7, a characteristic madrigal-like gesture.
Reproduced from Dart (ed.) and Tilmouth (rev.), Fantazias and Miscellaneous

Instrumental Music, NPS31, 39-41 (40).
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Illustration 3.34 - Purcell, Fantazia upon one note, a characteristic madrigal-like
gesture. Reproduced from Dart (ed.) and Tilmouth (rev.), Fantazias and
Miscellaneous Instrumental Music, NPS31, 34-6 (35).
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Illustration 3.35b - Irregular half cadence which closes the second strain of the ritornello
and the transition to ‘Many such days may she behold'.

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

(London: Novello, 1998), 38.
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Ilustration 3.37 - Purcell, A New Tune. Reproduced from Apollo’s Banquet, Vol. 2
(London: Henry Playford, 1691), [21].
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[llustration 3.38a - Mico - Fantazia 3 (bars 1-25).

Illustration 3.38 - Richard Mico, Segmentation in Fantazia 3. Based on Hanley

(ed.), Richard Mico: Consort Music, MB65, 38.
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[llustration 3.38b - Mico - Fantazia 3 (bars 1-25), laid out according to entrances.

Illustration 3.38 - Richard Mico, Segmentation in Fantazia 3. Based on Hanley
(ed.), Richard Mico: Consort Music, MB65, 38. (contd.)
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Illustration 3.39 -Jenkins, Fantazia 11 Segment lengths are 2 semibreves, 3 semibreves, 4
semibreves and 5 semibreves. Based on Andrew Ashbee (ed.), John Jenkins: Consort Music
of Three Parts, MB70, (London: Stainer and Bell, 1997), 34-6.
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Ilustration 3.40 - Coprario, Fantazia (C7). Based on Richard Charteris (ed.), John
Coprario: The Two-, Three- and Four-Part Consort Music, 2" edn (London:
Fretwork Editions, 1993).

95



i N7 T 2 - ¥ :ﬁ } o
T 7 1 - B ¢ =
l T ! LS ] T I i T R == 3 1 i = 7 o g 7
1 171 — & ) = — 1T ! 1 T = i L : | ) ) o 1
1 = 1 I I S5 § I 1 1 1 T Lk T I
r3) T T T T i =t

11
111
0 e e T , = —t— —+
L i = i o R AT R
d Al
II
111
1
11
m Bz = e : e = 1
} c . T X¥ = T E— D | 1 1% 1 1 ¥ s |
Illustration 3.40 - Coprario, Fantazia (C7) (contd.).
Bar
no.: 1 12 25 42
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Illustration 3.41 - Purcell, Remember not, Lord, our offences, palindromic design
described by Van Tassel. Additional harmonic palindrome marked with blue
arrows.
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Illustration 3.42 - Purcell, Sonata Z.803, third movement. Subjects marked. Based

on Christopher Hogwood (ed.), Purcell

(London

Nos. 1-6

Four Parts:

in

Ten Sonatas

Eulenburg, 1978), 20.
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Illustration 3.43 - Purcell, Fantazia 3 (bars 1-37), layout highlighting palindromic

segmentation. Based on Dart (ed.) and Tilmouth (rev.), Fantazias and

Miscellaneous Instrumental Music, NPS31, 5-6.
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Illustration 3.44 - Palindromic design
in Fantazia 1 (bars 1-14). Based on Dart

(ed.) and Tilmouth (rev.), Fantazias and

Miscellaneous Instrumental Music,

NPS31, 1-2.
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[llustration 3.45a - Purcell, Sonata Z.808, Transition from second to third movement
(Lbl Add. MS 30930). Based on Christopher Hogwood (ed.), Purcell: Ten Sonatas in Four
parts: Nos. 7-10 with Appendices (London: Eulenburg, 1978), 18-21.

s
) 1 ir ()] I .
7 T I = t = T T
Vin. 1 y sl B B T ot r 3 y_— 77 y £ T 1 — T
n 00 W1 = - T 12 1 1 ' s \ e T r i 1
. a3 . ai . T T S o I i
O T T I ¥ ¥ L Y
n o e
7z " t T T T t
Vin. 11 o simwm T T T T T T ot T " y e 1 — _—— o~
vin. s & o I I it T T T 1 \ > - s T {8 o ¥
- r r s z & & T =0 T o4 T T T
. N—’ — T T T T
o)
o : 1 e — <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>