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PREFACE

The purpose of  t h i s  s tudy i s  to  examine th e  formal design and 

the  i n t e r a c t i o n  of  fo rm -crea t ing  elements of  rhythm and tone ,  t ex tu re  

and m oti f ,  harmonic and contrapunta l  motion, in  the  dances of  the 

F i tzw il l iam  Virginal  Book, th e  l a r g e s t  c o l l e c t i o n  o f  keyboard music of 

the  English Renaissance. The choice of  t h i s  manuscr ip t  se rves  both 

h i s t o r i c a l  and p r a c t ic a l  purposes.  I t  i s  an unusual c o l l e c t io n  in i t s  

scope, conta in ing  works of  many genres and by n e a r ly  a l l  o f  the  major 

v i r g i n a l i s t s  as well as by many composers who a re  o therwise  unknown or 

l i t t l e  known. Where the  manuscript  i s  weak, a s  in the  rep re se n ta t io n  

of  the  music o f  Gibbons and B u l l ,  i t  has been p o s s ib le  to  augment the  

study by th e  examination of  works in  o th e r  m anuscr ip ts .  On the  p ra c t ic a l  

s i d e ,  the  FVB has been widely a v a i l a b l e  in p r i n t  s ince  the  F u l le r  

Maitland and Barclay Squire  e d i t i o n  f i r s t  appeared in  1899. I t  has 

thus been a sub je c t  of  musicological  d i scu ss io n  s ince  the  beginning of 

t h i s  century .  While an inc reas in g  number of  v i r g in a l  works have been 

a v a i la b le  in modern s c h o la r ly  e d i t i o n s ,  p a r t i c u l a r l y  those o f  the  

Musica Br i tann ica  s e r i e s ,  th e se  e d i t i o n s  a re  g e n e ra l ly  l im i ted  to 

the  works o f  major composers.

The FVB da tes  from a period o f  musical change with re sp ec t  

to  both modal and m etr ica l  usage. I t  i s  a major ta sk  of  t h i s  paper 

to  study the  changing na tu re  o f  tonal  p r a c t i c e s  and t h e i r  r e l a t i o n s h ip  

to  mode, as well as the  concurrent  and perhaps r e l a t e d  development of

iv



modern meter  and pe r iod ic  phras ing.  These i s sues  a re  i n e x t r ic a b ly  

bound up in  the  c u l t i v a t i o n  o f  dance music, an important  development 

o f  the  s ix te e n th  cen tury .  The composition o f  dance music was of 

i n t e r e s t  to  Byrd, Dowland, B u l l ,  Morley, Farnaby, and Gibbons, as in 

f a c t  i t  continued to  be to  major and minor composers o f  the  Baroque.

The s ig n i f ic a n c e  o f  t h i s  i n t e r e s t  has y e t  to  be f u l l y  explored. The 

FVB provides e x c e l l e n t  m ater ia l  f o r  the  study o f  the  new, or  

apparen t ly  new, phenomenon o f  dance as a r t  music.

The d i scu ss io n  in t h i s  paper i s  organized by dance ty p e ,  using 

the  fou r  major dances o f  Elizabethan England. Minor dance types such 

as the  gigge,  the  l a v o l t a ,  and the  b ran le  a re  e i t h e r  d iscussed  with in  

the  chap ters  o f  s i m i l a r  dance types o r  omit ted .  Var ia t ion  dances 

based on p r e - e x i s t in g  p a t t e r n s ,  such as th e  Passamezzo and Quadran 

pavans and g a l l i a r d s ,  have been omitted because o f  space;  these  p ieces 

a re  in any case  guided by somewhat d i f f e r e n t  formal impulses and a re  

in many ways more l i k e  the  song v a r i a t i o n s  of  the  FVB than l i k e  the  

dances. A la rg e  number o f  dances have been used to  a r r i v e  a t ,  and to  

suppor t ,  th e  a s s e r t i o n s  with in  t h i s  s tudy.  In o rd e r  t o  a id  the  r e a d e r ,  

the  major po in ts  o f  each c hap te r  a re  presented in  an opening i n t r o ­

duction and a c lo s in g  summary, with the  cen t ra l  p o r t io n  conta in ing  

support ing d e t a i l s  and e x p l i c a t io n  o f  the  l i n e a r  a n a ly s i s .

The t a b l e s  and l i n e a r  graphs,  which appear in Volume I I ,  a re  

intended as i l l u s t r a t i o n s  o f  the  t e x t .  N ever the less ,  t h e re  a re  many 

d e t a i l s  o f  the  graphs never d iscussed  in the  t e x t  f o r  reasons o f  space 

and o rg an iza t io n .  I t  i s  hoped t h a t  the  graphs themselves wil l  provide 

in s ig h t  in to  the  techniques o f  v i rg in a l  s t y l e  and the  formal i n t e g r i t y



which marks most o f  the  dances. This study does not  in tend to 

cata logue s t y l e  c h a r a c t e r i s t i c s ,  but  to  show t h e i r  r e l a t i o n s h i p s  to  

form. Linear  a n a ly s i s  has been inva luab le  in d iscover ing  as well as 

i l l u s t r a t i n g  these  r e l a t i o n s h i p s .  Specia l  symbols used in the  examples 

a re  adapted from c u r r e n t  s tu d i e s  ir. l i n e a r  a n a l y s i s ,  and a re  explained 

and i l l u s t r a t e d  in  th e  g lo s sa ry  o f  The Music Forum, vol.  I .*

I t  i s  intended t h a t  t h i s  s tudy be read with the  modern FVB 

e d i t i o n  a t  hand. I t  should then p resen t  no problem t h a t  many musical 

d e t a i l s  have, f o r  the  sake o f  c l a r i t y ,  been omitted from the  examples 

without  comment.

Previous l i t e r a t u r e  on the  FVB and o th e r  v i r g in a l  sources 

includes  important  h i s t o r i c a l  and d e s c r i p t i v e  s tu d i e s  by Charles van 

den Borren,  E.W. Naylor,  and O l iver  Neighbour, Stephen T u t t l e ' s  d i s s e r ­

t a t i o n  on Byrd 's  keyboard music, and W il l i  A pe l 's  comprehensive History 

of  Keyboard Music to  1700. The d i s s e r t a t i o n  by John Dean Stewart ,  

"Metrical and Tonal S t a b i l i t y  in the  Dance Music o f  the  F i tzw il l iam  

Book," has l i t t l e  bear ing  on t h i s  s tudy.  I t  i s  based on p i tch  and 

rhythmic a n a ly s i s  methods o f  Hindemith and o f  Cooper and Meyer. While 

t a b u la t in g  c e r t a i n  rhythmic and p i tc h  e v e n ts ,  i t  f a i l s  to address 

th e  r e l a t i o n s h i p  o r  s i g n i f i c a n c e  o f  these  events .

This d i s s e r t a t i o n  i s  an outgrowth o f  a seminar paper on the  

keyboard dances o f  William Byrd presented in a seminar on Renaissance 

form conducted by Saul Novack. I am indebted to  P ro fesso r  Novack fo r  

many important  i d e a s ,  p a r t i c u l a r l y  with re sp ec t  to  the  express ion of

■^eds. William J .  Mitchell  and Fe l ix  S a lze r  (New York: Columbia 
Univers i ty  P re s s ,  1967).



mode in tonal  s t r u c t u r e ,  the  s ig n i f i c a n c e  o f  the  cadence,  and the  

formal use of  such design elements as r e p e t i t i o n  and sequence. My 

rea d e r s ,  P ro fessors  Carl Schachter  and Sherman Van Solkema, have 

provided both l i b e r a l  support  and e x per t  c r i t i c i s m .  Thanks a l so  to  

the  research  s t a f f  o f  th e  New York Public  L ibrary  a t  Lincoln Center 

f o r  t h e i r  generous help and e x p e r t i s e ,  and to  Harvard U n iv e r s i ty ' s  

Isham Library  f o r  access to  a microf i lm o f  the  F i tzw il l iam  v i rg in a l  

manuscript.  And f i n a l l y ,  my thanks to  my t y p i s t ,  Tim O l iver ,  f o r  

h is  s k i l l ,  p a t i e n c e ,  and encouragement.
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Chapter I 

INTRODUCTION

H is to r i c a l  Background

Few sources of  keyboard music from before  1550 have surv ived ,  

and fewer s t i l l  o f  keyboard dances.  The Robertsbridge Fragment ( B r i t .  

Mus. MS Add. 28550, ca .  1325) inc ludes  estampies as well as motet 

i n t a b u la t io n s .  From th e  f i f t e e n t h  cen tu ry  th e re  remain German sources 

con ta in ing  keyboard preludes  and i n t a b u l a t i o n s ,  with keyboard e la b o ra ­

t i o n s ,  o f  vocal polyphony. Many more manuscrip t  sources ,  as well as 

some p u b l i c a t i o n s ,  surv ive  from the  s ix t e e n th  cen tu ry ,  r ep resen t ing  

works from I t a l y ,  Spain, France, and England, as well as Germany.

Most o f  these  sources seem to  be f o r  organ,  which may account  f o r  the  

f a c t  t h a t  th e re  a re  few dances among the  many t o c c a t a s ,  hymn s e t t i n g s ,  

r i c e r c a r s ,  canzonas, and, in Spain,  v a r i a t i o n s .  The p u b l ic a t io n s  of  

A tta ingnan t  in Par is  a re  a major source o f  dance music before  1550. 

Following h is  l u t e  and ensemble dance p r i n t s  o f  1529 and 1530, 

A t ta ingnant  published keyboard dances in 1531. Another important  key­

board dance p r i n t  was pub l ished ,  and perhaps au thored ,  by the  I t a l i a n  

Gardane in 1551.1

1Wil1i Apel, "Organ Music," in Harvard Dic t ionary  of  Music,
2nd ed. (Cambridge: The Belknap P re ss ,  1969), pp. 622-23, and Daniel 
Heartz in h i s  in t ro d u c t io n  to  h is  e d i t i o n  o f  the  A t ta ingnant  and Gardane 
dance p r i n t s ,  Keyboard Dances from the  E a r l i e r  S ix teen th  Century, vol .
8 o f  the  Corpus of Early Keyboard Music s e r i e s  ( N .p . : American I n s t i t u t e  
o f  Musicology, 1965).
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While th e re  seems to  have been a f l o u r i s h in g  school o f  keyboard 

composition in England in th e  s ix te e n th  c en tu ry ,  only th re e  manuscripts  

from before  the  end o f  the  cen tu ry  remain: the  B r i t i s h  Museum manu­

s c r i p t  Roy. App. 58, th e  M ull iner  Book, and the  Dublin v i r g in a l  manu­

s c r i p t .  The f i r s t  o f  t h e s e ,  from around 1530, con ta ins  both in ta b u la ted  

ensemble dances ( f o r  which ensemble concordances have been found) and 

id iom atic  keyboard composit ions,  th e  ground composit ions A Hornepype 

and My Lady Carey 's  Pompe.* While the  i n ta b u la t e d  dances have smooth 

voice l e a d in g ,  th e  keyboard grounds use o s t i n a t o  chords with abundant 

consecu t ive  f i f t h s  and oc taves ,  tak ing  in to  account the  octave span 

o f  each hand and the  r e g i s t e r  s e p a ra t io n  between hands. These two 

se p a ra te  t rends  a r e ,  in modified form, both ev id e n t  much l a t e r  in the 

dance composit ions of  th e  E lizabe than  v i r g i n a l i s t s .

The Mull iner  Book, from th e  m id -s ix te en th  cen tu ry ,  con ta ins  

p r im a r i ly  l i t u r g i c a l  composi t ions ,  but  inc ludes  one pavan and one 

g a l l i a r d .  While these  dances do not  conform to  the  t h r e e - s t r a i n  scheme 

of  the  v i r g i n a l i s t s ,  they a re  c lo se  to  the  dances o f  Byrd and o thers  in
p

t e x tu r e  and so n o r i ty .  The r i c h e s t  B r i t i s h  source f o r  dance before  the

Compositions a r e  reproduced in Frank Dawes, e d . ,  English 
V i r g i n a l i s t s . Vol. 1: Ten Pieces  bv Hugh Aston and Others (London:
Schot t  & Company, 1951). Dating f o r  t h i s  source i s  problematic .
According to  Ward, seven o f  th e  ten  keyboard p i e c e s ,  most o f  which a re  
dances, da te  from a f t e r  1540. See John Ward, "Les Sources de la  
Musique pour la  C lav ie r  en A n g le te r r e , "  in La Musique I n s t r u m e n t a l  
de la  Renaissance, ed. Jean Jacquot  ( P a r i s :  E d i t ions  du Centre National 
de l a  Recherche S c i e n t i f i q u e ,  1955), pp. 225-34; and Stephen D. T u t t l e ,  
"William Byrd: A Study o f  th e  His tory  o f  English Keyboard Music to  
1623" (Ph.D. D i s s e r t a t i o n ,  Harvard U n iv e rs i ty ,  1941).

^The Mulliner  Book (o r  B r i t .  Mus. Add. 30513) was e d i t e d  f o r  
the  Musica Br i tann ica  s e r i e s  by Denis Stevens .  Stevens and Ward d isagree  
on d a t in g .  See Stevens ,  The Mull iner  Book: A Commentary (London: S ta in e r  
& B e l l ,  1952) and Ward, "Sources ,"  p. 228.
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Elizabe thans  i s  the  Dublin v i r g in a l  manuscript  o f  ca .  1570, conta in ing  

t h i r t y  u n t i t l e d  and l a r g e ly  u n a t t r ib u t e d  p ieces .  By th e  use of  con­

cordances as well as s t y l e  a n a l y s i s ,  i t  i s  p o s s ib le  to  i d e n t i f y  pavans, 

g a l l i a r d s ,  and almans among the  composit ions.  Some o f  these  a re  again 

c lo se  in s t y l e  to  the  Elizabethan schoo l ,  and i t  has even been 

suggested t h a t  one pavan of  p a r t i c u l a r l y  high q u a l i t y  could be the  work 

o f  th e  young William Byrd.* The almans of  t h i s  manuscr ip t  a re  simple 

s e t t i n g s  o f  tunes  popular  on the  c o n t in en t  (sugges t ing  c lo se  musical 

t i e s  between England, France, and the  Low C o u n t r ie s ) ,  while  the  pavans 

and g a l l i a r d s  show some of  th e  s k i l l  and o r i g i n a l i t y  o f  th e  English 

v i r g i n a l i s t s .

The f i r s t  of the  Elizabethan v i rg in a l  manuscr ip ts  i s  My Lad.ye

Nevells Booke o f  1591, con ta in ing  dances and o t h e r  compositions

e x c lu s iv e ly  by Byrd, many of  which a re  in the  FVB. The next  source ,  and

th e  e a r l i e s t  English keyboard p r i n t ,  i s  the  Pa r th en ia  o f  1611, conta in ing

works o f  Byrd, B u l l ,  and Gibbons. The FVB has been dated c .  1620; the
2

m ajo r i ty  o f  v i rg in a l  sources da te  from 1620 on.

Wil l i  Apel, The History  o f  Keyboard Music to  1700, t r a n s .  
and rev.  Hans T is c h le r  (Bloomington: Indiana U n iv e rs i ty  P re s s ,  1972), 
p. 252. The manuscript  was e d i t e d  with ex ten s ive  commentary by John 
Ward, Wellesley Edit ion no. 3 (The Dublin Virginal  Manuscript 
[W el les ley ,  Ma.: Wellesley College P re s s ,  1954J).

2John Caldwell,  "Sources of  Keyboard Music to  1660," in New 
Grove D ic t ionary  of  Music and Musicians, ed. S tan ley  Sadie (London: 
Macmillan Publ ishers  L td . ,  1980), 17:717-33, l i s t s  the  main manu­
s c r i p t s .  The Nevells book has been published a s :  William Byrd,
M.y Lad.ye Nevells  Booke, ed. Hilda Andrews (London: J .  Curwen & Sons 
L t d . ,  1926; r p t .  with new in t ro d u c t io n  by Blanche Winogron, New 
York: Dover P u b l i c a t io n s ,  1969).
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The F i tzw il l iam  Virginal  Manuscript

History

The manuscript 3 2 G29 of  the  F i tzw il l iam  Museum in Cambridge, 

known as the  F i tzw i l l iam  Virginal  Book (FVB) (and f o r  a time erroneously  

c a l le d  Queen E l i z a b e th ' s  Virginal  Book), i s  the  s in g l e  most important  

source o f  Elizabethan keyboard music. The manuscrip t  was probably 

compiled by Francis  Tregian,  o f  the  Catho l ic  Tregian fam ily ,  dur ing 

his  imprisonment 1609 to  ca.  1620. The FVB seems to  be s t ro ng ly  a s s o c i ­

a ted  with the  English C a th o l ic s .  The e x i led  C a tho l ic  composer P e t e r  

P h i l ip s  i s  well represen ted  in  the  c o l l e c t i o n ,  while  the  important  

v i r g i n a l i s t  Orlando Gibbons, a P r o t e s t a n t ,  i s  rep resen ted  by only 

two works, and th e  P r o t e s t a n t  Benjamin Cosyn i s  not  included a t  a l l .

The d ed ica t ion s  o f  many o f  th e  compositions to  known Catho l ics  con­

firms t h i s  sup p os i t ion .*

According to  th e  FVB e d i t o r s ,  the  manuscript  i s  f i r s t  mentioned 

in a d iscuss ion  o f  Bull in Ward's Lives o f  the  Gresham Professors

(1740). The account  t h a t  th e  manuscript had belonged to  Queen
o

Elizabeth  perhaps o r ig in a te d  with Hawkins. I t  was f i n a l l y  ed i ted  

by J .A. F u l l e r  Maitland and W. Barclay Squire and published by 

Bre i tkopf  and HSrtel in  1899, s ince which time i t  has received major
3

sc h o la r ly  a t t e n t i o n .

^El izabeth  Cole, "Seven Problems o f  the  F i tzw i l l iam  Virginal  Book," 
Proceedings o f  th e  Royal Musical Assoc ia t ion  79 (1953): 51.

2 e .W. Naylor, An Elizabethan Virginal  Book: Being a C r i t i c a l  Essay 
on the  Contents o f  a Manuscript in the  F i tzw i l l iam  Museum a t  Cambridge 
(London: J.M. Dent & Co.,  1905), p. 9.

% o r  a dd i t iona l  information see  the  in t ro d u c t io n  to  the  FVB
[cont inued]
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The Manuscript

The l a r g e  manuscript  i s  the  work o f  a s in g l e  s c r ib e .  Although 

on th e  whole l e g i b l e  and c o n s i s t e n t ,  i t  i s  not  near ly  as c l e a r  as the 

Nevells Booke, nor i s  i t  considered to  be the  most r e l i a b l e  o f  v i rg in a l  

m a n u s c r ip ts .1 I t  n e v e r th e le s s  i s  the  only source f o r  many v i rg in a l  

composit ions.

The works included r e p r e s e n t  a wide v a r i e ty  o f  genres and 

composers. Dating f o r  ind iv idua l  compositions i s  p rob lem atic ,  but  the  

c o l l e c t i o n  spans th e  genera t ions  from T a l l i s  to  Tomkins. There i s  no 

p a r t i c u l a r  o rg an iz a t io n  to  the  manuscr ip t ,  e i t h e r  by mode, genre ,  

composer, o r  chronology. However, a l l  th e  l a t e r  dance types and the  

s h o r t  anonymous p ieces  a re  concen tra ted  in the  l a t t e r  p a r t  of the  manu­

s c r i p t ,  and the  works o f  P h i l i p s  and Richardson,  f o r  example, a re  a l l  in 

the  e a r l i e r  p a r t .  Cole suggests  t h a t  a l l  the  compositions numbered 1 

through 95 (through i /373  o f  the  modern e d i t i o n )  c o n s t i t u t e  the  f i r s t

e d i t i o n ,  F i tzw i l l iam  Virginal  Book, eds.  J .A. F u l l e r  Maitland and W. 
Barclay S q u i re ,  c o r r .  and ed. by Blanche Winogron (New York: Dover 
P u b l i c a t io n s ,  1979; r p t .  o f  1899 e d i t i o n  published in Leipzig by 
Bre i tkopf  & H S r te l ) ;  Naylor, An Elizabethan  Virginal  Book; Charles 
van den B orren 's  The Sources o f  Keyboard Music in England, t r a n s .  
James E. Matthew (London: Novello & Company, 1913; o r i g in a l l y  
published in  French, 1912); Margaret H. Glyn, About Elizabethan 
Virginal  Music and I t s  Composers (London: William Reeves, 1934); 
Idem, "The National School o f  Virginal  Music in Elizabethan Times," 
Proceedings o f  the  Royal Musical Assoc ia t ion  43 (1917): 29; and 
Idem, "The Nevill  Virginal  Book,11 The Musical Standard 16 (1920): 
188.

^ e e ,  f o r  example, the  c r i t i c a l  commentaries in John Bul l ,  
Keyboard Music, ed. Thurston Dart [ Musica B r i t a n n ic a , vol . 19] 
(London: S t a in e r  & B e l l ,  1963) and William Byrd, Keyboard Music: I I , 
ed. Alan Brown TMusica B r i ta n n ic a ,  vo l .  28] (London: S ta in e r  & B e l l ,  
1971).
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p a r t  o f  the  manuscr ipt ,  c o n s i s t in g  o f  works w r i t t e n  by 1605, while  the  

second p a r t  inc ludes  both e a r l y  and l a t e  w orks .*

The FVB i s  w r i t t e n  on s i x - l i n e  keyboard s taves  typ ic a l  o f  the  

per iod .  There a re  c h a r a c t e r i s t i c  i n c o n s i s te n c i e s  in ba r r ing  and rep e a t  

s ig ns .  No a ttempt i s  made a t  p roper  v e r t i c a l  a lignment.  Rhythmic no ta­

t io n  i s  modern, with no c o lo r a t i o n  and only occasional  use o f  p ropor t iona l  

s ig n s .  The most f r e q u e n t ly  used time s ig n a tu re s  a r e  (J), 6 ,  C, 3, and (]). 

Beaming i s  c o n s i s t e n t  with f i g u r a t i o n  r a t h e r  than with m etr ic  groupings.  

Stem d i r e c t io n  i s  used c o n s i s t e n t l y  to  in d ic a t e  v o ic e s ,  with only one 

note head on a stem in most c a se s .

In keeping with the  p r a c t i c e s  o f  th e  t im es ,  the  FVB makes use 

of  f l a t ,  but not  sharp ,  key s ig n a tu re s  ( t r a n s p o s i t i o n  s ig n s ) .  Both 

f l a t s  and sharps occur as a c c id e n ta l s .  Natural  s ig ns  a re  not  used, but  

o c ca s io n a l ly ,  p a r t i c u l a r l y  in chromatic passages ,  f l a t s  and sharps a re  

used as c an c e l la t io n  s ig n s .  There i s  no c o n s i s t e n t  po l icy  as to  the  

du ra t ion  o f  an a c c id e n ta l ;  i t  i s  c l e a r  t h a t  i t  may l a s t  f o r  more than 

one note ( e s p e c i a l ly  in the  case  of  repea ted  tones and t r i l l s ) ,  y e t  

i t  i s  not  assumed to  l a s t  a f u l l  measure.

The use of  a s i x - l i n e  s t a f f  and the  r e l a t i v e l y  small compass 

o f  most FVB compositions o b v ia te s  the  need f o r  f r eq u e n t  c l e f  changes. 

However, c l e f s  a re  changed o r  moved in  p re fe rence  to  the  use of  

ledge r  l i n e s .

■̂ Cole, "Seven Problems," p. 60. Because only the  f i r s t  
n in e ty - f iv e  o f  the  near ly  two hundred compositions a re  numbered in 
the  manuscript ,  FVB compositions w il l  be r e f e r r e d  to  by volume and 
page number o f  the  modern e d i t i o n ,  except where two dances appear 
on th e  same page.
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The Edit ion

The 1899 e d i t i o n  o f  th e  FVB i s  in most cases a c c u ra te ,  and

some f u r t h e r  c o r re c t io n s  have been made by Blanche Winogron f o r  the

most rec en t  r e p r i n t . *  U nfor tuna te ly ,  much information has been l o s t

between the  manuscript  and th e  e d i t i o n ,  as th e  e d i t o r s  were not e x p l i c i t

about many of  t h e i r  p r a c t i c e s .  Beaming and stem d i r e c t i o n  have been

modernized w ithout  comment, a l though the  o r ig in a l  n o ta t io n  has musical

s ig n i f i c a n c e .  The o r ig in a l  i r r e g u l a r  ba r r ing  i s  r e t a in e d ,  a lthough

sometimes with mis leading r e s u l t s :  where in th e  manuscript  t h e re  i s

no bar l i n e  a t  the  end o f  a system, the  e d i t o r s  suppl ied  a bar  l i n e

r a t h e r  than p o s i t  the  e x i s te n ce  o f  a s i n g l e  ba r  s p l i t  between systems.

Consequently, many o f  the  s h o r t  measures which appear in the  e d i t i o n
2

were not  n e c e s s a r i l y  intended as such.

There a re  no simple double bars in the  dances o f  the  manuscr ip t ,  

but  only ornamental ones which look l i k e  r ep e a t  s ig n s .  The e d i t o r s  have 

rendered some as r e p e a t  s i g n s ,  o the rs  as simple double b a r s ;  Winogron 

has at tempted to  c o r r e c t  the  o r ig in a l  e d i t io n  according to  what i s  

musica l ly  probable .

Accidenta ls  p resen t  th e  b ig g es t  e d i t o r i a l  problem. The e d i t o r s  

o f  the  1899 p u b l ic a t io n  only o c ca s io n a l ly  i n d ic a t e  (by means of  placement 

and paren theses)  which a c c id e n ta l s  a re  t h e i r s .  The m a jo r i ty  of  na tu ra l

*Dover P u b l i c a t io n s ,  1979. The 1963 Dover e d i t i o n  i s  an 
una l te red  r e p r i n t  o f  th e  1899 Bre i tkopf  and HSrtel p u b l ic a t io n .

2
For p r a c t i c a l  r ea son s ,  ba r r ing  has been normalized in the  

musical examples o f  t h i s  s tudy .  When measure numbers a re  given in 
the  t e x t ,  the  c o r r e c t  numbers o f  the  p r in ted  e d i t i o n  a re  given in 
brackets  where they d i f f e r  from the  examples.
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s igns  in the  e d i t i o n  a re  i n t e r p r e t a t i o n s  o f  the  s c r i b e ' s  in te n t io n s  

r a t h e r  than modern r e n d i t i o n s  o f  old c a n c e l l a t io n  s ig n s .  Conversely, 

th e re  i s  no way o f  knowing from the  e d i t i o n  whether an acc iden ta l  remains 

in  fo rce  f o r  a bar  because i t  i s  r e i t e r a t e d  in the manuscript  or  simply 

because i t  seemed to  the  e d i t o r s  t h a t  i t  should remain in fo rce .

Most o f  th e  shortcomings o f  the  e d i t i o n  do no t  s e r io u s ly  a f f e c t  

th e  a n a ly s i s  o f  the  composit ions.  When p o s s ib le ,  q u e s t io n s  t h a t  a r i s e  

have been appealed to  the  Musica B r i ta n n ica  volumes (which make use of  

a l l  a v a i l a b l e  manuscr ipts  to  c o r r e c t  e r r o r s ,  and which adhere to  modern 

s c h o la r ly  p r a c t i c e s )  and to  th e  manuscript  i t s e l f . *

The Composers

The FVB co n ta in s  296 composit ions,  most of  which a re  by the
2t h i r t y - t h r e e  named composers; about f o r t y - f i v e  works a re  anonymous.

*The compass o f  th e  FVB dances i s  under four  oc ta v es ,  symmetrical 
around middle c. The fo l low ing  pitch-name system has been adopted as the 
most l o g i c a l :

o —

-e-

\ J  _ -■ ..............................
■ e

Ci C c c 1 c 2

oThese numbers inc lude  some d u p l ic a t io n s  and a l t e r n a t e  v e rs ion s .  
Composers whose works only appear in s e t t i n g s  by o t h e r s ,  including 
Dowland and Lasso, a r e  included in the  count.  The e d i t o r s  l i s t  "M.S." 
and Tregian as composers; but  "M.S." i s  not  a composer but  an abbrev ia­
t i o n  f o r  the  name o f  a pavan, Mai Sims, and Tregian almost  c e r t a i n l y  i s  
no t  a composer but  a d e d ic a tee .

f
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More than h a l f  o f  the  FVB works a r e  by th e  th re e  most important  composers 

o f  the  Elizabethan v i r g in a l  s choo l ,  William Byrd, John B u l l ,  and Giles 

Farnaby.

Byrd was the  f i r s t  important  composer to  w r i t e  e x ten s ive ly  f o r  

the  v i r g i n a l s .  He has been c r e d i t e d  with being instrumental  in develop­

ing the  Elizabethan s t y l e  o f  keyboard dance composition: "Byrd's p o s i t io n

in  the  development o f  the  English pavan and g a l l i a r d  i s  more important  

than may be r e a l i z e d .  Unti l f u r t h e r  evidence i s  a v a i l a b l e  i t  i s  not  too 

much to  say t h a t  he r e a l l y  e s t a b l i s h e d  the  form as a se r io u s  kind of 

instrumental  m u s i c . B y r d ' s  p e r f e c t io n  o f  contrapunta l  technique allowed 

f o r  the  amalgamation o f  "a rhythmic s t y l e  o f  inst rumental  and dance 

o r i g i n ,  a melodic s t y l e  based not upon church p r a c t i c e ,  but  upon popular  

song and the soc ia l  dance and, f i n a l l y ,  a f i g u r a l  s t y l e  o f  w r i t ing

p e c u l i a r  to  keyboard ins t ruments  in  g e n e ra l ,  and s p e c i f i c a l l y  keyboard
2

instruments with a l i g h t ,  respons ive  to uch ."  The dear th  o f  keyboard 

sources before 1600 makes i t  almpst impossible to  e s tab l i sh  Byrd as the founder 

o f  the  v i rg in a l  school .  And in f a c t  some of  the  pavans o f  the  Dublin 

manuscript ,  as well as Newman's pavan in  th e  M ull iner  book, show 

s o p h i s t i c a t io n  and s t y l i s t i c  tendencies  s i m i l a r  to  what i s  found in 

th e  FVB. But, i f  i t  i s  p o ss ib le  to  make a de te rmina tion  based on the  

surv iv ing  sources ,  Byrd played a key r o l e  in the  development of the 

keyboard dance.

Most of  the  FVB composers belong to  the  next  genera t ion ,  which

b u t t l e ,  "William Byrd," p. 142.

2I b i d . ,  p. 86.
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inc ludes  Thomas Morley, John Dow!and, P e te r  P h i l i p s ,  G i les  Farnaby, and 

John B ul l .  Judging from the  la rge  number o f  works su rv iv ing  in the  

FVB and o th e r  B r i t i s h  and c o n t in en ta l  m anuscr ip ts ,  Bull was the  most 

p r o l i f i c  composer f o r  the  v i r g i n a l s .  Like many FVB composers, Bull 

had c lo se  t i e s  to  the  co n t in en t .  He t r a v e le d  widely as a performer 

from 1601, and spent h is  f i n a l  years  as o r g a n i s t  in  Antwerp.* B u l l ' s  

famed keyboard v i r t u o s i t y  i s  r e f l e c t e d  in h is  compositional  s t y l e ,  f u l l  

o f  broken octaves and a rpegg ios ,  hocket ing ,  and o th e r  f i g u r a t i o n  not 

found in Byrd 's  keyboard music. This ornamental s t y l e  o f ten  conceals 

the  musical s t r u c t u r e ;  a t  times i t  even seems to  supp lan t  s t r u c t u r e  

with dramatic  r h e t o r i c .  Byrd, a s tu d e n t  o f  Thomas T a l l i s ,  was among 

the  g r e a t e s t  o f  vocal composers, while  Bull followed in th e  t r a d i t i o n  

o f  the  s ix te e n th -c e n tu ry  o rg a n i s t s  Redford and William Blitheman, B u l l ' s  

t e a c h e r .^

L i t t l e  i s  known of  Farnaby 's  l i f e  beyond h i s  s tu d e n t  y e a r s ,  

a lthough i t  seems he was known to  the  Tregians and was a t  one time a 

ten a n t  on a Tregian e s t a t e .  In a d d i t io n  to  numerous vocal works, 

Farnaby i s  represented  by over f i f t y  keyboard p ie c e s ,  most o f  which 

can be found only in  the  FVB. Like B u l l ,  Farnaby wrote in a decidedly  

id iom atic  keyboard s t y l e ,  much more h igh ly  f ig u red  t h a t  t h a t  o f  Byrd.

*Apel, History  of Keyboard Music to  1700, p. 303.

p
 ̂ Jean Jacquot ,  "Sur quelques Formes de l a  Musique de C lav ie r  

E l i s a b e th a in e , "  La Musique I n s t r u m e n t a l  de l a  Renaissance , ed. Jean 
Jacquot (P a r i s :  Edit ions du Centre National de la  Recherche Scien-  
t i f i q u e ,  1955), p. 258.

^Cole, "Seven Problems," p. 60.
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John Dowland was a l u t e n i s t  who composed e x te n s iv e ly  f o r  

inst rumental  consor t  as well as f o r  l u t e  and vo ice ,  but  not  f o r  key­

board. His compositions appear in  the  FVB in  t r a n s c r i p t i o n s :  the  

Lachrymae pavan s e t  by Byrd and Farnaby, the  P ip e r ' s  Pavan and G a l l i a rd  

s e t  by Peerson and Bull r e s p e c t iv e ly ,  and the  so n g -g a l l i a rd  "Can she 

excuse" in an anonymous s e t t i n g .  The Lachrymae pavan was widely known, 

and the  FVB con ta ins  numerous compositions showing th e  in f luence  of 

t h i s  p iece .

The Dances

The major dance types o f  the  English Renaissance rep re sen ted  in 

the  FVB a r e ,  in  descending o rder  of probable  s e n i o r i t y  as well as number, 

th e  pavan, g a l l i a r d ,  alman, co ran to ,  and gigge. In a d d i t i o n ,  th e re  a re  

dan ce - l ik e  compositions l i k e  the  to y s ,  s p a g n io le t t a s ,  and rounds, two 

l a v o l t a s  s e t  by Byrd, a b ran le  by Tomkins, and a moresca. While the  

’ pavans and g a l l i a r d s  had long been c u l t i v a t e d  as musical composit ions,  

the  almans and corantos  had only r e c e n t ly  en tered  the  realm of  a r t  music. 

The complexity which was to  c h a r a c t e r i z e  these  two l a t e r  dances in the  

Baroque i s  not  y e t  in evidence in the  FVB, and they a re  simple and s h o r t  

by comparison with the  pavans and g a l l i a r d s .

Nearly a l l  the  FVB dances a re  in a two- or t h r e e - s t r a i n  scheme.

The s t r a i n s  a re  s e t  a p a r t  from one another  by t r a d i t i o n a l  c lo s in g  

f l o u r i s h e s ,  and g e n e ra l ly  by r e p e a t s .  In the  more complex dances the  

r e p e a t s  a re  in the  form o f  w r i t t e n  out  " re p r i s e s "  g e n e ra l ly  employing 

e l a b o r a te  f i g u r a t i o n .  On occasion a s t r a i n  has more than one r e p r i s e ,  

while  a t  o th e r  times the  e n t i r e  dance may be var ied :  AA'SB'CCA'TV" B"B"'
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e t c .  In these  c a se s ,  the  v a r i a t i o n s  o f ten  provide a d d i t io n a l  i n s i g h t  

in to  the  composer's i n t e n t i o n s ,  revea l ing  what i s  an e s s e n t i a l  a spec t  

o f  the  s t r a i n  and what i s  simply a local  d e t a i l .  The use of v a r i a t i o n  

technique i s  probably a r e s u l t  o f  Spanish in f lu e n ce .  By the  mid­

s ix te e n th  century  i t  was a l read y  a h ighly  developed composit ional  mode 

in  the  keyboard and v ihuela  music o f  Spain, while  i t  reached i t s  peak 

o f  p o pu la r i ty  and s o p h i s t i c a t i o n  in  England among th e  E l izabe thans .*

Var ia t ions  a re  a n a tu ra l  outgrowth o f  im prov isa t ion ,  and were 

probably s tandard  p r a c t i c e  in  the  dances played extemporaneously by 

n o n l i t e r a t e  musicians .  V ar ia t ion  compositions a re  g e n e ra l ly  understood 

to  maintain p ropor t ions  and broad rhythmic r e l a t i o n s h i p s  as well as 

tonal  motions. The technique o f  v a r i a t i o n  may a l s o  be app l ied  in a 

l e s s  sys tem atic  manner and as a local  procedure ,  as in th e  r e s e t t i n g  

o f  a melodic l i n e  o r  m o t i f  w i th in  a phrase ,  or  the  expansion o r  con­

t r a c t i o n  o f  a musical fragment.  A f u l l  range o f  v a r i a t i o n  procedures 

a re  employed in  the  c re a t io n  o f  pa ired  pavans and g a l l i a r d s ,  which a re  no t ,  

in the  v i r g i n a l i s t  l i t e r a t u r e ,  n e c e s s a r i ly  r e l a t e d  by p ropor t ion .

The S ign i f ican ce  of  Dance in  1600

The dances o f  the  FVB a re  o f  high q u a l i t y ,  and bear  s tudy in 

t h e i r  own r i g h t .  But in  a d d i t i o n ,  they a re  important  in th e  changing 

musical t rends  o f  the  time. Their  importance has been noted by Edward 

Lowinsky: "In a l l  these  [ e a r l y  examples o f ]  dances the  process of

*Apel, The H is tory  o f  Keyboard Music to  1700, pp. 262 f f . ,  
and Santiago Kastner ,  '^Para l le ls  and Discrepancies  between English 
and Spanish Keyboard Music o f  the  Six teen th  and Seventeenth Centuries ,"  
Anuario Musical 7 (1952): 106 f f .
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tonal  c l a r i f i c a t i o n  and the  emergence o f  major and minor go hand in

hand with modern phrase s t r u c t u r e  and formal symmetry. . . . R epet i t ion

and symmetry may o r  may not  occur in modal music, but  they a re  p a r t  and

parcel  o f  t o n a l i t y . " 1 Lowinsky follows a common, and perhaps e rroneous ,

view opposing modali ty  and t o n a l i t y ,  quest ioned by Bergquis t :  "The

conventional  view i s  t h a t  music was e s s e n t i a l l y  modal throughout most

o f  the  s ix t e e n th  cen tury  and t h a t  i t  g radua l ly  became unequivocally

tonal  toward the  end o f  the  seven teen th .  But most Western music i s

tonal  . . . the  c h a r a c t e r  of  t o n a l i t y ,  not  the  f a c t  of  t o n a l i t y ,  i s  the
2

element t h a t  f l u c t u a t e s . "  The c h a ra c te r  o f  t o n a l i t y  i s  c l e a r l y  in 

t r a n s i t i o n  in the  FVB. The dances a re  nominally w r i t t e n  in the  do r ian ,  

mixolydian,  a e o l i a n ,  and ionian  modes, and a re  colored by the  spec ia l  

c h a r a c t e r i s t i c s  o f  those  modes. Root r e l a t i o n s  a re  based on neighbor­

ing tones  and embell ish ing  t h i r d s  p e c u l i a r  to  each mode as well as on 

f i f t h s .  At the  same time one can w itness  the  co nso l ida t ion  of the  modal 

system in to  major and minor, and the  use o f  tonal  r e l a t i o n s h i p s  and 

chromatic a l t e r a t i o n s  to  accen tua te  the  two tonal  po les ,  I and V. This 

s h i f t  occurred co ncur ren t ly  with s i g n i f i c a n t  changes in phrasing and 

th e  a p p l i c a t io n  o f  meter to  a r t  music. The r e l a t i o n s h i p  of these  changes,

Edward E. Lowinsky, T on a l i ty  and A ton a l i tv  in S ixteenth-Century 
Music (Berkeley and Los Angeles: U n ive rs i ty  o f  C a l i fo rn ia  P re s s ,  1961), 
p. 65.

2
Pe te r  B ergqu is t ,  "Mode and Polyphony around 1500," The Music 

Forum 1 (1967): 159 f f .  See a l so  a r t i c l e s  by Saul Novack, "Fusion of 
Design and Tonal Order in Mass and Motet: Josquin Desprez and Heinrich 
I s a a c , "  The Music Forum 2 (1970): 188-89, and "The S ign i f icance  of  
th e  Phrygian Mode in the  His tory  o f  T o n a l i ty , "  Miscellanea Musicologica: 
Adelaide S tudies  in Musicology 9 (1977): 82-87.
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the  sub je c t  of  study by Lowinsky and by Heckmann,* i s  most e a s i l y  

viewed in dance music, where tonal  d i r e c t i o n  i s  n a tu r a l l y  wedded to  

meter and pe r io d ic  phras ing .  Although i t  i s  necessary  to  separa te  

musical elements such as meter  and tonal  s t r u c t u r e  f o r  convenience of 

s tudy and d i s c u s s io n ,  th e se  elements a re  not  sepa rab le .  P i tch  and time 

a re  two main coord ina tes  in  music, and can be viewed proper ly  only as 

func t ions  o f  each o th e r .  I t  i s  hoped t h a t  the  e lu c id a t io n  o f  the  r e l a ­

t io n s h ip  o f  these  elements w i l l  help to  exp la in  the  spec ia l  appeal of  

dance music f o r  sev en te en th -ce n tu ry  composers.

*Harald Heckmann, " In f luence  de l a  Musique I n s t r u m e n t a l  
du XVIe S ie c le  su r  l a  Rhythmique Moderne du XVIIe ,"  in La Musique 
Ins trumenta le  de l a  Renaissance , ed. Jean Jacquot  (P a r i s :  Edit ions  du 
Centre National de l a  Recherche S c i e n t i f i q u e ,  1955), pp. 339-45.
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Chapter II  

THE PAVAN

Thomas Morley, w r i t in g  in 1597, descr ibed  the  pavan as "next

in g ra v i ty  and goodness" a f t e r  f a n t a s i e s ,  u su a l ly  in  th ree  s t r a i n s ,

each "played or  sung t w i c e . "* P ra e to r iu s  c a l l e d  the  pavan "a kind of

s teady ,  solemn music: but t h e  pavans, when they a re  performed by a

consort  o f  a l l  manner o f  sweet-sounding in s t rum en ts ,  produce a s t ro n g ,
2

pleas ing  and a t  the  same time b r i l l i a n t  harmony."

The Pavan before  the  F i tzw i l l iam  Virginal  Book

The pavan (Fr.  pavane, I t .  pavana) was a slow process ional  dance 

in duple t ime. Attempts have been made to  t r a c e  i t s  o r ig in s  by means of  

i t s  name, but  such a t tem pts  a r e  confused by th e  appearance in s ix t e e n th -  

century dance sources o f  dances c a l le d  p a v an ig l ia  ( th e  name used,  f o r  

example, by Caroso [ II B a l l a r i n a , Venice, 1581] f o r  the  "Spanish"

Thomas Morley, A P la in  & Easy In t ro du c t io n  to  P ra c t ica l  Music, 
ed. Alec Harman (New York: W.W. Norton & Company I n c . ,  1973), p. 296. 
Throughout t h i s  d i s c u s s io n ,  th e  word " s t r a i n "  i s  used to  s ig n i f y  a 
sec t ion  o f  a dance, in d ic a te d  in the  score  by double bars  or  rep e a t  
s ign s .  "Reprise" i s  used in th e  sense  o f  ( s t r a i n )  r e p e t i t i o n ;  in the  
FVB i t  r e f e r s  to  va r ied  s t r a i n  r e p e t i t i o n  found in so many keyboard 
dances o f  th e  period .

2
Michael P r a e to r iu s ,  Syntagma Musicum, Vol. 3: K r i t i s ch  

r e v i d i e r t e r  Neudruck nach dem o r ig in a l  , Wolfenbiittel 1619, ed.
Eduard B e rnou i l l i  (Leipzig:  C.F. Kahnt Nachfolger ,  I9lt>;,  quoted 
in t r a n s l a t i o n  by F.S. G ie sb e r t ,  e d . ,  John Dow!and, Lachrymae 
(Kassel: Nagels Verlag,  1954), p reface .
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pavan) and paduana or  padovana/  The pavan seems to  have o r ig in a te d  

in  I t a l y  o r  Spain, f i r s t  appearing in  I t a l i a n  l u t e  books o f  the  e a r ly  

s ix t e e n th  cen tury  under th e  name pavana or in t r a d a  ( in  keeping with 

th e  dance 's  process ional  f u n c t io n ) .  The e a r l i e s t  French pavans e x ta n t  

a re  found in  the  1529 A t ta ingnan t  ensemble dance p r i n t s .  The pavan 

g radua l ly  gained in importance in  France u n t i l  i t  was on equal foo t ing  

with  th e  basse  dance and th e  b ran le .

According to  Apel, th e  e a r l i e s t  English pavans were based on 
2

the  French model. Two works e n t i t l e d  "pavyn" su rv ive  in the  manuscript  

o f  the  B r i t i s h  Museum, Royal App. 58 (dated 1540 o r  s h o r t l y  t h e r e a f t e r ) .  

One, The Emperorse Pavyn, i s  in  t r i p l e  meter and i s  thus  not  an example 

of  the  pavan as g e n e ra l ly  de f in ed ;  the  o th e r ,  Kyng Harry the V H Ith  

Pavyn, i s  in duple meter and c o n s i s t s  o f  th r e e  s t r a i n s .  A s l i g h t l y  

l a t e r  manuscript  known as th e  Mull iner  Book, a keyboard c o l l e c t io n  

p r im a r i ly  o f  sacred  p la inchan t  composit ions,  con ta ins  one pavan by 

Newman, in four  s t r a i n s  o f  twelve ,  fo u r te e n ,  twelve,  and twelve semi­

breves r e s p e c t i v e l y /  There a re  not  enough sources  to  e s t a b l i s h  t rend s

*See Daniel Heartz ,  "Sources and Forms o f  the  French Instrumental  
Dance in the  S ix teen th  Century" (Ph.D. D i s s e r t a t i o n ,  Harvard U n iv e rs i ty ,  
1957), pp. 287 f f . ; P r a e to r iu s ,  Syntagma Musicum, 3:25 f f .  ( ch ap te r  XI); 
and "Pavane," in Harvard Dic t ionary  o f  Music, pp. 650 f f .

^Wi11i Apel, "Solo Instrumental  Music," New Oxford H is to ry  of  
Music (London: Oxford U nivers i ty  P ress ,  1968), 4:625.

O
These two dances a r e  p r in te d  in  Dawes, English V i r g i n a l i s t s  

(Vol. 1) .  The l a t t e r  dance a lso  appears in a l u t e  source dated 1558; 
see Ward, "Les Sources ,"  p. 226.

^The Mull iner  Book ( B r i t .  Mus. Add. 30513) i s  e d i t e d  and published 
in the  Musica Br i tann ica  s e r i e s  (Vol. 1 [London: S t a in e r  & B e l l ,  1962]).  
Apel ( His tory  o f  Keyboard Music to  1700) da te s  the  manuscript  1560, 
while Stevens (The Mull iner  Book: A Commentary) considers  i t  to  have 
been assembled in two s t a g e s ,  1545-70 and 1570-87.
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in the  development o f  the  English pavan. But by th e  time of  the  Dublin 

v i rg in a l  manuscript  (ca .  1570), the  t h r e e - s t r a i n  pavan and g a l l i a r d  

seem to  be the  norm: f o u r  o f  the  m anuscr ip t ' s  f i v e  pavans and th ree  

of i t s  f i v e  g a l l i a r d s  a re  cons t ru c ted  o f  th re e  s t r a i n s ,  some with 

var ied  r e p r i s e s . 1 This t ren d  continued,  so t h a t  n e a r ly  a l l  the  E l iz a ­

bethan pavans use the  t h r e e - s t r a i n  scheme.

Trends towards normaliz ing the  pavan scheme may o r  may not be

r e l a t e d  to  the  pavan as danced. The o r ig in a l  p rocess ional  pavan was

not  choreographed, and so i t s  length  and scheme were not  su b je c t  to  the

formal c o n s t r a i n t s  t h a t  o f t e n  apply to  dance music. During the  s ix t e e n th

century  a more e la b o ra te  pavan, danced as a s e t  dance r a t h e r  than as a
2

simple p rocess ion ,  a l so  developed.  However, s in c e  the  t rend  towards 

the  scheme o f  th re e  r e g u la r  s t r a i n s  occurred among g a l l i a r d s  as well as 

pavans, i t  i s  u n l ik e ly  t h a t  th e  p a r t i c u l a r  changes in  the  pavan as danced 

can be re sp on s ib le  f o r  the  changes in the  musical schemes.

The p u b l ic a t io n s  o f  ensemble dance music (1529 and 1530) and 

keyboard dance music (1531 and 1550) by A t ta ingnan t  provide a la rg e  

body o f  pavans po ss ib ly  known to  the  English v i r g i n a l i s t s .  Among these  

pavans, two- o r  t h r e e - s t r a i n  schemes g r e a t l y  outnumber through-composed 

and f o u r - s t r a i n  schemes. Even so ,  the  in te rn a l  s t r u c t u r e s  show g rea t

•̂The Dublin Virginal  Manuscript (Vol. 3 ) .

^See the  note in Thoinot Arbeau [Jehan Tabouro t] ,  Orchesography 
[1589],  t r a n s .  by Mary Stewart  Evans, new in t ro d u c t io n  and notes by 
J u l i a  Su t ton ,  l a b a n o ta t io n  by M i re i l l e  Backer and J u l i a  Sutton (New 
York: Dover P u b l i c a t io n s ,  1967; o r i g i n a l l y  published in 1948 by Kamin 
Dance Pub l ishe rs  I n c . ) ,  p p . 2 1 6 f f ;  and Mabel Dolmetsch, Dances of 
England and France from 1450 to  1600 (London: Rout!edge & Kegan Paul 
L td . ,  1949), pp. 82 ff".
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v a r i a t i o n .  Some dances have a s e r i a l  s t r u c t u r e ,  made up of  a succes­

sion o f  s h o r t  s t r a i n s  each ending with the  to n ic  (Pavan 1 7 ) . 1 Others 

include s t r a i n s  which themselves a re  made up o f  two equal phrases with 

open and closed  endings (Pavans 3, 6 , 7, 16, 19) ,  and thus con ta in  

in te rn a l  r e p e t i t i o n .  There a re  a l so  more complex p a t t e r n s  o f  in te rn a l  

r e p e t i t i o n ,  where s in g le  s t r a i n s  a re  composed o f  phrase r e p e t i t i o n s  

with open and closed endings (Pavan 22). Most o f t e n ,  s t r a i n s  cadence 

to  the  to n ic  o r  the  dominant, a lthough s t r a i n  endings and in te rn a l  

phrase endings on I I I  and IV a re  common.

Most of the  phrases and s t r a i n s  o f  th e  A t ta ingnan t  pavans a re  

b u i l t  on m u l t ip le s  o f  fo u r  measures,  defined  by harmonic motions and 

r e p e t i t i o n s .  There i s  nothing in the  t e x tu r e  o r  l i n e a r  a c t i v i t y  to  

d i s t in g u i s h  the  s t r a i n s  o r ,  indeed, the  dances,  from each o th e r ,  and 

the  caden t ia l  punctuation w i th in  s t r a i n s  i s  o f ten  as s t rong  as t h a t  

which ends s t r a i n s .  There i s  no spec ia l  procedure t h a t  d i s t in g u i s h e s  

tw o -s t r a in  pavans from those  with t h r e e  s t r a i n s .  In s h o r t ,  the re  i s  

no use made in these  simples dances o f  s t r a i n  scheme, and nothing 

compelling about the  o v e ra l l  s t r u c t u r e .

The t e x tu r e  o f  s ix t e e n th - c e n tu r y  consor t  pavans i s  gen e ra l ly  

homorhythmic, with the  uppermost voice  having l i t t l e  in  the  way o f  

melodic c h a ra c te r .  In th e  keyboard dances,  th e  t r e b l e  i s  o rn a te ,  and 

the  inner  voices a re  wed to  th e  bass ,  o f ten  forming p a r a l l e l  block

Example numbers r e f e r  to  pavans o f  the  A t ta ingnan t  Pa r i s  
dance books of  1529 and 1530, P a r i s e r  Tanzbuch 1530, ed. F . J .  G iesber t  
(Mainz. B. S c h o t t ' s  Sb’hne, 195071



chords .  In e i t h e r  case ,  i t  i s  th e  ro o t  motion t h a t  dominates 

th e  pavans. Because th e re  a re  only th e  most rudimentary of  

moti fs  in the  A tta ingnant  and s i m i l a r  dances, such design elements

as im i t a t i o n  and sequence a re  n ear ly  n o n e x is te n t .  Phrases a re

c re a te d  by harmonic motions,  defined  by a bass l i n e  c o n s i s t in g  

p r im ar i ly  of  fo u r th s  and f i f t h s  which may be f i l l e d  in  by passing 

motions or  e labora ted  with neighbor to n es .  R oo t-pos i t ion  t r i a d s  

predominate, a lthough s ix th  chords a re  o f ten  the  weak-beat product 

o f  ne ighbor-note  motion. The s t rong  m etr ica l  s t r e s s  so c h a r a c t e r ­

i s t i c  o f  dance music i s  a product  o f  th ese  f a c t o r s :  f i f t h  motions,  

harmonic p ro lo n g a t io ns ,  and r o o t - p o s i t i o n  t r i a d s ,  coupled with 

phrase r e g u l a r i t y  and a g r e a t  deal of r e p e t i t i o n .

The connection between ro o t  motions mainly governed by

th e  f i f t h  r e l a t i o n s h i p  and m et r ic  r e g u l a r i t y  has been in v e s t ig a te d
1 2 by Lowinsky and Heckmann, among o th e r s .  The r e g u l a r i t y  not

only of th e  measure but o f  th e  phrase i s  descr ibed  by Arbeau and

i l l u s t r a t e d  in  h is  drum accompaniments; i t  i s  a l so  r e f e r r e d  to

by Renfc Descartes in  h is  Compendium Musicae (1618) in  terms of

th e  c o n s t ru c t io n  o f  phrases by powers o f  two which he s t a t e s

to  be a general p r a c t i c e  in  th e  musical compositions o f  his

t ime.  I t  i s  p r e c i s e ly  in t h i s  connection between tonal  motion

*See pp. 12-13 above.

^Heckmann, " In f lu e n c e ,"  pp. 339f f .
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and pe r io d ic  s t r u c t u r e  t h a t  the  h i s t o r i c a l  s ig n i f ic a n c e  of  dance 

music l i e s .

The Pavan in the  F i tzw i l l iam  Virginal  Book

By the  E lizabethan  per iod  the  pavan had become a very popular 

dance with a d i s t i n c t  musical c h a r a c t e r ,  r e t a in i n g  the  outward scheme 

o f  a dance but  adopting the  t e x t u r e  and melodic shape o f  a f a n t a s i a .  

Morley desc r ibes  th e  b r i e f  p o in t s  o f  im i ta t io n  of a pavan thus :  "In

t h i s  you may not  so much i n s i s t  in  fol lowing th e  p o in t  [ o f  im i ta t io n ]  

as in a Fantasy,  but  i t  sh a l l  be enough to  touch i t  once and so away 

to  some c lo se .

While the  A t ta ingnan t  and Gardane keyboard dances were w r i t te n  

in an id iomatic  t reble-and-accompaniment s t y l e ,  most of  the  v i r g i n a l i s t  

dances, and a l l  o f  th e  pavans,  sugges t  a ba s i s  in  the  p r a c t i c e  of  

in t a b u la t in g  ensemble dances. The ty p ic a l  E lizabethan keyboard pavan 

has a n ear ly  c o n s i s t e n t  fou r-vo iced  t e x tu r e  with a c t iv e  inner  vo ices ;  

the  po in ts  o f  im i t a t i o n  a ccen tu a te  the  polyphony, which would not 

n a tu r a l l y  be as pronounced on th e  v i r g i n a l s  as in  a consor t  perform­

ance. There i s  c l e a r  p recedent  f o r  the  Elizabethan pavan in the  Newman 

pavan of  the  M ull iner  Book and in  the  pavans o f  th e  Dublin v i rg in a l  

manuscr ip t ,  p a r t i c u l a r l y  pavan no. 21 (see  ex. 7 ) .  While Engl sh 

composers wrote h igh ly  id iom atic  keyboard p ieces  in  o th e r  genres ,

" th e re  i s  l i t t l e  evidence t h a t  an independent keyboard s t y l e  fo r

^Morley, A P la in  & Easy I n t r o d u c t i o n ,  p . 296 .
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dance music had grown up in England before  Byrd 's  t im e . " 1 I t  i s  a 

t e x t u r a l l y  and m o t iv ica l ly  e lab o ra ted  polyphonic pavan t h a t  we f ind  

in the  F i tzw il l iam  Virginal  Book.

The pavan i s  th e  bes t  r ep re sen ted  dance type in the  FVB. There 

a re  t h i r t y - e i g h t  pavans by twelve d i f f e r e n t  composers, not  counting
p

v a r i a n t s  of  Richardson 's  pavans ( i /2 9  and i /9 0 )  and excluding the  

Passamezzo, Quadran, and Spanish pavans, which a re  s e t s  o f  v a r i a t i o n s  

based on t r a d i t i o n a l  m a te r i a l .  The pavans a re  a l s o  th e  lo ng es t  and 

most complex o f  the  FVB dances. The pavan was by t h i s  time o f ten  pa ired  

with the  quicker  t r i p l e - m e te r  g a l l i a r d ,  and many FVB pavans a re  followed
V 3

by g a l l i a r d s  t h a t  a re  r e l a t e d  a t  l e a s t  in key and mode.

Table 1 gives th e  schemes o f  th e  FVB pavans in terms o f  s t r a i n  

leng th .  Aside from th e  pavan "M.S." ( i / 6 8 ) ,  which i s  a s e t t i n g  of  the  

popular  song Mai Sims (a l so  s e t  by Farnaby, i i / 4 4 7 ) , and a P h i l ip s  

pavan ( i / 2 9 1 ) ,  which i s  unconventional in form, a l l  o f  the  pavans a re  

in the  th ree  s t r a i n s  p re sc r ibed  by Morley, "whereof every s t r a i n  i s  

played or sung [ ! ]  t w i c e . I n  keeping with the  general  tendency to 

keyboard d isp lay  in th e  w r i t in g  o f  th e  v i r g i n a l i s t s ,  most pavans have

O l i v e r  Neighbour, Consort and Keyboard Music o f  William Byrd 
(London and Boston: Faber & Faber,  1978), p. 181; emphasis added.

o
Numbering o f  FVB compositions r e f e r s  to  the  volume and page 

number o f  the  Ful ler -M ait land  and Barclay Squire  e d i t i o n .  Page 
numbering in th e  o r ig in a l  Bre i tkopf  and HSrtel p u b l ic a t io n  i s  un­
a l t e r e d  in the  Dover r e p r i n t .

3See Chapter IV, "Pavan and G a l l i a rd  P a i r s . "

^M orley, A P la in  & Easy I n t r o d u c t i o n , p . 296 .
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e la b o ra te  w r i t t e n - o u t  s t r a i n  r e p e t i t i o n s ,  c a l l e d  " r e p r i s e s . " ' 1 Because 

of  the  dear th  of s ix t e e n th -c e n tu ry  sources ,  i t  i s  not  p o ss ib le  to  p in ­

po in t  when and where the  t h r e e - s t r a i n  scheme was adopted. T u t t l e  

c r e d i t s  William Byrd with having understood the  musica1 value o f  the  

scheme: "The two s t r a i n  p a t t e r n  i s  not  long enough to  be a l t o g e t h e r

s a t i s f a c t o r y .  . . . The th ree  s t r a i n  form gives enough v a r i e ty  without  

becoming d i f f u s e ,  as sometimes happens when an e x t ra  s t r a i n  i s  added 

or two v a r i a t i o n s  a re  made upon each s t r a i n . "  There i s  not  enough 

surv iv ing  l i t e r a t u r e  to  support  T u t t l e ' s  claim t h a t  Byrd i s  r e sp on s ib le  

f o r  the  p op u la r i ty  o f  the  t h r e e - s t r a i n  pavan, nor can the  purpose o f  

adopting t h a t  scheme be i n f e r r e d  from the  music. T u t t l e  i s  arguing 

backwards from f a c t ;  the  tw o -s t r a in  p a t t e r n  was in f a c t  " s a t i s f a c to r y "  

to  Baroque composers. But the  es tab l ishm en t  o f  norms has p a r t i c u l a r  

s ig n i f ic a n c e  in th e  case o f  such dance music as i s  found in  the  FVB, 

which was almost c e r t a i n l y  not  intended f o r  dancing.

Morley i n d ic a t e s  t h a t  most pavan s t r a i n s  a re  e i g h t ,  twelve, 

or  s ix tee n  semibreves long ,  and t h a t  in  any case a s t r a i n  should be 

some m u l t ip le  of  fo u r  semibreves f o r  the  sake o f  the  dancers .  Table 1 

shows t h i s  ru le  t o  be followed more o f ten  than not  in the  FVB pavans,

*The occurrence of  a va r ied  r e p r i s e  i s  shown in the  t a b l e  
by a double l i n e  II. Otherwise,  a l i t e r a l  r ep e a t  i s  assumed.
Double bars  in the  FVB a re  o f ten  highly  ornamented by the sc r ib e  
and look l i k e  r e p e a t  s igns  even where a r ep e a t  i s  u n l ik e ly .  Blanche 
Winogron has thus rev ised  th e  e a r l i e r  FVB e d i t i o n  by e l im ina t ing  
doubtful rep e a t  s ig n s .

^ T u t t l e ,  "William Byrd," p. 112. Neighbour's claim (Consort 
and Keyboard Music o f  William Byrd, p. 183) t h a t  the  t h r e e - s t r a i n  
pavan o r ig in a te d  as a tw o - s t r a in  dance with a t h i r d  s t r a i n  added is  
ques t ionab le  and i s  in  any case not  supported by examples.
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although the  tendency to  experiment with odd length  v a r i e s  among the  

composers.1 As w i l l  be shown in  an examination of ind iv idua l  dances, 

r e g u l a r i t y  o r  i r r e g u l a r i t y  o f  s t r a i n  length  does not n e c e s s a r i l y  c o r ­

r e l a t e  with r e g u l a r i t y  o r  i r r e g u l a r i t y  o f  in te rn a l ,  phras ing .

While most Elizabethan pavans and g a l l i a r d s  a re  composed in 

t h r e e  s t r a i n s ,  the re  was no one norm f o r  the  harmonic d i s p o s i t i o n  of 

th e  s t r a i n s .  The t h r e e - s t r a i n  composition does suggest  c e r t a i n  formal 

p o s s i b i l i t i e s  o f  c o n t r a s t ,  o f  depar tu re  and r e t u r n ,  or  c o n f l i c t  and 

r e s o l u t i o n ,  d i f f e r e n t  from the  p o s s i b i l i t i e s  suggested by b inary  dance 

form. The FVB pavans e x h ib i t  c e r t a i n  t rends  in  the  r e l a t i o n s h i p  between 

scheme and tonal  form. With only one excep t ion ,  t h a t  being the  d e l i b e r ­

a t e l y  odd Pavana Chromatica by Tisdal l  ( i i / 2 7 8 ,  ex. 28) ,  a l l  have opening 

s t r a i n s  cadencing to  the  t o n ic .  In only one case does the  opening 

s t r a i n  begin on a harmony o th e r  than the  t o n i c ,  and t h a t  i s  in  Byrd 's  

canonic p a v a n - ( i i / 4 2 7 ) , where th e  canonic in te rv a l  o f  a f i f t h  i s
p

resp o n s ib le  f o r  the  opening on th e  dominant. V i r tu a l ly  always,  then ,  

the  opening s t r a i n  i s  a p ro longat ion  of  the  t o n i c ,  e s t a b l i s h i n g  the  

tonal  p o in t  o f  d e p a r tu re .  I t  i s  gene ra l ly  of s u f f i c i e n t  c l a r i t y  and 

i n t e r e s t  to  al low i t  to  s tand  on i t s  own.

^ a n y  v i r g i n a l i s t  compositions end with a breve chord with a 
fermata .  Often t h i s  chord c o n s t i t u t e s  an ending r a t h e r  than an 
in te g r a l  p a r t  o f  the  f i n a l  phrase .  In a t h r e e - s t r a i n  pavan, f o r  
example, a t h i r d  s t r a i n  o f  s ix te e n  semibreves might appear  to  be 
e igh teen  semibreves in i t s  r e p r i s e  because of  t h i s  f i n a l  breve.
The s t r a i n  lengths in Table 1 do not include such f in a l  chords.

2
For o th e r  exceptions among pavans, see Table 3, Byrd pavans 

not  in the  FVB.
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The dif ferences  between tonal schemes with r e s p e c t  to  the 

dance s t r a i n s  occur ,  then ,  in  the  second and t h i r d  s t r a i n s .  Table 2 

i n d ic a t e s  th e  beginning and ending t r i a d s  f o r  each s t r a i n  o f  the  FVB 

pavans.* The a r r i v a l s ,  whether reached by f u l l  cadence or as open 

endings [ " ( o ) " ] ,  t h a t  i s ,  w i thout  b e n e f i t  o f  leading tone or  f i f t h
1

motion,  a re  o f  some s t r u c t u r a l  s ig n i f i c a n c e .  Departures ,  i n i t i a l  

t r i a d s ,  a r e  not n e c e s s a r i l y  o f  more than loca l  importance. Their  

in c lu s io n  in  Table 2 i s  p r im a r i ly  to  i n d ic a t e  the  foreground c o n t in u i ty  

o r  d i s c o n t i n u i ty  between s t r a i n s .  Because the  t a b l e  can in d ic a te  only 

the  most s u p e r f i c i a l  a spec t  o f  the  tonal  d i s p o s i t i o n  of  the  s t r a i n s ,  

the  beginnings and endings but  not  the  motions,  i t  i s  necessary to  

examine the  music i t s e l f  to  f in d  how the  composers put to  use the  

t h r e e - s t r a i n  scheme.

I t  i s  im portan t ,  t h en ,  to  ask o f  the  FVB dances: (1) Are the

s t r a i n s  r e l a t e d  o r  c o n t r a s t in g  with r e s p e c t  to  t e x tu r e  and motifs?

I f  they a re  r e l a t e d ,  i s  the  r e l a t i o n s h i p  ex p lo i ted  sy s tem at ica l ly ?

(2) How do the  s t r a i n s  r e l a t e  to  the  harmonic s t r u c tu r e ?  I f  the  main 

s t r u c t u r a l  d i v i s i o n s ,  with r e s p e c t  to  tonal  form, a re  the  s t r a i n s ,  

what s ig n i f ic a n c e  does the  t h r e e - s t r a i n  d iv i s io n  have f o r  tonal  form?

(3) How much c o n t in u i ty  i s  t h e r e  between s t r a i n s ,  and how i s  i t  

achieved? Is  i t ,  f o r  example, c rea ted  by momentary d e t a i l ,  such as

*Where the  opening and c lo s ing  t r i a d s  a re  the  same, only one 
chord symbol i s  used in  the  t a b l e .  This i s  not  to  say t h a t  the  
s t r a i n  c o n s i s t s  o f  a p ro longat ion  o f  t h a t  t r i a d .  The chord symbols 
a re  used simply as means o f  naming t r i a d s  and a re  not to  be i n te r p r e t e d  
f u n c t i o n a l l y .  Matters  a re  s im p l i f i e d  by the  f a c t  t h a t  a l l  FVB pavans 
begin on downbeats, u n l ike  many o f  those  in e a r l i e r  c o l l e c t i o n s .
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the  r e i t e r a t i o n  o f  a chord,  or  by t e x t u r e ,  o r ,  more profoundly,  i s  i t  

a r e s u l t  of  a c o n t in u i ty  o f  tonal  motion over two s t r a i n s ?

The Elizabethan composers seemed to  d e l i g h t  in  the  chal lenge  

of  w r i t in g  a composit ion w i th in  the  c o n s t r a i n t s  of  dance scheme and 

meter ,  y e t  with a sense o f  th e  nonmetrical melodic growth and develop­

ment which c h a r a c t e r i z e s  th e  f a n ta s y .  This cha l lenge  may have provided 

an important  impetus f o r  th e  c re a t i o n  o f  a body o f  dance music on a high 

a r t i s t i c  l e v e l ,  music u l t im a te ly  intended f o r  l i s t e n i n g  r a t h e r  than fo r  

dancing.

The Pavans o f  William Byrd

Byrd composed nine o f  th e  FVB pavans, and s e t  two more, the  

Dow!and Lachrymae ( i i / 4 2 )  and a pavan by Edward Johnson ( i i / 4 3 6 ) .  The 

pavan i i / 3 9 4 ,  a t t r i b u t e d  to  Byrd in th e  FVB, i s  an i n f e r i o r  work 

c e r t a i n l y  not by Byrd. Another pavan a t t r i b u t e d  to  Byrd ( i i / 2 2 6 )  i s  

a keyboard vers ion  o f  Hoi b o rn e ' s  pavan D ecrev i ; i t  fo l lows the  l u te  

ve rs ion  by Hoi borne so c lo s e ly  t h a t  Byrd's  c o n t r ib u t io n  to  i t  i s  neg­

l i g i b l e .  Addit ional pavans by Byrd appear in  My Ladye Nevells Booke 

and o th e r  v i rg in a l  m anuscr ip ts ,  and a re  shown in Table 3.*

The Neve!1s book o f  1591, a b e au t i fu l  manuscript  con ta in ing  
ex c lu s ive ly  works by Byrd, was e d i ted  by Hilda Andrews (London: J .  Curwen 
& Sons L td s . ,  1926; repub l ished  by Dover P u b l ica t io n s  I n c . ,  1969). T u t t l e  
e d i ted  a l l  Byrd keyboard p ieces  not found in th e  t h r e e  major c o l l e c t i o n s ,  
FVB, Nevel l , and P a r th e n ia ; but  TTTs For ty-Five  Pieces f o r  Keyboard I n s t r u ­
ments ( P a r i s : Ed it ions  d e L 1Oiseau-Lyre,  1939) i s  superceded by more 
r ec en t  work. A comprehensive e d i t i o n  o f  Byrd 's  keyboard works by Alan 
Brown appears in the  Musica B r i tan n ica  s e r i e s  (Vol. 27, 1969; Vol. 28, 
1971). Following Brown's r e s o lu t io n  o f  q ues t ions  o f  a t t r i b u t i o n ,  FVB 
i /367 wil l  be t r e a t e d  as a Byrd composition, i i / 2 0 9  as by Morley, as 
in d ica ted  in FVB, and not  the  r e v e r s e ,  as in d ic a te d  in Drexel ms. 5612.

[continued]
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Most o f  the  FVB pavans by Byrd a re  followed by g a l l i a r d s  in 

the  same key and mode, bu t  th ese  dance p a i r s ,  as well as the  a d d i t io n a l  

p a i r s  by Byrd in  o th e r  so u rces ,  have weak musical l inks  or  none a t  a l l .

Scheme

The invent iveness  o f  Byrd's  dance compositions i s  concealed 

behind t h e i r  r e g u l a r i t y  and avoidance o f  d i sp lay .  As shown in Table 1, 

Byrd 's  pavans have s t r a i n  leng ths  of  e ig h t ,  twelve, or s ix teen  semi-
i

b reves ,  with var ied  r e p r i s e s .  In g e n e ra l ,  the  outward r e g u l a r i t y  o f  

scheme i s  supported by an in te rn a l  r e g u l a r i t y  of  phras ing ,  although 

t h i s  i s  not  always the  case .

The th r e e  s t r a i n s  o f  Byrd's  Pavana Bray ( i /3 6 1 ,  ex. 1) i l l u s t r a t e  

th ree  d i f f e r e n t  so lu t io n s  to  the  quest ion  o f  s t r a i n  s t r u c tu r e .  The 

f i r s t  s t r a i n  i s  a continuous span o f  e ig h t  bars in i t s  e f f e c t ,  with no 

cadences o r  t e x tu r a l  devices a r t i c u l a t i n g  subd iv is ions .  The o u te r  voices 

d e f ine  a f i v e - b a r  phrase [mm. 1 -6 ]—a melodic 3-2 motion supported by
2

I-V—followed by a t h r e e - b a r  phrase [7 -11 ]—3-2-1 supported by I -V -I .

But th e  phrasing rece ives  no foreground suppor t ,  and i s  f u r t h e r  b lu r red  

by the  use o f  a s in g le  m o t i f  in  mm. 4-7 [5 -8 ] .  The second s t r a i n  i s  

s i m i l a r ly  continuous in t e x t u r e ,  but  d iv ides  in to  two fo u r -b a r  segments

See n. 1, p. 28, on the  a t t r i b u t i o n  o f  pavan i i / 4 8 3 .  For descrip-: 
t i o n s  o f  Byrd's  pavans and o th e r  dances,  see Neighbour's comprehensive 
s tudy ,  Consort and Keyboard Music of William Byrd.

H h e  f a c t  t h a t  the  Hoi borne " s e t t in g "  does not have var ied  
r e p r i s e s  lends some support  to  the  con ten t ion  t h a t  i t  i s  n e i t h e r  s e t  
nor composed by Byrd. The Earl o f  Sa l isbury  Pavan of th e  Par thenia  i s  
unusual both in  i t s  tw o -s t ra in  scheme and i t s  lack of va r ied  r e p r i s e s  
(Table 3 ) .

O
Bracketed numbers r e f e r  to  ba rr ing  in the  FVB e d i t i o n  where i t  

d i f f e r s  from the  examples. See p. 7.
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defined by harmonic motion. A su b t l e  p a ra l l e l i s m  between the  two 

phrases r e s u l t s  from the  bass B b ^  which opens each phrase.  In t h i s  

s t r a i n  even the  m et r ica l  s t r e s s e s  a re  weak, e s p e c i a l l y  in the  case of  

the  bass r e s t  in  m. 3. By c o n t r a s t ,  the  t h i r d  s t r a i n  i s  s t ron g ly  

m e t r i c a l ,  with downbeats defined by f i f t h  motions and one-measure 

m o t i f s .  Even the  im i t a t i v e  en trances  tend t o  support  r a t h e r  than 

c o n t r a d ic t  th e  b a r l i n e .  The fo u r -b a r  phrasing i s  defined by the  motion 

with in  the to n ic  o f  th e  f i r s t  four  ba rs .  There i s  a s l i g h t  asymmetry, 

because the  ro o t  motions o f  mm. 1-4 ,  F-G-C-Bbi-F, a re  paraphrased by 

mm. 4 -6 ,  F-Gi-C-Bbi-Fi . But the  f a c t  t h a t  the  t r e b l e  m oti f  changes a t  

m. 5 leads us to  hear  f o u r - p lu s - f o u r  b a r s ,  r eg a rd le s s  o f  the  complex 

r e l a t i o n s  o f  tonal  motion to  d u ra t io n .  ,

The second s t r a i n  o f  the  pavan i i / 3 8 4  provides an example of 

s t ro n g e r  a r t i c u l a t i o n  o f  the  fo u r -b a r  u n i t  (ex. 2 ) .  Here the  two 

phrases w i th in  th e  s t r a i n  a r e  p a r a l l e l ,  the  second being a melodic 

v a r i a n t  o f  the  f i r s t ,  with a d i f f e r e n t  d i r e c t i o n  t o  i t s  harmonic s e t t i n g .  

I t  i s  common among FVB dances t h a t  two phrases a re  p a r a l l e l  with re sp ec t  

to  t h e i r  melodic openings, a lthough t h i s  example, which involves a r e ­

s e t t i n g  o f  n e a r ly  the  same t r e b l e  l i n e ,  i s  somewhat unusual.  Even here 

Byrd l in k s  th e  two halves o f  the  s t r a i n  with a n t i c i p a t i o n  o f  the  t r e b l e  

m oti f  by th e  t e n o r ,  mm. 4-5 .

The f i r s t  s t r a i n  o f  Byrd 's  Pavana Ph. Tr.1 ( i /3 6 7 ,  ex. 3) i s  

very c l e a r l y  d iv ided  in to  two fo u r -b a r  phrases .  The design i s  a 

harmonic one. The ro o t  motions emphasize downbeats, as well as groupings

*The t i t l e  may in d ic a t e  a ded ica t ion  to  a member o f  the  Tregian
family .
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of  two and four  b a r s ,  and the  s t r a i n  d iv ides  in to  a motion from I to  V 

and a second motion, I-V-I (al though the  melodic l i n e  does not  p a r t i c u ­

l a r l y  suggest  the  in t e r r u p te d  descen t  a s so c ia t e d  with the  phenomenon of  

i n t e r r u p t i o n ,  the  dominant o f  mm. 3-4 i s  c l e a r l y  the  d iv id ing  dominant 

of  an i n t e r r u p t i o n ) .  The harmonic design r ec e iv e s  support  from every 

t e x tu r a l  and rhythmic element. The m oti f  changes a t  m. 5,  the  high 

melodic tone i s  ab ru p t ly  s t ru c k  a t  t h a t  p o i n t ,  and a kind o f  p a ra l l e l i s m  

between m. 1 and m. 5, based on the  t r e b l e  m o t i f s ,  i s  thus c rea ted .

There i s  a f u l l  s top  a t  th e  end o f  m. 2, w ithout  even a minor connection 

in to  m. 5 such as occurred in  ex. 2. The sense  o f  a r r i v a l  a t  m. 4 i s  a 

funct ion  o f  the  cadence in to  t h a t  measure, so t h a t  the  s t r a i n  has two 

c l e a r  a r r i v a l s ,  one on th e  dominant (m. 4) and one on the  ton ic  (m. 8 

[ 9 ] ) .

Lady Montegle 's  Paven ( i i / 4 8 3 ,  ex. 4) a l s o  has a s trong metr ic  

sense and w e l l - a r t i c u l a t e d  p h ras ing ,  a l though in. t h i s  case the  s t r a i n s  

each d iv ide  in to  th re e  groups o f  fo u r  semibreves.*  The measure groupings 

are  ev iden t  in the  ro o t  motions as well as in  th e  r e p e t i t i o n s  and im i ta ­

t io n s  t h a t  occur in each s t r a i n .  The a r t i c u l a t i o n  of  the  th ree  s t r a i n s  

i s  a lso  s t rong  in t h i s  dance. Each s t r a i n  begins with a t r i a d  which 

sep a ra te s  i t  from the  preceding (as shown in Table 2 ) ,  and each i s  

ch a rac te r ize d  by d i f f e r e n t  m o t i f s .  The t h i r d  s t r a i n  i s  d i s t in g u ish ed

*Brown ques t ions  th e  a t t r i b u t i o n  o f  t h i s  dance on s t y l i s t i c  
grounds: "The va r ied  re p e a t s  a re  f e e b l e ,  and the  theme o f  the  t h i r d
s t r a i n  i s  u n c h a r a c t e r i s t i c  o f  [Byrd] ."  He suggests  t h a t  i t  may be by 
William Byrd's  son,  Thomas (Byrd, Keyboard Music, 2:198). While Brown 
may be c o r r e c t ,  the  po in t  i s  a rguab le .  The pavan w i l l  be t r e a te d  as 
a dance by William Byrd in  t h i s  s tudy.
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by i t s  i n i t i a l  t e x t u r e ,  the  melody-and-accompaniment which c h a r a c t e r ­

i ze s  popular  tune s e t t i n g s  and does not  in general c h a r a c t e r i z e  FVB 

pavans. As w il l  be seen in o th e r  examples, i t  i s  q u i te  common among 

FVB pavans f o r  the  t h i r d  s t r a i n  to  be d i s t in g u ish ed  t e x t u r a l l y ;  Byrd 's  

Pavana Bray ( i /3 6 1 ,  ex. 1 ) ,  d iscussed above, i s  ano ther  o f  the  many 

such pavans.

Mode, Key, and Tonal S t ru c tu re

While the  FVB dances a re  r i c h  in modal m ixture ,  t h e i r  nominal 

modes can be determined by f i n a l s  and t r a n s p o s i t i o n  s igns  ( f l a t  key 

s i g n a t u r e s ) .  How l i t e r a l l y  the  modes a re  intended can only be seen 

by t h e i r  e x p lo i t a t io n  in indiv idual  dances. Compositions in F, such 

as Byrd 's  pavans i /361 (ex. 1) and i /367  (ex.  3 ) ,  a re  n e c e s s a r i l y  (and 

e x p l i c i t l y )  ion ian ,  the  lydian  mode having in f a c t  been i n f l e c t e d  with 

a Bb well before  the  Elizabethan per iod .  Compositions in A, inc luding  

pavan i i / 3 8 4 ,  a re  o f  n e c e s s i ty  a e o l ia n ,  a t  l e a s t  nominally , s ince  sharp 

key s ig n a tu re s  were not  in  use ,  a l though,  as wil l  be seen in the  

d iscu ss ion  o f  almans and co ran tos ,  sharps could be used throughout 

a composit ion so as to  d r a s t i c a l l y  a l t e r  the  mode. Both D pavans by 

Byrd (one being the  Lachrymae) a re  in  the  a e o l ia n ,  r a t h e r  than the  

d o r i a n ,  mode; did Byrd in tend to  make a d i s t i n c t i o n  between th ese  two 

modes com pos i t iona l ly ,  d e sp i te  the  f a c t  t h a t  a l i b e r a l  use o f  acc iden­

t a l s  makes such a d i s t i n c t i o n  i r r e l e v a n t?

In o rder  to  answer t h i s  q u es t io n ,  one must examine the  

d i f f e r e n c e s  in he ren t  in the  modes. Since a Bb in a D composition 

would in any case  occur f r eq u e n t ly  as an in s tan ce  o f  una nota super
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l a , a Bb as a t r a n s p o s i t i o n  s ign  ought t o  have more s ig n i f i c a n c e .

The s ig n i f i c a n c e  could conceivably  l i e  in the  use of  Bb as a r o o t ,  

r a t h e r  than simply as a melodic neighbor tone o f  A. In f a c t ,  the 

d i f f e r e n c e  between the  dorian  and aeo l ian  modes i s  t h a t  the  s ix th  

degree in th e  aeo l ia n  mode can be a r o o t ,  s ince  i t s  p e r f e c t  f i f t h  i s  

w i th in  th e  mode, while  the  s i x t h  degree in dor ian  cannot without r a i s in g  

the t h i r d  scale  degree and s ig n i f ic a n t ly  changing th e  modal f l a v o r .  On 

the  o th e r  hand, the  second degree in dorian does have i t s  p e r f e c t  

f i f t h  and i s  thus more e a s i l y  prolonged. In the  a eo l ian  mode the  

second degree can be prolonged harmonically  i f  th e  s i x t h  tone is  

r a i s e d ,  a common enough a l t e r a t i o n  but an a l t e r a t i o n  n e v e r th e le s s .

One would then expect  t h a t  th e  chosen mode would s i g n i f y  a p re d i s p o s i ­

t io n  toward c e r t a i n  harmonic p ro longa t ions ,  and would thus have some 

important  e f f e c t s  on tonal  s t r u c t u r e .

In the  case  o f  the  Lachrymae pavan ( i i / 4 2 ) ,  we a re  deal ing 

with a t r u e  t r a n s p o s i t i o n  o f  an aeolian-mode composition by Dowland.1 

B - f l a t  i s  used as a ro o t  as well as a neighbor tone in  the  bass ;  and 

the  spec ia l  c h a ra c te r  o f  the  m o ti f  dominating the  pavan i s  in t im a te ly  

connected with th e  h a l f - s t e p ,  Bb-A. The r a i s ed  s ix th  which occurs 

b r i e f l y  in the  Byrd and Farnaby s e t t i n g s  o f  the  pavan as the  f i f t h  

above the  second degree ( t h i r d  s t r a i n ,  t en th  semibreve) does not  occur 

in th e  Dowland v e r s io n s ;  o th e r  occurrences o f  r a i s e d  s ix th  tones a re  

r e s t r i c t e d  to  those  o f  melodic n e c e s s i ty ,  the  accommodation of  the

*Lute ver ions  of  Dowland's pavan a re  p r im ar i ly  in G-aeolian 
(w i thou t ,  of  course ,  a key s i g n a tu r e ) ,  while  the  consor t  vers ion  i s  in 
A. Farnaby 's  s e t t i n g  (FVB i i / 4 7 2 )  i s  a lso  in A. The Lachrymae pavan 
i s  d iscussed  below; see pp. 72-75 and ex. 31.



31

r a i s e d  lead ing  to n e .  Thus i t  may be sa id  t h a t  the  Lachrymae pavan is  

v i r t u a l l y  f r e e  o f  dorian  im p l i c a t io n s .

The o th e r  D-aeolian pavan by Byrd ( i i / 3 8 9 ,  ex. 9) ranges f a r t h e r

a f i e l d ,  as w i l l  be seen in th e  d iscu ss io n  o f  ro o t  motions,  and makes

f r e e r  use o f  a c c id e n ta l s .  In t h i s  case Bb does occur as a ro o t  tone,  

but  so does E (with i t s  f i f t h ,  B^l), as V o f  V. The p ica rd ian  t h i r d s  of 

t h i s  pavan a re  the  r u l e  in  E l izabe than  dances in the  minor-type modes; 

but  the  ad d i t io n a l  i n f l e c t i o n s  make mode des igna t ion  n ear ly  p o in t l e s s  

in t h i s  case .

The two do r ian  pavans o f  Byrd, in G ( i i / 2 0 0 )  and C ( i i / 2 0 4 ) ,  

a re  a l s o  f a i r l y  l i b e r a l l y  i n f l e c t e d ,  but only  in the  sharp d i r e c t i o n ,  

with no lowered s i x t h  degrees .  In both of  these  pavans, harmonic 

pro longat ions  o f  th e  dominant c r e a t e  the  span of  the  second s t r a i n .  

Since V o f  V r e q u i r e s  a r a i s e d  s i x t h  tone in the  aeo l ian  mode but not 

in the  d o r ian ,  th e  choice  o f  dor ian  lends i t s e l f  to  t h i s  emphasis on 

th e  sharp or dominant s id e  o f  the  t o n i c .  I t  can even be seen in Table

2 t h a t ,  whereas i i / 2 0 0  and i i / 2 0 4  cadence to  V in the  second s t r a i n ,

i i / 4 2  merely a r r i v e s  a t  V as a foreground dominant, V(o). In most

o th e r  Byrd pavans in  the  a eo l ia n  mode, in  f a c t ,  th e  emphasis i s  on

pro longat ion  o f  a re a s  o th e r  than V. An exception i s  the  A-aeolian 

pavan i i / 3 8 4 :  in i t s  second s t r a i n  (ex. 2, above), both VI, F, as

upper neighbor o f  V, and I I ,  B, as V o f  V, occur in an express ion

of  minor which combines elements o f  dorian  and a e o l ia n .  On the  

whole, however bVI occurs r a r e l y  in  Byrd's dorian dances,  but
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f r e q u e n t ly  and prominently in those  in  the  a eo l ian  mode.1

The d i s t i n c t i o n  between ionian and mixolydian i s  more d i f f i c u l t  

to  examine, s ince  the  p o s s i b i l i t y  o f  G-ionian i s  precluded by the 

absence o f  sharp s ig n a tu r e s ,  and s ince  th e re  a re  no t ransposed  mixo­

lyd ian  (F o r  C) dances in the  c o l l e c t i o n .  N ever the le ss ,  composers were 

f r e e  to  i n f l e c t  the  dances so as to  change the  de f a c to  mode. I f  th e re  

i s  a d i s t i n c t i o n  between ionian  and mixolydian, i t  i s  t h a t  the  ionian 

mode, with i t s  p e r f e c t  f i f t h  between the  t h i r d  and seventh to n e s ,  favors  

the  sha rp ,  o r  upper f i f t h ,  s id e  o f  th e  to n ic  and provides the  oppor tun i ty  

f o r  I I I  p ro lon g a t io ns ,  while th e  mixolydian mode, with i t s  p o s s i b i l i t y  

o f  bVII, favors  the  f l a t  s id e .  Such a d i s t i n c t i o n  i s  not  c l e a r  from the 

few major-mode FVB pavans by Byrd. All t h r e e  mixolydian pavans a re  in 

e f f e c t  more ionian  than mixolydian.  In f a c t ,  the  u p p e r - f i f t h  d i r e c t i o n  

plays a s i g n i f i c a n t  ro l e  in i i / 4 2 7 ,  wi th  i t s  canon a t  the  f i f t h ,  as well 

as in the  sequence o f  f i f t h s  in both i i / 3 9 8  and i i / 4 8 3  (ex. 4 ) .  Of 

these  th re e  dances,  one ( i i / 4 8 3 )  has a s t r u c t u r a l  balance on the  f l a t  

or  subdominant s id e ;  t h i s ,  along with the  high melodic tone f 1, gives 

t h i s  pavan i t s  mixolydian f l a v o r ,  d e s p i t e  the  near  absence o f  bVII. 

Nei ther  o f  the  F- ionian pavans by Byrd make any se r io u s  motion in the  

f l a t  d i r e c t i o n ,  a lthough in bo th ,  Eb o c ca s io n a l ly  occurs in the  con tex t  

of  b r i e f  p ro longat ions  o f  the  subdominant. A somewhat c l e a r e r  p i c tu r e  

o f  the  d i s t i n c t i o n  between the  ionian and mixolydian pavans may be
2

obtained by an examination o f  compositions not  included in the  FVB.

^ e e T a b l e  3. Neighbour ( Consort and Keyboard Music, p. 180) sup­
po r t s  t h i s  con ten t ion  with examples from o th e r  sources o f  Byrd 's  dances.

p
See Table 3 and Neighbour (Consort and Keyboard Music, p. 180).
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Although the  minor-mode dances a re  well i n f l e c t e d  with p ica rd ian  

t h i r d s ,  th e re  i s  no rea l  confusion among the  Byrd pavans between minor 

and major,  as can be seen in the  f a c t  t h a t  the  f l a t  t h i r d  tone in minor 

i s  o f ten  prolonged harmonical ly  and i s  of  g re a t  s t r u c t u r a l  importance. 

The pavan i i / 2 0 0  in G i s  an exceptional  case .  N ei ther  i t s  b - f l a t s  nor 

i t s  b - n a tu r a l s  f i g u r e  s i g n i f i c a n t l y  in  i t s  tonal  s t r u c t u r e ,  as th e re  a re  

n e i t h e r  I I I  nor VI chords .  The modal mixture i s  important  in the  co lo r  

o f  the  composit ion, but  i s  conspicuously  unimportant  harmonically . The 

g a l l i a r d  o f  t h i s  pavan, nominally a l s o  in G-dorian, i s  more mixolydian 

than dor ian  in e f f e c t .  O rd in a r i ly ,  th e  d i f f e r e n c e  in c h a ra c te r  between 

major and minor i s  f a r  g r e a t e r  and has more s t r u c t u r a l  import than t h a t  

between the  two minor o r  the  two major modes in use ,  and s i g n i f i c a n t  

cases  of  minor-major mixture  a re  r a r e  among FVB pavans.

Texture

The pavans by Byrd in the  FVB a re  ty p ica l  o f  the  Elizabethan 

keyboard pavan in  t h e i r  polyphonic s t y l e ;  some o f  them a r e ,  in f a c t ,  

i n t a b u l a t i o n s .  One o f  th e  e a r l i e s t  o f  t h e s e ,  the  C-dorian pavan i i / 2 0 4  

( " th e  f i r s t  t [ h a t ]  ever  hee m[ade],"  according to  the  manuscript ,  and 

included in th e  1591 Nevell m anuscr ip t) ,  su rv ives  in a f iv e -v o ice  

c o n so r t  v e r s io n ,  and i t s  keyboard s e t t i n g  i s  i t s e l f  p r im ar i ly  in f i v e

v o ices .*  More o f ten  th e  pavans a re  w r i t t e n  with fou r  d i s t i n c t  vo ice s ,

th e  t e x tu r e  f i l l e d  out  in  opening and c los ing  chords (as in the  f i r s t  

s t r a i n  o f  i /3 6 7 ,  ex. 3 ) .  The four  voices a re  a l l  a c t iv e  and coheren t ,

N e igh b ou r ,  Consort and Keyboard Music, p. 181. The consor t  
v e rs ion  i s  no. 14 in The Col lec ted  Works o f  William Byrd, ed. K. E l l i o t t
(London: S t a in e r  & B e l l ,  1971), 17:no. 14.
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but the  t r e b l e  i s  the  only vo ice  with  a d i s t i n c t  melodic a rch ,  and 

the  bass tends to  s u s t a in  o r  r e p e a t  ro o t  tones while  o th e r  voices move 

a t  a f a s t e r  r a t e .  The use o f  im i t a t i v e  m oti fs  in a l l  voices provides a 

t e x tu r a l  r ichness  t h a t  helps to  sustain i n t e r e s t  in the  slow-moving 

pavan.

Byrd's  use o f  keyboard f i g u r a t i o n  to  embell ish  the  four-voiced  

polyphony i s  conserva t ive .  Ornamental f l o u r i s h e s  w i th in  the  i n i t i a l  

s ta tement  o f  each s t r a i n  a re  r e s t r a i n e d ,  f i g u r a t i o n  being reserved f o r  

the  var ied  r e p r i s e s . 1 In t h i s  regard  Byrd 's  dances a re  s im i l a r  to  h is  

song v a r i a t i o n s ,  which in v a r i a b ly  begin with an unembellished s e t t i n g  

o f  the  song.

The dance r e p r i s e s  in th e  FVB appear modest in t h e i r  degree of  

v a r i a t i o n  when compared with th e  song and ground v a r i a t i o n s .  The themes 

o r  su b je c t s  o f  the  l a t t e r  genres a re  both concise  and f a m i l i a r ,  and the  

progress  through th e  v a r i a t i o n s  i s  gradual ( e s p e c i a l ly  in those by Byrd), 

g iving the  composer g re a t  l a t i t u d e  in  h is  dev ia t io n s  from the o r ig in a l  

s ta tem ent .  By comparison, th e  dance r e p r i s e s  o f  the  FVB and o f  o ther  

keyboard and l u t e  so u rces ,  f l o r i d  though they may be, r e ly  more on 

s t e r e o ty p ic  methods of  embell ishment,  the  Elizabethan equ iva len ts  of  

the  Baroque agrements and p a s sa g g i , while  preserv ing  the  o r ig in a l  

contours o f  the  s t r a i n .  Two approaches may be d is t in g u ish ed  in the  

v a r i a t i o n  o f  pavan s t r a i n s :  one, th e  use o f  f i g u r a t i o n  to  i n t e n s i f y

the  polyphony, the  o th e r ,  th e  abandonment o f  polyphonic t e x tu re  fo r

^ o r  purposes o f  c l a r i t y ,  the  t e x tu r e  of  the  FVB dances i s  
s im p l i f i e d  in the  examples except  where i t  i s  r e f e r r e d  to  in the  t e x t .
The reader  should c o n su l t  p r in te d  e d i t i o n s  f o r  an accu ra te  sense of  
foreground d e t a i l .
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f i g u r a t i o n  which may reduce th e  fo u r  voices to  two. While Byrd takes  

both approaches,  he favors  th e  former.  Byrd and h is  contemporaries 

tended to  use many v a r i a t i o n  procedures w ith in  a s in g l e  dance, and in 

f a c t  o f ten  changed procedures w i th in  the  course  o f  a s i n g l e  r e p r i s e ,  

as in the  f i r s t  s t r a i n  o f  Byrd 's  pavan i i / 3 8 4  (ex. 8 e ) .  Here aga in ,  

the  dances d i f f e r  from the  song and ground s e t t i n g s ,  in  which composers 

g e n e ra l ly  confined themselves to  the  exp lo ra t ion  o f  a s i n g l e  technique 

in each v a r i a t i o n ,  a sys tem at ic  approach which has been i d e n t i f i e d  with 

the  them e-and-var ia t ions  genre s ince  the  s ix t e e n th  cen tu ry .

Meter and Rhythm

Duple meter does not  lend i t s e l f  to  the  com plex i t ies  o f  s h i f t e d  

accen ts  and regrouped beats  found so of ten  in t r i p l e  meter. There i s  a 

tendency among th e  Byrd pavans to  escape from the  squareness o f  duple 

meter  t e x t u r a l l y ,  p a r t i c u l a r l y  through inner  voice a c t i v i t y .  Sometimes, 

to o ,  motifs  a re  d isp laced  m e t r i c a l l y  so as to  so f te n  r a t h e r  than r e i n ­

fo rce  the  very obvious m etr ic  s t r e s s e s  ( see ,  f o r  example, the  opening of 

i /3 6 7 ,  ex. 3 ) .  Syncopations, t i e s ,  and delayed en trances  a l l  f i g u r e  

prominently in c r e a t in g  the  f a n t a s i a - l i k e  t e x tu r e  o f  Byrd's  pavans, 

although the  bass i s  seldom syncopated as i t  i s  in i i / 4 8 3  (ex.  4 ) ,  

f i r s t  s t r a i n .  The impulse towards the  f r e e  f a n t a s i a  s t y l e  i s  curbed 

by the  r e g u l a r i t i e s  o f  dance meter ,  the  bass emphasis o f  the  downbeat 

making p o ss ib le  the  freedom of  the  upper vo ices .

Often in the  pavans o f  Byrd, as well as o f  o th e r  FVB composers, 

s t r a i n s  open with some form o f  the  rhythm, o  <Jd, e i t h e r  as repeated  

n o te s ,  as in i /361 (ex. 1 ) ,  or  with a moving bass ,  as in the  second
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s t r a i n  o f  i i / 4 8 3  (ex. 4 ) .  In these  and o th e r  s t r a i n  openings (shown 

in ex. 5 ) ,  t h i s  rhythmic c l i c h e  a c t s  both to  announce the  s t r a i n  

opening ( a s ,  in a qu icke r  tempo, i t  announced the opening o f  the  

canzone) and to  e s t a b l i s h  th e  sense o f  measure as well as of  b ea t .

Arbeau devotes  pages t o  the  d iscu ss io n  o f  drum be a t s .  Drum beat  

p a t t e r n s  d i s t i n g u i s h  th e  s t rong  from the  weak b e a t s ,  and the  p a t te rn  

l o n g - s h o r t - s h o r t  i s  one o f  th e  s im p le s t  ways to  make such a d i s t i n c t i o n .  

Although not  c h a r a c t e r i s t i c  o f  s i x te e n th - c e n tu r y  pavans in g e n e ra l ,  the  

rhythm, o i d *  can be found in many o f  the  A t ta ingnant  pavans, and is  

th e  p a t t e r n  chosen by Arbeau to  accompany the  song-pavan, "Belle  qui 

t i e n s  ma v i e , "  in  d im inu t ion ,  J J i .  I t  i s  not  c h a r a c t e r i s t i c  of  such 

e a r l i e r  pavans as those  in the  Dublin v i r g in a l  manuscript.

The pavans of  Byrd and h i s  contemporaries a l s o  of ten  made use 

o f  c l i c h e  f i n a l  bars  which were q u i t e  f l o r i d .  I t  i s  gen e ra l ly  the  

case  t h a t  such formulas occur only a t  the  s t r a i n  endings, in  keeping with 

th e  avoidance o f  a r t i c u l a t i o n  w ith in  the  s t r a i n .  Example 6 shows ending 

formulas as they most commonly occur in the  FVB as well as in the  Dublin 

v i r g in a l  manuscript  and in Dowland l u t e  works. The func t ion  o f  such 

formulas i s  to  punctuate  as well as t o  ornament; in  the  case o f  l u t e  

music (and perhaps,  t o  a small degree ,  v i rg in a l  music) ,  the  s c a l e s ,  

repea ted  notes  and arpeggios a re  th e  only means of  su s ta in in g  the f in a l  

chords a f u l l  measure. In some c ase s ,  as in exx. 6e and 6 f ,  the  

c lo s in g  o f  a s t r a i n  involves f i g u r a t i o n  leading to the  r e p r i s e  of the 

s t r a i n .  At o th e r  times the  f i r s t  s t r a i n  s ta tement  has a formulaic  

ending, the  r e p r i s e  ending being l e s s  formulaic  and more f l o r i d  (ex .6g ) .
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Such endings as those in  ex. 6c a re  the  most common, and cannot  be 

sa id  to  be the  specia l  p roper ty  o f  any one FVB composer.

Motifs:  R e p e t i t io n ,  Im i ta t io n ,  and Sequence

The i m i t a t i v e  t e x tu r e  which, according to  Morley, i s  c h a r a c t e r ­

i s t i c  o f  the  pavan, i s  p a r t i c u l a r l y  c h a r a c t e r i s t i c  o f  the  pavans of  

Byrd. The a s s o c i a t io n  o f  t h i s  t e x tu re  with the  pavan cannot adequate ly  

be t r a c e d ,  s in ce  th e re  a re  so few English dance sources from the  second 

h a l f  o f  the  s ix t e e n th  cen tu ry .  But two o f  the  pavans in the  Dublin 

manuscr ip t ,  no. 3 by Master Taylor and no. 21, use po in ts  o f  im i ta t io n  

to  begin s t r a i n s  and then ,  as Morley s a i d ,  "away to  some c lo s e . "

Example 7 shows the  th re e  s t r a i n s  o f  no. 2 1 .1 The t e x tu r e  c re a te d  by 

fou r  rhy thm ica l ly  independent voices stands in  c o n t r a s t  to  th e  melody- 

and-accompaniment t e x t u r e  which i s  o f ten  found among o th e r  Elizabethan 

dance ty pes .

In the  music o f  Byrd, moti fs  a re  used e i t h e r  to  c r e a t e  such an 

im i t a t i v e  t e x t u r e ,  as in the  f i r s t  two s t r a i n s  o f  i i / 4 8 3  (ex.  4 ) ,  o r  

to  measure time with r e p e t i t i o n  (ex. 2) and sequence. Generally  speak­

in g ,  Byrd used m oti fs  t o  c r e a t e  c o n t r a s t  r a t h e r  than a s s o c ia t io n  between 

s t r a i n s :  each s t r a i n  may or  may not have i d e n t i f i a b l e  m o t i f s ,  but  no

two s t r a i n s  o f  a pavan share  th e  same m oti fs .

The s ig n i f i c a n c e  of  th e  moti f  can be witnessed in the  e x te n t  

to  which i t  i s  or  i s  not  preserved in the  v a r ied  r e p r i s e .  In many 

case s ,  Byrd p reserves  th e  motifs  in ornamented or va r ied  form (exx.

8 a ,b ) .  Sometimes inner  voices a re  absorbed in the  r e p r i s e  f i g u r a t i o n ,

i m i t a t i v e  m oti fs  a re  ind ica ted  in examples by b ra c k e t s ,  I | .
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but  t h i s  does not  g e n e ra l ly  occur in Byrd pavans. Quite o f t e n ,  a new 

im i ta t io n  appears in  the  r e p r i s e :  in  the  canonic pavan by Byrd ( i i /

427) ,  the  f i g u r a t i o n  used i m i t a t i v e l y  in the  r e p r i s e s  i s  not  between 

th e  soprano and a l t o ,  which a re  the  voices  in canon, but  between the 

soprano and te n o r  o r  bass (ex.  8c ) .  Example 8d, taken from the th i r d  

s t r a i n  o f  i i / 2 0 0 , shows Byrd r e a l i z i n g  an i m i t a t i v e  p o s s i b i l i t y  in the  

r e p r i s e  which was only suggested in th e  f i r s t  s ta tem ent  o f  the  s t r a i n .

While Byrd 's  m oti fs  have a s t ro n g e r  p r o f i l e  than do those used 

in  pavans of  the  Dublin v i r g in a l  manuscr ip t ,  they a re  s t i l l  f a i r l y  

s imple ,  and a re  o f ten  no more than t r i a d s  given rhythmic d e f i n i t i o n  

(ex.  4 ,  f i r s t  s t r a i n ) ,  f i l l e d - i n  t h i r d s  or  fo u r th s  (exx. 3 and 8d ) ,  

o r  o th e r  t r i a d - d e f i n i n g  f i g u r e s .  Because t h e i r  use i s  t ex tu ra l  r a th e r  

than formal—they do not  r e tu r n  l a t e r  in a dance, nor a re  they sub­

j e c te d  to  development—the  m oti fs  need not  be memorable. They a re  

sometimes used to  d e f ine  the  measure, o th e r  times to  c o n t r a d ic t  i t .

The m oti f  o f  the  t h i r d  s t r a i n  o f  i i / 4 8 3  (ex. 4) emphasizes the measure, 

while  the  m oti f  o f  the  f i r s t  s t r a i n ,  with i t s  downbeat r e s t ,  and t h a t  

of  the  f i r s t  s t r a i n  o f  i /367  (ex. 3 ) ,  with i t s  web o f  syncopated 

e n t r a n c e s ,  a re  used to  so f te n  th e  downbeat. In ex. 1, aga in ,  the  t h i r d  

s t r a i n  m oti f  i s  used p r im a r i ly  to  emphasize the  measure, while t h a t  of 

th e  second s t r a i n  (which i s  hard ly  a moti f  but  which nev er th e le s s  i s  

the  su b je c t  o f  im i ta t io n )  c r e a t e s  a continuous f a n t a s i a - l i k e  t e x tu re .  

Here, as in many o th e r  FVB pavans, the  c h a ra c te r  of  the  t h i r d  s t r a i n  

i s  d i s t in g u is h e d  from t h a t  o f  the  f i r s t  two; i t  i s  common f o r  th e  f in a l  

s t r a i n  to  break from f a n t a s i a  t e x t u r e  in to  one which i s  more homo­

rhythmic o r  a t  l e a s t  more m e t r i c a l l y  emphatic.
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Sequential  r e p e t i t i o n ,  so prominent among FVB dances,  i s  

conspicuously absent  from Byrd pavans. S ince ,  as  w i l l  be d iscussed ,  

sequence l in k s  motion to meter and phrase  and thus can be used to  

emphasize downbeats and p e r io d ic  s t r u c t u r e ,  the  absence of sequence 

can be understood as an avoidance of  such emphasis and r e g u l a r i t y .

While the  bass l i n e s  o f  Byrd pavans g e n e ra l ly  give a s t rong  sense of 

downbeat, a t  the  leve l  o f  the  phrase Byrd avoids c r e a t i n g  a r t i c u l a t i o n s  

d e f in in g  u n i t s  sm a l le r  than th e  s t r a i n .

Melodic Motion

The t r e b l e  l i n e  o f  Byrd 's  pavans does not have the  shape or 

c o n t in u i ty  o f  a s e l f - s u f f i c i e n t  melody. This i s  in p a r t  d i c t a t e d  by 

the  f a n t a s i a  t e x tu re  o f  the  pavans, in which th e  t r e b l e  i s  one o f  four  

n ear ly  equal vo ices ,  and i s  not  n e c e s s a r i l y  the  most a c t i v e  o r  prominent 

of the  voices  a t  a given time. In the  f i r s t  s t r a i n  o f  the  Pavana Bray 

( i /3 6 1 ,  ex. 1) the  t r e b l e  may be understood to  continue  through the 

s t r a i n —o r ,  perhaps, i t  may be heard as dropping out  in mm. 4-5 [5 -6 ] .  

S t r i c t l y  speaking, the  t r e b l e  may be a c t i v e ,  may s u s t a i n ,  may r e s t ,  

may c ross  below the  a l t o ,  as  i t  might in  a consor t  p iece .  This i s  

not  the  case f o r  t reb le -dom inated  dances in  which a popular  dance 

tune i s  supported by a polyphonic s e t t i n g ,  as in  the  pavan "Belle  qui 

t i e n t  ma vie"  given in Arbeau's  Orchesography.* The pavans o f  the  

FVB a re  e i t h e r  o r ig in a l  compositions o r  s e t t i n g s  o f  o r ig in a l  conso r t ,  

l u t e ,  o r  keyboard composit ions,  and a re  fundamentally  polyphonic.

This i s  l e a s t  t rue  f o r  the  Lachrymae pavan, s e t  by Byrd and Farnaby,

^Arbeau, Orchesography, pp. 60-64.
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but t h i s  work i s  e x c e p t io n a l ,  and m er i ts  s e p a ra te  d iscu ss io n .*

At the  same t ime,  th e  t r e b l e  l i n e s  of  many o f  the  FVB pavans,

and o f  Byrd 's  in p a r t i c u l a r ,  a re  c l e a r  in contour and d i r e c t i o n ,  and

a re  a s i g n i f i c a n t  s t r u c t u r a l  element . The two melodic descents  in the  

f i r s t  s t r a i n  o f  th e  pavan o f  ex. 1, supported by the  ro o t  motions I-V 

and I -V - I ,  d e f ine  the  two phrases  o f  t h a t  s t r a i n .  S im i la r ly ,  the  two 

halves o f  the  second s t r a i n  a re  def ined  by the  melodic arch f - c 1- f  (mm. 

1-4) and th e  a sce n t  t o  c 1 (mm. 5 -8 ) .  The t h i r d  s t r a i n  o f  t h i s  pavan 

shows no such compelling shape,  and in f a c t ,  while  a c t iv e  in the  f o r e ­

ground, i s  s t a t i c  in  the  middleground f o r  s ix  ba rs .

Any d iscu ss io n  o f  th e  s ig n i f i c a n c e  o f  the  uppermost voice

must take in to  c o n s id e ra t io n  two q u a l i f i c a t i o n s :  one, t h a t  the  t r e b l e

i s  not  a t  any given time n e c e s s a r i l y  the  uppermost vo ice ,  s ince  i t  may 

have r e s t s  o r  c ro ss  below th e  a l t o ,  in which case the  a l t o  must be 

t r e a t e d  as the  uppermost voice  f o r  a n a l y t i c  purposes;  and two, t h a t  

the  uppermost tone i s  by no means n e c e s s a r i l y  th e  tone o f  g r e a t e s t  

s t r u c t u r a l  importance. This l a t t e r  observat ion  i s  p a r t i c u l a r l y  

important  in  E lizabethan  music, where f o r  purposes of  so n o r i ty  com­

posers o f ten  placed uppermost the  t h i r d  of  th e  t r i a d ,  r eg a rd le s s  of  

the  log ic  o f  th e  o v e ra l l  melodic l i n e .  The melodic cover tone ,  as i t  

might be termed, has only the  most local  s i g n i f i c a n c e ,  and i s  omitted 

from the examples.

The t h i r d  s t r a i n  of  ex. 1 draws a t t e n t i o n  to  another  i s sue  

with regard  to  melody. This s t r a i n  has the  most s t a t i c  (when viewed

*See pp. 72-75 and ex. 31.
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as a whole) as well as th e  most tuneful  t r e b l e  o f  the  th re e  s t r a i n s .

I t  i s  i t s  rhythmic and m otiv ic  c h a r a c te r  and i t s  use o f  p a t t e r n s  t h a t  

br ing  to  mind a popular  dance tune .  Thus i t  i s  important  to  d i s t in g u i s h  

between a sense o f  melodic motion,  which a t r e b l e  might e x h ib i t  a t  a 

foreground o r  middleground l e v e l ,  and tu n e f u ln e s s ,  which i s  a foreground 

a t t r i b u t e  and an element o f  design r a t h e r  than o f  s t r u c t u r e .  Byrd's 

pavan t r e b l e s  achieve a high degree o f  melodic motion but a re  not 

o r d i n a r i l y  t u n e fu l .

The range o f  the  t r e b l e  l i n e  in Byrd pavans i s  f a i r l y  r e s t r i c t e d ,  

with the  r e s u l t  t h a t  th e  melodic high p o in ts  a re  of  g re a t  importance.

The a t ta inm ent  o f  the  high tone i s  a s i g n i f i c a n t  event  w i th in  a s t r a i n ;  

i t  i s  then easy to  hear  when i t  i s  regained o r  surpassed  in .subsequen t  

s t r a i n s .  The organic  u n i ty  o f  many pavans depends on t h i s  su b t le  

melodic c o n t in u i ty  between s t r a i n s .  In Lady Montegle 's  Paven ( i i / 4 8 3 ,

. ex. 4) .the s t r u c t u r a l  high tone  o f  the  f i r s t  s t r a i n  i s  d1 , with e 1 as 

a prominent neighbor tone .  By th e  middle o f  the  second s t r a i n  e 1 occurs 

with g r e a t e r  emphasis (as a chord tone o f  the  prolonged IV), and f 1 

occurs as i t s  upper ne ighbor.  F i n a l l y ,  in the  t h i r d  s t r a i n  f 1 i s  no 

longer  a neighbor tone but  r a t h e r  a chord tone o f  Vb (and an important  

b i t  o f  mixolydian c o lo r in g ) .

The f i r s t  s t r a i n  in Byrd pavans i s  o f ten  a to n ic  prolongat ion  

involving a melodic descent  from 5 to  1 o r  from 3 to  1. The tone from 

which the  descent  s t a r t s  may be s t ru c k  a t  the  opening, as in ex. 4 ,  

but  i s  o f ten  reached only l a t e r  in the  s t r a i n ,  as in the  pavan i i / 3 8 9  

(ex. 9 ) .  The f i r s t  s t r a i n  o f  th e  pavan i /367 (ex.  3) has a c h a r a c t e r ­

i s t i c  melodic shape in which the  s t r u c t u r a l  melodic tone 5 i s
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embell ished with a gradual motion up to  f 1 , 8 ,  before  the  f i n a l  descen t .  

The t r e b l e  thus p a r t i t i o n s  the  octave in to  two segments, 1-5 and 5-8.

The most usual terminal  chord f o r  the  second s t r a i n  i s  V, and 

so the  melody g e n e ra l ly  a l s o  cadences to  th e  f i f t h  sc a le  tone.  In ex.

1 th e  two melodic motions o f  the  f i r s t  s t r a i n ,  3-2 and 3-2-1 ,  a re  

answered by two motions in th e  second, the  arch 1-5-1 and the  ascen t  to  

the  terminal  5. The middle s t r a i n  o f  pavan i i / 3 8 4  (ex.  2) i s  unusual in 

t h a t  th e r e  a re  two very  s i m i l a r  a scen ts  from 1 to  5. In the  case  o f  a 

minor-mode pavan with a middle s t r a i n  prolonging I I I ,  the  t r e b l e  may 

c i r c l e  around 3 ,  o r  move repea ted ly  between 5 and 3,  as in the  pavan 

389 (see  r e d u c t io n ,  ex. 9b).  The shape o f  the  melodic l i n e  in a s t r a i n  

which moves to  or  w ith in  th e  subdominant, as in the  middle s t r a i n  of 

i /483  (ex. 4 ) ,  i s  l ikew ise  n e c e s s a r i l y  r e l a t e d  to  the  harmonic s t r u c t u r e .

The t h i r d  s t r a i n  con ta ins  the  f in a l  melodic descent  to  the  

t o n i c .  Frequently  the  t h i r d  s t r a i n  i s  l inked to  the  second in  i t s  

melodic and harmonic s t r u c t u r e ,  as in  i i / 4 8 3  (ex. 4) and i i / 3 8 9  (ex. 9 ) .  

Whether or  not  t h i s  i s  the  case ,  the  t h i r d  s t r a i n ,  l i k e  the  second, 

g e n e ra l ly  lacks e i t h e r  a sense o f  melodic d i r e c t i o n  (ex. 1) o r  s e l f -  

s u f f i c i e n c y  ( Pavana Ph. Tr.  [ i / 3 6 7 ,  ex. 3 ] ) ,  both o f  which can g e n era l ly  

be found in Byrd 's  f i r s t  s t r a i n s .

Bass Motion and Counterpoint

Harmonic motions—t h a t  i s ,  motions of  a f i f t h —predominate in 

Byrd's  pavans as in most dances. The ro o t  tones a re  o f ten  connected by 

passing tones  which support  invers ions  as well as roo t  p o s i t ion  t r i a d s .  

Generally  speaking,  the  harmonic motions co inc ide  with metr ic  s t r e s s ,
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with p ass in g ,  ne ighbor ing ,  and o th e r  embell ishing motions occurr ing  

between s t r e s s e d  b e a t s .  In t h i s  way the  harmonic bass motion which 

i s  so c h a r a c t e r i s t i c  o f  dance music i s  a t r a i t  in separab le  from the  

s t rong  m etr ic  s t r e s s e s  o f  dance.

Because the  FVB pavans a re  t e x t u r a l l y  modeled on f a n t a s i a s ,  

the  bass p a r t i c ip a te s  in i m i t a t i v e  a c t i v i t y .  Since many motifs  r e l y  on 

a downbeat r e s t  to  help emphasize th e  po in ts  o f  im i ta t io n  (second s t r a i n  

o f  ex. 1, ex. 2, second and t h i r d  s t r a i n s  o f  ex. 3 , and f i r s t  s t r a i n  

o f  e x .4 ) ,  the  bass tone  may a t  times be absen t  from the  downbeat. This 

i s  not a t  a l l  ty p ic a l  o f  dance music, which o r d i n a r i l y  r e l i e s  on the 

bass as t imekeeper.  However, such delayed bass en trances  a re  local  

events in the  con tex t  o f  very r e g u la r  bass motions.

The f i f t h  r e l a t i o n s h i p  i s  used f o r  c re a t in g  the  overa l l  

s t r u c t u r e s  and f o r  prolonging tonal  a r e a s .  Occasional ly  i t  i s  a lso  

used by Byrd f o r  foreground i n t e r e s t ,  as in the  middle s t r a i n  of  i i / 4 8 3  

(ex.  4 ) ,  where the  bass f a l l s  through a success ion o f  f i f t h s  from E 

(m. 2 [3 ] )  to  C (m. 6 [ 7 ] ) ,  o r  the  middle s t r a i n  o f  i i / 3 8 9  (ex. 9 ) ,  

where a s i m i l a r  success ion  occurs in  the  sh o r t  space o f  f i v e  semi­

b reves ,  mm. 4-6 .

Root motions o f  a t h i r d  occur o f t e n ,  e i t h e r  as an embellishment 

o r  as p a r t  o f  a h o r i z o n t a l i z a t i o n  o f  a t r i a d .  The most commonly 

occurr ing  roo t  embellishment o f  a t h i r d  i s  in a cad en t ia l  f i g u r e  leading 

to  the  penult imate  chord,  the  dominant. Some o f  the  ways in which t h i s  

might occur a re  i l l u s t r a t e d  in ex. 10. The e la b o ra t io n s  must be under­

stood in terms of  the  fundamental cad en t ia l  f ig u re  (10a) ,  which i s  a 

harmonic support  o f  a f a l l i n g  t r e b l e  l i n e ,  3-2-1 .  The t r e b l e  i t s e l f
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i s  commonly embell ished with a t h i r d ,  3 - 2 ( - l -# 7 )  -  l ( 1 0 b ) , g iving r i s e  

to  a s e r i e s  of  p o ss ib le  bass sup p o r ts .  In term edia te  s o n o r i t i e s  which 

r e s u l t ,  inc lud ing  to n ic  t r i a d s ,  a re  f l e e t i n g  and a re  su bse rv ien t  to  

th e  broader c ad e n t ia l  motion.

The importance o f  the  t h i r d  r e l a t i o n s h i p  with r e s p e c t  to  the  

harmonic s t r u c t u r e  o f  a dance i s  ev id e n t  in th e  pavan i i / 3 8 9 , p a r t i c u ­

l a r l y  when t h i s  dance i s  regarded as a continuous whole (ex. 9b).  In 

t h i s  case the  mediant  harmony occurs in the  co n tex t  o f  a I - I I I - V  motion 

which s t r e t c h e s  over th re e  s t r a i n s .  Again, th e  bass cannot be under­

stood withou t  re fe ren c e  to  the  melodic l i n e .  Because chords r e l a te d  

by a t h i r d  have two common to n es ,  they may be used as a l t e r n a t i v e  

supports  f o r  a s i n g l e  melodic to n e .  And I I I  has th e  s t r u c tu r a l  

p o te n t i a l  to  support  th e  important  melodic f i f t h  and t h i r d  degrees.

The t h i r d  r e l a t i o n s h i p  i s  e x p lo i t e d  widely by the  E l izabe thans ,  and 

i s  not s t y l i s t i c a l l y  p e c u l i a r  to  the  music o f  Byrd o r  o f  the  v i r g i n a l -  

i s t s .

I t  i s  a commonplace t h a t  the  English composers favored c ro s s ­

r e l a t i o n s .  The con tex t  o f  th e  most f req u en t  c r o s s - r e l a t i o n s  i s  the  

embell ished motion shown in  exx. lO d-f ,  i l l u s t r a t e d  from the  music of  

Byrd in exx. l l a - e .  The f l a t  seventh degree occurs as a bass tone 

because i t  can be t r i a d i c a l l y  r e in fo rc e d  with i t s  p e r f e c t  f i f t h ,  while 

the  ra i s e d  seventh degree occurs m elod ica l ly  as the  lead ing  tone.

Other c r o s s - r e l a t i o n s  based on the  two func t ions  o f  7 a re  shown in 

exx. l l f - g .  Byrd was dec ided ly  not a composer who favored sharp 

dissonances and harmonic s u r p r i s e s ,  and such devices a re  more common 

in the  music o f  h is  contemporar ies .
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Perhaps the  most d i s t i n c t i v e l y  E lizabethan non-harmonic tone 

i s  the  s i x t h ,  which occurs in  i t s  major and minor forms in many FVB 

pavans (ex. 12). In i t s  most benign form, a minor s i x t h  re so lv es  to 

the  f i f t h  o f  a minor t r i a d  (exx. 12a-c) o r  a major s i x t h  re so lves  to  

the  f i f t h  o f  a major t r i a d  (ex. 12d). The poignant  minor s ix th  

r eso lv ing  to  the  f i f t h  o f  a major t r i a d ,  c r e a t in g  the  momentary d i s ­

sonance #3-b6, i s  an important  a f f e c t i v e  device o f  the  Elizabethan 

lament,  f ind in g  i t s  way in to  the  pavan, o c c a s io n a l ly  i n to  the  pavans 

o f  Byrd (exx. 12e-g). The non-harmonic tones o f  these  examples and 

the  chromaticism of  exx. 10 and 11 a re  roo ted  in modal mixture and are  

common to  many Elizabethan composit ions. Bolder c r o s s - r e l a t i o n s  a re  

not c h a r a c t e r i s t i c  o f  Byrd 's  music, nor i s  the  heightened chromaticism 

found in some o f  the  songs of  Dow!and o r  in  dances o f  o th e r  FVB 

composers.

The Pavans o f  John Bull

There a re  only fou r  pavans in the  FVB by B u l l ,  but  g e n e r a l i z a t io n s  

about s t y l e  can be co rrobora ted  by the  examination o f  a d d i t io n a l  pavans 

appearing in o th e r  sources .  B u l l ' s  keyboard music appears  in numerous

v i r g in a l  manuscr ip ts ,  as well as in the  P a r th e n ia . 1 While many 

o f  the  pavans a re  pa ired  with g a l l i a r d s  by key, mode, and t i t l e ,  most 

o f  these  a re  otherwise un re la ted  to  t h e i r  g a l l i a r d s .  Dif ferences

*The most important  manuscripts  con ta in ing  keyboard music of  
Bull a re  the  Benjamin Cosyn v i rg in a l  book, P a r i s  Conservatory Res. 1185, 
B r i t i s h  Museum Add. ms. 23623, and the  New York Public  L ibrary  Drexel 
ms. 5612. All known keyboard dances by Bull a re  included in the  e d i ­
t io n  by Thurston Dart (John B u l l ,  Keyboard Music, Vol. 2 ) .
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in s t y l e  between the  pavans o f  Bull and o f  Byrd a re  immediately 

apparen t .

Scheme

B u l l ,  l i k e  Byrd, composed most o f  h is  pavans in s ix t e e n -  

semibreve o r ,  l e s s  f r e q u e n t ly ,  e igh t-semibreve  s t r a i n s .  Unlike Byrd, 

however, Bull a l s o  wrote s t r a i n s  o f  eleven semibreves (FVB i /149)  and 

o th e r  odd leng ths  (no. 77 in th e  Musica B r i ta n n ica  e d i t i o n  has th ree  

s t r a i n s  o f  fo u r t e e n ,  twelve o r  t h i r t e e n ,  and f i f t e e n  semibreves; see 

Table 4 ) .  The continuous sp inning  out  o f  th e  s t r a i n  without  in te rn a l  

phrasing i s  more c h a r a c t e r i s t i c  o f  Bull than of  Byrd. A reduct ion  of 

i i /1 2 1  (ex. 13) i l l u s t r a t e s  th e  in te rn a l  i r r e g u l a r i t y  o f  a pavan of 

r e g u la r  s t r a i n  l e n g t h s .1 The f i r s t  s t r a i n  c o n s i s t s  o f  repeated  motions 

to  V, p a r a l l e l i n g  the  repeated  melodic d e sce n ts ,  e 1- d 1- c # 1; the  only 

rea l  a r t i c u l a t i o n  with in  the  s t r a i n  i s  th e  t r e b l e  a 1 on the  seventh 

semibreve, a t  which p o in t  in f a c t  the  quas i -m o t iv ic  embellishments 

(no t  shown in  the  example) change; i f  t h e r e  i s  any phrase p a ra l l e l i s m ,  

i t  i s  between the  f i r s t  t h r e e  bars  [mm. 1 -6 ] ,  c h a ra c te r i z e d  in p a r t  by 

r i s i n g  motions,  and the  l a s t  f i v e  [mm. 7 -16] ,  c h a ra c te r i z e d  by descen t .  

But th e re  a re  no in te rn a l  cadences,  and even the  f i n a l  cadence of the  

s t r a i n  (mm. 6-7 [12-13])  i s  no t  r e in fo rce d  with suspensions and o th e r  

caden t ia l  i n d ic a to r s .  The second s t r a i n ,  on the  o th e r  hand, i s  broken 

in to  two very c l e a r  motions,  one an i n t e r r u p t i o n  w ith in  I ,  the  o th e r ,  

a cadence to  IV; these  motions d iv ide  th e  s t r a i n  in to  t h r e e - p lu s - f i v e

b e c a u s e  the  music of Bull i s  h igh ly  f ig u red  and ornamented, 
i t  must undergo ex tens ive  reduc t ion  to  reveal  c l e a r l y  what goes on 
beneath the  d i s t r a c t i n g  su r fa ce .



semibreves. The f in a l  s t r a i n  does con ta in  i n t e r n a l  cadences, although 

Bull uses passing motions and the  repea ted  melodic e 1- d 1- c 1 to  c r e a t e  

a continuous s t r a i n .  The fo u r  cadences—two contrapunta l  cadences to 

C, one harmonic cadence (def ined  by a r o o t  motion o f  a f i f t h )  to  the  

dominant, A, and the  f in a l  harmonic cadence t o  th e  t o n i c ,  D—define  

fo u r  groups of  four  semibreves.  The r e p e t i t i v e  ou te r -v o ice  motions 

and very narrow t r e b l e  t e s s i t u r a  o f  not  only  t h i s  s t r a i n  but  of  the  

e n t i r e  pavan work a g a in s t  a s t rong  sense o f  phrase  d e f i n i t i o n .

The Pavana of m.y Lord Lumley (1 /149 ,  ex. 14a) i s  i r r e g u l a r  in 

s t r a i n  length  to  begin w i th .  The i r r e g u l a r i t y  o f  the  s t r a i n s  i s  a c t u a l l y  

a r e s u l t  of  s h o r t ,  perhaps sho r tened ,  phrases  w ith in  the  s t r a i n s  in a 

con tex t  o f  r e g u la r  four-semibreve p h rases .  Four-semibreve phrasing i s  

defined immediately by the  p a r a l l e l i s m  between the  opening and m. 5, 

c rea ted  by an approximate sequence. The compression which c re a te s  a 

s t r a i n  o f  eleven r a t h e r  than twelve semibreves occurs in m. 9; a lthough 

the  r a t e  o f  roo t  motion was e s t a b l i s h e d  a t  the  beginning as the  minim, 

the  roo t  motion i s  a c c e le ra te d  in m. 9 ,  c r e a t i n g  only one measure of  

mater ia l  which might have been two (see  ex. 14b f o r  th e  more reg u la r  

phrasing Bull might have, b u t  did n o t ,  u se ) .  The p o in t  here i s  not  t h a t  

Bull d e l i b e r a t e l y  c rea ted  an i r r e g u l a r  s t r a i n  by a l t e r i n g  a reg u la r  

one; i t  i s  r a t h e r  t h a t  the  i r r e g u l a r i t y  r e s u l t s  not  from a continuous 

or  i r r e g u l a r  kind of music-making such as one f in d s  in f a n t a s i a s  but 

from an a l t e r a t i o n  o f  the  kind o f  p e r io d ic  phras ing  a s so c ia ted  with 

dance. The i r r e g u l a r i t y  o f  the  second s t r a i n ,  a l s o  o f  eleven semi­

b reves ,  i s  more d i f f i c u l t  to  c h a r a c t e r i z e ;  but  th e  o u te r -vo ice  motion 

in t e n t h s ,  moving up and back down ag a in ,  in  a sense extends the  s t r a i n
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from what might have been e ig h t  semibreves (ex.  14b) to  e leven .  I t  

i s  not unusual f o r  Bull to  i n t e r p o l a t e  m ater ia l  f o r  i t s  loca l  dramatic  

i n t e r e s t ,  thereby suspending th e  motion o f  the  s t r a i n .  The sequen t ia l  

p a t t e r n  sharp ly  d e f ines  the  r e g u la r  phras ing o f  the  f i n a l  s t r a i n  of  

e ig h t  semibreves.

B u l l ' s  Pavana ( i / 6 2 ,  ex. 15) i s  one o f  the  s h o r t e s t  and 

s im ples t  pavans o f  the  e n t i r e  c o l l e c t i o n .  Appearing in o th e r  sources 

as the  Trumpett Pavan, i t  has conventional  f i g u r a t i o n ,  un l ike  many of  

the  Bull compositions in which v i r tu o s o  w r i t in g  obscures s t r u c t u r e  and 

d i r e c t i o n .  The ro o t  motions and the  t r e b l e  l i n e  a c t  t o g e th e r  to  c re a te  

s t rong m etr ica l  emphasis. In a d d i t i o n ,  th e re  i s  a c o n t in u i ty  between 

s t r a i n s  c rea ted  by the  middleground s t r u c t u r e  (see  ex. 15b). The t h i r d  

s t r a i n  again opens with a sequence, a design f e a t u r e  Bull seems to have 

been p a r t i c u l a r l y  fond o f ;  the  sequence i s  remarkably s i m i l a r  to  t h a t  

in  i /149 (ex.  14), t h i r d  s t r a i n .  As w i l l  be seen in dances by o th e r  

composers, i t  i s  common f o r  th e  t h i r d  s t r a i n  to  be d i s t in g u i s h e d  by 

some spec ia l  t e x tu r a l  dev ice .  Despite  the  s i m p l i c i t y  o f  t h i s  pavan, 

i t  i s  t i g h t l y  cons t ruc ted  and con ta ins  some i n t e r e s t i n g  d e t a i l s .  In 

p a r t i c u l a r ,  th e re  i s  a hidden sequence in th e  f i r s t  s t r a i n  ( in d ic a te d  

in the  example by b rackets )  c rea ted  by the two melodic descents  of  a 

t h i r d ,  b -a-g  and a - g - f # ,  with  t h e i r  bass cou n te rp o in t ,  c r e a t in g  the 

10-5-10 u n i t s .  This c o u n te rpo in t ,  a s u b s t i t u t i o n  f o r  p a r a l l e l  t e n t h s ,  

i s  shown in ex. l Z f ,  and i s  very much a p a r t  o f  the  language of  the  FVB. 

The t r e b l e  t h i r d  a - f # ,  supported by th e  bass t h i r d  F^-D, c r e a t e s  the  

c h a r a c t e r i s t i c  c r o s s - r e l a t i o n .
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Like th e  pavan shown in ex. 13, B u l l ' s  Pavana i /124  has th ree  

s t r a i n s  of  " regu la r"  leng th  but  an i r r e g u l a r  in te rn a l  s t r u c t u r e .  Since 

i t  i s  pa ired  with two g a l l i a r d s  which a re  t ru e  t ransfo rm ations  o f  the  

pavan, i t  w i l l  be d iscussed  a t  length  in the  c hap te r  on the pavan and 

g a l l i a r d  p a i r s .

Mode, Key, and Tonal S t ru c tu re

Although the  sampling o f  Bull pavans in the  FVB is  sm al l ,  

taken to g e th e r  with the  a d d i t io n a l  pavans found in  o th e r  manuscr ip ts ,  

an i n t e r e s t i n g  f a c t  emerges: the  two pavans with the  sh a rp es t  phrasing

and with s t r a i n  d iv i s io n s  o f  fo u r  and e ig h t  semibreves a re  in G-mixo- 

lyd ian  (FVB i /6 2  and Musica B r i tan n ica  no. 131a*); the  t h i r d  mixolydian 

pavan, FVB i /1 4 9 ,  a l s o  has c l e a r - c u t  phrases d e sp i te  i t s  i r r e g u l a r  

s t r a i n  l en g th s .  The remaining pavans a re  a l l  in  the  dorian o r  aeo l ian  

modes and a re  d i s t i n c t l y  d i f f e r e n t  in c h a ra c te r  and s t r u c t u r e ,  with 

e i t h e r  i r r e g u l a r  phras ing  o r  a t o t a l  avoidance of  in te rn a l  s t r a i n  sub­

d iv i s io n s .  The d i f f e r e n c e  between mixolydian and minor-mode composi­

t io n s  shows up in th e  degree o f  chromatic i n f l e c t i o n  and in the  t e x tu re  

as w e l l ,  the  mixolydian pavans being i n f l e c t e d  only with lead ing  tones 

and having dominant t r e b l e  voices  which hold to g e th e r  as melodic 

l i n e s .  The chromatic adventures  f o r  which Bull i s  known occur in some 

o f  th e  pavans not in th e  FVB, and not  in any in the  mixolydian mode.

Two o f  the  A-aeolian pavans not  in the  FVB (Musica B r i tann ica  [MB] 

nos. 87a and 88a) a re  p a r t i c u l a r l y  reminiscent  of Dowland. Their  

harmonic schemes (shown with those  o f  the  o th e r  Bull pavans not  in

*B ul l , Keyboard Music, Vol. 2.



FVB, Table 4 ) ,  with th e  s e c o n d - s t r a in  open endings on the  dominant, 

a re  s im i l a r  to t h a t  o f  the  Lachrymae (ex. 31) .

The FVB pavans i /6 2  and i /1 4 9 ,  both in G-mixolydian, a re  

e s s e n t i a l l y  in major with modal i n f l e c t i o n ;  d e sp i te  occurrences of 

F -n a tu ra l ,  both have extended dominant p ro longat ions  and show no 

tendency to  move towards th e  f l a t  o r  subdominant s id e  o f  the  to n ic .

The mixolydian f l a v o r  o f  the  second measures of  i / 6 2 ,  c rea ted  by the 

ro o t  F, i s  thus more a m a t t e r  o f  loca l  i n t e r e s t  than o f  any overa l l  

tendency. There a re  no e x p l i c i t l y  ionian  pavans by B u l l ,  but  i t  should 

be remembered t h a t  s ince  th e r e  a re  no sharp key s ig n a tu re s  in t h i s  body 

of  music, th e re  can be no G-ionian composit ions.  As B u l l ' s  pavans have 

as f i n a l s  only G, D, or  A, they  can only be in G-mixolydian or  in 

dorian or aeo l ia n .

Texture

The pavans o f  B u l l ,  l i k e  those  of  Byrd, a re  w r i t t e n  p r im ar i ly  

in a four-vo iced  polyphonic t e x tu r e  in which im i ta t io n  plays an important  

r o l e .  However, B u l l ' s  w r i t in g  i s  v i s i b l y  f i l l e d ,  sometimes c l u t t e r e d ,  

with v i r t u o s i c  f i g u r a t i o n .  R e la t iv e ly  simple passages may be f i l l e d  

out  with w r i t t e n - o u t  t r i l l s  (ex. 13, f i r s t  s t r a i n ) ,  repeated  notes and 

a rpegg ia ted  chords ,  even in the  f i r s t  s ta tement  of  each s t r a i n .  In the  

more d i f f u s e  of  h is  pavans,  which a re  those  in the  minor modes, f i g u r a ­

t io n  and o th e r  elements o f  design a re  more prominent than a re  s t r u c tu r a l  

elements o f  tonal  form and melodic l i n e .  Whereas t e x tu r e  and motif  a re  

used by Byrd to  draw a t t e n t i o n  to  s t r u c t u r a l  e lements ,  they appear as 

ends in themselves in the  pavans o f  Bul l .
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There i s  an impressive v a r i e ty  o f  t e x tu r a l  devices  in many of  

the  pavans o f  Bull .  Because the  focus o f  t h i s  s tudy i s  on the  use of  

design elements in the  a r t i c u l a t i o n  o f  form r a t h e r  than as examples of  

the  keyboard idiom, such elements a re  omit ted from the  musical examples 

as well as from the d i s c u ss io n .*

Meter and Rhythm

The approach to  meter  and rhythm in Bull pavans does not  d i f f e r  

s i g n i f i c a n t l y  from t h a t  in  those  by Byrd, except t h a t  Bull more o f ten  

r e s o r t s  to  syncopat ions ,  h o c k e t - l ik e  f i g u r e s ,  and o th e r  rhythmic devices 

to  c re a te  loca l  i n t e r e s t .  These f e a t u r e s  a re  a conspicuous p a r t  of  

B u l l ' s  v i r tuo so  s t y l e ,  but  have l i t t l e  to  do with the  s t r u c t u r e  of the  

phrases and s t r a i n s .

The common convention o f  opening a s t r a i n  with th e  rhythm o d 

can be seen in the  f i r s t  two s t r a i n s  o f  i /6 2  (ex. 15). Another kind of 

s t r a i n  opening which adds emphasis i s  t h a t  o f  i /149 (ex. 14) ,  the  second 

s t r a i n ,  with i t s  homorhythmic f i J .  Typical s t r a i n  endings can be seen 

in i / 6 2 ,  f i r s t  and second s t r a i n s ,  and i i / 1 2 1 , second s t r a i n  ( the  f i g u r a ­

t i o n  c h a r a c te r i z in g  s t r a i n  endings i s  omit ted from th e  examples).

Motifs:  R e p e t i t io n ,  I m i ta t io n ,  and Sequence

B u l l ' s  four-vo iced  t e x tu r e s  a re  o f ten  c h a ra c te r i z e d  by b r i e f

im i t a t i o n s ,  as shown, f o r  example, by the  b racke ts  in ex. 13, mm. 5-7

*For d iscuss ions  o f  f i g u r a t io n  and o th e r  a sp ec ts  o f  the  
keyboard idiom in the  w r i t in g  o f  Bull and o th e r  v i r g i n a l i s t s ,  see .
Borren ( Sources of  Keyboard Music in England) and Robert Lee Adams,
"The Development of a Keyboard Idiom in England during the  English 
Renaissance" (Ph.D. d i s s e r t a t i o n ,  Washington U n iv e rs i ty ,  S t .  Louis , 
Missouri ,  1960).



[10-14] of  the  f i r s t  s t r a i n  o f  i i / 1 2 1 . The im i ta t io n  in t h i s  example 

i s  a c t u a l l y  more d e t a i l e d ,  involving as well the  w r i t t e n  out  t r i l l s  

in d ica ted  thus ' W  in the  f i r s t  few bars of  11/121. As in the  Byrd 

pavans, t h i s  im i ta t ion  i s  t e x tu r a l  and o f ten  disappears  in the  varied 

r e p r i s e s ,  where sca le  and arpeggio f i g u r a t io n  makes two or th ree  voices 

of  the  o r ig in a l  fo u r .  Example 16 shows p a r t  of  the  f i r s t  s ta tement  and 

the  v a r ied  r e p r i s e  o f  the  f i r s t  s t r a i n  o f  i i / 1 2 1 .

W il f r id  M el le rs ,  in  h i s  a r t i c l e  on B u l l ' s  keyboard music, claims 

a s o p h i s t i c a t e d  use o f  m oti f  in two o f  the  Bull pavans. According to 

M el le rs ,  the  t h i r d  s t r a i n  o f  i /6 2  (ex. 15) opens with a diminution of 

the  opening o f  the  f i r s t  s t r a i n ;  s i m i l a r l y ,  the  motif  which opens the  

t h i r d  s t r a i n  of i /149 (ex. 14) i s  a c t u a l l y  the  opening o f  t h a t  pavan 

"diminished and inv e r ted " :  "The d i s c r e e t  re fe rence  back to  the  i n i t i a l

m a t e r i a l —n o t ,  as we have seen ,  c h a r a c t e r i s t i c  of  the  E l izabe thans— 

combined with the  r e s ta tem en t  o f  the  to n ic  [as  prolonged in the  t h i r d  

s t r a i n ]  emphasizes the  modernity o f  the  p iec e ,  almost suggest ing the 

ABA s t r u c t u r e  of  the  e igh teen th  c e n tu r y . " 1 I t  i s  t r u e  t h a t  such long- 

range s t r u c tu r i n g  i s  unusual among Elizabethan dances, a t  l e a s t  with 

r e sp ec t  to  the  use o f  m o t i f s .  The tonal  s t r u c tu r e  of  these  two Bull 

pavans, in which the  f i r s t  s t r a i n  prolongs the  ton ic  and l a s t  s t r a i n  

r e tu rn s  to  i t ,  with a t o n a l l y  c o n t r a s t in g  middle s t r a i n ,  i s  a c tu a l ly  

the  norm among FVB t h r e e - s t r a i n  dances; the  e s tab l ishm ent  o f  t h a t  

norm can be viewed as an advance over the  more loo se ly  s t ru c tu re d  

dances o f  the  s ix t e e n th  cen tu ry .  The motivic  t ransform ation  claimed

1W ilf r id  M el le rs ,  "John Bull and English Keyboard Music," The 
Musical Q uar te r ly  40 (1954): 551-52.



by Mellers may o r  may not  be d e l i b e r a t e .  That  the  motivic  p a t t e rn s  

a re  simply p a r t  of  the  musical language o f  the  time and of  B u l l ' s  

language in p a r t i c u l a r  i s  ev iden t  in  t h a t  the  same m otifs  occur in the 

two separa te  pavans. The r i s i n g  and f a l l i n g  s tepwise  f i f t h  i s  p a r t i c u ­

l a r l y  important in th e  s t r u c t u r e  o f  i / 6 2 ,  both m o t iv ic a l ly  (ex. 15a) 

and on the  level  o f  the  middleground upper voice  (ex. 15b). The f i f t h  

tone o f  the  s c a le  i s  so o f te n  an important  s t r u c t u r a l  tone ,  and i t  i s  

common f o r  the  opening o f  th e  pavan to  emphasize th e  tone e i t h e r  by a 

r i s e  to  i t  or  a f a l l  from i t .  The t h i r d  s t r a i n s  of  i /6 2  and i /149  are  

s i m i l a r  not only in t h e i r  motivic  opening but a l s o  in t h e i r  use of 

sequence. As in the  case o f  the  f a l l i n g  f o u r th  o f  the  Lachrymae, the  

m ater ia l  of  these  pavans occurs  in many p iec es .  I t  i s  only when the  

composer develops the  m ater ia l  by r e p e t i t i o n ,  sequence,  and v a r i a t i o n ,  

and does so in a pronounced manner, as  Dowland does in h is  Lachrymae 

pavan, t h a t  we can speak o f  the  s t r u c t u r a l  use o f  a m oti f .

Polyphonic sequences a re  prominent f e a t u r e s  of  B u l l ' s  dances.

The t h i r d  s t r a i n s  o f  i /6 2  and i /149  open with sequen t ia l  r e p e t i t i o n s  

which, as ind ica ted  in exx. 14 and 15a, a re  based on e la b o ra t io n s  o f  a 

counte rpo in t  between the  o u te r  voices  a l t e r n a t i n g  t e n th s  and f i f t h s .  

Example 17 shows some o f  the  sequences found in Bull pavans from the  

FVB and o ther  sources .  These sequences a re  most commonly found in the  

f i n a l  s t r a i n s  o f  the  pavans, perhaps simply to  d i s t i n g u i s h  t h a t  s t r a i n  

t e x t u r a l l y .  As wil l  be d iscussed  f u r t h e r  in th e  fo l lowing chap te r  on 

the  g a l l i a r d ,  the  sequence can be viewed as an e laborat ion o f  a melodic 

o r  polyphonic motion, in s tead  of  as th e  melodic r e p e t i t i o n  r e f e r r e d  to  

in most d e f i n i t i o n s .  Viewing the  sequence f u n c t i o n a l l y ,  as a means of



emphasizing motion, in s tead  o f  s t a t i c a l l y ,  as a r e p e t i t i o n  which 

happens to  move, i s  p a r t i c u l a r l y  important  in  t h a t  i t  makes c l e a r e r  

the  meaning o f  i n c i p i e n t  sequences such as t h a t  in the  second s t r a i n  

o f  i /149 (ex. 17b); in t h i s  c ase ,  th e  aspec t  o f  motion i s  p re s e n t ,  

as i s  the  a sp ec t  o f  the  e la b o ra t io n  o f  t h a t  motion,  although the  

e la b o ra t io n  v a r ie s  and i s  not  of such a d i s t i n c t  c h a r a c t e r  as to  be 

c a l le d  motiv ic .  The sequence in ex. 17f a l s o  b a re ly  m er i ts  the  name, 

as i t  a r i s e s  merely from an inner-vo ice  i m i t a t i v e  m oti f  used to  

su s ta in  the  t r i a d s .  The sequen t ia l  measures occur w ith in  the  con­

t e x t  o f  a long cantus f i r m u s - l ik e  t r e b l e  l i n e  which i s  th e  excuse 

f o r  such inner-vo ice  a c t i v i t y  ( the  use o f  t h i s  kind o f  t r e b l e  in 

a t h i r d  s t r a i n  i s  common to  a number of  Elizabethan pavans, and 

may be regarded as a fash ion  o f  the  per iod ;  see d iscu ss io n  on 

pp. 65 f f .  and exx. 27 and 30).

The sequence shown in  ex. 17d i s  unusual in t h a t ,  besides 

being syncopated, i t  works a g a in s t  th e  m etr ic  s t r e s s .  Not only a re  the  

o u te r  voices in canon a t  a one-beat  i n t e r v a l ,  but  the  e n t i r e  u n i t  which 

they r ep e a t  s e q u e n t i a l ly  i s  t h r e e  beats  long in a fo u r -b e a t  measure.

In a d d i t i o n ,  the  voices to g e th e r  produce t h i r d s  r a t h e r  than t r i a d s ,  

g iv ing  the  sequence the  sound of  those  found in the  music of  the  

Franco-Flemish composers.

The sequences shown in exx. 17a, c ,  and e ,  with t h e i r  s t rong  

harmonic b a s i s ,  c l e a r  p r o f i l e ,  and m etr ic  emphasis, a re  o f  a modern 

type found in Baroque music. All th re e  e x h ib i t  th e  prominent bass 

motion of  a f i f t h  which i s  so o f ten  found in B u l l ' s  music.



Melodic Motion

As in Byrd pavans,  the  t r e b l e  l i n e  o f  the  pavans by Bull seldom 

has the  c o n t in u i ty  and rhythmic d e f i n i t i o n  o f  a melody. The range i s  

very r e s t r i c t e d ,  the  high tone of ten  being o f  s t r u c tu r a l  importance.

The t r e b l e  o f ten  o u t l i n e s  the  lower h a l f  o f  the  octave (ex. 15b), or 

d e f in es  the  two halves (ex. 14, t h i r d  s t r a i n ) ,  thus the  f i f t h  1-5 and 

the  fo u r th  5-8 f i g u r e  prominently ,  embell ished with motions of a t h i r d .  

Again, because the  middle s t r a i n  of ten  prolongs the  dominant or  a t  

l e a s t  te rm ina tes  on i t ,  the  melodic tone 5 i s  o f ten  prominent in the 

middle s t r a i n .

The pavans included in  the  FVB a re  some o f  more highly  s t ru c tu re d  

dances by B ul l .  The o u te r  vo ices  of  some of  h is  o th e r  pavans wander more, 

a re  l e s s  m e t r i c a l ,  and give th e  e f f e c t  o f  a f a n t a s i a  r a th e r  than  of 

a dance (see  ex. 18). In many of the  pavan s t r a i n s ,  e i t h e r  the re  

i s  no melodic arch (but  in s tead  a s e r i e s  o f  small a rc h e s ) ,  or  the  arch 

does not  re c e iv e  th e  harmonic support  t h a t  would de f ine  the  a r r i v a l  a t  

th e  high s t r u c t u r a l  tone and the  descent  from i t .

Bass Motion and Counterpoint

On the  whole, the  bass l i n e s  o f  Bull pavans e x h ib i t  the  same 

kinds o f  motions as those  o f  Byrd pavans. One s t y l e  c h a r a c t e r i s t i c  

found more o f ten  in h is  music than in Byrd 's  i s  the  avoidance of  the  

ro o t  tone on th e  downbeat. The most pronounced such occurrences a re  

those  a t  th e  beginnings of  s t r a i n s ,  as in  exx. 17a and c (here the  

absence o f  th e  f i f t h  over the  bass allows us to  i n t e r p r e t  the  bass 

tone B as the  t h i r d  o f  the  to n ic  t r i a d  which i s  to  come). The t h i r d
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s t r a i n  of  mixolydian pavan Musica B r i tan n ica  131a begins s i m i l a r ly .

The o u te r -v o ice  canon which c r e a t e s  the  sequences o f  exx. 17a 

and c produces a bass l i n e  in which ro o t  tones do not  occur on the 

downbeat. I t  i s  an a sp ec t  o f  B u l l ' s  ornamented s t y l e  t h a t  the  f l o r i d  

bass l i n e  such as t h a t  found in  ex. 17f does not  always reach the  root  

tone on the  downbeat. Sometimes, as in  exx. 17b and d, the  o u te r -vo ice  

i n t e r v a l s ,  r a t h e r  than the  success ion  of  t r i a d s ,  a re  important ,  in 

which case  the  t r i a d s  c re a te d  a re  in c id e n ta l  and a re  o f ten  c o n tra -  

p u n ta l ly  motivated s ix th  chords.

At the  same t ime,  Bull used chains  o f  f i f t h s  in the  bass fo r  

local  i n t e r e s t .  Besides those  cases  d iscussed  in ex. 17, th e re  i s  a 

s t r i k i n g  s e r i e s  of  ascending f i f t h s ,  F-C-G-D-A, in the  t h i r d  s t r a i n  of 

h is  Pavan in the  Second Tone (MB 77; see  ex. 18b). These a re  a l l  f o r e ­

ground events  used by Bull f o r  immediate impact. The s t r u c tu r a l  use of 

the  f i f t h  a t  a deeper leve l  i s  not  so adventurous in the  dance music of 

Bull and h is  contemporaries .

Bull i s  known f o r  h is  experiments in chromaticism. Although 

th e re  i s  no evidence o f  t h i s  in  h is  FVB pavans, th e re  i s  such an 

experimental  dance p a i r ,  the  Chromatic Pavan and G a l l i a r d , found in 

o th e r  manuscripts  (MB 8 7a ,b ) .  Most o f  the  Bull i n f l e c t i o n s  which range 

beyond normal p r a c t i c e  o f  r a i s e d  o r  lowered 6, r a i s e d  7, and p ica rd ian  

3 a re  expansions t o o t h e r  tonal  a re a s .  The non-harmonic ton es ,  then ,  

a re  not  g e n e ra l ly  those  c re a te d  f o r  chromatic c o lo r in g ,  but a re  the  

same suspensions ,  appogg ia tu ras ,  and passing tones found in Byrd 's  

music. The minor-mode dances a re  more l i k e l y  to  be i n f l e c t e d  and to 

have pointed dissonances than a re  those  in the  mixolydian mode.
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The Pavans o f  Giles  Farnaby

While pavans by Byrd and Bull appear in  a v a r i e t y  o f  manu­

s c r i p t s  and include many not  found in  FVB, a l l  pavans a t t r i b u t e d  to  

Farnaby can be found in FVB.1 Of the  seven inc luded ,  one i s  based on 

t r a d i t i o n a l  mater ia l  (Mai Sims, i i / 4 4 7 ) ,  one i s  a Lachrymae s e t t i n g ,  

ano ther ,  a s e t t i n g  o f  a Robert Johnson pavan. In a d d i t i o n ,  one, i i / 4 5 6 , 

a l s o  occurs in s e t t i n g s  by Morley (FVB i i / 2 0 9 )  and by Byrd and C ut t ing ;  

Farnaby's  o rna te  ve rs ion  i s  probably not  the  o r ig in a l  but  a l a t e r
p

s e t t i n g .  In ad d i t io n  to  th e  th re e  remaining pavans, Farnaby composed 

a pavan-type c h a ra c te r  p ie c e ,  Giles  Farnab.y's Dreame ( i i / 2 6 0 ) ,  which 

w i l l  be considered in t h i s  d i s c u s s io n .  While t h i s  provides only a small 

base on which to  make s t y l e  o b se rv a t io n s ,  some comparisons can be made 

between Farnaby's  pavans and those  o f  h is  s e n i o r s ,  Byrd and Bul l .

Scheme

Of the  th ree  pavans a t t r i b u t e d  e x c lu s iv e ly  to  Farnaby ( inc lud ing

The keyboard works o f  G i les  Farnaby and h is  son Richard a re  
e d i ted  in a modern e d i t i o n  by Richard Marlow (Musica B r i t a n n ic a , Vol. 
24 [London: S ta in e r  & B e l l ,  1965]) .

o
I t  has been pointed out  by Margaret Glyn (About Elizabethan 

Virginal  Music, pp. 112 f f . )  t h a t  the  Johnson pavan cannot be t raced  
to  a model and t h a t ,  given i t s  resemblance to  a pavan by Gibbons ( in  
Orlando Gibbons, Keyboard Music, t r a n s .  and ed. Gerald Hendrie [Volume 
20 of Musica B r i t a n n ic a ; London: S t a in e r  & B e l l ,  1962]) ,  i t  may even 
be by Gibbons. The con ten t ion  i s  t h a t  T regian ,  in compiling the  FVB, 
not  only favored Ca tho l ics  but  suppressed the  music o r  even the  names 
of  such P ro te s t a n t s  as Gibbons and Cosyn. I t  w i l l  be assumed here 
t h a t  the  a t t r i b u t i o n  in the  FVB i s  c o r r e c t ,  and t h a t  the  s i m i l a r i t y  
between the  Farnaby and Gibbons pavans i s  again  the  f a m i l i a l  resemb­
lance shared with the  Lachrymae. Glyn a l s o  po in ts  out  t h a t  Walter 
E r i e ' s  Paven ( i i / 3 3 6 )  appears  in Anthony Hoi b o r n e ' s  C i t t e r n  Schoole . 
For f u r t h e r  d i sc u ss io n ,  see the  notes to  Marlow's e d i t i o n  of  Farnaby's  
keyboard music.
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the c h a r a c te r  p iec e ,  i i / 2 6 0 ) , two are  r e g u la r ,  i f  s h o r t ,  and the  t h i r d ,  

i i / 4 6 5 , i s  i r r e g u l a r ,  with i t s  second and t h i r d  s t r a i n s  o f  e ighteen  

semibreves. This l a s t ,  the  Fanner 's  Paven (ex. 19; according to 

Marlow, probably named f o r  a man o f  t h a t  name), con ta ins  in te rn a l  

r e p e t i t i o n s  and melodic motions which def ine  measure groupings ,  but  

not  even i t s  f i r s t  s t r a i n  o f  s ix tee n  semibreves breaks down in to  

r e g u la r —or i r r e g u l a r —phrases .  In the  f i r s t  s t r a i n ,  the  t r e b l e  b, 

supported by I ,  in  m. 6 [ 4 ] ,  c r e a t e s  a new beginning, d iv id in g  the  

s t r a i n  i n to  f i v e - p lu s - e le v e n  semibreves ba rs .  Likewise, in the  second 

s t r a i n  th e re  i s  a new beginning c rea ted  by the  r e tu rn  of  th e  to n ic  

ro o t  and the  t r e b l e  m oti f  in  the  ten th  bar o f  t h a t  s t r a i n ,  c r e a t in g  a 

d iv i s io n  o f  9 + 9 bars  (which f u r t h e r  breaks down as 2 + 2 + 2  + 3 + 3 + 6 ) .  

In the  t h i r d  s t r a i n ,  t h e re  a r e  repeated  motions from to n ic  to  dominant 

through V of  V; the  a r r i v a l s  on I (and the  t r e b l e  a r r i v a l s  on b1) 

de f ine  segments o f  s i x ,  seven,  and f i v e  ba rs .  In a l l  o f  these  cases 

th e re  a re  no s t rong  t e x tu r a l  supports  f o r  the  s t r a i n  s u b d iv i s io n s ,  and 

the  e f f e c t  i s  of  th r e e  i n t e r n a l l y  continuous s t r a i n s .  Because what­

ever  phras ing th e re  i s  i s  i r r e g u l a r ,  we stop expecting r e g u la r  phras ing 

and hear  the  s t r a i n s  as undivided wholes. Where r e g u la r  f o u r - b a r  

phras ing i s  w e l l -de f in ed  a t  t h e  s t a r t ,  we a re  more l i k e l y  to  continue  

to  hear  the  phrasing even when we a re  giving few s ignpos ts  l a t e r  on; we 

expect  th e  p e r io d ic  phrasing as we expect  the  r e g u la r  downbeat as 

defined by the  meter. In B u l l ' s  Pavana of  my Lord Lumley ( i /1 4 9 ,  

ex. 14),  we a re  led  to  expect  r e g u la r  phrasing by the  opening of  the
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f i r s t  s t r a i n ,  and we t r y  to  hear  i t  t h e r e a f t e r ;  while in Farnaby 's  

Farmer 's  Paven we have no reason with in  the pavan f o r  such e x p ec ta t io n s .  

Thus, in  the  Farnaby example the  i r r e g u l a r  phrases a re  not  heard as 

d i s t o r t e d  r e g u la r  phrases but  as lo ose r  or  more f a n t a s i a - l i k e  phrases .

Farnaby 's  The F l a t t  Pavan ( i i / 4 5 3 ,  ex. 20) i s  r e g u la r  in 

p h ras ing ,  a t  l e a s t  as suggested by the  roo t  motions;  in te rn a l  phras ing 

i s  not  c l e a r l y  a r t i c u l a t e d .  The f l o r i d  s t y l e  helps to  c r e a t e  a sense 

o f  c o n t in u i ty  with in  each s t r a i n .

The pavan i /141 (ex. 21) ,  which appears as a Farnaby s e t t i n g  of  

a pavan by Robert Johnson, i s  one of  the  most i r r e g u l a r  and f a n t a s i a - l i k e  

of  th e  manuscript .  I t s  wandering q u a l i t y  i s  c rea ted  by more than the  

i r r e g u l a r i t y  o f  s t r a i n s  and th e  absence .of  i n te r n a l  cadences : ,  in t h i s  

pavan th e re  a re  many caden t ia l  f ig u re s  which do not complete themselves, 

thwarted harmonic motions, indicated on the  graph as in te r rup ted  motions toward 

a harmonic.goal ^ r | .  These a re  not  i n t e r r u p t io n s  in  the  normal sense ;  

a l though th e  harmonic r e s o lu t io n  i s  not  achieved,  t h e r e  i s  a c o n t r a ­

puntal r e s o lu t io n  in  each case ,  so t h a t  the  caden t ia l  f ig u re s  a re  heard 

in  r e t r o s p e c t  as pseudo-cadences—in common p a r la n c e ,  "deceptive" 

cadences.  This pavan i s  d i f f e r e n t  from o thers  d iscussed  so f a r  in 

o th e r  r e s p e c t s :  i t  has a "dark" sound r e s u l t i n g  from a low t e s s i t u r a

and a chromatic t r e b l e  l i n e  in the  second s t r a i n  and, most unusual ,  

the  absence o f  p ica rd ian  t h i r d s  in the to n ic  t r i a d s  ending the f i r s t  

and t h i r d  s t r a i n s .  Of a l l  the  FVB pavans, t h i s  long pavan i s  perhaps 

c l o s e s t  to  a f a n t a s i a .
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Mode, Key, and Tonal S t ru c tu re

Farnaby's  dorian  pavans, which include The F l a t t  Pavan ( i i / 4 5 3 ) ,  

th e  Johnson s e t t i n g  ( i / 1 4 1 ) ,  and the  Mai Sims s e t t i n g  ( i i / 4 4 7 ) ,  a re  

minor-mode p ieces  which a re  i f  anything more aeo l ian  than dor ian .  The 

Johnson pavan r e l i e s  heav i ly  on the  lowered s ix th  degree, used 

r e p e a te d ly  in  the  bass as well as in the  upper voices as a neighbor 

t o n e ,  "una nota super l a . "  The Farnaby Mai Sims i s  in the  same key 

and mode as the  anonymous s e t t i n g  in the  FVB ( i / 6 8 ) ,  D-dorian. But 

i f  the  two a re  compared, i t  can be seen t h a t  Farnaby's ve rs ion ,  with 

i t s  Bb's in the  in ne r  voices and bass ,  i s  more an aeo l ian  s e t t i n g  ( the  

f i r s t  s t r a i n s  of  the  two a re  shown in ex. 22).

Giles  Farnaby's  Dreame ( i i / 2 6 0 , ex. 23) i s  in D with no 

t r a n s p o s i t i o n  s ig n a tu re .  But to  c a l l  t h i s  s h o r t  dance - l ike  piece 

dor ian  i s  a r b i t r a r y ,  as i t s  modal mixture i s  pervas ive .  I t s  scheme, 

much l i k e  t h a t  o f  Dow!and's King o f  Denmark g a l l i a r d  (see  G a l l ia rd  

c h a p te r ,  ex. 35), involves th e  pro longat ion  o f  F, I I I ,  while  the 

p ro longat ions  o f  D, I ,  a re  e s s e n t i a l l y  in the  major mode. Whereas in 

composit ions l ik e  the  Johnson pavan the  dorian mode may be seen to  be 

absorbed in to  the  more modern minor mode, in t h i s  piece  the  major- 

minor mixture has a d i s t i n c t l y  modal or  archa.ic sound. The mild 

c la sh  between F# o f  the  f i r s t  s t r a i n  and F^ of  the  second i s  a sound 

much loved by the  E l izabe thans .  I t  i s  the  r e s u l t  of  major mixture 

w i th in  the  tonal  s t r u c t u r e  I -b I I I - V - I  ( the  scheme of  the  Dowland 

Lachrymae) .  In Giles  Farnaby 's  Dreame, Dow!and's King of  Denmark 

g a l l i a r d ,  and Mai Sims, the  important  r e l a t i o n s h ip  of  I to  I I I  i s  

underscored by sequen t ia l  r e p e t i t i o n s ,  where mater ia l  s t a t e d  in I i s
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then s t a t e d  in I I I ,  o r  where, as in i i / 2 6 0 ,  a s t r a i n  in I i s  followed 

by a p a r a l l e l  s t r a i n  in I I I .

Of th e  mixolydian pavans, Farnaby 's  own Farmer 's  Pavan (ex.

19) i s  mixolydian only in small d e t a i l s ,  while the  lowered seventh 

p lays  a more s i g n i f i c a n t  r o l e  in i i / 4 5 6 1 and i s  an important  ro o t  tone 

in  i i / 3 3 6  ( th ese  two pavans probably being s e t t i n g s  by Farnaby).  At 

l e a s t  in h is  pavans, Farnaby 's  sense o f  mode i s  not u n l ike  t h a t  of  

Byrd and B u l l .

Texture ,  Meter, and Rhythm

Farnaby 's  pavans a re  c h a ra c te r i z e d  by t e x tu r e s  made busy by 

in n e r -v o ice  im i t a t i o n  and passagework; t h i s  busy-ness ,  which involves 

a l l  voices  and, as in  B u l l ' s  music, occurs even in the  f i r s t  s ta tement  

o f  each s t r a i n ,  d i s t in g u i s h e s  Farnaby's  pavans from Byrd's  even a t  a 

casual g lance .  Farnaby e x h ib i t s  a p r e d i l e c t io n  f o r  the  de lay o f  the  

bass tone so t h a t  the  ro o t  occurs on a weak b e a t ,  as shown in exx. 

24a-c .  I t  i s  the  o rna te  q u a l i t y  o f  Farnaby's  pavan i i /4 5 6  t h a t  makes 

i t  l e s s  than obvious t h a t  i t  i s  a s e t t i n g  o f  the  same pavan as 

Morley 's  i i / 2 0 9  (ex. 24d compares a po r t ion  o f  each) .

Farnaby a l s o  wrote in a more rhythmica l ly  simple and emphatic 

s t y l e ,  e s p e c i a l l y  in  h is  more popular  pavan-type composit ions,  Mai 

Sims and G i les  Farnaby 's  Dreame. In such cases the  w r i t in g  tends to  

be more homorhythmic, o f ten  with the  e x p l i c i t  or implied rhythm o dd  

such as begins the  f i r s t  two s t r a i n s  o f  Walter E r i e ' s  Paven, i i / 3 3 6 .

^While Farnaby 's  s e t t i n g  o f  i i /4 5 6  i s  in G-mixolydian, Morley's 
i s  in F major;  FVB composers did not  use s ig n a tu re s  f o r  e i t h e r  F-mixo- 
lyd ian  or G major, and these  two s e t t i n g s  a re  both mixolydian-major.
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The use of  the  rhythms eMJ and in the  f i r s t  and f in a l  s t r a i n s  

o f  The F l a t t  Pavan ( i i / 4 5 3 ,  ex. 20) suggests  t h a t  t h i s  dance, which 

i s  a l so  one of  the  s h o r t e r  pavans, can be thought o f  in  4/4  r a th e r  

than 4/2  o r  2 /2 .

Chord r e p e t i t i o n  and homorhythmic f ig u r e s  do not play a p a r t  

in f a n t a s i a - l i k e  pavans such as the  Johnson s e t t i n g .  Here th e re  i s  

m et r ica l  c l a r i t y ,  with th e  bass moving on s t rong  b e a t s ,  but  a c o n t in u i ty  

o f  t e x t u r e  and a de-emphasis of  b a r l in e s  c rea ted  by the  con s tan t  motion 

o f  in n e r  vo ices .

Motifs :  R e p e t i t io n ,  I m i t a t i o n ,  and Sequence

Im ita t ion  plays an important  ro l e  in some of  Farnaby's  pavans, 

a lthough not  in those  which a re  in a popular ,  t reb le-dom inated  s t y l e ,  

i i / 2 6 0  and i i / 4 4 7 .  While th e  im i ta t io n  serves  a t e x tu r a l  f u n c t io n ,  as 

i t  o f ten  does in Byrd 's  pavans, i t  sometimes i s  considered in te g ra l  

enough to  be r e ta in e d  in  the  va r ied  r e p r i s e s  in some form (ex. 25 shows 

some imita t ive  passages in  t h e i r  o r ig in a l  s ta tements  and in t h e i r  

va r ied  r e p r i s e s ) .

A more s t r i k i n g  use o f  im i ta t io n  occurs in the  f i r s t  s t r a i n  of  

i i / 4 5 6  where, as in the  Morley v e rs ion ,  th e re  i s  an extended canonic 

passage between the  o u t e r  voices (ex. 24d). Even though t h i s  canon 

i s  not  followed through,  i t  i s  given g re a t  prominence, much more so 

than the  canon in Byrd 's  l i t e r a l  canonic pavan, i i / 4 2 7 . While sh o r t  

po in ts  o f  im i t a t io n  o f ten  c r e a t e  the  rhythmic i n t e r e s t  of  FVB pavans, 

such prolonged contrapunta l  devices  a re  r a r e .
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Sequence i s  not  used by Farnaby as i t  i s  by B u l l ,  f o r  loca l  

i n t e r e s t .  In the  middle s t r a i n  of  i i /4 5 3  (ex. 20),  the  t r i a d i c  m oti f  

i s  repeated  a t  d i f f e r e n t  l e v e l s  to  emphasize the  t r i a d s  and the  

measures which they d e f in e ,  but  t h i s  i s  only the  most rudimentary 

o f  sequences,  being simply an a rpegg ia t ion  o f  each chord. S im i la r ly ,  

t h e r e  i s  a r e p e t i t i v e  rhythm in the  f i n a l  s t r a i n  c rea ted  by the  r i s i n g  

s c a l e  passages in  th e  f i r s t  t h r e e  b a r s ,  but  t h i s  can hard ly  be c a l l e d  

a sequence. I t  may be s a id  t h a t  Farnaby uses r e p e t i t i o n  o f  motivic  

and f ig u r a l  m ater ia l  to  emphasize the  meter, but  not  in  the  sense  of 

sequence, to  c r e a t e  or  d e f ine  motion.

Sequential  r e p e t i t i o n  does occur in the  second s t r a i n  of  Mai 

Sims, but  such r e p e t i t i o n  i s  p a r t  o f  the  tune as i t  e x i s te d  before  

Farnaby 's  s e t t i n g .

The use o f  r e p e t i t i o n  to  c re a te  phrase p a r a l l e l i s m ,  such as 

occurs in the  middle s t r a i n  o f  B u l l ' s  Pavana ( i i /121,  ex. 13) ,  o r  in 

Byrd 's  Pavana Ph. Tr.  ( i /36 7  [ex .  3 ] ) ,  and which we w i l l  f ind  i s  ro u t in e  

in  FVB g a l l i a r d s ,  i s  not  usual among Farnaby's  pavans, but  does occur 

in the  middle s t r a i n  o f  i i / 4 6 5  (ex. 19),  where, as in d ic a te d  by the  

b ra c k e t s ,  the  ten th  bar  i s  s i m i l a r  to  the  f i r s t  and c re a te s  a s t r a i n  

d iv i s io n  in to  9 + 9  bars (see  p. 58).

Melodic Motion, Bass Motion, and Counterpoint

Farnaby 's  bass l i n e s  r e l y  heav i ly  on motions of  a f i f t h  o r  

f o u r t h ,  and on the  h o r i z o n ta l i z a t io n  o f  t h i r d s  and t r i a d s .  The mediant 

p ro longat ion  o f ten  l in k s  to n ic  and dominant across  s t r a i n s  ( in  exx. 20 

and 21 the  middle s t r a i n  ends on V, and the  f in a l  s t r a i n  begins on I I I
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which leads  back to  I).  The th re e  t r i a d s  a re  l inked  by t h e i r  common 

to ne ,  5 , which remains prominent in the  t r e b l e .  The motions I - I I I - V  

and V - I I I - I  f i g u r e  prominently in some compositions (see  exx. 23 and 

20 r e s p e c t i v e l y ) .  The p r o f i l e s  o f  his  bass l in e s  a r e  much s t ro n g e r  

than those  o f  h is  t r e b l e s ,  d e s p i te  h o c k e t - l ik e  f i g u r e s  and o th e r  devices 

t h a t  break up the  bass l i n e .  The sense o f  melodic arch found of ten  in 

Byrd 's  pavans and sometimes B u l l ' s  (exx. 13, 14, 15) i s  g e n e ra l ly  absent  

from Farnaby 's  pavans. The weaker t r e b l e  l i n e s  and the  ornamentat ion 

o f  t r e b l e  and bass weaken the  o u te r -v o ice  c oun te rpo in t  in some cases .

In th e  Farmer 's  Pavan ( i i / 4 6 5 ,  ex. 19), f o r  example, the  t r e b l e  of  the  

middle s t r a i n  does not have a melodic c h a r a c t e r ,  but  r a t h e r  sounds l i k e  

an a rp eg g ia t io n  o f  the  harmonies defined by the  bass ;  th e  f i r s t  s t r a i n ,  

on th e  o th e r  hand, i s  dominated by the  t r e b l e - b a s s  c o u n te rp o in t ,  with 

i t s  f r e q u e n t  con tra ry  motion. The p a r a l l e l  t en th s  so common in B u l l ' s  

pavans,  forming the  bas is  f o r  many of  h is  s e q u en c es , .a re  not  as regu­

l a r l y  p re s e n t  in  Farnaby 's ,  a lthough they play an important  p a r t  in 

th e  middle s t r a i n  o f  the  Robert Johnson pavan s e t t i n g  (ex.  21) .

The t rea tm en t  of  dissonance in Farnaby 's  music i s  c lo se  to 

B yrd 's .  In a d d i t io n  to  the  conventional 7-6 ,  4 -3 ,  2 -3 ,  and 9-8 sus­

pensions which a re  p a r t i c u l a r l y  common a t  cadences,  Farnaby was a l s o  

fond o f  the  Elizabethan 6-5 f i g u r e ,  the  s ix th  being unprepared and 

d isso nan t  (see  ex. 12). Aside from t h i s  and the  occasional  harsh 

i n t e r v a l s  and vo ice - lead ing  such as occur in the  Lachrymae s e t t i n g  

(see  a s t e r i s k s  in ex. 24b), most Farnaby dissonances occur with normal 

p r e p a ra t io n .
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Other FVB Pavans

The remaining pavans vary g r e a t ly ,  from the  s h o r t ,  r e g u l a r ,  and 

w el l-des igned  Richardson pavan i /2 7  to  the  t o n a l ly  experimental Pavana 

Chromatica o f  T isda l l  ( i i / 2 7 8 ,  ex. 28) and the  e la b o ra te  Pavana Doloroso 

[ s i c ]  o f  P h i l i p s ,  i /321 .

P e te r  P h i l ip s  was a known Catholic  o f  B u l l ' s  genera t ion  who l e f t  

England and s e t t l e d  in  the  Netherlands .  He i s  well rep re sen ted  in the  

FVB by h i s  s e t t i n g s  o f  French and I t a l i a n  madrigals  as well as by dances 

and f a n t a s i a s .  As an e x i led  Catholic  he was surrounded by c o n t inen ta l  

r a t h e r  than English music. His Pavana ( i /3 4 3 ,  ex. 26) i s  one o f  the  few 

works in th e  FVB dated in th e  manuscript.  I t s  d a te ,  1580, and i t s  

des ig n a t io n  as " the f i r s t  one P h i l ip s  made," i n d ic a te  t h a t  th e  composi­

t io n  was w r i t t e n  before  h is  e x i l e  in 1590. This mixolydian work has a 

simple tonal  scheme. I t s  s t r a i n s  a re  o f  i r r e g u l a r  l e n g th s ,  but  as shown 

in ex.’ 26, the  phrasing with in  each s t r a i n  i s  c l e a r  and only p a r t l y  

i r r e g u l a r .  The even four-voiced  t e x t u r e ,  with i t s  few po in ts  of  

i m i t a t i o n ,  i s  not  h ighly  o rn a te ,  even in the  r e p r i s e s .  This s i m p l i c i t y  

and c l a r i t y  o f  t e x tu r e  i s  c lo se  to  t h a t  of  Byrd's  pavans. More than 

the  v i r tu o s o  keyboard w r i t in g  o f  Bull and Farnaby, i t  suggests  a model 

o f  the  fo u r -v o ic e  ensemble dance. The t h i r d  s t r a i n  i s  d i s t in g u i s h e d  

by a s t y l e  f e a tu r e  found in a number of o th e r  Elizabethan pavans: 

the  presence o f  a cantus-f i rmus t r e b l e .  Example 27 shows f u r t h e r

*In the  manuscript th e  t h i r d  s t r a i n  opens with a one-semibreve 
measure of the  to n ic  t r i a d ;  as t h i s  c re a te s  an i r r e g u l a r i t y  and is  
not  p re sen t  in th e  r e p r i s e ,  i t  i s  here considered to  be a second- 
s t r a i n  ending o r  an e r r o r  and i s  omitted from ex. 26 and from c a lc u ­
l a t i o n s  of  s t r a i n  leng th .



66

examples from Dowland and Farnaby. These sus ta ined  upper l i n e s  may 

be a fash ion  adopted from the  in nomine type compositions so popular  

a t  th e  t ime, again l in k in g  the  pavan with the  instrumental  f a n t a s i a .  

Like th e  sequences so common in B u l l ' s  pavans, t h i s  can tus-f i rm us  

technique  s e t s  the  t h i r d  s t r a i n  a p a r t  from the  f i r s t  and second 

t e x t u r a l l y .  Pa rad ox ica l ly ,  th e  melodic shape i s  o f  g r e a t e r  s t r e n g th  

and importance in the  f i r s t  two s t r a i n s .  As can be seen in the  reduc­

t i o n  o f  these  s t r a i n s  (ex. 26b), the  p a r t i t i o n i n g  o f  the  oc tave ,  1-5 

and 5 -8 ,  i s  o f  g r e a t  importance in  t h i s  pavan.

P h i l i p s ' s  Pavana Pagget ( i /291)  i s  a work with r e g u la r  s t r a i n  

leng ths  but  somewhat i r r e g u l a r  in te rn a l  phras ing .  I t  i s  su b t ly  r e l a t e d  

to  i t s  g a l l i a r d ,  and w i l l  be d iscussed  in the  "Pavan and G a l l i a rd "  

c h a p te r  (ex. 69 ) .  The t h i r d  P h i l ip s  pavan ( i / 3 2 1 ) ,  c a l l e d  the  Pavana 

Doloroso. T r e g . , was once thought to  be a s e t t i n g  o f  a composition by 

T reg ian ,  but  th e re  i s  no reason to  i n t e r p r e t  the  t i t l e  as anything 

o th e r  than a ded ica t ion  to  the  compiler  o f  th e  FVB or  a member o f  h is  

fam ily .  One o f  th e  longes t  pavans in the  c o l l e c t i o n ,  t h i s  work i s  

c lo s e l y  r e l a t e d  to  i t s  much s impler  g a l l i a r d  (both shown in ex. 68 

o f  the  "Pavan and Galliard" c h a p te r ) .  I t s  length  i s  in p a r t  the  r e s u l t  

o f  the  ex tension  o f  phrases by r e p e t i t i o n  in the  second s t r a i n  and the  

long sequen t ia l  chromatic l i n e s  o f  the  t h i r d  s t r a i n .  I t s  name may 

d e r iv e  from the  chromaticism o f  the  t h i r d  s t r a i n ,  the  dissonances 

produced by the  s igh ing  m oti f  of  the  second s t r a i n  (see  the  bracke ts  

s t a r t i n g  on the  ten th  semibreve o f  t h a t  s t r a i n ) ,  and the  very low
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t e s s i t u r a . 1 I t  i s  i n t e r e s t i n g  t h a t  the  darkness and the  i r r e g u l a r i t y  

o f  phrasing o f  t h i s  pavan occur in C major ,  w i th in  s t r a i n s  o f  leng ths  

s i x t e e n ,  twen ty - four ,  and th i r t y - tw o  semibreves.

Three pavans, one alman, and one f a n t a s i a  by William T isda l l

a r e  included in the  FVB; the  published Complete Keyboard Works of
oT isda l l  includes only two a d d i t io n a l  works. Nothing i s  known of the  

l i f e  o f  t h i s  very  s k i l l f u l  composer, a lthough i t  i s  suggested t h a t  he 

i s  o f  the  t h i r d  genera t ion  o f  v i r g in a l  composers, born perhaps around
3

1570. His pavans a re  o f  i r r e g u l a r  l e n g th s ,  as shown in Table 1, and 

one o f  them ( i i / 2 7 8 ,  ex. 28) o f  an unusual t o n a l i t y .  This l a t t e r  

composition i s  in the  key of  B, with no key s i g n a tu r e .  The absence 

o f  sharp s ig n a tu re s  in t h i s  body o f  music makes B an u n l ik e ly  to n ic .  

The composit ion i s  well i n f l e c t e d  with sh a rp s ,  bu t  th e  tonal  s t r u c tu r e  

i t s e l f  in d ic a te s  the  t ru e  mode. As shown in ex. 28, th e  to n ic  which 

opens the  f i r s t  s t r a i n  i s  a c t u a l l y  heard as the  dominant o f  E, the  

d e s t i n a t i o n  o f  t h a t  s t r a i n .  While the  f i r s t  s t r a i n  prolongs the  sub­

dominant the  second prolongs G, the  submediant. This emphasis o f  the  

IV and VI i s  the  hallmark o f  Phrygian composi t ions ,  going back to  

Gregorian chant .  The re tu rn  to  IV in th e  f i n a l  s t r a i n  c r e a t e s  the  

sense  t h a t  E i s  indeed the  t o n i c ,  not  the  subdominant, with G i t s

■̂ E.W. Naylor ( Elizabethan Virg inal  Book, p p . l 5 2 f f . )  po in ts  
out  t h a t  th e  bass l i n e  of  t h i s  pavan was probably extended downwards 
by the  use of  s h o r t  octave tun in g ,  which accounts  f o r  the  t e n th s  in 
th e  l e f t  hand, t h i r d  s t r a i n .

p
Complete Keyboard Works, ed. Howard Ferguson (London: S ta in e r

& B e l l , T958J:
O

I b i d . ,  p. 3 ( I n t ro d u c t io n ) .



mediant. The f i n a l  s t r a i n  i s  d i s t in g u i s h e d  by a s t r i k i n g  sequence 

by which the  dominant, F#, i s  f i n a l l y  reached;  only a t  t h i s  po in t  do 

we r e a l i z e  t h a t  B i s  the  t o n i c . 1

The o ther  two T isd a l l  pavans ( i i / 3 0 6  and i i / 3 0 7 )  share  with 

the  Pavana Chromatica ( i i / 2 7 8 )  a mildly  ornamented im i t a t i v e  t e x tu re  

much l i k e  t h a t  of  Byrd 's .  The c l a r i t y  o f  the  upper l i n e  and the  use 

of  sequent ia l  r e p e t i t i o n  to  s t r u c t u r e  phrases i s  a l s o  rem in iscen t  of 

Byrd 's  w r i t in g .  Nei ther  o f  th ese  pavans has v a r i e d  r e p r i s e s ,  and 

i i / 3 0 6  (ex.  29) has an u n c lu t t e r e d  t e x t u r e  which a t  one po in t  even 

reduces to th ree  voices the  normal four-vo iced  t e x t u r e  o f  FVB pavans.

Ferdinando Richardson was a contemporary of  B u l l ' s  and, 

l i k e  Byrd, a s tuden t  of  Thomas T a l l i s .  His two pavans a re  pa ired 

with g a l l i a r d s ;  one o f  them, i / 2 7 ,  i s  c l o s e r  to  i t s  g a l l i a r d  musically

See a r t i c l e s  by Saul Novack on th e  s t r u c t u r a l  im pl ica t ions  
of  the  Phrygian mode ( c i t e d  above, n. 2 ,  p. 13) .  There i s  a quest ion  
as to  whether t h i s  pavan i s  p e rsuas ive ly  t o n a l .  The view t h a t  the 
composition i s  in the  Phrygian mode argues back from the  f i n a l  B 
chord, although i t  a l so  rec e iv e s  support  in  th e  pavan 's  use of 
tonal  r e l a t i o n s h i p s  t r a d i t i o n a l  in  polyphonic composit ions o f  t h a t  
mode. One might a l so  claim t h a t  th e  p iece  i s  convinc ing ly  in E 
minor, but  ends on B, posing the  ques t ion  of  what i t  means f o r  a 
composition to  be in a key. The same q ues t ion  a r i s e s  in Morley's 
g a l l i a r d  i i / 1 7 7 ,  in Warrock's g a l l i a r d  i /3 8 8 ,  and, most emphatic­
a l l y ,  in  B u l l ' s  couran te ,  Dr. Bui 1 1s J u e l l  ( i i / 1 2 8 ) .  At t h i s  
p o in t  one confronts  fundamental i s sues  o f t h e  n a tu re  o f  t o n a l i t y  
and o f  s t r u c tu r a l  i n t e g r i t y .  Novack suggests  t h a t  " the s t r u c tu r e  
of  a composition involves the  i n t e r r e l a t i o n s h i p s  of  tones whereby 
organic  un i ty  i s  achieved. . . .  I f  the  a n a ly s t  who seeks to  
d iscover  the  ' t r u t h '  cannot  d i sc e rn  the  musical s t r u c t u r e  of a 
work, e i t h e r  he i s  momentarily l im i te d  o r  the  composition i s  a 
'non-composit ion" '  ("Some Thoughts o f  th e  Nature o f  Musical 
Composition," Current Musicology 6 [1968]:  101-102). I t  i s  
impossible  to  know whether T isd a l l  had in  mind a B-phrygian 
composition o r  an E-minor composit ion which ends on B and i s  
th e r e f o re  in some sense a "noncomposition."



than a re  any o th e r  FVB pavans (see  Pavan and G a l l i a rd  c h ap te r ,  ex. 65). 

Both pavans a re  f a i r l y  simple and r e g u la r  in the  manner of  Byrd, and 

sh o r t e r  ( th re e  e igh t-semibreve  s t r a i n s )  than most FVB pavans. The 

second ( i /8 7 )  i s  more ornamented than th e  f i r s t ,  and i s  unusual in 

t h a t  i t s  key s ig n a tu re  changes from no f l a t s  in the  f i r s t  s t r a i n  to  one 

in the  second and t h i r d .  This major-minor mixture i s  unusual f o r  the  

FVB, although i t  occurs (no t  so e x p l i c i t l y )  in Byrd's  pavan i i /2 0 0  and 

i t s  g a l l i a r d  ( i i / 2 0 4 ;  d iscussed  above,  p. 31, and in Chapter IV, 

p. 131), in some Bull pavans in o th e r  so u rces ,  and in o th e r  dance types .

Two Morley pavans a re  included in  th e  FVB. One ( i i /1 7 3 )  has 

been erroneously  known as a Lachrymae s e t t i n g ;  a lthough i t  begins with 

a Lachrymae f i g u r e  and has o t h e r  s t y l e  s i m i l a r i t i e s  with Dowland's 

pavan, i t  i s  otherwise  an independent composit ion, no more r e l a t e d  to  

the  Dowland than a re  numerous o th e r  pavans o f  the  time. The Lachrymae 

motif  with which i t  opens i s  used to  l i n k  i t  with i t s  g a l l i a r d ,  which 

w i l l  be d iscussed  in Chapter IV (see  ex. 60 o f  t h a t  c h a p te r ) .  The o ther  

Morley pavan ( i i / 2 0 9 ;  Chapter IV, ex. 70) i s  a s impler  vers ion  of 

Farnaby 's  pavan i i / 4 5 6  (see  p. 57 and ex. 24d, f o r  a comparison of  the  

openings o f  th e  two p a v a n s ) .1 The f i r s t  s t r a i n  of  t h i s  pavan has a

C o r l e y ' s  s e t t i n g  in  th e  FVB i s  id e n t i c a l  to  t h a t  a scr ibed  
to  Byrd in Drexel ms. 5612. Alan Brown, in  h is  e d i t i o n  o f  Byrd's 
keyboard music, holds t h a t  th e  FVB i s  a more r e l i a b l e  source of 
a t t r i b u t i o n s .  Richard Marlow, in h is  Farnaby e d i t i o n ,  r e f e r s  to  the  
ex is ten ce  of  a Byrd vers ion  of  t h i s  pavan, but  does not say whether 
he has in mind the  composit ion in Drexel 5612. I t  i s  not  impossible  
t h a t  Byrd wrote the  o r ig in a l  ve rs ion  o f  t h i s  pavan, a lthough the  s t r a i n  
leng ths  (20, 16, 20) a re  not  ty p ic a l  o f  Byrd, and the  t h i r d - s t r a i n  
can tus- f i rm us  w r i t in g  seems l e s s  l i k e  B y rd 's ,  which tends towards 
un iformity  o f  t e x t u r e ,  than l i k e  t h a t  o f  a second-genera t ion v i rg in a l  
composer such as Morley.



p a r t i c u l a r l y  well-formed t r e b l e  l i n e  d e f in in g  segments o f  the  oc tave ,  

f -g -a-bV -c1 and c 1- d 1- e 1- f 1. The middle s t r a i n  i s  a prolongat ion  of 

the  dominant and, c h a r a c t e r i s t i c a l l y ,  the  t r e b l e  l i n e  here remains in 

a small range around 5, c 1. The can tus- f i rm us  w r i t in g  dominates the  

t h i r d  s t r a i n ,  which i s  consequently  w r i t t e n  in a continuous f a n t a s i a ­

l ik e  manner in s tea d  o f  in  th e  phrased manner o f  the  f i r s t  two s t r a i n s .

One pavan each by Orlando Gibbons and Thomas Tomkins a re  

included in the  FVB. These organis t-composers  a re  more f u l l y  rep re ­

sented in o th e r  c o l l e c t io n s  perhaps ,  as mentioned above (see  p. 57, 

n. 2 ) ,  because the  FVB favo rs  works o f  Catho l ic  composers. Both of 

these FVB pavans a re  in  the  manner and mode o f  the  Lachrymae. The 

Gibbons pavan, which appears  in  the  Par then ia  under the  t i t l e  The 

Lord o f  Sa l isbury  h is  Pav in , i s  p a r t i c u l a r l y  typ ic a l  o f  the  E l iz a ­

bethan melancholic  s t y l e ,  with i t s  low t e s s i t u r a ,  unprepared d issonan t  

appoggia turas ,  and pronounced, i f  m ild ,  chromaticism. The middle 

s t r a i n  of t h i s  pavan prov ides  a good example o f  the  func t ion  o f  I I I  

as an embellishment o f  V.*

The P ipers  Paven ( i i / 2 3 8 ) ,  a t t r i b u t e d  to  Martin Peerson, i s  

a s e t t i n g  o f  a Dow!and work, pa ired  in th e  FVB with B u l l ' s  s e t t i n g  

of  the  P ip e r ' s  G a l l i a rd  o f  Dowland. This pavan i s  typ ica l  

in i t s  avoidance o f  i n te r n a l  a r t i c u l a t i o n s  with in  the  th re e  r eg u la r  

s t r a i n s .  T y p ic a l ly ,  to o ,  the  f i r s t  s t r a i n  prolongs the  ton ic  and 

could stand a lone ;  the  second moves to  the  dominant; and the  t h i r d

*This pavan i s  analyzed in f u l l  in Fe l ix  S a lze r  and Carl 
Schacter ,  Counterpoint  in Composition (New York: McGraw-Hill Book 
Company, 1969), pp. 4 2 4 f f .  and ex. 10-7.
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s t r a i n ,  with i t s  chord r e p e t i t i o n s  and rhythmic punc tua t ions ,  

c o n t r a s t s  t e x t u r a l l y .

The FVB includes a p a v a n -g a l l i a rd  p a i r  by Thomas Warrock, 

which w i l l  be d iscussed in Chapter IV (ex. 6 1 ) .  The pavan is

one o f  the  weaker o f  the  FVB composit ions,  with poor voice-  

leading  not  c h a r a c t e r i s t i c  o f  FVB pavans. I t  neve r th e le s s  i s  

ty p ica l  in  form and t e x t u r e .

The pavan i i / 2 2 6  (ex. 30) i s  n e a r ly  i d e n t i c a l  to  the  l u t e  

ve rs ion  of  Holborne 's  pavan Decrevi , which a l so  e x i s t s  in a consor t  

v e r s i o n . 1 This FVB pavan has passed f o r  a Byrd composition because 

i t  i s  so designated in th e  manuscr ip t .  However, with r e sp ec t  to  a 

number o f  s u p e r f i c i a l  d e t a i l s ,  i t  i s  un l ike  o th e r  Byrd pavans. Unlike 

most FVB pavans, i t s  s t r a i n s  a re  not  repeated  in  v a r ied  form; even 

more unusual i s  the  f a c t  t h a t  the  f i n a l  chords o f  s t r a i n s  a re  not 

embell ished.  Although t h e r e  a re  sh o r t  po in ts  o f  im i t a t io n  in the  

upper v o ice s ,  the  moti fs  do not  dominate the  t e x t u r e  to  the  e x te n t  

t h a t  they of ten  do in Byrd pavans. But th e  most s i g n i f i c a n t ,  i f  

s u b t l e s t ,  c h a r a c t e r i s t i c  s e t t i n g  a p a r t  t h i s  pavan from those  o f  Byrd 

i s  the  t r e b l e  l i n e ,  which i s  more continuous and t u n e - l i k e  than those 

found in  Byrd pavans. The sus ta in ed  tones o f  the  t h i r d  s t r a i n

The consor t  ve rs ion  i s  no. 35 o f  Holborne 's  Pavans,
G a l l i a r d s ,  Almains . . .  in Five Pa r t s  . . . 1599. The l u t e  v e r s i o n , 
from Cambridge U nivers i ty  L ibrary  ms. Dd.2.11, appears  in The 
Complete Works o f  Anthony Hoi borne , Vol. 1: Music f o r  Lute and 
Bandora, ed. Masakata Kanazawa (Cambridge: Harvard Univers i ty  
P re s s ,  1967). Although Brown, in h is  e d i t i o n  o f  Byrd's keyboard 
music, r e f e r s  to  FVB i i / 2 2 6  as "a somewhat amateurish arrangement 
o f  a s t r i n g  piece  by Anthony Holborne," he does not  i n d ic a te  what 
about the  s e t t i n g  i s  amateurish ,  and he seems not to  have been 
aware of  the  Holborne l u t e  ve rs ion  which i s  so c lo s e  to  t h a t  o f  the  
FVB.



( t r e b l e  [mm. 6-8] and bass [ th roughou t] )  a re  a l s o  not  c h a r a c t e r i s t i c  

o f  Byrd 's w r i t in g .  There i s  a suggest ion  here  o f  the  kind of  t h i r d -  

s t r a i n  can tus-f i rmus  w r i t in g  found in a number o f  Elizabethan pavans 

(see  ex. 27). The a eo l ian  c h a r a c t e r  o f  t h i s  pavan i s  ev iden t  in the  

importance o f  th e  F in the  t r e b l e  as well as th e  bass as an upper 

neighbor tone to  E.

John Dowland's "Lachrymae" Pavan

Although Dow!and did not  compose f o r  keyboard in s t rum en ts ,  h is  

presence can be f e l t  in  th e  FVB in the  lamenting pavans of  Gibbons, 

Robert Johnson, Thomas Tomkins, and Morley, in the  s e t t i n g s  o f  his  

P i p e r ' s  Pavan and G a l l i a rd  and the  so n g - g a l l i a r d  "Can she excuse ,"  

and in  the  two f i n e  s e t t i n g s  o f  the  Lachrymae pavan by Byrd and Farnaby. 

Dowland's music was well known to  h is  contemporaries in England and on 

th e  c o n t in e n t ,  and was widely t r a n s c r ib e d  and copied. The Lachrymae 

pavan, an instrumental  ve rs ion  o f  h is  l u t e  song, "Flow my t e a r e s , "  

was probably the  most famous pavan o f  the  E lizabethan  pe r iod ,  appearing 

in con t inen ta l  as well as English  sources  by 1600.1 This pavan shares  

with o th e r  Dow!and dances a s t r u c t u r a l  c l a r i t y  and an exceedingly  high 

leve l  o f  motivic  d e f i n i t i o n  and development. Example 31 shows the  pavan 

in reduc t ion  from Dowland's co n so r t  v e rs io n .  S u p e r f i c i a l l y  the  pavan 's

*For example, i t  appears  in  the  l a t e  s ix te e n th -c e n tu ry  I t a l i a n  
l u t e  manuscript  as the  In t rada  Anglicana (Dolmetsch, Dances o f  England 
and France from 1450 to  1600, p. 82) .  See th e  e d i t o r i a l  notes  in 
The Collected Lute Music o f  John Dow!and, eds .  Diana Poulton and 
Basil Lam (London: Faber & Faber,  1974) f o r  a l i s t  of  some of  the  
major sources where i t  appears .  Dowland's o r ig in a l  l u t e  vers ion 
appeared in 1596; the  song was published in 1600; and the  conso r t  
pavan followed in 1604.
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th ree  s t r a i n s  a re  not un l ike  those  o f  many FVB pavans: the  f i r s t  

prolongs the  t o n ic ,  the  second breaks from the  f i r s t  by beginning on 

I I I ,  then moving to  the  dominant, and the  t h i r d  con tinues  from the 

dominant and r e tu rn s  to  the  t o n i c .  What i s  unusual i s  t h a t  the  e n t i r e  

dance i s  based on a moti f  o f  a f a l l i n g  fo u r th  ( a - g - f - e ,  c 1-b -a -g # ) ,  

on the  one hand, and repeated  motions to  V, motions which reso lve  to  

I ( a t  the  ends o f  the  f i r s t  and t h i r d  s t r a i n s )  only a f t e r  numerous 

i n t e r r u p t i o n s . 1 Several f a c t o r s  a r e  r e s p o n s ib le  f o r  keeping t h i s  

obsess ive  pavan from being boring .  F i r s t ,  t h e r e  i s  an ove ra l l  sense 

of a r c h i t e c t u r e  t h a t  i s  an ou ts tand ing  f e a t u r e  o f  Dowland's w r i t in g .  

The s h o r t  r e p e t i t i v e  i n te r r u p t i o n s  o f  th e  f i r s t  s t r a i n  d isappea r  in 

the  second, which, although a l s o  s ix t e e n  semibreves long,  does not 

subdivide in to  small four-semibreve motions bu t  i s  r a t h e r  one continu­

ous motion te rm ina t ing  in ano ther  i n t e r r u p t i o n .  In the  f i n a l  s t r a i n  

th e re  i s  a gradual r e tu rn  to  sh o r t  motions which c h a ra c te r i z e d  the 

f i r s t  s t r a i n ,  and in  f a c t  t h e  t h i r d  s t r a i n  ending p a r a l l e l s  t h a t  of  

the  f i r s t  s t r a i n .  The high t r e b l e  e 1 which begins the  f i n a l  descent  

r e l i e v e s  the  weariness of  t h e  repeated  c 1 which has been the  upper­

most tone (as ide  from the  b r i e f  d1 which i s  i t s  neighbor tone in the  

second s t r a i n )  u n t i l  t h i s  p o in t .  There i s  even a s u b t l e  sense of  

growth in the  s t r a i n  openings:  on the  immediate l e v e l ,  th e  second

s t r a i n  breaks from the  f i r s t  by opening with a new chord,  I I I ,  while 

the  t h i r d  s t r a i n  i s  jo ined  to  the  second by opening with the  same

^ ' I n te r r u p t io n "  i s  to  be understood in a narrow sense ,  as 
defined by Fe l ix  Sa lze r  e t  a l . See S a l z e r ' s  S t ru c tu ra l  Hearing: Tonal 
Coherence in Music (New York: Dover P u b l i c a t io n s  I n c . ,  1962), pp. 145- 
47. In te r ru p t io n  i s  ind ica ted  in th e  musical examples by the  sign / / .
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chord, V, t h a t  c losed the  second s t r a i n .  But what i s  a l s o  heard i s  

the  r i s i n g  s teps  of  the  i n i t i a l  chords ,  I ,  I I I ,  V. And f i n a l l y ,

Dowland su b je c t s  the  melodic m oti f  o f  the  f a l l i n g  f o u r th  to  many 

t r an s fo rm a t io ns ,  r e i n t e r p r e t i n g  i t  rhy thm ica l ly—i t  occurs s ix  times 

in the  top voice  during the f i r s t  s t r a i n ,  and never  the  same way twice 

—and even in v e r t in g  i t  a t  th e  opening o f  the  t h i r d  s t r a i n .

The Lachrymae pavan has th re e  s t r a i n s  o f  s i x t e e n ,  s i x t e e n ,  

and seventeen semibreves,  and only the  f i r s t  o f  th e se  i s  b u i l t  on 

groups of  fo u r ;  even th en ,  th e  phrasing in the  f i r s t  s t r a i n  overlaps 

the  b a r l i n e ,  and the  polyphonic web so f tens  th e  d iv i s io n  between phrases .  

The c o n t in u i ty  of  the  second and t h i r d  s t r a i n s ,  however, i s  not  simply 

a m at te r  o f  inner  voices  l in k in g  phrases with t i e s  and a n t i c i p a t i o n s .

I f  the re  i s  any d iv i s io n  in the  second s t r a i n ,  i t  i s  a t  the  a r r i v a l  on 

D, th e  subdominant, where, in  a d d i t i o n ,  the  t e x t u r e  changes f o r  the  

f i r s t  t ime; t h i s  c r e a t e s  a d iv i s io n  o f  th e  s ix tee n  semibreves in to  s ix  

and t e n ,  not  what Morley, in  h is  p r e s c r ip t io n  f o r  s t r a i n  l en g th ,  had in 

mind. The t h i r d  s t r a i n ,  t o o ,  has a weak in te rn a l  d i v i s i o n ,  here 

c rea ted  by the  descent  which begins on th e  t r e b l e  e 2 . At the  same 

t ime,  the re  i s  a p a ra l l e l i s m  between th e  second and t h i r d  s t r a i n s ,  so 

t h a t  the  f i r s t  s i x  bars  o f  th e  t h i r d  s t r a i n  answer the  f i r s t  s ix  of 

th e  second, and th e re  i s  in the  t h i r d  s t r a i n  a corresponding change 

in t e x tu re  which fo l lows.

The lack  o f  r e g u l a r i t y  in t h i s  Dowland pavan i s  h ighly  

e x p re ss iv e ,  and o f  course i t  must be remembered t h a t  Dowland wrote 

t h i s  as a song as well as a dance. But Dowland's o th e r  pavans, 

which a re  not  a l s o  songs,  a r e  s i m i l a r ly  i r r e g u l a r .  I t  i s  t h i s



f a n t a s i a - l i k e  q u a l i t y  t o  which Morley r e f e r s  in  h is  d e s c r ip t io n  of  

the  pavan.

Summary

Nearly a l l  th e  pavans in the  FVB have th e  scheme o f  th ree  

s t r a i n s  with var ied  r e p r i s e s  which became the  norm f o r  the  English 

pavan. In the  b e s t  known pavan o f  the  p e r io d ,  Dowland's Lachrymae, 

t h e r e  i s  a c o n t in u i ty  between s t r a i n s  c re a te d  by motivic  development 

and r e i t e r a t i o n  o f  t r e b l e  and bass motions. Such cons is tency  i s  

exceptional  among Elizabe than  pavans. In s t e a d ,  the  th re e  s t r a i n s  a re  

based on d i f f e r e n t  motifs  and the  t h i r d  s t r a i n  in  p a r t i c u l a r  o f ten  

p resen ts  a t e x tu r a l  c o n t r a s t  to  the  f i r s t  and middle s t r a i n s .

Formulaic beginnings (such as the  rhythm o<W [ex .  5])  and endings 

(ex. 6) help to  f u r t h e r  s e p a r a te  th e  s t r a i n s  from each o th e r .  The 

a r t i c u l a t i n g  func t ion  o f  th e s e  beginning and ending formulas i s  

s t reng thened  by the  f a c t  t h a t  such a r t i c u l a t i o n s ,  and in f a c t  cadences 

in  g e n e ra l ,  a re  avoided w i th in  s t r a i n s .  And while  f i g u r a t i o n  sometimes 

l in k s  a s t r a i n  with i t s  r e p r i s e ,  i t  almost  never l in k s  s e p a ra te  s t r a i n s .  

C on t ras t ,  r a t h e r  than development, de f in e s  th e  r e l a t i o n s h i p  o f  the  

s t r a i n s .  This p r i n c i p l e  o f  c o n t r a s t  i s  one c h a r a c t e r i s t i c a l l y  d i f f e r ­

e n t i a t i n g  the music-making o f  t e r n a r y  composit ions from b in a ry .  The 

Elizabethan pavan i s  not  t e r n a r y  in  th e  usual sense inasmuch as the re  

i s  no r e tu rn  o f  m a te r i a l .  An ABA scheme i s  sometimes defined t o n a l l y ,  

but  never m o t iv ic a l ly .

While the  th re e  s t r a i n s  a re  well a r t i c u l a t e d  from each o th e r ,  

they a re  not a r b i t r a r i l y  s t run g  to g e th e r  as they a re  in th e  Atta ingnant
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ensemble dances, but  form a t o t a l l y  o rgan ic  whole. While the  tonal  

schemes (shown in  Table 2) vary wide ly ,  t h e r e  a re  s i m i l a r i t i e s  between 

pavans in  terms o f  the fu n c t io n s  of  th e  th r e e  s t r a i n s .  In a l l  but  one 

case the  f i r s t  s t r a i n  d e f ines  and prolongs the  t o n i c ;  of  the  t h r e e ,  i t  

i s  genera l ly  the only s t r a i n  t o  have a s t rong  enough melodic p r o f i l e  

and a complete enough tonal  motion to  a l low i t  t o  s tand  on i t s  own.

The second s t r a i n s  a re  sometimes complete p ro longat ions  o f  a second 

tonal  a r e a ,  most o f ten  V o r  I I I ,  but  more o f ten  involve motion to  as well 

as with in  the new a re a .  While th e  f i r s t  s t r a i n s  o f ten  con ta in  a melodic 

descent  to  the t o n i c ,  th e  middle s t r a i n s  may con ta in  a p a r a l l e l  descent  

to  a secondary to n e ,  or  may have a t r e b l e  which i s  l e s s  a c t iv e  or  w e l l -  

de f ined .  I t  i s  o f  g re a t  s ig n i f i c a n c e  t h a t  the  middle s t r a i n s  never 

c lose  on the to n ic  ( th e re  i s  an except ion  in  the  music o f  B u l l ;  see 

ex. 18b); i f  they d id ,  th e  c o n t in u a t io n  in to  a t h i r d  s t r a i n  would be 

unnecessary , and th e  t h r e e - s t r a i n  scheme would be a r b i t r a r y .  In s tead ,  

the  second s t r a i n  s e t s  up an o pp o s i t io n  to  the  to n ic  which must be 

resolved  by the t h i r d  s t r a i n .  In some cases  (pavans by Farnaby [ i i /

456],  Bull [ i /6 2  and i / 1 4 9 ] ,  P h i l i p s  [ i / 3 4 3 ] ,  T isd a l l  [11 /306] ,  and 

Morley [ i i / 2 0 9 ] )  th e  tonal  o rg an iz a t io n  o u t l i n e s  a kind o f  ABA form, 

with the  outer  s t r a i n s  moving p r im a r i ly  w i th in  the  to n ic  while  the  

middle s t r a i n  prolongs th e  dominant o r  mediant . More f r e q u e n t ly ,  

n e i t h e r  the  middle nor th e  f i n a l  s t r a i n  i s  a s e l f -c o n ta in e d  prolonga­

t i o n ,  and the tona l  arch spanning the  t h r e e  s t r a i n s  i s  more complex.

The mediant plays an important  r o l e  in  th e  tonal  scheme o f  minor-mode 

pavans, of ten  se rv ing  as a s te p  between the  ton ic  and the  dominant, 

as in Giles Farnaby’s.Dreame (ex. 23) and the  Dowland Lachrymae (ex. 31).
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The c o n t in u i ty  between s t r a i n s  sometimes occurs a t  the  f o r e ­

ground leve l  by the  r e i t e r a t i o n  o f  the  f in a l  chord of  one s t r a i n  as 

the  opening chord o f  the  n e x t ,  as between the  middle and t h i r d  s t r a i n s  

o f  the  Lachrymae pavan or  between the  f i r s t  and middle as well as the  

middle and f i n a l  s t r a i n s  o f  B u l l ' s  pavan i i / 1 2 1  (see  Table 2 ) .  In the  

m ajo r i ty  o f  c a se s ,  the  i n i t i a l  chords of  the  middle and f i n a l  s t r a i n s  

a re  used to  c r e a t e  a new beginn ing ,  a break from the  preceding s t r a i n s ,  

even i f  t h a t  break i s  only a momentary foreground even t ,  as i t  i s  in  the  

middle s t r a i n s  o f  exx. 1 and 3. In t h i s  reg a rd ,  the  FVB pavans maintain 

c o n t r a s t  and schematic d e f i n i t i o n ,  on the  one hand, and tonal  i n t e g r i t y  

and c o n t in u i ty ,  on the  o th e r .

The t r e b l e  l i n e s  of  FVB pavans play a s i g n i f i c a n t  ro le  in 

c re a t in g  the tonal  whole, while  lack ing  the  c h a ra c te r  of  melodies. In 

some o f  th e  pavans, p a r t i c u l a r l y  those  by Byrd, T i s d a l l ,  and Richardson, 

the  t r e b l e  has a s t rong  rhythmic c h a r a c te r  and a p r o f i l e  de f in ing  the 

tonal  space:  the  f i f t h ,  1-5 ,  o r  th e  oc tave ,  presented as 1-5 and 5-8.

Perhaps because the  w r i t in g  i s  c o n s i s t e n t l y  four-vo iced  (except  in 

r e p r i s e s ,  where inner  voices a re  o f ten  absorbed in the  passagework) , 

the  t r e b l e  l i n e  g e n e ra l ly  moves w i th in  a small range.  High tones a re  

thus important  design e lements ,  summits to  be regained o r  surpassed 

in subsequent phrases .  While th e re  i s  no r e tu r n  to  thematic  m ater ia l  

in  FVB pavans, th e re  i s  a sense o f  th e  r e tu r n  of  tones as well as of  

harmonies. The sense o f  melodic c o n t in u i ty  i s  f a i r l y  s t rong  in many 

pavans (see  those  by Bull [ i / 6 2 ,  ex. 15] ,  Byrd [ i /3 6 1 ,  ex. 1; and 

i i / 4 8 3 , ex. 4 ] ,  and Holborne [ i i / 2 2 6 ,  ex. 3 0 ] ) .  But a t  the  foreground 

l e v e l ,  the  t r e b l e  l i n e s  a re  broken up by t h e i r  p a r t i c i p a t i o n  in the



four-vo iced  polyphonic (and o f ten  im i t a t i v e )  t e x t u r e ;  and in the  work 

of the  v i r tu o s o  v i r g i n a l i s t s ,  Bull and Farnaby, ornamentation and 

spec ia l  keyboard e f f e c t s  f u r t h e r  obscure the  melodic shape.

The bass l i n e s  in FVB pavans se rve  t o  d e f in e  simultaneously the  

meter and the  tonal  motion, as  they do in a l l  polyphonic dance music. 

Ins tead  of  the  simple measured motions found in the  t reble-and-accompani-  

ment keyboard dances o f  A t ta ingnan t  and Gardane o r  in the  homorhythmic 

ensemble dances o f  th e  c o n t in e n t ,  one f in d s  in the  FVB pavans e la b o ra te  

bass l i n e s  which may be weaker in t h e i r  d e f i n i t i o n  of  meter . Root 

motions a re  e la b o ra ted  by pass ing  and neighbor to n es ,  given emphasis 

in such p a t t e r n s  as those  shown in  ex. 10. Embellishing motions of  a 

t h i r d  and h o r iz o n ta l i z e d  t r i a d s  a re  important  in  the  bass as they a re  in 

the  t r e b l e .  A s e r i e s  o f  f i f t h  motions in the  bass ( f in a l  s t r a i n s  of 

Bull pavans i /6 2  [ex .  15] and i /149  [ex .  14];  middle s t r a i n  of  Byrd 

pavan i i / 3 8 9  [ex .  9 ] ,  e t c . )  may be used f o r  foreground e f f e c t  as well as 

to  achieve tonal  motion. Rising or  f a l l in g  f i f t h s ,  l i k e  sequences, a re  

most o f ten  used f o r  sp ec ia l  e f f e c t  in  th e  t h i r d  s t r a i n s ;  but the  f i f t h  

r e l a t i o n s h i p  and the  embel l i sh ing  t h i r d  a re  the  b a s i s  of  middleground 

harmonic s t r u c t u r e .  The bass i s  a c t i v e ,  p a r t i c i p a t i n g  in motivic  

im i ta t io n s  and r e g i s t e r  s h i f t s  c r e a t i n g  rhythmic i n t e r e s t .  N ever theless ,  

ro o t  motions predominate,  and the  downbeat i s  c l e a r l y  defined by the  bass 

l i n e .  This bass d e f i n i t i o n  o f  meter,  r e l a t e d ,  as Lowinsky and o thers  

have observed, to  harmonic s t r u c t u r e ,  i s  an important  f e a tu re  of  poly­

phonic dance music.

The FVB pavans a re  t e x t u r a l l y  modeled on the  instrumental  f a n t a s i a ,  

with d i s t i n c t  independent l i n e s  engaging in fragmented im i ta t io n .  This



im i ta t ion  i s  a foreground f e a t u r e  o f  the  pavans, o f ten  abandoned in the  

varied  r e p r i s e s .  The m oti fs  themselves a re  based on t r i a d s  o r  on s t e p ­

wise d e l in e a t io n s  o f  t h i r d s ,  fou r ths ,  and f i f t h s .  While they a re  of ten  

used s e q u e n t i a l ly  as well as  in  im i t a t i o n ,  they a re  not s u f f i c i e n t l y  

individual  to  allow f o r  a sense  o f  r ecogn i t ion  upon t h e i r  r e tu rn  in a

l a t e r  s t r a i n ,  o r  to  permit  long-range  development. In f a c t ,  the  motifs

a re  in a sense drawn from a common pool—witness  the  s i m i l a r i t y  between 

the  opening m oti fs  o f  Byrd 's  pavan i /367  (ex. 3) and i i / 4 8 3  (ex.  4 ) ,  

typ ica l  t r i a d i c  m o t i f s .  The f req u e n t  abandonment o f  m oti fs  in the  var ied  

r e p r i s e s  i s  a f a i r  i n d ic a t io n  of  the  f a c t  t h a t  m oti fs  a re  used f o r  local  

i n t e r e s t  and not f o r  th e  c r e a t i o n  o f  l a rg e  s t r u c t u r e s .

The polyphonic sequence i s  o f  g r e a t  importance in FVB pavans, 

and even more so in FVB g a l l i a r d s ,  as wil l  be seen l a t e r ;  Like the  s e r i e s

of  f a l l i n g  or  ascending f i f t h s ,  the  sequence d e f ines  motion, but  i s  a l so

used f o r  i t s  i n t r i n s i c  lo ca l  i n t e r e s t ,  p a r t i c u l a r l y  by Bull and most 

of ten  in the  f i n a l  s t r a i n s .  Such prominent f e a tu r e s  of  design are  an 

important  p a r t  o f  th e  w r i t in g  of  Bull and Farnaby, while almost e n t i r e l y  

absent  from t h a t  o f  Byrd.

The most s i g n i f i c a n t  a sp ec t  o f  th e  r e l a t i o n s h i p  o f  the  E l iz a ­

bethan pavan to  the  f a n t a s i a  i s  not  in i t s  t e x tu r e  or  use of  im i t a t i o n ,  

but in  i t s  phras ing .  Unlike most o f  t h e i r  p rec u rso r s ,  the  FVB pavans 

a re  o f ten  not b u i l t  on r e g u l a r ly  rec u r r in g  two-,  f o u r - ,  or  e ig h t -b a r  

phrases ,  but  a re  e i t h e r  continuous with in  each s t r a i n  or  phrased a t  

i r r e g u l a r  i n t e r v a l s .  Because th e  pavan was g e n e ra l ly  a process ional  

r a t h e r  than a s e t  dance, th e r e  were fewer formal r e s t r i c t i o n s  on 

musical scheme than t h e r e  might have been f o r  o th e r  dances. S t i l l ,



Morley say s ,  "You must c a s t  your  music by fo u r ,  so t h a t  i f  you keep 

t h a t  ru l e  i t  i s  no m a t te r  how many fours  you put in your s t r a i n ,  f o r  

i t  w i l l  f a l l  out  well enough in the  end" f o r  the  dancers .*  And in 

g e n e ra l ,  the  FVB composers adhere to  t h i s  dictum with regard to  s t r a i n  

len g th .  The i r r e g u l a r i t y  o f  phrasing and the  avoidance o f  in te rn a l  

cadences and o th e r  means o f  a r t i c u l a t i o n  w ith in  s t r a i n s  give the  impres 

s ion  o f  f a n t a s i a - l i k e  un fo ld ing .  The r e l a t i o n s h i p  between schematic 

c o n s t r a i n t s  and tonal  motion has made dance music an important  medium 

f o r  many composers; th e  sense  o f  freedom with in  such c o n s t r a i n t s  i s  

nowhere as pronounced as in the  English pavan.

A c o r o l l a r y  o f  t h i s  i s  t h a t  the  number o f  semibreves per s t r a i n  

(shown in Table 1) does not  n e c e s s a r i l y  i n d ic a te  whether o r  not the  

in te rn a l  phras ing i s  r e g u la r .  I t  i s  common in B u l l ' s  music f o r  the  

six teen-semibreve  s t r a i n  to  be i r r e g u l a r l y  subdiv ided ,  while in the  

dances o f  Byrd and Richardson th e  tendency i s  towards r e g u la r  phras ing .  

Sometimes, as in B u l l ' s  pavan i /1 4 9 ,  an opening fo u r -b a r  phrase leads 

us to  expect  such phras ing ,  and we s t ruggle  to  hear i t  t h e r e a f t e r ;  a t  

o th e r  t im es ,  as in  Farnaby 's  pavan i i / 4 6 5  (ex.  19),  the  phrasing i s  

i r r e g u l a r  from the  s t a r t ,  and we suspend any exp ec ta t io ns .  The con­

spicuous i r r e g u l a r i t y  o f  p ropor t ion  in the  pavans of  such composers 

as P h i l ip s  and T i s d a l l ,  p a r t  o f  t h e i r  h ighly  express ive  s t y l e ,  i s  

compensated f o r  by c l e a r  tonal  d i r e c t i o n .

As determined by f i n a l s  and t r a n s p o s i t i o n  s ig n s ,  a l l  but one 

FVB pavan a re  in the  io n ian ,  mixolydian, dorian  or aeo l ian  mode. The

*Morley, A P la in  & Easy I n t r o d u c t io n , p. 296.
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t h i r d ,  s i x t h ,  and seventh s c a l e  degrees a re  so reg u la r ly  i n f l e c t e d  

t h a t  i t  i s  a t  f i r s t  d i f f i c u l t  to  a sse ss  the s ig n i f ic a n c e  o f  the  nominal 

mode. In some cases  th e re  i s  no rea l  d i f fe re n c e  between th e  two major 

o r  the  two minor modes. There a re  no G-ionian compositions (because 

th e re  a re  no sharp s ig n a tu re s )  or F-mixolydian composit ions, and 

Morley 's  F - ionian  pavan ( i i / 2 0 9 )  i s  the  same dance as Farnaby's  in 

G-mixolydian ( i i / 4 5 6 ) . In t h i s  sense ,  the  choice o f  f in a l  d i c t a t e s ,  

a t  l e a s t  in  p a r t ,  the  nominal mode. But where comparisons a re  p o s s ib l e ,  

as between D-dorian and D-aeolian composit ions,  i t  does appear t h a t  

composers sometimes make d i s t i n c t i o n s  in su b t l e  but s i g n i f i c a n t  ways.

The d i s t i n c t i o n s  a re  l i k e l y  not  to  appear in upper vo ices ,  where i n f l e c ­

t io n s  occur f r e e l y  f o r  melodic purposes, but  r a th e r  in the  bass .  The 

important  d i f f e r e n c e  between th e  dor ian  and aeo l ian  modes in  polyphonic 

music i s  in  th e  occurrence o f  the  t r i t o n e ,  which prevents th e  use o f  VI 

in dor ian  and o f  I I  in a eo l ia n  without  a l t e r a t i o n s .  When t h e  body o f  

FVB pavans i s  examined, i t  becomes c l e a r  t h a t  the  composers do more 

o f ten  than not r e s p e c t  the  p r e d i l e c t i o n s  of  the  mode.

Chromaticism i s  used e x p re ss iv e ly  in a l im i ted  number of  the  

"darker"  FVB pavans,  those  tend ing  to  have a low t e s s i t u r a ,  accented 

dissonances ( e spec ia l ly  unprepared d i ssonances) ,  and the  most f a n t a s i a ­

l i k e  t e x tu r e s  ( P h i l i p s ' s  Pavana Doloroso [ i / 3 2 1 ] ;  T i s d a l l ' s  Pavana 

Chromatica [ i i / 2 7 8 ] ;  Gibbons's Pavana [ i i / 4 7 9 ] ; a l s o ,  B u l l ' s  Chromatic 

Pavan [ MB 19:no. 87a ]) .  Chromaticism i s  not c h a r a c t e r i s t i c  of  Farnaby 's  

w r i t i n g ,  and Byrd 's  music i s  the  m i ld e s t  with r e s p e c t  to  both dissonance 

and chromaticism. The p ica rd ian  t h i r d ,  so p rev a len t  in English music,  

i s  the  occasion f o r  many FVB a c c id e n ta l s  ( s i g n i f i c a n t  major-minor
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m ixtu re ,  involving the  a l t e r a t i o n  o f  3 as a ro o t  tone ,  seldom o c cu rs ) .  

Most o th e r  a c c id e n ta l s  a re  the  r e s u l t  o f  a p p l i c a t io n s  o f  the  f i c t a  

p r i n c i p le s  of  una nota super la  (extended to  many occurrences o f  upper 

neighbor tones)  and th e  r a i s e d  lead ing  tone .  Mild c r o s s - r e l a t i o n s  o f ten  

occur ,  e i t h e r  as a r e s u l t  o f  the  simultaneous a p p l i c a t io n  o f  these  two 

p r i n c i p l e s  (ex. I l f )  o r ,  more f r e q u e n t ly ,  because o f  the  p ica rd ian  t h i r d  

(where th e  bass 3-2-1 supports  the  t r e b l e  5-4-#3 [ex .  l l a - e ] ) .

Many o f  the  FVB pavans a re  pa ired  with g a l l i a r d s ;  in some cases 

the  p a i r in g  involves a deep musical r e l a t i o n s h i p  between the  two dances.  

The fo l low ing  chap ters  on "Gal l ia rd"  and "Pavan and G a l l i a rd  P a i r s "  w i l l  

shed f u r t h e r  l i g h t  on the  s i g n i f i c a n t  f e a tu r e s  o f  the  Elizabethan pavan.



Chapter I I I  

THE GALLIARD

The g a l l i a r d  i s  a t r i p l e  o r  compound-triple  meter  dance, 

l i g h t e r  in c h a rac te r  than th e  pavan. Although o f ten  pa ired  with the  

pavan, i t  d id  not s t a r t  out  as i t s  a f t e r -d a n c e  bu t  emerged indepen­

d e n t l y . 1 The word " g a l l i a r d " — "gag l ia rda"  in I t a l i a n —seems to  have 

o r ig in a te d  as the  French " g a i l l a r d e . "  The name i s  g e n e ra l ly  under­

stood to  r e f e r  to  the  f a c t  t h a t  "one must be gay and nimble to  dance 

i t  a s ,  even when performed reasonably s lowly ,  the  movements a re  l i g h t ­

hear ted" ;  the  dance re q u i r e s  many leaps and d e l i c a t e  s t e p s ,  and la rg e
2

men would req u i re  a slower tempo.

The G a l l i a rd  before  th e  FVB

The e a r l i e s t  g a l l i a r d s  e x ta n t  a re  in the  ensemble dance 

c o l l e c t i o n s  o f  Atta ingnant  o f  1529 and 1530, where they a re  found 

s ide  by s ide  with the  o ld e r  to u rd io n , the  f a s t  dance a s so c ia te d  with 

the  basse dance. The g a l l i a r d  and tou rd io n ,  both in moderate ly f a s t  

t r i p l e  t im e,  a re  not d i s t in g u i s h a b le  on the  page,  although Arbeau 

says t h a t  in p r a c t ic e  the  g a l l i a r d  i s  "h igher  o f f  the  ground" and

^ o r  a f u l l e r  d iscuss ion  o f  the  e a r ly  h i s t o r y  of  the  g a l l i a r d ,  
see Daniel Heartz , "Sources and Forms o f  the  French Instrumental  Dance 
in the  16th Century" (Ph.D. d i s s e r t a t i o n ,  Harvard U n iv e rs i ty ,  1957), 
pp. 305 f f .

2
Arbeau, Orchesography, p. 78.



with "a slower, s t ro n g e r  b e a t . " 1
2 3The g a l l i a r d  i s  defined by Morley and P ra e to r iu s  as being

t ro ch a ic  w i th ,  l i k e  the  pavan, th r e e  s t r a i n s  each o f  f o u r ,  e i g h t ,  or  

twelve "beats"  or  m etr ic  f e e t ,  each fo o t  c o n s i s t i n g ,  in the  case of 

the  g a l l i a r d ,  o f  a semibreve and a minim. Two s p e c i f i c  t r a i t s  came to  

be a sso c ia ted  with the  g a l l i a r d  as a d i s t i n c t  dance type:  the  long 

upbeat and the  m etr ica l  ambiguity between 3/1 and 6 /2 .^  The upbeat  i s  

common in the  s ix t e e n th -c e n tu ry  g a l l i a r d ,  but  i s  r a r e  among Elizabethan 

examples. The m etr ic  s h i f t s ,  however, remained a common t r a i t  

throughout the  dance 's  h i s t o r y .  Some examples from an A t ta ingnant  

consor t  c o l l e c t io n  (1529) and the  Gardane keyboard p r i n t  (1551) show 

the  importance o f  g a l l i a r d  meter  (exx. 3 2 a - c ) . ? The bass in each of  

these  dances e x h ib i t s  a s t e r e o ty p ic  p a t t e r n  o f  r e p e t i t i o n  and motion, 

a p a t t e r n  which may be confirmed (ex. 32c) or  c o n t r a d ic te d  (ex. 32b) 

by upper vo ices .  The p a t t e r n s  o f  exx. 32a and 32b a re  very c lo se ;  

a l l  th r e e  p a t t e rn s  a re  shown in ex. 32d. What i s  important  i s  t h a t  the  

metr ic  s h i f t s  c re a te  o r  underscore the  fo u r -b a r  o r  e ig h t - b a r  phrasing 

in these  dances.

The g a l l i a r d s  o f  the  s ix te e n th  cen tu ry  e x h i b i t  a wide v a r i e ty  

of  schemes. While th e re  a re  g a l l i a r d s  o f  th r e e  equal s t r a i n s  ( the

XI b i d . , pp. 93 f f .
2

Morley, A Pla in  and Easy I n t r o d u c t io n , pp. 296 f f .
3

P r a e to r iu s ,  Syntagma Musicum, 3:36.

^Apel, History  o f  Keyboard Music, p. 237; and Heartz ,
"Sources and Forms," p. 309.

5
The Atta ingnant  consor t  dances a re  publ ished  as the  P a r i s e r  

Tanzbuch; the  Gardane appears in Heartz ,  Keyboard Dances.
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scheme f o r  the  E lizabethan g a l l i a r d ) ,  t h e re  a re  a l so  g a l l i a r d s  of 

two o r  fou r  equal o r  unequal s t r a i n s ,  and some a re  not  organized in  

s t r a i n s  a t  a l l .  Like the  pavan (p.  17) ,  th e  g a l l i a r d  was not  i d e n t i ­

f i ed  with a p a r t i c u l a r  scheme u n t i l  the  l a t e  s ix t e e n th  century .

In I t a l y  and England the  g a l l i a r d  was sometimes sung as well 

as danced. Morley claimed t h a t  the  g a l l i a r d  was the  same as the 

s a l t a r e l l o  ( th e  f a s t  dance fol lowing the  passamezzo) , and t h a t  in 

I t a l y  i t  was o f ten  s e t  as a l i g h t  and humorous song. The t r a d i t i o n a l  

so n g -g a l l i a rd  can be found in  H a s s l e r ’s 1601 Lustgar ten  neuer t e u t s c h e r  

GesSng . . . . The g a l l i a r d ' s  path crossed t h a t  o f  the  b a l l e t t o ,  and 

many tex ted  g a l l i a r d s  have fa-1 a r e f r a i n s . 1 Perhaps the  g r e a t e s t  

products o f  the  s o n g - g a l l i a r d  t r a d i t i o n  a re  Dow!and's tex ted  g a l l i a r d s ,  

some o f  which w i l l  be d iscussed  w i th in  t h i s  chap te r .

G a l l i a rd - ty p e  dances e x i s t  under the  wide v a r i e t y  o f  names 

a s so c ia ted  with l i g h t ,  l e a p in g ,  t r i p l e - t i m e  a f t e r -d a n c e s :  s a l t a r e l l o ,
p

Hupfauff, T r i p ! a , P ro p o r tz , Nachdantz. In most o f  the  e a r ly  sources ,  

however, th e  g a l l i a r d  i s  not  a pa ired  dance.

The e a r l i e s t  known g a l l i a r d s  in English sources are  those  o f  

the  manuscript  Royal App. 58 o f  the  B r i t i s h  Museum, dated before  1550.3 

Although t h i s  manuscript  i s  a keyboard c o l l e c t i o n ,  the  w r i t in g  ( e . g . ,

^ u r t  Gudewill,  "German Secular  Song" [ 4 : 1 1 3 f f . ] ,  and Nigel 
Fortune, "Solo Song and Cantata" [4 :2 05 ] ,  in New Oxford History  of 
Music (London: Oxforid U n ive rs i ty  P re s s ,  1968).

2
Ernst  H. Meyer, "Concerted Instrumental  Music," in New 

Oxford H is to ry  o f  Music (London: Oxford U n iv e rs i ty  P re ss ,  1968),
4:554.

^See p. 2.
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t en ths  and tw e l f th s  f o r  one hand) i n d ic a te s  t h a t  the  contents  a re  

probably i n t a b u l a t io n s  o f  ensemble p iec es .*  The Dublin manuscript ,  

ca.  1570, a l s o  con ta in s  keyboard dances,  inc lud ing  p avan-ga l l ia rd
p

p a i r s .

The G a l l i a rd  in  the  FVB

The FVB co n ta in s  about f o r t y  g a l l i a r d s ,  o f  which about h a l f

a re  pa ired  with pavans. Like the  pavans,  the  g a l l i a r d s  a re  mostly in

th ree  s t r a i n s ,  a l though th e re  a re  f i v e  g a l l i a r d s  o f  two s t r a i n s ,  and

one by Byrd o f  fo u r .  In a d d i t io n  th e r e  a re  v a r i a t i o n  g a l l i a r d s —the 

Passamezzo, Quadran, and "S t .  Thomas, Wake" g a l l i a r d s —which follow 

d i f f e r e n t  schemes e n t i r e l y  and which w i l l  not  be discussed in t h i s  

s tu d y .3

The g a l l i a r d  i s  g e n e ra l ly  in a meter o f  3/2  o r  6 /2 ,  ind ica ted  

in the  FVB most o f ten  by 3 and 6 .4  N ei ther  the  d i f f e r e n t i a t i o n s  of 

time s ig n a tu r e  made in  the  manuscript  nor those  made by the  e d i to r s  

show any c o n s i s ten cy .  Barring in the  manuscript  i s  i r r e g u l a r ,  and

the  e d i t o r s  have chosen to  i n t e r p r e t  some g a l l i a r d s  as being in 3 /2 ,

*Apel, H is to ry  o f  Keyboard Music, pp. 249 f f .

3See pp. 2 f f .
g
There a re  t h i r t y - n i n e  g a l l i a r d s ,  counting the  anonymous dance 

on i i / 2 5 6  which i s  a s e t t i n g  o f  Dowland's so n g -g a l l i a rd  "Can she 
excuse,"  bu t  not  counting th e  v a r i a n t  s e t t i n g s  o f  g a l l i a r d s  by 
Richardson and Bull ( i / 3 4 ,  i / 9 5 ,  i /1 7 3 ,  and i i / 2 4 4 ) ,  and the  v a r i a ­
t io n  g a l l i a r d s .

V t h e r  time s ig n a tu re s  a re  C, used in i /388 and i i / 4 7 ;  (J), 
used in  i i / 4 5 0 ;  a n d S ,  used in the Nevells  book. The g a l l i a r d  i /77  
has a s ig n a tu re  o f  C f o r  th e  r i g h t  hand and (J) f o r  the  l e f t .
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others  as in 6 /2 ,  and a few ( e . g . ,  i i / 2 4 2 )  as in 6 / 4 . 1 The f requen t  

e f f e c t i v e  s h i f t s  between 3/2  and 3 /1 —the  hemiola of  t r a d i t i o n —and 

between 3/2 and 6 /4  do not  show up n o t a t i o n a l ly ;  de sp i te  the  use of 

p ropor t iona l  time s i g n a tu r e s ,  rhythmic no ta t io n  in the  FVB i s  used in 

the  modern manner, and t h e r e  i s  no c o lo r a t io n .

As shown in  Table 5,  the  normal FVB g a l l i a r d  s t r a i n  i s  e ig h t  

dotted-semibreve f e e t  in  l e n g th ;  t h i s  length  corresponds to  e ig h t  f e e t  

of two semibreves in th e  FVB pavan. The g a l l i a r d s  a re  in general 

f a s t e r ,  with l e s s  e l a b o r a te  f i g u r a t i o n ,  i m i t a t i o n ,  and o th e r  f o r e ­

ground dev ices .  Unlike th e  pavans,  the  FVB g a l l i a r d s  o f ten  have s t rong  

in te rn a l  subd iv is ions  w i th in  s t r a i n s .  E igh t-bar  s t r a i n s  o f ten  sub­

div ide  in to  two groups o f  fo u r  b a r s ,  with m o tiv ic ,  rhythmic, t e x t u r a l ,
i

or caden t ia l  p a ra l l e l i s m s  between the  two halves of  the  s t r a i n .  In 

c o n t r a s t ,  the  pavans make use o f  contrapunta l  motions,  suspens ions ,  and 

a v a r i e ty  o f  rhythmic dev ices  to  avoid in te rn a l  breaks in the  s t r a i n .  

Here the  g a l l i a r d s  of  th e  FVB stand c l o s e r  to  the  l a t e r  dance ty p es ,  

the  almans and c o ra n to s .  This c loseness  does not  i n d ic a te  t h a t  the  

FVB g a l l i a r d  i s  a more modern dance than the  pavan, but  t h a t  i t  was 

not s u b je c t  to  th e  same degree o f  h y b r id iz a t io n  and r e t a i n s  more of  

i t s  dance - l ike  q u a l i t i e s .

Like the  e a r l i e r  g a l l i a r d s  d iscussed  above, the  FVB g a l l i a r d s

■̂As in th e  pavan examples, ba r r ing  in the  g a l l i a r d  examples has 
been normalized w i th in  each dance to  make measure numbers c o n s i s t e n t  
and f a c i l i t a t e  comparisons o f  s t r a i n  leng th  and phrase leng th .
Measure numbers given in  b racke ts  r e f e r  to  the  ba rr ing  used in the  
FVB e d i t i o n  where i t  d i f f e r s  from t h a t  o f  the  examples.

O
This c o n t r a s t  i s  c e n t r a l  to  the  d iscuss ion  in Chapter IV,

"Pavan and G a l l i a rd  P a i r s . "
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employ m etr ic  s h i f t s  to  r e i n f o r c e  s t r a i n  subd iv is ions .  But in s tead  

of  the  pa t te rn ed  s h i f t s  o f  the  e a r l i e r  dances, we f ind  a v a r i e ty  of  

rhythmic devices a r t i c u l a t i n g  rhythmic s t r u c t u r e .  Two s e t t i n g s  of 

g a l l i a r d s  by John Dow!and can serve  as i l l u s t r a t i o n s ,  p a r t i c u l a r l y  

s ince  s t r a i n  su b d iv i s io n s ,  rhythmic emphasis, and the  hemiola s h i f t  

a re  e s p e c i a l l y  c h a r a c t e r i s t i c  o f  Dow!and's g a l l i a r d s .

The anonymous "Can shee" ( i i / 2 5 6 )  i s  Dow!and's so n g - g a l l i a r d ,  

"Can she excuse ,"  o r  the  Earl o f  Essex G a l l i a r d , shown in  i t s  FVB 

s e t t i n g  in ex.  33a. The s e t t i n g  i s  c lose  to  both the  ensemble and the  

l u t e  vers ion  by Dow!and, although more homorhythmic. The r e s u l t  o f  

t h i s  s i m p l i f i c a t i o n  is  t h a t  while  in the  Dowland vers ions  the  c o n t r a ­

puntal l i n e s  a re  sometimes a t  odds m e t r i c a l l y ,  c re a t in g  3/2 and 6/4 

s im ultaneous ly ,  in the  FVB vers ion  the  m etr ic  s t r e s s e s  a re  unambiguous 

and v e r t i c a l l y  uniform. The FVB e d i t o r s  i n t e r p r e t  the  time s ig n a tu re

6 as 3 6 
2 4 to  i n d i c a t e  the  f l u c t u a t i o n  of  m etr ic  s t r e s s ,  a lthough the 

f l u c t u a t i o n  i s  not  a r e g u la r  a l t e r n a t i o n .  In a d d i t io n ,  th e re  i s  a 

s t rong  suggest ion  o f  hemiolas, o r  3 /1 ,  p a r t i c u l a r l y  in the  ro o t  motion, 

as in d ic a te d  in  ex. 33b. In the  f i r s t  and middle s t r a i n s  in p a r t i c u l a r  

th e r e  a r e  s t rong  su bd iv is io ns  midway, c rea ted  by tonal  motion but  

heav i ly  underscored by the  rhythmic o rg an iza t io n .  In these  s t r a i n s  the  

subd iv is ion  i s  achieved as p a r t  o f  an i n t e r r u p t io n  on V and i s  r e i n ­

forced  with th e  broken chords used so ex ten s iv e ly  in l u t e  and keyboard 

music f o r  su s ta in in g  f i n a l  chords .  The second halves o f  both s t r a i n s  

begin with  a motion in t e n th s  (broken in to  10-5-10-5 in te rv a l  chains)  

in 6/4  rhythm, and in f a c t  a r e  rhy thmica l ly  a l i k e .  In the  t h i r d  s t r a i n  

th e re  i s  no break midway; th e  tonal  motion i s  continuous.  But th e re
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i s  a m et r ica l  and t e x tu r a l  s h i f t :  the  f i r s t  two bars a re  unequivoc­

a l l y  in 6/4  ( o r ,  in the  Dowland v e r s io n s ,  s imultaneously  in 6/4  and 

3 / 2 ) ,  while  th e re  i s  a c l e a r  s h i f t  to  3/2 in the  t h i r d  bar .  The 

t h i r d  s t r a i n  i s  d i s t i n c t  from the  f i r s t  two in t h a t  i t s  o u te r  voices 

s u s t a in  t o n e s ,  c r e a t in g  u n i t s  o f  6/2 (o r  12/4) .

"Can shee" e x h ib i t s  th e  high leve l  of  s t r u c tu r a l  control  

found in so many E lizabethan  dances. The th re e  s t r a i n s  a re  not  s t rung  

to g e th e r  in an a d d i t iv e  manner, but  r a t h e r  a re  composed as a t r u e  

t h r e e - s t r a i n  scheme. In t h i s  case ,  the  f i r s t  s t r a i n  i s  s e l f - c o n ta in e d ,  

in  a sense con ta in ing  every th ing  t h a t  i s  to  come, a foreshadowing of  

a c t i v i t y .  The soprano l i n e  opens with a motif  which recurs  a t  the  

beginning o f  th e  second s t r a i n  and in the  t h i r d  s t r a i n .  The prominent 

f 1- e b 1- d 1 and o th e r  f a l l i n g  t h i r d s  o f  the  f i r s t  s t r a i n  a re  s i g n i f i c a n t  

elements o f  the  second s t r a i n ,  while  r i s i n g  t h i r d s  embell ish the  t h i r d  

s t r a i n .  The motions I - I I I ,  I-V with an i n t e r r u p t i o n ,  and I I I -V -I  

(bass Bb-C-D-G), which form the  b as i s  o f  succeeding s t r a i n s ,  occur in 

quick success ion  in the  f i r s t  s t r a i n .  One might hear the  second s t r a i n  

as an expansion of the  i n t e r r u p t i o n  i t s e l f ,  while the  t h i r d  s t r a i n  

expands i t s  r e s o l u t i o n .  The use o f  sequence in the  t h i r d  s t r a i n  i s  a 

s t y l e  element common to  many dances o f  the  time, d i s t in g u i s h in g  the  

t h i r d  s t r a i n s  t e x t u r a l l y  from th e  f i r s t  and second ( f u r t h e r  d iscuss ion  

on the  s ig n i f i c a n c e  o f  the  sequence w i l l  fol low l a t e r  in t h i s  c h a p te r ) .  

The rhythmic a c t i v i t y  which c h a r a c te r i z e s  t h i s  p a r t i c u l a r  dance, perhaps 

a holdover  from the l u t e  v e rs ion  where such a c t i v i t y  i s  necessa ry ,  i s  a 

combination o f  note r e p e t i t i o n ,  delayed en trances  (bass ,  f i r s t  and 

second s t r a i n s ,  m. 3 ) ,  and im i ta t io n  ( e s p e c ia l ly  the  l a s t  s t r a i n ;  see



brackets  in  ex. 33a).

The o th e r  Dowland g a l l i a r d  included among FVB s e t t i n g s  i s  

[Captain  Digorie]  P i p e r ' s  G a l l i a r d , s e t  by Bull twice ( i i / 2 4 2 ,  

i i / 2 4 4 , ex. 34a) ,  and pa ired  with P ee rson 's  s e t t i n g  of th e  Dowland 

P i p e r ' s  Pavan. * The m etr ic  s h i f t s  here a re  not  as extreme as in 

"Can shee" (compare exx. 33b and 34b);  th e  i n te r n a l  s t r a i n  o rgan iza ­

t io n  i s  as s t r a ig h t f o r w a rd ,  but  i t s  embellishment with t i e d  tones and 

a n t i c i p a to r y  motions somewhat obscures s t r a i n  su b d iv i s io n s .  Again, 

as in d ic a te d  by b ra c k e t s ,  motivic  r e p e t i t i o n  and im i ta t io n  p lay  a 

la rg e  r o l e  in th e  t e x t u r e  and m etr ic  d e f i n i t i o n  o f  the  dance. As in 

"Can shee ,"  motions o f  a t h i r d  embell ish  the  melody throughout.

Thirds a l so  embell ish th e  bass l i n e ,  with I I I  f i g u r in g  prominently 

in th e  tonal  s t r u c t u r e .  The importance o f  the  t h i r d  in ro o t  motion 

i s  a l s o  d isp layed  in Dowland's King o f  Denmark G a l l i a rd  (ex.  35; not  

s e t  in  FVB). With r e s p e c t  to  the  t h i r d  motions and to i t s  tonal  

s t r u c t u r e  as a whole, P i p e r ' s  G a l l i a rd  bears a s t rong  family  resem­

blance to  "Can shee ."  Fur ther  d iscuss ion  o f  these  dances and o thers  

with r e s p e c t  t o  i s su e s  o f  s t r a i n  o rg an iz a t io n ,  tonal  form, meter ,  and 

m oti f  w i l l  fo l low as the  works o f  each composer a re  examined.

The G a l l ia rd s  o f  William Byrd

In a d d i t io n  to  h is  Passamezzo and Quadran g a l l i a r d s ,  Byrd
2

wrote ten  o f  the  g a l l i a r d s  in th e  FVB. Of th e s e ,  nine  a re  pa ired

iThis  ga l l ia rd  i s  a lso  Dowland's l u t e  song, " I f  my com pla in ts ."

^Two of  these  a re  s e t t i n g s  o f  g a l l i a r d s  by Harding and E. 
Johnson, according to  the  compiler o f  th e  FVB; however, the  models

[cont inued]



with pavans, a lthough most o f  these  have no s i m i l a r i t i e s  with t h e i r  

pavans beyond key and mode (see  Chapter IV). G enera l iza t io ns  about  

the  dances can be confirmed by observat ions  about Byrd's  g a l l i a r d s  

found in o th e r  sources ( l i s t e d  with t h e i r  schemes in Table 7 ) .

Scheme

As shown in Table 5 , a l l  but one o f  the  Byrd g a l l i a r d s  in the  

FVB have a scheme o f  th re e  s t r a i n s  o f  e ig h t  m etr ic  f e e t ,  with each 

s t r a i n  followed by a v a r ied  r e p r i s e  ( in d ic a te d  by / / ) .  The one excep­

t io n a l  scheme, e i g h t ,  e i g h t ,  fo u r  and fo u r  f e e t —t h a t  i s ,  fou r  

s t r a i n s —of  g a l l i a r d  i i / 2 0 2  i s  a lso  the  scheme f o r  the  one exception 

in the  Nevells book, the  "Gall ia rde  to  the  fo u r th  Pavian ."  As has 

been pointed out in the  Pavan chap te r ,  r e g u l a r i t y  o f  s t r a i n  length  

does not n e c e s s a r i l y  s ig n i f y  reg u la r  s t r a i n  su b d iv i s io n s .  In th e  case 

of Byrd 's  g a l l i a r d s ,  however, the  e ig h t  m etr ic  f e e t  o f  each s t r a i n  a re  

always organized in to  two groups of  fou r  f e e t .  This s t r a i n  subd iv is ion  

i s  g e n e ra l ly  the  r e s u l t  o f  th e  combined f a c t o r s  o f  tonal  motion and 

foreground d e t a i l ,  the  l a t t e r  including motivic  r e p e t i t i o n  and sequence, 

t e x tu r a l  change, m etr ic  s h i f t ,  and formulaic  phrase endings .  In each 

s t r a i n  o f  Byrd's  g a l l i a r d  i i / 3 8 7  (ex. 36 ) ,  elements o f  design r e in f o r c e  

the  duple s t r a i n  d iv i s io n s .  The two phrases  making up the  f i r s t  s t r a i n  

a re  two d i s j u n c t  tonal  motions,  f i r s t  a motion from I to  V, then a 

pro longat ion  o f  I I I .  The two phrases a re  p a r a l l e l  in  t h e i r  m etr ica l

are  not a v a i l a b l e  f o r  comparison. The a t t r i b u t i o n  o f  the  g a l l i a r d  
i i / 2 2 8  i s  quest ioned by Brown (Byrd, Keyboard Music, 2 :202) .
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o rg a n iz a t io n ,  with the  s h i f t  to  6/4 on the  t h i r d  o f  fo u r  m etr ic  f e e t .  

The t r e b l e  l i n e s  of  the  two phrases begin with the  same m o t i f ,  and in 

f a c t  a re  very near ly  a l i k e  except  t h a t  the  f i r s t  i s  in the  to n ic  and 

i s  i n t e r r u p te d  in i t s  de scen t ,  while the  second i s  in th e  mediant and 

i s  complete. The two halves o f  the  second s t r a i n  a re  def ined  by 

harmonic and motivic  elements.  The f i r s t  h a l f  i s  again a motion to  V, 

an i n t e r r u p t i o n ,  while  the  second h a l f  reaches the  t o n i c .  The f i r s t  

h a l f  begins with r i s i n g  ou te r  vo ices ,  while th e  second begins with 

descending l i n e s .  Here, however, the  two phrases a re  l inked  by the  

a n t i c i p a to r y  upbeats o f  the  bass and t r e b l e  a t  the  end o f  the  f i r s t  

phrase (m. 2 ) .

The t h i r d  s t r a i n  of  ex. 36 i s  organized in a p a t t e r n  o f  a two- 

fo o t  f i g u r e  (m. 1 ) ,  repeated  sequent ia l ly  (m. 2 ) ,  then repeated  sequen­

t i a l l y  once more but  extended over four  f e e t .  This tw o-p lus- two-p lus-  

fo u r  s t r a i n  d iv i s io n  i s  common in FVB dances,  and can be found in 

Byrd 's  g a l l i a r d  i i / 4 0 0  (ex. 3 9 ) ,  second s t r a i n ,  where i t  i s  defined 

rhy thm ica l ly  and harmonical ly . The same p a t t e r n  in d im inu t ion ,  1+1+2, 

forms the  b a s i s  of the  f i r s t  h a l f  o f  the  f i r s t  s t r a i n  o f  i i / 4 0 0 .  A 

2+2+4 grouping i s  a lso  suggested by the  f i r s t  s t r a i n  o f  i i / 2 0 7  (ex.

38) based on t h e " t r e b l e  l i n e ,  although the  motion of  th e  second h a l f  

o f  the  s t r a i n  i s  a n t i c ip a te d  by the  t r e b l e  g1 o f  m. 2.

F requent ly ,  the  second h a l f  of  the  s t r a i n  r ep re se n ts  a change 

in t e x t u r e  or  m o t i f ,  o f ten  as i f  in answer to  the  f i r s t  h a l f  ( e . g . ,  

the  t h i r d  s t r a i n  o f  i i / 4 0 0 , ex. 39). In the  f i r s t  s t r a i n  of  i i / 4 0 0 , 

Byrd adopts  a procedure,  unusual f o r  the  FVB dances,  o f  s h i f t i n g  the  

r ig h t -h an d  m oti f  o f  th e  f i r s t  four  bars in to  the  l e f t  hand f o r  the
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second fo u r .

Another technique o f  s t r a i n  subd iv is ion  i s  exemplif ied  in the  

f i r s t  s t r a i n  o f  i/371 (ex. 40) .  Here th e  t r e b l e  m oti f  o f  th e  f i r s t

fo u r  b a r s ,  "a ,"  i s  answered by a complementary m oti f  in the  l a s t  four

b a r s ,  "b" (ex.  40c).  S im i la r ly ,  in the  second s t r a i n  o f  ex. 36, the

f i r s t  four  f e e t  begin with a s tepwise a s c e n t ,  the  l a t t e r  fo u r  with a

descen t .

Not a l l  o f  Byrd's  g a l l i a r d s  a re  so economical of  means. The 

second h a l f  o f  the  s t r a i n  may be defined  by an u n re la te d  m oti f  or  a 

c o n t r a s t in g  t e x t u r e ,  as in th e  f i n a l  s t r a i n s  o f  exx. 38, 39, and 41.

In these  examples, as in so many o t h e r s ,  motivic  o r  t e x tu r a l  devices 

a r t i c u l a t e  th e  two phrases making up th e  s t r a i n .

Mode, Key, and Tonal S t ru c tu re

Byrd 's  g a l l i a r d s ,  l i k e  a l l  the  g a l l i a r d s  in th e  FVB, a re  in

the  do r ian ,  mixolydian,  a e o l i a n ,  and ion ian  modes, the  fo u r  modes •-

c l o s e s t  to  our modern major and minor, r e q u i r in g  a t  most the  r a i s in g

of  the  seventh s tep  to  "modernize" them.1 Modal usage in the  g a l l i a r d s

i s  the  same as in  the  pavans. The absence o f  sharp key s ig n a tu re s
2

r e s t r i c t s  the  choice o f  t o n ic s .
3

The choice  o f  mode may have im p l ica t ions  f o r  tonal  s t r u c t u r e .

For example, the  lowered s i x t h  degree tends to  be much more prominent

■̂ Hi 1 da Andrews, h i s t o r i c a l  note to  Byrd, My Lad.ye Nevells 
Booke, p. x v i i i .

2
In l u t e  music,  where key s ig n a tu re s  a re  not  used ,  the  p o s s i ­

b i l i t i e s  a re  expanded.

3See Chapter I I ,  pp. 29-33.
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in aeo l ian  g a l l i a r d s  than in those  in the  dorian mode, d e s p i te  the  

f a c t  t h a t  the  two modes a re  so c lose  and chromatic a l t e r a t i o n s  a re  

used so f r e e l y .  The prominence o f  F (opening o f  second s t r a i n )  i s  an 

important  modal co lo r ing  o f  the  A-aeolian pavan i i / 3 8 7  (ex. 36) .  The 

lowered s ix th  as an upper neighbor o f  the  dominant occurs in many 

aeo l ian  cadences (ex. 36, f in a l  s t r a i n ) .  Dorian composit ions ,  such as 

the  g a l l i a r d  i i / 2 0 7  (ex. 38) ,  a re  more l i k e l y  to  be f r e e  o f  th e  lowered 

s ix th  in any p o s i t io n  o f  prominence, as a ro o t  tone or  as  an important  

t r e b l e  tone .  On the  o th e r  hand, the  nominal mode may be c o n t ra d ic ted  

by occurrences with in  the  g a l l i a r d ;  the  D-aeolian g a l l i a r d  i i / 1 9 8  

(ex. 41) i s  a t  l e a s t  as dorian  as a e o l ia n ,  and s tands  c l o s e r  to  a

more modern sense o f  minor.

Major-minor mixture may occur as a f e a tu re  of  foreground c o lo r .  

In the  g a l l i a r d s  i i / 3 8 7  (ex. 36) and i i /3 9 2  (ex. 37 ) ,  both in a e o l i a n ,

the  opening to n ic  t r i a d s  a re  major. The #3 of ex. 36 c la shes  charac­

t e r i s t i c a l l y  with the  *7111 two measures l a t e r ;  a s i m i l a r  c la sh  occurs 

between the  f i r s t  and second s t r a i n s  of  the  Dowland King o f  Denmark 

g a l l i a r d  (ex. 35) .  The g a l l i a r d  i i /2 0 2  in  G (ex. 42) i s  a more 

unusual example o f  major-minor mixture. The mixture i s  p e rvas ive ,  

occurr ing  both in the  t r e b l e  and the bass ,  y e t  w i thout  s i g n i f i c a n t l y  

a f f e c t i n g  the  s t r u c t u r e :  the  e n t i r e  g a l l i a r d  could be played through

with a l l  b - f l a t s  or a l l  b -n a tu ra l s  and p resen t  few problems. This i s  

because in i t  Byrd avoided III  and VI t r i a d s ,  support ing t r e b l e  tones 

p r im ar i ly  with I ,  IV, and V, and with contrapuntal  s i x th  chords.  The 

middle s t r a i n  opens with VII ,  lower neighbor of th e  to n ic  in the  

mixolydian mode as well as in dorian  and aeo l ian  and the  only s t rong



modal co lo r ing  to  be expressed harmonically in t h i s  dance. S im i la r  

examples o f  major-minor mixture can be found among the  l a t e r  dance 

types ,  but  a re  exceptional  among pavans and g a l l i a r d s . 1

I t  has been pointed ou t  t h a t  the  f i r s t  s t r a i n  commonly de f ines  

the  a rea  o f  the  to n ic .  This i s  l e s s  s t r i c t l y  the  case among the  Byrd 

g a l l i a r d s  than i t  was among the  pavans. The information in Table 6 

t e l l s  only p a r t  o f  the  s t o r y .  The g a l l i a r d  i i / 2 0 2  has a f i r s t  s t r a i n  

which cadences to  the  dominant, but  which i s  not  a t  a l l  ambiguous 

t o n a l l y  (ex. 42) .  On the  o th e r  hand, the  g a l l i a r d  i i / 3 9 2  (ex. 37) i s  

decidedly  to n a l l y  ambiguous, not  only in the  f i r s t  s t r a i n  but through­

out .  The d i f f e r e n c e s  between these  two cases a re  fundamental ,  having 

to  do with much more than the  terminal  cadences. One f a c t o r  involved 

is  the  way the  dominant, as opposed to  the  subdominant, i s  heard.  We 

tend to  hear as the  to n ic  the  tone supported by i t s  upper f i f t h .  On 

the  harmonic l e v e l ,  given two p ro longa t ions ,  of  tones a f i f t h  a p a r t ,  

we w i l l  more l i k e l y  hear the  lower tone as the  t o n i c .  In i i / 3 9 2  (ex.

37) ,  a D-aeolian g a l l i a r d  with a pull  towards two a r e a s ,  D and G, we 

w i l l  n a tu r a l l y  hear G as the  t o n ic .  In t h i s  example, a c t u a l l y ,  the  

weighting i s  much more heav i ly  (and decep t ive ly )  towards G, s ince  in 

th e  f i r s t  s t r a i n  the  G but  not  the  D i s  given i t s  lead ing  tone and i t s  

f i f t h .  The second s t r a i n  o f  i i / 3 9 2  prolongs the  subdominant f u r t h e r .  

I t  i s  in d ica ted  in Table 6 t h a t  t h i s  s t r a i n  c lo ses  with a to n ic  t r i a d ,  

but  as p a r t  o f  an open ending; t h a t  i s ,  the  D t r i a d  i s  here the  

dominant o f  G, not a t o n i c ,  and so the  end o f  the  s t r a i n  i s  an

H h e  g a l l i a r d  i i / 2 0 2  i s  pa ired  with pavan i i / 2 0 0 ,  a l so  charac­
t e r i z e d  by m ixture .  See Chapter I I ,  p. 33 and Chapter IV, p . 131..



i n te r r u p te d  motion with in  IV. I t  i s  not  u n t i l  the  very end o f  the  

t h i r d  s t r a i n  t h a t  D i s  e s t a b l i s h e d  as the  t o n ic .  This kind o f  un­

c e r t a i n t y  i s  unusual , although p resen t  in two o th e r  FVB g a l l i a r d s ,  

by Morley ( i i / 1 7 7 )  and Warrock ( i /3 8 8 ) ;  tonal c l a r i t y  i s  an important  

p a r t  o f  dance s t r u c tu r e .

The p r a c t i c e  o f  connecting s t r a i n s  by beginning the  new s t r a i n  

with th e  chord which closed  the  preceding,  so common in the  Baroque 

binary  dance,  i s  common but  not the  r u l e  in these  t e r n a r y  dances.

Often,  the  new s t r a i n  begins with a f r e s h  harmony by way of  c o n t r a s t  

( s e e ,  f o r  example, ex. 37, t h i r d  s t r a i n ;  ex. 38, t h i r d  s t r a i n ;  ex. 39, 

second s t r a i n ) .  In most o f  the  Byrd g a l l i a r d s ,  th e re  i s  a p r i n c i p l e  of  

c o n t r a s t ,  motiv ic  and t e x t u r a l ,  between s t r a i n s ,  a p r i n c i p l e  g e n e ra l ly  

a s so c ia ted  more with t e r n a r y  than with b inary  form. I t  i s  not  s u r ­

p r i s i n g ,  th en ,  t h a t  th e re  should be a harmonic break*between 

s t r a i n s  a t  the  foreground l e v e l .  Such c o n t r a s t  i s  p o ss ib le  in the  

music of  Byrd, where th e re  i s ,  to  begin w i th ,  a high level  o f  motivic  

d e f i n i t i o n  and a h ie r a rc h ic a l  tonal s t r u c t u r e .  I t  would not be found 

in th e  A t ta ingnant  dances,  f o r  example, where th e  m ater ia l  i s  not  

d i s t i n c t i v e  enough to  c r e a t e  c o n t r a s t .  In the  dances o f  Dowland 

(see  exx. 33, 34, and 35) ,  the  t h r e e - s t r a i n  scheme i s  ex p lo i ted  in 

a d i f f e r e n t  manner: Dowland, p re c i s e ly  through h is  a b i l i t y  to  d e f in e  

and develop motifs  and to  c re a te  l a rg e  tonal  s t r u c t u r e s ,  c r e a t e s  t e r ­

nary forms which a re  h igh ly  u n i f ie d ,  d e sp i te  the  s t rong  rhythmic 

d e f i n i t i o n  given to  s t r a i n s  and t h e i r  su b d iv is io ns .  While th e re  a re  

cases of motivic  development in Byrd (ex. 43) ,  and while  sometimes a 

m oti f  may be c a r r i e d  through a g a l l i a r d  in some modified form (see



exx. 37 and 4 0c ) ,  h is  s t r u c t u r a l  ideal seems more t o  be one of  

c o n t r a s t  than o f  c o n t in u i ty —a t  l e a s t ,  with r e sp ec t  to  these  sec ­

t io n a l  dances.

Texture

The four-voiced, polyphonic w r i t in g  o f  Byrd 's  keyboard pavans 

i s  modified in h is  g a l l i a r d s .  While th e re  a re  two d i s t i n c t  middle 

voices in most g a l l i a r d s ,  they a re  f a r  more sub se rv ien t  to  the  o u te r  

voices than they were in th e  pavans, and p a r t i c i p a t e  only o c ca s io n a l ly  

in i m i t a t i o n . 1 In the  g a l l i a r d  i/371 (ex. 40 ) ,  the  t e x t u r e  changes 

from a th ic k  im i ta t iv e  polyphony in the  f i r s t  s t r a i n  to  a s p a r s e r  

second s t r a i n ;  the  accompanying vo ice s ,  a l t o ,  t e n o r ,  and b a s s ,  move 

homorhythmically in the  t h i r d  s t r a i n .  The homorhythmic t e x t u r e  i s  

p a r t i c u l a r l y  c h a r a c t e r i s t i c  of  t h i r d  s t r a i n s  (see  1 i / 1 9 8 , ex. 41).

The g a l l i a r d s  show an increased b a s s - t r e b l e  p o l a r i z a t io n .

The f i r s t  s t r a i n  o f  i i / 4 0 0  (ex. 39) opens with an unusual ly  tuneful  

t r e b l e ,  separa ted  in  r e g i s t e r  from accompanying v o ice s ,  such as we 

f in d  in th e  FVB almans and coran tos .  Treble  l i n e s  o f  g a l l i a r d s  tend 

to  be more cohesive than those  o f  pavans, a t  the  foreground l e v e l .  

Th is ,  in  a d d i t io n  to  t h e i r  sharper  rhythmic and motivic  c h a r a c t e r ,  

gives them th e  q u a l i t y  o f  dance tunes.

Meter and Rhythm

Byrd 's  g a l l i a r d s  a re  c h a rac te r ized  by w e l l -de f ined  m etr ic  

emphasis. The e f f e c t i v e  meter  i s  predominantly 3 /2  o r  6 /2 ,  with

^ o r  t h i s  reason i t  has been p o ss ib le  to  omit middle voices 
from many o f  the  g a l l i a r d  examples.
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some use o f  a c ad en t ia l  hemiola o r  3/1 (exx. 38 and 39 ) ,  and o f  6 /4 .  

Besides the  use o f  6/4  as a s ignal  of terminal  measures (exx. 37 and

38) ,  Byrd uses the  s h i f t  to  6/4 f o r  c o lo r ,  p a r t i c u l a r l y  in t h i r d  

s t r a i n s  (exx. 36, 38, 39, 40, and 41).  The s h i f t s  to  3/1 a re  o f ten  only 

suggested by the  delayed a r r i v a l  on the  penult imate  chord,  a conven­

t io n  o f  the  g a l l i a r d  found in e a r l i e r  examples (32a ,b ,  marked * ) ,  as 

well as in the  g a l l i a r d s  o f  Byrd (ex. 41,  a l l  th r e e  s t r a i n s ) .  Where 

t h i s  s h i f t  i s  supported by o th e r  v o ice s ,  we can speak o f  a hemiola; 

where i t  i s  n o t ,  the  s h i f t e d  dominant which accen ts  th e  second minim 

of  the  measure may simply be a kind of  syncopation.

In keeping with most of  the  g a l l i a r d s  o f  the  FVB, the  g a l l i a r d s  

of  Byrd do not  in general  have upbeats .  Even where th e re  a re  upbeats ,  

as in i i / 4 0 0  (ex. 39) and i i / 4 4 0  (ex. 6 6 ) ,  the  upbeat  i s  p resen t  only 

in the  f i r s t  s t r a i n .  I t  may be sa id  to  be a foreground rhythmic 

p repa ra t ion  r a t h e r  than an i n te g r a l  m et r ic  c h a r a c t e r i s t i c  o f  the  FVB 

g a l l i a r d .

Motifs:  R e p e t i t io n ,  I m i ta t io n ,  and Sequence

Although Byrd sometimes c rea ted  a sense o f  r e p e t i t i o n  and 

phrase p a r a l l e l i s m  withou t  de f in ing  m o t i f s ,  as in g a l l i a r d  i i / 1 9 8  

(ex. 4 1 ) ,  he used m oti fs  e x te n s iv e ly  in s t r u c tu r i n g  h is  g a l l i a r d s .

The ways in which the  m oti fs  a re  used i s  r e l a t e d  to  the  na ture  of  the  

moti fs  themselves. In many cases where the  m oti f  i s  used pe rvas ive ly  

and not  j u s t  as a head-motif ,  i t  i s  e s s e n t i a l l y  t r i a d i c ,  and i s  used 

to  de f ine  the  tonal  a reas  o f  the  phrase .  Such i s  the  case in the  

f i r s t  s t r a i n s  o f  i i / 4 0 0  (ex. 39) and i /371  (ex. 40). In ex. 39,
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the  moti f  o f  the  f i r s t  s t r a i n  def ines  both the  measure and the  

harmonic motion (mm. 1-4) .

The motivic  s t r u c t u r e  o f  1/371 (ex.  40) i s  complex. The 

f i r s t  s t r a i n  con ta ins  two complementary m o t i f s ,  in d ica ted  in the  

examples as "a" and "b" (ex. 40c).  The f i r s t  m oti f  i s  t r i a d - d e f i n i n g  

( f - a - c 1) ,  while  the  second desc r ib es  a descending s c a le  by de f in ing  

th e  upper ( f 1- e 1- d 1- c 1) and lower (bfc-a-g-f) t e t r a c h o r d s .  The "a" 

m oti f  i s  used to  d e f in e  the  fo u r  measures and t h e i r  success ion  o f  

f i f t h s :  F, C, G, D. Although the  moti f  i s  used i m i t a t i v e l y  between

soprano, a l t o ,  and bass vo ice s ,  and thus overlaps  as much as def ines  

m etr ic  groups,  i t  i s  used in such a way t h a t  the  overlap  o f  voices 

c o n t r ib u te s  to  the  downbeat s t r e s s e s .  The m oti f  i s  modified in the  

bass l i n e  to  permit  a bass t h a t  i s  p r im ar i ly  a ro o t  support  f o r  the  

upper voice  a c t i v i t y .  This m odif ica t ion  causes the  bass m ot i f  to  begin 

on the  downbeat in the  second and t h i r d  measures,  which in tu rn  fo rces  

the  upper voice  t o  begin the  motif  on the  upbeat to  m. 3. This i s  

heard as a rhythmic disp lacement ,  s ince  the  .upper voice  o r i g i n a l l y  

began on the  downbeat, and c re a t e s  much o f  the  i n t e r e s t  of  these  four  

b a rs .  Compare th e  " so lu t io n "  of  these  fo u r  bars  one might imagine 

would be w r i t t e n  by a l e s s e r  composer (ex. 40b). Here a sequence i s  

defined by the  m oti f  and d e f ines  the  o u te r -v o ice  c o u n te rp o in t ,  8 -5 -8 -5 .  

Byrd's  s o lu t io n  i s  s t i l l  s e q u e n t i a l ,  although more su b t ly  so .  The 

ou te r -v o ice  co un te rpo in t  r e s u l t i n g  from the  f i f t h  bass motion, 

Fi-C-Gi-D, and the  upper vo ice ,  f - g - g - a ,  i s  unders tood,  i f  masked, 

and a c t u a l l y  e x p l i c i t  as a coun te rpo in t  between bass and te n o r .

Byrd a l s o  manipulates  the  e n t r i e s  of  the  "b" m oti f  f o r  i n t e r e s t .
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Example 40b shows how he might have allowed the  a l t o  to  im i t a t e  the  

soprano a f u l l  measure, in s tead  o f  two b e a t s ,  l a t e r ,  in which case the  

a l t o  s ta tement  o f  "b" could have been l i t e r a l ,  which i t  i s  not  in 

Byrd 's  ve rs ion .  Example 40b has the  v i r t u e  of  being r e g u la r  and of  

s t reng then ing  the  downbeats; Byrd's  vers ion  i s  f a r  more i n t e r e s t i n g  

and c re a te s  a s t ro n g e r  sense  o f  phrase r a t h e r  than measure.

This g a l l i a r d  i s  unusual f o r  i t s  leve l  o f  motivic  economy. 

Example 40c shows not only the  manner in which the  moti fs  o f  the  

f i r s t  s t r a i n  a re  complementary, but a l so  the  way the  m oti fs  o f  the  

t h i r d  s t r a i n  a re  r e l a t e d ,  and the  way the  f i r s t  m ot i f  "a" i s  r e l a t e d  

to  th e  f i r s t  moti f  o f  the  t h i r d  s t r a i n ,  "x."  Like "a ,"  "x" i s  used 

s e q u e n t i a l l y  in conjunc t ion  with a bass l i n e  to  produce a polyphonic 

as well as a melodic sequence. Whereas th e  "a" m oti f  de f ines  a 

melodic motion of  f - g - g - a  over fo u r  b a r s ,  the  "x" moti f  de f ines  a 

motion o f  a - g - g - f  over two bars  ( t h i s  compression may be considered 

to  be r e l a t e d  to  the  f a c t  t h a t  the  t h i r d  s t r a i n  i s  a t  f i r s t  e f f e c ­

t i v e l y  in 6 /4 ,  not  3 /2 ,  so t h a t  ro o t  motions occur every do t ted  minim 

r a t h e r  than every d o t ted  semibreve).

One way o f  examining th e  s ig n i f i c a n c e  of  moti fs  i s  to  look 

a t  th e  var ied  r e p r i s e s  t o  see  i f  th e  m oti fs  appear ,  even in var ied  

form, o r  i f  they a re  absorbed in to  f i g u r a t i o n  o r  a re  otherwise  d i s ­

so lved .  In the  r e p r i s e  o f  the  f i r s t  s t r a i n  of  i i / 4 0 0  (ex. 39b), the  

m oti f  d isappears  e n t i r e l y ;  the  f i g u r a t i o n  in each bar  i s  d i f f e r e n t ,  

a lthough Byrd r e t a i n s  the  s h i f t i n g  o f  a c t i v i t y  from the  t r e b l e  to  the  

bass .  S im i la r ly ,  the  v a r ied  r e p r i s e s  in i i / 3 9 2  ( e . g . ,  f i r s t  s t r a i n ,  

ex. 37b) maintain some a spec ts  o f  the  motifs  or  t e x t u r e s ,  but  vary
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the  m otifs  enough t h a t  the  a spec t  o f  sequence and r e p e t i t i o n  i s  masked 

or o b l i t e r a t e d .  The var ied  r e p r i s e  o f  the  f i r s t  s t r a i n  o f  i /371 (ex. 

40d) r e t a in s  some sense o f  o u te r -v o ice  i m i t a t i o n ,  but  the  sc a le  pas­

sages which a re  im i ta ted  do not  have th e  pronounced c h a r a c te r  t h a t  the
*

o r ig in a l  m o ti f  had; in  a d d i t i o n ,  as i s  o f ten  the  c a se ,  the  middle 

voices a re  absorbed in to  th e  f i g u r a t io n  o f  the  r e p r i s e .  I f  the  var ied  

r e p r i s e s  a re  understood to  be some in d ic a t io n  o f  what the  composer 

considers  e s s e n t i a l  in  th e  s t r a i n ,  what v a r i a b le  o r  d ispensab le ,  then 

moti fs  a re  seen to  be a spec ts  of t e x t u r e .  Their  spec ia l  c h a ra c te r s  

emerge from the  n e c e s s i t i e s  o f  tonal  form r a t h e r  than c re a t in g  th e  form. 

This i s  not  t o  say t h a t ,  in  terms o f  the  chronology o f  an indiv idua l  

composition,  the  m oti f  might not have been the  germ idea giving r i s e  

to the  s t r a i n .  But once th e  s t r a i n  was c re a te d ,  i t  was not  the  m oti f  

t h a t  was considered  e s s e n t i a l .

The motifs  Byrd uses in  h is  g a l l i a r d s  lend themselves to  some 

v a r i a t i o n  and development. Some of  the  motivic  t rans fo rm at ions  a re  

shown in  ex. 43. None o f  the  moti fs  a re  of  such d i s t i n c t i o n  as to  be 

a s so c ia ted  s t ro n g ly  with one dance; the  motif  o f  i i / 3 9 2 , f o r  example, 

i s  a lso  found in  th e  f i r s t  s t r a i n  o f  i /3 6 5 ,  another  Byrd g a l l i a r d .

Like th e  m oti f  o f  Dowland's Lachrymae pavan, these  m oti f s  a re  p a r t  

of  th e  language of the  p e r iod .  I f  in a given con tex t  they a re  

defined as s i g n i f i c a n t  composit ional elements through r e p e t i t i o n  o r  

v a r i a t i o n ,  they a re  heard as such. But they a re  seldom s t r i k i n g  in 

themselves.  Since in most cases a given motif  i s  developed w ith in  a 

s t r a i n  and then dropped, i t  need not  have such an in d iv id u a l ,  memorable 

c h a r a c t e r ;  we wil l  not  be asked to  recognize i t  subsequent ly .
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Sequences a re  f a r  more common among FVB g a l l i a r d s  than among 

pavans. There a re  two kinds o f  sequences which a re  commonly d i s ­

t in g u ish e d :  the  melodic sequence, which i s  the  r e s u l t  o f  the  r e p e t i t i o n  

of  a m o ti f  a t  success ive  p i t c h  l e v e l s  in one voice only ,  and the  "har­

monic" sequence, which i s  more p roper ly  termed polyphonic ,  and which 

involves more than one vo ice .  The d i f f e r e n c e  between th ese  can be 

seen by comparing the  openings o f  the  second and t h i r d  s t r a i n s  o f  ex.

40. The sequence o f  the  t h i r d  s t r a i n  i s  polyphonic because i t  involves  

the  r e l a t i o n s h i p  between th e  o u te r  voices c re a t in g  an in te rv a l  p a t t e r n ,  

10-5-10-5.  In the  second s t r a i n ,  a s c a le  moti f  i s  repeated  s e q u e n t i a l l y ,  

but  to  varying bass l i n e s .  While the  coun te rpo in t  i s  the  same in the  

f i r s t  and t h i r d  bars  of  t h i s  s t r a i n ,  i t  i s  qu i te  d i f f e r e n t  in the  

second. The pure ly  melodic sequence,  a much more s u p e r f i c i a l  musical 

d e t a i l  than the  polyphonic sequence, i s  a r a r e  occurrence in Byrd's  

g a l l i a r d s .

Sequences w i l l  be d iscussed  a t  g r e a t e r  leng th  with re fe rence  

to  th e  music of  Bul l .

Melody, Bass, and Counterpoint

I t  has a l ready  been pointed out  t h a t  the  t r e b l e s  o f  the  Byrd 

g a l l i a r d s  a re  on the  whole more tuneful  than those o f  the  pavans. The 

tu n e fu lnes s  of  the  g a l l i a r d  t r e b l e  i s  not  an independent s t y l e  charac ­

t e r i s t i c ,  but  i s  connected with the  b rev i ty  of  the  s t r a i n s ,  the  duple 

s t r a i n  d i v i s io n s ,  the  s t rong  m etr ica l  emphasis, and the tonal  c l a r i t y  

o f  the  FVB g a l l i a r d s .  The t e x t u r e ,  sp a r se r  than t h a t  of  the  pavans, 

emphasizes the  o u te r  v o ice s .  The wide span of the  t r e b l e  in the  f i r s t
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whereas in the  pavan a l l  vo ices  were involved in c re a t in g  a sense of 

motion and a c t i v i t y ,  in  the  g a l l i a r d  most o f  the  i n t e r e s t  i s  held by 

the  uppermost vo ice .

The middleground c h a r a c t e r  of  the  g a l l i a r d  t r e b l e  i s  not  

n e c e s s a r i l y  d i f f e r e n t  from t h a t  o f  the  pavan, a lthough i t  i s  l i k e l y  to  

have fewer embell ishments .  I t  wil l  be demonstrated in the  following 

chap te r  t h a t  in some p a i red  dances the  g a l l i a r d  t r e b l e  i s  eq u iv a le n t  

to  the  pavan t r e b l e  given m etr ic  emphasis.

A s t rong  sense  o f  m e t r ic  s t r e s s  i s  conveyed in l a rg e  p a r t  by 

ro o t  p o s i t io n  t r i a d s  occurr ing  r e g u la r ly  on s t rong  b e a t s .  Where Byrd 

avoids ro o t  p o s i t io n  t r i a d s  on s trong b e a t s ,  as in  i i / 2 0 7 , f i r s t  

s t r a i n ,  mm. 1-2 (ex.  38) ,  a g r e a t e r  sense o f  c o n t in u i ty  r e s u l t s .  The 

use o f  s i x t h  chords in i i / 2 0 2  (ex. 42) has a l read y  been mentioned as a 

means o f  emphasizing the  primary tonal a r e a s ,  I ,  IV, and V.

Bass motions o f  a fo u r th  o r  f i f t h  c o n t r ib u te  to  the  metr ic  

emphasis o f  th e  g a l l i a r d ,  and may occur as important  foreground d e t a i l s  

(ex. 40, f i r s t  and second s t r a i n s ;  ex. 41, t h i r d  s t r a i n ) .  The cad en t ia l  

e la b o ra t io n s  so common in th e  pavans (ex. 10) a re  l e s s  common among 

Byrd's  g a l l i a r d s ,  perhaps because they so f t e n  the  p r o f i l e  and thus weaken 

the  rhythmical q u a l i t y  o f  th e  bass.  I f  i t  i s  t r u e  t h a t  th e re  i s  an 

h i s t o r i c a l —and m usica l—l in k  between the  prevalence o f  harmonic pro­

longa t ions  (and th e r e f o r e  o f  ro o t - p o s i t i o n  t r i a d s  and f i f t h  motions) 

and the  d e f i n i t i o n  o f  meter  and pe r iod ic  phrase  s t r u c t u r e ,  then i t  

should not be s u r p r i s in g  to  f in d  such a prevalence  in  the  g a l l i a r d s
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of  Byrd, where th e re  i s  such a s t rong  m etr ic  sense and such w e l l -  

defined r e g u la r  phrases .

The G a l l i a rd s  o f  John Bull

Bull composed nine g a l l i a r d s  in the  FVB, including a s e t t i n g  

o f  Dowland's P i p e r ' s  G a l l i a r d , and not counting h is  Quadran and "St .  

Thomas" v a r i a t i o n  g a l l i a r d s .  Of t h e s e ,  one g a l l i a r d  ( i i / 1 2 5 )  i s  

pa ired  with a pavan in a su b t l e  musical r e l a t i o n s h i p ;  two ( i /129  

and i /177)  a re  pa ired  with a s in g le  pavan and a re  t r u e  musical t r a n s ­

formations o f  t h a t  pavan, as w i l l  be discussed in Chapter IV; and a 

fou r th  ( i /5 4 )  i s  pa ired  with a pavan only by mode and name. The 

P i p e r ' s  G a l l i a rd  fol lows Dowland's model c lo s e l y ,  and has th e r e f o re  

been d iscussed  as a Dowland dance (ex. 34) .  Many a dd i t iona l  g a l 1i - 

ards by Bull appear in  o th e r  sources ;  t h e i r  schemes a re  shown in 

Table 8.

Scheme

A comparison o f  the  g a l l i a r d s  o f  Byrd and Bull in Tables 5,

7, and 8 shows th e  d i f f e r e n c e  in the  e x ten t  to  which the  two com­

posers followed a norm. The norm as defined by Morley i s  the  g a l l i a r d  

with t h r e e  s t r a i n s  o f  e i g h t ,  twelve,  o r  s ix teen  f e e t ;  not  counting the  

Dowland dance, only two ( i /17 0  and i /177)  o f  the  remaining e ig h t  o f  

B u l l ' s  FVB g a l l i a r d s  conform. The e ig h t - f o o t  s t r a i n s  a re  t r e a t e d  as 

by Byrd, with a subd iv is ion  o f  f o u r -p lu s - fo u r  f e e t ,  as in i /170 (ex. 

44) and i /7 0  (ex. 45) .  This subd iv is ion  i s  c re a te d ,  as in Byrd's 

g a l l i a r d s ,  by in te rn a l  cadences and in te r r u p t io n s  and the  c e s sa t io n
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of ro o t  motion in  the  fo u r th  o f  e ig h t  b a r s ,  and i s  supported by the  

c re a t io n  o f  phrase  p a ra l le l i s m s  defined by moti fs  (ex. 44, f i r s t  

s t r a i n ) ,  melodic d i r e c t i o n  (ex.  45, both s t r a i n s ) ,  m etr ic  s h i f t s  

(ex. 45, second s t r a i n ) ,  and o th e r  dev ices .

What accounts  in l a r g e  p a r t  f o r  the  c re a t io n  o f  i r r e g u l a r  

s t r a i n s  in B u l l ' s  g a l l i a r d s  i s  the  composer's p r e d i l e c t io n  f o r  

extended sequences.  While Byrd 's  sequences a re  used to  d e f ine  and 

emphasize phrase  r e g u l a r i t y ,  B u l l ' s  sequences suspend the  sense  of  

r e g u l a r i t y .  Example 46 shows th e  f i n a l  s t r a i n  o f  h is  g a l l i a r d  i i / 1 2 5 , 

which i s  ten  f e e t  in  l en g th .  The s t r a i n  begins with a three-measure  

motion to  I .  The sequence begins immediately with an extended upbeat , 

leading  d i r e c t l y  in to  the  f i n a l  cadence. The na tu re  o f  the  sequence, 

with i t s  over lapp ing  voices and i t s  two-semibreve p a t t e r n ,  o b l i t e r a t e s  . 

the  sense  o f  downbeat e n t i r e l y .  The leng th  o f  the  s t r a i n  could have 

been a l t e r e d  in  a v a r i e ty  o f  ways without  d i s tu rb in g  our sense o f  time 

f u r t h e r ,  as th e r e  i s  nothing compelling about i t s  length  ( f o r  example, 

the  f i n a l  to n ic  i s  prolonged over two b a r s ,  which i s  somewhat the  

exception among th e  FVB g a l l i a r d s —the  s t r a i n  could as e a s i l y  be nine 

bars  long as t e n ) .  In t h i s  c ase ,  the  ten  bars o f  the  s t r a i n  a re  not  

heard in r e l a t i o n  to  fo u r -b a r  ph rases ,  but  independent o f  such phras ing ,  

as i f  t h i s  were a f a n t a s i a  o r  o th e r  f r e e  composition within the  confines 

of  a t h r e e - s t r a i n  scheme.

I r r e g u l a r  phrases can a l s o  be the  r e s u l t  o f  the  extension  of  

r eg u la r  phrases .  The n in e - fo o t  middle s t r a i n  o f  i i /2 5 1  (ex.  47) i s  

such a case .  Were i t  not  f o r  th e  extension o f  the  f in a l  dominant f o r  

an e x t r a  bar  a t  the  end o f  the  s t r a i n ,  t h i s  would be a s t r a i n  of  two
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f o u r - f o o t  phrases ,  made p a r a l l e l  by the  q u a s i - seq u e n t ia l  opening of  

the  second phrase (ex. 47b shows how th e  s t r a i n  might have ended).

The four teen  bars  o f  the  f i n a l  s t r a i n  develop out  o f  an unusual ly  

prolonged sequence which w i l l  be d iscussed  f u r t h e r  below; the  leng th  

o f  t h i s  s t r a i n ,  l i k e  t h a t  o f  ex. 46, seems somewhat a r b i t r a r y .

Even the  twelve bars  o f  i /1 7 7 ,  t h i r d  s t r a i n ,  a re  a r r iv e d  a t

in a manner having nothing to  do with fo u r -b a r  phras ing (ex. 48e) .

The twelve bars  a re  a c t u a l l y  formed o f  two b a rs ,  then th re e  bars  of  

sequence (shown in d e t a i l  in  ex. 48d),  then two bars  o f  a s im i l a r  

sequence,  and f i n a l l y ,  f i v e  b a rs .  As in  ex. 47, the  sequence works 

a g a in s t  th e  b a r l i n e  as well as a g a in s t  any r e g u l a r i t y  o f  phras ing .

Mode, Key, and Tonal S t ru c tu re

B u l l ' s  g a l l i a r d s  in th e  FVB are  only in  th re e  d i f f e r e n t  keys,

G, A, and D, with s i x  o f  th e  nine in the  a eo l ian  mode ( th e  d i s t r i b u ­

t i o n  o f  key and mode b e i n g ' s i m i l a r  in o th e r  sources [ see  Table 8 ] ) .

In terms o f  o v e ra l l  tonal  scheme, h is  dances d i f f e r  from Byrd's  in

the  r e l a t i v e  infrequency o f  I I I  and VII as beginning o r  terminal  

harmonies. I t  i s  q u e s t io n a b le ,  however, whether anything s i g n i f i c a n t  

can be drawn from such s t a t i s t i c s ,  p a r t i c u l a r l y  given the  r e l a t i v e l y  

small sampling. A sse r t ions  about B u l l ' s  a t t i t u d e  toward mode would 

have to  be based upon deeper observat ion  o f  h i s  dances.

What we do f in d  i s  t h a t  a t i g h t e r ,  more r e g u la r  s t r u c t u r e ,  as 

t h a t  o f  i /7 0  (ex.  4 5 ) ,  i s  a s so c ia t e d  with harmonic p ro lo n g a t io n s ,  f i f t h  

r e l a t i o n s h i p s ,  and roo t  p o s i t io n  t r i a d s ,  while  more f a n t a s i a - l i k e  

s t r u c t u r e s  shown in exx. 46 and 47c-e a re  based on melodic motions
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a t  the  middleground leve l  ( th e  f i f t h  i s  b u i l t  in to  the  s in g l e  u n i t  

of  the  sequence in 47d, but  the  overa l l  motion i s  an e la b o ra t io n  o f  

o u te r -v o ice  t e n t h s ) .  In one g a l l i a r d  ( i / 5 4 ,  ex. 4 9a ) ,  where the  t h i r d  

s t r a i n  i s  ten  bars  long,  a l s o  involving an extended sequence- l ike  

p a t t e r n ,  th e re  i s  an ambiguity o f  tonal  d i r e c t i o n  t h a t  seems to  go 

with the  odd s t r a i n  l en g th .  The im pl ica t ion  throughout most of  th e  

s t r a i n  i s  t h a t  the  terminal  p o in t  would be D, which i s  in f a c t  th e  

dominant. The s t r a i n  would sound complete a f t e r  e ig h t  b a r s ,  and the  

f i n a l  a d d i t io n a l  two bars a re  requ ired  to  r e tu rn  to  th e  t o n i c ,  G.

Example49a i l l u s t r a t e s  the  d i f f i c u l t y  o f  determining mode.

This g a l l i a r d  i s  nominally in  the  mixolydian mode ( a t  t h i s  time i t  

would be impossible  t o  in d ic a t e  G-ionian,  because a sharp key s ig n a tu re  

would be r e q u i r e d ) .  Many, but  not  a l l ,  o f  the  fs  a re  sharped,  but  s ince  

p r a c t i c e s  o f  a c c id e n ta l s  were not  as y e t  c o n s i s t e n t ,  na tu ra l  s igns  not 

in general  use ,  and musica f i c t a  probably s t i l l  a p a r t  of  performance 

p r a c t i c e ,  i t  i s  d i f f i c u l t  to  t e l l  to  what e x te n t  t h i s  dance i s  a c t u a l l y  

in th e  mixolydian mode. The primary d i f f e r e n c e  between mixolydian and 

ionian  compositions o f  t h i s  time would be the  e x is ten ce  o f  VII pro­

longa t ions  in  th e  mixolydian mode, t h a t  i s ,  the  use o f  the  seventh 

degree as a r o o t ,  and the  p o s s ib le  but  l e s s  l i k e l y  use of  th e  t h i r d  

degree as a ro o t  in the  ionian  mode. No such evidence i s  p r e s e n t ,  so 

t h i s  dance can only be regarded as being in a modally colored (because 

of  melodic f - n a t u r a l s )  G major.  Looking back a t  another  G-mixolydian 

g a l l i a r d  by Bull a l read y  d iscussed  ( i /1 7 0 ,  ex. 44),  we f ind  f - sh a rp s  

throughout ,  in the  bass as well as in upper vo ices ,  with a l i b e r a l  

number o f  c -sharps  occurr ing  as the  leading tone of  the  dominant;
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t h i s  dance i s  t r u l y  in G major.

The d i f f e r e n c e  between compositions in th e  dor ian  and the 

aeo l ian  mode should be t h a t  in the  dorian  mode th e  second sc a le  degree 

can be used as a ro o t  wi thout  a c c id e n ta l s ,  while  in the  a eo l ian  mode, 

the  s i x t h  degree can suppor t  a t r i a d .  Comparing th e  t h r e e  g a l l i a r d s  

by Bull t h a t  a re  in D, we f i n d - t h a t  o f  th e  two in th e  a eo l ian  mode, 

i i / 2 4 9  uses Bb, and not  E, as  a bass tone and a r o o t ,  while  i i /2 5 1  

uses both tones as a ro o t ;  in  the  dorian  g a l l i a r d  i i / 1 2 5 , E, but  not  

Bb (o r  Bfcj), i s  used as a r o o t .  Since a sharp i s  req u i red  f o r  A- 

d o r ian ,  any g a l l i a r d  in A would be in the  aeo l ian  mode, a t  l e a s t  

nominally. The g a l l i a r d  i /7 0  in A makes prominent use o f  F-sharps 

to  permit  B as a roo t  ton e ,  whereas i /129  and i /177  do n o t ,  and so 

a re  more pure ly  a eo l ia n .  In comparison with Byrd, Bull i s  s l i g h t l y  

l e s s  c o n s i s t e n t  in adhering to  the  im p l ica t io ns  o f  th e  designated  

mode, b u t ,  in g e n e ra l ,  he makes a d i s t i n c t i o n  between dor ian  and 

a e o l ia n .

In B u l l ' s  g a l l i a r d s  t h e r e  i s  g e n e ra l ly  a sense o f  c o n t in u i ty  

c re a te d  by the  r e l a t i o n s h i p  between th e  end o f  one s t r a i n  and the  

beginning of  the  nex t .  Here ag a in ,  Tables 6 and 8 t e l l  only p a r t  o f  

the  s t o r y .  The two g a l l i a r d s  based on the  same pavan ( i /1 2 9  and 

i /177)  move to  the  subdominant in the  second s t r a i n ,  and lean heav i ly  

towards i t  in th e  t h i r d ;  although both t h i r d  s t r a i n s  begin with 

t r i a d s  on A, the  t o n i c ,  i t  i s  an A - t r iad  t h a t  i s  ambivalently  

fu n c t io n ing  both as a dominant o f  D and as a t o n ic .  Thus, the  

connection between s t r a i n s  i s  s t ro n g e r  than t h a t  in d ic a te d  in  Table 6 

and would show up as a continui ty  of  tonal  s t ru c tu re  in  l i n e a r  graphs.
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Texture ,  Meter, and Rhythm

The t e x tu re  of  B u l l ' s  g a l l i a r d s  i s  much l i k e  t h a t  of  h is  

pavans. This i s  more the  case  among h is  f a n t a s i a - l i k e  g a l l i a r d s  

with i r r e g u l a r  phrasing than among h i s  r e g u la r  (and,  i t  tu rns  o u t ,  

major-mode) compositions.  In the  f i r s t  s t r a i n  o f  the  G-major g a l l i a r d  

i /5 4  (ex. 49a) ,  the  t r e b l e  has th e  contours  and rhythmic d e f i n i t i o n  of  

a (foreground) melody. But even in t h i s  dance the  t r e b l e  i s  pro­

g re s s iv e ly  l e s s  tuneful  in th e  second and t h i r d  s t r a i n s ,  and the 

inner  voices a re  a c t iv e  th roughout ,  wi th  abundant im i t a t i o n .

The t e x tu re  of  B u l l ' s  g a l l i a r d s  i s  a l s o  l i k e  t h a t  o f  h is  

pavans—and unl ike  t h a t  o f  Byrd 's  g a l l i a r d s —in i t s  f l o r i d  keyboard 

s t y l e .  Even in the  g a l l i a r d s  a s so c ia t e d  with pavans ( i i / 1 2 5 ,  i /1 2 9 ,  

i /1 77 ,  d iscussed in Chapter IV), Bull does not  t r e a t  the  g a l l i a r d  as 

a t e x tu r a l  s i m p l i f i c a t i o n  o f  the  pavan.

S im i la r ly ,  B u l l ' s  g a l l i a r d s  a r e  only  sometimes more m e t r i c a l ly  

emphatic than h is  pavans. Where B u l l ' s  s t r a i n s  a re  o f  r e g u la r  l en g th s ,  

meter and rhythm are  handled in  a manner s i m i l a r  to  B y rd 's ,  but  f i g u r a ­

t io n  of ten  obscures the  r e g u la r  phras ing .  And where i r r e g u l a r  

phrasing p r e v a i l s ,  the  t e x t u r e  and th e  sense o f  m etr ic  s t r e s s  a re  

much l i k e  t h a t  o f  the  pavan.

The s h i f t  to  3/1 occurs f r e q u e n t ly  as p a r t  o f  a cad en t ia l  

p a t t e rn  in B u l l ' s  g a l l i a r d s ,  while  s h i f t s  to  6/4  a re  absen t  except 

f o r  such minute suggest ions  as t h a t  o f  the  second s t r a i n ,  m. 2 of  

i /54  (ex. 49) .  Metric s h i f t s  a r e  not  used in  th e  ph rase -de f in ing  

p a t t e rn s  we have seen in Dowland and Byrd g a l l i a r d s .  The f i r s t  

s t r a i n  o f  the  g a l l i a r d  i i / 2 4 9  (ex. 50) i s  a somewhat unusual example
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of  the  use o f  hemiola: the  s i x - b a r  s t r a i n  i s  c rea ted  by one 3/2

b a r ,  two bars o f  3/1 ( in  e f f e c t ) ,  and one bar  o f  3 /2 .

While B u l l ' s  g a l l i a r d s  lack  the  rhythmic sp ice  o f  Dowland's,  

Bull chooses o th e r  means f o r  c r e a t i n g  rhythmic i n t e r e s t .  The t h i r d -  

s t r a i n  sequence in ex. 46 and th e  motiv ic  r e p e t i t i o n  in the  t h i r d  

s t r a i n  o f  ex. 49a, superimposing a two-semibreve fo o t  on the  3/2 

meter ,  provide one s o r t  o f  exc i tem ent .  Motivic im i ta t io n  provides 

another .  B u l l ' s  w r i t in g  i s  f u l l  o f  broken octaves and arpeggia ted  

t r i a d s  in  the  bass (o f ten  omit ted  in  the  graphs f o r  c l a r i t y ) .  Such 

d ev ices ,  along with h o c k e t - l ik e  f i g u r e s  and do t ted  rhythms, c re a te  

rhythmic a c t i v i t y  where no tonal  a c t i v i t y  e x i s t s ,  much as Byrd's  

terminal  a rpegg ia t ing  6/4 bars  do. The r e s t s  and note r e p e t i t i o n s  

in the  bass l i n e  o f  the  second s t r a i n  o f  i i / 2 5 1  (ex. 47) a re  ty p ica l  

o f  B u l l ' s  s t y l e .  Example 45b shows what th e  openings o f  the  

s t r a i n s  o f  i /7 0  a c t u a l l y  look l i k e ,  ag a in ,  very c h a r a c t e r i s t i c  of  

B u l l ' s  keyboard s t y l e ,  and no t  a t  a l l  o f  B y rd 's .  In such ca se s ,

Bull g ives the  impression o f  a t tem pt ing  to  make up f o r  lack  of  

substance with decora t ive  d e t a i l  and v i r t u o s i t y .  Since he was a 

keyboard v i r tu o s o ,  i t  i s  not  s u r p r i s in g  t h a t  he wrote v i r tu o s o  music, 

a l though ,  as we know from the  music o f  such as J . S .  Bach, v i r t u o s i t y  

can be made to  serve the  a r t i c u l a t i o n  o f  musical form.

Motifs:  R e p e t i t io n ,  Im i ta t io n ,  and Sequence

Bull makes use o f  m oti fs  and t h e i r  im i ta t io n  in a l l  voices to  

c re a te  a dense t e x tu r e .  Some m o t i f s ,  l i k e  the  r i s i n g  and f a l l i n g  

stepwise  t h i r d ,  a re  rudimentary, appearing in  many d i f f e r e n t
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s i t u a t i o n s .  The in t e r v a l  o f  a t h i r d  o f  i /1 7 0 ,  f i r s t  s t r a i n  (ex. 44) 

i s  recognizably  a m ot i f  because o f  the  im i t a t io n s  t h a t  take  place 

immediately; used p r im a r i ly  in i t s  ascending form in the  f i r s t  s t r a i n ,  

i t  i s  then used p r im a r i ly  in i t s  descending form in the  t h i r d .

Motions o f  a t h i r d  pervade t h i s  e n t i r e  g a l l i a r d ,  but  the  opening 

r i s i n g  t h i r d  in the  soprano has j u s t  enough rhythmic c h a r a c t e r  to  be 

a m oti f .  The same m ot i f  in two d i f f e r e n t  rhythmic forms i s  used 

throughout the  f i r s t  s t r a i n  o f  i i / 2 5 1  (ex. 47) .  The motion o f  the  

t h i r d  i s  in  any case  a common melodic occurrence and has wide use as 

a m o ti f .

The m oti f  o f  th e  . f i r s t  s t r a i n  o f  i /5 4  (ex.  49a) i s  o r i g i n a l l y  

a f a l l i n g  f i f t h ,  a lthough in some o f  i t s  gu ises  i t  r e t a i n s  only the  

simple rhythmi.c p a t t e r n  and the  d i r e c t i o n  o f  the  s t e p s .  The second 

s t r a i n  m oti f  i s  in  some way complementary, s ince  i t  ascends,  mostly 

by s tep  (and then descends) ,  while  th e  f i r s t  s t r a i n  m o ti f  descends.

I t  i s  e s s e n t i a l l y  a f i l l e d - i n  t r i a d i c  m o t i f ,  5 -1 -2 -3 -4 -5 ,  an expansion 

o f  f i g u r a t io n  o f  the  t r i a d s  with which i t  i s  a s so c ia t e d .  Of these  

m o t i f s ,  the  f i r s t  i s  abandoned in  the  r e p r i s e ,  a lthough the  im i t a t iv e  

t e x tu r e  i s  r e t a i n e d ,  while  th e  second i s  ornamented in i t s  r e p r i s e ;  

the  m oti f  upon which the  t h i r d  s t r a i n  i s  based,  a l so  e s s e n t i a l l y  

t r i a d i c  and l i t t l e  more than a rhythmic a rp e g g ia t io n ,  i s  a l so  r e ta in e d  

in an ornamented form in the  r e p r i s e  (ex. 49b).

The extended sequences which form th e  b a s i s  f o r  the  t h i r d  

s t r a i n s  o f  i i / 2 5 1  (ex. 47 ) ,  i i / 1 2 5  (ex. 46 ) ,  and i /177 (ex.  48) a re  

based on o u te r -v o ice  c o u n te rp o in t ,  e lab o ra ted  by motivic  a c t i v i t y .

The r e l a t i o n s h i p  between sequence and m oti f  i s  o f  some s ig n i f i c a n c e .
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Example 48a shows the  motion between o u te r  voices  underlying ex.

48d, the  sequence o f  th e  t h i r d  s t r a i n  o f  i /1 7 7 ;  exx. 48b and 48c are  

p rogress ive  e la b o ra t io n s  o f  t h a t  motion. At what degree of  e la b o ra ­

t io n  i s  the  motion heard as a sequence? Poss ib ly  in ( b ) ,  where the  

a l t e r n a t i o n  o f  i n t e r v a l s  between vo ices  and the  con tra ry  motion give 

a sense o f  a repeated  u n i t .  The added rhythmic i n t e r e s t  of  the  sus­

pensions in (c)  g ives  the  repea ted  u n i t  more d e f i n i t i o n .  With the  

a dd i t io n  o f  the  bass m o t i f  in  (d ) ,  B u l l ' s  r e a l i z a t i o n  o f  the  

sequence, the  r e p e t i t i o n  o f  th e  5-10 in te r v a l  chain becomes much more 

prominent; what i s  more, the  e n t i r e  passage i s  s e t  o f f  from the  music 

preceding and fo l lowing ( the  con tex t  i s  shown in ex. 48e) .  "Sequence" 

i s  ge n e ra l ly  understood as the  sys tem at ic  r e p e t i t i o n  o f  p i tched 

m a te r i a l ,  whether a m o t i f ,  a melody, o r  a contrapunta l  or  harmonic 

p rog ress ion ,  a t  d i f f e r e n t  p i t c h  l e v e l s .  But looked a t  from a dynamic 

viewpoint , a sequence c r e a t e s  a sense o f  motion from one p i tc h  level  

to  ano the r .  I t  i s  an e l a b o r a t io n  of: such a motion; a t  a c e r t a in  

s tage  o f  e l a b o r a t i o n ,  where th e  e la b o ra t io n  i t s e l f  i s  of  musical 

i n t e r e s t  o r  d i s t i n c t i o n ,  a sense o f  d i s c r e t e  tonal  p la teaus  with in  

the  motion i s  c r e a t e d ,  and we c a l l  the  passage a sequence.

The f i n a l  s t r a i n  o f  th e  g a l l i a r d  i i / 2 5 1  c o n s i s t s  l a r g e ly  o f  

a sequence which i s  based on an o u te r -v o ice  motion in t en th s  (ex.

47d). This motion i s  e lab o ra ted  by t r e b l e  and bass t h i r d s  to  provide 

con tra ry  motion; in  a d d i t i o n ,  the  a l t o  and bass move in a 5-6-5-6 

c oun te rpo in t  (ex.  47c) .  The e n t i r e  sequence i s  then given motivic  

d e f i n i t i o n  (ex.  47e) .  This i s  an unusual and somewhat u n sa t i s fy in g  

sequence in t h a t  i t  begins and ends on the  same p i t c h e s ,  moving down
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two s te p s  and then back up. The passage e x i s t s  f o r  foreground 

i n t e r e s t ,  and i s  s t r u c t u r a l l y  supe rf luous .

The sequence o f  the  t h i r d  s t r a i n  o f  i i / 1 2 5  (ex. 46) i s  an 

e la b o ra t io n  o f  a motion from the  to n ic  to  th e  dominant. The com­

p e l l i n g  q u a l i t y  o f  th e  sequen t ia l  motion i s  compromised by the  

equivocat ion  near  i t s  s t a r t :  the  bass moves up a s te p  from the  ton ic

D to  E (m. 4 ) ,  then r e tu r n s  to  D, be fo re  moving by s t e p  up to  A. This 

d e ta i l  again g ives  th e  impression t h a t  Bull i s  using th e  sequence as 

an event  o f  loca l  i n t e r e s t  r a t h e r  than as a means o f  in te n s i f y in g  

tonal motion. (Examples 46b and c a t tem pt  to  t r a c e  the  sequence to  

i t s  m otiva t ing  o r i g i n . )

I t  i s  not  co inc iden ta l  t h a t  these  prolonged sequences a l l  

occur in t h i r d  s t r a i n s .  There seems to  have been some i n t e r e s t  on 

the  p a r t  o f  the  composers in s e t t i n g  a p a r t  the  t h i r d  s t r a i n  with 

spec ia l  t e x t u r a l  d e v ic e s ,  l i k e  the  cantus firmus o f  some o f  the  

pavans (ex .  27).

In the  second and t h i r d  s t r a i n s  o f  i /5 4  (ex. 49 ) ,  m oti fs  seem 

to  be used s e q u e n t i a l l y .  A c tu a l ly ,  these  m otifs  a re  more l i k e  

a rp e g g ia t io n s .  In the  t h i r d  s t r a i n  t h i s  i s  e s p e c i a l l y  c l e a r  because 

as th e  ro o t  moves up f i r s t  a fo u r th  and then another  s t e p ,  so does 

the  t r e b l e  m o t i f .  Rather than e la b o ra t in g  a motion, the  motivic  

r e p e t i t i o n  f i l l s  in th e  time during which each t r i a d  i s  su s ta in ed .

I f  t h i s  passage i s  to  be c a l l e d  a sequence,  i t  must be understood 

as a sequence in a d i f f e r e n t  func t iona l  sense from t h a t  d iscussed  

above.
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In B u l l ' s  g a l l i a r d  i i / 2 5 1  (ex. 47 ) ,  the  two phrases  o f  the  

second s t r a i n  begin with s i m i l a r  m oti fs  in  the  t r e b l e ,  s t r e s s i n g  the  

s t r a i n  d iv i s io n  but  a l s o  c r e a t i n g  a p a ra l l e l i s m  between the  two 

phrases .  Frequently  such a p a r a l l e l i s m  i s  c rea ted  by the  r e p e t i t i o n  

of  an opening m oti f  a t  ano the r  p i tc h  l e v e l ,  much as i t  occurs in t h i s  

example. The f i r s t  s t r a i n  o f  i /170  (ex. 44) i s  a more l i t e r a l  example: 

the  m o t i f  b - c 1- d 1 opens the  f i r s t  phrase ,  while  c 1- d 1- e 1 opens the  

second phrase .  While t h i s  i s  n o t ,  p roper ly  speaking ,  an example o f  a 

sequence,  i t  i s  a r e l a t e d  procedure ,  and may be r e f e r r e d  to  as 

sequen t ia l  r e p e t i t i o n .  In such a s i t u a t i o n  the  func t ion  o f  the  r e p e t i ­

t io n  i s  simply to  suggest  phrase  p a ra l l e l i s m .  The r e p e t i t i o n  need not 

go beyond a few notes  to  sugges t  such p a r a l l e l i s m .  Because sequen t ia l  

r e p e t i t i o n  emphasizes the  a r t i c u l a t i o n  o f  ph rases ,  i t  i s  a r a r e  occur­

rence among FVB pavans, but  common among th e  g a l l i a r d s ,  and somewhat 

more so among Byrd 's  g a l l i a r d  than B u l l ' s  ( f o r  Byrd examples, see 

ex. 36, f i r s t  s t r a i n ;  ex. 37, t h i r d  s t r a i n ;  ex. 39, second s t r a i n ) .

Melody, Bass,  and Counterpoint

The melodic motions o f  B u l l ' s  g a l l i a r d s  a re  o f ten  obscured 

by foreground d e t a i l ,  as in h is  pavans. The g a l l i a r d  i /170  (ex. 44) 

and i /7 0  (ex.  45) have c le a r  melodic l i n e s  w i th in  a small compass.

That o f  i /7 0  i s  unusual f o r  i t s  c l a r i t y  and s i m p l i c i t y .  In o th e r  

Bull g a l l i a r d s  th e re  i s  only a weak sense o f  d i r e c t i o n  in the  t r e b l e .

In h is  Lord Lumley g a l l i a r d  ( i / 5 4 ,  ex. 49 ) ,  the  t r e b l e  seems to  

fo l low th e  ro o t  p ro g re s s io n ,  expanding the  t r i a d s  in i t s  m o t i f s ;  

the  s t r u c t u r a l  p o s s i b i l i t i e s  o f  a pronounced melodic l i n e  and the
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bass a re  only p a r t i a l l y  r e a l i z e d .  At the  same t ime, t h i s  g a l l i a r d ,  

as has been pointed ou t ,  has one o f  the  l i v e l i e s t  t r e b l e s  a t  the  

foreground l e v e l .

Root motion c re a te s  m etr ic  emphasis in Bull g a l l i a r d s  as in 

those  o f  o th e r  composers. These motions may be e labo ra ted  with 

f i g u r a t i o n ,  but  a re  g e n e ra l ly  s t r a ig h t fo rw a rd .  Exceptions a re  the  

f r e e r ,  m e t r i c a l l y  weaker passages such as the  sequence in i i / 1 2 5  (ex. 

46a) .  At t im es ,  e s p e c i a l l y  in such passages ,  contrapunta l  motion may 

take  precedence (see  the  sequence from i i / 2 5 1 , exx. 47c-e ) .

On occas ion ,  the  v o ice - lead ing  in B u l l ' s  w r i t in g  i s  not  as 

smooth as t h a t  o f  B yrd 's .  This may occur where the  e f f e c t i v e  bass 

l i n e  i s  in the  ten o r  voice ;  when the  bass e n te r s  in another  r e g i s t e r ,  

th e re  i s  an awkward d i s ju n c t io n  of  the  two l in e s  ( i /1 7 0 ,  ex. 44, 

f i r s t  s t r a i n ,  mm. 5-6 ,  and t h i r d  s t r a i n ,  mm. 5-6 ) .  I t  i s  as i f  Bull 

i s  working from a vocal model w ithout  f u l l y  recognizing the primacy 

of  th e  de f a c to  bass l i n e  in  keyboard w r i t in g .  Faul ty  vo ice - lead ing  

occurs between the  bass and teno r  a t  the  opening o f  i /5 4  (ex.  49) ,  

where th e  ten o r  drops below the  fol lowing bass note .  Other examples 

of  B u l l ' s  odd o r  casual vo ice - lead in g  occur in ex. 47 ( f i r s t  s t r a i n ,  

m. 3 ,  and second s t r a i n ,  mm. 1 and 2, as marked "x") .  B u l l ' s  g a l l i a r d s  

vary much more widely than do Byrd's  in t h e i r  smoothness and i n t e r e s t ;  

along with the  well-formed g a l l i a r d  i /170 and the  b e au t i fu l  and more 

unusual i /1 7 7 ,  we f ind  i i / 2 5 1 , with i t s  a t t r a c t i v e  but  undirec ted  

sequence and p e c u l i a r  v o ice - le ad in g .

Because the  next  fo u r  composers under d iscuss ion  a re  r e p re ­

sented  by only two or th re e  g a l l i a r d s  each, i t  i s  not  p o ss ib le  to
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reach any conclusions about t h e i r  s t y l e s .  Each o f  the  four  w i l l  be 

discussed b r i e f l y ,  dea l ing  with the  major po in ts  as s e t  f o r t h  in the  

d iscuss ion  o f  Byrd and Bul l .  Following the  s e c t io n s  on Farnaby, 

P h i l i p s ,  Richardson, and Morley wil l  be a d iscuss ion  of  the  remaining 

g a l l i a r d s  and a summary o f  f in d in g s .

The G a l l i a rd s  of G i les  Farnaby

Farnaby i s  rep resen ted  by th ree  g a l l i a r d s  in the  FVB, one of  

which i s  a s e t t i n g  of  a Rosseter  g a l l i a r d ,  according to  the  manuscript.  

As ind ica ted  in  Table 5, a l l  th re e  a re  in a r e g u la r  t h r e e - s t r a i n  

scheme, except  t h a t  the  f i r s t ,  which bears a c h a ra c te r -p ie c e  t i t l e ,

His [Farnaby*s] Rest ( i i / 2 6 1 ,  ex. 51) ,  has s t r a i n s  o f  only fo u r  dot ted  

semibreves. This g a l l i a r d  i s  a c t u a l l y  in 6/4 throughout,  not 3 /2 .  I t  

i s  s imple ,  l i g h t ,  and w i t t y ,  with a t e x tu r e  not c h a r a c t e r i s t i c  of  

g a l l i a r d s ,  and a l l  in a l l  i t  i s  very much more l i k e  the  corantos  in

the  c o l l e c t i o n ,  which a re  in  6 /4 .  Nominally in G-mixolydian, i t  i s

unquest ionably  in G m a jo r .1 I t s  charm l i e s  in th e  success ive  en trances  

in each s t r a i n ,  im i t a t io n s  mostly a t  the  in te rv a l  o f  a f i f t h ;  the  th ree  

s t r a i n s  a re  thus u n i f i e d  by procedure.  The f i n a l  s t r a i n  i s  an answer 

to the  f i r s t  two, s i n c e ,  while  the  en trances  begin with the  t r e b l e  and 

drop down through the  voices  in the  e a r l i e r  s t r a i n s ,  they begin with 

the  bass in  the  t h i r d .

The g a l l i a r d  i i / 4 1 9  (ex.  52a) i s  in 3/2 throughout ,  and in

H h e r e  i s  no sharp in d ica ted  in m. 1 of  the  t h i r d  s t r a i n ,
where the  t e n o r  e n te r s  on F, although the  f  i s  sharped in the  t r e b l e
in the  same f ig u r e  a bar  l a t e r .  This i s  e i t h e r  an o v e rs ig h t  or  a 
b i t  o f  mixolydian co lo r .
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t e x tu r e  l i e s  somewhere between i i /2 6 1  and the  dense g a l l i a r d s  of  Byrd 

and B ul l .  I t  shares with i i /2 6 1  a s im p l i c i t y  of  s t r u c t u r e  and 

d i r e c t i o n .  The harmonic motion i s  continuous through each s t r a i n — 

th e re  i s  n o t ,  f o r  example, any in te rn a l  cadence or  i n t e r r u p t i o n —but 

motivic  a c t i v i t y  s e t s  up a p a ra l l e l i s m  between the  two halves o f  each 

s t r a i n .  The s t r u c t u r e  o f  the  second s t r a i n  i s  p a r t i c u l a r l y  e le g a n t ,  

and unusual f o r  the  FVB g a l l i a r d s .  The f i r s t  h a l f  o f  the  s t r a i n  

c o n s i s t s  o f  an a scen t  in  both bass and t r e b l e  from the  to n ic  to  the  

dominant, but in canon. In the  second h a l f  of  the  s t r a i n ,  the  t r e b l e  

again ascends from th e  to n ic  t o  the  dominant, but  t h i s  time supported 

by a bass descent  t h a t  reaches th e  dominant in time f o r  a harmonic 

pro longat ion  of V. The t h i r d  s t r a i n  i s  based on a sequence the  o r ig in  

of  which is  p o s tu la ted  in  exx. 5 2c -f .  The sparse  t e x tu r e  o f  t h i s  

s t r a i n ,  c rea ted  by the  antiphonal  s e t t i n g  o f  the  sequence, i s  not  a t  

a l l  ty p ic a l  o f  the  FVB dances. This dance a l s o  e x h ib i t s  an unusual 

economy o f  means: the  primary melodic a c t i v i t y  o f  the  f i r s t  s t r a i n  i s  

a descending t h i r d  ( a c t u a l l y  not the  case in the  r e p r i s e ) ;  t h a t  o f  the  

second s t r a i n ,  an ascending t h i r d  or  two conjunct  t h i r d s ,  i . e . ,  a 

f i f t h .  In the  t h i r d  s t r a i n ,  i t  i s  as i f  ascending and descending 

s tepwise  f ig u r e s  a re  jux taposed .  The harmonic s im p l i c i t y  and i n t e g r i t y  

o f  the  dance as a whole can be seen in th e  middleground graph, ex. 52b.

The Rosseter  s e t t i n g  ( i i / 4 5 0 )  i s  a r e g u la r ,  harmonically  

s t r a ig h t fo rw a rd  F-major g a l l i a r d .  Although the  s t r a i n s  give a sense 

of  duple su b d iv i s io n s ,  th e re  a r e ,  as in  the  Farnaby g a l l i a r d s ,  no s t rong 

in te rn a l  subd iv is ions  with any harmonic d e f i n i t i o n ;  in f a c t ,  th e re  a re
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only the  most rudimentary o f  m o t i f s ,  and these  a re  not  used to  

c r e a t e  phrase p a ra l l e l i s m s .

The G a l l i a rd s  o f  Pe te r  P h i l ip s

P h i l i p s ,  whose major c o n t r ib u t io n  to  the  FVB i s  h is  s e t  of  

i n t a b u la t io n s  o f  vocal works from the  c o n t in e n t ,  wrote th re e  o f  the  

g a l l i a r d s  in  th e  c o l l e c t i o n .  Two o f  these  ( i /296  and i /327)  are  

pa ired  with pavans; t h e i r  s t rong  r e l a t i o n s h i p  to  those  pavans wil l  

be examined in  Chapter IV.* The g a l l i a r d  to  the  Pavana Pagget 

( i /2 9 6 ,  ex. 69 ) ,  i s  b u i l t ,  l i k e  the  Byrd g a l l i a r d s ,  o f  f o u r - f o o t  

phrases c rea ted  by harmonic motions and aff i rmed by melodic p a r a l l e l ­

isms o r  c o n t r a s t s .  The smoothness o f  the  bass l i n e  r e s u l t s  in an 

abundance o f  c o n t r a p u n ta l ly  determined (and so not  n e c e s s a r i ly  ro o t -  

p o s i t io n )  t r i a d i c  fo rm at ions ,  inc luding  many s t ro n g -b e a t  s ix th -ch o rd s .  

The dance i s  one o f  the  few in C-dorian;  although i t  i s  l i b e r a l l y

in f l e c t e d  with a c c id e n ta l s ,  i t  r e t a i n s  some dorian c h a ra c te r  through
2

the  absence o f  A - f l a t s  and the  abundance of  I I  t r i a d s .

The Gal ia rda  Dolorosa ( i /3 2 7 ,  ex. 68) shares  most o f  i t s  

no tab le  t r a i t s  with i t s  pavan, inc luding  a low t e s s i t u r a  and an 

extended chromatic passage in the  t h i r d  s t r a i n  r e s u l t i n g  in t h a t  

s t r a i n ' s  i r r e g u l a r  l eng th .  The f i r s t  two s t r a i n s  a re  each b u i l t  on

^Because the  pavan pa ired  with g a l l i a r d  i /327 bears the  
t i t l e  Pauana Doloroso. T r e g . , the  two dances a re  c i t e d  in many sources 
as being the  work of  a member o f  the  Tregian family a s so c ia ted  with 
the  compila t ion  o f  the  manuscr ip t .  No doubt the  "Treg." of  the  t i t l e  
i s  simply a ded ic a t io n .

2
G-sharps a re  abundant in the  FVB. Because of  the  Ab-G# con­

f l i c t  in mean-tone tun ing ,  the  v i r g i n a l i s t s  may have avoided A - f l a t s .
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phrasing o f  tw o-p ius- tw o-p lus- fou r  m etr ic  f e e t ,  in the  manner o f  some 

of  Byrd 's  g a l l i a r d s .  Also l i k e  Byrd, P h i l ip s  s e t s  h is  s t r a i n s  a p a r t  

from each o th e r  t e x t u r a l l y ,  and uses the  i n i t i a l  chords of  the  second 

and t h i r d  s t r a i n s  to  emphasize a break between s t r a i n s .

The g a l l i a r d  i /351 (ex. 53) i s  a tw o -s t ra in  g a l l i a r d  unusual 

( in  the  con tex t  o f  th e  FVB) f o r  i t s  r e g u la r  a l t e r n a t i o n  o f  6/4  and 3 /2 .  

Conceivably P h i l i p s ,  an e x i l e d  C a th o l ic ,  was inf luenced by the  I t a l i a n  

g a g l i a r d a , in  which such m etr ic  p a t t e r n s  were common. This G-major 

dance, with i t s  r e l a t i v e l y  t h in  t e x t u r e ,  i s  w r i t t e n  in a l i g h t  and 

perhaps a more popular  vein than the  two pa ired  g a l l i a r d s ,  and i s  not  

ty p ic a l  o f  P h i l i p s ' s  s t y l e .  I t s  simple and c l e a r  s t r u c t u r e  (shown in 

reduc t ion  in ex. 53b) emphasizes th e  1 ^ - 5 ^  d iv is io n  o f  the  Octave in 

the  t r e b l e  (compare B u l l ' s  g a l l a r d  i /7 0  [ex.  4 5 ] ) .  The second s t r a i n  

complements th e  f i r s t  in the  d i r e c t i o n  o f  i t s  t r e b l e ;  while  the  f i r s t  

s t r a i n  moves from g through d1 to  g1 , the  second s t r a i n  motion r e tu rn s  

from g1 through d1 to  g. Each s t r a i n  i s  continuous,  because each 

measure cadences (o r  i s  o therwise  connected) to  the  next .

The G a l l i a r d s  o f  Ferdinando Richardson

Richardson composed two g a l l i a r d s  o f  th e  FVB, o f  which one 

( i / 3 2 ,  ex. 65) bears  a s t rong  r e l a t i o n s h i p  to  i t s  pavan, the  o th e r  

( i / 9 3 ,  ex. 54) ,  none, a lthough i t  seems c l e a r  i t  i s  intended to  be 

paired with the  pavan i /8 7 .  Both the  f i r s t ,  in D-dorian, and the  

second, in G-dorian,  a re  as much minor as dor ian .  Both f a l l  w i th in  

the  norm as regards  s t r a i n  leng th  and tonal  scheme, phras ing ,  and 

the  use o f  l i n e  and m oti f  to  a r t i c u l a t e  s t r u c t u r e .  The second in
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p a r t i c u l a r  makes use o f  some i n t e r e s t i n g  rhythmic p a t t e r n s .  I t s  

t h i r d - s t r a i n  seq u en t ia l  p a t t e r n  i s  ingeniously  foreshor tened  from 

th ree  to  two bea ts  to  c r e a t e  the  d r ive  towards the  cadence and the  

motion in to  th e  caden t ia l  hemiola. Example 54a shows the  s h i f t  in 

accents  created by the  sequence, while ex. 54b shows the  motion def ined .  

The sequence o f  t h i s  s t r a i n  i s  one o f  the  few melodic sequences in 

the  FVB dances:  th e  bass does not  move in  the  same d i r e c t i o n  as 

the  upper v o ice ,  but  r a t h e r  in a motion which i s  o f ten  con tra ry  to  

the  upper voice  and provides th e  suppor t  o f  a harmonic p ro longat ion .

The G a l l i a rd s  o f  Thomas Morley

The two Morley g a l l i a rd s  ( i i / 1 7 7 , ex. 60, and i i / 2 1 3 , ex. 70) 

are  pa ired  with pavans and a re  d iscussed  in Chapter IV. These g a l ­

l i a r d s  a re  among the  most i r r e g u l a r  in s t r a i n  l en g th .  The f i r s t  of  

these  i s  a l so  one o f  the  most t o n a l l y  ambiguous o f  FVB dances. The 

motion to  the  subdominant. D, in  the  f i r s t  s t r a i n  c re a te s  the mistaken 

impression t h a t  D i s  the  t o n i c ,  an impression which i s  not  co rrec ted  

u n t i l  the  f i n a l  s t r a i n .  The odd leng ths  o f  the  f i r s t  and th i rd  

s t r a i n s  c o n t r ib u te  to  tonal  ambiguity .  The g a l l i a r d  i i / 2 1 3  in F- 

ionian  i s  an ingenious t rans fo rm at ion  o f  i t s  pavan. I t  i s  not a 

s i m p l i f i c a t i o n  o f  th e  pavan o r  a more m e t r i c a l l y  s t r e s s e d  vers ion  of  

the  pavan1s harmonic and contrapunta l  motions,  but  i s  equal ly  complex 

and i r r e g u l a r .  Both dances o f  t h i s  p a i r  a re  based on quasi-canonic  

o u te r  vo ice s ,  and demonstrate  Morley 's  s k i l l f u l  dar ing .  The Morley 

g a l l i a r d s  a re  a ty p ica l  in  t e x t u r e  and in co n s t ru c t io n  of the  t r e b l e ,  

and a re  more l i k e  pavans in these  r e s p e c t s .
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G a l l i a rd s  by Other Composers

Most of  the  remaining e ig h t  g a l l i a r d s  a re  r e g u la r  in scheme, 

although with var ious  f e a tu r e s  not  ty p ic a l  o f  the  group of  FVB 

g a l l i a r d s  as a whole. Oystermayre's g a l l i a r d  o f  e leven ,  e leven ,  and 

e ig h t  m etr ic  f e e t  i s  o f  l i t t l e  i n t e r e s t  beyond i t s  oddness. I n g l o t ' s  

G a l l i a rd  Ground i s  a tw o - s t r a in  v a r i a t i o n  g a l l i a r d  ( th e  word "ground" 

must r e f e r  to  th e  f a c t  t h a t  the  dance has a s e t  of  v a r i a t i o n s ,  s ince  

i t  i s  in no sense  a ground). The Hunting G a l l i a rd  o f  Tomkins ( i i / 1 0 0 ,  

ex. 55) i s  a tw o - s t r a in  g a l l i a r d  with e la b o ra te  and novel f i g u r a t i o n .  

The f i r s t  s t r a i n  makes use o f  sequen t ia l  r e p e t i t i o n  to  c r e a t e  a s t r u c ­

tu r e  o f  tw o-p lus- tw o-p lus- fou r  ba rs .  The second h a l f  of  the  s t r a i n  i s  

a s e r i e s  o f  s i x t h  chords ( the  rhythmic a c t i v i t y  of the  r i g h t ,  or  o f  the  

l e f t  hand in  th e  r e p r i s e  [exx.  55a and 55b],  i s  not  s u f f i c i e n t  f o r  

t h i s  a c t u a l l y  to  be heard as a sequence) which i s  motivated by o u t e r -  

voice motions to  neighbor tones (see ex. 55c).  The second s t r a i n ,  

a lthough a l s o  e ig h t  f e e t  long ,  has n e i th e r  th e  s t r u c t u r e  not  the  

d i r e c t i o n  o f  the  f i r s t .  I t  c o n s i s t s  p r im ar i ly  o f  a contrapunta l  

sequence with a two-foot  p a t t e r n .  Each bar  i s  an e labo ra ted  in te rv a l  

chain ,  a kind o f  m in ia tu re  sequence,  given d e f i n i t i o n  by the  w r i t t e n -  

out t r i l l s  and tu rn s  ( o r ,  in  th e  r e p r i s e ,  by s c a l e s ) .  The sequence 

has th e  q u a l i t y  o f  those  o f  th e  t h i r d  s t r a i n s  o f  g a l l i a r d s  by Bull :  

i t  i s  a r r e s t i n g  because o f  i t s  spec ia l  t e x tu r e  and i t s  l en g th ,  but 

i t  does not  give a sense o f  forward motion.

Sr. Jhon Grayes G a l l i a rd  ( i i / 2 5 8 )  i s  a simple t h r e e - s t r a i n  

g a l l i a r d  w r i t t e n  by "W.B." Although the  FVB e d i to r s  cons ider  i t  almost 

c e r t a i n ,  based on nonmusical evidence,  t h a t  the  composer i s  Byrd, an
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examination o f  th e  music i t s e l f  makes such an a t t r i b u t i o n  u n l ik e ly .

The bass accompaniment f i g u r e s  o f  the  f i r s t  s t r a i n ,  in  p a r t i c u l a r ,  

have a r e p e t i t i v e  q u a l i t y  t h a t  i s  unusual f o r  the  FVB as a whole, and 

f o r  Byrd in p a r t i c u l a r .  Some awkward v o ic e - le ad in g ,  including con­

se cu t iv e  oc taves  in the  second s t r a i n  (mm. 4 - 5 ) ,  a l so  suggests t h a t  

t h i s  work i s  not  by Byrd. The dance i s  a well-formed four-square  

composit ion,  nominally in  D-dorian but as much a eo l ian  as do r ian ,  

with no unusual design f e a t u r e s .

Warrock's g a l l i a r d  i /388  (ex. 56) i s  pa ired  with a pavan and 

wil l  be d iscussed  as p a r t  o f  t h a t  p a i r  in Chapter IV. I t s  most unusual 

aspec t  i s  t h a t  i t  i s  in Bb-ionian ( i n f l e c t e d  with E^, B^, and Ab). 

Although i t  has some weak v o ice - lead in g  (marked "x" in the  t h i r d  

s t r a i n )  and i s  s t ruc tura l ly -aw kward  in i t s  ending of  the  second s t r a i n  

and i t s  r e tu r n  to  the  to n ic  in  the  t h i r d ,  i t  i s  an i n t e r e s t i n g  p iece ,  

with the  very unusual chain of  r i s i n g  f i f t h s  in the  bass l i n e  of  the  

second s t r a i n ,  reaching from Eb through Bb1, F, and C to  G.

T i s d a l l ' s  g a l l i a r d  i i / 4 8 6 , shown in reduct ion  in ex. 57, i s  

a f a i r l y  r e g u la r  but  i n t e r e s t i n g  dance. The opening two bars a re  

t o n a l ly  mis leading and unusual in  t h a t  r e s p e c t .  All th ree  s t r a i n s  

a re  defined m o t iv ic a l ly  and harmonically  as c o n s i s t in g  of  two equal 

ha lves;  the  f i r s t  s t r a i n  i s  again in the  p a t t e r n  of  two, two, and 

four  measures.

Of th e  two remaining anonymous g a l l i a r d s ,  one ( i /7 7 )  has a 

scheme o f  e i g h t ,  s i x ,  and seven f e e t  and i s  unusual in  i t s  odd 

phrasing and o rna te  t e x t u r e ,  while  the  o th e r  ( i i / 3 6 9 )  i s  in s imple ,  

c l e a r  e ig h t - f o o t  s t r a i n s .
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Summary

The m a jo r i ty  o f  g a l l i a r d  s t r a i n s  a re  e ig h t  f e e t  in l eng th ,  

with pronounced m e t r ic  s t r e s s e s  and two- and f o u r - f o o t  phras ing ,  

defined l a r g e ly  by ro o t  motions,  and emphasized by the  c re a t io n  of  

p a r a l l e l  phrases through the  use o f  m etr ic  and rhythmic p a t t e r n s ,  

melodic m o t i f s ,  and seq uen t ia l  r e p e t i t i o n .  This i s  not  e qua l ly  t ru e  

f o r  a l l  th e  composers r ep re se n te d .  Many o f  the  g a l l i a r d s  o f  B u l l ,  as 

well as the  two by Morley, a r e  i r r e g u l a r  in  s t r a i n  leng th  and do not 

have r e g u la r  i n t e r n a l  ph ras ing .  I t  i s  even o f ten  the  case t h a t  in the  

same i r r e g u l a r  s t r a i n s  th e  downbeat i t s e l f  i s  de-emphasized, as i t  so 

much more o f ten  i s  in pavans.

Modes have a 'd ec id e d  e f f e c t  on tonal  s t r u c t u r e ,  a l though,  

owing to  th e  wide use o f  modal m ix ture ,  the  e f f e c t  v a r i e s .  While the  

c h a r t  o f  opening and terminal  harmonies (Table 6) gives some sense of 

tonal  scheme and in p a r t i c u l a r  o f  breaks o r  connections between s t r a i n s ,  

i t  does not  give a sense o f  the  r e l a t i o n s h i p  between mode and s t r u c tu r e .

C l a r i t y  o f  tonal  motion, achieved through the  use o f  ro o t -  

p o s i t io n  t r i a d s  and harmonic pro longat ions  coupled with m etr ic  and 

phrase r e g u l a r i t y ,  i s  th e  norm among the  FVB g a l l i a r d s .  There are  

some t o n a l l y  ambiguous g a l l i a r d s ;  i t  i s  on the  whole (but  not  i n v a r i ­

ably)  th e  i r r e g u l a r  s t r a i n s  in  which tonal  d i r e c t i o n  i s  weak or 

ambivalent.

Many of  the  g a l l i a r d s  make use o f  the  hemiola, the  e f f e c t i v e  

3/1 measure, f o r  c ad e n t ia l  purposes.  The s h i f t  from the  normal meter 

3/2 to  6 /4  f o r  rhythmic i n t e r e s t  and phrase punctuation i s  common in
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the  dances o f  Dowland and Byrd, absen t  from those  by Bul l .

Although m otifs  a re  important  in s t r u c tu r i n g  ph rases ,  they 

o f ten  d isappear  in th e  r e p r i s e s  o f  s t r a i n s ,  and a re  thus to  be thought  

o f  as a spec ts  o f  t e x t u r e .

Sequences a re  a p a r t i c u l a r l y  important  s t y l e  c h a r a c t e r i s t i c  

o f  the  g a l l i a r d s ,  more so than among the  pavans. Sequential  r e p e t i t i o n  

i s  used to  c r e a t e  phrase p a r a l l e l i s m  in  many o f  the  g a l l i a r d s .  Most of 

the  sequences in the  FVB g a l l i a r d s  a re  contrapunta l  r a t h e r  than melodic, 

r e s u l t i n g  from o u te r -v o ice  motion; o f ten  t h i s  motion i s  a p a r a l l e l '  

motion r e l i e v e d  by c o n t ra ry  motion in the  bass to  produce a s e r i e s  of 

a l t e r n a t i n g  i n t e r v a l s ,  e . g . ,  10-5-10-5.  Motifs a re  used to  embell ish  

t h i s  a l t e r n a t i o n  and give i t  d e f i n i t i o n .  The most extended sequences 

occur in  the  f i n a l  s t r a i n s  o f  g a l l i a r d s ,  p a r t i c u l a r l y  those  o f  Bull .  

While sequences can be used to  emphasize r e g u la r  phrasing and metr ic  

s t r e s s ,  some of  the  sequences in the  i r r e g u l a r  dances go a g a in s t  such 

r e g u l a r i t y ;  i t  i s  again in  such cases t h a t  tonal  d i r e c t i o n  i s  weak, the  

sequence appearing to  be a design element p re sen t  f o r  i t s  own i n t e r e s t  

and not as a p a r t i c u l a r  exp ress ion  of  motion.

Even in  the  more weakly s t r u c tu r e d  g a l l i a r d s ,  bass motion 

c o n s i s t s  p r im a r i ly  o f  an e la b o ra t io n  o f  f i f t h s .  Most g a l l i a r d  t r e b l e s  

e x h ib i t  more c o n t i n u i ty ,  rhythmic d e f i n i t i o n ,  and foreground i n t e r e s t  

than do those  o f  th e  pavans. Regular phrasing and tex tu ra l  emphasis 

o f  the  t r e b l e  make some g a l l i a r d s  sound l i k e  accompanied dance tunes .  

Some o f  the  more i r r e g u l a r  g a l l i a r d s  have t r e b l e s  with poorly defined 

motion; o thers  a re  t e x t u r a l ! y  much l i k e  pavans with a l e s s  emphasized 

t r e b l e .
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The pavan and g a l l i a r d  w i l l  be compared f u r t h e r  in the  follow 

ing c h a p te r ,  which w i l l  deal with pavan and g a l l i a r d  p a i r s .



Chapter  IV 

PAVAN AND GALLIARD PAIRS

Background

While the  pavan and g a l l i a r d  emerged independently of  each 

o th e r ,  in the  course of  the  s ix t e e n th  cen tury  they were absorbed in to  

the t r a d i t i o n  o f  pa ired  dances.  Most s imply,  such pa i r in g  was a 

mat ter  of a slow duple dance with i t s  Proportz  o r  T r i p ! a , a propor­

t iona l  t ransfo rm at ion  o f  the  melody o r  p rogress ion  o f  the  f i r s t  

dance. "Nominally t h i s  p ropor t ion  was p ro p o r t io  t r i p ! a  . . . 

a c t u a l l y ,  however, i t  was . . . p ro p o r t io  s e s q u i a l t e r a . 11* Such 

p a i r in g s ,  p a r t i c u l a r l y  common in German dance c o l l e c t i o n s ,  can a l so  

be found in the  Atta ingnan t  p r i n t s .  In them, the  g a l l i a r d  may p re ­

serve not only the  melody but  the  o u t l i n e s  of  the  ou te r -vo ice  

coun te rpo in t .  In a d d i t i o n ,  because o f  the  f a i r l y  s t r i c t  p ropor t iona l  

r e l a t i o n s h ip  between the  pavan and g a l l i a r d ,  the  dances match in 

metr ica l  accen tua t ion  (see  ex .  58, from the  Atta ingnan t  keyboard 

p r i n t  o f  1531). This s t r i c t  r e l a t i o n s h i p  p r e v a i l s  in paired dances 

based on a ground or  p ro g re s s io n ,  such as the  passamezzo a n t ico  and 

novo, which form the  ba s i s  f o r  so many pavans and g a l l i a r d s .

•̂ Wil 1 i Apel, "Propor tz ,  P ro p o r t io , "  in Harvard Dic tionary  
of Music, 2nd ed. (Cambridge: The Belknap Press o f  Harvard Univers i ty  
Press ,  1969), p. 699.
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Pavan and G a l l i a r d  Pa i r s  in  the  FVB

The r e l a t i o n s h i p s  between pa ired  dances in the  FVB a re  almost 

never t h a t  simple o r  sy s te m a t ic .  Some pavans and g a l l i a r d s  a re  c l e a r l y  

intended as p a i r s  by v i r t u e  o f  the  f a c t  t h a t  they a re  in the  same key 

and mode and s tand a d ja ce n t  in  the  manuscr ip t .  Such p a i r s  include 

s e t t i n g s  o f  two s l i g h t l y  r e l a t e d  o r  u n re la ted  Dowland dances, the  

Piper*s Paven and P i p e r ' s  G a l l i a r d , s e t  by Peerson and Bull r e s p e c t iv e ly ,  

as well as Byrd's  s e t t i n g  o f  the  Dowland Lachrymae pavan followed by his  

s e t t i n g  o f  a g a l l i a r d  by Harding. C e r ta in ly ,  the  dances may have been 

paired  by the  compiler ,  Treg ian ,  r a t h e r  than by the  composers.1 In 

o th e r  ca se s ,  the  pavan and g a l l i a r d  may be undeniably ,  y e t  in c o n s is ­

t e n t l y ,  r e l a t e d .  There a re ,  in a l l ,  twenty-one FVB p a i r s  and one Bull 

pavan which has two r e l a t e d  g a l l i a r d s  (see  Table 9 ) .  (The Passamezzo 

and Quadran pavans and g a l l i a r d s ,  based r e s p e c t iv e ly  on the  passamezzo 

a n t ico  and passamezzo novo p ro g re s s io n s ,  a re  the  only pa ired  dances in 

the  FVB which have a sys tem at ic  p ropor t iona l  r e l a t i o n s h i p .  Because 

t h e i r  development fol lowed h i s t o r i c a l  l i n e s  d i f f e r e n t  from o th e r  FVB 

dances, they a re  not  included in th e  p re sen t  d i s c u s s io n . )  The range 

of  r e l a t i o n s h i p s  between th e  pa ired  dances i s  the  s u b je c t  o f  t h i s  

chap te r .  For purposes o f  t h i s  d i s c u s s io n ,  the  a s s o c ia t io n  between 

pavan and g a l l i a r d  can be examined in terms o f  f i v e  main ca teg o r ie s

i
This b r ings  to  mind the  keyboard dance " s u i t e s "  o f  the  

« a r l y  French Baroque, which were to  be assembled by the  performer 
by choosing one o f  each dance type in the  proper key. This t r a ­
d i t i o n  s tands  in c o n t r a s t  to  t h a t  o f  the  v a r i a t i o n  s u i t e  so popular 
in Germany.
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of  r e l a t i o n s h i p :  s t r a i n  i n c i p i t s ,  m o t i f s ,  tonal  scheme, p ropor t iona l

t ran s fo rm a t io n ,  and paraphrase .

S t r a in  I n c i p i t s

One o f  the  s im ples t  means o f  r e l a t i n g  a pavan and g a l l i a r d  

i s  by the  i n c i p i t .  John Dowland's seven Lachrymae pavans bear  such a 

r e l a t i o n s h i p  to  one an o th e r ,  opening in s i m i l a r  i f  not  id e n t i c a l  ways, 

and then proceeding along very  d i f f e r e n t  harmonic and motivic  l in e s  

( t h e i r  openings a re  shown in  ex. 59) .  Morley 's  pavan and g a l l i a r d  

i i /1 7 3  and i i / 1 7 7  a re  s i m i l a r ly  r e l a t e d :  both open with what i s  in 

f a c t  the  Lachrymae m o t i f ,  but  proceed along e n t i r e l y  d i f f e r e n t  tonal  

l i n e s  (ex. 60) .*  The use o f  the  common i n c i p i t  i s  s u f f i c i e n t  to  

announce the  p a i r in g  o f  the  dances. How d i f f e r e n t  the  two dances 

a re  t o n a l ly  i s  ev iden t  even from th e  broad tonal  o u t l i n e s  shown in 

Table 9.

Another pavan and g a l l i a rd  r e l a t e d  by s t r a i n  i n c ip i t s  a re  those
o

of  Thomas Warrock ( i /3 8 4  and i /3 8 8 ,  ex. 61) .  The correspondence in 

t h i s  case i s  not  between th e  openings o f  the f i r s t  s t r a i n ,  but  o f  the 

second. Here the  s t rong  s i m i l a r i t i e s  between the  inner  as well as 

o u te r  voices in  the  f i r s t  measure qu ick ly  d i s so lv e  in the  second 

measure and a re  e n t i r e l y  absen t  by th e  t h i r d .  The a s s o c ia t io n  of the

*The e d i t o r s  mis takenly  i d e n t i f i e d  th e  Morley pavan as a 
s e t t i n g  o f  the  Lachrymae, when i t  can only be sa id  to  be in the  same 
family as the  popular Dowland pavan. See Chapter I I ,  p. 69.

2
These a re  the  only works by t h i s  composer in the  FVB; Warrock, 

or  Warwick, an o rg a n i s t  a t  Hereford and l a t e r ,  under the  S tu a r t  k ings ,  
a co u r t  v i r g i n a l i s t ,  i s  one of  th e  more obscure composers included in 
the  manuscript.  See Borren, Sources o f  Keyboard Music in England, p. 
54. The Warrock g a l l i a r d  i s  given in f u l l  in ex. 56.
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middle s t r a i n s  in t h i s  manner cannot  have the  same impact as does 

the  a s so c ia t io n  of  opening s t r a i n s ,  as i t  does not  provide the  l i s t e n e r  

with a tag by which to  recognize  the  g a l l i a r d  as belonging to  the 

pavan. Here the  technique i s  an abbrev ia ted  example of  a paraphrase.

Motifs

Few m otifs  o f  the  v i r g in a l  pavans a re  concise  and d i s t i n c t i v e  

enough to  be separab le  from t h e i r  polyphonic c o n te x t s —or  perhaps i t  

would be more c o r r e c t  to  say t h a t  few composers r e a l i z e d  t h i s  p o ten t ia l  

of  the  m o t i f .  The Morley p a i r  o f  ex. 60 provides an unusual example 

of  the  l in k in g  by m oti f  o f  two dances which a re  harmonically  and c o n tra -  

p u n ta l ly  d i s s i m i l a r .  I t  i s  th e  Lachrymae m oti f  i t s e l f ,  so well 

e s t a b l i s h e d  in  the  e a r  of  the  Elizabethan music ian ,  t h a t  pervades the  

f i r s t  s t r a i n s  o f  th e  two dances.  From th e  o u t s e t  the  m oti f  i s  used 

d i f f e r e n t l y  in the  very rhythmical g a l l i a r d  than in the  i r r e g u l a r ,  

f a n t a s i a - l i k e  pavan. The m oti f  i s  a t  f i r s t  t h r e e  minims l o n g , ' t h u s  

immediately providing f o r  th e  overlapping and m etr ic  displacement of 

the  theme with in  the  duple con tex t  o f  th e  pavan. In the  g a l l i a r d  t h i s  

three-minim m oti f  f i t s  w i th in  th e  m etr ic  framework o f  the  d o t ted -  

semibreve b e a t ,  and i s  thus used to  emphasize r a t h e r  than c o n t r a d ic t  

the  m etr ic  s t r e s s .  Correspondingly,  in the  pavan the  m oti f  may occur 

in motion between two harmonies as well as w i th in  a s in g l e  prolonged 

harmony (as in  the  Lachrymae pavan, where i t  occurs in two t r a n s ­

p o s i t i o n s ,  w i th in  the  t o n ic ,  the  t r e b l e  a f a l l i n g  to  e ,  o r  between 

to n ic  and dominant, c 1 f a l l i n g  to  g#).  In the  g a l l i a r d  the  moti f  

de f ines  the  fo u r th  8-5 w ith in  each o f  the  prolonged harmonies. The
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diminished fo u r th  c 1-g# which occurs in th e  Morley pavan and which 

i s  so c h a r a c t e r i s t i c  o f  the  Lachrymae i s  absen t  from the  g a l l i a r d .

Even in  t h e i r  broader harmonic o u t l i n e s ,  the  two f i r s t  s t r a i n s  a re  

d i s s i m i l a r .  While the  pavan has a conventional  harmonic scheme, with 

the  f i r s t  s t r a i n  de f in ing  th e  t o n i c ,  th e  g a l l i a r d  i s  t o n a l l y  r e s t l e s s  

u n t i l  the  f i n a l  s t r a i n ,  and the  f i r s t  s t r a i n  i t s e l f  c lo se s  on the  

subdominant.*

The t h i r d  s t r a i n s  o f  the  Warrock pavan and g a l l i a r d  (ex. 61) 

a l s o  share  motivic  m a t e r i a l .  In t h i s  c a se ,  the  m ot i f  i s  not  separab le  

from i t s  polyphonic c o n te x t ,  but  i s  p a r t  o f  the  f i g u r e  prolonging each 

t r i a d .  The s t r e t t o  en trances  o f  the  m oti f  in the  pavan (m. 5 o f  the  

t h i r d  s t r a i n )  once again weaken the  m etr ica l  emphasis, while  the  motif  

i s  always used to  support  m etr ic  accen tua t ion  in th e  g a l l i a r d .  There 

i s  no r e l a t i o n s h i p  between the  s t r a i n s  in o v e ra l l  bass o r  melodic motion, 

tonal  d i r e c t i o n ,  o r  ph ras ing ,  beyond the  f a c t  t h a t  both begin on the 

dominant (with the  same d i s p o s i t i o n  o f  vo ices)  and c lo s e ,  of  course ,  on 

the  t o n i c . ^

A c tu a l ly ,  the  two f i r s t  s t r a i n s  fo l low s i m i l a r  l i n e s  but  
with e n t i r e l y  d i f f e r e n t  outcomes. I f  the  g a l l i a r d  s t r a i n  ended 
in the  e leven th  bar  o r ,  to  be more even, the  t w e l f t h ,  on the  to n ic  
A, the  two s t r a i n s  would be comparable. In s t e a d ,  Morley extends the  
motion to  a su r p r i s in g  subdominant ending,  thus beginning a tonal  
excursion t h a t  moves (by f i f t h s )  through G in th e  second s t r a i n  to  
C, I I I ,  in  the  t h i r d ,  lead ing  to  the  f i n a l  I I I -V - I  cadence.  The 
subdominant reached a t  the  end o f  the  f i r s t  s t r a i n  sounds to n a l ly  
insecure  because o f  the  s t r u c t u r e  o f  th e  s t r a i n ,  and p a r t i c u l a r l y  
because the  f i n a l  D ro o t  occurs on the  t h i r t e e n t h  and f i n a l  metr ic  
f o o t .  Once again th e re  seems to  be a connection between the  sub­
dominant p ro longat ion  and tonal  ambiguity , and between ambiguity 
and i r r e g u l a r  phras ing .  See Chapter I I I ,  pp. 196 f f .

p
I t  i s  not  the  func t ion  o f  t h i s  paper to  ev a lu a te  the  q u a l i t y  

of  compositions examined. But th e  r e l a t i v e  crudeness o f  voice leading
[cont inued]
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Tonal Scheme

By d e f i n i t i o n ,  a l l  pavan and g a l l i a r d  p a i r s  a re  pa ired  by 

key and mode. Of the  two dance p a i r s  d iscussed  thus f a r ,  the  Warrock 

dances a re  r e l a t e d  by tonal  scheme, while  the  Morley pavan and g a l l i a r d  

a re  in t h i s  r e sp ec t  e n t i r e l y  u n re la te d .  The tonal  s i m i l a r i t y  o f  the  

two Warrock dances i s  only with regard to  the  broades t  o u t l i n e s ,  those  

o f  the  opening and c lo s in g  t r i a d s  o f  each s t r a i n ,  as shown in Table 9. 

A c tua l ly ,  what happens in between those  t r i a d s  i s  u n re la te d ;  t h i s  can 

be seen in the  comparison between the  two f i n a l  s t r a i n s  (ex. 61).

The pavan and g a l l i a r d  i i / 2 0 0  and i i /2 0 2  ( th e  l a t t e r  i s  ex.

42) by Byrd a re  both in  6 -do r ian .  Both a re  c h a ra c te r i z e d  by an unusual 

amount o f  dorian-mixolydian mixture .*  Were i t  not f o r  the  evidence of 

p a i r in g  by mode, t h i s  r e l a t i o n s h i p  would perhaps go unnot iced;  as i t  

i s ,  i t  may be c o in c id e n ta l ,  j u s t  as the  overa l l  schemes a re  no more 

r e l a t e d  than they might be by coincidence .  O rd in a r i ly ,  Byrd 's  pa ired  

dances a re  r e l a t e d  only by key and mode.

The pavan i i / 2 2 6  and the  g a l l i a r d  i i / 2 2 8  ( th e  former shown

in the  Warrock pavan and g a l l i a r d —se e ,  f o r  example, th e  ten o r  and 
bass a t  the  opening o f  the  f i r s t  s t r a i n s —and the  weakly d i r e c te d  
tonal .m otion  stand out  as u n c h a r a c t e r i s t i c  o f  the  c o l l e c t i o n .  The 
FVB dances a re  w e l l - c r a f t e d ,  and vo ice - lead ing  in the  pavans and 
g a l l i a r d s  i s  u su a l ly  f l a w le s s .

*See Chapter I I I ,  p. 95. The mixture i s  p a radox ica l ly  r e l a t e d  
to  the  tonal  s t r u c t u r e  o f  these  dances in  t h a t  the  t h i r d  sc a le  degree,  
B o r  B - f l a t ,  plays almost no ro l e  in d i c t a t i n g  harmonic p ro longa t ions ;  
th e re  i s  an avoidance in both dances of  b i l l ,  bVI, and VI. Where B 
o r  B - f l a t  occurs in the  b ass ,  i t  i s  in the  con tex t  o f  a c o n t ra p u n ta l ly  
formed s ix th -ch o rd  r a t h e r  than as a ro o t .  This dance p a i r  i s  thus 
r e l a t e d  not only by mode but  a l s o  by the  p a r t i c u l a r  express ion  of  
modal mixture chosen by Byrd. The f i r s t  s t r a i n s  a re  a c t u a l l y  f u r t h e r  
r e l a t e d  in t h a t  the  e ig h t - f o o t  pavan s t r a i n  i s  s i m i l a r  to  the  f i r s t  
h a l f  o f  the  e ig h t - f o o t  g a l l i a r d  s t r a i n  (ex. 63).
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in ex. 30) p re sen t  an i n t e r e s t i n g  problem of  a t t r i b u t i o n .  The FVB's 

a t t r i b u t i o n  o f  i i / 2 2 6  to  Byrd i s  i n c o r r e c t ,  as th e  pavan i s  known to  

be a Hoi borne l u t e  and consor t  pavan .* The a t t r i b u t i o n  to  Byrd of  the  

g a l l i a r d  has not  been confirmed or  r e fu te d  by musical o r  nonmusical 

evidence.  The dances a r e ,  a t  f i r s t  g lance ,  d i s s i m i l a r ,  and i t  would 

be p o ss ib le  t h a t  they a re  no more r e l a t e d  than a re  th e  Byrd s e t t i n g s  

( i i / 4 2  and i i / 4 7 )  o f  th e  Dowland Lachrymae and the  Harding g a l l i a r d .

But th e  s i m i l a r i t y  o f  t h e i r  tonal  schemes suggests  t h a t  a deeper 

r e l a t i o n s h i p  might e x i s t .  And, in f a c t ,  c lo s e r  examination does reveal  

a r e l a t i o n s h i p  between the  t h i r d  s t r a i n s  (ex. 62) .  Three d i s t i n c t  

p o s s i b i l i t i e s  e x i s t  f o r  th e  a t t r i b u t i o n  o f  the  g a l l i a r d  i i / 2 2 8 :  t h a t  

i t  i s  i t s e l f  a Hoi borne dance meant to  be pa ired  with the  pavan; t h a t  

i t  was composed by Byrd or  ano ther  v i r g i n a l i s t  to  go with the  Hoi borne 

pavan; o r  t h a t  i t  was composed by Byrd o r  ano ther  v i r g i n a l i s t  and i s  

r e l a t e d  to  the  pavan only c o in c id e n ta l ly .

The s i m i l a r i t y  of  harmonic scheme between the  P i p e r ' s  Paven 

( i i / 2 3 8 )  and the  P i p e r ' s  G a l l i a r d  ( i i / 2 4 2 ) , as well as the  f a c t  t h a t  

the  two a re  s e t t i n g s  o f  Dowland dances and have r e l a t e d  t i t l e s ,  again 

lead one to  look f o r  f u r t h e r  s i m i l a r i t i e s .  In t h i s  case i t  i s  not 

c l e a r  whether the  schemes a re  only t r i v i a l l y  a l i k e .  I t  i s  common f o r  

aeo l ian  compositions t o  move from th e  to n ic  to  th e  dominant by way of  

a p ro longat ion  o f  I I I ,  as in  the  Lachrymae pavan. Some d e t a i l s  of  the  

o u te r  voices (ex. 64) suggest  t h a t  Dowland did  conceive o f  these  as

■̂ See Chapter I I ,  pp. 71-72.
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m usica l ly  pa ired  dances .1

In every ins tance  in which the  pavan and g a l l i a r d  a re  c lo s e ly  

r e l a t e d ,  t h i s  r e l a t i o n s h i p  extends to  th e  harmonic scheme, almost by 

d e f i n i t i o n ,  s ince  c lose  s t r a i n  r e l a t i o n s h i p s  involve middleground tonal 

motions.

Proport ional  Transformation

The t rea tm ent  o f  the  g a l l i a r d  as a T r ip la  o f  the  pavan i s  

common in the  s ix t e e n th  cen tu ry .  Morley desc r ib e s  the  r e l a t i o n s h i p  

thus :  "After  every Pavan we u su a l ly  s e t  a G a l l i a r d  ( t h a t  i s  the  kind

of  music made out  of the  o t h e r ) .  . . .  This i s  a l i g h t e r  and more s t i r ­

r ing  kind o f  dancing than the  Pavan, c o n s i s t in g  of  the  same number of  

s t r a i n s ;  and look how many fours  of  semibreves you put  in the  s t r a i n

o f  your Pavan so many times s ix  minims you put  in  the  s t r a i n  of 
2

your G a l l i a r d . "  The r e l a t i v e  p ropor t ions  o f  a pavan and i t s  g a l l i a r d ,  

two pavan semibreves t o  one g a l l i a r d  d o t ted  semibreve, p r e v a i l s  in many 

o f  the  FVB p a i r s ,  whether o r  not  they a re .m u s ic a l ly  r e l a t e d ;  the  most 

common s t r a i n  length  f o r  the  pavan i s  s ix tee n  semibreves , and f o r  the  

g a l l i a r d ,  e ig h t  do t ted  semibreves. But t h i s  p ropor t iona l  r e l a t i o n s h i p  

has more to  do with the  norms f o r  each dance type than with the  r e l a t i o n ­

ship between any p a r t i c u l a r  pavan and g a l l i a r d .  There i s  no FVB 

g a l l i a r d —aside  from those  based on a s tock  p rog res s ion —t h a t  i s  in

H h e  Dowland pavan and g a l l i a r d  appear as nos. 8 and 19 
in John Dowland, The Col lected  Lute Music o f  John Dowland, t ransc .  
and eds.  Diana Poulton and Basil  Lam (London: Faber & Faber,  1974).
The dances a re  pa ired  in a t  l e a s t  two o f  the  sources  c i t e d  in t h a t  
e d i t i o n .  The g a l l i a r d  a l so  e x i s t s  as a l u t e  song, " I f  my com pla in ts ."

o
Morley, A Pla in  and Easy In t r o d u c t io n , pp. 296 f f .
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i t s  e n t i r e t y  a p ropor t iona l  t rans fo rm at ion  o f  a pavan, although the re  

a re  severa l  in which such a t rans fo rm at ion  plays some r o l e .

Perhaps the  most c o n s i s t e n t l y  r e l a t e d  o f  FVB pa ired  dances 

a re  the  Richardson pavan and g a l l i a r d  i /2 7  and i /3 2  (ex. 65).  The 

f i r s t  s t r a i n s  o f  t h i s  p a i r  a r e  c l e a r l y  p r o p o r t io n a l ly  r e l a t e d .

In t h i s  in s t a n c e ,  the  pavan i s  r e l a t i v e l y  s h o r t ,  and the  r a t i o  i s  

o : o* r a t h e r  than the  more common r a t i o  oo : o* descr ibed  by Morley. 

Only some elements o f  the  pavan a re  r e t a in e d  in the  g a l l i a r d .  The 

most important  harmonic a r r i v a l s  occur in th e  same p la c e s ,  but  a re  

embell ished d i f f e r e n t l y .  The most s t r i k i n g  f e a t u r e  o f  the  melody, i t s  

i n i t i a l  r i s e  from d to  e 1, i s  a l s o  r e t a i n e d ,  and with th e  same metr ic  

emphasis. The melodies a f t e r  t h a t  p o in t  con ta in  s im i l a r  elements but 

not  a t  the  same t ime; however, the  s i m i l a r i t y  i s  heard in more general 

terms as a tens ion  and r e s o lu t io n  which occur a t  the  same po in ts  in 

the  two dances. By comparison, the  dances con ta in  s i m i l a r  harmonic 

m ater ia l  in the  second s t r a i n ,  but  the  r e l a t i o n s h i p  i s  more remote.

The phrasing in both middle s t r a i n s  i s  the  conventional  2+2+4 metr ic  

f e e t  encountered in many FVB dances;  the  propor t iona l  s i m i l a r i t y  makes 

the  dances sound more a l i k e  than they in f a c t  a r e .  The t h i r d  s t r a i n s  

have much in common with each o t h e r ,  but  with l e s s  s i m i l a r i t y  of  

metr ic  emphasis. For example, the  ro o t  D f a l l s  on the  second strong 

beat  o f  the  pavan, while  th e  ro o t  Ai occurs in a s im i l a r  p o s i t io n  in 

the  g a l l i a r d .  These s t r a i n s  a re  c lo s e ly  r e l a t e d ,  but the  r e l a t i o n s h ip  

i s  p ropor t iona l  only in broad o u t l i n e .

The c lose  r e l a t i o n s h i p  between the  pavan and g a l l i a r d  by 

Richardson i s  in  p a r t  a fun c t ion  of  the  b r e v i ty  o f  the  pavan. Most
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FVB pavans a re  e f f e c t i v e l y  much longer  than t h e i r  g a l l i a r d s .  The 

e f f e c t  o f  t h i s  d i f f e r e n c e  in  leng th  can be explored in the  pavan and 

g a l l i a r d  p a i r  by Edward Johnson,  s e t  by William Byrd, i i / 4 3 6  and 

i i / 4 4 0  (ex. 6 6 ) . 1 The r e l a t i o n s h i p  o f  the  f i r s t  s t r a i n s  i s  i n i t i a l l y  

p ropor t iona l  according to  Morley 's  p r e s c r i p t i o n ,  so t h a t  the  motion of 

the  f i r s t  fo u r  semibreves o f  th e  pavan takes  two do t ted  semibreves in 

the  g a l l i a r d .  But th e  next  measure, o r  two semibreves,  o f  the  pavan 

is  eq u iv a le n t  to  two d o t te d  semibreves o f  the  g a l l i a r d  (ex. 66b).

And the  r e l a t i o n s h i p  o f  the  s t r a i n s  breaks down a f t e r  t h a t ,  with the  

pavan postponing the  f i n a l  cadence by a melodic descen t  from the  peak 

f 1 and the  bass f a l l  o f  an octave  (mm. 5 -6 ) .  Although the  second 

s t r a i n s  a re  c lo s e ly  r e l a t e d ,  only th e  f i n a l  th r e e  bars [pavan, 

mm. 8-12; g a l l i a r d ,  mm. 6-8 o f  th e  e d i t i o n ]  may be sa id  to  be in a 

r e g u la r  p ropor t iona l  r e l a t i o n s h i p .  The pavan s t r a i n  i s  much longer 

than t h a t  o f  the  g a l l i a r d  by v i r t u e  o f  i t s  longer  pro longat ion  of 

the  dominant.

The t h i r d  s t r a i n s  o f  the  Johnson/Byrd pavan and g a l l i a r d  a re  

equ iva len t  measure f o r  measure, d i f f e r i n g  in some foreground d e t a i l ,  

but  as c lo s e ly  r e l a t e d  as any FVB examples. The sequence of  the  f i r s t  

four  bars  i s  a p a r t i c u l a r l y  s t rong  means o f  l in k in g  the  two dances. 

Even most d e t a i l s  o f  the  t r e b l e  l i n e s  a re  a l i k e .  Where the  t r e b l e s

^ h e s e  a re  two o f  only th r e e  works by t h i s  composer in 
the  FVB. Very l i t t l e  i s  known about  Johnson 's  l i f e ,  and th e re  
i s  no known o r ig in a l  ve rs ion  o f  t h i s  dance p a i r ;  i t  i s  th e r e f o re  
impossible  to  a s se s s  Byrd 's  c o n t r ib u t io n  t o  th e  " s e t t i n g s . "  In 
the  case o f  Byrd's  s e t t i n g  of  Dowland's Lachrymae, th e re  i s  l i t t l e  
divergence from the  o r ig in a l  except  in  th e  a d ap ta t ion  o f  f i g u r a t io n  
to  the  keyboard idiom.
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d i f f e r ,  as a t  the  c lo se  o f  th e  t h i r d  s t r a i n ,  the  use o f  cover  tones 

—inn er  voices made prominent by t h e i r  placement in the  t r e b l e —is  

of ten  re sp o n s ib le .  The concluding d1- c 1- b l? o f  the  pavan thus covers 

the  s t r u c t u r a l  descen t  to  th e  t o n ic  g , s a t i s f y i n g  the  Elizabethan 

d e s i r e  f o r  the  f i n a l  s o n o r i ty  with the  prominent p ica rd ian  t h i r d ,  

b1*, on top .  In th e  g a l l i a r d ,  where th e  t e x tu r e  g rad u a l ly  t h in s  from 

fou r  voices to  t h r e e ,  th e  s t r u c t u r a l  descen t  bb-a-g remains in the  

t r e b l e .  By c o n t r a s t ,  the  f i n a l  cadence o f  the  f i r s t  s t r a i n s ,  very 

s im i l a r  to  the  t h i r d  s t r a i n  cadence,  does not  make use o f  cover  tones .

The pavan and g a l l i a r d  both a re  c h a ra c te r i z e d  by t h e i r  o u te r -v o ice  

coun te rpo in t  r a t h e r  than by a con t inuous ,  tunefu l  melodic l i n e  o r  the  

use o f  melodic m o t i f s .  Consequently, the  two dances d i f f e r  in many 

foreground melodic d e t a i l s  bu t  a re  a l i k e  in t h e i r  middleground roo t  

and t r e b l e  motions.

The FVB includes  a Bull pavan ( i /1 2 4 )  f o r  which th e re  a re  two 

g a l l i a r d s  ( i /1 29  and i / 1 7 7 ) ,  both c lo s e l y  r e l a t e d  to  the  pavan (ex. 67).  

The r e l a t i o n s h i p s  a re  p r im a r i ly  n o n -m e t r ic a l ; the  o u te r  voices a re  

very s i m i l a r ,  but  in each dance th e  m etr ic  s t r e s s e s  occur a t  d i f f e r e n t  

p o in ts .  Only the  f i r s t  s t r a i n s  o f  th e  pavan and th e  second g a l l i a r d  

s tand in a p ropor t iona l  r e l a t i o n s h i p .  For s ix  o f  i t s  e ig h t  d o t te d -  

semibreve bars  the  g a l l i a r d  i /1 77  i s  an almost  l i t e r a l  T r ip la  o f  the  

f i r s t  s ix  semibreves o f  the  pavan. The r e l a t i o n s h i p  ends ab rup t ly  

a f t e r  the  downbeat of  the  seventh b a r ,  s ince  the  g a l l i a r d  moves to  i t s  

f in a l  cadence while  the  pavan cont inues  f o r  a t o t a l  of  s ix teen  b a rs .

The motion from I to  I I I  takes  th e  same length  o f  time in both the  

pavan and g a l l i a r d  2. The pavan s t r a i n  i s  twice the  length  o f  the
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f i r s t  s t r a i n  o f  both g a l l i a r d s  because o f  i t s  prolonged motion from 

I I I  to  V through the  pass ing  chord,  IV.1

Paraphrase

I t  has been observed t h a t  th e  FVB pavans and g a l l i a r d s  d i f f e r  

in many important  r e s p e c t s  beyond meter  and tempo. The FVB pavans a re  

f a r  more i r r e g u l a r  in  t h e i r  phras ing  than a re  the  g a l l i a r d s ,  and seem 

to  avoid m etr ic  s t r e s s e s  and in te r n a l  cadences.  Of th e  dance types of  

t h i s  p e r io d ,  the  pavans were th e  most e la b o ra te  m us ica l ly ,  and the 

f a r t h e s t  from t h e i r  dance o r i g i n s .  I t  would be u n l ik e ly ,  then ,  t h a t  

an E lizabethan  g a l l i a r d  would s tand  in  a simple p ropor t iona l  r e l a t i o n ­

ship t o  i t s  pavan. What happens more f r e q u e n t ly  in s tead  i s  t h a t  the  

g a l l i a r d  expresses  the  same tonal  motions as the  pavan but in the  more 

concise  and more m etr ica l  terms c h a r a c t e r i s t i c  o f  the  dance.

The f in a l  s t r a i n s  o f  R ichardson 's  pavan and g a l l i a r d  i /2 7  and 

i /32  (ex.  65) a re  c lo s e ly  r e l a t e d ,  but  with d i f f e r e n c e s  o f  metr ica l  

s t r e s s  a p p ro p r ia te  to  the  two dance ty pes .  In the  pavan, the  t r e b l e  

descent  a - g - f - e - d  s t r e t c h e s  from the  f i r s t  bar i n to  the  second, while  

in the  g a l l i a r d ,  the  descen t  i s  completed in the  f i r s t  b a r ,  with a 

second complementary d e sc e n t ,  d1- c 1- b - a ,  in  the  second ba r .  S im i la r ly ,  

the  dominant p ro longat ion  o f  th e  second bar  o f  th e  pavan s t r e t c h e s  

in to  the  t h i r d ,  while  in th e  g a l l i a r d  i t  i s  contained w ith in  the  

second b a r .  And the  dominant i s  prolonged in the  g a l l i a r d ,  m. 2

*A f u r t h e r  example of  p ropor t iona l  d e r iv a t io n  of  an FVB dance 
i s  Byrd 's  Coranto i i / 3 0 5 , which seems to  be derived  from a pavan; see 
Chapter VI, p. 190 and ex. 88.. There i s  no evidence t h a t  t h i s  
coranto  was ever  used as a T r ip !a  to  the  pavan. In any c ase ,  Byrd 
i s  probably not re sp o n s ib le  f o r  the  t rans fo rm at ion .
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[m. 4 ] ,  with a cadence.  The pavan, then ,  t y p i c a l l y  avoids in te rn a l  

cadences and re inforcem ent  o f  m etr ic  s t r e s s e s  in  favo r  o f  continuous,  

f a n t a s i a - l i k e  t e x t u r e ,  while  the  rev e rse  i s  t r u e  f o r  the  g a l l i a r d .  An 

i n t e r e s t i n g  d e t a i l  o f  th e  g a l l i a r d  i s  the  a r r i v a l  o f  the  bass Bbi a t  

the  end o f  m. 1 [ 2 ] ,  and i t s  t i e  i n to  m. 2 [ 3 ] .  This would seem to 

c o n t r a d i c t  the  no t ion  t h a t  design elements in  the  g a l l i a r d  re in fo rc e  

m etr ic  a c c en tu a t io n .  But th e  Bbi i s  a c t u a l l y  p a r t  o f  the  hemiola 

Ai-Bbi-Ai expressed in  th e  bass .  The hemiola j o i n s  the  two measures 

a t  th e  same time t h a t  they  a re  a r t i c u l a t e d  s e p a r a te ly  in the  t r e b l e .

Metric d isplacements  can give s i g n i f i c a n t l y  d i f f e r e n t  emphasis 

to  very s i m i l a r  tonal  e lements .  In the  middle s t r a i n  of  the  Johnson 

pavan and g a l l i a r d  (ex.  66 ) ,  the  bass moves from F, I I I  o f  V, through 

F# and G to  A, which cadences to  D. But, as in d ic a te d  in the  example, 

the  m etr ic  s t r e s s  f a l l s  on G in  the  pavan, and on F# in the  g a l l i a r d .  

This i s  because th e  time values  o f  the  bass tones a re  i d e n t i c a l ,  

while the  meters o f  course  a re  d i f f e r e n t .  The im p l ica t ion  o f  the  

motion in the  pavan i s  F̂ F#^Gk D, while in the  g a l l i a r d  i t  i s  

F F#J^A D.

The middle s t r a i n s  o f  the  Johnson dances make no use o f  

melodic m o ti f  but  a re  b u i l t  on the  r i s e  and f a l l  o f  the  t r e b l e  l i n e .

In both dances t h i s  background t r e b l e  s t r u c t u r e  i s  e labora ted  with 

foreground motions.  The d i f f e r e n c e  between th e  pavan and i t s  g a l l i a r d  

i s  t h a t  in  th e  pavan the  motions a re  more numerous and more continuous,  

while in the  g a l l i a r d  the  few melodic motions and t h e i r  ro o t  supports  

a r t i c u l a t e  the  two four-measure phrases which make up the  s t r a i n .  The 

foreground s i m i l a r i t y  o f  the  s t r a i n s  o f  the  two dances i s  s t rong  a t
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the  o u t s e t ,  and a t  a casual hearing i t  would seem t h a t  the  s t r a i n s  

are  r e l a t e d  by i n c i p i t  and by ove ra l l  tonal  scheme, but  not  by d e t a i l s  

of  tonal  motion. However, as revealed  in  the  s t r a i n  red u c t io n s ,  the  

two s t r a i n s  a re  r e l a t e d  in  an ingenious manner which i s  both s t r i k i n g  

and s u b t l e .

The Pavana Doloroso [ s i c ]  ( i /321 )  o f  Pe te r  P h i l ip s  i s  one of  

the  longes t  o f  the  FVB pavans.* I t  i s  more l i k e  the  pavans o f  Byrd 

than those  o f  Bull or  Farnaby, as i t  avoids v i r tu o s o  d isp lays  and 

maintains a s t rong  sense  o f  tonal  d i r e c t i o n .  I t  i s  pa ired  with a 

g a l l i a r d  ( i /327 )  to  which i t  i s  c lo s e ly  r e l a t e d  d e s p i te  the  b re v i ty  

and r e l a t i v e  s i m p l i c i t y  o f  th e  g a l l i a r d  (ex. 68). The d i f f e ren c e  

between the  two dances i s  t y p i c a l :  the  pavan e i t h e r  avoids in te rn a l

phrase a r t i c u l a t i o n  ( f i r s t  and second s t r a i n s )  o r  has phrases of  

i r r e g u l a r  leng ths  ( t h i r d  s t r a i n ) ,  while  in the  g a l l i a r d  phrases a re  

f o r  the  most p a r t  r e g u la r  and w e l l -d e f in e d .  For example, in the  

opening bars  o f  th e  two dances,  t h e re  a re  two upper-voice  motions, 

c -d -e  and g -a -b ,  supported in  the  f i r s t  case by a p ro longat ion  of 

the  to n ic  C, and in  th e  second,  by the  motion from th e  ton ic  to  the  

dominant G. In the  pavan the se  two motions ove r lap ,  as they a re  p re ­

sented as success ive  polyphonic e n t ran ces :  c -d -e  in the  a l t o ,  

answered by th e  t r e b l e  g -a -b .  In the  g a l l i a r d  th e  motions both 

occur w ith in  the  t r e b l e  and thus do not  ove r lap ;  in s t e a d ,  c -d -e  

a r t i c u l a t e s  the  f i r s t  two b a r s ,  g-a-b  the  second two b a rs .  Besides

*See p. 66 on a t t r i b u t i o n .  The Pavana Doloroso i s  dated 
1593 and i s  one o f  th e  only compositions of  the  FVB dated in the  
manuscript i t s e l f .
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the  m oti f  t h a t  i s  used in th e  a l t o - t r e b l e  i m i t a t i o n ,  th e re  i s  a 

second m oti f  which occurs  in  th e  bass and the  t e n o r  in both dances,  

C-Bi-C o r  G-F#-G. In the  g a l l i a r d  t h i s  moti f  i s  used to  emphasize 

the  two-measure u n i t s  throughout  the  s t r a i n .  The motions o f  the  

b ass ,  to o ,  a re  used throughout  th e  g a l l i a r d  s t r a i n  to  emphasize 

meter  and phrase  r e g u l a r i t y ,  while  in  the  pavan these  same motions 

overlap b a r l i n e s  and a re  s t r e t c h e d  o r  compressed to  avoid a sense 

of  rhythmic r e p e t i t i o n .

The phras ing  of  the  second s t r a i n  o f  the  Pavana Doloroso 

i s  extremely i r r e g u l a r .  The s t r a i n ' s  twenty-four  bars  have nothing 

to  do with four-measure ph ras ing .  Following th e  opening seven bars 

[mm. 1 -6 ] ,  which a re  organized as 1+3+3, moti fs  a re  used in two- 

measure u n i t s .  Yet, because the  main m oti f  does not  always occur in 

th e  same p a r t  o f  th e  measure (compare the  t r e b l e  with the  inner  

v o ice s ,  mm. 9-11 [8 -9 ]  o f  th e  middle s t r a i n  as shown in ex. 68) ,  and 

because o f  th e  continuous t e x t u r e  and the  avoidance o f  cadence (see  

mm. 12-14 [ 1 0 -1 2 ] ) ,  t h e re  i s  no sense o f  in te rn a l  phras ing .  The 

m etr ica l  o rg an iz a t io n  o f  t h i s  s t r a i n  might be descr ibed  as shown 

in ex. 68b, but  th e  impression made by t h i s  s t r a i n  i s  s c a rc e ly  

m e t r i c a l .  The g a l l i a r d  i s  as r e g u la r  as the  pavan i s  i r r e g u l a r ,  

with i t s  rhythm enlivened by s h i f t s  between 3/2 and 6/4 and by the  

c ad en t ia l  hemiola (see  ex. 68b) which do not confuse but  r a t h e r  

emphasize the  r e g u la r  two- and fo u r -b a r  phras ing .  The t y p i c a l l y  

E lizabethan m oti f  which dominates the  second p a r t  o f  the  pavan 

s t r a i n ,  with  i t s  o u t l i n e  o f  a poignant  diminished f o u r t h ,  c z-g#,  

i s  absen t  from the  more o p t im i s t i c  g a l l i a r d .  And while  the  pavan
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i s  c h a ra c te r i z e d  by repeated  unresolved motions (as in the  Dowland 

Pavan Lachrymae) ,  the  g a l l i a r d  achieves i t s  tonal  goals  qu ick ly  and 

d i r e c t l y .  In e f f e c t ,  what one can hear  i s  the  c o n t r a s t  not  j u s t  of  

two d i f f e r e n t  dance types but  o f  two d i f f e r e n t  Elizabethan a f f e c t s .

The t h i r d  s t r a i n s  o f  the  P h i l i p s  Pavana and G a l l ia rda  Dolorosa 

a r e  the  lo n g es t  and most i r r e g u l a r .  The i r r e g u l a r i t y  i s  a s so c ia te d  

with the  r i s i n g  chromatic l i n e  dominating the  s t r a i n .  Even here we 

f in d  t h a t  th e  chromatic m o t i f  occurs  in a m e t r i c a l l y  r e g u la r  p a t t e r n  

in the  g a l l i a r d  but not  in  the  pavan. The tonal  motion o f  both t h i r d  

s t r a i n s  has a much weaker sense  o f  d i r e c t i o n  than t h a t  o f  the  e a r l i e r  

s t r a i n s .  Lacking such d i r e c t i o n ,  even the  two-bar u n i t s  o f  the  

g a l l i a r d  f a i l  to  convey a sense o f  phrase r e g u l a r i t y .  The s i g n i f i -  

c a n c e o f  periodic phrase s t ru c tu re  l i e s  in the  c rea t ion  of an expec ta t ion  

o f  tonal  motion w ith in  a time framework, so t h a t  the  l i s t e n e r  a n t i c i ­

pa te s  the  t r a j e c t o r y  o f  the  tonal  motion. In t h i s  s t r a i n  th e re  i s  no 

such a n t i c i p a t i o n ,  but one i s  in s tead  caught up in the  chromatic and 

sequ en t ia l  foreground polyphony.1

The Pavana Pagget ( i /2 9 1 )  and Galiarda  ( i /296 )  o f  P h i l ip s  

a re  p a i red  in  th e  same c o n s i s t e n t  manner (see  ex. 69) .  The g a l l i a r d  

p rese rves  th e  o u te r  vo ices  o f  the  pavan with minor d i f f e r e n c e s  of 

d e t a i l  but  with a d i f f e r e n c e  p r im a r i ly  o f  metr ic  accen tua t ion .  The 

d i f f e r e n c e s  in accen tua t ion  may a t  times r e s u l t  in  d i f f e r e n t  tonal  

im p l i c a t io n s .  For example, the  bass motions of  the  f i f t h  bars o f  the  

two f i r s t  s t r a i n s ,  e s p e c i a l l y  with r e s p e c t  to  the  placement o f  the

1
See p. 67, n. 1, regard ing  the  l e f t -h a n d  ten th s  o f  the  

t h i r d  s t r a i n .
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bass Bfcfi, suggest  s l i g h t l y  d i f f e r e n t  s t r u c t u r e s .  In the  pavan the  

B^i i s  in  a weak p o s i t i o n ,  as compared with the  C t h a t  fo l low s.  In 

the  g a l l i a r d  i t  i s  r e l a t i v e l y  s t ro n g ,  and the  C fo l lowing i s  perhaps 

a con trapun ta l  tone occurr ing  w i th in  the  dominant p ro longa t ion .  (In 

e i t h e r  case  the  B*|-C bass has an important  phras ing f u n c t io n ,  as i t  

i s  a reminder o f  the  s t r a i n  opening; a s l i g h t  s t r a in * d i v i s i o n  o f  

mm. 1-4 and 5-8 i s  sugg es ted . )  The same motions in th e  pavan t h a t  

ignore  b a r l i n e s  and c r e a t e  i r r e g u l a r  phrases occur in  th e  g a l l i a r d  

in such a way as to  r e in f o r c e  th e  meter and th e  f o u r - b a r  phras ing .

For example, in  the  middle s t r a i n  th e re  a re  two main harmonic motions 

with the  prolonged dominant, the  motion through I I I  to  V (o f  the  

dominant) ,  and the  cad en t ia l  I I I - V - I .  In the  pavan the  two motions 

occur over nine and seven semibreves r e s p e c t iv e ly ,  while  in the  

g a l l i a r d  they  each take  fo u r  do t ted  semibreve b a r s . 1. In the  f i r s t  

two s t r a i n s ,  the  motions o f  the  pavan involve s l i g h t  displacements  

with r e s p e c t  to  th e  m etr ic  s t r e s s ,  and the  dances can almost ,  

a lthough not  e x a c t l y ,  be a l igned  measure f o r  measure.

The r e l a t i o n s h i p  between the  long t h i r d  s t r a i n s  o f  the  pavan 

and g a l l i a r d  o f  ex. 69 i s  d i f f i c u l t  to  perceive  iiranediately because 

the  s t r u c t u r e s  o f  those  s t r a i n s  a re  weak. Although th e  musical 

g e s tu re s  a re  c a s t  in r e g u l a r  u n i t s —two bars  in the  pavan, fo u r  bars 

in  th e  g a l l i a r d —the  ove ra l l  tonal  motion lacks d i r e c t i o n  and

*In th e  r e p r i s e  of  the  middle s t r a i n  of  th e  g a l l i a r d ,  
the  concluding th re e  bars  a re  expanded to  fou r .  I t  i s  extremely 
u n c h a r a c t e r i s t i c  f o r  th e  s t r a i n  of an FVB dance to  be o f  a d i f ­
f e r e n t  leng th  than i t s  r e p r i s e .  One might wonder whether in f a c t  
the  anomalous n in e -b a r  r e p r i s e  i s  not  an e r r o r  o f  T r e g ia n ' s .
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coherence. A c tua l ly ,  th e re  i s  a s t rong  r e l a t i o n s h i p  between segments

of  the  two s t r a i n s .  The f i r s t  e ig h t  bars o f  the  g a l l i a r d  correspond

c lo s e ly  to  mm. 1-4 of  the  pavan; mm. 9-16 o f  the  g a l l i a r d  correspond

to  mm. 11-16 [12-17] o f  the  pavan .1 As in d ica ted  in Table 9 ,  the

pavan has twice th e  number o f  m etr ic  f e e t  as th e  g a l l i a r d  in each

s t r a i n .  But t h i s  p ropor t iona l  r e l a t i o n s h i p  can be sa id  to  be some-
2th ing  o f  a coincidence  in th e  t h i r d  s t r a i n .

The pavan and g a l l i a r d  o f  Morley ( i i / 2 0 9  and i i / 2 1 3 )  

correspond c lo s e ly  in t h e i r  f i r s t  and middle s t r a i n s  (ex.  70).  The 

s t r a i n  lengths  a re  unusually  i r r e g u l a r  and, as in the  Morley pavan 

and g a l l i a r d  p a i r  d iscussed  above (ex. 60) ,  th e re  i s  obviously no 

p ropor t iona l  r e l a t i o n s h i p  between e n t i r e  pavan s t r a i n s  and t h e i r  

g a l l i a r d  c o u n te rp a r t s .  The f i r s t  s t r a i n  c o n s i s t s  in o u t l i n e  o f  two 

harmonic motions,  I-V and I - V - I ,  which take  s ix  [mm. 1-7] and four

There i s  a double bar  in the  manuscript  which d iv ides  the  
t h i r d  s t r a i n  o f  th e  pavan in to  two s e c t io n s  o f  twenty and twelve 
semibreves. This double ba r  does not e x i s t  in  the  r e p r i s e  and 
c e r t a i n l y  does not  in d ic a t e  t h a t  the  t h i r d  s t r a i n  i s  a c t u a l l y  two 
se p a ra te  s t r a i n s .  I t  does c o in c id e ,  however, with a very s t rong 
subd iv is ion  in the  s t r a i n .

A t h i r d  P h i l ip s  pavan ( i /3 4 3 ,  ex. 26) may o r  may not be 
intended as a companion to  the  g a l l i a r d  i /351 (ex.  53) .  The dances 
a re  in the  same key and mode, but  a re  a t  b e s t  s l i g h t l y  r e l a t e d ,  and 
only in the  f i r s t  s t r a i n .  They occur in the  manuscript  as nos.
85 and 87, with a P h i l ip s  chanson s e t t i n g  in between.

The pavan, d iscussed  in Chapter I I  (ex. 24d and pp. 57,
61, 62, and 69 ) ,  e x i s t s  in a ve rs ion  by Farnaby (FVB i i / 4 5 6 ) . I t  
a l so  appears in Drexel ms. 5612 (New York Public  Library)  as a 
composition by Byrd, but  the  a t t r i b u t i o n s  in th e  Drexel manuscript  
a re  g e n e ra l ly  considered u n r e l i a b l e .  Oddly, although perhaps co­
i n c i d e n t a l l y ,  the  g a l l i a r d  i i / 2 1 3  i s  rem in iscen t  of  Byrd's  g a l l i a r d  
i /371 in i t s  opening; i /371 appears with Byrd 's  pavan i /367  in 
Drexel 5612—a t t r i b u t e d  to  Morley!



144

[8-12] bars  r e s p e c t iv e ly  in the  pavan, e ig h t  [1 -4]  and s ix  [5-8]  

bars in the  g a l l i a r d .  In both dances th e re  e x i s t s  a n o n l i t e r a l  

canonic r e l a t i o n s h i p  between the  o u te r  vo ices .  This canon i s  based 

on motifs  which a re  expanded and con trac ted  to  varying leng ths  and 

which thus do not  r e in f o r c e  the  meter in e i t h e r  dance. These m o t i f s ,  

shown in ex. 70b, might e a s i l y  be found in mensural polyphonic music.

The middle s t r a i n s  o f  the  Morley p a i r  provide an unusual 

example in which the  pavan i s  more r e g u la r  than the  g a l l i a r d .  In 

both dances th e  s t r a i n  c o n s i s t s  o f  two motions with in  the  dominant,

C, both c lo s in g  with f u l l  cadences;  t h i s  i s  in i t s e l f  i n t e r e s t i n g ,  as 

f u l l  cadences,  complete with ornamental caden t ia l  t r i l l s ,  do not 

u sua l ly  occur in pavans except  a t  the  ends o f  s t r a i n s .  In t h i s  

instance, the  two motions to  the  dominant each take  fo u r  bars  in the  

pavan [1-5 and 5-10] ,  while  they take  s ix  and seven bars  [1-5 and 

6-10] r e s p e c t iv e ly  in th e  g a l l i a r d !  (The middle s t r a i n s  a r e ,  

i n c i d e n t a l l y ,  unusual in ano ther  r e s p e c t :  in bo th ,  th e  f i r s t  motion

i s  in the  dominant major , the  second in the  dominant minor. While 

modal mixture  i s  extremely common in FVB dances, i t  i s  not  o f ten  

used as an element o f  des ign ,  to  r e in f o r c e  s t r u c t u r e —besides  which, 

modal s h i f t s  o r d i n a r i l y  occur  from minor to  major,  as in the  case o f  

the  p ica rd ian  t h i r d ,  r a t h e r  than the  r e v e r s e . )  The very c lose  

i d e n t i t y  o f  the  ou te r  voices  o f  the  f i r s t  and middle s t r a i n s  of  the  

g a l l i a r d  with those  o f  the  pavan i s  p a r t i c u l a r l y  s t r i k i n g  when some 

of  the  foreground embell ishments a re  removed and the  middleground 

motions a re  in d ica ted  (ex. 70).
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I t  i s  an unusual c ircumstance ,  but  a f o r tu n a t e  one f o r  

a n a ly t i c  purposes,  t h a t  Bull composed two e n t i r e l y  d i f f e r e n t  g a l l i a r d s  

to  the  pavan i /124  (ex. 67) .  While th e re  i s  o f ten  the  oppor tun i ty  to  

compare v a r i a n t s  o f  a dance, i t  i s  seldom p o ss ib le  to  compare v a r i a n t s  

which a re  not  r e l a t e d  d i r e c t l y  to  each o th e r  but  which a re  derived 

from a t h i r d  dance in a nonsystematic  manner. In t h i s  in s t a n c e ,  the  

two g a l l i a r d s  both r e p re se n t  s i m p l i f i c a t i o n s  o f  the  pavan. The f i r s t  

o f  th e  two g a l l i a r d s  ( i /1 2 9 )  i s  unusua l ly  s h o r t  and a rad ic a l  s i m p l i f i ­

c a t io n  o r  condensation o f  th e  tonal  motions of  the  pavan. The second 

g a l l i a r d  ( i /1 77 )  i s  c l o s e r  to  th e  pavan in i t s  complexity,  but  i s  

s t i l l  f a r  from the  l i t e r a l  a dap ta t io n  o f  the  P h i l ip s  and Morley 

examples.

The th re e  dances a re  c l o s e s t  in t h e i r  f i r s t  s t r a i n s .  The 

pavan s t r a i n  i s  c h a ra c te r i z e d  by a broad t r e b l e  arch which reaches i t s  

peak, a 1, by small increments ,  and f a l l s  from i t  j u s t  as g rad u a l ly .

I t  i s  c l e a r ,  by comparing th e  pavan with the  g a l l i a r d s ,  t h a t  the  a 1 

i s  a tone o f  dram atic ,  but  not  s t r u c t u r a l ,  importance.  I t  i s  in f a c t  

an expansion upwards from f 1 , the  upper neighbor o f  e 1 , prominent in 

a l l  th re e  f i r s t  s t r a i n s .  This t r e b l e  e l a b o r a t i o n ,  supported by a 

pro longat ion  o f  the  (pass ing)  subdominant, takes  up a g r e a t  p a r t  of  

the  pavan 's  f i r s t  s t r a i n .  By c o n t r a s t ,  th e  f 1 and i t s  bass support  

a re  only touched upon in the  compact g a l l i a r d s .  Of the  two g a l l i a r d s ,  

the  f i r s t  i s  f a r  more f l o r i d  (al though the  passagework i s  omit ted from 

the  example). But, looking p a s t  the  su r face  d e t a i l s  of  s c a le s  and 

o th e r  f i g u r a t i o n ,  i t  i s  as simple a s ,  o r  s impler  th an ,  g a l l i a r d  2.

In the  f i r s t  s t r a i n  the  two g a l l i a r d s  d i f f e r  in th e  m etr ic  placement,
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and th e r e f o r e  th e  a c c e n tu a t io n ,  o f  t h e i r  tonal  motions. The 

importance o f  the  in te rv a l  o f  a t h i r d  in g a l l i a r d  1, p a r t i c u l a r l y  in 

the  bass l i n e ,  i s  l inked  to  s h i f t i n g  a c c e n t s ,  while the  f i f t h  motions 

o f  g a l l i a r d  2 accen tua te  th e  downbeats. The two g a l l i a r d s  even 

cadence a t  d i f f e r e n t  p o i n t s ,  g a l l i a r d  1 reaching V a t  m. 6, g a l l i a r d  

2 a t  m. 7 because o f  i t s  more e la b o r a t e  (and highly  c h a r a c t e r i s t i c )  

motion to  the  dominant r o o t ,  G i-F i -E i  (see  Chapter I I ,  ex. 10).  The 

c lo se  r e l a t i o n s h i p  between th e  t h r e e  f i r s t  s t r a i n s  i s  c l e a r  in the  

o u t l i n e s  o f  t h e i r  o u te r  vo ices  and t h e i r  broad harmonic motions.

In the  second s t r a i n ,  the  r a t h e r  d i f f u s e  pavan motions a re  

converted to  th e  b r i e f e s t  o f  summaries in g a l l i a r d  1, while in 

g a l l i a r d  2 they  a re  given m otiv ic  d e f i n i t i o n .  R epe t i t ion  i s  used in 

g a l l i a r d  2 to  c r e a t e  w e l l -d e f in e d  fo u r - b a r  phras ing ,  while g a l l i a r d  1 

c o n s i s t s  only o f  one f o u r - b a r  motion. The second s t r a i n  of  both the  

pavan and g a l l i a r d  2 can be understood as an e la b o ra t io n  of  the  

motion shown in ex. 66b, a c l i c h e  o f  the  per iod .  This accounts fo r  

the  prominence o f  the  ro o t  C in  both .  The bass C i s  b r i e f l y  p resen t  

in g a l l i a r d  1, but  w i thout  th e  fu n c t io n  o f  leading  to  the  penult imate  

dominant Ai o f  the  s t r a i n .

The f i n a l  s t r a i n s  o f  th e  th re e  dances a re  the  l e a s t  a l i k e .  

G a l l i a rd  1 i s  again the  b r i e f e s t  and s im p le s t .  While t o n a l ly  c lo s e ly  

r e l a t e d  to  th e  pavan, a t  l e a s t  a t  the  middleground l e v e l ,  i t  makes no 

a t tem pt  to  reproduce th e  r e l a t i o n s h i p  o f  th e  o u te r  vo ices .  The t h i r d  

s t r a i n  o f  g a l l i a r d  2, on th e  o th e r  hand, opens in the  same manner as 

the  t h i r d  s t r a i n  o f  th e  pavan. Both the  pavan and g a l l i a r d  2 conta in  

e la b o r a te  and extended sequences. These sequences a re  not r e l a t e d
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to  each o t h e r ,  but  emerge independently  in the  two dances,  a 

reminder o f  B u l l ' s  p r e d i l e c t i o n  f o r  such devices in h is  t h i r d  

s t r a i n s . *

All th r e e  o f  th ese  dances by Bull show the  tonal  ambiguity 

o f ten  found where th e  subdominant i s  e x te n s iv e ly  prolonged. In the  

f i r s t  s t r a i n  the  subdominant i s  prominent only in  the  pavan, perhaps 

a h i n t  o f  even ts  to  come bu t  in  con tex t  not  a cause f o r  tonal  con­

f u s io n .  The e n t i r e  middle s t r a i n  o f  each dance i s  a subdominant 

p ro longa t ion ,  but  t h i s  in i t s e l f  would not n e c e s s a r i l y  c re a te  

ambiguity , a lthough i t  i s  r e l a t i v e l y  unusual among th e  dances of  

the  v i r g i n a l i s t s .  I t  i s  in th e  t h i r d  s t r a i n  t h a t  the  confusion 

e n t e r s .  Here the  subdominant i s  not  c l e a r l y  abandoned in any of 

the  dances u n t i l  the  f i n a l  b a r s .  The to n ic  which occurs a t  the  

opening o f  th e  t h i r d  s t r a i n  i s  qu ick ly  heard as th e  dominant of  

IV in the  two g a l l i a r d s .  I t  i s  d i f f i c u l t  to  give a c l e a r  reading 

o f  any o f  these  f i n a l  s t r a i n s  because o f  the  v a c i l l a t i o n  between 

the  use o f  A as the  to n ic  r o o t  and as the  ro o t  o f  the  dominant of 

IV. The tug between th e  two r o o t s ,  A and D, i s  one o f  the  main 

f e a tu r e s  o f  the  pavan. I t  i s  not  only r e t a in e d  but a l s o  explored 

f u r t h e r  in  th e  two g a l l i a r d s .  I t  i s  c l e a r ,  then ,  t h a t  the  composer 

considered i t  a tonal  i s su e  c e n t r a l  to  these  dances.

*The unusual ly  b e a u t i fu l  and forward-looking sequence of 
the  g a l l i a r d  2 i s  examined in  Chapter I I I ,  ex. 48, and pp. 111-12 
of the  t e x t .
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Summary

The pavans and g a l l i a r d s  o f  th e  FVB a re  complex compositions 

which a r e ,  e s p e c i a l l y  in  the  case o f  the  pavans, f a r  removed from 

t h e i r  humble o r ig in s  as music f o r  dancing. By the  time o f  the  English 

v i r g i n a l i s t s ,  the  two dances had developed d i s t i n c t  and very d i f f e r e n t  

musical a t t r i b u t e s .  From t h i s  p e rsp ec t iv e  i t  i s  not  s u r p r i s in g  t h a t  

many o f  the  FVB p a v a n -g a l l i a rd  p a i r s  a re  p a i r s  only in name. F u r the r ,  

i t  i s  c h a r a c t e r i s t i c  o f  th e  d i s t i n c t i o n s  between th e  f a n t a s i a - l i k e  

pavan and the  rhythmical g a l l i a r d  t h a t  the  dances a re  seldom pa ired  

in the  p ropor t iona l  manner o f  Tanz and Nachtanz. We f in d  a con­

s i s t e n t  p ropor t iona l  r e l a t i o n s h i p  only in the  case  o f  the  dances 

based on s tock  p ro g res s ion s .

The pavans and t h e i r  g a l l i a r d s  a r e ,  by d e f i n i t i o n ,  pa ired  

by key and mode. In a d d i t i o n ,  they may be a s so c ia t e d  m usica l ly  in 

a v a r i e ty  o f  ways. Sometimes the  two dances have in common an opening 

m oti f  o r  o th e r  foreground d e t a i l s .  In o th e r  cases  the  dances a re  a l i k e  

in tonal  scheme but not  in  d e t a i l .  Although the  dances may match in 

o ve ra l l  p ro p o r t io n s ,  t h i s  i s  o f ten  a co inc idence ,  s ince  most FVB dance 

s t r a i n s  a re  some m u l t ip le  o f  fo u r  bars  in  len g th .

The p ropor t iona l  t rans fo rm a t ion  o f  pavan m ater ia l  in to  a 

g a l l i a r d  occurs on a l a r g e  s c a le  in only one FVB dance p a i r  (o th e r  

than the  pa ired  Quadran and Passamezzo dances) ,  the  Richardson pavan 

and g a l l i a r d  i /2 7  and i / 3 2 .  The procedure i s  c o n s i s t e n t  only in the 

f i r s t  s t r a i n s  o f  t h i s  p a i r ;  in the  second s t r a i n s  some of  the  motions 

a re  rev e rse d ,  and in  th e  t h i r d  s t r a i n s  th e  ro o t  motions a re  d isp laced



so t h a t  the  m etr ic  accen tua t ions  a re  not  id e n t i c a l  f o r  the  two 

dances.

In most o f  the  c lo s e ly  r e l a t e d  dance p a i r s ,  the  g a l l i a r d  i s  

a s i m p l i f i c a t i o n  o f  the  pavan. The o u te r -v o ic e  coun te rpo in t  i s  in 

general r e t a in e d  in  the  g a l l i a r d ,  and th e  shape o f  th e  t r e b l e ,  a t  

l e a s t  a t  the  middleground l e v e l ,  i s  recognizab ly  the  same. What i s  

changed i s  the  r e l a t i o n s h i p  o f  the  tonal  form to  the  time u n i t s  of  

meter and phrase .  The pavan c h a r a c t e r i s t i c a l l y  avoids in te rn a l  

cadences,  weaving a continuous polyphonic t e x t u r e  t h a t  so f ten s  down­

bea ts  and c re a t e s  i r r e g u l a r  and overlapping  phrases .  In the  g a l l i a r d ,  

m etr ic  s t r e s s e s  a re  s t ron g ,  and a l l  design elements c o n t r ib u te  to  the  

a r t i c u l a t i o n  o f  the  r e g u la r  ( in  genera l )  and w e l l -d e f in e d  phrases .

When the  pavan i s  transformed in to  a g a l l i a r d ,  the  process i s  one of  

c l a r i f i c a t i o n  and condensat ion.  Tonal s t r u c t u r e  i s  more apparent  when 

i t  r ece ives  the  support  o f  meter  and p e r io d ic  phrase s t r u c t u r e .

Composers have, in a sen se ,  a choice between mainta ining the  

p ropor t iona l  r e l a t i o n s h i p  between the  dances o r  using the  ou te r  voices 

l i t e r a l l y  but  w i thout  regard  f o r  p ro p o r t io n .  In the  e a r l i e r  and s impler  

dance p a i r s  o f  Germany and France, o f ten  both the  o u te r  voices and t h e i r  

r e l a t i o n s h i p  to  th e  meter were r e t a in e d  in  the  T r ip la  to  a pavan. But 

t h i s  p laces  severe  l im i t a t i o n s  on the  a r t i s t i c  p o s s i b i l i t i e s  o f  c re a t in g  

two indiv idual  composit ions. The T r i p l a ,  when so l i t e r a l l y  de r ived ,  

i s  a t r i v i a l  t rans fo rm ation  of  the  pavan.

When the  propor t ions  o f  th e  pavan a re  maintained in the  

g a l l i a r d ,  the  composer i s  f r e e  to  develop the  tonal  s t r u c t u r e ,  and 

p a r t i c u l a r l y  the  t r e b l e  s t r u c t u r e ,  along d i f f e r e n t  l i n e s .  The s t r i c t



adherence to  a time span permits  g r e a t  l i b e r t i e s  because the  expecta­

t io n s  c rea ted  by t h a t  time span make i t  e a s i e r  to  pe rce ive  the  su b t l e  

underlying s t r u c t u r e .  This f a c t  i s  re spo n s ib le  f o r  the  development 

from the  d iv i s io n  v a r i a t i o n s  o f  the  l a t e  Renaissance to  the  s o p h i s t i ­

cated v a r i a t i o n  compositions by Bach, Beethoven, and Brahms. In 

Elizabethan music the  f ix ed  time span and harmonic s t r u c t u r e  were 

the  b as i s  f o r  s e t s  o f  v a r i a t i o n s  on grounds and popular  songs, as 

well as f o r  the  var ied  r e p r i s e s  o f  th e  dances.  The propor t iona l  

r e l a t i o n s h i p  o f  the  Richardson p a i r  o f  ex. 65 made p o s s ib le  the  

l i b e r t i e s  in the  t r a n s l a t i o n  from the  pavan to  the  g a l l i a r d  o f  the  

ou te r  v o ice s ,  p a r t i c u l a r l y  the  t r e b l e .  But in  most FVB dance pa i r s  

the  p ropor t iona l  r e l a t i o n s h i p  i s  not  maintained f o r  more than a few 

bars a t  a t ime.

Lacking the  c o n s i s t e n t  p ropor t iona l  r e l a t i o n s h i p ,  o th e r  dance 

p a i r s  r e l y  more l i t e r a l l y  on the  b a s s - t r e b l e  co un te rp o in t .  The pro­

cedure here i s  l e s s  l i k e  th e  v a r i a t i o n  procedure o f ,  f o r  example, the  

German v a r i a t i o n  keyboard s u i t e s  than l i k e  the  technique  o f  parody in 

Renaissance vocal polyphony. Considerable  ingenu i ty  i s  ev iden t  in 

the  t rans fo rm at ion  o f  a pavan, which may in many ways be c lo se  to  the  

polyphonic f a n t a s i a ,  i n to  a g a l l i a r d ,  which has the  c l a r i t y  o f  rhythm 

and phrasing a sso c ia ted  with dance. And s ince  the  pavans a re  most 

o f ten  e f f e c t i v e l y  twice th e  leng th  o f  t h e i r  g a l l i a r d s ,  the  g a l l i a r d s  

may read as reduc t ions  as well as c l a r i f i c a t i o n s  o f  th e  pavans.

Nowhere e l s e  in our music l i t e r a t u r e  do we f ind  a body o f  compositions 

employing t h i s  p a r t i c u l a r  v a r i e t y  o f  v a r i a t i o n  technique .



Chapter V 

THE ALMAN

The Alman before  the  FVB

The alman (Fr .  a l lemande) i s  descr ibed  by Thomas Morley as a

heavy dance " f i t l y  r e p re se n t in g  the  na tu re  o f  the  people whose name

i t  c a r r i e t h . " 1 This duple dance, composed o f  two or  th re e  s t r a i n s ,

f i r s t  began to  appear under the  name o f  allemande in  Dutch and French

sources o f  the  m id -s ix teen th  c en tu ry ,  inc lud ing  the  ensemble dance

c o l l e c t i o n s  o f  Susato (Musyck Boexken, 1551) and A t ta ingnan t  (Troisieme

Tivre de d a n s e r i e s , 1556). I t  i s  g en e ra l ly  assumed t h a t ,  as the  name

i n d ic a t e s ,  the  alman i s  der ived  from an old German dance c a l le d

Teutschertanz  o r ,  s imply,  Dantz. I t  may be t h a t  the  dance o r ig in a te d

as a v a r i a n t  on th e  basse danse;  the  a p p e l l a t io n  "allemande" appears
2

in a book on the  basse danse p r in te d  in  London in  1521.

A number o f  dances appear in  the  Dublin v i r g in a l  manuscript  

which John Ward has i d e n t i f i e d  as almans by f ind in g  concordances with 

French and Netherlands sources .  Although the  alman appeared in 

I t a l i a n  and, o f  course ,  German sources ,  i t  i s  more l i k e l y  t h a t  the

^Morley, A P la in  and Easy I n t r o d u c t io n , p. 297.

^Meredith E l l i s  L i t t l e  and Suzanne G. Cusick, "Allemande," 
in New Grove D ic t ionary  o f  Music and Musicians, ed. S tan ley  Sadie 
(London: Macmillan Pub l i she rs  L td . ,  1980), 1:259.

3
Dublin Virginal  Manuscrip t .
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dance came to  England by way o f  France and the  Nether lands .  What­

ever i t s  in te rm ed ia te  h i s t o r y ,  by the  time of  th e  FVB c o l l e c t i o n  the  

alman was, according to  Apel , the  most popular  dance in England.1 I t s  

a r t i s t i c  p o s s i b i l i t i e s  were not  y e t  f u l l y  r e a l i z e d ,  and i t  i s  not  as 

well rep resen ted  in the  FVB o r ,  f o r  example, in the  music o f  Dowland, 

as a re  the  pavan and th e  g a l l i a r d :  "Not only numerica l ly  but a l s o ,

and mainly,  through t h e i r  ref inement  and e l a b o ra t io n  the  pavanes and 

g a l l i a r d s  occupy a p lace  o f  much g r e a t e r  importance and a r t i s t i c  

s ig n i f i c a n c e  than the  more r e c e n t  dance types such as almans, co ra n to s ,  

and j i g s . " 2

The Alman and the  Pavan

The alman, l i k e  the  pavan, was a moderate duple dance. 

N ever the less ,  i t  i s  g e n e ra l ly  d i s t in g u i s h a b le  from the  pavan, a lthough 

b o rd e r l in e  cases sometimes occur.  Morley makes the  d i s t i n c t i o n  on the  

b a s i s  o f  leng ths  and time va lu es .  While both th e  alman and the  pavan 

a re  made up o f  s t r a i n s  which a re  some m u l t ip le  o f  fo u r  semibreves, 

according to  Morley, "mark t h a t  th e  four  o f  the  Pavan measure i s  in 

Dupla Proport ion to th e  four  o f  the  Alman measure, so t h a t  as the  usual 

Pavan con ta ine th  in a s t r a i n  the  time of  s ix tee n  semibreves, so the  

usual Alman con ta ine th  the  time o f  e i g h t ,  and most commonly in s h o r t
O

n o te s . "  This implies  a n o ta t io n a l  d i f f e r e n c e ,  with the  bea t  s h i f t i n g

■^Apel, H is tory  o f  Keyboard Music to  1700, p. 259.

2Wil l i  Apel, "Solo Instrumental  Music," in New Oxford His tory  
o f  Music (London: Oxford U n iv e rs i ty  P re ss ,  1968), 4:631.

3
Morley, A P la in  and Easy In t ro d u c t io n ,  p. 297.
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from the h a l f  to  the  q u a r t e r  no te .  However, the  d i f f e r e n c e  i s  

a c t u a l l y  more one o f  l en g th .

Nei ther  the  Elizabe than  pavan nor the  alman follows Morley's 

p rec i se  p r e s c r i p t i o n .  In th e  FVB dance c o l l e c t i o n ,  which was not  used 

f o r  dancing, th e re  a re  many i r r e g u l a r  s t r a i n s ,  p a r t i c u l a r l y  among pavans. 

A comparison o f  alman s t r a i n  leng ths  (Table 10) with those  o f  the  pava.ns 

(Table 1) shows t h a t  th e  alman s t r a i n s  a re  most o f ten  e ig h t  semibreves 

long,  while  the  pavan s t r a i n s  may be s ix tee n  semibreves o r  longer .

This d i s t i n c t i o n  shows a t r e n d ,  but  i s  not  c o n s i s t e n t  enough to  provide 

a means f o r  c a te g o r iz in g  an u n t i t l e d  dance. Morley 's  re fe ren ce  to  the  

s h o r t e r  time values o f  th e  alman provides no f u r t h e r  he lp ,  s ince  the  

FVB almans a r e ,  l i k e  the  pavans,  in 2/2 o r  4/2 t im e ,  while  the  pavans,  

because o f  t h e i r  f l o r i d  ornamenta t ion ,  a c t u a l l y  use sm a l le r  time 

values than do the  almans. Ward i n t e r p r e t s  Morley 's  d i s t i n c t i o n s  thus :  

"Whatever the  number o f  semibreves in a s t r a i n ,  the .pavan i s  marked by 

breadth  and the  alman by b r e v i ty  and compactness o f  phrase.  I t  i s  t h i s  

d i f f e r e n c e  which, in the  16th c en tu ry ,  led to  th e  i d e a l i z a t i o n  o f  the  

pavan by Byrd and l a t e r  E l izabe thans  and to  the  use o f  the  s im pler  

alman tunes f o r  th e  s ing ing  o f  broadside  b a l l a d s  and as themes f o r  

v a r i a t i o n  s e t s . " *  Whether o r  not  Ward's suggest ion t h a t  phrasing 

caused fu n c t io n —r a t h e r  than the  r e v e r s e —i s  c o r r e c t ,  the  a s s o c ia t io n  

between s t r u c t u r e ,  ph ras in g ,  and t e x t u r e ,  on one hand, and fun c t ion  on 

the  o t h e r ,  i s  o f  some importance. I t  i s  i n t e r e s t i n g  t h a t ,  in c o n t r a s t  

to  those  dances Ward des ign a te s  as pavans, a l l  fo u r  almans o f  the

Dublin Virginal  Manuscr ip t , p. 41.



Dublin manuscript  were popular  dance tunes .  The tunefu lness  of  the  

alman remains an important  c h a r a c t e r i s t i c  in the  Elizabethan per iod .

The most obvious d i s t i n c t i o n s  between FVB pavans and almans 

a re  t h e i r  r e l a t i v e  l e n g th s ,  the  predominance o f  t h r e e - s t r a i n  scheme 

among the  pavans as opposed to  tw o -s t r a in  scheme among the  almans, and 

the  r e l a t i v e  s i m p l i c i t y  o f  the  alman t e x t u r e .  More s i g n i f i c a n t  

musical d i f f e r e n c e s  appear with  a c lo s e r  examination o f  roo t  motion, 

melody, and phrase  s t r u c t u r e .  These d i f f e r e n c e s  hold f o r  the  dances 

Ward i d e n t i f i e s  as pavans and almans in the  Dublin manuscript ,  but  a re  

exaggerated in  th e  FVB by the  complexity o f  the  pavans. The s im p l i c i ty  

o f  th e  alman i s  probably a r e s u l t  o f  i t s  r e l a t i v e  youth as a composed 

a r t - d a n c e ,  and i t s  s t a t u s  as a very popular  dance. The ex is tence  of  

the  fo u r  c o n t in e n ta l  almans s e t  in the  Dublin manuscript and the  

absence o f  the  alman from th e  e a r l i e r  Mull iner  book and Royal App. 58 

speak o f  a more r e c e n t  importa t ion  i n to  England. There i s  only one 

alman in Byrd 's  Nevells Booke o f  1591. By the  genera t ion  of Dowland 

and Bull t h e r e  were many no ta ted  almans o f  English o r i g in .  Poulton 

i d e n t i f i e s  e ig h t  l u t e  almans by Dowland, f o r  example, and Dart counts 

seven keyboard almans by Bull in a dd i t ion  to  the  one in the  FVB. But 

i t  i s  s t r i k i n g  t h a t ,  o f  the  twenty-two FVB almans, e ig h t  are  of  unknown 

au th o rsh ip .  While the  Elizabethan pavan was a v eh ic le  f o r  high 

a r t i s t i c  e x p re ss ion ,  the  alman was a l i g h t ,  popular dance, l e s s  l i k e l y  

to  bear  the  stamp o f  i n d iv i d u a l i t y .  N ever the less ,  the  FVB almans show 

g r e a t  s o p h i s t i c a t i o n ,  a l l  th e  more s t r i k i n g  when they a re  compared 

with t h e i r  p redecessors  o f  th e  s ix t e e n th  cen tury .
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The Alman in the  FVB

The alman i s  not  rep resen ted  as well as the  pavan and 

g a l l i a r d  in the  FVB and contemporary keyboard sources .  There a re  

four  almans by Byrd and th re e  by Johnson in the  FVB; o th e r  composers 

a re  represen ted  by only one alman each (Table 10),  a lthough ad d i t io n a l  

almans by Bull can be found in  o th e r  manuscripts  (Table 11). Conse­

quen t ly ,  the  FVB almans w i l l  be d iscussed  as a group.

Schemes

We have seen t h a t  in the  case  o f  the  FVB pavans and g a l l i a r d s ,  

the  t h r e e - s t r a i n  scheme may be r e a l i z e d  in a v a r i e ty  o f  ways, t o n a l ly  

speaking,  but  with a s i g n i f i c a n t  common f e a t u r e :  the  middle s t r a i n  

c loses  on a chord o th e r  than the  t o n i c ,  while  the  f i r s t  and t h i r d  

s t r a i n s  c lose  on the  t o n i c ,  thus c r e a t in g  a c o n t in u i ty  o f  the  dance 

from the  second in to  the  t h i r d  s t r a i n .  This tonal  c l a r i t y  and 

i n t e g r i t y  i s  absent  from many e a r l i e r  dances and must be considered a 

mark o f  s o p h i s t i c a t i o n  in tonal  o rg an iz a t io n .  The fol lowing quest ions  

then a r i s e  with r e s p e c t  to  the  FVB almans: What s ig n i f i c a n c e  does the  

scheme, whether two o r  th r e e  s t r a i n s ,  have in terms o f  tonal  s t r u c tu r e ?  

Do the  s t r a i n s  c o n t r a s t  t e x t u r a l l y  o r  m o t iv i c a l l y ,  as they ge n e ra l ly  do 

in the  FVB pavans,  o r  a re  they  a l ik e ?  Is th e  scheme of  two or  th ree  

s t r a i n s  complicated with o v e r la id  p a t t e r n s  of r e p e t i t i o n s  and motivic  

r e t u r n s ,  as i s  the  case in some o f  the  Atta ingnan t  ensemble dances?

Does the  tonal  form encompass th e  two or  th ree  s t r a i n s ,  as i t  i n v a r i ­

ably does in FVB pavans, o r  a re  the  s t r a i n s  separab le  and p o t e n t i a l l y  

independent?



The seven FVB almans which a re  in th re e  s t r a i n s  conform to 

the  p a t t e rn  observed among pavans and g a l l i a r d s .  In each case ,  the  

f i r s t  s t r a i n  i s  a ton ic  p ro longat ion  beginning and ending on the  

to n ic ,  thus s e l f -c o n ta in e d  and achieving  c lo su re .  The second s t r a i n  

moves to  the  dominant o r ,  in  one case ,  the  subdominant, although the  

s ig n i f ic a n c e  o f  the  c lo s in g  chord may vary .  I t  i s  not  g en e ra l ly  the  

case t h a t  the  middle s t r a i n  i s  m us ica l ly  capable o f  s tand ing  on i t s  

own, even i f  i t  begins and ends on the  same chord. In the  case of  the  

Marchand alman ( i i / 2 5 3 ) , the  middle s t r a i n  begins and ends on V; i t  i s  

a f u l l  harmonic p ro longat ion  o f  the  dominant, and i t s  t r e b l e  and bass 

motions a re  coherent  and complete (ex. 71).  But in the  anonymous 

alman i i / 4 2 4  (ex. 80 ) ,  the  opening V o f  the  second s t r a i n  i s  a c tu a l ly  

preceded by a to n ic  upbeat ,  and i s  heard w ith in  a ton ic  pro longat ion 

and th e r e f o re  not as a to n ic  i t s e l f . 1 In the  anonymous alman i /6 5  (ex. 

77) ,  the  f i n a l  V chord o f  th e  middle s t r a i n  i s  heard even a t  the  f o r e ­

ground leve l  as being p a r t  o f  an incomplete harmonic motion with in  the  

to n ic .  In most c a se s ,  th en ,  the  middle s t r a i n  puts f o r t h  an opposi t ion  

to  the  to n ic  o f  the  f i r s t  s t r a i n .  The t h i r d  s t r a i n  i s  necessary to 

reso lve  t h i s  t e n s io n ,  which i t  might do by continuing  from where the  

second s t r a i n  l e f t  o f f  (as in  the  anonymous alman i i /3 1 2  [ex.  7 9 ] ) ,  or

^ h e  t h i r d  s t r a i n  o f  t h i s  alman begins with a to n ic  upbeat 
which i s ,  however, heard as the  dominant o f  IV. The opening chords 
shown in Table 10 a re  those  which f a l l  on the  downbeats, as these  a re  
c e r t a i n l y  more l i k e l y  to  be s t r u c t u r a l l y  weighted than a re  those  on 
upbeats.  The upbeat i s  somewhat more common in the  FVB alman than 
in the  e a r l i e r  dance ty p e s ,  but  i s  s t i l l  r a t h e r  th e  excep t ion .  The 
sho r t  upbeat o f  the  seven teen th -cen tu ry  French allemande i s  not  found 
in the  Elizabethan alman.



by breaking with the  second s t r a i n  to  begin a new motion lead ing  back 

to  the  t o n i c ,  as in Farnaby's  Meridian Alman ( i i / 4 7 7 ) .  So f a r ,  these  

schemes correspond to  those found among pavans and g a l l i a r d s .  A 

d iscuss io n  o f  o th e r  a spec ts  o f  the  r e l a t i o n s h i p s  between s t r a i n s  w i l l  

fo l low.

In the  case o f  the  b inary  alman, a v a r i e ty  o f  s i t u a t i o n s  occur:  

the  f i r s t  s t r a i n  may begin and c lose  on th e  to n ic  (as  i t  does in 

t h i r t e e n  cases)  o r  move from th e  to n ic  to  ano the r  harmony ( in  two); 

the  second s t r a i n  may a lso  begin on the  to n ic  ( in  s ix  cases)  but  i s  

more l i k e l y  to  begin on V ( f i v e ) ,  IV ( two),  o r  I I I  (two) before  pro­

ceeding to  the  f i n a l  t o n ic .  Where the  f i r s t  s t r a i n  i s  a complete 

to n ic  p ro lo ng a t io n ,  the  second s t r a i n  in a sense f i l l s  the  r o l e  o f  the  

middle and t h i r d  s t r a i n s  in the  t e rn a ry  dances, moving away from the  

to n ic  to  c r e a t e  t e n s io n ,  and then r e tu rn in g .

According to  one source ,  the  alman o r  allemande was h i s t o r i c a l l y  

predisposed to  have a middle s e c t io n  of  tonal  c o n t r a s t :  "roughly

h a l f "  of  the  almans o f  Elizabethan sources l i k e  th e  FVB and th e  Dublin 

manuscript  "show a rounded tonal  and motivic  p lan ."*  While a "rounded 

motivic  plan" i s  a r a r i t y  among both two- and t h r e e - s t r a i n  Elizabethan

L i t t l e  and Cusick, "Allemande," p. 277. A rounded tonal  plan 
i s  one in which th e r e  i s  a to n ic  p ro longat ion  a t  the  o u t s e t ,  matched by 
a to n ic  p ro longat ion  in  the  t h i r d  s t r a i n  o r ,  in  a b inary  dance,  in the  
l a t t e r  p a r t  o f  th e  second. In a rounded motiv ic  plan the  to n ic  r e tu rn  
i s  accompanied by a motivic  r e t u r n .  The au thors  go on to  suggest  t h a t  
t h i s  tendency towards " c o n t r a s t in g  tonal  a r e a s ,  coupled with the  ap­
p a re n t ly  f l e x i b l e  tempo l i m i t s  and neu tra l  duple metre o f  the  16th- 
century  allemande,  may have predisposed t h i s  form, o f  a l l  the  dances 
emerging from the  l a t e  Renaissance, to  develop in to  the  p r e lu d e - l i k e  
success ion  o f  harmonies" c h a r a c t e r i s t i c  o f  th e  more complex Baroque 
dance s u i t e  movements. This tendency, in  the  English r e p e r to ry ,  i s  
c e r t a i n l y  no more p resen t  in  the  alman than in o th e r  dances.



almans, a rounded tonal  form i s  c h a r a c t e r i s t i c  of  th e  almans, as i t  

was o f  the  t h r e e - s t r a i n  pavans and g a l l i a r d s .  There a re  no FVB almans 

whose s t r u c t u r e s  d escr ibe  the  scheme most f a m i l i a r  to  us from the  

Baroque b inary  dance: I - V / / V - I .

I t  a l s o  should be noted t h a t  the  alman schemes vary  with 

r e s p e c t  to  th e  use o f  r e p r i s e s  and v a r i a t i o n s .  As in d ic a te d  on Table 

10, many almans have va r ied  r e p r i s e s ,  but  some a l s o  a re  extended by 

v a r i a t i o n s  on the  e n t i r e  dance, producing a scheme such as AA^B^A^B^B^. 

Since the  almans a re  on the  whole much s h o r t e r  than th e  pavans, such 

extension  by v a r i a t i o n  se rves  the  func t ion  of  t ak ing  up more time. But 

taken to g e th e r  with the  t e x t u r e  o f  the  alman, which o f ten  suggests  an 

accompanied melody, the  scheme br ings  to  mind the  song v a r i a t i o n s  which 

a re  such an important  p a r t  o f  the  FVB and o f  l a t e  s ix t e e n th - c e n tu r y  solo 

instrumental  music in g e n e ra l .

Mode and Key

Modal p r a c t i c e s —the  d i s t r i b u t i o n  of  keys,  the  use of  mode 

t r a n s p o s i t i o n s ,  and th e  use of  a l t e r e d  to n es—a re  very s i m i l a r  f o r  

pavans and g a l l i a r d s  o f  the  FVB.* Modal p r a c t i c e s  f o r  the  FVB almans 

a re  q u i t e  d i f f e r e n t .  The mode de te rmina t ion  f o r  almans i s  problematic  

in many in s tances  because o f  the  abundant sharp a c c id e n ta l s .  In cases 

where the  to n ic  i s  A or  E and th e re  a re  sharps throughout ,  i t  i s  

in ap p ro p r ia te  to  a t t r i b u t e  any importance to  the  nominal mode as 

determined by t r a n s p o s i t i o n  s ig n s .  Sharp key s ig n a tu re s  a re  not  in

*The c lo s e  correspondence i s  due in  l a rg e  p a r t  to  the  f a c t  t h a t  
the  pavans and g a l l i a r d s  occur as p a i r s  more o f ten  than s in g ly  in the  
FVB; the  p a i r in g s  a re  a t  the  l e a s t  m at te rs  o f  key and mode.



use in t h i s  l i t e r a t u r e ,  so t h a t  composers had to  r e ly  on acc id e n ta l s  

to  w r i t e  in the  sharp major keys. Matters  o f  mode determination  a re  

f u r t h e r  complicated by the  i n c o n s i s t e n t  p r a c t i c e s  regarding the 

a p p l i c a t io n  o f  acc id en ta l  s i g n s ,  p a r t i c u l a r l y  in t h e i r  use as cance l ­

l a t i o n  s ig n s .  The de f a c to  modes a re  in d ica ted  p a r e n t h e t i c a l l y  in 

Table 10.

Table 15 compares th e  mode and key d i s t r i b u t i o n  f o r  the  four  

main dance types in the  FVB. The d i f f e re n c e s  between the  e a r l i e r  

dance ty p es ,  pavan and g a l l i a r d ,  and the  l a t e r  ones, alman and co ran to ,  

a re  apparen t  in  the  d i s t r i b u t i o n  both o f  mode and o f  f i n a l .  A few 

general  tendencies  can be observed: in the  major ( ion ian  or  mixo-

lyd ian)  composit ions,  th e re  i s  a tendency towards sha rper  keys in the  

alman and c o ran to ,  with C-ionian assuming the  importance t h a t  F once 

had.* In the  l a t e r  dance types  major keys predominate over minor keys, 

while  th e  r eve rse  i s  t r u e  among the  e a r l i e r  dance types .  In the  newer 

sharp keys (D, A, and E m ajo r ) ,  t h e r e  i s  o f ten  s t rong  major/minor 

m ix tu re ,  not  simply in terms o f  a l t e r e d  melodic tones bu t ,  as d iscussed 

in e a r l i e r  c h a p te r s ,  in  th e  tendency of  tones to  be prolonged harmonic­

a l l y  o r  a t  l e a s t  supported t r i a d i c a l l y .  The s h i f t  towards sharp keys 

i s  an impulse which shows up in some o f  the  more daring s ix te e n th -  

cen tury  I t a l i a n  madrigals  and motets such as Lasso 's  Prophetiae  

Sibyl!arum cy c le .  The use o f  the  sharp keys and o f  sharp a c c id e n ta l s  

occurs  in the  FVB p r im a r i ly  in the  l a t e  dance ty p es ,  r a t h e r  than in

*This f a c t  i s  compatible  with the  not ion t h a t  the  o r ig in a l  
major mode was the  a l t e r e d  F - lyd ian ,  r a t h e r  than the C-ionian.  See, 
f o r  example,., Novack, "S ign i f ican ce  o f  the  Phrygian Mode," pp. 85-86.
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the  song v a r i a t i o n s ,  the  f a n t a s i a s ,  or  the  in nomine type composit ions.  

The reason f o r  t h i s  s h i f t  i s  not  obvious,  but  i t  seems to  be a s s o c i ­

a ted  with the  breakdown o f  the  o ld e r  system o f  mode t r a n s p o s i t i o n  and 

the  movement towards a modern sense o f  key, the  newer system in which 

mode plays a secondary r o l e .  Western tonic-dominant  p o l a r i t y  i s  

h i s t o r i c a l l y  a s so c ia ted  with the  c o n so l id a t io n  o f  the  modes in to  major 

and minor, an important  s u b j e c t  o f  in v e s t ig a t i o n  in the  study o f  the  

l a t e  s ix t e e n th  and e a r l y  seventeen th  cen tury .  All t h i s  belongs to  the  

p a r a l l e l  h i s t o r i e s  o f  key r e l a t i o n s h i p s  and tuning  systems.  One might 

e n t e r t a i n  the  no t ion  t h a t  th e se  s h i f t s  were connected with the  c u l t i v a ­

t io n  o f  the  popular  dance as a r t  music; one might then expect  s im i l a r  

t rends  among the  FVB song v a r i a t i o n s ,  which a r e ,  however, in the  o ld e r  

mode t r a n s p o s i t i o n s .

Tonal S t ru c tu re

Issues  o f  tonal  s t r u c t u r e ,  in  i t s  b a re s t  o u t l i n e s ,  have been 

d iscussed  in terms o f  th e  two- o r  t h r e e - s t r a i n  alman schemes. The 

in te r n a l  s t r a i n  s t r u c t u r e s  cannot be d iscussed  without  r e f e r r i n g  to  

ove ra l l  scheme, to  modal d e f i n i t i o n  and a l t e r a t i o n ,  and to  m oti f .  The 

i n t e r r e l a t i o n s h i p  o f  design elements to  c re a te  s t r u c t u r e  i s  an aspec t  

o f  the  s o p h i s t i c a t i o n  o f  even the  s impler  FVB dances.

Two very s im i la r  almans, by Peerson ( i /3 5 9 ,  ex. 72) and Byrd 

( i i / 1 9 6 ,  ex. 73) ,  a re  chosen f o r  comparison. Both a re  b u i l t  on the  

in te rv a l  o f  the  t h i r d  as a m o ti f  and as a ro o t  r e l a t i o n s h i p .  The 

motion o f  I I I  to  I in  the  f i r s t  s t r a i n  o f  Byrd i s  p a r a l l e l e d  by the 

motion I to  VI in Peerson. A c tu a l ly ,  Peerson i s  t o n a l ly  ambiguous
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in h is  motion, C to  A; i t  i s  the  A which sounds l i k e  a t o n i c ,  

suggest ing  111-1, as in the  Byrd alman. The opening o f  the  f i r s t  

s t r a i n  in Peerson, with i t s  bass C-G A-E, i s  answered by the  opening 

o f  the  second s t r a i n ,  E-A G-C, r e tu rn in g  to  what tu rn s  ou t  to  be the  

t r u e  t o n i c ,  C. This su b t l e  connection between s t r a i n s  i s  f a r  more 

c h a r a c t e r i s t i c  o f  the  FVB almans than o f  the  pavans and g a l l i a r d s .

The b r e v i ty  o f  the  almans allows us to  hear  back-refe rences  even when 

the  m ater ia l  does not have a s t rong  motivic  p r o f i l e .  The second halves 

of  th e  two s t r a i n s ,  a l s o ,  a re  p a r a l l e l ,  the  f i r s t  being a paral le l  motion 

descent  from C to  the  dominant o f  VI, E, th e  second, a p a r a l l e l  descent  

from F, the  subdominant, to  the  dominant, G. In f a c t ,  the  motions of  

the  two phrases a re  rhy thm ica l ly  p a r a l l e l ,  made up o f  1+1+2 measures, 

a phrase p a t t e r n  which has been d iscussed  e a r l i e r . *

The Byrd alman in ex. 73 has a s i m i l a r  beginning but  a 

d i f f e r e n t  conc lus ion ,  so t h a t  the  o r ig in a l  drop o f  a t h i r d ,  Bb to  G, 

tu rns  ou t  to  be a motion I I I - I .  Although the  m o ti f  o f  a t h i r d  remains 

important  throughout,  the  ro o t  r e l a t i o n s h i p  o f  a t h i r d  i s  s t ro n g ly  

s t a t e d  only once ( the  ro o t  motion o f  a f i f t h  in the  second s t r a i n  i s  

m e t r i c a l ly  defined as two motions o f  a t h i r d ,  C-E and E-G). The 

p a ra l l e l i s m  between the  two s t r a i n s  o f  the  Byrd a l s o  e x i s t s  

rhy thm ica l ly ,  in the  d e f i n i t i o n  of  1+1+2 measures;  as in the  Peerson, 

the  r a t e  o f  motion inc reases  in th e  d r iv e  to  the  cadence in the  second 

h a l f  of  each s t r a i n .  F u r th e r ,  the  s t r a i n s  a re  r e l a t e d  in t h a t  both 

begin away from the  t o n ic ;  th e  IV opening the  second s t r a i n  i s  a

*See Chapter I I ,  p.. .92.



sequen t ia l  r e p e t i t i o n  o f  th e  I I I  o f  the  f i r s t  s t r a i n .  The Byrd 

example i s ,  i n c i d e n t a l l y ,  a case o f  modal mixture in which the  second 

s t r a i n  i s  in  G major r a t h e r  than do r ian .  This i s  r e l a t e d  to  another  

p a ra l l e l i s m  between the  two s t r a i n s :  the  e x p lo i t a t io n  o f  the  lower 

h a l f  o f  the  octave in the  bass in  the  f i r s t  s t r a i n ,  and o f  the  upper 

h a l f  in the  second. All elements combine to  c re a te  symmetry and 

balance in t h i s  very  s h o r t  alman.

The p a r a l l e l i s m  o r  symmetry between th e  s t r a i n s  o f  these  

almans i s  c h a r a c t e r i s t i c  o f  the  b inary  dance. A t h i r d ,  more complex 

example i s  the  Johnson alman i i / 1 5 8  (ex. 74) .*  Again in t h i s  dance,  

the  t h i r d  i s  important  both as a moti f  and as a ro o t  r e l a t i o n s h i p ,  

to n ic  to  mediant ,  D to  F. The complexity o f  t h i s  dance l i e s  l a r g e ly  

in the  i r r e g u l a r  r e l a t i o n s h i p  o f  the  moti fs  and coun te rpo in t  to  the  

m etr ic  u n i t s .  I t s  symmetry l i e s  in  the  motivic  development, to  be 

d iscussed  l a t e r .

S t i l l  ano the r  alman in  which the  ro o t  r e l a t i o n s h i p  o f  the  t h i r d  

i s  prominent i s  one by T isd a l l  ( i i / 2 7 6 ,  ex. 75).  In t h i s  example, each 

s t r a i n  i s  d iv ided  in to  two motions: the  f i r s t  h a l f ,  to  I I I ,  and the

second h a l f ,  through a cadence to  I .  This symmetry i s  not  supported 

a t  th e  foreground by p a r a l l e l  use o f  m o t i f s ,  rhythms, o r  o th e r  design 

elements;  y e t  i t  fu n c t io n s  t o  un ify  the  two s t r a i n s .  As in the  Johnson 

alman, the  upbeat  t h a t  begins the  second s t r a i n  f u r t h e r  serves  to

*The FVB s e t t i n g  fol lows very c lo s e ly  a l u t e  vers ion  of  
t h i s  p iec e ,  which can be found as no. VII in Robert Johnson,
Complete Works f o r  Solo Lute ,  ed. A lbe r t  Sundermann (London:
Oxford U n ive rs i ty  P re s s ,  1970). Since Johnson was a l u t e n i s t ,  
t h i s  l a t t e r  ve rs ion  i s  probably the  o r i g i n a l .
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l in k  the  s t r a i n s .

Some examples o f  the  t h i r d  r e l a t i o n s h i p  a re  i l l u s t r a t e d  in 

ex. 76. The mediant may occur as an embellishment o f  I ,  with which 

i t  has common chord tones (exx. 7 6 a ,b ) ;  or  i t  may occur en rou te  to  V, 

in a t h i r d  motion which might be regarded as a h o r i z o n ta l i z e d  ton ic  

t r i a d  (76c) .  At the  foreground leve l  i t  o f ten  occurs as p a r t  o f  a 

cad en t ia l  formula (76d).  The r e l a t i o n s h i p  between I and VI, i l l u s ­

t r a t e d  in  exx. 76e-h, occurs in  a s i m i l a r  v a r i e t y  o f  c o n te x ts .  As 

we have seen in exx. 72 and 73, the  r e l a t i o n s h i p  o f  I to  I I I ,  taken 

out  o f  c o n te x t ,  i s  i n d i s t i n g u i s h a b le  from the  r e l a t i o n s h i p  o f  VI to  I ,  

and can c r e a t e  a tonal  ambivalence. In a func t iona l  con tex t  o f  motion 

between I and V, the  mediant  g e n e ra l ly  occurs as an approach to  V from 

below, while  the  submediant approaches i t  from above (exx. 76c-d vs.  

76g-h). In the language o f  th e  FVB, th e  t h i r d  r e l a t i o n s h i p  i s  o r d i n a r i l y  

based on the  minor t h i r d ,  with I I I  prominent in minor (o r  c re a t in g  

m ix tu re ,  as in Dow!and's King of  Denmark g a l l i a r d  [ex .  3 5 ] ) ;  VI i s  

more prominent in  major-mode composit ions.  (The e x p lo i t a t i o n  of  the  

t h i r d  w i l l  be d iscussed  f u r t h e r  below; see  exx. 81 and 82 .)

The pro longat ion  of  VII f i g u r e s  prominently in many FVB 

almans in the  minor and mixolydian modes. This chord may have severa l  

fu n c t io n s :  as lower neighbor t o  the  t o n i c ,  as b i l l  o f  the  dominant, 

as a ro o t  suppor t  f o r  a melodic 3 , as a passing chord between I and V. 

The f i r s t  s t r a i n  of  the  dor ian  alman i /6 5  (ex. 77) i s  d iv ided  in to  

two f o u r - b a r  phrases :  a motion from I to  V, support ing  a melodic 

descen t  5 -4 -3 -2 ,  and a motion VII-V-I ,  suppor t ing  a descen t  from 

4 to  1. Because o f  the  se q u e n t ia l  r e p e t i t i o n  which emphasizes the



phras ing ,  the  VII chord o f  m. 5 [4]  i s  heard in i t s  r e l a t i o n  to  

the  opening to n ic  chord.  But f u n c t i o n a l l y  i t  i s  not  a neighbor tone 

but a support  to  th e  melodic 4 as well as a ro o t  in  motion to  V. In 

the  f i n a l  s t r a i n  the  a l t e r n a t e  p ro longa t ions  o f  VII and I ,  under­

scored by sequ en t ia l  r e p e t i t i o n ,  do r e p r e s e n t  a neighbor r e l a t i o n s h i p ,  

in a d d i t io n  to  suppor t ing  th e  r i s i n g  melodic l i n e  2-3-4-5  ( V I I - I - V I I - I ) .

In An Almain ( i i / 2 6 6 ,  ex. 78 ) ,  a tw o - s t r a in  mixolydian dance,

VII again occurs prominently by v i r t u e  o f  th e  use of  sequen t ia l  r e p e t i ­

t io n  to  d e f in e  phras ing .  In the  f i r s t  s t r a i n  VII i s  both the  support

f o r  4 and the  upper t h i r d  o f  V, b u t ,  as in ex. 77, i t s  neighbor 

r e l a t i o n s h i p  to  I i s  suggested by des ign ,  s ince  t h e  f i r s t  phrase i s  

I-V, the  second, VII-V-I .  Sequentia l  r e p e t i t i o n  again gives m etr ic  

emphasis to  the  VII o f  the  second s t r a i n .  As in ex. 77, both the  

use o f  s eq u en t ia l  r e p e t i t i o n  and the  prominent p o s i t io n  o f  VII a c t  

to  un i fy  the  s t r a i n s  o f  the  dance.

The one alman in E ( i i / 3 1 2 , ex.  79) p resen ts  a confused

p ic tu r e  o f  both mode and tonal  s t r u c t u r e .  The f i r s t  o f  the  th re e  

s t r a i n s  i s  unambiguous in both r e s p e c t s ,  being a c l e a r  to n ic  prolonga­

t io n  in th e  major mode. But the  modal mixture  in the  middle and t h i r d  

s t r a i n s  makes a s in g l e  de te rm ina t ion  of  mode p o i n t l e s s .  At the  same 

t ime, the  s t rong  melodic and harmonic lean ing  towards the  subdominant 

in the  middle and f i n a l  s t r a i n s  i s  confusing a f t e r  the  c l e a r  d e f i n i t i o n  

o f  to n ic  in the  f i r s t  s t r a i n .  I t  i s  only a t  the  very c lose  of  the  

alman t h a t  we a re  su re  o f  th e  d e s t i n a t i o n .  This absence o f  tonal  

compulsion, as one might c a l l  i t ,  i s  p re s e n t  in few of  the  FVB dances, 

and may be sa id  to  be somewhat u n c h a r a c t e r i s t i c  o f  dance music. Such



tonal  ambivalence occurs in T i s d a l l ' s  Pavana Chromatica (ex. 28) 

in B, which shows a Phrygian tendency towards p ro longat ion  of  IV and 

V I .1 Although ex. 79 shows no melodic t r a c e s  o f  the  phrygian mode, 

i t  does share  with th e  T isd a l l  th e  tendency towards the  subdominant. 

While VI i s  not  used in  t h i s  alman, I I I  i s ,  in the  middle o f  the  

second s t r a i n ;  here i t  fu n c t io n s  in two ways: l o c a l l y ,  as a s t e p  in 

the  ro o t  motion B-G-E, and,  because o f  the  sequen t ia l  r e p e t i t i o n ,  as 

the  lower neighbor o f  A. In o th e r  words, i t  p a r t i c i p a t e s  in the  

embell ish ing  o f  th e  to n ic  by I I I  (E-G-E) and o f  the  subdominant by 

VII (A-G-A). The modal mixture  o f  t h i s  alman i s  not  between ionian 

and mixolydian,  which a re  f u n c t i o n a l l y  so c lo s e ,  but  between major 

and minor.

By c o n t r a s t ,  the  anonymous Allemanda ( i i / 4 2 4 ,  ex. 80) has 

pervas ive  modal mixture  which a f f e c t s  the  tonal  s t r u c t u r e  but  does 

not  c re a te  any tonal  ambiguity . There i s  a gradual s h i f t  in modal 

co lo r ing  from the  f i r s t  to  th e  f i n a l  s t r a i n .  The f i r s t  s t r a i n  i s  in 

G major;  in the  second s t r a i n  the  t r e b l e  f 1?1 o f  mm. 1 and 3 provides 

mixolydian c o lo r in g .  The t h i r d  s t r a i n  i s  e s s e n t i a l l y  in G minor, with 

f# occurr ing  as the  upper t h i r d  o f  the  dominant in mm. 1, 3 ,  and 4 

[1 ,  2 -3 ,  5 ] .

The modal mixture  descr ibed  in the  two examples above i s  

unusual f o r  FVB dances;  i t  may be regarded as a spec ia l  device  of  

musical c o lo r in g .  I t  occurs in a con tex t  in which the  d e f i n i t i o n  

of  to n ic  i s  l o c a l l y ,  and g e n e ra l ly  a lso  a t  the  background l e v e l ,

H h i s  dance  i s  d i s c u s s e d  in  Chapter I I ,  pp.  6 7 - 6 8 .
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very c l e a r .  While in music o f  the  o ld e r  modal p r a c t i c e  tonal  s h i f t s  

occurred to  c r e a t e  tonal  s t r u c t u r e s ,  in t h i s  more modern dance music, 

the  s t rong  tonal  c e n te r  may remain while the  mode i t s e l f  f l u c t u a t e s .

Texture

The t e x t u r e  o f  the  pavan and g a l l i a r d  was so uniform as to  

r eq u i re  l i t t l e  d i s c u s s io n .  Except a t  cadences and in v a r ied  r e p r i s e s ,  

the  t e x t u r e  was almost  e n t i r e l y  in  fou r  vo ice s ,  a l l  o f  which p a r t i c i ­

pated f r e q u e n t ly  in i m i t a t i o n .  The pavans in p a r t i c u l a r  im i ta te  the  

f a n t a s i a s  in the  evenness o f  t h e i r  polyphony. Some c o n t r a s t  o f  t e x tu re  

i s  sometimes in troduced in pavan and g a l l i a r d  t h i r d  s t r a i n s ,  which may 

open with chord r e p e t i t i o n s ,  o r  make use o f  long sequences,  sus ta ined  

t r e b l e  ton es ,  o r  o th e r  sp e c ia l  dev ices .  But even these  c o n t r a s t s  occur 

with in  a four-vo iced  polyphonic con tex t .

The FVB almans as a group d i f f e r  markedly from the  pavans and 

g a l l i a r d s .  Although th e re  a re  some exceptions  ( e . g . ,  Byrd 's  Monsieurs 

Alman [ i / 2 3 4 ,  ex.  8 5 ] ) ,  most FVB almans have a melody-and-accompaniment 

t e x t u r e .  To emphasize the  t r e b l e - b a s s  p o l a r i t y ,  an octave o r  more may 

se p a ra te  the  t r e b l e  from th e  next  lowest  voice ( s e e ,  f o r  example, exx. 

72 and 73).  In s tead  o f  rhy thm ica l ly  independent inner  v o ice s ,  th e re  

a re  o f ten  block chords in th e  l e f t  hand, and sometimes a r e p e t i t i v e  

rhythmic accompaniment (ex. 73).  The t e x tu r e  i s  o c ca s io n a l ly  f i l l e d  

in with lower-voice  i m i t a t i o n .  But the  emphasis i s  on the  ou te r  

l i n e s .  The number o f  voices v a r i e s  among almans, because of  the  

chordal accompaniments, but th e r e  a re  gen e ra l ly  only th re e  d i s t i n c t  

l i n e s .  While the  almans a re  a r t f u l  and complex, t h e i r  s e t t i n g s  suggest



t h e i r  p a s t  as popular  dance music,  with a s k e l e t a l  melody and bass 

l i n e  upon which to  improvise. In f a c t ,  because o f  t h e i r  s im p l ic i ty  

and b r e v i ty ,  the  FVB composers sometimes wrote v a r i a t i o n s  as well as 

va r ied  r e p r i s e s  f o r  many o f  them. The e f f e c t  o f  t e x t u r e  on the  

melodic l i n e ,  d iscussed  below, i s  important  in unders tanding how the 

alman d i f f e r s  from the  e a r l i e r  dance types .

Meter and Rhythm

Like the  pavans,  th e  almans o f  the  FVB a re  in 2/2 or  4/2 t ime,

using the  mensural s ign  (j). Duple time does not lend i t s e l f  to  the

complex i t ies  such as e x i s t  among g a l l i a r d s .  Some o f  the  more complex 

and o rna te  almans, such as the  Johnson alman i i / 1 5 8  (ex. 74) or  the  

anonymous alman i i / 4 2 4  (ex .  8 0 ) ,  make some use o f  syncopation,  but  the  

m ajo r i ty  do not .  The almans a re  a l so  rhy thm ica l ly  s im pler  than the 

pavans, with c l e a r  phras ing  and emphasized downbeats. The accompanied- 

melody t e x t u r e ,  with i t s  f r e q u e n t ly  homorhythmic l e f t  hand, makes the  

almans even more m e t r i c a l l y  emphatic than the  g a l l i a r d s .  There i s  some 

use of  rhy thm ica l ly  p a t t e rn e d  accompaniments, e s p e c i a l l y  the  p a t te rn  

J JJ found in ex. 73 and a t  th e  opening of  ex. 8 0 . 1

The pacing o f  th e  alman v a r i e s ,  and i t  may be t h a t  the  i n t e r ­

p r e t a t i o n  o f  $ in terms o f  tempo must take  in to  account changing 

p r a c t i c e s .  Compare, f o r  example, Byrd 's  Monsieurs Alman (ex. 85) with 

the  Peerson alman (ex. 72).  The Byrd example, which, i n c i d e n t a l l y ,  i s  

a l so  found in  the  Nevells book and i s  t h e r e f o re  an e a r ly  composition, 

i s  much l i k e  a pavan in i t s  pace and t e x t u r e ,  a lthough i t  i s  tuneful

^ e e  d i s c u s s i o n  o f  t h i s  rhythm in  Chapter  I I ,  pp. 3 5 - 3 6 .
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in the  manner o f  an alman, and uses block-chord accompaniment (with 

the  r e s u l t a n t  consecu t ive  f i f t h s  and o c ta v e s ) .  Root motion proceeds 

a t  a slow r a t e ,  on the  semibreve b e a t .  In the  Peerson example, th e re  

i s  a g r e a t  deal more a c t i v i t y ,  and r o o t  motion occurs on the  minim 

b e a t .  I f  th e  same tempo were used f o r  both ,  the  two would sound l i k e  

e n t i r e l y  d i f f e r e n t  s o r t s  o f  dances. I f ,  on the  o th e r  hand, the  Byrd 

were played twice as f a s t  as the  Peerson, i t  would sound s i m i l a r  in 

mood (and would be the  same leng th  in s tea d  o f  twice as long as the  

Peerson and most o th e r  a lmans).  Most o f  the  almans a re  paced l i k e  

the  Peerson example.

Upbeats a re  a more r e g u la r  f e a t u r e  o f  the  almans than of  

the  e a r l i e r  dance types as rep re sen ted  in  the  FVB. In most cases 

they occur a t  the  beginning o f  th e  second o r  t h i r d  s t r a i n  and thus a c t  

to  connect the  s t r a i n  with th e  c lose  o f  the  preceding.  This i s  s i g n i f i ­

can t  in t h a t  i t  c re a te s  a c o n t in u i ty  t h a t  seems to  have been avoided in 

FVB pavans, where c o n t r a s t  between s t r a i n s  seems more the  i d e a l .  In 

the  two cases in the  FVB where the  f i r s t  s t r a i n  begins with an upbeat 

(Johnson [ i i / 1 6 0 ]  and the  anonymous alman no. 202 [ i i / 2 6 6 ] ) ,  the  up­

bea t  i s  an unsupported melodic ton e ,  thus c h i e f ly  o f  rhythmic 

importance.

Motifs:  R e p e t i t io n ,  Im i t a t i o n ,  and Sequence

The almans a re  o f ten  c h a ra c te r i z e d  by sh o r t  m oti fs  which are  

jo ined  to g e th e r  to  form longer  melodic l i n e s ;  t h i s  i s  in c o n t r a s t  to  

the  FVB pavans and g a l l i a r d s ,  in  which melodic l i n e s  a re  spun out  of 

opening t r i a d s  o r  o th e r  i n t e r v a l ! i c  f i g u r e s .  The c o n s t ru c t io n  o f



melodic l i n e s  from r e p e t i t i o n  o f  s h o r t  m oti fs  i s  apparent  in such 

almans as those  shown in exx. 72, 73, and 74, which a re  a l l  based on 

a melodic t h i r d .  As d i sc u sse d ,  the  t h i r d  i s  a l s o  important  in  c re a t in g  

the  tonal  s t r u c t u r e  o f  th e se  th re e  almans. The Bull alman i i / 1 4 6  shown 

in ex. 82 i s  s i m i l a r l y  based on a s in g l e  motivic  idea .  The r e p e t i t i o n  

o f  these  s h o r t  moti fs  c o n t r ib u te s  to  the  sharp rhythmic p r o f i l e  charac­

t e r i s t i c  o f  th e  almans.

The motiv ic  use o f  the  fo u r th  and f i f t h ,  p a r t i c u l a r l y  as an 

opening,  i s  c h a r a c t e r i s t i c  o f  many o th e r  almans (see  exx. 77, 78, 79, 

and 80) .  Often these  m o t i f s  make use o f  note  r e p e t i t i o n ,  c re a t in g  a 

canzona- l ike  opening;  a few such openings a re  shown in ex. 84. The 

broad o u t l i n e  o f  the  opening o f  the  alman i i / 3 1 2  (ex.  79) would not 

l i k e l y  be found in the  t h i c k e r  t ex tu red  pavans and g a l l i a r d s .

The s h o r t  m o ti f s  may be jo ined  to g e th e r  to  form longer  l i n e s ,  

and may a l s o  be developed in to  longer  m o t i f s .  In the  Johnson alman 

(ex. 74) ,  th e  opening m ot i f  i s  expanded m e t r i c a l l y ,  J3 J  to  , 

v a r ied  rhy thm ica l ly  to  , and in v e r t e d ,  in the  f i r s t  s t r a i n .  In 

the  second s t r a i n  i t  i s  s h i f t e d  with r e s p e c t  to  m etr ic  a c c en t ,  p   ̂

to  A j ,  and then g rad u a l ly  expanded to  a f i f t h  and even a s i x t h  

(see  ex. 74b).  Such m otiv ic  development and economy a re  p a r a l l e l e d  

by few Elizabe than  dances,  and b r ings  to  mind Dowland's Lachrymae 

pavan. S im i la r  techniques  a re  used,  i f  l e s s  e x h au s t iv e ly ,  in exx.

72, 73, and 79.

The b r e v i ty  o f  th e  alman motifs  i s  r e l a t e d  to  the  b re v i ty  

of  the  almans themselves as well as to  t h e i r  s t ro n g ly  m etr ica l  

q u a l i t y ;  some almans, while  making use o f  s h o r t  m o t i f s ,  have tuneful



melodic l i n e s  in which th e  m o t i f  p lays  a minor r o l e  (exx. 81 and 83).

Exact r e p e t i t i o n  as a design element w i th in  a s t r a i n  i s  as 

r a r e  in the  FVB almans as in  the  pavans and g a l l i a r d s .  B u l l ' s  alman 

( i i / 1 4 6 )  provides one o f  the  few such examples (ex. 82, mm. 1 - 2 ) . 1

Im i ta t io n ,  so p re v a le n t  in FVB pavans,  and an important ,  i f  

l e s s  f r e q u e n t ,  t e x t u r a l  device  in th e  g a l l i a r d s ,  i s  a much r a r e r  

occurrence in th e  almans. The r o l e s  o f  th e  d i f f e r e n t  voices in the  

alman—th e  tunefu l  t r e b l e ,  th e  rhythmic bass ,  and the  weakly defined 

inner  v o ices—determine t h a t  th e  vo ices  g e n e ra l ly  do not  p a r t i c i p a t e  

in the  same musical m a t e r i a l .  This i s  not  to  say t h a t  im i ta t io n  does 

not e x i s t .  The f i r s t  s t r a i n  o f  ex.  79 shows a rudimentary canonic 

im i ta t io n  between the  o u te r  v o ice s ,  based on rhythm and on the use of  

t r i a d i c  tones .  In th e  middle s t r a i n  o f  ex. 77 (mm. 5-6 [3 ] )  th e re  i s  

a b r i e f  im i ta t io n  between the  t r e b l e  and t e n o r .  Im i ta t ion  co n t r ib u te s  

to  the  i n t e n s i f i c a t i o n  o f  th e  sequences in the  second s t r a i n s  o f  almans 

by Peerson (ex. 72) ,  T isd a l l  (ex. 75) ,  and Johnson (ex. 74). Im ita t ion  

i s  not  used as an opening device  in  the  almans (as  i t  was in the  

f a n t a s i a - l i k e  pavans).

Sequential  r e p e t i t i o n  i s  as common in the  FVB almans as in
O

the  g a l l i a r d s .  As in th e  g a l l i a r d s ,  i t  occurs  in two f a i r l y  d i s t i n c t  

forms: in the  l a r g e ,  to  c r e a t e  phrase  d e f i n i t i o n  and p a r a l l e l i s m ,  and

^Additional examples can be found in B u l l ' s  almans from o th e r  
sources ;  see e s p e c i a l l y  the  Ion ic  A!main (no. 110 in John Bul l ,  Key­
board Music, vol .  1) .  The use o f  sp ec ia l  devices such as r e p e t i t i o n  
and sequence i s  more c h a r a c t e r i s t i c  o f  B u l l ' s  keyboard s t y l e  than i t  
i s  o f  the  w r i t in g  o f  most o th e r  FVB composers.

^See Chapter  I I I ,  p. 124 .



in  th e  sm a l l ,  where the  sequence c o n s i s t s  o f  a small repeated  

fragment which i s  u su a l ly  used to  e la b o ra te  th e  p a r a l l e l  motion 

of  the  ou te r  vo ices .  This l a t t e r  type o f  sequence appears most 

o f ten  as a chain o f  a l t e r n a t i n g  i n t e r v a l s ,  where the  a l t e r n a t i o n  

in d ic a t e s  t h a t  th e  p a r a l l e l  motion i s  broken by co n tra ry  motion 

( s e e ,  f o r  example, ex. 75, th e  end o f  th e  second s t r a i n ) .  Some­

times th e  e l a b o ra t io n  o f  p a r a l l e l  motion i s  so s l i g h t  as to  b a re ly  

deserve th e  d es ig n a t io n  as a sequence,  as in  th e  c lose  of  the  

Peerson alman (ex. 72) .  At o th e r  t im es ,  th e  sequence i s  a t  l e a s t  

b u i l t  i n to  the  melodic l i n e ,  whether the  bass supports  i t  in  a 

r e g u la r  (ex. 81,  second s t r a i n )  o r  an i r r e g u l a r  (ex. 74, second 

h a l f  o f  f i r s t  s t r a i n )  manner.

The sequence may be b u i l t  in to  the  melody i t s e l f .  In Byrd's  

Queenes Alman ( i i / 2 1 7 ,  ex. 8 1 ) ,  t h e r e  i s  a sequence based on f a l l i n g

f i f th s  a t  the end o f  the  second s t r a i n , a  kind o f  sequence which became
■ '  *  1 commonplace in  the Baroque b u t  which as y e t  was an unusual occurrence.

I t  may be remembered from e a r l i e r  chap te rs  t h a t  sequences were 
no t  a r e g u la r  f e a t u r e  o f  Byrd 's  pavans and g a l l i a r d s .  This p a r t i c u l a r  
alman i s  a s e t t i n g  of  a tune  popular  on th e  c o n t in e n t ;  the  sequence in 
i t s  second s t r a i n  i s  a f e a t u r e  o f  some, a l though not  a l l ,  o f  i t s  
v e rs io n s .  Alan Brown ( in  Byrd, Keyboard Music, 1:174) notes  t h a t  i t  
i s  th e  same tune  as the  Lutheran "Von Gott w i l l  ich  n i c h t  la s sen "  used 
by Bach. This chora le  f i r s t  appeared in p r i n t  in  1572. I t  i s  s im i l a r  
to  t h a t  used f o r  a d i f f e r e n t  t e x t ,  "Helf t  mir G o t t ' s  Giite p r e i s e n . "  
These, in t u r n ,  according t o  W. Gi11es Whit taker  (The Cantatas of  
Johann Sebast ian  Bach [London: Oxford U n ive rs i ty  P re s s ,  1959J) ,  a re  
derived  from th e  s e c u la r  song "Ich ging einmal s p a z ie re n ."  The song 
a l s o  appeared in l a t e - s i x t e e n t h - c e n t u r y  sources in France under the  
t i t l e s  "Une jeune  f i l l e t t e "  and "Ma b e l l e  s i  ton ame." Under the  
l a t t e r  t i t l e  i t  appears with a l u t e  accompaniment in  Besard 's  
Thesaurus Harmonious o f  1603. This s e t t i n g  i s  q u i t e  c lose  to  the

[cont inued]



The Johnson alman in ex. 74 shows ano ther  sequence a t  the  end of  

the  f i r s t  s t r a i n  which i s  an e s s e n t i a l  p a r t  o f  the  melody i t s e l f ,  

based on the  development o f  the  motif  d iscussed  above. In a l l  of 

these  examples, th e  sequence i s  a design element used l o c a l l y  to  

i n t e n s i f y  the  d r iv e  to  the  cadence.

The use o f  sequen t ia l  r e p e t i t i o n  to  c r e a t e  success ive  phrases 

i s  an important  technique in  FVB dances and p lays a major ro l e  in the  

development o f  pe r io d ic  s t r u c t u r e s .  The anonymous alman i /6 5  (ex. 77) 

i s  b u i l t  a lmost  e n t i r e l y  on sequen t ia l  r e p e t i t i o n s .  The two halves of 

the  f i r s t  s t r a i n  a re  def ined  by such a r e p e t i t i o n .  The use of t h i s  

device accen tua tes  areas  o f  pro longat ion  and c r e a t e s  sharp phrase 

d e f i n i t i o n —as we have seen ,  i t  i s  common in FVB g a l l i a r d s ,  but not  

in pavans, where m etr ic  accen tua t ion  i s  o f ten  weak and where a r t i c u l a ­

t io n  o f  i n te r n a l  phrases i s  avoided. The p a t t e r n  o f  r e p e t i t i o n  i s  shown

- contemporaneous s e t t i n g  by Byrd; more than any o f  the  Bach s e t t i n g s ,  
i t  underscores th e  melodic sequence with a chain o f  f i f t h s  in the  
bass .

I am indebted to  Joel Cohen, d i r e c t o r  o f  the  Boston Camerata, 
f o r  acqua in t ing  me with the  French v e rs ions  of  t h i s  tune ,  which he 
n o te s ,  " turn  up in  the  [Marc-Antoine] Charpent ie r  Messe de Minuit , 
Kyrie no. 2 , "  and in ano ther  ve rs ion  "with Huron Indian words in a 
folksong c o l l e c t i o n  by T i e r s o t . "  Other ve rs ions  from French sources 
a re  d iscussed  by Gustave Reese (Music in the  Renaissance [New York: 
W.W. Norton & Company I n c . ,  1954J ,  p. 565.

The purpose o f  pursuing such an in v e s t ig a t i o n  as t h i s ,  
beyond mere c u r i o s i t y ,  i s  twofold:  one, i t  r e v e a l s  the  in t imate
connection between the  alman and the  popular song, and two, i t  aims 
to  d iscover  the  c l o s e s t  sources to the  vers ion  under d i sc u ss io n ,  so 
t h a t  the  composer's (Byrd 's )  s p e c i f i c  c o n t r ib u t io n  can be assessed .  
The information above was uncovered in an e f f o r t  to  determine whether 
the  unusual sequence in th e  Queene's Alman o r ig in a te d  with Byrd, which 
i t  apparen t ly  did not ( e s p e c i a l l y  s ince  the  Besard was in p r i n t  while  
the  Byrd s e t t i n g  only appeared in  m anuscr ip t) .  The bass l i n e  of the  
f i r s t  s t r a i n ,  however, with i t s  descending octave and i t s  c o n tra ­
puntal (s tepwise)  r a t h e r  than harmonic ( f i f t h  motion) cadence, i s  
perhaps Byrd's  c o n t r ib u t io n .
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by the  b rac k e t s ;  the  wide spans defined by the  two phrases  of  the  

f i r s t  s t r a i n  become s h o r t  spans as the  r e p e t i t i o n s  o f  the  middle and 

t h i r d  s t r a i n s  d e f ine  two-measure and even one-measure groups. The two 

s t r a i n s  of  ex. 78 and the  second s t r a i n  o f  ex.  79 show f u r t h e r  use o f  

sequent ia l  r e p e t i t i o n  to  emphasize i n t e r n a l  phras ing .

In the  Peerson alman ex. 72, the  second measure fol lows the 

f i r s t  s e q u e n t i a l l y ;  then th e  second h a l f  o f  th e  s t r a i n  fo llows as an 

expansion o f  th e  f i r s t ,  c r e a t i n g  the  1+1+2 measure s t r u c t u r e  of  the  

s t r a i n .

B u l l ' s  Duke o f  Brunswick 's Alman ( i i / 1 4 6 , ex. 82) i s  a simple

dance b u i l t  l a r g e ly  o f  r e p e t i t i o n s  o f  the  opening m oti f .  The p a t t e rn

of  r e p e t i t i o n s  desc r ib es  a type o f  rounded form in  which th e  r e tu rn

takes place  in the  second h a l f  o f  the  second s t r a i n .  Such forms are
1

unusual in  the  FVB, exceptions  inc lud ing  the  pavan Mai Sims ( i / 6 8  and 

i i / 4 4 7 ) ,  in the  form a ^ b  / /  c a ^ j , and th e  anonymous alman i i /3 7 5  

(ex. 8 3 ) ,  which has the  form a b / / c b .  Also somewhat unusual in t h i s  

Bull alman i s  th e  r e p e t i t i o n  in the  second measure, which i s  a r e ­

s e t t i n g  o f  the  f i r s t  measure. A r e - s e t t i n g  o f  melody shows a kind of  

wit  which i s  not  g e n e ra l ly  expressed in t h i s  form in  FVB dances.

F in a l ly ,  we might look again a t  the  simple Byrd alman shown 

in ex. 73 f o r  a pervasive  use o f  a s i n g l e  m o t i f .  The r e p e t i t i o n  is  

n o t ,  s t r i c t l y  speaking,  s e q u e n t i a l ,  s ince  i t  does not  occur in  a 

s t r a i g h t  descending l i n e ,  on d1 , c 1 , and b , bu t  jagg ed ly ,  on d1 , 

a ,  and b . Byrd has s u b s t i t u t e d  a broken motion f o r  the  simple

*This s ta tement  i s  a t  odds with L i t t l e  and Cusick ("Allemande") 
(see  p. 157, n. 1).
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p a r a l l e l  t e n th s  between o u te r  voices  (ex. 73b). The r e p e t i t i o n  

p a t t e rn  o f  the  f i r s t  s t r a i n ,  as well as the  rhythm of  the  b ass ,  again 

de f ines  phras ing  o f  1+1+2 semibreves.  What i s  unusual about t h i s  

alman i s  t h a t  the  second s t r a i n  a l so  opens with the  m o ti f .  There i s  

a c o n t in u i ty  between the  two s t r a i n s  such as occurs r e g u la r ly  i r  the  

Baroque b inary  dance, a technique  d i s t i n c t  from t h a t  employed in the  

t h r e e - s t r a i n  E lizabethan  dance.

Melodic Motion

In the  FVB almans t h e r e  i s  an emphasis on melody not found 

in th e  pavans and g a l l i a r d s .  Treble  l i n e s  a re  c h a ra c te r i z e d  by sharp 

rhythmic f ig u r e s  and bold i n t e r v a l l i c  o u t l i n e s .  The a l t o  l i n e  i s  

removed o r  t r a n s f e r r e d  t o  a low r e g i s t e r  to  make room f o r  a broad 

melodic t r e b l e .  The motion up to  the  high tone (which may o r  may not 

be a s t r u c t u r a l  tone)  may occur a l l  a t  once, in s tea d  o f  in the  gradual 

a rching  upwards so common among'pavans. Such i s  th e  case in  the  almans 

shown in exx. 72, 75, 77, 78, and 83, where the  course  o f  melodic 

motion is  the  gradual  f a l l  from the  high tone ,  o f te n  the  ton ic  (p e r ­

haps ornamented with i t s  upper ne ighbor) ,  to  th e  to n ic  below.

The T isd a l l  alman (ex.  75) i l l u s t r a t e s  a c h a r a c t e r i s t i c  

melodic l i n e .  The f i r s t  s t r a i n  consists o f  a s e r i e s  o f  small descents  

which to g e th e r  make up a long descent  from the  opening. While the  high 

tone i s  th e  ton ic  a 1, i t  occurs as a neighbor tone o f  g1 , as a p a r t  

o f  th e  p ro longat ion  o f  th e  mediant ,  C. The second s t r a i n  a l so  i s  made 

up o f  a s e r i e s  o f  small d e sc e n t s ,  but  these  make up a gradual ascen t  

back to  the  high tones o f  th e  f i r s t  s t r a i n ,  with a rap id  descent  a t
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the  end. This says l i t t l e  o f  the  s t r u c t u r a l  s i g n i f i c a n c e  o f  the  

tones emphasized by the  c o n to u rs ,  only to  be understood in r e l a t i o n s h i p  

to the  bass l i n e .  But because of  the  emphasis given to  the  t r e b l e  by 

i t s  motivic  c o n s t ru c t io n  and by the  alman t e x t u r e ,  th e  melody has an 

independent c h a r a c te r  found sometimes in  g a l l i a r d s  but  r a r e l y  in 

pavans.

The a r t i c u l a t i o n  o f  the  octave and i t s  upper o r  lower t e t r a -  

chords i s  an important  f e a t u r e  o f  th e  FVB almans, perhaps more 

obviously so than in the  e a r l i e r  dance ty p es .  Treble  l i n e s  may be 

plagal  (exx. 81 and 83) o r  a u th e n t i c  (exx. 73, 75, 77, and 80) .  While 

i t  i s  usual f o r  the  octave melodic range to  be extended by a neighbor 

tone a t  e i t h e r  end, some almans a c t u a l l y  have a t r u e  range even 

g r e a t e r ,  extended above o r  below to  a f u r t h e r  t r i a d i c  tone .  The range 

of  the Almain ( i i / 2 6 6 ,  ex.  78) in G-mixolydian i s  d - g 1, t h a t  o f  the  

alman i i / 1 5 8  (ex.  74) d - f 1.

The tonal  ambivalence between C and A c h a r a c t e r i z in g  exx. 72 

and 75 can be seen in th e  melodic l i n e  i t s e l f .  In ex. 75, the  T isda l l  

alman, although th e  t r e b l e  d e sc r ib e s  an octave in the  f i r s t  s t r a i n ,  

a - a 1, th e  upper a 1 i s  a neighbor tone to  g1 , which i s  heard as the  

s t r u c tu r a l  high tone ;  the  a 1 reached a t  the  end o f  the  second s t r a i n  

i s  l ikewise  an a u x i l i a r y  tone  not  heard in  i t s  ro l e  as t o n ic .  The 

Peerson example p resen ts  th e  r ev e rse  s i t u a t i o n ;  a lthough the  alman i s  

in C, the  melodic l i n e  o f  th e  f i r s t  s t r a i n  f a l l s  to  a ,  desc r ib ing  

the  seventh a - g 1. The second s t r a i n  o f  t h i s  example remains secu re ly  

in C, with a 1 achieved only as a neighbor tone .
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The Byrd alman o f  ex. 73 p resen ts  a c l e a r  melodic descen t ,  

d1-g ,  in the  f i r s t  s t r a i n ;  but  because o f  the  embellishment of  the  

middleground melodic l i n e ,  th e  melody desc r ib es  a range o f  a seventh ,  

g - f 1. In a sense ,  the  second s t r a i n ,  which begins as a sequen t ia l  

answer to  the  f i r s t ,  r e l i e v e s  some o f  the  tens ion  o f  the  f 1 by the  

achievement o f  g1, complet ing the  t o n i c - t o - t o n i c  oc tave .  This s e n s i ­

t i v i t y  to  range and contour  i s  an important  a sp ec t  o f  th e  organic  

q u a l i t y  o f  FVB melodic l i n e s .

There a re  FVB almans in which high tones a re  reached by 

increments r a t h e r  than a l l  a t  once. The Johnson alman (ex.  74) once 

again proves an e le g an t  example. The motion to  the  high tone ,  f 1, i s  

t i e d  to  the  motivic  r e p e t i t i o n s .  The rhythm of  the  a sce n t  and descent  

o f  the  f i r s t  s t r a i n  i s  a s u b t l e  p lay  o f  expansions and c o n t r a c t io n s  of  

the  m oti f .  The s h o r t  motiv ic  u n i t s ,  i t  would seem, would work a g a in s t  

the  c r e a t io n  o f  a melodic u n i ty ;  y e t  by t h e i r  p ro g res s iv e  motion up or  

down, and by t h e i r  rhythmic displacement  and expansion,  the  small u n i t s  

shown in  ex. 74b form a t r e b l e  o f  unusual i n t e g r i t y  and d i r e c t i o n .

The anonymous alman in ex. 79 s i m i l a r l y  shows a bu i ld  to  the  

high po in t  with in  the  f i r s t  s t r a i n ,  although the  motion upwards takes 

place  in dramatic  leaps  r a t h e r  than in the  small curves o f  the  Johnson 

alman. This motion reaches th e  upper t o n i c ,  e 1 , a t  the  c lose  of  the  

f i r s t  s t r a i n .  The second s t r a i n  i s  a counterbalance  to  the  f i r s t ,  

dropping down even below the  lower octave e ,  to  A. The f i n a l  s t r a i n  

m elod ica l ly  resembles the  f i r s t  in  i t s  sweep up to  a 1 from e ,  and 

then i t s  descent  to  th e  t o n ic  e 1 , although the  tonal  im p l ica t ions  of  

t h i s  s t r a i n  a re  d i f f e r e n t  from those  o f  the  f i r s t .  The leaps in the
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t r e b l e  l i n e  o f  t h i s  alman a re  not  unusual ,  although the  two-octave 

expanse o f  the  l i n e  i s  ex ce p t io n a l .

The alman which most c lo s e ly  resembles pavans in t e x tu re  as 

well as in melodic contour i s  Byrd 's  Monsieurs Alman ( i /2 3 4 ,  ex. 85). 

While the  d i r e c t i o n  o f  the  t r e b l e  i s  c l e a r ,  as shown in the  graph,  a t  

the  foreground leve l  i t  begins as i f  with success ive  en trances  in the  

manner o f  a pavan; the  melodic l i n e  o f  the  f i r s t  th re e  bars  i s  a 

composite o f  the  a l t o  and t r e b l e  vo ice s .  The t r e b l e  moves p r im ar i ly  

with in  the  confines  o f  1 to  5, g -d1 (augmented by neighbor tones a t  

e i t h e r  end) ,  u n t i l  near  the  c lose  o f  the  alman. And as in a pavan, 

while th e re  i s  some motivic  r e p e t i t i o n ,  the  melodic l i n e  i s  formed 

p r im a r i ly  o f  the  gradual a sce n ts  and d escen ts .  Also as in  a pavan, 

the  middle voices a re  a c t iv e  and coheren t .  Never the less ,  in o th e r  

r e s p e c t s  t h i s  i s  c l e a r l y  in  th e  s t y l e  o f  FVB almans, with i t s  s trong 

in te rn a l  phras ing ,  i t s  rhythmic repea ted -no te  f i g u r e  in m. 5, and i t s  

consecut ive  f i f t h s  and oc taves .

Bass Motion and Counterpoint

The basses o f  th e  FVB almans have l e s s  melodic and motivic

con ten t  than do those  o f  the  pavans o r  the  g a l l i a r d s .  In the  Bull

alman (ex. 82) one can see the  composer’s p r e d i l e c t io n  f o r  c re a t in g  

rhythmic i n t e r e s t  with syncopations and delayed to n es ,  but  t h i s  i s  

the  exception  among almans.

In o th e r  r e s p e c t s  th e  bass l i n e s  o f  the  almans resemble those

of  the  g a l l i a r d s ,  support ing  th e  t r e b l e  p r im ar i ly  with ro o t  motions

embell ished ,  to  varying degrees ,  with a u x i l i a r y  and passing to n es ;
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compare, fo r  example, the  th re e  s t r a i n s  o f  i /6 5  (ex.  77) ,  in  which 

the  bass ranges from a s t r i c t l y  suppor t ive  r o l e  (middle s t r a i n )  to  an 

e labora ted  coun te rpo in t  ( t h i r d  s t r a i n ) .  In some cases the  bass l i n e  

has i t s  own melodic shape and d i r e c t i o n ,  as in the  f i r s t  s t r a i n  of 

Monsieurs Alman (ex. 85) o r  the  Peerson alman (ex.  72). As in the  

g a l l i a r d s ,  the  bass l i n e ,  by i t s  i n t e r v a l ! i c  o u t l i n e s  and rhythms, 

g ives emphasis to  the  meter  and phras ing .

The b a s s - t r e b l e  c o u n te rp o in t ,  as in o th e r  dances,  r e l i e s  l a r g e ly  

on con tra ry  motion, a l though th e re  a re  o f ten  passages in p a r a l l e l  t en ths  

(which may form the  b as i s  f o r  sequences) .  The r e l a t i o n s h i p  o f  the  bass 

to the  inner  v o ice s ,  on th e  o th e r  hand, i s  a fun c t io n  o f  the  alman t e x ­

t u r e ,  with i t s  l e f t - h a n d  accompaniment. The undisguised consecutive  

f i f t h s  and octaves o f  ex. 85 a re  not  to  be found in FVB pavans and 

g a l l i a r d s ,  although they  a re  common occurrences in e a r ly  keyboard 

dances. '1. Where p a r a l l e l  f i f t h s  and octaves occur c o n s i s t e n t l y  as a p a r t  

of  the  accompaniment, they a re  not  heard as a breach o f  contrapunta l  

r u l e s ;  the  p a r a l l e l  1-3-5 o r  1-5-8 c o n f ig u ra t io n s  in the  l e f t  hand are  

simply expansions o f  the  bass tone i t s e l f ,  adding emphasis to  the  bass .

More o f t e n ,  however, p a r a l l e l  motion in th e  foreground i s  

avoided by embell ish ing  contrapunta l  motions.  Where these  embellishments 

a re  applied  sy s te m a t i c a l ly ,  the  r e s u l t  may be a sequence (as  in ex. 75). 

In some cases ,  p a r a l l e l  motion i s  t h i n l y  concealed by the  use o f  synco­

pa t ion  with in  th e  sequence, as in the  sequences of  the  Peerson alman 

(ex. 7 2 ) . ’

1See, f o r  example, the  Gardane g a l l i a r d s  (exx. 32b-c) .
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Summary

We have seen t h a t  major d i f f e r e n c e s  e x i s t  between pavans and 

g a l l i a r d s  o f  the  FVB in terms o f  i n te r n a l  s t r a i n  s t r u c t u r e ,  p a r t i c u ­

l a r l y  with r e s p e c t  to  the  a r t i c u l a t i o n  o f  r e g u la r  p h rases ,  while  

t e x t u r e ,  l a r g e - s c a l e  harmonic and melodic s t r u c t u r e  and the  use o f  the  

t h r e e - s t r a i n  scheme a re  s i m i l a r  f o r  th e  two dance ty p es .  The g a l l i a r d  

i s ,  on the  whole, much more sh a rp ly  rhythmic, with sharp phrase o u t l i n e s  

and sm a l le r  dimensions.

The alman, while  a moderate duple  dance, shares  with the  

g a l l i a r d  the  c h a r a c t e r i s t i c s  which s e t  i t  a p a r t  from th e  pavan, in  f a c t  

exaggera t ing  some o f  these  c h a r a c t e r i s t i c s .  The alman s t r a i n s ,  which 

a re  most o f ten  e ig h t  semibreves long ( in  comparison with the  pavan 

s t r a i n s  o f  s ix tee n  o r  more sem ibreves) ,  a re  w e l l - a r t i c u l a t e d  m e t r i c a l l y  

and a re  g e n e ra l ly  subdivided in to  four-semibreve  p h rases ,  which may in 

tu rn  be f u r t h e r  subdiv ided .  Many elements o f  des ign—m oti fs  and t h e i r  

r e p e t i t i o n ,  c ad e n t ia l  formulas ,  melodic motion—c o n t r ib u te  to  the  

a r t i c u l a t i o n  o f  these  ph rases ,  as in  th e  case o f  the  g a l l i a r d s ;  in the  

pavans, d e s p i t e  t h e i r  much g r e a t e r  l e n g th ,  a l l  design elements work 

to g e th e r  to  avoid i n t e r n a l  phras ing  and even to  obscure the  downbeat.

The t e x tu r e  o f  FVB g a l l i a r d s  i s  s l i g h t l y  th in n e r  than t h a t  

of  the  pavans, with  l e s s  im i ta t io n  and a more prominent t r e b l e .  While 

some FVB almans a re  in  fou r  v o ice s ,  many a re  in th re e  voices  o r  in a 

melody-and-accompaniment s e t t i n g .  The voices a re  not  t r e a t e d  e q u a l ly ,  

but a s t rong  t r e b l e - b a s s  p o l a r i t y  e x i s t s ,  with rhythmic ro o t  motion to  

accompany a d i s t i n c t l y  melodic t r e b l e .  The in n e r  v o ice s ,  which in the
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pavan and in many g a l l i a r d s  p a r t i c i p a t e  in  im i t a t i o n ,  in the  alman 

a re  c l e a r l y  s u b s id ia ry  to  th e  o u te r  vo ice s .  Where the  a l t o  i s  omitted 

or  i s  moved down to  th e  l e f t - h a n d  block chords ,  the  t r e b l e  can move 

through a wide span to  c r e a t e  d i s t i n c t i v e  melodies with many melodic 

sk ip s .  The e x is te n ce  o f  a so n g - l ik e  upper voice in the  FVB alman may 

be a r e s u l t  o f  th e  h i s t o r i c a l  connection between the  alman and the  

popular  song.

The almans make much use o f  s h o r t  m oti fs  which may be s t rung  

to g e th e r  t o  form phrases .  The sha rp ly  def ined  rhythmic c h a ra c te r  of  

these  m o t i f s ,  many o f  which involve  melodic sk ips  o f  fo u r th s  or  

f i f t h s ,  i s  a d i s t in g u i s h in g  f e a t u r e  of  th e  alman.

Sequentia l  r e p e t i t i o n  i s  an important  s t r u c tu r i n g  device in 

the  alman. Short  i n t e r n a l  sequences occur as e la b o ra t io n s  o f  tonal  

motions,  i n t e n s i f y in g  the  d r iv e  to  the  cadence.  Sequential  r e p e t i t i o n  

involving e n t i r e  phrases i s  used to  c r e a t e  p a ra l l e l i s m  between the two 

halves o f  a s t r a i n .  The e ig h t  semibreves o f  the  s t r a i n  may be sub­

divided not j u s t  once but  twice in t h i s  manner. The p a t t e r n  we have 

seen in some g a l l i a r d s  o f  1+1+2 measures i s  a common r e s u l t  o f  t h i s  

s t r u c tu r i n g .

The t h i r d  r e l a t i o n s h i p  i s  important  in  middleground prolonga­

tions in the  almans. There may even be an ambivalence between two tonal  

a r e a s ,  so t h a t  i t  i s  unc lea r  u n t i l  the  end whether the  r e l a t i o n s h i p  i s  

between VI and I o r  I and I I I .  In some i n t e r e s t i n g  c a se s ,  the  use of 

the  t h i r d  r e l a t i o n s h i p  s t r u c t u r a l l y  i s  t i e d  to  the  use o f  the  motivic  

t h i r d .
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Modal usage seems to  have a l t e r e d  by the  time o f  the  FVB 

almans. We f in d  a s h i f t  to  sharp keys and a use o f  major r a t h e r  than 

minor modes. In the  unusual keys t h a t  begin to  appear ,  such as E and 

A major, th e re  i s  pervasive  modal mixture  between major and minor which 

was in f req u en t  in  the  pavans and g a l l i a r d s .  I t  i s  hard to  say what the  

musical s ig n i f i c a n c e  o f  t h i s  s h i f t  i s .  Perhaps the  ex tens ive  modal 

mixture and th e  breakdown of  the  system of  t r a n s p o s i t io n  s igns  are con­

nected with the  inc reas ing  o rgan iz ing  power o f  t o n a l i t y ;  the  s t r e n g th  

o f  the  to n ic  can perhaps f r e e  th e  music from adherence t o  mode.

The almans a re  more o f ten  in two than in th re e  s t r a i n s .  The 

t h r e e - s t r a i n  almans a re  c o ns t ru c ted  much l i k e  the  pavans and g a l l i a r d s ,  

with a to n ic -d e f in in g  f i r s t  s t r a i n ,  a middle s t r a i n  which prolongs or  

moves to  a new a re a ,  most o f ten  V, and a c lo s in g  s t r a i n  which r e tu rn s  

to  the  t o n i c .  The c o n t in u i ty  between th ese  s t r a i n s ,  however, i s  much 

g r e a t e r  in th e  almans than in  th e  e a r l i e r  dance types .  Such c o n t in u i ty  

i s  achieved through th e  use o f  anac ru s is  connections between s t r a i n s ,  

f o r  example, and through th e  ov e ra l l  un iformity  of  t e x t u r e .  New tonal  

forms come in to  being with th e  tw o -s t r a in  alman. Here th e  p r i n c i p le  

o f  c o n t r a s t  between s t r a i n s ,  t o n a l ,  m o t iv ic ,  o r  o the rw ise ,  i s  abandoned 

f o r  a p r i n c i p l e  o f  c o n t in u i ty  such as we l a t e r  f in d  in the  Baroque 

binary form. The tonal  s t r u c t u r e  o f  th e  b inary  alman v a r i e s .  In most 

cases the  f i r s t  s t r a i n  i s ,  ag a in ,  a to n ic  p ro lon g a t io n ;  the  tonal  

depar tu re  and re tu rn  which occurred in the  middle and t h i r d  s t r a i n s  

of  the  t e r n a r y  dance here  occur w i th in  th e  second s t r a i n .  The lack  

of  c o n t r a s t  between s t r a i n s ,  which may extend to  the  use o f  the  same 

motivic  m ater ia l  f o r  bo th ,  o r  to  a p a ra l l e l i s m  between s t r a i n s  c rea ted
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by sequen t ia l  r e p e t i t i o n ,  s e t s  a p a r t  the  b inary  alman from th r e e -  

s t r a i n  dances.



Chapter VI 

THE CORANTO

As i t s  name su g g e s t s ,  the  coranto  o r  courante  i s  in o r ig in  a 

running dance. Morley c h a ra c te r i z e d  the  coranto  as a " t r a v i s in g  and 

running" dance, while  the  r e l a t e d  v o l t e  or  1avo l ta  was a " r i s i n g  and 

leaping" dance. These, a long with the  heav ie r  b ran le  double or  

b ran le  de Poitou and the  more complex g a l l i a r d ,  were the  t r i p l e - m e te r  

dances of  Morley 's  t ime.*

The Coranto before  the  FVB

The o r ig in s  of  th e  coran to  a re  obscure.  J u s t  as the  duple 

dance o f  s i x t e e n th - c e n tu r y  German c o l l e c t i o n s  appearing under the  

t i t l e  Tanz can be considered  to  be the  e a r ly  alman, the  T r ip la  o f  the  

same c o l l e c t i o n s  ( c a l le d  Proportz  or  Nachtanz) i s  o f  the  coranto type .  

The name "courante" i s  f i r s t  used in r e fe rence  to  a pantomimic dance
p

in Clement Marot 's  E p i t re  des dames de Pa r is  (1515), but  the  e a r l i e s t  

known music a s so c ia ted  with the  t i t l e  i s  the  Courante du Roy in B. 

Schmid's t a b l a t u r e  o f  1577.3 I t  may be t h a t  the  b ran le  courant  (such

*Morley, A P la in  and Easy I n t r o d u c t io n , p. 297.
o

Paul N e t t l , The S tory  of  Dance Music (New York: Greenwood 
P ress ,  1947), p. 103.

3
See Wilhelm Merian,  Per  Tenz in  den d e u tsc h e n  T a b u la tu r e n -

bUchern ( L e i p z i g :  B r e i t k o p f  & H S r t e l , 1 9 2 7 ) ,  p.  112 .



as t h a t  found in the  1550 Danceries o f  Gervaise)  i s  th e  t r u e  p re ­

curso r  o f  the  l a t e - s i x t e e n t h - c e n t u r y  c o r a n t o .1

Arbeau desc r ib es  the  coran to  and th e  v o l t e  as two very

d i f f e r e n t  dances, the  coranto  being a duple-meter  dance with panto-
?

mimic o r ig in s  and the  v o l t e  being a reg iona l  g a l l i a r d .  But by the  

seventeenth  century  the  coranto  had emerged as a popular  t r i p l e  meter 

dance in I t a l y  and France. The e a r ly  sev en teen th -cen tu ry  coran to  i s  a 

l i g h t  t r i p l e - m e t e r  dance, o f ten  with running melodic f i g u r e s  and do t ted  

rhythms. These c h a r a c t e r i s t i c s  became a s so c ia te d  with th e  seventeenth  

century  I t a l i a n  vers ion  o f  the  dance, the  c o r r e n t e , which appears in 

the  music o f  Schein, F re sco ba ld i ,  C o r e l l i ,  and J . S .  Bach; " i t  appears 

to  be the  d i r e c t  outgrowth o f  the  l a t e  16 th -cen tu ry  type as exemplif ied  

in the  F i tzw il l iam  Virginal  Book."^  A second type  o f  co ran to ,  the  

couran te ,  developed in  the  course  o f  the  seventeen th  cen tu ry ;  t h i s  

l a t e r  ty p e ,  a slower more complex composit ion o f te n  in compound meter 

with s h i f t s  between 3/2 and 6 / 4 ,  in some ways rem in iscen t  o f  the  

g a l l i a r d  in i t s  m a tu r i ty ,  developed among French l u t e n i s t s  and 

c l a v e c i n i s t s ;  i t  i s  a l so  found in  many o f  Bach's  keyboard s u i t e s  

and in h is  C-minor c e l l o  s u i t e .  The courante  i s  not  a dance o f  

the  English v i r g i n a l i s t s ,  and so w i l l  not  appear f u r t h e r  in t h i s

■̂ Marc Honneger, "Courante,"  in  D ic t io n n a i re  de l a  Musique— 
Science de l a  Musigue ( P a r i s :  Bordas, 1976), p. 166.

2
Arbeau, Orchesography, pp. 119 and 123.

^Apel, H is tory  o f  Keyboard Music to  1700, p. 260.

^ A p e l , "Courante ,"  in  Harvard D i c t i o n a r y  o f  M u s ic , p. 211 .



d isc u ss io n .*  Although not  as well rep resen ted  in the  FVB as a re  the  

pavan, the  g a l l i a r d ,  and th e  alman, the  coranto  i s  o f  h i s t o r i c a l  

importance as "a fash ion  which began to  show i t s e l f  in  the  e a r ly  years  

o f  the  seventeenth  c en tu ry ,  and which, with many composers, e s p e c i a l l y
p

in France,  developed in to  an almost  obsess ive  preoccupa t ion ."

The Coranto in the  FVB

There a re  f i f t e e n  compositions in the  FVB named "co ran to ,"  of  

which two ( i i / 3 0 9  and i i / 4 1 4  [no.  264]) a re  n ear ly  i d e n t i c a l .  Four 

more compositions must be grouped with co ran tos :  B u l l ' s  Dr. B u l l ' s  

Ju e l l  ( i i / 1 2 8 )  and The Duchesse o f  Brunswick's Toye ( i i / 4 1 2 ) ,  which 

appear in o th e r  sources as c o ra n to s ,  and two o th e r  " to y s ,"  i i / 2 6 0  

(which i s  i d e n t i c a l  with th e  coranto  i i / 2 6 7  [no.  204]) and the
3

anonymous toy  i i / 4 1 8 .  These n ineteen  compositions form the  main body

There i s  no d i r e c t  evidence t h a t  t h e -c o r re n te  developed from 
the  English co ran to .  N e i the r  i s  t h e r e  a means o f  e s t a b l i s h i n g  the  
o r ig in  o f  the  French couran te .  One would suppose from c i rc u m s ta n t ia l  
evidence ( l o c a t io n s  of  m anuscr ip ts ,  p u b l i c a t i o n s ,  t r a v e l s  o f  m usic ians ,  
e t c . )  t h a t  t h i s  d i s c o n t i n u i ty  i s  ap paren t ,  not  r e a l ,  and r e s u l t s  from 
an absence o f  m ater ia l  evidence .  The s p e l l i n g  "coranto" i s  used here 
to  r e f e r  to  the  e a r l i e r  dance which preceded the  d i f f e r e n t i a t e d  
c o r ren te  and couran te .

There i s  an e x c e p t io n a l ,  and perhaps h i s t o r i c a l l y  important ,  
c o u ra n te - l ik e  coranto  by Orlando Gibbons (no. 39 in Orlando Gibbons, 
Keyboard Music). Some of  th e  FVB corantos  which a re  also rhythmically 
complex may have developed from the  g a l l i a r d ,  which should be pursued 
as a p o s s ib le  a n ce s to r  o f  th e  French couran te .

2
Poulton,  in  Dowland, The Col lected  Lute Music, p. 336.

O
Although "toy" a p p l ie s  to  "a s h o r t ,  l i g h t  genre p iece" (Reese, 

Music in the  Renaissance , p. 847, n . ) ,  th e re  i s  good reason to  ca l l  
t h i s  l a s t  p iece  a co ran to .  A fou r th  FVB "toy" ( i i / 4 1 3 )  i s  a duple 
dance in two s t r a i n s ,  p o ss ib ly  an alman.

As w i l l  be seen ,  the  FVB corantos a re  themselves " s h o r t ,  
l i g h t "  c h a r a c te r  p i e c e s ,  and i t  i s  no coincidence t h a t  c o ra n to - l i k e

[cont inued]



of  Table 12, which in d ic a t e s  coranto  schemes. Other compositions which 

have much in common with the  co ra n to s ,  inc lud ing  severa l  " g i g g e s / 1 

Munda.y's Joy ( i i / 4 4 9 )  and th e  l a v o l t a s  o f  Byrd, a re  shown f o r  com­

parison in Table 13, and appear in  th e  d iscu ss ion  o f  p a r t i c u l a r  s t y l e  

c h a rac te r i s t i c s . '* '  Schemes f o r  a d d i t io n a l  corantos  by Byrd and Bull 

not  found in th e  FVB a re  given in Table 14.

The d isc u ss io n  i s  expanded beyond th e  o r ig in a l  f i f t e e n  FVB 

corantos in  p a r t  because th e  sampling i s  o therwise  too small to  allow 

f o r  much g e n e r a l i z a t i o n .  G e n e ra l iza t io n  i s  d i f f i c u l t  f o r  more s i g n i f i ­

can t  reasons ,  however: the FVB corantos  show no consistency with respect  

to  one o f  the  most important  o f  dance c h a r a c t e r i s t i c s ,  th e  arrangement 

and in te rn a l  o rg an iz a t io n  o f  s t r a i n s .

By f a r  the  m a jo r i ty  o f  FVB corantos  a re  anonymous. In c o n t r a s t ,  

a l l  o f  the  pavans have a t t r i b u t i o n s  in th e  manuscript  (al though some 

may be i n c o r r e c t ) ,  as do a l l  but two o f  the  g a l l i a r d s ;  even among the

almans, only e ig h t  o f  the  twenty-two (no t  counting two a l t e r n a t e  v e r ­

s ions  o f  Byrd almans) a re  anonymous. T h is ,  to g e th e r  with the  r e l a t i v e  

s im p l i c i t y  o f  th e  c o ra n to s ,  suggests  t h a t  t h i s  dance type was a new­

comer to  the  realm of  a r t  music, not  y e t  a popular  v eh ic le  f o r  musical

compositions appear  under o th e r  names. One Farnaby c h a ra c te r  p ie c e ,
His Rest ( i i / 2 6 1 ) , i s  s u b t i t l e d  "G a l ia rd ,"  but  in meter ,  t e x t u r e ,  
l en g th ,  and c h a r a c t e r  i s  a c t u a l l y  a co ran to .

The toy i i / 4 1 3  i s  a t t r i b u t e d  to  Farnaby by Glyn, although
without  r e fe ren ce  to  source (Giles  Farnaby, Se lec ted  P ie c e s , ed. 
Margaret Glyn [London: S t a in e r  & B e l l ,  1927], p. 4 ) .

*The gigge or  j i g  became a w e l l -d e f ined  dance type in the  
Baroque. But in the  FVB i t  i s  poorly d i s t in g u i s h e d  from the  coran to .  
Morley does not  d e f ine  i t s  c h a r a c t e r i s t i c s ;  as i t  i s  o f  B r i t i s h  o r i g i n ,  
i t  does not appear  in Arbeau and o th e r  s ix t e e n th - c e n tu r y  co n t in en ta l  
so u rc es .



express ion  among the  important  composers. This i s  co rrobora ted  by 

the e x is ten ce  o f  only one l u t e  coranto  by Dowland. The exceptional  

case i s  t h a t  o f  B u l l ,  whose coran tos  a re  not  well r ep resen ted  in 

the  FVB (see  Table 14).

Another in d ic a t io n  o f  th e  s tage  o f  development o f  the  coranto  

i s  i t s  a s s o c i a t io n  with popular  dance tu nes .  All t h r e e  Byrd corantos 

found in  the  Neve!1s book a re  based on popular  tun es .  The F i r s t  

French Coranto, a l so  found in  the  FVB ( i i / 3 0 5 ) ,  i s  based l a r g e ly  on 

a tune v a r io u s ly  known as "La dama l e  demanda" and La Pavana I t a l i a n a , 

both s e t  by Cabezon, and "Belle  qui t i e n t  ma v i e , "  found in a fo u r ­

voiced s e t t i n g  in Arbeau. The Second French Coranto o f  Byrd e x i s t s  

in a much s impler  anonymous s e t t i n g  as FVB i i / 2 6 8 . And a l l  th r e e  

corantos appear in one continuous s e t t i n g  in a l a t e - s i x t e e n t h - c e n t u r y

l u t e  m an u sc r ip t .1 The Byrd l a v o l t a s ,  to o ,  a re  s e t t i n g s  o f  popular
2

tunes .

Although the  corantos  became important  s u i t e  movements in 

Germany and France, the  coran tos  o f  the  v i r g i n a l i s t s  occur as unpaired

See T u t t l e ,  "William Byrd," d . 201, and Brown, in h is  
notes to  h is  e d i t i o n  o f  Byrd 's  keyboard music (Byrd, Keyboard 
Music; 1 , 1:176).  The Cabezon appears in Fe l ipe  P e d r e l l , e d . ,  
Hispaniae Schola Musica Sacra (Barcelona: Juan Bta. P u jo l ,  1898), 
8:6 and 10. The l u t e  s e t t i n g  i s  in  B r i t i s h  Museum Hirsch ms.
M1353, c. 1590.

Many almans and coran tos  have such a p p e l l a t i o n s :  a French 
alman, a German alman, an English toy ,  e t c .  But in  th e  case of  the  
co ran to ,  the  m odif ie r  "French" i s  p a r t i c u l a r l y  common. Despite the  
s p e l l i n g  "co ran to ,"  favored by the  Engl ish ,  th e  Elizabe thans  may 
have a s so c ia ted  t h a t  dance most with the  French. An a l t e r n a t i v e  
explana t ion  i s  t h a t  the  "French" corantos  a re  based on tunes which 
the  composers thought  to  be French.

^According t o  Brown (B yrd ,  Keyboard M u s ic , 1 : 1 2 0 ) .
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d a n ce s .1 The FVB coranto  might be thought o f  as a l a t e r  c o u n te rp a r t  

to  the  g a l l i a r d .  Like the  alman in i t s  r e l a t i o n  to  the  pavan, the  

coranto  i s  l i g h t e r ,  s im p le r ,  s h o r t e r ,  and more tuneful  than i t s  p re ­

decessor .  I t  i s  w r i t t e n  in sm a l le r  time values (6/4 ins tead  o f  6/2)  

in most c a se s ,  with l i t t l e  o f  the  rhythmic complexity exp lo i ted  in 

the  g a l l i a r d .  Like the  alman, the  coranto  shows s igns  o f  p ro g re s s iv e ­

ness with r e s p e c t  to  key and mode. All of  the  FVB co ran to s ,  as well 

as the  r e l a t e d  l a v o l t a s  and gigges and most o f  the  sh o r t  c h a ra c te r  

p ie c e s ,  appear l a t e  in the  manuscript  ( in  volume I I  of  the  e d i t i o n ) .

This may be the  r e s u l t  o f  l a t e r  composit ion, or  simply o f  T reg ian 's
p

a s s o c ia t in g  c e r t a i n  s t y l e s  and genres .  Evidence suggests  t h a t  in the  

FVB coranto  we f in d  an e a r l y  c u l t i v a t i o n  of  a dance which was to  play 

a major ro l e  in Baroque keyboard l i t e r a t u r e .

Scheme

Morley p re s c r ib e s  t h a t  the  coranto  "be made in s t r a i n s ,  e i t h e r  

two o r  th re e  as sh a l l  seem b e s t  to  the  maker." The corantos o f  the  

FVB a re  w r i t t e n  in a wide range o f  schemes. Like the  almans, they may 

be c l a s s i f i e d  as two- o r  t h r e e - s t r a i n  dances (Table 12). There a re  

among the  coran tos  p ieces  w r i t t e n  in th e  c o n t r a s t in g  th re e  s t r a i n s  

t h a t  we found common f o r  e a r l i e r  dance types ( i i / 3 0 9 ,  ex. 103; i i / 4 1 5 , 

ex. 89; i i / 4 1 8 ; i i / 3 1 1 , ex. 94). More o f t e n ,  corantos  of  the  FVB

*But see pp. 191 f f .  below.

C e r ta in ly  the  manuscript  i s  not  organized c h ro no lo g ica l ly ;  the  
T a l l i s  compositions occur in the  middle of  the  FVB. But i f  the  corantos  
were o f  l a t e r  a u th o rsh ip ,  perhaps they were a lso  acquired l a t e r  by 
Tregian.

3
Morley, A P la in  and Easy In t r o d u c t io n , p. 297.
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and o th e r  v i rg in a l  sources a re  in the  tw o -s t r a in  scheme most usual 

f o r  almans. But th e re  a re  a l s o  many corantos  in which the  b rev i ty  

of  the  dance, the  p ropor t ions  o f  the  s t r a i n s ,  and the  in te rn a l  

s t r a i n  r e p e t i t i o n s  c r e a t e  forms which do not f i t  n e a t ly  in to  e a r l i e r  

c a te g o r i e s .  As in d ic a te d  in Tables 12-14, the  m a jo r i ty  o f  corantos 

do not  have va r ied  r e p r i s e s  to  s e t  a p a r t  s t r a i n s ,  and in f a c t  some do 

not make c o n s i s t e n t  use o f  double ba rs .

The anonymous toy i i / 2 6 0  (ex. 86; i t  appears  as "Corranto"

C i i /2 6 7 ] ) i s  an example o f  a b r i e f  c h a r a c te r  p iece  organized in phrases 

r a t h e r  than s t r a i n s .  Because o f  the  r e p e t i t i o n  o f  the  f i r s t  two bars 

an octave down (an exceptional  device  p o ss ib le  only because o f  the  very 

narrow t e s s i t u r a  and spa rse  t e x t u r e  o f  t h i s  p i e c e ) ,  we can id e n t i f y  a 

f i r s t  phrase o r  " s t r a i n . "  The two subsequent phrases can be i d e n t i f i e d  

by the  use o f  the  c h a r a c t e r i s t i c  coranto  running m oti f  and by the  

harmonic motions a r t i c u l a t e d .

Another s h o r t  coranto  with a phrase p a t t e r n  r a t h e r  than a s t r a i n  

p a t t e r n  i s  the  Byrd coranto  i i / 3 5 9  (ex. 87) .  In t h i s  dance the  r e p e t i ­

t io n  p a t t e r n  a b c c ' ,  and the  f a c t  t h a t  the  two "c" phrases to g e th e r  a re  

equal in  leng th  to  the  "a" and "b" phrases taken to g e th e r  ( t h a t  i s ,  

s ix teen  dotted-minim f e e t ) ,  makes t h i s  sound as much l i k e  a tw o -s t ra in  

dance, a b / c c ' ,  as one in t h r e e  s t r a i n s .

The anonymous coran to  i i / 2 6 8  (ex. 98) ,  a tw o -s t r a in  dance 

according to  the  double bars  in the  manuscr ip t ,  occurs in a s e t t i n g  by 

Byrd as the  Second French Coranto (Table 14; no. 21b in Byrd, Keyboard 

Music, vol .  1 ) ,  where i t  i s  in d ica ted  as a t h r e e - s t r a i n  dance. The



f a c t  i s  t h a t  i t  i s  a th ree -p h ra se  dance which may have e i t h e r  a two- 

or  t h r e e - s t r a i n  r e p e t i t i o n  scheme.

Rounded schemes, in  which motivic  m ater ia l  o f  the  f i r s t  s t r a i n  

recurs  in some l i t e r a l  o r  recogn izab le  form in  l a t e r  s t r a i n s ,  a re  not 

t r a d i t i o n a l  f o r  pavans and g a l l i a r d s ,  but  appear among almans occasion­

a l l y . *  Among FVB corantos  th e re  a r e ,  bes ides  the  mono-motivic composi­

t io n s  l i k e  ex. 86, p ieces  in  which motivic  r e tu r n s  c r e a t e  rounded forms. 

Byrd 's  coranto  i i / 3 0 5  (ex. 88) seems to  be based on the  tw o -s t ra in  

pavan tune known as "Belle  qui t i e n t  ma vie"  or  "La dama l e  demanda."

But un l ike  the  s e t t i n g s  of  those  tun es ,  the  Byrd coranto  i s  w r i t t e n  

in a rounded scheme in which the  two s t r a i n s  a re  in the  form A^qj //BA 

"A" i s  e ig h t  f e e t  long ,  and "B" i s  fo u r ;  but  i n te r n a l  r e p e t i t i o n  in the  

f i r s t  s t r a i n  extends A ^ j  to  twelve f e e t ,  balancing e x a c t ly  the  second 

s t r a i n  o f  BA^c j .  Thus the  p ropo r t io n s  o f  t h i s  dance r e in f o r c e  i t s  two- 

s t r a i n  scheme r a t h e r  than sugges t ing  th re e  s t r a i n s .

The r e l a t i v e  p ropor t ions  o f  the  s t r a i n s  a l s o  plays a p a r t  in 

the  scheme o f  th e  coranto  i i / 4 1 5  (ex.  89) .  The r e p e t i t i o n  scheme 

c l e a r l y  d e f ine s  th re e  s t r a i n s .  But AA' i s  e x a c t ly  the  l e n g th ,  s ix tee n  

f e e t ,  o f  BB'C. In a d d i t i o n ,  the  second h a l f  o f  A i s  near ly  id e n t i c a l  

to  the  second h a l f  of  C. The coranto  sounds something l i k e  a rounded 

b inary  dance. Other coran tos  in which s t r a i n s  a re  l inked  by common

*See pp. 157-58.
2
The pavan "Belle  qui t i e n t  ma v ie"  i s  in  Arbeau's  

Qrchesograph.y, pp. 60-64. S e t t i n g s  o f  "La dama l e  demanda," a lso  
c a l l e d  the  Pavana I t a l i a n a , a re  on pp. 6 and 10 of  P e d r e l l ,
Hispaniae Schola Musica S a c ra , vo l .  8.

" (o)"  and " (c ) "  s i g n i f y  open and c losed  endings r e s p e c t iv e ly .
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endings a re  the  anonymous coran to  i i / 3 1 0  (no. 225, ex. 90) ,  B u l l ' s  

A Gigge. Doctor B u l l ' s  my s e l f e  ( i i / 2 5 7 , ex. 91) ,  and the  Corranto 

Lady Riche ( i i / 4 1 4 ,  ex. 96).

Ternary form as i t  i s  commonly i d e n t i f i e d ,  with a f u l l  r e tu rn  

of  the  f i r s t  " s t r a i n , "  ABA, does not  o r d i n a r i l y  occur in Elizabethan 

dance. I t  i s  p o s s ib l e ,  however, t h a t  the  Bull gigge o f  ex. 91 i s  

intended to  be in  t e r n a r y  form, suggested by the  dangling upbeat 

which occurs a t  the  end o f  th e  second s t r a i n  (shown in parentheses  

in the  example).*

The inventory  o f  coranto  schemes could con t inue .  But the  

only general  s ta tem ent  t h a t  can be made i s  t h a t  th e re  a re  many 

exceptional  schemes. The coran to  was a p pa ren t ly  in  a formative s t a g e ,  

and was sometimes used as a c h a r a c t e r  p iece ;  i t  was th e r e f o re  sometimes 

t r e a t e d  without  the  normal dance c o n s t r a i n t s .  Along with these  e x p e r i ­

mental forms th e re  a re  th e  corantos  in t r a d i t i o n a l  scheme which show 

the  a t t e n t i o n  to  s t r u c t u r e  t h a t  i s  ty p ic a l  o f  o th e r  FVB dance types .

Two dances by Bull can serve  as examples.

B u l l ' s  Duchesse o f  Brunswick 's Toye ( i i /4 1 2 ,  ex. 92) i s  a

s h o r t ,  we l l-ba lanced  tw o -s t r a in  co ran to .  The repeated  I-V motion of  

the  f i r s t  s t r a i n  i s  answered by the  repeated  a r r i v a l s  on the  to n ic  in 

the  second s t r a i n .  The predominantly downward melodic motions in the  

f i r s t  s t r a i n  a re  answered by the  upward motions o f  the  second. And 

even the  major mode i n f l e c t i o n s  o f  the  second s t r a i n  can be heard as 

an answer to  the  minor o f  th e  f i r s t  s t r a i n .  The economy of  t h i s

*Howard Ferguson, "Repeats and Final Bars in the  F i tzw il l iam  
Virginal  Book," Music and L e t t e r s  43 (1962):  346.
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dance i s  much l i k e  t h a t  o f  th e  Duke o f  Brunswick's Alman ( i i / 1 4 6 ,  

ex. 8 2 ) ,  with which i t  was probably p a i r e d . 1

The t r u e  t h r e e - s t r a i n  corantos  a re  cons t ruc ted  much l i k e  the 

g a l l i a r d s .  Those which most resemble the  g a l l i a r d s  a re  Dr. B u l l ‘s 

Ju e l l  ( i i / 1 2 8 , ex. 93) and the  anonymous coranto  i i / 3 1 1  (ex. 94) .

Both o f  these  have longer  s t r a i n s  than most corantos  ( s ix tee n  f e e t ) ,  

long enough so t h a t  th e  s t r a i n s  can subdivide in to  phrases .  The 

p r i n c i p l e  o f  motivic  c o n t r a s t  underlying most pavans and g a l l i a r d s  

a lso  a r t i c u l a t e s  th e  s t r a i n s  o f  these  co ran tos .  At th e  same t ime, 

both corantos  a re  u n i f ie d  by design elements—the  Bull co ran to ,  by the  

recurrence  of  the  mixolydian bVII, th e  coranto  i i /3 1 1  by the  vocal 

en trances  and a n t i  phonal r e p e t i t i o n s  o f  each s t r a i n .  But th e re  i s  

more a r t i c u l a t i o n  than c o n t in u i ty  between s t r a i n s  a t  the  foreground 

l e v e l ,  d e f in in g  the  evenly proport ioned t h r e e - s t r a i n  scheme which 

was s tandard  f o r  the  pavan and g a l l i a r d .

Although none o f  th e  FVB corantos a re  pa ired  with almans, 
the  Duchesse of  Brunswick 's Toye i s  c l e a r l y  r e l a t e d  to  B u l l ' s  Duke 
of Brunswick's Alman (1 i / l4 6 )  (Chapter V, ex. 82) .  This r e l a t i o n -  
sh ip  i s  s t r o n g e s t  a t  the  opening, with the  melodic r e p e t i t i o n  
in the  second measure (unusual among FVB dances) and the  accom­
panying motions to  V. The two appear,  but  not  p a i r e d ,  in  
Drexel ms. 5612 (New York Publ ic  L ib ra ry ) ,  where th e  alman i s  
c a l l e d  A Toy and the  Duchesse o f  Brunswick's Toye i s  c a l l e d  A 
Coranto . In th e  P a r i s  Conservato ire  ms. Res. 1185, an important  
source o f  B u l l ' s  music,  they  appear as nos. 64 and 65, u n a t t r ib u t e d ,  
e n t i t l e d  Almaine. The Duke o f  Brunswike and Most sweet,  and f a y r e .
On the  b a s i s  o f  t h e i r  adjacency here as well as t h e i r  t i t l e s  in 
FVB, they might be considered  pa ired  dances. See M.L. Pereyra ,
"Les Livres  de Virginal  de l a  Bib l io theque du Conservato ire  de 
P a r i s , "  Revue de Musicologie 12 (February 1931): 22-32, f o r  a 
d e s c r ip t io n  o f  th e  co n ten ts  o f  Rds. 1185.
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Mode and Key

The corantos o f  the  FVB e x h i b i t  the  same tendencies  as do 

the almans with r e s p e c t  to  mode and t o n a l i t y .  As compared with 

the pavans and g a l l i a r d s ,  th e re  i s  a s h i f t  in  the  use of the  to n ic s  

towards the  sharp s id e —FVB coran tos  use only C, G, D, and A as t o n i c s — 

and an increased  use o f  sharp keys (G, D, and A major) and a l t e r e d  modes 

(Table 15). As in  the  almans, some o f  the  major-minor mixture seems to  

be a s so c ia te d  with the  use o f  unusual sharp keys— in t h i s  case ,  with A 

major. There i s  again a s l i g h t  predominance o f  major over minor mode 

types among FVB coran tos .

The l i g h t e r  and s im pler  FVB corantos  a re  a l s o  g e n e ra l ly  the  

l e s s  modally co lored .  N e i the r  o f  the  dorian  coran tos  e x h ib i t s  d i s ­

t in g u ish in g  dorian  c h a r a c t e r i s t i c s :  a tendency to  prolong the 

super ton ic  as opposed to  tones on th e  f l a t  s id e  o f  the  t o n i c ,  pa r ­

t i c u l a r l y  the  submediant. But because both a re  very s h o r t ,  th e re  i s  

hardly  the  time f o r  p ro longat ions  beyond the  to n ic  and dominant such 

as we f in d  in  pavans and g a l l i a r d s .

Although bVII occurs n a t u r a l l y  in our modern minor s c a l e ,  

i t s  p ro longat ion  i s  a p a r t i c u l a r l y  prominent f e a t u r e  of  the  modal 

dances,  both minor and mixolydian.  The ro l e  o f  VII as both the  upper 

t n i r d  o f  the  dominant and a support  f o r  4 in  a t r e b l e  descent  from 5 

i s  ev iden t  in the  dorian-minor coran to  i i / 3 1 0  (ex. 90, f i r s t  s t r a i n ,  

mm. 3 and 5, and second s t r a i n ,  mm. 1 and 5 ) .  The subdominant which 

occurs in m. 5 of  the  f i r s t  s t r a i n  func t ions  as app l ied  dominant to  

VII and as a vo ice - lead ing  chord to  break up the  p a ra l l e l  motion 

between I and VII. However, p a r a l l e l  f i f t h s  a re  common in the



accompanying l e f t  hand among the  s impler  keyboard dances,  and the  

f i f t h s  c rea ted  between I and VII a re  not n e c e s s a r i l y  avoided,  as a t  

the  opening o f  the  second s t r a i n  (shown in ex. 90). While 

the  F t r i a d  t h a t  occurs in s t r a i n  2, m. 3 o f  t h i s  coranto  a l s o  supports  

4 in the  t r e b l e  descen t ,  i t  occurs w ith in  a p ro longat ion  o f  I I I  and 

thus has a loca l  harmonic f u n c t io n ,  a more modern usage as the  dominant 

o f  I I I .

Both Dr. Bui1 1s J u e l l  ( i i / 1 2 8 ,  ex. 93) and th e  coranto  i i / 3 1 1  

(ex. 94) e x h ib i t  c l e a r  mixolydian c h a r a c t e r i s t i c s  in the  prominence of  

the  subdominant, ev iden t  in the  opening o f  ex. 94 and in i t s  second 

s t r a i n ,  and in the  tonal  ambiguity o f  ex. 93. The lowered seventh 

degree i t s e l f ,  f H, plays a modest r o l e ,  opening the  second s t r a i n ,  in 

ex. 94, and never occurs as a neighbor r o o t ,  VII ,  o f  the  to n ic  (F*f as 

I I I  o f  the  dominant, s t r a i n  2, m. 5, i s  not  a mixolydian c o lo r in g ) .  In

the Bull example, however, the  f l a t  seventh degree i s  exp lo i ted  

rep ea ted ly  as a r o o t .  In f a c t ,  during the  f i r s t  two s t r a i n s ,  which 

prolong the  subdominant, C, Bb occurs r ep ea ted ly  as bVII to  the  local  

t o n i c ,  C. In t h i s  case ,  VII i s  a secondary support  f o r  the  t r e b l e  d1 , 

a support  which embell ishes the  primary suppor t ,  6 . In the  t h i r d  

s t r a i n ,  which prolongs the  t o n i c ,  G, the  ro o t  F occurs as the  lower 

neighbor to  the  t o n i c . *

In B u l l ' s  gigge o f  ex. 91 ( i i / 2 5 7 ) , mixolydian co lo r ing  occurs 

only m elo d ica l ly ,  p a r t i c u l a r l y  in the  t r e b l e ,  where b7, or  f*Tx, occurs

^ h e  tonal  ambiguity o f  ex. 93 i s  profound, and i t  may not even 
be a p p ro p r ia te  to  t r e a t  i t  as to n a l ly  coheren t .  Were the  f i r s t  s t r a i n  
to  be repeated  a t  the  c lo s e ,  i . e . ,  ABCA, the  coranto  would be a s a t i s ­
fy ing  C-mixolydian dance.
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as upper neighbor to  6 ( f i r s t  s t r a i n ,  upbeat  to  m. 2 and upbeat  of  

the  r e p r i s e ) .  Modal c o lo r  a l so  i s  p re sen t  in the  use of  (second 

s t r a i n ,  m. 2 ) .  The mixolydian mode does n o t ,  however, d i c t a t e  the  

harmonic pro longat ions  o f  t h i s  dance.

Two FVB co ra n to s ,  B u l l ' s  toy i i / 4 1 2  (ex. 92) and an anonymous 

p iece ( i i / 3 0 8 ,  ex. 95 ) ,  a re  ambivalently  A major-minor. In the  Bull 

example th e re  i s  no harmonic use o f  3 ,  6 , o r  7, t h a t  i s ,  o f  I I I ,  VI, 

or  VII; th u s ,  th e  play between major and minor provides loca l  co lo r ing  

but does not  motivate  tonal  s t r u c t u r e .  The e n t i r e  dance could be played 

e i t h e r  in major o r  in minor without  r e q u i r in g  any s i g n i f i c a n t  changes. 

S im i la r ly ,  in the  coranto  i i / 3 0 8  (ex. 95) ,  the  major-minor mixture 

provides loca l  i n t e r e s t  and has harmonic s ig n i f i c a n c e  only a t  one 

p o in t ,  in ' ' th e  use o f  bVI in  m. 2. Otherwise,  as in the  Bull example, 

the  use o f  Ig j  IVg, and Vg rep laces  the  modal use o f  I I I ,  VI, and VII. 

The harmonic vocabulary i s  thus g r e a t ly  d iminished,  the  p r i c e  paid f o r  

a s t ro n g e r  tonic-dominant  p o l a r i t y ."1

Tonal S t ru c tu re

The tonal  language o f  the  FVB corantos  i s  e s s e n t i a l l y  l i k e  

t h a t  o f  the  almans. But because of  the  b re v i ty  o f  the  co ran to s ,  

p ro longat ions  o f  a reas  o th e r  than the  to n ic  tend to  be b r i e f .  For 

example, in the  coranto  i i / 2 6 0  (ex.  8 6 ) ,  the  dominant i s  prolonged 

b r i e f l y  in the  second s t r a i n ;  o therwise ,  chords and melodic motions 

s tand in d i r e c t  r e l a t i o n  to  the  t o n ic ,  and th e re  i s  e s s e n t i a l l y

^Compare Byrd's  pavan and g a l l i a r d ,  i i / 2 0 0  and i i / 2 0 2 , d i s ­
cussed above, p .  131, n. 1.
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only a s in g le  level  o f  tonal  a c t i v i t y .  S im i la r ly ,  the  coranto  i i /4 1 5  

(ex. 89) con ta ins  to n ic  p ro lo n g a t io n s ,  motions between the  to n ic  and 

dominant, and the  middle s e c t io n  ("B") in which the  dominant i s  pro­

longed simply by being s u s ta in e d .  There a re  not even any applied  

dominant t r i a d s .  The tonal  language o f  B u l l ' s  Duchesse o f  Brunswick's 

Toye (ex.  92) and o f  the  coran to  i i / 3 0 8  (ex. 95) i s  a l s o  c h a rac te r ize d  

by a r e l i a n c e  on I ,  IV, and V, and pro longat ions  o f  these  a reas  which 

a re  l i t t l e  more than a rp e g g ia t io n s .

Other corantos  a re  more s o p h i s t i c a t e d  in t h e i r  tonal  s t r u c t u r e .  

The coran to  i i / 3 1 1  (ex. 94) e x h ib i t s  broader motions and more l e v e l s  of  

s t r u c t u r e .  In i t s  second s t r a i n  f i r s t  the  subdominant and then the 

dominant i s  prolonged, and w i th in  each o f  these  pro longat ions  a re  

f u r t h e r  p ro lo n ga t ion s .  Although t h i s  composition i s  longer  than most 

corantos  and thus has more time f o r  such p ro lon g a t io ns ,  i t  i s  a lso  

more s o p h i s t i c a t e d  than o th e r  corantos  in i t s  use o f  m oti f  and in ­

t e r v a l . 1 I t  i s  a more complex, as well as a longer ,  coran to .  The 

same may be sa id  f o r  i i / 3 1 0  (ex. 90) and Dr. B u l l ' s  Ju e l l  (ex. 93).

The main tonal  a reas  prolonged in the  corantos  a re  the  ton ic  

and dominant, but  th e re  a r e ,  as in o th e r  dance typ es ,  severa l  o th e r  

c h a r a c t e r i s t i c  occasions f o r  tonal  p ro longa t ion .  In minor mode 

corantos  i t  i s  usual f o r  I I I  to  play a prominent r o l e  in tonal  s t r u c ­

t u r e .  The mediant i s  an a l t e r n a t e  support  f o r  th e  t r e b l e  tones 5 and 

3,  and may in  t h i s  r o l e  embell ish  the  to n ic  (see  ex. 8 8 ) .  The t r e b l e  

motion 5-4-3 may be supported by a harmonic p ro longa t ion ,  I -V -I ,  of

h o w e v e r ,  t h i s  coran to  e x h ib i t s  some r a t h e r  p r im i t iv e  voice 
l ead ing .
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I I I  (ex. 90, second s t r a i n ) .  And I I I  may occur in a motion from I to  

V (ex.  94, middle s t r a i n ,  w i th in  the  dominant p ro lo n g a t io n ) .  Several 

uses o f  the  mediant may be found in  the  Corranto.  Lady Riche ( i i / 4 1 4 ,  

ex. 96 ) ,  a minor-mode dance with s u b s ta n t i a l  major mixture .

Both VII and II  a re  sometimes prolonged as neighbors to  the  

to n ic  (exx. 93 and 91 r e s p e c t i v e l y ) .  VI occurs r a r e l y  among FVB 

co ran tos .  And IV, when prolonged,  seems to  be a s so c ia ted  with some 

tonal  ambiguity ,  as in exx. 93 and 94—as i t  in  f a c t  was in some dances 

of  o th e r  ty p es ,  inc lud ing  T i s d a l l ' s  Pavana Chromatica ( i i / 2 7 8 )  and 

Morley's Gal ia rda  ( i i / 1 7 7 ) . In ex. 94 the  r e l a t i o n s h i p  o f  I to  V and 

t h a t  o f  IV to  I a re  compared; a s i m i l a r  theme dominates B u l l ' s  Coranto 

Joyeuse (ex.  97 ) . 1

Tonal p la tea u s  a re  o f ten  def ined  by se qu en t ia l  r e p e t i t i o n ,  as 

they were in  th e  FVB almans. The coran to  i i / 3 1 0  (ex. 90) shows severa l  

in s tances  o f  t h i s :  in the  r e l a t i o n s h i p  between the  openings o f  the  two

s t r a i n s ,  on I and on VII;  in  the  motion between I and VII in  the  f i r s t  

s t r a i n ,  m. 5; and in  suppor t  f o r  the  t r e b l e  motions 4-§-2 and 5-4-3 

in the  second s t r a i n .  S im i la r  uses o f  sequence occur in Doctor Bui1 1s 

my s e l f e  (ex. 91 ) ,  f i r s t  s t r a i n ,  and Dr. Bui1 *s Ju e l l  (ex.  93) ,  second 

and t h i r d  s t r a i n s .

In the  coran tos  as in  o th e r  FVB dances,  th e  tonal s t r u c tu r e  i s  

o f ten  defined  by t r e b l e  motion. As w i l l  be d iscussed  f u r t h e r ,  the  

melodic l i n e s  o f ten  d e sc r ib e  f i f t h s  and f o u r t h s ,  1-5 and 5-8. Outer

*This coran to  i s  not  found in the  FVB but  in B r i t .  Mus. Add. 
ms. 23623. I t  appears  as no. 136 in John B u l l ,  Keyboard Music (vo l .
19 o f  Musica B r i t a n n i c a ) .



l i m i t s  o f  the  melody, p a r t i c u l a r l y  high p o i n t s ,  a re  o f  p a r t i c u l a r  

s t r u c tu r a l  s ig n i f i c a n c e .

Texture

The corantos in the  FVB vary in t e x t u r e ,  from the  t h in -  

tex tu red  high range dances such as i i / 2 6 0  (ex.  8 6 ) t o  the  l i g h t  

tex tu red  but  c l e a r l y  polyphonic s t y l e  o f  most o f  the  co ra n to s ,  to  the  

more fu l l -b lown even-voiced s t y l e  o f  i i / 3 0 8  (ex.  95) .  In each case ,  

the  t e x t u r e  i t s e l f  i s  an important  un i fy ing  design element.

In most o f  the  coran tos  o f  the  FVB, the  t e x t u r e  i s  much l i k e  

t h a t  o f  the  almans. There i s  a c l e a r l y  d i s c e r n i b l e  melodic l i n e ,  broad 

enough in range so t h a t  the  a l t o  l i n e  o f ten  d is a p p e a r s .  Inner  voices 

a re  not always c o n s i s t e n t  in  number, a lthough in a l l  but  the  l i g h t e s t  

corantos  there, i s  some a c t i v i t y  sandwiched between bass and t r e b l e .  

Although th e  voices sometimes p a r t i c i p a t e  in im i t a t io n  (shown by the  

b racke ts  in  exx. 8 6 , 87, and 94) ,  th e re  i s  g e n e ra l ly  a c l e a r  d i f f e r e n ­

t i a t i o n  o f  ro l e  between bass and t r e b l e .  This d i f f e r e n t i a t i o n  i s  

supported by the  sep a ra t io n  o f  r e g i s t e r  between the  t r e b l e  and the  

lower v o ice s ,  which i s  much more pronounced in  th e  almans and corantos 

than in the  pavans and g a l l i a r d s .

In a few o f  the  corantos  and r e l a t e d  dances,  the  p o l a r i z a t io n  

between t r e b l e  and bass i s  p a r t i c u l a r l y  pronounced. The Byrd coranto  

i i / 3 0 5  (ex. 8 8 ) i s  c l e a r l y  defined  as melody-and-accompaniment. In 

B u l l ' s  gigge i i / 2 5 7  (ex. 9 1 ) ,  t h i s  accompanied dance-tune  t e x tu r e  

admits consecut ive  f i f t h s  between lower voices (second s t r a i n ) .  In 

only one case  ( i i /2 6 8 )  i s  th e  melody accompanied by block chords
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(ex. 9 8 ) . 1 Otherwise,  the  t e x t u r e  l i e s  somewhere between the  melody- 

and-accompaniment o f  i i / 2 6 8 ,  which i s  a na tu ra l  product  o f  keyboard 

p lay ing ,  and the  fou r-vo iced  polyphonic w r i t in g  derived from the 

conso r t  dance which predominates in i i / 3 0 8  (ex. 95).

The coranto  A Toy ( i i / 2 6 0 ,  ex. 8 6 ) i s  an important  i f  e c c e n t r i c  

example because i t s  t e x t u r e  i s  f r e e  o f  the  a s s o c ia t io n s  both with i n ­

t a b u la t e d  ensemble dances and with the  block-chord accompanied t r e b l e  

keyboard s t y l e .

As has been mentioned, some o f  th e  corantos  a re  based on 

t r a d i t i o n a l  melodies.  I t  i s  perhaps these  p a r t i c u l a r  dances, inc luding  

Byrd's  coranto  i i / 3 0 5  (ex.  89) and h is  two l a v o l t a s  ( i i / 1 8 0  and 

i i / 1 8 8 ) , and the  anonymous coran to  i i / 2 6 8 ,  which a re  most l i k e l y  to 

have a melody-and-accompaniment t e x t u r e .

Meter and Rhythm

Nearly a l l  th e  coran tos  a re  d i s t in g u i s h e d  from the  g a l l i a r d s  

by t h e i r  use o f  6/4 r a t h e r  than 6/2 ( in  old  s ig n a tu re  p r a c t i c e ,  of  "3" 

r a t h e r  than "6 " ) .  Hemiolas and s i m i l a r  m etr ic  s h i f t s  a re  r a r e  among 

the  c o ra n to s ,  while  they  a re  th e  norm in FVB g a l l i a r d s .  A no tab le  

exception to  both these  r u l e s  i s  the  coranto  i i / 3 0 8  (ex. 95) ,  which 

is  in 6 / 2  and which con ta ins  a caden t ia l  hemiola (end of  f i r s t  s t r a i n )  

as well as a play between 6/2  and 6/4  (second s t r a i n ) .  A second 

c o ra n to - l i k e  composition in 6 /2 ,  the  Toy ( i i / 4 1 8 ) , i s  very highly

*This e x i s t s  in a s e t t i n g  by Byrd ( Keyboard Music, vo l .  1, 
no. 2 l b ) ,  which i s  almost  i d e n t i c a l ,  a s id e  from the  var ied  r e p r i s e s .  
I n c i d e n ta l ly ,  in  the  Byrd s e t t i n g  the  music i s  in th re e  s t r a i n s ,
8 / 8 / 8 , r a t h e r  than the  two, 8 /16 ,  o f  the  FVB vers ion .
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f igu red  f o r  a c o ran to ,  and suggests  a much slower tempo than t h a t  o f  

any of the  6/4  co ran tos .

The coran to  i i / 3 1 1  (ex. 94) conta ins  one passage with a play 

of  3/2 a g a in s t  6/4  (second s t r a i n ,  mm. 5 -8 ) .  This dance i s  one of  

the  most complex o f  th e  FVB c o ra n to s ,  and the  sequ en t ia l  3 /2 -6 /4  

passage would not  be out  o f  p lace  in  a g a l l i a r d .  Genera l ly ,  the  

corantos  a re  as rhy thm ica l ly  s t r a ig h t fo rw a rd  as they a re  simple in 

t e x t u r e  and tonal  s t r u c t u r e .

Close to  h a l f  o f  th e  FVB coran tos  begin with upbeats .  In 

some, f o r  example, Dr. Bui1 1s Ju e l l  (ex. 93) ,  the  upbeat i s  a l e a d - in  

which i s  unharmonized and which plays no f u r t h e r  r o l e  in subsequent 

s t r a i n s  o r  even in  the  va r ied  r e p r i s e  o f  the  f i r s t  s t r a i n .  In o t h e r s ,  

l i k e  th e  coran to  i i / 4 1 4  (ex. 96 ) ,  the  upbeat i s  motivic  and i s  an 

important  p a r t  o f  the  c h a r a c t e r  o f  th e  t r e b l e  l i n e .  Very seldom does 

the  harmonic or  con trapun ta l  a c t i v i t y  begin on the  upbeat as i t  does,  

in B u l l ' s  gigge i i / 2 5 7  (ex. 91) o r  h is  Coranto Joyeuse (ex. 97).  In 

any c a se ,  upbeats to  the  second o r  t h i r d  s t r a i n  o f  a dance help to  

j o in  i t  rhy thm ica l ly  to  th e  preceding s t r a i n ,  as was noted p re v io u s ly . 1

The coran tos  e x h ib i t  th e  r e g u l a r i t y  of  phrasing found in the  

almans. Phrases a re  b u i l t  mostly  o f  duple u n i t s  o f  two, fo u r ,  and 

e ig h t  m etr ic  f e e t .  Phrase subd iv is ions  a re  well a r t i c u l a t e d ,  as they 

a re  in the  g a l l i a r d s  and almans.

The Bull coranto  i i / 4 1 2  (ex. 92) shows ty p ica l  w e l l - a r t i c u l a t e d  

phras ing .  In the  f i r s t  s t r a i n  severa l  design elements—melodic and

C h a p t e r  V, p. 168.
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ro o t  motions, rhythmic m o t i f s —combine to  c r e a t e  a p a t t e r n  o f  1+1+2 

which so o f te n  occurs  among FVB dances. Here the  p a t t e r n  i s  p a r t i c u ­

l a r l y  s t ro n g ,  c re a te d  by a motion s ta ted on ce  (m. 1 ) ,  then in var ied  

form a second time (m. 2 ) ,  and f i n a l l y  in an extended form (mm. 3 -4 ) .  

The two motions to  th e  t o n i c  in the  second s t r a i n  balance the  repeated  

motions to  the  dominant in  th e  f i r s t  s t r a i n  and form two balanced 

phrases .  The antiphonal  e f f e c t  in  the  second s t r a i n  c rea ted  by the  

t r a n s f e r  o f  the  bass m o t i f  (m. 1) to  the  t r e b l e  (m. 3) r e in fo rc e s  

the  duple s t r u c t u r e .

S ix -b a r  s t r a i n s  a re  not  uncommon among co ran to s .  In the  Byrd 

coranto  o f  ex. 8 8 , each s t r a i n  i s  s i x  b a r s ,  but  the  s t r a i n  leng ths  a re  

c rea ted  by d i f f e r e n t  means. In th e  f i r s t  s t r a i n ,  the  fo u r -b a r  phrase 

i s  extended by means o f  r e p e t i t i o n  to  s i x ,  while in the  second s t r a i n  

the  s ix  bars  a re  a r e s u l t  o f  the  rounded form which c h a r a c t e r i z e s  t h i s  

co ran to ,  in  which the  opening bars  r e tu rn  a f t e r  a two-bar "B" s e c t i o n .  

B u l l ' s  Coranto Joyeuse (ex.  97) i s  a l so  composed o f  two s i x - b a r  s t r a i n s .  

Here each s t r a i n  i s  composed o f  a to n ic  s ta tement  (mm. 1 -2 ) ,  a dominant 

answer (mm. 3 - 4 ) ,  and a cadence (mm. 5 -6 ) ,  which leads  to  the  dominant 

the  f i r s t  t im e ,  the  to n ic  th e  second.

The s i x - f o o t  o r  th ree-measure  " s t r a i n s "  o f  i i / 2 6 0  (ex. 8 6 )

a re  derived by s t i l l  o th e r  means. The two s ta tem ents  o f  "A," th e  f i r s t

s t r a i n ,  a re  followed by B^0 y, which i s  two bars followed by a one-bar

tag .  The th re e  bars  o f  B^c j form more o f  a u n i t ,  and a re  the  r e s u l t  of

a p ro longat ion  o f  the  dominant which extends across  the  second bar  in to  

the  t h i r d . * The process  in the  f i r s t  case i s  a d d i t i v e ,  in the  second,

^See p. 190, n. 3 .
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r a t h e r  more o rgan ic .  Perhaps th e  d e s i r e  f o r  symmetry motivated the  

composer t o  add the  tag  measure to  to  balance

The FVB corantos  make use o f  s t e r e o ty p e  rhythmic f i g u r e s  which 

a re  not p e c u l i a r  to  any one dance. In a d d i t io n  to  th e  d o t ted  rhythms 

which a re  a lso  common in FVB g a l l i a r d s  ( J . J i  in  the  co ra n to s ,  in 

the  g a l l i a r d s ) ,  the  rhythm J i  i s  very  common in the  co ran to ,  o f ten  

in a s s o c i a t io n  with th e  sk ip  o f  a t h i r d .  This and th e  running e ig h th -  

note  s c a le  f i g u r e s  w i l l  be d iscussed  in  th e  fo l lowing se c t io n  on m o t i f s .

Motifs:  R e p e t i t io n ,  I m i t a t i o n ,  and Sequence

The melodic a c t i v i t y  in the  FVB corantos  includes the  use of  

very s h o r t  rudimentary  m oti fs  which a re  common to  many corantos  as well 

as more extended p a t t e r n s  which a re  def ined  by r e p e t i t i o n  and p a r t i c u ­

l a r l y  by sequen t ia l  r e p e t i t i o n .

One o f  the  m oti f s  a s so c ia te d  with  th e  coranto  i s  the  running 

f i f t h ,  such as t h a t  which opens i i / 2 6 0  (ex. 8 6 ) and i i / 3 1 0  (ex. 90). 

While t h i s  f i g u r e  may occur simply as an upbeat ,  i t  may a l s o ,  as in 

ex. 8 6 , and, even more, ex. 99, dominate the  co ran to .  The f ig u r e  

B U I  may foreshadow the  continuous motion o f  the  I t a l i a n  c o r r e n t e ; 1 

but in th e  FVB i t  occurs  as a rhythmic m oti f  o f  f i v e  s c a le  to n es ,  not  

in the  con tex t  o f  perpetual  motion. I t  i s  not  found in the  m ajor i ty  

o f  v i r g in a l  c o ra n to s ,  but  perhaps c o n s t i t u t e s  a vogue. P a t te rn s  of 

t h i s  s o r t  a re  n a tu ra l  t o  keyboard techn ique ,  moreso than to  the  t e c h ­

nique o f  wind o r  s t r i n g  in s t rum en ts ;  in  sequ en t ia l  r e p e t i t i o n ,  as 

in i i / 2 6 7  (ex. 99) ,  they r e q u i r e  no new f in g e r in g s  f o r  d i f f e r e n t

■^Apel, "Courante,"  p. 211.
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t r a n s p o s i t i o n s .

The do t ted  f i g u r e  J. W i s  ge n e ra l ly  a sso c ia ted  with neighbor 

motion (ex. 96, mm. 1-2; ex. 91, second s t r a i n ,  m. 1) o r  with the  

motion o f  a t h i r d  (ex. 93, t h i r d  s t r a i n ;  ex. 97). Third motions a re  

common to  many FVB dances;  l i k e  neighbor motions,  they o f ten  a re  used 

to  embell ish  a l i n e ,  as in i i / 4 1 5  (ex. 89) .  While the moti f  o f  an 

ascending or  descending s tepwise  t h i r d  may dominate a p a r t i c u l a r  

c o ran to ,  i t  i s  too much a s tandard  f i g u r e  o f  musical speech t o  lend 

i n d i v i d u a l i t y  to  t h a t  co ran to .

A t h i r d  motivic  c l i c h e  o f  the  FVB coranto i s  the  skip o f  a 

t h i r d .  This f i g u r e ,  i l l u s t r a t e d  in exx. 100 and 101, occurs promi­

nen t ly  in the  melody, o r  l e s s  obviously in a lower vo ice .  When used in 

the  b a ss ,  i t  most o f te n  p laces  the  t h i r d  o f  the  t r i a d  on the  s t rong  b e a t ,  

d i sp la c in g  the  ro o t  to  the  second beat  and thus c re a t in g  the  unusual 

second-beat  accen t .  I t  i s  not  widely found in corantos  from o th e r  

sources or  in o th e r  dance ty p e s ,  and i s  most l i k e l y  a passing t r en d .

I t  a l s o  has l i t t l e  s i g n i f i c a n c e  beyond i t s  local  rhythmic i n t e r e s t .

The r e p e t i t i o n  o f  e n t i r e  s t r a i n s  i s  important  in t h a t  i t  d e f ines  

the  s t r a i n s .  L i t e r a l  melodic r e p e t i t i o n  w ith in  the  s t r a i n  i s  a dramatic  

device which i s  r e l a t i v e l y  uncommon in a l l  the-FVB dances,  including  

the  co ra n to s .  An i s o l a t e d  example i s  the  f i r s t  s t r a i n  o f  B u l l ' s  

Duchesse o f  Brunswick 's Toye ( i i / 4 1 2 ,  ex. 92).*  Sequential  r e p e t i t i o n ,  

on the  o th e r  hand, i s  q u i t e  common. Sequences f a l l  in to  two main 

c a te g o r i e s  in the  use o f  th e  FVB co ran to s ,  as in o th e r  dances.

■^Similarly, B u l l ' s  Duke o f  Brunswick's Alman ( i i / 1 4 6 ,  ex. 82) 
uses r e p e t i t i o n  to  s t r u c t u r e  the  f i r s t  s t r a i n .
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Sequential  r e p e t i t i o n  of  p h ra se s ,  such as we f in d  in  the  Corranto.

Lady Riche ( i i / 4 1 4 ,  ex. 96, second s t r a i n )  or  in  Dr. B u l l ' s  Ju e l l  

( i i / 1 2 8 , ex. 93, second and t h i r d  s t r a i n s ) ,  d e f in es  success ive  tonal  

l e v e l s ,  each o f  which i s  prolonged through the  sequen t ia l  p a t t e r n .  .

The sequence c o n t r ib u te s  to  th e  d e f i n i t i o n  o f  phrases and o f  time 

u n i t s ,  c r e a t in g  added m e t r ic  emphasis. Sometimes the  sequent ia l  

r e p e t i t i o n  i s  not  c a r r i e d  through th e  second ph rase ,  but  merely used 

a t  i t s  beginning to  sugges t  a phrase p a r a l l e l i s m  and to  emphasize the  

tonal  motion (which may be e i t h e r  s tepw ise  o r  by t h i r d ) ;  thus the  two 

s t r a i n s  o f  i i / 3 1 0  (ex.  90) a r e  made p a r a l l e l  by t h e i r  openings .

An important  procedure which i s  s i m i l a r  to  sequen t ia l  phrase 

r e p e t i t i o n  i s  the  r e p e t i t i o n  o f  a phrase  a t  the  i n te r v a l  o f  a fou r th  

or  f i f t h ,  which i s  th e  b a s i s  f o r  both s t r a i n s  o f  B u l l ' s  Coranto Joyeuse 

(ex. 97) .  This kind o f  tonic-dominant  s ta tem en t  and answer would have 

been accomplished in  FVB pavans and g a l l i a r d s  by im i t a t i v e  en trances  a t  

the  fo u r th  o r  f i f t h .  But in  the  broader ranging t r e b l e  l i n e s  o f  the  

almans and corantos  th e  t r e b l e  may absorb the  a l t o  l i n e . 1 Hooper's 

coranto i i / 3 1 2  (ex. 102) provides  a s i m i l a r  example in i t s  f i r s t  four  

b a rs ,  with a p ro longat ion  o f  the  to n ic  being answered by a motion to  

the  dominant.

The second main ca tegory  o f  sequences i s  th e  use o f  motivic  

r e p e t i t io n  to  e labora te  tonal motion o r ,  i f  the  sequence i s  polyphonic ,  to

^ e  sometimes f in d  the  same d i s t i n c t i o n  between the  pavan 
and g a l l i a r d  o f  a p a i r .  Compare, f o r  example, Byrd 's  pavan i i / 3 9 8  
with the  g a l l i a r d  i i / 4 0 0 .  Normally, where the  pavan and g a l l i a r d  
a re  m usica l ly  p a i r e d ,  the  t r e b l e  l i n e  i s  main ta ined .  And most FVB 
g a l l i a r d s ,  as well as pavans,  have a four -vo iced  polyphonic t e x t u r e .
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e la b o ra te  or  mask p a r a l l e l  motion. In t h i s  kind o f  sequence the  

repeated u n i t ,  which i s  r e l a t i v e l y  s h o r t ,  occurs th re e  o r  more t imes.  

Several o f  these  sequences a re  shown in ex. 101. In the  f i r s t  s t r a i n  

of  i i / 3 1 1  (ex. 101a),  i t  i s  only th e  rhythmic h o r i z o n t a l i z a t i o n  o f  the  

t r i a d  t h a t  c r e a t e s  the  sequence. The consecu t ive  f i f t h s  and octaves 

a re  b a re ly  avoided, and t h i s  voice  lead ing  would not  be found in most 

o f  the  more s o p h i s t i c a t e d  dances, th e  pavans and g a l l i a r d s .  The pas­

sages from i i / 3 1 0  (ex.  101b) and i i / 2 6 6  (ex. 101c) both show e la b o ra ­

t io n s  o f  o u te r -v o ice  motion in t e n t h s ;  the  sequences a l s o  help to  

avoid the  consecu t ive  f i f t h s  which would occur between the  bass and 

an inner  vo ice ,  producing th e  success ion  o f  i n t e r v a l s ,  e . g . ,  5 -8-5-8  

(ex. 101c). The rhythmic m ot i f  J J  and the  sk ip  o f  a t h i r d ,  d iscussed  

above, both play a ro le  in  many of  these  sequ en t ia l  e la b o ra t io n s  of  

motion.

Purely melodic sequences a l so  occur in th e  co ran to s ,  l i k e  the  

one e la b o ra t in g  the  r i s i n g  melodic motion in i i / 3 0 9 , f i r s t  s t r a i n  (ex. 

103). This coranto  makes use o f  a v a r i e ty  o f  sequen t ia l  techn iques .  

The melodic l i n e  i s  b u i l t  on s h o r t  motivic  u n i t s  e la b o ra t in g  neighbor 

and t h i r d  motions.  The f i r s t  h a l f  o f  the  second s t r a i n  provides an 

i n t e r e s t i n g  example o f  an i n c i p i e n t  sequence. Although i t s  o u t l i n e  

i s  s e q u e n t i a l ,  i t  does not  have a primary c h a r a c t e r i s t i c  of  sequences: 

the  r e p e t i t i o n  o f  a time u n i t .  Were i t  to  be a t r u e  sequence,  i t  

would take  too long f o r  the  two-bar phras ing (ex.  103b). As i t  

occurs in the  co ran to ,  the  a c c e le ra te d  motion o f  the  second bar 

p a r a l l e l s  t h a t  o f  the  f i n a l  caden t ia l  bar  o f  th e  s t r a i n ,  so t h a t  the  

e n t i r e  s t r a i n  has a harmonic rhythm I H i .  | ^ .  <J. | )<4 <). J  .



The sequen t ia l  r e p e t i t i o n  in the  t h i r d  s t r a i n  (mm. 1-2) de f ines  the  

neighbor r e l a t i o n  I - I I - I .  But f u r t h e r ,  as in  the  Johnson alman 

i i / 1 5 8 ,*  th e  melodic m oti f  o f  th e  sequence,  a f a l l i n g  t h i r d ,  can be 

expanded and co n t ra c ted  rhy thm ica l ly  to  c r e a t e  the  melodic span o f  the 

whole s t r a i n .  The m oti f  i t s e l f  has no s t r i k i n g  c h a r a c t e r i s t i c s  but  

i t s  u se fu lness  l i e s  in  p a r t  in i t s  s i m p l i c i t y ,  and the  i n t e r e s t  of  

t h i s  p a r t i c u l a r  c o ran to ,  as o f  the  Johnson alman, i s  in the  c r e a t i v e  

and economical use o f  the  m o t i f .

Im i ta t io n  p lays a modest ro l e  in FVB coran tos .  I t  may occur

to  f i l l  ou t  the  in n e r -v o ice  t e x t u r e ,  as in  the  coranto  by Hooper

( i i / 3 1 0 ,  ex. 102, mm. 5-6 o f  th e  second s t r a i n ) ,  as i t  so c h a r a c t e r ­

i s t i c a l l y  does in th e  pavans. But g e n e ra l ly  the  inner  voices have 

l e s s  d e f i n i t i o n  and autonomy, and do not  p a r t i c i p a t e  in motivic  

a c t i v i t y .  More o f ten  the  im i t a t i o n  i s  between the  o u te r  v o ice s ,  as 

in the  second s t r a i n  o f  i i / 2 6 0  (ex. 8 6 ) o r  in Byrd 's  coranto  i i / 3 5 9  

(ex. 87) ,  mm. 1-2 and 5-6 .  Such cases  a re  somewhat more i n t e r e s t i n g  

than in n e r  voice i m i t a t i o n ,  as they provide an oppor tun i ty  f o r  the  

composer to  express  h is  musical  w i t  in the  r e i n t e r p r e t a t i o n  o f  the  

motif  as a ro o t  motion. Not s u r p r i s i n g l y ,  the  m oti fs  which most 

e a s i l y  lend themselves to  im i t a t i o n  by the  bass a re  those  which ou t­

l i n e  f o u r th s  or  f i f t h s .

In some corantos  the  e f f e c t  o f  o u te r -v o ice  im i ta t io n  i s  

a c t u a l l y  one o f  voice exchange because o f  the  change o f  t e x tu r e  

t h a t  r e s u l t s .  In B u l l ' s  co ran to  i i / 4 1 2  (ex.  92) ,  the  two halves of

*See d iscu ss io n  in Chapter V, p. 176, and ex. 74.
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the  second s t r a i n  a re  a r e s u l t  o f  two motions w i th in  th e  t o n i c ,  with 

a n o n l i t e r a l  exchange between bass and t r e b l e .  S im i la r ly ,  the  i r ­

r e g u la r  second s t r a i n  o f  the  coranto  i i / 2 6 7  (ex. 99 ) ,  a lthough not 

c l e a r l y  a r t i c u l a t e d  a t  any p o in t ,  d iv ides  in to  two segments, the  

f i r s t  f i v e  m etr ic  f e e t  in which the  running eighth  m oti f  i s  in the  

t r e b l e ,  and the  remaining s ix  f e e t  where the  m o ti f  i s  t r a n s f e r r e d  

to the  bass .  This t r a n s f e r  lends emphasis to  the  t o n ic  t r i a d  on the  

s ix th  f o o t ,  which co inc ides  with the  a r r i v a l  in the  t r e b l e  o f  the  

s t r u c t u r a l  c 1.

Melodic Motion

The t e x t u r e  o f  the  c o ran to ,  as o f  the  alman, i s  much th in n e r  

than t h a t  o f  th e  fou r-vo iced  pavans and g a l l i a r d s  in the  FVB, and 

th e re  i s  seldom a c o n s i s t e n t  a l t o  l i n e .  This r e s u l t s  in  a llowing the  

t r e b l e  to  range over a g r e a t e r  tonal  space .  But in the  coranto  the  

t r e b l e  moves p r im a r i ly  by s te p  and small sk ip ,  and does not  have the 

s t rong i n t e r v a l l i c  p r o f i l e  t h a t  c h a r a c t e r i z e s  so many alman melodies.

The melodic span i s  o f  g r e a t  s t r u c t u r a l  importance. The range

is  g e n e ra l ly  l im i te d  to  an octave (augmented by neighbor t o n e s ) ,  

e i t h e r  plagal  ( e . g . ,  exx. 87, 8 8 , 89, 90, and 92) o r  a u th e n t i c .  In 

the  coranto  i i / 3 1 1  (ex .  94) the  small t r e b l e  range i s  a s so c ia t e d  with

the t e x t u r e ,  which i s  more l i k e  t h a t  o f  the  im i t a t i v e  pavans and

g a l l i a r d s  than t h a t  o f  most co ran to s ;  th e re  i s  a t r u e  s t r u c t u r a l  

melodic l i n e ,  but  not  a melody in the  conventional  sense .  On the  

o th e r  hand, the  corantos  with an e x c e p t io n a l ly  broad melodic span 

such as i i / 3 0 9  (ex. 103) and B u l l ' s  Coranto Joyeuse (ex. 97) a re
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among the  most t u n e fu l .

The a r t i c u l a t i o n  o f  the  t r e b l e  range,  whether plagal  or 

a u th e n t i c ,  in to  two segments, 1-5 and 5-8 ,  c r e a t e s  a s t rong  middle- 

ground ( i f  not  foreground) o u t l i n e .  The coran to  i i / 4 1 5  (ex. 89) has 

a plagal  range in which the  upper p a r t  o f  the  t r e b l e  l i n e ,  1-5 ,  i s  

a s so c ia ted  with the  t o n i c ,  while  the  lower segment, 5-2 in t h i s  case ,  

i s  supported by the  su s ta in ed  dominant. In B u l l ' s  Duchesse of  

Brunswick's Toye ( i i / 4 1 2 ,  ex .  92) ,  ano the r  co ran to  with a plagal  

t r e b l e ,  th e  two segments 5-8 and 1-5 d e f ine  the  two halves o f  the  

f i r s t  s t r a i n .  (One must d i s t i n g u i s h  th e  t r e b l e  l i n e ,  which i s  by 

d e f i n i t i o n  whatever tones a re  h ig h e s t ,  from th e  s t r u c t u r a l  melodic 

l i n e ,  a t  t imes expressed in an in n e r  vo ice .  In the  Bull example, 

the  th re e  motions I-V o f  th e  f i r s t  s t r a i n  suppor t  melodic i n t e r ­

ru p t io n s ,  some of  which occur in middle v o i c e s . )

The high melodic t o n e ,  which i s  o f  such g r e a t  importance in 

the  s t r u c t u r e  o f  FVB dances ,  may be reached g ra d u a l ly ,  as i t  so o f ten  

i s  in the  pavan, or  i t  may occur almost immediately, as in many 

almans. In the  coranto  i i / 3 1 0  (ex.  90 ) ,  f o r  example, the  d 1 which 

i s  the  h ig h es t  tone both o f  the  foreground and o f  the  middleground 

s t r u c t u r e  ( a s id e  from a s i n g l e  eb1 neighbor tone)  i s  reached im­

media te ly .  The ten s io n  o f  the  melodic l i n e  comes not  from the motion 

towards and eventual  a t ta inm en t  o f  the  high to n e ,  but  from the 

repeated  d e sc e n ts ,  most o f  them i n t e r r u p t e d ,  from S to  1 ,  d 1 to  g.

The i n t e r e s t  in th e  melody o f  th e  Coranto Joyeuse (ex. 97) comes 

from the  f a l l  from the  high to n e ,  g1, a t  the  beginning o f  both 

s t r a i n s ,  and the  rega in ing  o f  t h a t  tone ( in t h a t  r e g i s t e r ) a t  the
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Lady Riche ( i i / 4 1 4 ,  ex. 96) l i e s  in p a r t  in  i t s  melodic arch .  In the  

f i r s t  s t r a i n ,  the  melody r i s e s  by increments o f  a t h i r d  u n t i l  the  

s t r u c tu r a l  e 1, and the  embell ish ing  g1 , a re  reached (m. 5 ) .  In the  

second s t r a i n ,  by f u r t h e r  increments the  to n ic  a 1 i s  f i n a l l y  reached,  

again in the  f i f t h  ba r .  The f a c t  t h a t  the  melodic arch spans two 

s t r a i n s  makes t h i s  example unusual among co ran to s .  Hooper's coranto 

i i / 3 1 2  (ex. 102), with i t s  two se p a ra te  a rc h e s ,  i s  a l e s s  e x t r a ­

o rd inary  example.

Melodic l i n e s  a re  a s so c ia te d  with harmonic s t r u c t u r e ,  whether 

fo l lowing o r  d i c t a t i n g  t h a t  s t r u c t u r e .  Thus the  p ro longat ion  o f  the  

dominant, prominent in most co ra n to s ,  i s  a s so c ia t e d  with an emphasis 

on §,  as in B u l l ' s  Coranto Joveuse (ex. 97, no. 136 in John Bul l ,  

Keyboard Music, vo l .  19). In minor mode c o ra n to s ,  where I I I  i s  o f ten  

prolonged, the  melodic tone § i s  g e n e ra l ly  o f  g r e a t  importance (Byrd 's  

coranto  i i / 3 0 5 , ex. 8 8 ) .  The s t r u c t u r a l  tone 4 i s  a s so c ia te d  with 

bVII as well as IV p ro longat ions  (ex. 90, opening o f  second s t r a i n ;  

ex. 99, second s t r a i n ) .  These s t r u c t u r a l  tones may be prominent in 

the  foreground,  as melodic peaks,  o r  may be embell ished with motions 

upwards ( B u l l ' s  A Gigge C i i /257 ,  ex. 91 ] ,  second s t r a i n ) .

Bass Motion and Counterpoint

In the  co ran tos ,  bass motion by f i f t h  and r o o t - p o s i t i o n  t r i a d s  

predominate, p rov id ing ,  as in  the  almans, s t rong  m e t r ic  emphasis. While 

th e re  a re  passing motions in  the  bass ,  these  a re  b r i e f  and g e n era l ly  

connect two s t ro n g -b ea t  r o o t s .
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Contrapuntal chords ,  e s p e c i a l l y  in v e r s io n s ,  may r e s u l t  from 

a combination o f  passing and neighbor motions. As mentioned p rev ious ly  

(see p. 195 above),  in some cases bass l i n e s  which in the  pavan and 

g a l l i a r d  r e s u l t  in neighbor o r  passing t r i a d s  I I I ,  VI, and VII r e s u l t  

ins tead  in  invers ions  Ig ,  IVg, and Vg. This i s  in p a r t  a r e s u l t  of  

the  chromatic a l t e r a t i o n  o f  the  bass l i n e  so t h a t ,  f o r  example, the  

seventh degree o f  th e  s c a l e  i s  f r e q u e n t ly  r a i s e d  in the  minor and 

mixolydian modes. The use fu lness  of  b7 i s  t h a t  i t  can support 4 and be 

re in fo rced  by i t ;  un l ike  k l , i t  can e a s i l y  be prolonged harmonical ly .  

But in the  coranto  th e re  i s  l e s s  time to  prolong bass tones which 

occur in pass ing .  The b r e v i ty  o f  the  FVB coran tos  does not  lend 

i t s e l f  to  th e  ex tens ive  p ro longat ion  o f  secondary tonal  a re a s .  The 

use of  s ix th  chords helps to  focus tonal  a c t i v i t y  around the  ton ic  

and dominant (and, in minor, the  mediant) .  The r e s u l t  i s  a s t r e n g th e n ­

ing o f  the  tonic-dominant  p o l a r i t y ,  c h a r a c t e r i s t i c  o f  major-minor (as 

opposed to  modal) t o n a l i t y .

Invers ions  o f ten  occur b r i e f l y  as embellishments to  the  bass 

l i n e ,  as in th e  coranto  i i / 3 0 8  (second s t r a i n ,  mm. 1 , 3 ,  4 ,  and 5, ex. 

95).  Often i t  i s  th e  embell ish ing  t h i r d ,  not  the  r o o t ,  which occurs 

on the  s t rong  bea t  in th e  bass .  The corantos  a re  g e n e ra l ly  very 

s t r a ig h t fo rw a rd  rh y thm ica l ly ,  and t h i s  s h i f t  in the  bass l i n e  makes 

up in rhythmic i n t e r e s t  f o r  the  absence o f  syncopat ions ,  suspens ions ,  

hemiolas, and o th e r  d isp lacements .

An important  use o f  bass passing and neighbor motions,  

o f ten  r e s u l t i n g  in chord in v e r s io n s ,  i s  in the  coranto  cadences.  The
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cadences o f  FVB dances, with  few e x c e p t io n s , 1 a re  based on a I-V-I 

ro o t  motion support ing  a melodic l i n e  f a l l i n g  to  the  t o n ic .  Some o f  

the  c h a r a c t e r i s t i c  coranto  cadences a re  shown in ex. 104. The only 

cons tan t  element i s  the  motion o f  V to  I .  Even when IV occurs ,  i t  i s  

o f ten  preceded by Ig so t h a t  i t s  ro o t  i s  heard as passing between 3 , 

and 5. The cad e n t ia l  motion I I -V-I  i s  q u i t e  unusual ,  a lthough i t  

may be found a t  the  c lose  o f  the  f i n a l  s t r a i n ,  as in Byrd 's  coranto 

i i /3 5 9  (ex. 87) .  On the  o th e r  hand, I lg  and I lg  occur f r e q u e n t ly ,  but  

a re  f u n c t i o n a l l y  c lo s e r  to  IV than to  I I .  They combine the  bass 

motion in f i f t h s ,  e . g . ,  C-F G-C, with smooth voice  lead in g .  Some-
g

times I l g  i s  used to  avoid th e  p a r a l l e l  f i f t h s  which would e a s i l y  

occur in  moving from IV to  V (exx. 104f-g) .  In f a c t ,  most of  the  

cad en t ia l  chords besides  I and V embell ish  I and V, prolong them or 

pass between them, and a re  thus  secondary to  them. Because these  

I l g ,  IV, IVg, and VI chords a r i s e  to  embell ish  and provide smooth 

v o ice - le ad in g ,  i t  i s  more important  to  i d e n t i f y  t h e i r  contrapunta l  

fu n c t io n  in many cases than i t  i s  to  name t h e i r  roo ts  by using roman 

numerals. The cadences a re  s i g n i f i c a n t  s t r u c t u r a l  po in ts  which 

rece iv e  emphasis by the  combination o f  contrapunta l  and harmonic 

f a c t o r s .  The d r ive  to  the  penult imate  V i s  accomplished by a com­

b in a t io n  o f  means i n te n s i f y in g  melodic and bass motions.

1Among the  co ran to s ,  the  f i r s t  s t r a i n  of  the  coranto  i i / 2 6 0  
ex. 8 6 ) .  See a l so  the  f i r s t  s t r a i n  o f  Byrd 's  Queenes A!man 
i i / 2 1 7 ,  ex. 81).



212

Summary

The FVB corantos were s t i l l  c lo se  to  t h e i r  popular  o r i g i n s ,  

as suggested by the  f a c t  t h a t ,  un l ike  the  pavans and g a l l i a r d s ,  so many 

a re  of  anonymous composit ion. Some o f  th e  corantos  can a c t u a l l y  be 

t raced  to  dance tunes in  wide c i r c u l a t i o n .  Like the  almans, the  

corantos tend to  be s h o r t  and s imple .  Their  sharp rhythmic emphasis 

i s  a r e s u l t  o f  a number o f  design elements:  s h o r t  r e g u la r  w e l l - a r t i c u ­

l a t e d  ph rases ,  r e p e t i t i v e  rhythmic p a t t e r n s ,  a predominance o f  ro o t -  

p o s i t io n  t r i a d s  and f i f t h  r e l a t i o n s h i p s .  These 6/4  dances a re  rhythmic­

a l l y  s imple , f o r  the  most p a r t  lack ing  the  m etr ic  s h i f t s  so common among 

g a l l i a r d s .  They a re  al;so t e x t u r a l l y  s im ple ,  with tuneful  t r e b l e s ,  

s t rong bass l i n e s ,  and in n e r  voices  which a re  o f ten  t r e a t e d  c a su a l ly .

The corantos a re  nominally in two o r  th re e  s t r a i n s  (see  Tables 

12 and 14),  but in many cases the  s t r a i n  c o n s t ru c t io n  d i f f e r s  from t h a t  

o f  o th e r  dance types in the  c o l l e c t i o n .  The p r i n c i p l e  o f  w e l l - a r t i c u ­

l a t e d  and c o n t r a s t in g  s t r a i n s  c h a r a c t e r i z in g  the  t h r e e - s t r a i n  pavans 

and g a l l i a r d s  does not  apply to  co ran to s .  I n s t e a d ,  s t r a i n s  tend 

towards un iformity  o f  t e x tu r e  and m o t i f .  Some s t r a i n s  a re  simply 

phrases which may rece ive  th e  d es ig n a t io n  o f  " s t r a i n "  because o f  a 

r e p e t i t i o n  scheme; the  double bar  se p a ra t in g  th e se  " s t r a i n s "  may even 

be lack ing .

There a r e ,  w i th in  th e  framework o f  the  two- or  t h r e e - s t r a i n  

scheme, unusual schemes which a re  not  found in th e  almans, and c e r t a i n l y  

not in  the  more t r a d i t i o n a l  pavan and g a l l i a r d .  These include  a v a r i e ty  

of  unify ing  techn iques ,  such as a rounded b inary  form (ex. 8 8 ) and the
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use o f  common s t r a i n  endings f o r  the  two o r  th re e  d i f f e r e n t  s t r a i n s .

Key and mode p r a c t i c e s  among FVB corantos  a re  s i m i l a r  to  those 

of  the  almans. Many coran tos  a re  in sharp major keys; s ince  sharp key 

s igna tu res  a re  not  used,  mode cannot be determined by s ig n a tu re  o r  

t r a n s p o s i t i o n  s ig n .  There a r e  some coran tos  which a re  mixolydian in 

tonal  s t r u c t u r e  as well as in  melodic d e t a i l ,  but  most can only be 

defined as major o r  minor, o r  as a mixture  o f  major and minor. Tonal 

p ro longat ions  may be a s so c ia ted  with mode: I I I  p lays a prominent r o l e

in minor-mode composit ions, while  bVII and IV a re  important  in  the  

mixolydian mode.

Much use i s  made o f  sequences in the  co ra n to s .  Sequences 

employing small moti fs  g e n e ra l ly  occur as an e la b o ra t io n  o f  motion, 

most o f ten  of  a p a r a l l e l  motion between o u te r  vo ices .  Sequential  

r e p e t i t i o n  i s  a l so  a device used to  i n i t i a t e  ph rases ,  g iv ing  a sense 

of  phrase p a ra l l e l i s m  and underscoring th e  m et r ica l  r e g u l a r i t y  of 

phras ing .  Other devices  o f  r e p e t i t i o n ,  inc lud ing  im i ta t io n  and voice 

exchange, occur but with l e s s  frequency.

While the  corantos  a re  g e n e ra l ly  t reb le -dom inated  and t u n e f u l ,  

they r e l y  on melodic c l i c h e s  common to  many co ran to s .  Melodic motion 

in the  coranto  t r e b l e  i s  more s tepwise  than in th e  alman, l e s s  bold 

in p r o f i l e .

As in a l l  FVB dances,  the  t r e b l e  range e x e rc i s e s  an important  

e f f e c t  on the  melodic s t r u c t u r e  o f  the  co ran to .  I t s  o u te r  l i m i t s  a re  

most o f ten  an oc tave ,  8  to  1 or  5 to  5. The uppermost melodic tone i s  

of  g r e a t  importance; i t s  achievement may be g radu a l ,  as i t  i s  in many 

pavans and g a l l i a r d s ,  or  immediate, as in many almans. The importance
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of  p a r t i c u l a r  t r e b l e  tones i s  c lo s e ly  a s so c ia ted  with harmonic 

s t r u c t u r e ;  the  use o f  I I I  and V and of  the  harmonic i n t e r r u p t i o n  I-V 

must be examined in  r e l a t i o n  to  the  melodic l i n e .

Of th e  fo u r  dance types  examined, the  corantos  a re  a t  the  

e a r l i e s t  s tage  o f  development. They a r e ,  along with th e  m usica l ly  

s i m i l a r  g igges ,  s h o r t ,  s imple ,  and sometimes casual  with r e s p e c t  to  

voice lead ing .  Most o f  the  FVB compositions e n t i t l e d  "Toy" a re  in 

f a c t  c o ra n to s ,  and some corantos  have the  q u a l i t y  o f  l i g h t  c h a r a c t e r  

p iec es .  Along with  these  we a lso  f in d  longer  and more complex 

co ra n to s ,  c lo s e r  t o  t h e i r  a n teceden t ,  the  g a l l i a r d .  But while  lack ing  

the  s o p h i s t i c a t i o n  o f  e a r l i e r  dance ty p es ,  the  FVB corantos  a re  o f ten  

f u l l  o f  w i t  and inven t ion .  And in t h e i r  d i sp lay  of  p rog res s ive  t e n ­

dencies  with r e s p e c t  to  key and mode, m o t i f ,  p h rase ,  and s t r u c t u r e ,  

they r e p r e s e n t  an important  s tage  in the  development o f  the  keyboard 

dance.



Chapter VII 

CONCLUSIONS

This study has d e a l t  with the  four  major dance types o f  the  

g re a t  E l izabethan composers. The dances a re  o r d i n a r i l y  d i s t in g u is h e d  

and i d e n t i f i e d  by t h e i r  s u p e r f i c i a l  c h a r a c t e r i s t i c s  o f  tempo and meter:  

the  slow duple pavan, the  moderately f a s t  g a l l i a r d  in  t r i p l e  o r  com­

pound duple meter ,  the  moderate duple alman, and the  f a s t  t r i p l e  

coran to .  But through the  examination o f  ph ras ing ,  mode, m o t i f s ,  and 

o th e r  musical e lements ,  i t  becomes apparent  t h a t  the  dances e x h ib i t  

deeper d i f f e r e n c e s .

To a degree i t  i s  p o ss ib le  to  make d i s t i n c t i o n s  between the  

s t y l e s  o f  the  var ious  composers. This has not  been a primary goal 

in t h i s  s tudy ,  in p a r t  because of  the  uneven r e p r e s e n ta t io n s  o f  com­

posers in  the  FVB. In f a c t ,  t h e re  a re  very few keyboard dances by such 

important  composers as Morley, Farnaby, P h i l i p s ,  and T isda l l  in  any 

sou rces ,  while  the  numerous dances o f  Tomkins and Gibbons a re  poorly 

rep resen ted  in  the  FVB. S ty le  a n a ly s i s  i s  f u r t h e r  complicated by many 

ques t ions  o f  a t t r i b u t i o n .  Some g e n e r a l i z a t io n s  regarding  composers'  

s t y l e s  can be ventured .  But i t  i s  f i r s t  necessary  to  d iscover  what 

c h a r a c t e r i s t i c s  belong to  the  body o f  keyboard dances as a whole, or  

to  the  ind iv idua l  dance types .
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The Dance Types

The pavan, g a l l i a r d ,  alman, and coranto  a re  a l l  descr ibed  by 

Morley in  h is  A P la in  and Easy In t rod u c t io n  to  P ra c t i c a l  Music of  1597. 

Since the  pavan and g a l l i a r d  were much o ld e r  dances, a t  l e a s t  in 

England, they  a re  descr ibed  more f u l l y  than the alman and coran to .

These l a t t e r  dances,  which were to  become two o f  the  dances making up 

the  core  o f  the  Baroque s u i t e ,  had not y e t  developed a l l  o f  t h e i r  

d i s t in g u i s h in g  t r a i t s ;  however, they a re  c l e a r l y  i d e n t i f i a b l e  among 

FVB dances.

The Pavan

This slow duple dance i s  d i s t in g u is h e d  by a polyphonic, and 

of ten  i m i t a t i v e ,  t e x t u r e .  The pavans a re  the  longes t  o f  the  FVB dances,  

as well as th e  s low est .  Their  th re e  s t r a i n s  a re  s e t  a p a r t  from each o th e r  

by v a r ied  r e p r i s e s ,  c o n t r a s t  in  motivic  m a t e r i a l ,  harmonic d i s c o n t i n u i ­

t i e s ,  and formula ic  openings as well as c lo s in gs  (exx. 5 and 6 ) .  Yet 

wi th in  the  long pavan s t r a i n s  th e re  i s  an avoidance o f  cadences,  pauses ,  

or  o th e r  a r t i c u l a t i n g  dev ices .  Thus the  pavan1s a s s o c ia t io n  with the  

f a n t a s i a ,  descr ibed  by Morley, i s  ev iden t  in the  absence o f  m etr ic  and 

phrase accen tua t ion  w i th in  th e  s t r a i n ,  while  i t s  dance c h a rac te r  i s  

preserved in th e  t h r e e - s t r a i n  scheme.

The th re e  s t r a i n s  o f  the  pavan have d i s t i n c t  fu n c t io n s .  Most 

of ten  the  f i r s t  s t r a i n  i s  a to n ic  pro longat ion  which, because o f  i t s  

c l a r i t y  o f  tonal  and melodic motion, would be capable of  s tanding  on 

i t s  own. The second s t r a i n  s e t s  up a harmonic c o n t r a s t  and i s  o f ten  

not  s e l f - c o n ta in e d .  The t h i r d  s t r a i n ,  e f f e c t i n g  the r e tu rn  to  the
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t o n i c ,  may be s e t  a p a r t  t e x t u r a l l y  by means o f  prolonged sequences, 

homorhythmic f i g u r e s ,  c an tus- f i rm us  t r e b l e s ,  and o th e r  dev ices .  The 

c o n t in u i ty  o f  musical thought  found in  Dowland's Lachrymae pavan is  

ex ce p t io n a l ,  a lthough t h i s  work was popular  and probably i n f l u e n t i a l .

The pavans, which a re  o f ten  somber as well as slow, a re  f u l l  of  

a f f e c t i v e  devices common in  th e  Elizabethan madrigal .  Poignant c ro s s ­

r e l a t i o n s  r e s u l t  from simultaneous a p p l i c a t io n  o f  the  r a i s e d  seventh 

s tep  and una nota super  l a  p r i n c i p l e s ,  o r  from the  use o f  the  f l a t  

3 ( b i l l )  as a bass tone followed soon by the to n ic  with a p ica rd ian
g

t h i r d ,  #3. P a r t i c u l a r l y  c h a r a c t e r i s t i c  i s  the  use o f  3 re so lv ing  to
5
3 ; when t h i s  occurs as th e  dominant in  a minor key, i t  takes  the  form 

of  ^3 -^ 3 » c re a t in g  the  sh a rp ly  d isson an t  diminished fo u r th .  This may 

a lso  be found in the  l u t e  song and madrigal laments o f  th e  per iod .

While chromatic  a l t e r a t i o n s  a re  common, extended chromatic passages a re  

r e l a t i v e l y  r a r e ,  occu rr ing  e f f e c t i v e l y  i f  s e l f - c o n s c io u s ly  in a small 

number o f  pavans by B u l l ,  P h i l i p s ,  and T i s d a l l .

The G a l l i a rd

The Elizabethan g a l l i a r d ,  l i k e  i t s  co n t inen ta l  f o re b e a r s ,  i s  

g e n e ra l ly  in a compound meter which allows f o r  f req u e n t  s h i f t s  of  

accen tua t io n ,  c r e a t in g  p lays  between 3 /1 ,  3 /2 ,  and 6 /4 .  The p a t t e rn s  

c rea ted  by these  s h i f t s  o f te n  d e f ine  the  e ig h t - f o o t  s t r a i n ,  as in  the  

s e t t i n g s  o f  Dowland g a l l i a r d s  ("Can shee" [FVB i i / 2 5 6 ,  ex. 33] and 

P ip e r ' s  G a l l i a rd  [ i i / 2 4 2 , ex. 3 4 ] ) .  In c o n t r a s t  to  th e  pavans, r eg u la r  

s t r a i n  leng ths  with r e g u la r  s t r a i n  subd iv is ions  and pronounced m etr ic  

s t r e s s e s  a re  the  r u l e  among FVB g a l l i a r d s .  Exceptions a re  some
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d e l i b e r a t e l y  i r r e g u l a r  g a l l i a r d s  by Bull and Morley. The two- and 

fo u r -b a r  phras ing  o f  the  g a l l i a r d  i s  defined  by ro o t  motions,  sequen­

t i a l  r e p e t i t i o n s ,  and o th e r  design dev ices .  Motifs ,  used i m i t a t i v e l y  

in the  pavan to  c r e a t e  a continuous polyphonic web obscuring the  bar-  

l i n e ,  a re  used in th e  g a l l i a r d  to  emphasize downbeats and phras ing .

The s t r u c t u r e  o f  th e  g a l l i a r d  i s  l i k e  t h a t  o f  th e  pavan, using 

the  th re e  s t r a i n s  to  d e f ine  the  t o n i c ,  oppose i t ,  and r e tu rn  to  i t .

The s t r a i n s  a re  again s e t  a p a r t  from one another  m o t iv ic a l ly  and even 

t e x t u r a l l y ,  with extended sequences and homorhythmic p a t t e r n s  o f ten  

reserved  f o r  th e  f i n a l  s t r a i n .

Although they a re  l e s s  e l a b o r a t e ,  the  g a l l i a r d s  in  the  

FVB resemble the  pavans in  t h e i r  use o f  the  ch rom a t ica l ly  i n f l e c t e d  

modal language.

Pavan and G a l l i a r d  Pa i r s

In much o f  the  s i x t e e n th - c e n tu r y  l i t e r a t u r e ,  slow duple dances 

a re  followed by f a s t e r  t r i p l e  dances, c a l l e d  Proportz  o r  T r ip !a  because 

they a re  derived  by means o f  a p ropor t iona l  t rans fo rm at ion  o f  the  duple 

dances. The pavan and g a l l i a r d  developed independently  and in d i f f e r e n t  

reg io n s ,  but  were by t h i s  time o f ten  a s so c ia ted  as pa ired  dances. There 

a re  a t  l e a s t  twenty pa ired  pavans and g a l l i a r d s  in the  FVB, but  these  

a re  seldom c h a ra c te r i z e d  by a simple propor t iona l  r e l a t i o n s h i p .  Some­

times the  p a i r in g  i s  defined  only by mode, key, and proximity in t h i s  

or ano ther  manuscr ip t .  At times the  dances a re  l inked  by i n c i p i t ,  

harmonic scheme, m o t i f ,  o u te r -v o ic e  polyphony, o r  p ropor t iona l  r e l a ­

t io n s h ip .  Most o f t e n ,  the  l in k  between a pavan and g a l l i a r d  cannot
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be def ined  by a s in g le  procedure.  The complexity o f  the  r e l a t i o n s h i p  

i s  a func t ion  o f  the  high degree o f  i n d i v i d u a l i t y  reached by the  two 

dance ty p es ,  and in  p a r t i c u l a r ,  a func t ion  o f  th e  extreme e c c e n t r i c i t i e s  

which developed in  th e  pavan.

The FVB dance p a i r s  a re  extremely in formative  in  the  comparison 

o f  the  dance types .  For example, th e  f a n t a s i a - l i k e  pavan o f ten  has a 

t r e b l e  in  th e  shape o f  an arch con ta in ing  many sm a l le r  a rc h es ,  c rea ted  

by th e  gradual expansion of  i n t e r v a l s ;  t h i s  i s  s i m p l i f i e d ,  reduced, 

and given m etr ic  d e f i n i t i o n  in the  g a l l i a r d .  While th e  two dance types 

a re  s i m i l a r  in use o f  mode, a c c id e n ta l s ,  and tonal  p ro lo n g a t io n s ,  they 

d i f f e r  in rhythmic elements o f  des ign ,  elements which l i n k  tonal  motions 

to  t im e,  t h a t  i s ,  to  meter and phrase.

The Alman

The alman o f  th e  FVB i s  b r i e f e r ,  s im p le r ,  and l e s s  d i s t i n c t i v e  

than the  pavan and g a l l i a r d .  I t  i s  f a r  c l o s e r  to  the  popular  dance tune 

s e t t i n g s  o f  th e  Dublin v i rg in a l  manuscript  than to  the  e la b o ra te  

allemande of  the  Baroque. In f a c t ,  e ig h t  o f  the  twenty-two FVB almans 

a re  anonymous s e t t i n g s .  The FVB alman i s  c h a r a c te r i z e d  by a sparse  

treble-and-accompaniment t e x tu r e  r a t h e r  than the  fou r-vo iced  polyphonic 

t e x t u r e  favored in the  pavan and g a l l i a r d .  In t h i s  regard  i t  i s  more 

id iom atic  to  the  keyboard than the  e a r l i e r  dance t y p e s ,  which adopted 

t h e i r  t e x tu r e  from th e  ensemble dance. The p o la r ize d  t r e b l e - b a s s  

func t ions  o f  the  alman help to  emphasize meter  and ph ras in g ,  which a re  

even more pronounced and r e g u la r  than they a re  in the  g a l l i a r d .  In 

f a c t ,  a lthough a moderate duple dance, the  alman sha res  more
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c h a r a c t e r i s t i c s  with the  g a l l i a r d  than with th e  pavan.

FVB almans may be o f  two or  th re e  s t r a i n s .  While the  t h r e e -  

s t r a i n  almans a re  s i m i l a r  to  pavans and g a l l i a r d s  in tonal  form, those  

o f  two s t r a i n s  look forward to  the  b inary  dances o f  the  Baroque. While

in t h r e e - s t r a i n  dances the  guiding p r i n c i p l e  i s  one o f  c o n t r a s t ,  in

tw o -s t r a in  dances th e re  i s  o f te n  a s t rong  sense  of  c o n t in u i ty  between 

s t r a i n s .  This a n t i c i p a t e s  music o f  l a t e r  pe r iods  wherein c o n t r a s t  i s  

fundamental to  t e rn a ry  form, while c o n t in u i ty  i s  more na tu ra l  to  b inary .

Varied r e p r i s e s  a re  p re sen t  l e s s  o f te n  in the  almans than in

the  pavans and g a l l i a r d s .  On the  o th e r  hand, the  b r e v i t y  o f  the  almans 

allows f o r  th e  occasional  t rea tm en t  o f  an e n t i r e  dance as a s u b je c t  f o r  

v a r i a t i o n .  Perhaps i t  i s  a l s o  the  c loseness  o f  the  alman to  the  

popular  song t h a t  suggests  the  v a r i a t i o n  t rea tm en t .

The wide-ranging melodies o f  the  almans a re  o f ten  b u i l t  o f  

motivic  germs, g e n e ra l ly  de f in ing  t h i r d s  and f o u r t h s .  The m oti fs  a re  

seldom used i m i t a t i v e l y  to  th icken  t e x t u r e ,  but  a re  o f ten  used to 

c r e a t e  sequences and to  sugges t  phrase p a r a l l e l i s m  through sequen t ia l  

r e p e t i t i o n .  In c o n t r a s t  to  the  e a r l i e r  dance ty p es ,  in  the  alman the  

motifs  may c a r ry  over between s t r a i n s .

Modal p r a c t i c e s  in th e  alman d i f f e r  markedly from those  in the  

pavan and g a l l i a r d .  Very o f ten  the  nominal mode gives way to  major, 

minor, o r  a mixture o f  the  two. Sharp keys occur more o f ten  than f l a t  

keys,  a lthough t h i s  i s  not  r e f l e c t e d  in the  key s ig n a tu r e s .  While II  

and VII a re  o f ten  prolonged as neighbors o f  I ,  and while  I I I  r e t a in s  

i t s  importance in minor modes, more and more o f  the  harmonic a c t i v i t y  

i s  p o la r ized  between I and V. I t  i s  not  c l e a r  whether these



d i f f e re n c e s  occur because most FVB almans were composed l a t e r  than 

the  pavans and g a l l i a r d s ,  o r  because th e  alman as a l a t e r  dance type 

i s  a sso c ia ted  with more modern tonal  c h a r a c t e r i s t i c s .

The Coranto

Of the  FVB dances,  the  coranto  i s  the  most v a r i a b le  in scheme 

and c h a r a c t e r .  In general  i t  i s  a l i g h t  t r i p l e - m e t e r  dance, sometimes 

d i s t in g u ish ed  by motivic  running f i g u r e s ,  suggest ing  th e  s p i r i t  o f  the  

I t a l i a n  c o r re n te  o f  the  Baroque. The coran tos  which a re  in rhythmic 

i n t e r e s t  and g r a v i ty  more l i k e  the  French courante  a re  those  which could 

pass f o r  g a l l i a r d s .  Because of  the  absence o f  l a t e  s ix te e n th -c e n tu ry  

French sou rces ,  i t  i s  not  p o s s ib le  to  e s t a b l i s h  such a l i n k ,  but  th e re  

a re  musical grounds f o r  a hypothes is  t h a t  the  French courante  i s  the  

o f f sp r in g  o f  the  g a l l i a r d .

The coran to  o f  the  FVB makes use o f  a wide v a r i e t y  o f  schemes 

ranging from the  t r a d i t i o n a l  two- and t h r e e - s t r a i n  schemes to  b r i e f  

mono-thematic forms composed o f  phrases r a t h e r  than s t r a i n s .

Like th e  alman, the  coranto  o f  the  FVB i s  s t i l l  c lo se  to  i t s  

popular  improvised ro o t s .  A number o f  the  corantos  a re  known to  be 

based on popular  dance tunes  o f  th e  t ime. Most o f  th e  FVB corantos 

a re  anonymous. Other manuscripts  inc lude  a d d i t io n a l  corantos  by Byrd, 

B u l l ,  and Gibbons. But o f  Dowland, a p r o l i f i c  composer o f  l u t e  dances, 

we have only one coran to .

The FVB corantos show the  same p r o p e n s i t i e s  as the  almans with 

r e sp ec t  to  key, mode, and tonal  s t r u c t u r e .  They a re  in general  both 

s impler  and s h o r t e r  than th e  almans. Their  t r e b l e s  o f ten  move with in
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a r e s t r i c t e d  range ,  and t h e i r  use o f  m oti f  i s  rudimentary and o f ten  

c h a rac te r ize d  by c l i c h e .  The c o ra n to s ,  even more than the  almans, 

a re  o f ten  casual in t h e i r  v o ice - lead ing  in a manner not  found among 

pavans and g a l l i a r d s .  I t  i s  important  to  r e a l i z e  t h a t  the  p a r a l l e l  

f i f t h s  and octaves which occur in the  corantos a re  not  so much the  

r e s u l t  o f  c a r e l e s s  v o ice - lead ing  as o f  the  accompanied dance tune 

te x tu r e  in which the  inner  voices  a re  t r i a d i c  tones wedded t o ,  and 

o f ten  moving p a r a l l e l  w i th ,  th e  bass .  Despite  t h e i r  s i m p l i c i t y  and 

occasional  c r u d i t y ,  the  corantos  e x h ib i t  w i t  and inven t iveness .

While they lack  s t r u c t u r a l  complexity, they a re  e f f e c t i v e  in t h e i r  

t i g h t  con s t ru c t io n  and c l a r i t y  o f  tonal  d i r e c t i o n .

A number o f  dances which appear under d i f f e r e n t  t i t l e s  a re  

c lo s e ly  r e l a t e d  to  the  co ran to .  The g igge,  an English dance, and 

the  l a v o l t a ,  an o ld e r  co n t in en ta l  dance, a re  s i m i l a r  to  the  coranto  

in t e x tu r e  and mood, but  a re  w r i t t e n  in  long measures, 12/4 r a t h e r  

than 6 /4 .  The t i t l e  "Toy" i s  app lied  to  a number o f  a lm an- l ike  as 

well as c o ra n to - l i k e  composit ions.  There i s  sometimes a confusion o f  

nomenclature; p ieces  which appear as corantos in  some sources may be 

c a l l e d  toys o r  gigges e lsewhere.

C h a r a c t e r i s t i c s  o f  th e  FVB Dances

Dance Schemes

The FVB dances fo l low Morley's schematic p r e s c r i p t i o n ,  with 

pavans and g a l l i a r d s  f o r  the  most p a r t  in th re e  s t r a i n s ,  the  almans 

in two o r  t h r e e ,  and the  corantos  mostly in two or  th re e  s t r a i n s .  

These norms evolved g ra d u a l ly ;  dances o f  the  e a r l i e r  s ix te e n th
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cen tu ry ,  such as those  o f  th e  A t ta ingnan t  p r i n t s ,  a re  o f  v a r i a b le  

p ro p o r t io ns ,  with one o r  more s e c t i o n s .  Dance scheme has a formal 

func t ion  f o r  the  dance rs ,  but  i t  suggests  musical p o s s i b i l i t i e s  which 

may o r  may not  be r e a l i z e d  by the  composer. An a n a ly s i s  o f  the  FVB 

dances shows the  composers to  have been responsive  to  the  spec ia l  

p ro p e r t i e s  o f  two- and t h r e e - s t r a i n  dances.

T hree -S tra in  Dances

The p r i n c i p l e  o f  c o n t r a s t  i s  e a s i l y  expressed in  t h r e e - s t r a i n  

or  t e rn a ry  form. The tonal  scheme o f  most t e r n a r y  compositions i s  the

s ta tement  o f  th e  t o n ic  (A), the  depa r tu re  from the  to n ic  and the  presen­

t a t i o n  o f  a c o n t r a s t in g  tonal  a r e a ,  most o f ten  the  dominant or  the  

mediant (B), and the  r e tu r n  to  the  to n ic  (A). The term " te rn a ry  form"

has come to  mean a form in which the  r e tu r n  i s  not  j u s t  a r e tu r n  of  the

to n ic  but  a r e p e t i t i o n  o f  th e  f i r s t  s e c t i o n .  However, in the  t h r e e -  

s t r a i n  E lizabethan  dances t h e r e  i s  no r e tu r n  o f  musical m ater ia l  but 

r a t h e r  th re e  d i s t i n c t  musical s t r a i n s ,  ABC. The separa teness  o f  the  

s t r a i n s  i s  emphasized by a v a r i e ty  o f  means. Varied r e p r i s e s  enforce 

s t r a i n  r e p e t i t i o n  while  providing f o r  a d i sp la y  o f  the  s k i l l s  o f  the  

composer and performer.  Closing formulas,  a l r e ad y  p re sen t  in the  

Dublin v i rg in a l  book, d e f in e  s t r a i n  endings ,  j u s t  as the  s c r ib a l  

f l o u r i s h e s  d e f ine  them in  the  manuscript .

A po in t  has been made o f  showing the  opening and c lo s in g  

t r i a d s  o f  each s t r a i n  in the  t a b l e s  o f  tonal  schemes accompanying 

each chap te r  in t h i s  s tudy .  As has been s t a t e d ,  the  depa r tu re  po in ts  

a re  foreground events  which may o r  may not have long-range s ig n i f i c a n c e .
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in  mind t h a t  no i n t e r p r e t a t i o n  i s  being made as to  the  tonal  s i g n i f i ­

cance o f  the  t r i a d s . 1 A r r iv a l s  a r e ,  by d e f i n i t i o n ,  o f  some s t r u c t u r a l  

importance. The r e l a t i o n s h i p  o f  th e  c lo s ing  o f  one s t r a i n  and the  

opening o f  th e  next  i s  a foreground event which i s ,  however, o f  form- 

de f in ing  s i g n i f i c a n c e .  The t r i a d s  may l in k  the  two s t r a i n s  when, f o r  

example, the  c lo s in g  o f  one s t r a i n  i s  r e i t e r a t e d  as th e  opening o f  the  

nex t ,  as in  B u l l ' s  g a l l i a r d  i i / 1 2 5 .  Or s t r a i n s  may be a r t i c u l a t e d  from 

those  preceding by the  use o f  a new and perhaps s u r p r i s in g  t r i a d  as an 

opening, as in  Farnaby 's  pavan i i / 4 5 3 .  Both techniques a re  used 

r e g u la r ly  in the  FVB dances.

Cont inu i ty  between s t r a i n s  a t  th e  foreground leve l  may be 

c rea ted  by the  use o f  open endings ,  or  in te r r u p te d  cadences,  a t  the  

ends o f  s t r a i n s ,  ind ic a te d  on the  t a b l e s  as in Byrd 's  g a l l i a r d  

i i / 3 9 2 ,  where the  to n ic  i s  a c t u a l l y  V of  IV, or  I I ( 0 ) in Warrock's 

g a l l i a r d  i /3 8 8 ,  s ig n i fy in g  V o f  V. This technique i s  found in  many 

pavans and g a l l i a r d s ,  but  l e s s  o f ten  in almans and co ran tos .

The s t r a i n s  of  t h r e e - s t r a i n  dances have w e l l -de f in ed  fu n c t io n s .  

Nearly a l l  f i r s t  s t r a i n s  a re  complete and unambiguous to n ic  prolonga­

t i o n s .  Exceptions a re  g e n e ra l ly  dances which have sp ec ia l  tonal  

c h a r a c t e r i s t i c s .  The opening o f  Byrd 's  pavan i i / 4 2 7  on V r e s u l t s  from 

the  canon on which the  pavan i s  b u i l t .  T i s d a l l ' s  pavan i i / 2 7 8  i s  in

^oman numerals a re  used in the  t a b l e s  as a convenience to  
in d ic a t e  th e  sc a le  degree o f  the  t r i a d  ro o t .  This says nothing o f  
the  con tex t  in  which, f o r  example, a to n ic  t r i a d  may in f a c t  be 
func t ion ing  as V o f  IV. Thus th e  t a b le s  must be read f o r  the  a r r i v a l  
p o in ts  o f  s t r a i n s ,  and f o r  th e  foreground c o n t in u i ty  o r  d i s c o n t i n u i ty  
between s t r a i n s .
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B-phrygian,  which accounts  f o r  the  s t rang e  ambiguity o f  t o n a l i t y  of  

the  dance as a whole and th e  f i r s t  s t r a i n ' s  p ro longat ion  o f  IV. Other 

f i r s t  s t r a i n s  c lo s in g  on chords o th e r  than the  to n ic  a re  Warrock's 

g a l l i a r d  i /3 8 8 ,  in the  unusual key o f  Bb, and Morley's  i r r e g u l a r  and 

dar ing  g a l l i a r d  i i / 1 7 7 .  Where the  f i r s t  s t r a i n  does not  begin on the  

t o n i c ,  o r  even more, where i t  moves away from the  t o n i c ,  a tonal  ambigu­

i t y  may r e s u l t .  The n a tu re  o f  t h i s  ambiguity , most o f ten  between I and 

IV o r  I and I I I ,  may have s ig n i f i c a n c e  f o r  the  tonal  shape o f  the  

e n t i r e  dance.

The middle s t r a i n  o f  a t h r e e - s t r a i n  dance g e n e ra l ly  moves to  

o r  w i th in  the  main area  o f  tonal  o p po s i t io n ,  the  dominant o r ,  in 

minor-mode composit ions,  most o f ten  the  mediant . This s t r a i n  almost 

never cadences to  the  t o n i c .  In cases where i t  ends on the  to n ic  the  

I t r i a d  may in  f a c t  r e p r e s e n t  V o f  IV, with the  s t r a i n  c lo s in g  on an 

i n t e r r u p t i o n  w i th in  a IV pro longat ion  (Byrd g a l l i a r d s  i i / 3 8 7  and i i / 3 9 2 ) . 

Or the  to n ic  t r i a d  may occur in a con tex t  so t o n a l l y  ambiguous t h a t  th e re  

is  no sense  o f  a r r i v i n g  on the  to n ic  ( T i s d a l l ' s  g a l l i a r d  i i / 4 8 6 ; the  

Byrd g a l l i a r d s  i i / 3 8 7  and i i / 3 9 2  a re  s i m i l a r ly  ambiguous). Were the  

middle s t r a i n  to  a r r i v e  t r u l y  and f o r c e f u l l y  on th e  t o n i c ,  t h e re  would 

be no need f o r  the  t h i r d  s t r a i n  as a means o f  re so lv in g  the  tonal  

t en s io n  o f  th e  second s t r a i n .  While t h i s  may be a simple p o in t ,  i t  

i s  f a r  from t r i v i a l ,  as i t  p o in ts  up the  se r iousness  with which the  

FVB composers regarded the  tonal  i n t e g r i t y  o f  the  t h r e e - s t r a i n  scheme.

Two-Strain Dances

There a re  only a few pavans and g a l l i a r d s  in a tw o -s t r a in
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scheme, but most almans and corantos  o f  the  v i r g i n a l i s t s  a re  b inary .  

Binary form suggests  two p a t t e r n s ,  both found in th e  FVB. In the  

m a jo r i ty  o f  almans, as  in many b inary  composit ions o f  the  C lass ica l  

p e r io d ,  the  f i r s t  s t r a i n  i s  a to n ic  p ro lo n ga t ion ,  as i t  i s  in t h r e e -  

s t r a i n  dances, while  th e  second begins e i t h e r  on the  to n ic  o r  on a 

c lo s e ly  r e l a t e d  t r i a d ,  most f r e q u e n t ly  I I I  o r  V, and r e tu r n s  to  the  

t o n ic .  The f i r s t  s t r a i n  i s  m us ica l ly  independent ,  but  th e  second 

s t r a i n ,  even when i t  begins on th e  t o n i c ,  may not  be. In some FVB 

dances th e  two s t r a i n s  end s i m i l a r l y ,  producing a rounded form, 

although not  the  f u l l y  developed rounded b inary  form of  the  C las s ica l  

per iod .

The second b inary  p a t t e r n ,  common among th e  c o ra n to s ,  c o n s i s t s  

o f  a f i r s t - s t r a i n  motion to  the  opposing key, I I I  o r  V, and the  second 

s t r a i n  r e tu rn  to  the  t o n i c .  As some o f  th ese  corantos  a re  known to  be 

based on t r a d i t i o n a l  m a t e r i a l ,  t h i s  express ion  o f  b inary  form must have 

been w e l l - e s t a b l i s h e d  by th e  time o f  the  FVB. I t  became the  most common 

shape o f  the  b inary  dance in the  Baroque.

S t r a in  Length and In te rn a l  S t r u c tu r e

The normal dance s t r a i n  i s  some m u l t ip le  of  fo u r  m etr ic  f e e t ,  

most o f ten  e ig h t  o r  s ix tee n  f e e t ,  sometimes twelve.  (Far more of ten  

than n o t ,  the  two o r  t h r e e  s t r a i n s  o f  an FVB dance a re  the  same l e n g th ,  

a lthough t h i s  i s  not  a r u l e  and i s  not  mentioned by Morley.) O rd in a r i ly  

th e  s t r a i n  r e g u l a r i t y  i s  b u i l t  upon phrase  r e g u l a r i t y  with in  the  s t r a i n ,  

so t h a t  th e  e ig h t  d o t ted  semibreves o f  a g a l l i a r d  s t r a i n ,  f o r  example, 

subdivide in to  two f o u r - f o o t  phrases which perhaps f u r t h e r  subdivide by



two. In t h i s  r e s p e c t ,  duple and t r i p l e  dances d i f f e r  only a t  the 

foreground leve l  o f  beat  groupings ,  as a l l  a re  duple a t  the  next  level  

o f  o rg a n iz a t io n .  This r e g u l a r i t y  i s  func t iona l  with r e sp ec t  to dance 

s te p s  and p a t t e r n s .  But, l i k e  the  two- and t h r e e - s t r a i n  dance schemes, 

i t  has musical im p l ica t ions  which may be re in fo rced  o r  c o n t rad ic ted  

by the  composers.

The FVB con ta in s  many dances with s t r a i n s  o f  i r r e g u l a r  l eng th .  

I r r e g u l a r i t i e s  a re  more o r  l e s s  equa l ly  common among the  fo u r  dance 

ty p es ,  a lthough one would expect  them to  be more p rev a len t  in the  

pavan, owing to  i t s  a s s o c i a t io n  with the  f a n t a s i a .  But the  measure­

ment o f  s t r a i n  leng th  t e l l s  only p a r t  o f  the  s to r y .  A s ix t e e n - f o o t  

s t r a i n  i s  no t  n e c e s s a r i l y  r e g u l a r ly  subdivided.  In Farnaby's  Farmer1s 

Paven ( i i / 4 6 5 ) ,  f o r  example, th e  f i r s t  s t r a i n  c o n s i s t s  of  phrases of  

f i v e ,  s i x ,  and f iv e  semibreves. In t h i s  way the  composer plays on 

the  c o n t r a d ic to ry  impulses, e s p e c i a l l y  in  the  pavan, of  f a n t a s i a  versus 

dance. Conversely, an i r r e g u l a r  s t r a i n  length  does not n e c e s s a r i ly  

mean an absence o f  f o u r - f o o t  phras ing w i th in .  In B u l l ' s  Galiarda 

( i i / 2 5 1 ) , th e  second s t r a i n ,  o f  nine  m etr ic  f e e t ,  i s  made up of two 

f o u r - f o o t  phrases with a one-measure extension  a t  the  c lo s e .  In each 

case  th e  presumed r e g u l a r i t y  o r  i r r e g u l a r i t y  must be examined to  d i s ­

cover  how i t  a r i s e s  from th e  in te rn a l  phras ing .

In some composit ions,  most o f ten  pavans, the re  a re  tendencies  

both towards phrase i r r e g u l a r i t i e s  and towards weak tonal  d i r e c t i o n  o r  

ambiguous tonal  s t r u c t u r e .  Such i s  th e  case in B u l l ' s  pavans i /124 

and i i / 1 2 1  ( t h e i r  s t r a i n  leng ths  o f  16/16/16 and 16/8/16 notwith­

s ta n d in g ) .  Odd s t r a i n  leng ths  a re  coupled with tonal  ambiguity in
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T i s d a l l ' s  Pavana Chromatica ( i i /2 7 8 )  and Morley's g a l l i a r d  i i / 1 7 7 .

These two f e a t u r e s ,  phrase i r r e g u l a r i t y  and tonal  ambiguity ,  may be 

explained as c o in c id e n ta l ;  f o r  example, one might say t h a t  the  com­

posers were being dar ing  in both phrasing and tonal  p lan .  But 

i r r e g u l a r  phras ing  se rves  th e  cause o f  tonal  ambiguity. Our expec ta­

t io n s  with r e s p e c t  to  p e r io d ic  s t r u c t u r e  a re  t o n a l ,  not  merely temporal .  

Where th e re  i s  g r e a t e r  phrase  r e g u l a r i t y  i t  i s  g e n e ra l ly  e a s i e r  to  hear 

the  tonal  d e s t in a t i o n  o f  th e  phrase .  Without p e r io d ic  s t r u c t u r e ,  

wi thout  our having any idea o f  how long a motion w i l l  con t inue ,  i t  i s  

more l i k e l y  t h a t  our sense o f  th e  tonal  s t r u c t u r e  w i l l  be weaker, u n t i l  

h ind s igh t  allows us to  comprehend the  whole. The tonal  meanderings o f  

some o f  the  i r r e g u l a r  FVB dances belong to  the  modal language o f  the  

time. The mainstream of  dance music i s  r e g u la r  and somewhat p r e d i c ta b l e .  

The p o s s i b i l i t i e s  of being b i z a r r e  and u npred ic tab le  a re  in some ways 

more l im i te d  than those  o f  c r e a t i n g  s t rong  expec ta t ions  which are  

r e a l i z e d  or  thwarted.

Not a l l  i r r e g u l a r  phras ing  involves tonal  ambiguity .  Morley's  

Galiarda ( i i / 2 1 3 ,  ex. 70) i s  p e r f e c t l y  c l e a r  t o n a l l y ,  but  uses uneven 

phrases f o r  rhythmic exci tement .  The language o f  t h i s  F-major composi­

t io n  i s  t h a t  o f  the  tonic-dominant  p o l a r i t y .  The tonal  pro longat ions  

and t h e i r  i n t e r r e l a t i o n s h i p s  a re  unambiguous, a lthough c a s t  in phrases 

o f  odd l e n g th s—the  middle s t r a i n ,  f o r  example, subdivides in to  

phrases o f  s i x  and seven f e e t .

I r r e g u l a r i t i e s  o f ten  a r i s e  from i n s e r t i o n s ;  f o r  example, the  

second s t r a i n  o f  Morley 's  Alman ( i i / 1 7 1 ) i s  s ix  semibreves long by 

v i r t u e  o f  a (somewhat unusual)  in te rn a l  r e p e t i t i o n .  I t  i s  i n s t r u c t i v e
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to  examine i r r e g u l a r  phrases in t h i s  l i g h t ,  to  see i f  they a re  in 

f a c t  m usica l ly  r e g u la r  phrases which have been s l i g h t l y  s t r e tc h e d  or 

compressed.

Texture and F igu ra t ion

The t e x t u r e  o f  the  FVB dances i s  c re a te d  by two h i s t o r i c a l l y  

s e p a ra te  l i n e s  o f  development: th e  accompanied dance tune and the  

ensemble dance. The ensemble dance most o f ten  has four  voices of 

s i m i l a r  l e v e l s  o f  a c t i v i t y .  While the  bass i s  l i k e l y  to  have sk ips  o f  

fo u r th s  and f i f t h s ,  the  o th e r  vo ices  move w ith in  small ranges ,  and the  

t r e b l e  may no t  have t h a t  dramatic  shape which we recognize as a melody. 

In t h e i r  e q u a l i t y ,  th e  voices  may p a r t i c i p a t e  equa l ly  in im i t a t io n .

This polyphonic model holds f o r  the  keyboard pavans, a lthough in t h e i r  

va r ied  r e p r i s e s  the  fo u r  vo ices  o f ten  give way to  a two- o r  t h r e e ­

voiced t e x t u r e  in which th e  in n e r  voices  a re  absorbed in to  the  keyboard 

f i g u r a t i o n .  In many o f  the  pavans, i t  i s  only the  var ied  r e p r i s e s  t h a t  

reveal  id iom atic  keyboard w r i t i n g ,  although such composers as Bull and 

Farnaby used keyboard f i g u r a t i o n  throughout.

In th e  accompanied dance tune ,  an a c t iv e  and f l o r i d  t r e b l e  i s  

supported by a simple bass .  G enera l ly ,  the  a l t o  and te n o r  a re  not  

independent  l i n e s ,  but  a re  wedded to  the  bass to  produce block chords 

(and,  o f t e n ,  p a r a l l e l  oc taves  and f i f t h s ) .  This s t y l e  i s  found in the  

e a r ly  keyboard dance p r i n t s  o f  A tta ingnan t  and Gardane, and in  the  

o s t i n a t o  keyboard p ieces  o f  th e  e a r ly  English manuscr ip ts .  I t  i s  in 

evidence in  some o f  the  s im p le s t  FVB dances, but  dominates the  t e x tu r e  

o f  only two, the  anonymous Corranto and Daunce ( i i / 2 6 8 ) .  The
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in ta b u la t e d  ensemble dance seems r a t h e r  to  be th e  o r ig in a l  model f o r  

the  v i r g i n a l i s t s ,  judging  from th e  dances in the  Mull iner  Book and the  

Dublin v i r g in a l  manuscr ip t .  Most of  the  FVB dances show a mixture of 

the  two impulses.  Of th e  o ld e r  dances,  the  g a l l i a r d  i s  the  more t u n e f u l ,  

while both th e  alman and th e  coran to  tend to  be l e s s  polyphonic ,  more 

p o la r ize d  between t r e b l e  and b ass ,  than the  pavan and g a l l i a r d .  I t  i s  

in  the  alman and c o ra n to ,  as  well as in  th e  dance r e p r i s e s ,  t h a t  key­

board f i g u r a t i o n  was ab le  t o  develop.

I t  has not  been th e  purpose o f  t h i s  paper to  deal with d e t a i l s  

o f  keyboard f i g u r a t i o n .  To do so would r e q u i r e  ex tens ive  s tudy o f  the  

keyboard technique  o f  th e  v i r g i n a l i s t s .  To what e x t e n t ,  f o r  example, 

might the  f r e q u e n t  melodic embellishments  o f  a t h i r d  r e l a t e  to  

f ingerings? I t  has even been suggested t h a t  c r o s s - r e l a t i o n s  may a r i s e  

out  o f  f in g e r in g  techn ique ,  because r igh t -h an d  passagework could be 

executed r a p id ly  only w i thou t  sh a rp s ,  while  sharps could occur f r e e l y  

in l e f t - h a n d  chords .*  I t  has been p o s s ib le  to  omit d iscuss ion  of  

f i g u r a t i o n  because much o f  i t  involves  foreground d e t a i l  which has 

l i t t l e  bear ing  on th e  unders tanding  o f  the  dance as a whole.

Texture  and f i g u r a t i o n  could prove a s i g n i f i c a n t  a rea  o f  study 

in e s t a b l i s h i n g  h i s t o r i c a l  r e l a t i o n s h i p s ,  in  the  absence o f  adequate 

information rega rd ing  th e  music in f luenc ing  and in f luenced  by the  

v i rg in a l  dances.  I t  i s  d i f f i c u l t  thus  f a r  to  f in d  the  co n t in en ta l  

and English ro o t s  o f  the  FVB dances,  and i t  i s  a p a r t i c u l a r l y  

i n t r i g u i n g  q u es t io n  as to  whether th e  v i r g in a l  dances c o n s t i t u t e

i
Gerald Hendrie , Preface  to  Gibbons, Keyboard 

Music, p. xv i .
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a b l in d  a l l e y  in music h i s t o r y ,  o r  whether they played a p a r t  in  the  

development o f  dance on th e  c o n t in en t  during the  Baroque. Regardless 

of  i t s  i n t r i n s i c  i n t e r e s t ,  f i g u r a t i o n  could provide a key to  such 

ques t ions  o f  musical in f lu e n ce .

Motifs :  R e p e t i t io n ,  I m i t a t i o n ,  and Sequence

Motifs o f  the  FVB g e n e ra l ly  have a t r i a d i c  o u t l i n e .  In the  

almans some m oti fs  o f  f o u r th s  o r  f i f t h s  emphasize th e  s t rong  rhythmic 

c h a r a c te r  o f  the  dance, while  the  s te reo ty p e  running f i f t h  o f  the  

coranto  i s  in  keeping with t h a t  dance 's  smoothness and l i g h t n e s s .

Not a l l  FVB dances use i d e n t i f i a b l e  m o t i f s .  And where motifs  

occur ,  they o f ten  open a s t r a i n  and then d isappea r .  In most t h r e e -  

s t r a i n  dances no two s t r a i n s  use th e  same m o t i f ,  underscoring the  

separa teness  o f  th e  s t r a i n s ,  while  in  many cases in th e  tw o -s t ra in  

dances a s in g le  m o t i f  i s  used throughout.  In most i n s t a n c e s ,  inc luding  

two s u p e r io r 'd a n c e s ,  Dow!and*s Lachrymae pavan and Johnson 's  alman 

i i / 1 5 8 ,  the  m oti f  i s  t r e a t e d  as a fundamental element o f  the  dance, 

genera t ing  s t r u c t u r e  through i t s  development r a t h e r  than simply 

a r t i c u l a t i n g  phrases .

R epe t i t ion

While s t r a i n s  a re  r o u t in e ly  r epea ted ,  r e p e t i t i o n  within  a 

s t r a i n  i s  r a r e .  In a few i n t e r e s t i n g  in s tan ces  a m o t i f  i s  repeated  

with a new s e t t i n g ,  as in B u l l ' s  The Duke o f  Brunswick's Alman ( i i / 1 4 6 ) .  

R epe t i t io n  does not  advance th e  tonal  s t r u c t u r e  but  i s  a dramatic  

dev ice ,  sometimes f i l l i n g  ou t  th e  dimensions o f  a phrase (as in the  

Bull example), sometimes c r e a t in g  a postponement o r  an extension (more
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the  case in Morley 's  alman i i / 1 7 1 » mentioned above, p. 228). This 

kind of  r h e t o r i c  seems not  to  have been popular  in the  v i rg in a l  

dances.

Im ita t ion

All the  dance types in  the  FVB make use o f  im i ta t io n  to  some 

degree.  I t  i s  most p re v a le n t  in  the  pavans, where m oti fs  pass through 

a l l  four  vo ices .  Im i t a t io n  en r ic h es  the  pavan t e x t u r e ,  as in Byrd 's 

Lady Montegle 's  Paven ( i i / 4 8 3 ) . ' 1 In some cases the  p a t t e r n  of  im i ta t io n  

i s  maintained in th e  v a r ied  r e p r i s e  (exx. 8 a -b ) ;  a t  o th e r  times the  

p a t t e rn  i s  changed, so t h a t  new combinations o f  voices p a r t i c i p a t e  

(exx. 8 c -d ) .  When the  r e p r i s e  reduces the  t e x tu r e  to  bass and t r e b l e  

f i g u r a t i o n ,  as in  B u l l ' s  pavan 11/121, f i r s t  s t r a i n  (ex.  16) ,  the  imi­

t a t i o n  may d isap p ea r .  In Byrd 's  w r i t i n g ,  where im i ta t io n  i s  an important  

element o f  des ign ,  as o f ten  as not  new im i ta t io n s  a re  introduced in the  

r e p r i s e .

Moving from th e  pavan to  the  g a l l i a r d  and f u r t h e r  to  the  alman 

and coran to ,  the  in c reas ing  t e x t u r a l  p o l a r i z a t io n  and the  d i f f e r e n t i a ­

t io n  o f  fu nc t io n  between vo ices  b r ings  a decrease  in im i t a t i o n .  In the  

almans and corantos which a re  e s s e n t i a l l y  accompanied dance tunes the re  

i s  l i k e l y  to  be no im i t a t i o n .  But th e re  one s t i l l  may f in d  im i ta t io n  

between t r e b l e  and bass ,  as in  Byrd 's  coranto  i i / 3 5 9  (ex. 87) .  Im ita t ion  

involving the  bass i s  p a r t i c u l a r l y  i n t e r e s t i n g ,  as i t  d i sp lay s  the  

composer's imagination in combining polyphonic and ro o t  motions.

b r a c k e t s  a re  used in  the  musical examples to i n d ic a te  p a t t e rn s  
of im i ta t io n  and r e p e t i t i o n .
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Occasionally  im i ta t io n  i s  used as a se l f -c o n sc io u s  dev ice ,  a 

show of  compositional techn ique ,  as in  Morley 's  pavan and g a l l i a r d  

p a i r  i i / 2 0 9  and i i / 2 1 3  (ex. 70). Byrd 's  canonic pavan i i /4 2 7  uses 

im i ta t io n  which i s  much more prominent than the  canon i t s e l f .

Im i ta t ion  presumes th e  e x is te n ce  o f  ind iv idual  polyphonic 

l i n e s .  One does not  o r d i n a r i l y  speak o f  im i t a t io n  w ith in  a s in g le  

l i n e ,  except  perhaps when speaking of  Bach fugues f o r  so lo  v i o l i n  or 

c e l l o .  But i t  i s  p o s s ib le  to  t ransform  an i m i t a t i v e  pavan in to  a l e s s  

im i ta t iv e  g a l l i a r d  w ithou t  lo s in g  th e  motivic  p a t t e r n .  In P h i l i p s ' s  

Galiarda dolorosa  ( i / 3 2 7 ) ,  th e  opening t r e b l e  i s  c rea ted  from the  a l t o -  

t r e b l e  im i ta t io n  o f  the  preceding  pavan. This i s  p o s s ib le  because the  

t r e b l e  o f  th e  pavan e n te r s  l a t e ;  the  a l t o  i s  a t  f i r s t  the  h ighes t  

voice . In an im i t a t i v e  t e x t u r e  one must be ca re fu l  to  d i s t in g u i s h  

o u te r -vo ice  fu n c t io n s  o f  t r e b l e  and bass from the  i d e n t i f i c a t i o n  of 

l i n e s  in terms o f  s t r i c t  fo u r -v o ic e  w r i t in g ;  where th e r e  i s  no t r e b l e ,  

the  a l t o  may assume an o u te r -v o ic e  fu n c t io n .

Sequence

Sequences a re  o f  g r e a t  importance in  the  FVB dances. Their  

occurrences may be desc r ibed  as o f  two f a i r l y  d i s t i n c t  v a r i e t i e s ;  

those which a re  w ith in  a ph rase ,  and those  which c re a t e  two (or  more) 

p a r a l l e l  p h r a s e s . 1 The former might be termed sequen t ia l  passages ,

f o r m a l l y ,  sequences a re  def ined  as e i t h e r  harmonic or  melodic. 
The melodic sequence, involv ing  only a s in g l e  l i n e ,  u su a l ly  the  t r e b l e ,  
i s  r a r e  in the  FVB. The sequences under d iscu ss ion  a re  polyphonic, t h a t  
i s ,  involving a t  l e a s t  the  o u te r  voices  and u su a l ly  a l l  vo ices .  Because 
of the  spec ia l  meaning o f  "harmonic" in  terms o f  f i f t h  r e l a t i o n s h i p s ,  
i t  i s  more a p p ro p r ia te  to  speak o f  polyphonic sequences,  which gen era l ly  
combine both harmonic and contrapunta l  elements.
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the  l a t t e r ,  sequ en t ia l  r e p e t i t i o n .

Sequentia l  passages a re  prominent in Baroque music, where they 

a re  o f ten  th e  means o f  moving through a c i r c l e  o f  f i f t h s .  In the  FVB 

sequen t ia l  passages a re  o f te n  used to  provide loca l  i n t e r e s t ,  p a r t i c u ­

l a r l y  in the  t h i r d  s t r a i n  o f  pavans and g a l l i a r d s .  A typ ica l  sequence 

employs motivic  r e p e t i t i o n  a t  success ive  p i tc h es  as an embellishment of  

the motion descr ibed  by those  p i t c h e s .  Most FVB sequences a r i s e  out  of 

an embellishment o f  o u te r -v o ic e  polyphony. Often a p a r a l l e l  motion, 

f o r  example, in  t e n t h s ,  i s  c o n t r a p u n ta l !y  embell ished by con tra ry  

motion, as in  the  i n te r v a l  success ion  10-5-10-5 (see  B u l l ' s  g a l l i a r d  

i /1 7 7 ,  ex. 48 ) .  This i n t e r v a l  chain may in tu rn  be e labo ra ted  m otiv ic-  

a l l y .  Whether or  not  the  r e s u l t  can be considered a sequence depends 

on rhythmic f a c t o r s ,  f o r  a sequence i s  a r e p e t i t i o n  o f  a u n i t  of  time. 

The motivic  r e p e t i t i o n  which i s  used in a sequence d e f ines  the  time 

u n i t .

P a r a l l e l  motions in th e  FVB may be embell ished only s l i g h t l y ,  

as with a repeated  a r p e g g ia t i o n ,  in which case th e re  i s  only a r u d i ­

mentary sequence. The s t r o n g e r  th e  motivic  r e p e t i t i o n  and the  sharper  

the  polyphonic p r o f i l e ,  the  more l i k e l y  we a re  to  speak of  a sequence.

Sequence combines elements o f  tonal  motion and design r e p e t i t i o n .  

I t  may be ,  however, t h a t  a sequence i s  c re a te d  out  o f  an embell ishing 

motion which i s  superf luous  to  the  tonal  s t r u c t u r e ,  one which, f o r  

example, ascends two s te p s  and descends again .  Such examples may be 

found in some of  B u l l ' s  dances ,  be t ray ing  the  composer's fondness f o r  

the  sequence as a dramatic  device  with i n t r i n s i c  i n t e r e s t .  These 

passages may extend s t r a i n s  to  odd l e n g th s ,  and weaken the  sense of
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tonal d i r e c t i o n .

Sequential  passages may r e i n f o r c e  th e  m eter ,  when the  r e p e t i ­

t io n  p a t t e r n  co inc ides  with m et r ic  s t r e s s ,  as  in  Farnaby 's  g a l l i a r d  

i i / 4 1 9 ,  t h i r d  s t r a i n . 3. Or a sequence may work a g a in s t  th e  meter ,  as
p

in B u l l ' s  g a l l i a r d  i i / 1 2 5 , t h i r d  s t r a i n .  Because a sequen t ia l  

passage i s  more l i k e l y  than not  t o  r e i n f o r c e  meter  and phrase 

d e f i n i t i o n ,  i t  i s  a more usual occurrence  in  g a l l i a r d s  or  almans 

than in  pavans.

I t  i s  not  s u r p r i s i n g  t h a t  B u l l ,  who favored  a v a r i e t y  of  

dramatic  devices and d i s p l a y s  o f  v i r t u o s i t y ,  included many sequen t ia l  

passages in  h is  dances.  The dances o f  Byrd do not  as a r u l e  include  

such passages .  The most s t r i k i n g  e x ce p t io n ,  the  Queenes A!man ( i i / 2 1 7 ) ,  

i s  based on an old tune and perhaps an o ld  s e t t i n g .

The second v a r i e t y  o f  sequence, th e  sequ en t ia l  r e p e t i t i o n  o f  a 

phrase ,  occurs r e g u la r ly  in th e  FVB g a l l i a r d s  and almans to  de f ine  

phrases by c re a t i n g  phrase  p a r a l l e l i s m s .  This type o f  sequence i s  well 

known to  us from the  C la s s ic a l  per iod  and such compositions as Mozart 's  

piano sonata in D major (K. 576).  As in the  opening o f  the  Mozart,  i t  

i s  not  necessary  f o r  th e  r e p e t i t i o n  to  be c a r r i e d  through the  phrase.

The sequence serves  i t s  purpose by d e f in in g  phrase  beginnings.  The 

p h r a s e - a r t i c u l a t i n g  fu n c t io n  o f  se q u en t ia l  r e p e t i t i o n  can be seen in 

both s t r a i n s  o f  An Almain ( i i / 2 6 6 , ex. 78).

Example  52 shows th e  way in which t h i s  s equ en t ia l  passage 
i s  derived from a simple polyphonic motion.

2
Example 46; the  s t r a i n ' s  i r r e g u l a r  phras ing  may be sa id  to  

be a r e s u l t  o f  the  sequence and i t s  i r r e g u l a r i t y .
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Sequentia l  r e p e t i t i o n  emphasizes tona l  a reas  w i th in  a tonal  

motion, a reas  which may not be primary s t r u c t u r a l  p o in t s .  The- - 

sequences in the  above-mentioned alman, f o r  example, emphasize VII, 

which i s  a c t u a l l y  a tonal  a rea  su b s e rv ie n t  to  th e  dominant which i t  

em bel l i shes .  This poses some problem o f  i n t e r p r e t a t i o n :  while  the  

r o l e  o f  VII in th e  tonal  s t r u c t u r e  i s  as an embell ishment of  V, the  

design of  the  f i r s t  s t r a i n ,  with i t s  s equ en t ia l  r e p e t i t i o n ,  suggests  

a comparison o f  I and VII ,  r e l a t i n g  VII to  I as a ne ighbor . '1 In 

graphing such an ev en t ,  while  op t ing  f o r  th e  t r u e  underlying tonal  

motion one does not  want to  omit the  neighbor r e l a t i o n s h i p ,  which has 

such s t rong  suppor t  from th e  sequence. Sequentia l  phrase r e p e t i t i o n

does not  o r d i n a r i l y  have th e  same a sp ec t  o f  motion as does the  sequen­

t i a l  passage. The t r u e  tona l  motion may be o th e r  than t h a t  defined by 

th e  sequ en t ia l  s c a l e  degrees .  This kind o f  sequence i s  r a t h e r  a design 

element a r t i c u l a t i n g  phrase  s t r u c t u r e .

Treble  Lines

The shape o f  th e  t r e b l e  g e n e ra l ly  r e f l e c t s  the  s t r a i n  scheme 

o f  the  dance. Rarely does a s in g l e  melodic arch span the  e n t i r e  dance.

Most o f t e n ,  th e  f i r s t  s t r a i n  has a c l e a r  a rch  t h a t  i s  the  melodic aspec t

of  i t s  tonal  p ro lo n ga t ion .  The second s t r a i n  may c o n s i s t  of  a s im i l a r  

arch in the  c o n t r a s t in g  tona l  a re a .  Or i t  may be f a r  l e s s  a c t i v e ,  

hovering around a s in g le  tone .  Often th e  melodic shape i s  l e a s t  c l e a r  

in the  t h i r d  s t r a i n ,  p a r t i c u l a r l y  because the  s t r a i n  i s  most l i k e l y  to

^ I n c i d e n t a l l y ,  th e  se q u en t ia l  r e p e t i t i o n  o f  VII i s  p a r t i c u l a r l y  
c h a r a c t e r i s t i c  o f  modal language,  and in t h i s  case  expresses  the  t ru e  
mixolydian c h a r a c te r  o f  the  composit ion.
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have extended sequences and o th e r  dev ices .  The melodic l i n e  o f  the  

t h i r d  s t r a i n  may be s u f f i c i e n t l y  problematic  so t h a t  i t  i s  d i f f i c u l t  

and perhaps mistaken to  t r y  to  e x t r a c t  from i t  a middleground s t r u c ­

tu r e  ( s e e ,  f o r  example, Warrock's pavan i /384  and Morley 's  pavan 

i i / 1 7 3  [exx. 60 and 61]). In f a c t ,  even when the  second or  t h i r d  

s t r a i n  o f  a dance i s  a complete tonal  p ro longa t ion  w i th in  a s in g le  

a r e a ,  the  absence o f  w e l l -de f in ed  melodic d i r e c t i o n  makes th e  s t r a i n  

sound incomplete.

Melodic high tones a r e  p a r t i c u l a r l y  important  in the  express ion  

of  the  organ ic  un i ty  o f  a dance. Within the  f i r s t  s t r a i n  th e re  i s  o f ten  

a gradual  bu i ld -up  to  a high to ne ,  from which th e r e  i s  the  descen t  to 

the  cadence.  In some o f  the  more c l e a r l y  organized dances, t h i s  high 

tone remains in the  ea r  to  be rega ined ,  as in  B u l l ' s  pavan i /6 2  (ex.

15), or  exceeded, as in  Byrd 's  Pavan Bray ( i /3 6 1 ,  ex. 1 ) .  The melodic 

contour and th e  a t ta inm ent  o f  peaks i s  e s p e c i a l l y  important  in c r e a t in g  

a sense  o f  c o n t in u i ty  in some o f  th e  longer  and more complex pavans, as 

those  o f  P h i l i p s .

The t r e b l e  l i n e  o f ten  o u t l i n e s  an octave and s t r e s s e s  i t s  

d iv i s io n  in to  two segments, 1 to  5 and 5 to  8. Where th e  mediant i s  

the  main a rea  o f  tonal  p ro longat ion  ou ts id e  o f  th e  t o n i c ,  th e  t r e b l e  

n a tu r a l l y  s t r e s s e s  3 as w e l l ,  as in  Byrd 's  pavan i i / 3 8 9  (ex. 9 ) .  The 

emphasis on 3 may r e s u l t  in a t r e b l e  with a p lagal  range ,  as  in the  

Lachrymae pavan (ex. 31) ,  which might be sa id  to  have a hypoaeolian 

melody.

The d i f f e r e n t  dance types have c h a r a c t e r i s t i c a l l y  d i f f e r e n t  

t r e b l e  l i n e s .  The arch shape i s  most ty p ic a l  of  the  pavan. The
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leng th  o f  the  pavan s t r a i n  allows f o r  a gradual melodic sweep, 

e lab o ra ted  with many sm a l le r  motions j u s t  as th e  tonal  s t r u c t u r e  may 

be e lab o ra ted  with passing p ro longa t ions .  The g a l l i a r d  t r e b l e  i s  more 

l i k e l y  to  have a sharp p r o f i l e  and few d i g r e s s i o n s ,  owing both to  i t s  

r e l a t i v e  b r e v i ty  and i t s  s t r o n g e r  rhythmic c h a r a c t e r .  In the  pa ired  

dances the  g a l l i a r d  t r e b l e  may be a s i m p l i f i c a t i o n  o f  t h a t  of  the  

pavan. The g a l l i a r d  i s  a l s o  more l i k e l y  to  have a t h in n e r  t e x tu r e  in 

which th e  t r e b l e  i s  r e g i s t r a l l y  i s o l a t e d  from th e  lower voices and i s  

more prominent. Thus the  g a l l i a r d  t r e b l e  o f ten  has th e  q u a l i t y  o f  a 

dance tu n e ,  as in Byrd 's  g a l l i a r d s  i i / 3 9 2  and i i / 4 0 0  (exx. 37 and 39). 

G a l l i a rd s  had a t r a d i t i o n a l  a s s o c i a t io n  with songs. The body o f  song 

g a l l i a r d s  culminates in Dowland's c o n t r i b u t i o n s ,  two o f  which a re  s e t  

in the  FVB. These, n a t u r a l l y ,  a re  e x c e p t io n a l ly  tunefu l  and dramatic .

The alman t e x t u r e  f u r t h e r  emphasizes the  t r e b l e .  With the  a l t o  

l i n e  absen t  o r  s h i f t e d  to  the  l e f t  hand, the  t r e b l e  can range over an 

octave or  more, with  f r eq u e n t  leaps  o f  f o u r th s  and f i f t h s .  Ins tead  of 

a gradual a rching  upwards to  the  high tone ,  many almans begin with an 

a t t a c k  on o r  leap  to  the  high tone ,  with a gradual descen t .  This 

again i s  a fu nc t io n  both o f  the  s t rong  rhythmical q u a l i t y  o f  the  alman 

and o f  th e  s h o r t  s t r a i n  l en g th .  In o th e r  almans, p a r t i c u l a r l y  those 

most l i k e  pavans, th e  melodic arch p r e v a i l s  (see  Byrd 's  Monsieurs 

Alman [ i / 2 3 4 ,  ex. 85 ] ) .

The coranto  t r e b l e s  a re  the  l e a s t  wel l-developed.  As in the  

alman, the  th in n e r  t e x t u r e  a f fo rd s  the  t r e b l e  g r e a t e r  tonal  space ,  

but  i t  may n e v e r th e le s s  remain with in  a small range.  In examining the
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almans and corantos  we must remember t h a t  a number o f  them, perhaps 

more than we y e t  know, a re  based on t r a d i t i o n a l  dance t u n e s . 1

Bass Motion

The f i f t h  r e l a t i o n s h i p  dominates the  bass in the  FVB dances 

as in the  much e a r l i e r  dances o f  A t ta ingnan t .  The m ete r -de f in ing  

a spec t  o f  th e  bass i s  in sep a rab le  from i t s  r o l e  as harmonic suppor t ;  

one can speak o f  the  meter emphasizing the  ro o t  to n es ,  or  o f  the  roo ts  

emphasizing meter .  R oo t -pos i t ion  t r i a d s  predominate, e s p e c i a l l y  on 

s t rong  b e a t s .  Root tones may be connected by pass ing  motions and 

otherwise  embell ished.  Displacements in ro o t  motion with r e s p e c t  to  

the  meter may occur when th e  bass p a r t i c i p a t e s  in i m i t a t i o n ,  as i t  

o f ten  does in pavans,  or  in  syncopated f i g u r e s ,  as in  many co ran tos .  

The t ime-keeping fu n c t io n  o f  th e  bass can be seen in th e  r e p e t i t i o n  

p a t t e rn s  o f  the  bass such as the  f i g u r e  o < S c). These repea ted - tone  

f i g u r e s  a re  more common in th e  simpler  dances o f  A t ta ingnan t  and 

Gardane, but  a re  p re sen t  to  some e x te n t  even in FVB pavans. They 

bring to  mind the  drum accompaniments descr ibed  by Arbeau. By com­

p a r i s o n ,  note  r e p e t i t i o n  i s  r e l a t i v e l y  in f req u e n t  in FVB t r e b l e  l i n e s .

Embellishments o f  th e  bass give r i s e  to  p ro longat ions  of  

neighboring tonal  a r e a s ,  I I  and the  modal bVII. The t h i r d  r e l a t i o n ­

ship  i s  p a r t i c u l a r l y  important  in minor-mode composit ions.  These 

w i l l  be descr ibed  f u r t h e r  in  th e  se c t io n  below on the  pro longat ion  

of  tonal  a re a s .

^ h e  Corranto.  Lady Riche ( i i / 4 1 4 )  i s  unusual f o r  i t s  
s o p h i s t i c a t e d  t r e b l e ,  where th e  a scen t  to  a high tone continues 
from one s t r a i n  in to  the  nex t .
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Cadences and Closings

Cadences a t  the  c lo se  o f  dance s t r a i n s  in the  FVB a re  g en e ra l ly  

emphasized with a v a r i e t y  o f  c l i c h e s ,  inc luding  rhythmic a rp eg g ia t io ns  

in the  bass and sc a le  passages in th e  t r e b l e .  In the  g a l l i a r d ,  a hemi- 

ola  p a t t e r n  i s  o f ten  used to  announce a cadence j u s t  as i t  i s  in  many 

Baroque composit ions.  Full s o n o r i t i e s  a re  favored ,  and e x t ra  tones a re  

added to  th e  normally fou r-vo iced  t e x t u r e .  P a r t i c u l a r l y  c h a r a c t e r i s t i c  

i s  the  use o f  melodic cover  to n es ,  t r i a d i c  t h i r d s  or  f i f t h s  which a re  

not the  t r u e  melodic a r r i v a l s  but which appear in the  t r e b l e  f o r  pur­

poses o f  s o n o r i ty .  As in t h e i r  m adr iga ls ,  the  English v i r g i n a l i s t s  

seemed to  enjoy the  major t h i r d  in the  prominent p o s i t io n  of  high 

tone a t  th e  c lo s e  o f  a s t r a i n .

When cadences occur w i th in  a s t r a i n  they  may or  may not  be 

t r e a t e d  with these  e l a b o r a t io n s .  In pavans i n te r n a l  cadences a re  

avoided as  a r u l e .  In f a c t ,  sometimes a suspension o r  o th e r  ty p ica l  

c ad e n t ia l  f i g u r e  w i l l  appear ,  s i g n a l l i n g  a cadence which i s  broken o f f  

not  by th e  usual process o f  i n t e r r u p t i o n  but  by th e  r e s o lu t io n  occurr ing  

in an unexpected contrapunta l  manner. Such thwarted cadences appear  in 

some o f  th e  meandering pavans o f  Bull ( s e e ,  f o r  example, i i / 1 2 1  [ex.

13], t h i r d  s t r a i n ) .

Beyond the  d e t a i l s  o f  t r i l l s ,  suspens ions ,  a rp e g g ia t io n s ,  and 

s c a l e s ,  t h e r e  a re  c l i c h e s  o f  motion in  the  FVB cadences.  Often a 

melodic embell ishment o f  the  penult imate  tone ,  2, i s  supported with an 

embellishment of  the  penult imate  r o o t ,  5, producing the  cadence:

2 - l -# 7  - 1 
b7-6-5 - 1,
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and the  c r o s s - r e l a t i o n  between b7 and #7. Other common cad en t ia l  

p a t t e rn s  involve an a sce n t  from the  to n ic  ro o t  t o  the  dominant o r  from 

Ig o r  I I I  to  the  dominant. In th ese  p a t t e r n s ,  I I  or  I l g  and IV or  

IVg o f ten  r e s u l t  as neighboring or  passing chords .  I t  i s  r a r e  t h a t  

the  cadence makes harmonic use o f  II  and IV, t h a t  i s ,  making use of 

the  f i f t h  motions ( I ) I I - V - I  or I - IV-V-I .  And, in  f a c t ,  the  passing 

na tu re  o f  I I  and IV o f te n  makes i t  impossible  to  i d e n t i f y  a con f igu ra ­

t i o n  as a p a r t i c u l a r  t r i a d .  These p a t t e r n s ,  i l l u s t r a t e d  in Chapter II  

(exx. 10 and 11),  occur r e g u l a r ly  in a l l  dance ty p es .

Mode

The high degree o f  i n f l e c t i o n  o f  th e  modal language i s  a 

prominent s t y l e  c h a r a c t e r i s t i c  o f  the  FVB dances,  an a sp ec t  o f  the  

r i c h  s o n o r i t i e s  favored by th e  E l izabe thans .  Raised seventh s t e p s ,  

lowered s i x t h s ,  and p ica rd ia n  t h i r d s  a re  so common t h a t  a t  f i r s t  

glance i t  seems as i f  th e  modal d e s ig n a t io n ,  in d ic a te d  by the  f i n a l  

and t r a n s p o s i t i o n  s ig n ,  i s  merely nominal. As i t  tu rn s  o u t ,  i n f l e c ­

t io n s  have varying degrees o f  s i g n i f i c a n c e .  I n f l e c t i o n s  of  the  

melodic l i n e  a re  extremely common, p a r t i c u l a r l y  a t  cadences,  and have 

l i t t l e  e f f e c t  on s t r u c t u r e .  I n f l e c t i o n s  o f  the  bass a re  more 

i n f r e q u e n t ,  and t h e s e ,  a lmost by d e f i n i t i o n ,  tend to  have s ig n i f i c a n c e  

f o r  the  tonal  s t r u c t u r e .  In a mixolydian composit ion,  f o r  example, 

the  seventh s te p  i s  r o u t in e ly  r a i s e d  in melodic passages .  The s i g ­

n i f i c a n t  mixolydian c h a r a c t e r i s t i c  i s  the  use o f  the  f l a t  seventh as 

a ro o t  neighbor o f  the  to n ic  and as a suppor t  f o r  the  melodic 4.
fi

Where th e r e  a re  no bVII t r i a d s  but in s tead  V# and V^, the  composition
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i s  c lo s e r  to  the  modern major ,  even i f  b7 i s  used f o r  modal co lo r ing

in the  upper vo ices .  In examining the  modal c h a r a c t e r  o f  a p iec e ,  i t

must a l s o  be remembered t h a t  sharp s ig n a tu re s  were not in use.  Thus 

the  modes were not  e n t i r e l y  t ran sp o sab le .  A dance in G with no key

s ig n a tu re  i s  not  n e c e s s a r i l y  mixolydian, but might be major o r  ionian

by i n t e n t .

The p r a c t i c e s  o f  mode a re  d i s t i n c t l y  d i f f e r e n t  f o r  the  pavan 

and g a l l i a r d  than f o r  the  alman and coran to .  Table 15 shows the  d i s ­

t r i b u t i o n  o f  mode and f i n a l  f o r  the  four  dance types in th e  FVB. Minor 

modes predominate in the  pavans and g a l l i a r d s ,  while  major modes a re  

more usual in  th e  almans and co ran tos .  The e a r ly  and l a t e  dance types 

d i f f e r  in  t h e i r  d i s t r i b u t i o n  o f  f i n a l s  as w e l l .  Few o f  the  almans and 

corantos  have as many as one f l a t  in the  s ig n a tu r e ,  l e t  alone the  two 

f l a t s  necessary  f o r  th e  Bb- ion ian ,  G-aeolian and C-dorian found among 

pavans and gal l ia rds . '* '  There a re  not  any l a t e  dance types in F. At 

the  same t im e ,  th e r e  a re  composit ions among them in sharp keys not found 

in the  pavans and g a l l i a r d s .  Because of  the  absence o f  sharp s igna ­

t u r e s ,  th e  move towards sharp  keys i s  a de f a c to  move. In a number 

o f  c a se s ,  the  sharps a re  not  app l ied  throughout the  composit ion,  and 

presuming t h a t  t h i s  i s  not  a r e s u l t  o f  e r r a t i c  p r a c t i c e s  with r e s p e c t  

to  the  n o ta t io n  o f  a c c id e n ta l s ,  th e  r e s u l t  i s  a number of  major-minor 

composit ions.

The reason f o r  the  s h i f t s  from minor to  major and from f l a t

■*The f l a t t e d  s i x t h  tone  o f  minor i s  o f ten  not in d ica ted  in 
Baroque key s i g n a tu r e s ;  consequent ly ,  many Baroque works a re  nominally 
in dor ian .
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to  sharp  keys i s  not  apparen t  w i th in  the  co n tex t  o f  the  FVB. The 

two s h i f t s  may in f a c t  be u n re la te d .  F u r the r  i n v e s t i g a t i o n  in to  the  

development o f  key s i g n a tu r e s ,  the  theory  o f  t r a n s p o s i t i o n s ,  tuning 

systems,  and the  r e l a t i o n s h i p  o f  the  FVB dances t o  popular  music of 

the  time might reveal  some answers.

An examination o f  th e  FVB pavans and g a l l i a r d s  re v e a l s  t h a t  

in general  d i s t i n c t i o n s  a re  made between modes a t  a s i g n i f i c a n t  

tonal  l e v e l .  To compare th e  compositions in two d i f f e r e n t  modes i t  

i s  e a s i e s t  to  f i n d  examples o f  both modes with th e  same f i n a l ,  but  

t h i s  i s  only p o ss ib le  f o r  th e  dor ian  and aeo l ia n  modes, both o f  which 

can be found in  6 and D t r a n s p o s i t i o n s .  The dor ian  mode i s  in a sense 

one s tep  towards the  sharp s id e  with r e s p e c t  to  a e o l ia n .  We might 

expect  some o f  the  fo l lowing d i s t i n c t i o n s :  the  use o f  bVI (and not 

j u s t  b6) in aeo l ia n  but  not  d o r ian ;  the  p ro longa t ion  o f  I I  in dorian  

but not  a eo l ian  (which has a diminished f i f t h ,  2 -6 ) ;  and a general  

tendency towards prolonging f l a t t e r  a r e a s ,  such as the  subdominant, 

in a e o l i a n ,  and sha rper  a reas  in the  dorian  mode. These d i s t i n c t i o n s  

by no means always hold in th e  FVB, bu t  they do so o f ten  enough to  

j u s t i f y  the  a s s e r t i o n  t h a t  th e  two modes were s t i l l  considered 

d i s t i n c t .  I t  i s  more d i f f i c u l t  t o  compare the  ion ian  and mixolydian 

modes, as th e re  a re  no compositions e x p l i c i t l y  in e i t h e r  G-ionian or  

C- or  F-mixolydian. But in many cases we again f in d  modal d i s t i n c t i o n s  

in tonal  s t r u c t u r e :  the  pro longat ion  o f  bVII in mixolydian but  not  in 

ion ian ,  and the  tendency to  prolong sharp keys in  io n ia n ,  f l a t  keys, 

and the  subdominant in p a r t i c u la r ,  in mixolydian. Another d i s t i n c t i o n ,  

the  use o f  I I I  in ionian  but not  in mixolydian (where i t  would be
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proh ib i ted  because o f  the  t r i t o n e  3 -b 7 ) ,  does not  hold ,  as I I I  does 

not g e n e ra l ly  occur in major-mode composit ions.

In the  case o f  G-mixolydian composit ions,  and to  a l e s s e r  

e x te n t ,  in ion ian  composit ions,  one must be ca re fu l  in  d i s t in g u i s h in g  

nominal from de f a c to  mode, s ince  key s ig n a tu r e  usage of  the  time 

p ro h ib i ted  th e  d i r e c t  express ion  o f  c e r t a i n  combinations of  mode and 

f i n a l .  For example, the  Farnaby pavan i i / 4 5 6 . in  G-mixolydian, i s  a 

s e t t i n g  o f  th e  same piece  as Morley 's  pavan i i / 2 0 9  in F - io n ian ;  an 

examination o f  the  tonal  s t r u c t u r e  o f  the  two pavans re v e a l s  t h a t  

they a re  both e s s e n t i a l l y  mixolydian-major .

The Pavana Chromatica ( i i / 2 7 8 )  o f  William T isd a l l  i s  a s t r i k i n g  

example o f  a composit ion whose s t r u c t u r e  i s  shaped by mode. The f i n a l  

of  t h i s  composition i s  B, e x t r a o rd in a ry  f o r  t h i s  body o f  music. Sharps . 

abound in t h i s  work, and go as f a r  as a# near  the  c lose  of the  t h i r d  

s t r a i n .  But t h a t  a# i s  the  only lead ing  to n e ,  supported by the  only 

dominant, of  the  e n t i r e  dance, which in s tea d  prolongs IV and VI a t  

leng th .  The emphasis on 4 and 6 and the  absence of the  dominant 

i n d ic a te  the  t r u e  mode o f  t h i s  pavan, Phrygian.  The tonal  s t r u c t u r e  

revea ls  the  mode d e s p i te  the  chromatic a l t e r a t i o n s .

Modal d i s t i n c t i o n s  a re  l e s s  c l e a r  in  th e  FVB almans and 

co ran tos .  These l i g h t e r  and s impler  dances a re  l e s s  modally co lo red ,  

and too s h o r t ,  o f t e n ,  f o r  modal p ro longa t ions  to  embell ish the  main 

areas of  I ,  I I I ,  and V. But perhaps a l s o  the  s h i f t  away from modal 

language in these  dances i s  a sign t h a t  they  a re  r e l a t i v e l y  modern.

The tonic-dominant  musical language o f  the  alman and coranto  condenses 

and o rgan izes ,  so t h a t  th e re  a re  two tonal  poles  of a t t r a c t i o n  r a t h e r
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than many. The s i m p l i f i c a t i o n  and c l a r i t y  o f  t h i s  newer language 

u l t im a te ly  allows f o r  g r e a t e r  s t r u c t u r a l  complexity. J u s t  as metr ic  

o rg an iza t io n  and p e r io d ic  phras ing  s im p l i fy  the  o rgan iza t ion  of time 

and a llow f o r  percep t ion  o f  longer  and longer  p a t t e r n s  and of  connec­

t io n s  between remote e v en ts ,  perhaps th e  tonic-dominant  musical 

language a l s o  s i m p l i f i e s  th e  t a sk  o f  pe rce iv ing  s t r u c tu r e  and thus 

makes p o s s ib le  l a r g e r  s t r u c t u r e s .  In th e  FVB, i t  i s  the  pavans and 

g a l l i a r d s  t h a t  a re  longer  and more complex, but  perhaps the  almans 

and coran tos  t h a t  p o in t  towards the  Baroque dance.

Prolongation of  Tonal Areas

The seven sc a le  degrees a re  a l l  the  su b je c t  o f  harmonic 

pro longat ion  in one dance o r  ano the r .  Each area  o f  pro longat ion  of 

course has a d i f f e r e n t  r e l a t i o n s h i p  to  th e  to n ic  and i s  used in a 

d i s t i n c t  manner.

The dominant i s  g e n e ra l ly  th e  second s t r o n g e s t  tonal  a rea .  

Nearly a l l  dance s t r a i n s  end with a dominant-tonic  cadence o r  an 

i n t e r r u p t i o n  on the  dominant (o f  the  tonal  a rea  being prolonged);  

th e re  a re  few s t r i c t l y  contrapunta l  cadences among the  dances. I t  i s  

r e g u la r ly  the  case  t h a t  the  middle s t r a i n  i s  a dominant p ro longa t ion ,  

support ing  e i t h e r  a melodic 5 or a melodic i n t e r r u p t i o n  on 2.

The mediant i s  ano ther  important  a rea  o f  prolongat ion  in 

the  m a jo r i ty  o f  minor-mode composit ions,  but  i s  absen t  from major­

mode p ieces .  I t  func t ions  as  a support  f o r  melodic tones 5 and 3,  

and as a ro o t  embellishment o f  I o r ,  l e s s  f r e q u e n t ly ,  of  V; i t  a lso  

occurs as a ro o t  motion 1-3 -5 ,  t r a n s l a t e d  in to  I - I I I - V .  There i s
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no reason why i t  should not  serve  these  same fu n c t io n s  in a major 

composition,  except t h a t  in o rder  to  prolong I I I  in  major i t  i s  

necessary  to  c re a t e  i t s  dominant suppor t  with chromatic  a l t e r a t i o n s  

( f o r  example, in C major th e  dominant t r i a d  o f  E, B major ,  must be 

c rea ted  by r a i s i n g  2 and 4 t o  D# and F#). The mediant o f  a minor key 

has i t s  dominant a v a i l a b l e  w i th in  the  mode and without  a l t e r a t i o n s .

The phenomenon of  th e  importance o f  the  r e l a t i o n s h i p  i - I I I  but  not 

I - i i i  a n te d a te s  th e  FVB and p e r s i s t e d  u n t i l  Beethoven began to  break 

i t s  hold on tonal  s t r u c t u r e .

The submediant a l s o  em bell ishes  the  to n ic  because of  i t s  

t h i r d  r e l a t i o n s h i p  and i t s  consequent a b i l i t y  to  suppor t  melodic tones 

1 and 3. Less common than th e  mediant , i t  does not  occur in the  h o r i -  

z o n ta l i z a t io n  o f  the  t o n i c ,  but  o f ten  i s  found in pass ing  between to n ic  

and dominant, I-VI-V. The submediant occurs in both major and minor 

modes. The r e l a t i o n s h i p  i - I I I  sounds l i k e  th e  r e l a t i o n s h i p  v i - I ,  and 

i t  i s  sometimes th e  case t h a t  only h in d s ig h t  can t e l l  us which r e l a t i o n ­

ship we a re  hear ing ,  as in  Byrd 's  g a l l i a r d  i i / 3 8 7 ,  o r  the  very s i m i l a r  

almans by Peerson and Byrd, in  C major and G-dorian respec t ive ly  ( i i / 3 5 9  

and i i / 1 9 6  [exx. 72 and 7 3 ] ) .  In most FVB dances the  f i r s t  s t r a i n  

opens and c loses  w i th in  a s i n g l e  a r e a ,  which i s  thus  understood as the  

t o n i c ,  avoiding such confusion.

The super ton ic  i s  o f ten  an important  a rea  o f  p ro longa t ion .  I t  

r a r e l y  occurs with the  s t r u c t u r a l  s i g n i f i c a n c e  o f  the  mediant,  but  i s  

o f ten  an embellishment o f  th e  t o n i c ,  I - I I - I .  In the  passing motion 

between I and V, the  supe r to n ic  t r i a d  may occur but i s  seldom supported 

by i t s  dominant. As has been poin ted  o u t ,  i t s  p lace  in the  cadence i s
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as a contrapunta l  embellishment r a t h e r  than a harmonic suppor t .  The 

super ton ic  i s  sometimes prolonged as th e  upper f i f t h  o f  the  dominant, 

p a r t i c u l a r l y  when the  l a t t e r  i s  reached by a s e r i e s  of  descending 

f i f t h s  (Byrd 's  pavan i i / 3 9 8 , second s t r a i n ) .

The f l a t  seventh i s  o f te n  prolonged as a neighbor to  the  t o n ic ,  

I -b V I I - I .  More o f ten  i t  occurs as the  upper t h i r d ,  th e  mediant ,  of 

the  dominant, in the  ro o t  motion b7-6-5.  Although t h i s  i s  most 

ty p ic a l  w i th in  cadences, i t  a l s o  occurs w i th in  s t r a i n s  as in the  

openings o f  th e  middle s t r a i n s  o f  Byrd's pavans i i / 2 0 4  and i i / 4 0 0  and 

e s p e c i a l l y  o f  Holborne's  pavan i i / 2 2 6 .  The f l a t  seventh degree i s  

a lso  the  upper f i f t h  o f  the  f l a t  mediant , and occurs in mediant 

p ro longa t ions .

The subdominant i s  th e  most problematic  tonal  a re a .  I t  i s  

n ear ly  always the  case t h a t  lengthy  subdominant p ro longa t ions  c re a te  

tonal  ambiguity;  i t  may be d i f f i c u l t  to  determine whether  one i s  

hearing I-IV o r  V-I.  Many examples of  t h i s  occur in the  FVB:

Byrd's  pavan i i /4 8 3  and g a l l i a r d  i i / 3 9 2 ; B u l l ' s  pavan i i /1 2 1  and 

h i s  pavan i /124  with i t s  two g a l l i a r d s  i /129  and i /1 7 7 ;  T i s d a l l ' s  

Phrygian pavan i i / 2 7 8 ;  Morley 's  g a l l i a r d  i i / 1 7 7 ; and th e  anonymous 

alman i i / 3 1 2 .  An extreme case  i s  B u l l ' s  coranto  i i / 1 2 8 ;  in o ther  

cases the  ambiguity i s  l e s s  pronounced, but  i t  n e v e r th e le s s  a c t s  to  

weaken the  tonal  s t r u c t u r e .  By c o n t r a s t ,  the  p ro longat ion  o f  the  

dominant almost never r e s u l t s  in ambiguity—an exception i s  Warrock's 

Bb g a l l i a r d ,  which perhaps leans  so towards i t s  dominant because of  

the  unusual t o n a l i t y .  I t  seems to  be the  case  t h a t  when two tones
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or tonal  a reas  a p e r f e c t  f i f t h  a p a r t  a re  presented to g e th e r ,  one wil l  

spontaneously  hear the  lower f i f t h  as to n ic .

The Composers

While the  da t ing  o f  FVB compositions i s  problematic ,  the  

works in  the  manuscript  span severa l  genera t ions  of  composers. Some 

composers, p a r t i c u l a r y  Byrd, B u l l ,  and Farnaby, a re  rep resen ted  by 

a l a r g e  number o f  dances. Other composers who a re  rep resen ted  by only 

a few may n ever the les s  have d i s t i n c t i v e  s t y l e s  or  i d e n t i f i a b l e  p e c u l i ­

a r i t i e s ,  as in the  case o f  P h i l i p s ,  Morley, and T i s d a l l .

Byrd was the  f i r s t  major composer o f  dances f o r  the  v i r g i n a l s ,  

judging from what surv ives  o f  s ix te e n th -c e n tu ry  English sources .

Whether o r  not  he can be c r e d i t e d  with e s t a b l i s h i n g  the  norms f o r  the  

pavan and g a l l i a r d ,  h is  dances tend to  conform to  the  norms descr ibed  

by Morley. In h is  pavans and g a l l i a r d s ,  r e g u la r  phrasing and even 

i m i t a t i v e  t e x t u r e  a re  th e  r u l e .  Byrd 's  almans and corantos  a re  among 

the  more complex of  those dance types .  His keyboard s t y l e  i s  marked by 

an absence of  chromaticism, keyboard d i s p l a y ,  and the  various  spec ia l  

e f f e c t s  o f  sequence, syncopat ion ,  and so on. The dances a re  no tab le  

f o r  t h e i r  tonal  c l a r i t y  and i n t e g r i t y ,  with an ingenui ty  which does 

not draw a t t e n t i o n  to  i t s e l f .

B u l l ' s  composit ions,  in c o n t r a s t ,  tend towards e la b o ra te  

f i g u r a t i o n .  The chromatic ex p lo ra t io n s  f o r  which Bull i s  known are  

in general  absen t  from h is  dances, although some highly  chromatic 

dances by Bull can be found in o th e r  manuscr ip ts .  B u l l ' s  pavans and 

g a l l i a r d s  a re  o f ten  i r r e g u l a r  in phras ing ,  making use o f  sequences and
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o the r  devices f o r  loca l  i n t e r e s t  and sometimes without  regard f o r  

forward tonal  motion. The v i r tu o s o  keyboard s t y l e ,  with i t s  a rpeg­

g i a t i o n s ,  syncopat ions ,  hocket ing ,  and sc a le  passagework, obscure the  

s t r u c tu r e  which sometimes i s  not  as lacking  as i t  a t  f i r s t  seems. At 

the  same t ime, in h is  almans and corantos Bull i s  concise  and w e l l -  

d i r e c t e d ,  making e f f e c t i v e  use of motivic  r e p e t i t i o n  and melodic 

shape. There i s  a s t y l e  d i f f e r e n c e  between B u l l ' s  pavans and 

g a l l i a r d s  and h is  almans and corantos  which i s  not  found in Byrd 's  

music.

Farnaby i s  r ep re sen ted  in the  FVB by e ig h t  pavans, of  which 

f i v e  a re  s e t t i n g s  o f  o th e r  composit ions,  th ree  g a l l i a r d s ,  one alman, 

and no c o r a n t o s .1 Like B u l l ,  Farnaby was a keyboard v i r tu o so  fond 

of  f i g u r a t i o n  and dramatic  keyboard dev ices .  Because he i s  not 

represen ted  by as many dances as Byrd and B u l l ,  and because h is  com­

p o s i t io n s  f o r  v i r g i n a l s  do no t  appear in o th e r  m anuscr ip ts ,  i t  i s  

more d i f f i c u l t  to  g e n e ra l i z e  about h i s  dance s t y l e .  S t r a in  leng ths  in 

h is  dances tend to  be r e g u l a r ,  a lthough in the  pavans the  in te rn a l  

phrasing may be i r r e g u l a r .  Farnaby wrote numerous c h a ra c te r  p ieces ,  

and some o f  h is  dances have the  l i g h t  t e x tu r e  o f  these  p ieces .  In 

p a r t i c u l a r ,  he made use of  a t e x tu r a l  device  in which voices e n te r  

one a t  a t ime,  o r  perhaps drop out  subsequently  to  leave only two or  

th re e  vo ices .  The tonal  language o f  Farnaby i s  somewhat c lo s e r  to  

t h a t  of  Byrd than o f  Bul l .

P h i l ip s  wrote th re e  pavans and th ree  g a l l i a r d s  in the  FVB,

10ne h is  g a l l i a r d s ,  e n t i t l e d  His Rest ( i i / 2 6 1 ) , i s  more 
p roper ly  c a l le d  a coran to .
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as well as keyboard s e t t i n g s  of  French and I t a l i a n  vocal compositions. 

His compositions a re  among the  more somber and i n t r i c a t e .  The pavans 

have unusually  long s t r a i n s  and i r r e g u l a r  ph ras ing .  The t e s s i t u r a  of 

the  P h i l ip s  dances i s  g e n e ra l ly  very low compared with the  m ajo r i ty  of 

FVB composit ions.  The polyphonic t e x tu r e  i s  s i m i l a r  to  t h a t  o f  Byrd, 

and makes l i t t l e  use o f  keyboard v i r t u o s i t y .  The s ix  P h i l ip s  dances 

include two dance p a i r s  which a re  among th e  most i n t e r e s t i n g  examples 

o f  the  manner in which th e  f a n t a s i a - l i k e  pavan can be transformed in to  

the  rhythmic and concise  g a l l i a r d .  One o f  these  p a i r s  i s  a l so  i n t e r e s t ­

ing fo r  i t s  ex tens ive  chromaticism. The remaining pavan and g a l l i a r d  

a re  probably unpaired.  The pavan i /343 i s  r e l a t i v e l y  s h o r t ,  but  

never the less  i s  one o f  th e  most i r r e g u l a r  o f  FVB pavans. The unpaired 

g a l l i a r d  i/351., in two s t r a i n s  without  v a r ied  r e p r i s e s ,  i s  not p a r t i c u ­

l a r l y  c h a r a c t e r i s t i c  e i t h e r  o f  the  composer o r  o f  the  FVB g a l l i a r d s  in 

g e n e ra l .

Ferdinando Richardson composed two o f  th e  p a v an -g a l l i a rd  p a i r s  

in the  FVB. His works a re  not  as s k i l l f u l  as those  of  P h i l i p s ,  but 

have some unusual f e a t u r e s .  The t rans fo rm at ion  o f  m ater ia l  between 

the  simple pavan i /2 7  and i t s  g a l l i a r d  i s  i n t e r e s t i n g  because the  

g a l l i a r d  i s  in t h i s  case not  a condensation o f  th e  pavan but  a dance 

of  the  same dimensions—unusual among FVB dance p a i r s .  The pavan 

i /8 7  i s  the  only dance with major-minor mixture  a c t u a l l y  r e f l e c t e d  in 

the  key s ig n a tu re .  I t s  g a l l i a r d ,  e s s e n t i a l l y  u n r e la te d ,  i s  f u l l  of  

appealing rhythmic z e s t  c h a r a c t e r i s t i c  o f  t h i s  dance type.

T isda l l  i s  near ly  unknown as ide  from h is  FVB works, which 

include th re e  pavans, one alman, and one f a n t a s i a .  His dances a re
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extremely ingenious ,  and a re  marked by an unusual amount of experimen­

t a t i o n .  The phrasing of  T i s d a l l ' s  pavans i s  p a r t i c u l a r l y  i r r e g u l a r .  

T isda l l  makes e f f e c t i v e  use o f  sequences, both in s h o r t  sequen t ia l  

passages and in the  prolonged passage c lo s ing  h is  Pavana Chromatica. 

This l a t t e r  composition in B-phrygian i s  exceptional  in i t s  tonal  

design.  The t e x tu re  o f  T isda l l  dances i s  again much l i k e  t h a t  of  

B yrd 's ,  and makes use o f  im i t a t io n  with g r e a t  e f f e c t .

While Morley i s  known f o r  h is  vocal r a t h e r  than h is  keyboard 

composit ions,  severa l  important  works o f  h i s  appear in th e  FVB c o l l e c ­

t i o n ,  inc lud ing  one alman and two p a v a n -g a l l i a rd  p a i r s .  The alman i s  

an unremarkable p o p u la r - s ty le  melody-and-accompaniment p ie c e ,  but  the  

pavans and g a l l i a r d s  a re  among the  f i n e s t  and most dar ing  of  FVB 

dances. In one p a i r  ( i i / 1 7 3  and i i / 1 7 7 ) , the  r e l a t i o n s h i p  between the  

dances does not  go beyond th e  sha r ing  of  the  Lachrymae m oti f  and some 

s i m i l a r i t i e s  of  tonal  motion in the  opening s t r a i n .  The g a l l i a r d  i s  

both i r r e g u l a r  in  s t r a i n  length  and daring  in tonal  design.  The 

second pavan and g a l l i a r d  a re  c lo s e ly  r e l a t e d  throughout  the  f i r s t  

two s t r a i n s ,  not  in a p ropor t iona l  manner ( the  g a l l i a r d  has s t r a i n s  

of  1 4 ,1 3 ,  and 11 m etr ic  f e e t  to  the  pavan 's  20, 16, and 20) ,  but  in the  

l i t e r a l  shaping of  o u te r -v o ice  polyphony, which makes c o n s i s t e n t  use of  

canonic im i t a t io n .  Like T i s d a l l ,  Morley favors  s t r u c t u r a l  experimenta­

t io n  r a t h e r  than keyboard d i sp lay .

Thomas Tomkins and Orlando Gibbons a re  major composers f o r  

the  v i r g i n a l s ,  but  they a re  represen ted  in th e  FVB by only a few 

composit ions.  Other composers, inc luding  Peerson, Marchant, and 

Hooper, a re  a lso  poorly represen ted  and a re  not s u f f i c i e n t l y  known



252

from o th e r  sources  to  judge t h e i r  s t y l e s .  Thomas Warrock (Warwick) 

wrote a somewhat crude p av an -g a l l i a rd  p a i r ,  i n t e r e s t i n g  mostly f o r  

i t s  key, Bb major ,  but  a l s o  because i t s  weakness o f  vo ice - lead ing  

and s t r u c t u r e  makes the  high level  o f  the  FVB dances th e  more s t r i k i n g .

Discussion has re tu rned  rep ea ted ly  to  Dow!and, whose dances 

appear in  the  FVB only in s e t t i n g s  by o th e r  composers: Byrd, Farnaby, 

B u l l ,  and Peerson. While he did not  compose f o r  the  keyboard, h i s  works 

were widely i n f l u e n t i a l .  Dow!and's pavans and g a l l i a r d s  a re  a high 

p o in t  in  Elizabethan dance music, u n p a ra l le led  in t h e i r  s t r u c tu r a l  

i n t e g r i t y .  Dowland's pavans a re  a l so  among the  most a f f e c t i v e ,  f i l l e d  

with d issonan t  pathos and exp ress ive  i r r e g u l a r i t i e s ,  while  h is  g a l l i a r d s  

a re  en livened by cross-rhythms and hemiolas.  Dowland was o f  the  

genera t ion  o f  B u l l ,  P h i l i p s ,  and Morley. Like P h i l i p s ,  h i s  dances a re  

exp ress ive  but not  e c c e n t r i c ,  and fo l low  the  t r a d i t i o n  o f  Byrd.

The emergence o f  dance as a major musical genre in the

s ix te e n th  cen tury  i s  a development o f  g r e a t  importance in music h i s t o r y .

The s t a r t i n g  p o in t  f o r  t h i s  in v e s t i g a t io n  has been the  ques t ion  as to

the  s ig n i f i c a n c e  o f  t h a t  development. Many f a c t o r s  c o n t r ibu ted  to  the  

p r o l i f e r a t i o n  and increased  s o p h i s t i c a t io n  o f  dance music, inc lud ing  

developments in  p r in t i n g  and musical inst rument-making, and a growing 

secular ism in th e  a r t s .  But i t  i s  dance music i t s e l f ,  with i t s  musical 

p o s s i b i l i t i e s  and im p l ic a t io n s ,  which has in sp i red  major composers s ince  

the  l a t e  s ix te e n th  cen tury .
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The accompanied dance tune e x is te d  s ide  by s ide  with the  

in ta b u la te d  ensemble dance in s ix te e n th -c e n tu ry  keyboard l i t e r a t u r e .

The FVB composers drew on both t r a d i t i o n s ,  c re a t in g  dances coherent  

in t h e i r  o u te r -v o ice  s t r u c t u r e  but  with a c t iv e  inner  voices c o n t r i b u t ­

ing to  th e  c o n t in u i ty  as well as the  foreground i n t e r e s t  of  the  dance 

music. The well-developed melodic t r e b l e  of  the  FVB dances i s  sup­

ported  by pronounced ro o t  motions to  c re a te  a sense o f  u n i ty  not  only 

w ith in  each s t r a i n  but  o f ten  across  the  two or  th ree  s t r a i n s  o f  a 

dance. Motifs a re  used to  give d e f i n i t i o n  to  phrasing and tonal  motion, 

and a t  times even to  genera te  tonal  s t r u c t u r e ,  in a s i g n i f i c a n t  con­

t r i b u t i o n  to  th e  h i s to r y  o f  dance music.

I m p l i c i t  in the  concept o f  dance music i s  the  use of  pe r io d ic  

s t r u c t u r e ,  t h a t  i s  to  say ,  the  ex tension  of meter to  h igher  l e v e l s  of 

o rg an iz a t io n .  Pe r iod ic  s t r u c t u r e  has been coupled h i s t o r i c a l l y  with 

developments in tonal  o rg an iz a t io n .  The c l a r i t y  of  tonal  motion and 

the  c r e a t i o n  o f  h i e r a r c h ic a l  harmonic s t r u c tu r e s  a re  not  simply 

a t t r i b u t e s  concurren t  with th e  p e r io d ic  s t r u c t u r e  o f  dance music— 

they  c r e a t e  or  d e f ine  t h a t  s t r u c t u r e .

The m od if ica t ion  o f  th e  modes to  accommodate the  emerging 

major-minor p o l a r i t y  o f  modern t o n a l i t y  i s  an important theme of  the  

Elizabe than  dance. In the  FVB dances we f in d  the  modal language of  

Renaissance polyphony merging with the  tonic-dominant tonal framework 

o f  th e  dance.

The FVB composers acknowledged the  musical im pl ica t ions  of  

the  conventional  two- and t h r e e - s t r a i n  schemes o f  dance music. The 

p o s s i b i l i t i e s  o f  development and c o n t r a s t ,  c o n t in u i ty ,  depar tu re  and
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r e tu rn  a re  s y s te m a t i c a l ly  ex p lo i ted  in the  FVB dances. The v i r g i n a l - 

i s t s  were a b le  to  make use o f  the  c o n s t r a in t s  o f  dance music while  a t  

the  same time being f r e e  o f  the  p r a c t i c a l  c o n s t r a i n t s  of  dance 

performance. The composition o f  dance as a r t  music i n i t i a t e d  a process 

of  the  expansion o f  musical o rg an iz a t io n ,  a process which u l t im a te ly  

led to  the  development o f  th e  so n a ta -a l l e g ro  o f  the  e ig h teen th  century  

and the  f u r t h e r  expansion o f  tonal  form and tonal  language in the  

n ine teen th  cen tu ry .  I t  i s  not  too much to  say t h a t  w i th in  the  dances 

of  the  F i tzw i l l iam  Virginal  Book can be found the  e xp lo ra t ion  of  musical 

i s su e s  which were to  dominate the  next severa l  hundred years  of  Western 

music.
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TABLE 1

FVB PAVAN SCHEMES AND LENGTHS OF STRAINS■

Byrd;
i /361 1611161116II
i /367 161116II [16] II

i i / 2 0 0 811 811 811
i i / 2 0 4 16II16II16II
i i / 3 8 4 16II16II16II
i i / 3 8 9 16II16II16II
i i /398 811 811 811
i i /4 2 7 1611161116II
i i /4 8 3 12)112111211

Byrd s e t t i n g s ;
i i / 4 2 161|161|17 II
i i / 4 3 6 16II20II16II

Bull
i /6 2 811 811 811
i /124 16II16II16II
i /149 111111II 811
i i /1 2 1 1611 8 II16II

Farnaby:
i i /260 81 81 81
i i /453 811 811 811
i i / 4 6 5 16II18II18II

Bray
Ph. Tr. (3rds t r a i n  co r re c te d  according to  

MB, vo l .  28)

Fant.
Canon. 2 in  1 
Lady Montegle 's Paven

Dowland, Lachrymae pavan 
Edward [? ]  Johnson, pavan Delight

Lord Lumley's Paven

Giles  Farnaby‘s Dreame 
The F l a t t  Paven 
Farmer 's  Pavan

^The pavans a re  l i s t e d  above by composer. The v a r i a t i o n s  
Richardson wrote on h i s  pavans, i /29  and i /9 0 ,  a re  not considered he re ,  
nor a re  the  Passamezzo, Quadran, and Spanish pavans. Questions of  
a t t r i b u t i o n  a re  d iscussed  in  the  t e x t .  Brackets i n d ic a t e  information 
not in  the  FVB. Following th e  volume and page numbers i s  the  scheme 
in terms o f  s t r a i n  l e n g th s ,  given in semibreves. A double l i n e  II i n ­
d i c a te s  t h a t  the  s t r a i n  i s  followed by a va r ied  r e p r i s e ,  while a s in g le  
l i n e  in d ic a te s  a simple re p e a t .  Note t h a t  the  only FVB pavans not  of  
th ree  s t r a i n s  a re  the  anonymous and Farnaby s e t t i n g s  of  the  popular  
tune Mai Sims and the  P h i l l i p s  pavan i /291 .

^See Table 4 f o r  Bull pavans not in  the  FVB. See Table 3 f o r  Byrd 
pavans not  in the  FVB.
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Table 1 [ c o n t 'd ]

Farnaby s e t t i n g s ;
i /141 251191211
i i /3 3 6 16II16II16II

i i /447 801211
i i /4 5 6 20II16II20II
i i /4 7 2 16II16II1811

P h i l i p s :
i /291 16II16II32II
i /321 16II24II32II
i /343 13II11II 15[(

T i s d a l l :
i i /278 13II12II15II
i i / 3 0 6 8111(121
i i /307 171161161

Moriey:
i i / 1 7 3 16II20II16II

i i /2 0 9 20II16II20II

Richardson:
i /2 7 811 811 811
i /8 7 811 811 811

Gibbons:
i i / 4 7 9 181161211

[Holborne]:
i i /226 161161241

Tomkins:
i i /51 16II20II26II

Warrock:
i /384 1611161116II

Robert Johnson
[Holborne,  Mais ter  E a r l e ' s  Pavane (C i t t e r n  

Schoole)]
Mai Sims
Las Morley, i i / 2 0 9 ]
Dowland, Lachrymae

[32 in  3rd s t r a i n  = 20112] Pagget 
Pavana Doloroso. Treg.

Pavana Chromatica 
Clement Cotton

[Erroneously  i d e n t i f i e d  by e d i t o r s  as 
Lachrymae]

[as  Farnaby, i i / 4 5 6 ]

[Lord of  S a l isb u ry  Paven]

[ D ecrev i , ensemble and l u t e  pavan 
a t t r i b u t e d  to  Byrd in ms.]

[ c o n t in u e d ]
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Table 1 [ c o n t 'd ]

Peerson s e t t i n g : 
i i / 2 3 8  16II16II16II [Dowland,] P i p e r ' s  Paven

anon.
i / 6 8  8 1| 121| "M.S." [ Mai Sims]
i i / 3 9 4  16||16||16|| [A t t r ib u t e d  to  Byrd in ms.]
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TABLE 2 

FVB PAVAN TONAL SCHEMESt

Byrd:
i /361 F-ionian 
i /367  F-ionian 
i i / 2 0 0  G-dor ian[ /m ix .]  
i i / 2 0 4  C-dorian 
i i / 3 8 4  A-aeolian 
i i /389 D-aeolian 
i i / 3 9 8  G-mixolydian 
i i / 4 2 7  G-mixolydian 
i i /4 8 3  G-mixolydian

Byrd s e t t i n g s :
i i /4 2  D-aeolian 
i i /436 G-aeolian

B u l l :
i /6 2  G-mixolydian 
i /124 A-aeolian 
i /149 G-mixolydian 
i i /121 D-dorian

Farnaby:
i i / 2 6 0  D-dorian 
i i /453 G-dorian 
i i / 4 6 5  G-mixolydian

tF ina l  and mode (as determined by t r a n s p o s i t i o n  s ig n a tu re )  a re  i n ­
d ica ted  f o r  each pavan. The pavan i i / 2 7 8  o f  T isd a l l  i s  in B with no 
s ig n a tu re .  The mode des ig na t io n  f o r  Byrd's  pavan i i / 2 0 0  in d ic a te s  an 
unusual degree o f  mixture.  Because o f  th e  prevalence  o f  modal mixture 
and p ica rd ian  t h i r d s ,  no a t tempt  has been made to  i n d ic a t e  minor as 
opposed to  major chords. Only the  Farnaby s e t t i n g  o f  Robert Johnson 's  
pavan i/141 ends on a minor t r i a d .  This c h a r t  i n d ic a t e s  i n i t i a l  and 
f i n a l  chords o f  each s t r a i n .  Where th e  s t r a i n  opens and c loses  with 
the  same chord, only one symbol i s  used. I n i t i a l  chords a re  ind ica ted  
only to  show the  e x te n t  to  which s t r a i n s  a re  l inked  on a foreground 
l e v e l ;  no assumptions should be made as to  the  importance on a h igher  
s t r u c tu r a l  level  of  the  in d ic a te d  chords ,  o r  the  r e l a t i o n s h i p  between 
i n i t i a l  and f i n a l  chords . All chords in d ic a te d  a re  based on roo ts  not 
a l t e r e d  with in  the  mode. An "(o)"  s u b s c r i p t  fo l lowing a chord d e s ig ­
nation  (a s ,  V(0 ))  in d ic a te s  t h a t  th e  s t r a i n  ends with an open ending, 
i . e . ,  t h a t  the  f i n a l  chord i s  not  reached by lea d in g - to ne  cadence and 
i s  heard as an unresolved dominant.

I/IV -  V/I 
I/ IV -  V(0) / I  
I / I  -  V/I 
I / V I I -  V/IV - I  
I/VI - V/I 
I/III - III/III - 1 
I / I  -  V/IV -  I 

V - I / I  -  V/VII - 1 (canonic pavan) 
I / IV - I V / I I - I

I / I I I  -  Vfnl/V - I  Dowland, Lachrymae 
I/VII  - I I I / I I I  - I (Edward Johnson)

I/V -  V/I
I/VI -  IV/I
I/V -  V/I
I / I  -  IV/IV -  I

I / I I I  - I I I / I I I  -  I 
I / V I I -  V / I I I - I  
I / I  -V(0 ) / I

[ c o n t in u e d ]
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Table 2 [ c o n t 'd ]

Farnaby s e t t i n g s ;
i /141 
i i /3 3 6  
i i /447 
i i / 4 5 6  
i i / 4 7 2

G-dorian
G-mixolydian
D-dorian
G-mixolydian
A-aeolian

I/V - 
I / I  - 
I / I I I  - 
I/V - 
I / I I I  -

V(0 ) / I I I  - I Robert Johnson 
I I /V II  - I [Holborne]

I Mai Sims 
V/I Las Morley, i i / 2 0 9 ]  

V(ol/V - I Dowland, Lachrymae

P h i l i p s :
i /291
i/321
i/343

C-dorian
C-ionian
G-mixolydian

I / I I I  - 
I / I I I  - 
I/V -

V/VII[-V/VII] - I 
VI/IV - I 

V/I

T i s d a l l :
i i /278  
i i /3 0 6  
i i /307

B[-phrygian] I-
A-aeolian
G-dorian

■IV/VI - 
I / I I I  - 
I / I I I  -

VI/IV - I 
I I I / I

V(o)/V - I

Morley:
i i / 1 7 3  
i i / 2 0 9

A-aeolian
F-ionian

I / I I I  - 
I/V -

I I I /V I  - I 
V/I [as  Farnaby, i i / 4 5 6 ]

Richardson:
i /2 7
i /8 7

D-dorian
G-mixolydianT

I / I I I  - 
I /VII  -

V/I11 - I
11 (o)/V - I

Gibbons:
A-aeolian I/V - V ( o ) / n i - i

[Holborne]:
i i / 2 2 6

Tomkins:

A-aeolian I /VII  - I I I /V I  - I [ a t t r i b u t e d  to  Byrd 
in FVB]

i i /51 A-aeolian I / I I I  - V/VI - I

Warrock:
i /384 Bb-ionian I/IV - II /V - I

Peerson s e t t i n g :
i i / 2 3 8 A-aeolian I / I I I  - V /I I I  - I (Dowland)

t G-mixolydian in  f i r s t  s t r a i n ;  dorian  in second and t h i r d  s t r a i n s .

[ c o n t in u e d ]
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Table 2 [ c o n t 'd ]

anon.
i / 6 8  D-dorian I / I  - I Mai Sims
i i / 3 9 4  C-ionian I/VI - I I / I  [ a t t r i b u t e d  to  Byrd

in FVB]
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TABLE 3

WILLIAM BYRD: PAVANS NOT IN THE FVBt

3a 16|| 16|| 1611
G-aeol ian ;  I / I - V / I g- I

S i r  William Pe t re  Pavan

15a 81 81
A-aeol ian ;  I-V(0 ) / I I I - I

Earl of  S a l i sb u ry  Pavan

16a 16|| 16111611
A -aeol ian ;  V - I / I I - V / I 6- I

17a 1 6 II1 6 1| 16II
A -aeo l ian ; .V -I /V I-V (0 j / I I I - I

23a 16II16II1811
Bb-ionian; I / V I - I I I ( 0 ) / V-I

30a 811 811 811
C-ionian;  IV - I / I - V I ( 0 j /V -I

31a 16|| 16111611
C-dorian;  I / I V - V / I I I - I

32a 161| 1 6 1| 16II
C-ionian;  I /V - I I / IV - I

Kinbrugh Goodd

33a 16II16II16II
C-ion ian ;  I /V I - I I /V - I

A t t r ib u t io n  quest ioned by Brown 
in MB, v o l .  27

72a 16II16II16II
G-mixolydian; I / I - I I / V I I - I

73a 811 8 II1 2 II
G-mixolydian; I /V /I

A t t r ib u t io n  quest ioned by Brown 
in MB, v o l . 28

76 1611161116II
G-mixolydian; I / V I I - I I / I V - I

114a 16II16II16II
G-mixolydian; I / I V - I I I ( 0 ) /V I I - I

Echo Pavan, an on . ,  a t t r i b u t e d  
to  Byrd in  MB, v o l . 28

Numbering r e f e r s  to  William Byrd, Keyboard Music: I and I I . Those 
pavans f o r  which an "a" fo l lows the  number a re  p a i red  with g a l l i a r d s .  
Major sources f o r  Byrd keyboard dances a re :  My Ladye Neve!Is Booke,
the  P a r th e n ia , Will F o r s t e r ' s  Virginal  Book ( B r i t i s n  Museum, Royal 
Music L ibrary  ms. 2 4 .d .3 ) ,  B r i t i s h  Museum Add. ms. 30485 (compiled 
by Thomas Weelkes [ ? ] ) ,  and New York Public  L ibrary  Drexel ms. 5612.



TABLE 4

JOHN BULL: PAVANS NOT IN THE FVBt

67a 16II16II16II
D-aeolian;  I / V - V ( 0 ) / V - I

Melancholy Pavan

68a 16II16II
D-dorian;  I / I  - I

Pavan "Symphony"

77 14II12 ( r e p r i  s e s : 13) II15II 
G-dorian;  I / V I I - I / V - I

Pavan in  the  Second Tone$

87a 16II18II16II
A-aeol ian ;  I / I  - V^Q^/V -  I

Chromatic Pavan

8 8a 16II16II16II
A-aeol ian ;  I/V - V(0 ) / I I I  -  I

131a 16II16II16II
G-mixolydian; I/ IV -  V/I6 -  I

^Numbering r e f e r s  to  John B ul l :  Keyboard Works, v o l .  2. Those 
pavans f o r  which an "a" fo l lows the  number a re  pa ired  with g a l l i a r d s ,  
a lthough the  p a i r in g  has l i t t l e  to  do with  anything besides  mode and 
key. Major sources f o r  Bull keyboard dances a re  th e  Pa r then ia  and the  
following manuscripts: the  Cosyn v i r g in a l  book; P a r i s  Cons. Res. 1185; 
New York Public  L ibrary  Drexel ms. 5612; and B r i t i s h  Museum Add. ms. 
23623.

*The Pavan in the  Second Tone i s  exceptional  among the  Elizabethan 
keyboard pavans examined in  t h a t  i t s  middle s t r a i n  c lo ses  on the  to n ic .



TABLE 5
FVB GALLIARD SCHEMES AND LENGTHS OF STRAINSt

Byrd:
i /365 811 811 811
i/371 811 811 811
i i /1 9 8 811 811 811
i i /2 0 2 811 811 411 411
i i /207 811 811 811
i i / 3 8 7 811 811 811
i i / 3 9 2 811 811 811
i i /4 0 0 811 811 811

Byrd s e t t i n g s :
i /4 7 811 811 811 s e t t i n g  o f  Harding g a l l i a r d
i i /440 811 811 811 s e t t i n g  o f  Edward Johnson g a l l i a r d

Bull :
i /5 4 811 81110II
i /7 0 811 811
i/129 811 411 611
i/170 811 811 811
i/177 811 8 II1 2 II
i i /125 1011 6 II1 0 II
i i / 2 4 9 611 811
i i /2 5 1 811 9 II14II

Bull s e t t i n g s :
i i /242 811 811 811 [Dowland,] P i p e r ' s  G a l l i a rd

Farnaby:
i i /261 41 41 41 His Rest .  Gal iard
i i /419 80 811 811

^The g a l l i a r d s  a re  l i s t e d  by composer. The v a r i a t i o n s  Richardson 
and Bull wrote on t h e i r  g a l l i a r d s  a re  not  considered h e re ,  nor a re  the  
Passamezzo, Quadran, and S t .  Thomas Wake g a l l i a r d s .  Questions o f  a t ­
t r i b u t i o n  a re  d iscussed  in  the  t e x t .  Brackets  i n d ic a t e  information 
not in  the  FVB. Following th e  volume and page number i s  the  scheme 
in terms o f  s t r a i n  l e n g th s ,  given in do t ted  semibreves.  A double l i n e  
II i n d ic a te s  t h a t  the  s t r a i n  i s  followed by a va r ied  r e p r i s e ,  while  a 
s in g le  l i n e  i n d ic a te s  a simple r e p e a t .  Note t h a t  the  only FVB g a l ­
l i a r d s  not  o f  t h r e e  s t r a i n s  a re  Byrd's g a l l i a r d  i i / 2 0 2 , B u l l ' s  g a l ­
l i a r d s  i /7 0  and i i / 2 4 9 , P h i l i p s ' s  g a l l i a r d  i /3 5 1 ,  and I n g l o t ' s  A 
G a l l i a rd  Ground ( i i / 3 7 5 ) .

[ c o n t in u e d ]
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Table 5 [ c o n t 'd ]

i i /4 5 0 81! 811 811

P h i l ip s :
i /296 811 8 (o r  !
i /327 811 81114ft
i /351 81 81

Richardson:
i /3 2 811 811 811
i /9 3 811 811 811

Morley:
i i /177 1311 8 II14II
i i /2 13 14II13II11II

In g lo t :
i i /375 811 8 II and

Oystermayre:
i i /4 0 5 1 1 ( 1 1 1  81

Tomkins:
i i / 1 0 0 811 811

T is d a l l :
i i /4 8 6 811 811 811

Warrock:
i /388 811 811 811

i i /258 81 81 81

a n o n . :
i /7 7 811 611 711
i i /256 81 81 81

i i /369 811 811 811

Rosseter

A G a l l i a rd  Ground

Sr .  Jhon Grayes Galiard  [no t  
by Byrdj

Can shee [ s e t t i n g  of Dowland 
song g a l l i a r d ]
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TABLE 6 

GALLIARD TONAL SCHEMES

Byrd:
i/365 
i /371 
i i /198 
i i / 2 0 2  
i i /207 
i i /2 2 8  
i i /3 8 7  
i i /3 9 2  
i i /4 0 0

F-ionian
F-ionian
D-aeolian
G-dorian
C-dorian
A-aeolian
A-aeolian
D-aeolian
G-mixolydian

Byrd s e t t i n g s :
i i /4 7  
i i /4 4 0

D-aeolian
G-aeolian

1/ I - I I  / I
i / i i 6- vi / I
1/ I - 1 I I  / I  

I-V/ VII-V / I / I  
1/ V / I I I - I  
1/ I - I I I  /V I- I  

I - I I I / V I - I V - I / I V - I  
I-IV/IV-I(0) / I I I - I  

1/ VII-V / I

I I I - I /  I-V(o) / I I I - I
i /v i i -m / i i i - i

Bull
i /5 4 G-mixolydian 1/ IV-V /V-I
i /7 0 A-aeolian 1/ V-I
i /129 A-aeolian 1/ VI-IV / I
i /170 G-mixolydian 1/ I-V / I
i /177 A-aeolian 1/ VI-IV / I
i i /125 D-dorian 1/ I-V /V-I
i i /2 4 9 D-aeolian 1/ I
i i /2 5 1 D-aeolian 1/ I / I

Bull s e t t i n g s : 
i i / 2 4 2  A-aeolian

A t t r ib u t io n ?

Harding
Edward Johnson

1 / V-V(q) / I I I - I  [Dowland,] Piper 's  G a l l i a rd

^Final and mode, as determined by t r a n s p o s i t i o n  s ig n a tu r e ,  a re  
ind ica ted  f o r  each g a l l i a r d .  Because of  the  prevalence o f  modal mix­
tu r e  and p ica rd ian  t h i r d s ,  no a t tem pt  has been made to  i n d ic a te  minor 
as opposed to  major chords.  This c h a r t  i n d ic a te s  i n i t i a l  and f in a l  
chords o f  each s t r a i n .  Where the  s t r a i n  opens and c loses  with the  same 
chord, only one symbol i s  used.  I n i t i a l  chords a re  ind ic a te d  only to  
show the  e x te n t  to  which s t r a i n s  a re  l inked  on a foreground l e v e l ;  no 
assumptions should be made as to  the  importance on a h igher  s t r u c tu r a l  
level  o f  th e  ind ica ted  chords ,  o r  the  r e l a t i o n s h i p  between i n i t i a l  and 
f i n a l  chords.  All chords in d ic a te d  a re  based on ro o t s  and a l t e r e d  
with in  the  mode. An " ( o ) " s u b s c r ip t  fol lowing a chord des igna t ion  
(as V(o)) i n d ic a te s  t h a t  th e  s t r a i n  ends with an open ending, i . e . ,  
t h a t  the  f i n a l  chord i s  not  reached by lead ing - ton e  cadence and is  
heard as an unresolved dominant.

[ c o n t in u e d ]
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Table 6 [ c o n t 'd ]

Farnaby:
i i /261 G-mixolydian 1/ V / I
i i / 4 1 9  A-aeolian 1/ I-V / I
i i / 4 5 0  F-ionian  1/ V /V-I

P h i l i p s :
i /296 C-dorian 1/ I 6-V /V I I - I
i /327  C-ionian 1 / I I I - V I / I V - I
i /351 G-mixolydian 1/ I

Richardson:
i /3 2  D-dorian 1/ V / I I I - I
i /9 3  G-dorian I-V(0 ) /  I I I  /V I- I

Morley:
i i / 1 7 7  A-aeolian I - I V / I V - V I I / I I I - I  
i i /213 F-ionian  1/ V / I

I n g l o t :
i i /375 D-dorian I-V/ V-I

Qystermayre: 
i i / 4 0 5  G-mixolydian 1/ V / I

Tomkins:
i i / 1 0 0  A-aeolian 1/ V-I

T i s d a l l :
i i / 4 8 6  A-aeolian IV-V(0 ) /  V-I /V-I

Warrock:
i /388  Bb-ionian I -V / IV - I I (0 ) /V-I

i i / 2 5 8  D-dorian 1/ V /V-I

a n o n . :
i /7 7  D-dorian 1/ V /V-I
i i / 2 5 6  G-dorian 1/ V ^  / I I I - I  [Dowland,] Can shee
i i /3 6 9  G-mixolydian 1/ I - I I  / IV -I



TABLE 7

BYRD: GALLIARDS NOT IN THE FVB+

3b 811 811 811
G-aeol ian ;  I / ( I I I ) - V I I / V I I -

15c 81 8 |  81
A-aeol ian ;  ( I ) / V - I I I / I I I - I

Galiardo Secundo. Mistress  
Marye Brownlo

15b 8 |  81
A -aeo l ian ;  I - I V / I I I - I

16b 811 811 811
A -aeo l ian ;  I/VI-V/I

23b 8|| 811 811
Bb-ionian;  I / I V - I I /V - I

30b 811 811 411 411
C-ionian;  I/V/IV-V/I6- I

31b 8|| 811 811
C-dorian;  I/IV-V/V-I

32b 811 811 811
C -ion ian ;  I/IV-V/V-I

33b 8|| 811 811
C-ionian;  I/IV-V/V-I

34 811 811 811 G a l l i a rd  Mistress  Marye

72b 811 811 811
G-mixolydian; I/VI-V/I

73b 811 8111211
G-mixolydian; I /V I I -V /I

77 411 411 411
G-mixolydian; I / V I I - V / I I - I

tNumbering r e f e r s  to  William Byrd; Keyboard Music: I and I I . Thos 
g a l l i a r d s  f o r  which a "b" fo l lows the number a re  pa ired  with pavans.

C-ion ian ;  I / IV-111(0 )/VI-1 Brownlo

[ c o n t in u e d ]
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Table

95

7 [ c o n t 'd ]

811 811 811 The G a l l i a rd  f o r  the  v i c t o r i e
G-mixolydian; I/IV-V/V-I

114b 811 811 811
G-mixolydian; I / IV -V I/V II - I

Echo G a l l i a r d , anon . ,  a t t r i b u t e d  
to  Byrd in MB
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TABLE 8

BULL: GALLIARDS NOT IN THE FVBt

67b 811 811 811
D-dorian;  I /V-V II / I

Melancholy G a l l i a rd

70 811 811 811
D-aeol ian ;  I / I -V /V -I

6 8b 611 811
D-dorian;  I / I

Gal1i a r d  "Symphony"

72 711 611 711
D-dorian;  I/V/V-I

Lady Lucy's G a l l i a rd

78 811 811 811
G-dorian;  I / V - I I I /V I I - I

G a l l i a rd  in the  Second Tone

87b 1211 81112II
A-aeol ian ;  I /V II- IV /IV-I

Chromatic G a l l i a rd

8 8 b 1211 611 611
A -aeol ian ;  I /V(0 ) / I I I - I

G a l l i a rd

113 811 811 811 
D-dorian; I /V /I

P r in c e ' s  G a l l i a rd

128b 611 611 411
G-mixolydian; I /V /I

Trumpet G a l l i a rd

131b 811 811 811
G-mixolydian; I / I - V / I

G a l l i a rd

133 811 811
G-mixolydian; IV-V/II - I

Lord Hunson's G a l l i a rd

♦ ♦ ♦

92 611 811
A-aeol ian ;  I / I

I t a l i a n  G a l l i a rd  (anon . ,  
a sc r ibed  to  Bull in MB)

103 811 811 811
C-ionian;  I / I - V / I

G a l l i a rd  (anon . ,  a scr ibed  to 
Bull in MB)

+
Numbering r e f e r s  to  John B u l l ,  Keyboard Music (MB, vo l .  19). 

Those g a l l i a r d s  f o r  which a "b" follows the  number a re  pa ired  with 
pavans.

[ c o n t in u e d ]
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Table 8  [ c o n t 'd ]

130b 411 411 411
G-mixolydian; I /V II-V /I

109b 811 611
F- ion ian ;  I /V I- I

G a l l i a rd  (anon . ,  a sc r ibed  to  
Bull in MB)

B a t t l e  Pavan (asc r ibed  to  Bull 
in  MB with h e s i t a t i o n )



TABLE 9

FVB PAVAN AND GALLIARD PAIRSt

Key-Mode Scheme Rela t ionship

Byrd:
P: i /361 
G: i /365

F-ionian
F-ionian

16:1/
8 : 1/

16:IV-V
8 : 1 -1 1

/ 1 6 : I
/ 8 :I

none

P: i /367 F-ionian 16:1/ 16:IV-V / 1 6 : I none, except compare t e x tu r e  o f
G: i /371 F-ionian 8 : 1/ 8 : I I 6-VI / 8 : I pavan 3rd s t r a i n ,  g a l l i a r d  

2 nd s t r a i n
P : i i /2 0 0  
G :i i /202

G-dorian[/mixolydian] 
G-dori an[/mi xolydi an]

8 : 1/
8 : I -V/

8 :I-V
8 :VII-V

/ 8 :I
/ 4 : 1 / 4 : I

modal mixture;  1s t  s t r a in ?

P: i i /204 C-dorian 16:4/ 16:VII-V / 1 6 : IV-I 1s t  s t r a i n s :  some correspondence
G:i i /207 C-dorian 8 : 1/ 8 :V / 8 : I I I - I
P : i i /3 8 4  
G :i i /387

A-aeolian
A-aeolian

16:1/
8 : 1- 111 /

16:VI-V 
8 : VI—IV-I

/ 1 6 : I  
/ 8 : IV-I

none

P: i i /389 
G :i i /392

D-aeolian
D-aeolian

16:1/  
8 : I - IV/

16:111 / 1 6 : I I I - I  
8 : IV - I (0 ) / 8 : I I I - I

none

P : i i /3 9 8  
G:i i /400

G-mixolydian
G-mixolydian

8 : 1/
8 : 1/

8 :I-V
8 :VII-V

/ 8 : IV—I 
/ 8 :I

none

^Passamezzo and Quadran dances and "Var ia t io"  vers ions  a re  not  included.  S t r a in  leng ths  a re  given as 
semibreve measures f o r  pavans, do t ted  semibreves f o r  g a l l i a r d s .

[ c o n t in u e d ]



Table 9 [ c o n t 'd ]

Key-Mode Scheme Rela t ionship

Byrd s e t t i n g s :
P: i i /4 2  D-aeolian 

(Dowland Lachr.ymae)
6 : i i / 4 7  D-aeolian

( s e t t i n g  o f  Harding g a l l i a r d )

1 6 : I /1 6 : I I I - V ( 0 )/17:V-I 

8 :111-1/  8 : I -V(0 ) / 8 : I I I - I

none

P : i i /4 3 6  
G : i i /440

G-aeolian
G-aeolian

16:1/
8 : 1/

20:VII-I11 / 1 6 : 11I-I  
8 :V I I - I I I  / 8 : I I I - I

Se t t in g s  of  Edward Johnson dances; 
c lo s e ly  r e l a t e d  throughout

A t t r ib u ted  t o  Byrd:
P : i i /2 2 6  
G :i i /228

A-aeolian
A-aeolian

16:1/
8 : 1/

16:VII-I11 / 2 4 :VI-I 
8:1-111 / 8 :VI-I

General schematic correspondence, 
c lose  3 r d - s t r a i n  r e l a t i o n s h ip

Bull:
P : i /149  
G:i /54

G-mixolydian
G-mixolydian

1 1 : 1/
8 : 1/

I I : V / 8 :I  
8 :IV-V /10:V-I

probably none; a s so c ia ted  by t i t l e

P : i /124  
G:i /129 
G:i/177

A-aeolian
A-aeolian
A-aeolian

16:1/
8 : 1/
8 : 1/

16:VI-IV / 1 6 : I  
4:VI-IV / 6 :I  
8 :VI-IV / 1 2 : I

Close r e l a t i o n s h ip  among a l l  th ree

P : i i /1 2 1  
G :i i /125

D-dorian
D-dorian

16:1/
1 0 : 1/

8 : I —IV / 1 6 : IV—I 
6 :I-V /10:V-I

Subtle  r e l a t i o n s h i p  of  1 s t  s t r a i n s

P h i l ip s :
P: i /291 
G:i /296

C-dorian
C-dorian

16:1/  16 : III-V / 2 0 :VII-V/12:VII-I  Related throughout 
8 : I / 8 ( o r 9 ) : I 6-V/16:VII-I

[ c o n t in u e d ]



Table 9 [ c o n t 'd ]

Key-Mode Scheme Rela t ionsh ip

P h i l ip s  [ c o n t 'd ] :
P : i /321 C-ionian 16:1/  2 4 : III-VI / 3 2 : IV-I Related throughout
G:i /327 C-ionian 8 : 1/ 8 : I I I -VI / 1 4 : IV-I
P: i /343 G-mixolydian 13:1/ 11:V /1 5 (o r  14) :I May not  be a p a i r ;  not  ad jacen t
G: i/351 G-mixolydian 8 : 1/ 8 :1 in  ms. Compare 1 s t  s t r a i n s .

Richardson •
•

P : i /27 D-dorian 8 : 1/ 8 : 1 II-V / 8 : I I I - I Strong r e l a t i o n s h i p ,  e sp e c i a l l y  in
G: i /32 D-dorian 8 : 1/ 8 :V / 8 : I I I - I 1s t  s t r a i n s
P : i /87 G-mi xolydi an /dor i  an 8 : I / 8 :V I I - I I ( 0 ) / 8 :V-I none
G: i /93 G-dorian 8 : I -V(o) / 8 :1 1 1 / 8 :VI-I

Morley:
P: i i /173 A-aeolian 16:1/ 2 0 :1 1 1 / 1 6 :VI-I Related opening only
G :i i /177 A-aeolian 13:1-1V/ 8 : IV-VII / 1 4 : I I I - I
P : i i /2 0 9 F-ionian 2 0 : 1/ 16 :V / 2 0 :I Strong r e l a t i o n s h i p ,  e s p e c i a l l y  in
G:i i /213 F-ionian 14:1/ 13:V / l l : I 1s t  and 2 nd s t r a i n s

Warrock:
P: i /384 Bb-ionian 16:1/ 16:IV-II / 1 6 :V-I Related openings o f  2nd and 3rd
G: i /388 Bb-ionian 8 : I -V/  8 : I V - I I ( 0 ) / 8 :V-I s t r a i n s

[ c o n t in u e d ]
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Key-Mode Scheme Rela t ionship

Dow!and s e t t i n g s  ( P ip e r ' s  Pavan and P i p e r ' s  G a l l i a r d ) :

16:1/ 16:III-V /1 6 : I I I - IP : i i /2 3 8  A-aeolian 
( s e t  by Peerson) 

6 : i i /2 4 2  A-aeolian 
( s e t  by Bull)

8:1/ 8:V-V(oj / 8 : I I I - I

Related schemes; 1 s t  s t r a i n  bass 
l i n e ;  opening o f  3rd s t r a i n  
poss ib ly  r e l a t e d



TABLE 10

FVB ALMAN SCHEMESt

TWO-STRAIN ALMANS
Byrd:

i /234  161|16||var Monsieurs Alman
G-mixolydian (major)
I / I

i /238  V ar ia t ion  o f  i /234
i /245  Another vers ion  o f  i /2 3 4 ,  but  in

C-ionian

i i / 1 9 6  4 1| 4| |var
G-dorian (major) 
b l l l - I / I V - I

i i / 2 1 7  4 II 8 | |var The Queenes Alman
G-dorian 
I / I I I - I

Robert Johnson:
i i / 1 5 8  81 81

D-aeolian
I/V-I

i i / 1 5 9  81 81
D (major)
I /V-I

^The almans a r e  grouped in to  two c a t e g o r i e s ,  those  in two s t r a i n s  and 
those  in  t h r e e .  Within each ca tegory  they  a re  l i s t e d  by composer. Fol­
lowing the  volume and page number i s  th e  scheme in terms of  s t r a i n  
l e n g th ,  given in semibreves. A double l i n e  II i n d ic a te s  t h a t  the  s t r a i n  
i s  followed by a v a r ied  r e p r i s e ,  while  a s i n g le  l i n e  i n d ic a te s  a simple 
r e p e a t ;  "var" i n d ic a t e s  t h a t  a complete s ta tem ent  o f  the  alman i s  f o l ­
lowed by a v a r i a t i o n .  This c h a r t  then shows i n i t i a l  and f i n a l  chords 
f o r  each s t r a i n .  Where a s t r a i n  opens and c lo ses  with th e  same chord, 
only one symbol i s  used. Chord symbols a re  used as a convenient  means 
of naming t r i a d s  and a re  no t  to  be i n t e r p r e t e d  f u n c t io n a l ly .  All chords 
ind ica ted  a re  based on ro o t s  not  a l t e r e d  w ith in  the  mode. "V(0 )" i n d i ­
c a te s  t h a t  th e  s t r a i n  ends with an open ending,  i . e . ,  t h a t  the  f in a l  
chord i s  not  reached by lead in g - to n e  cadence and i s  heard as an unre­
solved dominant. Final and mode a re  determined by t r a n s p o s i t i o n  s ign .  
Where the  modal charac te r  d i f f e r s  from th e  de f a c to  mode or  where s i g ­
n i f i c a n t  mixture  occurs ,  a f u r t h e r  modal des igna t ion  i s  given in paren­
th e s e s .  Because o f  th e  preva lence  o f  p ica rd ian  t h i r d s  and o th e r  a l t e r a ­
t i o n s ,  no a t tempt  has been made to  i n d i c a t e  minor as opposed to  major 
t r i a d s .

[ c o n t in u e d ]
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T able  10 [ c o n t ' d ]

Robert Johnson [ c o n t ' d ] :
i i /169  101 8 |

G-mixolydian
I/V-I

Bull:
i i / 1 4 6

Hooper:
i i / 3 0 9

Morley:
1 i /171

Peerson:
i /359

T i s d a l l : 
i i / 2 7 6

a n o n . : 
i /7 5

i i /266

i i /266

8II 8111 
A-aeolian 
I / I

91 81 
A (major/minor) 
I/V-I

411 611 var  
C-ionian 
I / I

811 811 
C-ionian 
I - V I / I I I - I

811 811 
A-aeolian 
I / I

12111211

G-mixolydian
I-V/I
81 81

G-mixolydian
I / I
81 81 

C-ionian 
I / IV -I

"Set" by Giles  Farnaby

The Duke o f  Brunswick's Alman

[ c o n t in u e d ]



23

T ab le  10 [ c o n t ' d ]

anon, [ c o n t ' d ] ;
i 17375

Byrd: 
i 17182

Farnaby: 
i 17477

Marchand: 
i 17253

a n o n . : 
i /6 5

i i /3 1 2

i i / 4 2 4

i i /470

81 81 
G (major) 
I /V-I

THREE-STRAIN ALMANS

811 811 811 
G-mixolydian 
I ( I I - ) V / I

811 811 611 
G-mixolydian 
I / I - V / I

811 811 811 
C-ionian 
I /V /I

81 81101 
G-dorian 
I/V-V(0 ) /V I I - I
81 81 81 

E (major-minor) 
I / IV /IV -I
81 81 811 

G (major-minor) 
I /V / ( IV - ) I
611 611 411 

C-ionian 
I / I - V / I

Meridian Alman, " se t"  by Giles 
Farnaby

A11emanda
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TABLE 11
JOHN BULL: ALMANS NOT IN THE FVBt

94

95

96

110

114

134

135

811 811
A-aeolian
I / I

811 811
A-aeolian
I / I
811 811
A-aeolian
I / I

811 811
F-ionian
I / I

811 811 
D (major) 
I-V/I

811 811 611 
G (major) 
I / I - V / I 6- I

811 811 
G (major) 
I / I

Germain's Alman

French Alman

English Toy [alman]

Ionic  Almain "Phrygian Music"

Alman

Alman Fan taz ia .  Meridian Alman#

Alman

tNumbering r e f e r s  to  the  e d i t i o n  John B u l l ,  Keyboard Music (MB, 
vo l .  19).

#This i s  a s e t t i n g  of  th e  same alman as Farnaby 's  FVB i i / 4 7 7 .
I t  i s  not  p o s s ib le  to  i d e n t i f y  the  o r ig in a l  ve rs ion .
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TABLE 12 
FVB CORANTO SCHEMESt

TWO-STRAIN CORANTOS

B u l l : 
i 17412

Byrd: 
i 17305

Hooper: !  
i 17312

a n o n . : 
i 17266

^The corantos  a re  grouped in to  two c a t e g o r i e s ,  those  in two s t r a i n s  
and those  in  t h r e e .  Within each ca tegory  they a re  l i s t e d  by composer. 
The d i s t i n c t i o n  between two- and t h r e e - s t r a i n  schemes i s  not  always 
c l e a r .  Following the  volume and page number i s  th e  scheme in  terms of  
s t r a i n  l e n g th ,  given in d o t ted  minims (cJ.), th e  b a s ic  time u n i t  in most 
co ran tos .  Exceptions a re  th e  coran tos  i i / 3 0 8  and i i / 4 18. A double l i n e  
II i n d ic a t e s  t h a t  the  s t r a i n  i s  followed by a v a r ied  r e p r i s e ,  while  a 
s i n g le  l i n e  in d ic a t e s  a simple r e p e a t .  Where t h e r e  i s  no double bar  
s e p a ra t in g  s t r a i n s  in  th e  sc o re ,  the  sep a ra t io n  i s  in d ic a te d  in paren­
theses  ( I ) .  This c h a r t  then shows i n i t i a l  and f i n a l  chords f o r  each 
s t r a i n .  Where a s t r a i n  opens and c loses  with th e  same chord,  only one 
symbol i s  used. Chord symbols a r e  used as a convenient  means o f  naming 
t r i a d s  and a re  not  to  be i n t e r p r e t e d  f u n c t i o n a l l y .  " V j r 0 ) " in d ic a te s  
t h a t  the  s t r a i n  ends with an open ending, i . e . ,  t h a t  tn e  f i n a l  chord 
i s  not  reached by l ea d in g - to n e  cadence and i s  heard as an unresolved 
dominant. Final and mode a r e  determined by t r a n s p o s i t i o n  s ig n .  Where 
the  modal c h a r a c t e r  d i f f e r s  from th e  de f a c to  mode o r  where s i g n i f i c a n t  
mixture occu rs ,  a f u r t h e r  modal d e s ig n a t io n  i s  given in pa ren theses .  
Because o f  th e  prevalence  o f  p ica rd ia n  t h i r d s  and o th e r  a l t e r a t i o n s ,  no 
a t tempt  has been made to  d i f f e r e n t i a t e  between minor and major t r i a d s .

•^Farnaby i s  given as the  composer in th e  index.

Duchess o f  Brunswick*s Toye

(on "La dama l e  demanda")

161161 
C major 
I / IV -I

811 811
G-mixolydian
I-V/I

811 811
A (major/minor)

12II12II
A-aeolian
I - I I I / I

[ c o n t in u e d ]
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T ab le  12 [ c o n t ' d ]

anon, [ c o n t ' d ] :
i i /267  a m i

A-aeoTian
I - I I I / I V - I

i i / 2 6 8 t  8116 1
D-dorian 
I - I I I / I

i i / 3 0 8  ‘201241 (o r ,  101121o . 6 s ig n a tu re )
A (major/minor)
I / I

i i /3 1 0 *  81161
(no. 224) D-aeolian 

I / I
i i /310  161161
(no. 225) G-dorian (minor)

I /V I I - I
i i / 4 1 4  161161 Corranto. Lady Riche

A-aeolian 
i / i n - i

THREE-STRAIN CORANTOS

B u l l :
i i / 1 2 8  161116II16III Dr. B u l l ' s  Ju e l l

G-mixolydian 
IV /I /V I I - I

Byrd:

i i /359**  8(1)8(1)8+81
C-ionian 
I / I - V / I

t The second s t r a i n  i s  a c t u a l l y  f i f t e e n  dot ted  minims long,  not  count­
ing the  f i n a l  breve chord which r e g u la r ly  concludes FVB p ieces .  But 
because o f  the reg u la r i ty  o f  phrasing in  th is  coranto, i t  would seem a p p ro p r i ­
a t e  to  co ns id e r  th e  breve in  t h i s  case to  be the  concluding m etr ic  f o o t .

*This coranto  seems to  have one bar  o f  4 /4 ,  followed by f i f t e e n  
f e e t ,  in  the  second s t r a i n .  The 4 /4  bar  i s  l i k e l y  to  be an e r r o r ;  from 
the  con tex t  one would expect  an upbeat and a 3/4 bar .  No e d i t o r  has 
made any a t tem pt  to  reso lve  t h i s  problem.

^ I n  t h i s  coranto  and th e  fo l lowing (anon . ,  i i / 2 6 0 ) ,  the  scheme i s  not  
c l e a r l y  e i t h e r  b inary  o r  t e r n a r y ;  a c t u a l l y  the  p ieces  a re  composed of  
phrases r a t h e r  than s t r a i n s ,  as in d ica ted  by the  absence o f  double 
b a r s ,  shown here as ( | ) .

[con t inued]
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T able  12 [ c o n t ' d ]

a n o n . :
i i /2 6 0* 411 6(1)61

G-mixolydian (major) 
I / I - V / I

A Toy

i i /267 
(no. 204)

4(1)6(1)61 Corranto (= i i / 2 6 0 » Toy)

i i /309 81 81 81 
D (major) 
I/IV-V/V-I

i i /3 1 1 161161161
G-mixolydian
IV-I /VII-V/I

i i /4 1 4  
(no. 264)

(= i i / 3 0 9 )

i i / 4 1 5 811 411 81 
G (major) 
I /V /I

i 17418* 1611 811 811 
G (major) 
I / I -V /IV - I

( o r ,  811 411 411 o) A Toy

*See f i n a l  note  on preceding page.

*This t o y ,  which, because o f  i t s  l i k e l y  slow tempo, i s  sca rc e ly  a 
co ran to ,  i s  a t t r i b u t e d  to  Farnaby, but  wi thout  r e fe ren ce  to  source 
in Farnaby, Se lec ted  P i e c e s , p. 4.



28

TABLE 13
FVB SCHEMES: GIGGES, LAVOLTAS, AND RELATED PIECES

B u l l : 
i i /257

i i /258

Byrd: 

i i / 1 8 0

i i /1 8 8

i i / 2 3 7

Farnaby: 
i 17261

Munda.y: 
i 17449

161116 Hand da capo?t  A Gigge. Doctor Bui 1 1 s my s e l f e  
G-mixolydian (major)
( I V ) I - I / ( I ) I V - I
81121 A Gigge ( in  ano ther  source c a l le d

G-mixolydian (major) My G rief)
I -V/I

811 8 II var  
G (major) 
I / I
811 8 II var  

G (major)
i - v/ i 6- i

161161
A-aeolian
I / I I I - I

81 81 81 
G (major) 
I / I - V / I

8 II16II 
A-aeolian 
I/V-I

La Volta

La Volta .  L[ad.y] Morley^-

A Gigg «

His Rest .  GaliardW

Munday's Joy

^See Chapter V, p. 191.

^The FVB e d i t o r s  misread t h i s  ded ica t ion  to  i n d ic a te  t h a t  the  
dance i s  a Byrd s e t t i n g  o f  a Morley l a v o l t a .

^ B y  v i r t u e  o f  i t s  e f f e c t i v e  6/4 meter ,  i t s  length  and i t s  t e x t u r e ,  
t h i s  dance i s  more l i k e  a coran to  than a g a l l i a r d .



TABLE 14
SCHEMES OF KEYBOARD CORANTOS NOT IN THE FVB+

Bull (MB, vo l .  19):
74 8 II1 2 II

D-dorian (minor) 
I -V/I

Coranto Brigante *

79 8 II1 2 II 
G-dorian 
I / I I I - I

Coranto

80 161251
G-dorian
I/V-I

Coranto "Alarm"

81 811 811 811 
G-dorian 
I -V /V -I / (V ) I - I

Coranto "Kingston"

98 161161 The P r i n c e ' s  Coranto
A-aeolian
I I I - I / I I I - I

99 1 2 II1 2 II
A-aeol ian
I / I

Dutch Dance 
an on . ,  a sc r ib e d  to Bull by MB

105 14II12II
C-ionian
I / IV -I

French Coranto 
a no n . ,  a sc r ib ed  to  Bull by MB; 
ano the r  s e t t i n g  o f  t h i s  coranto  
i s  by Hooper (FVB, i i / 3 1 2 )

106 201381
C-ionian
I/V-I

Coranto "B a t t le"

112 811 811 
F-ionian  
I-V/V-I

I r i s h  Toy 
anon . ,  a sc r ib e d  to Bull by MB

136 121121 
G (major) 
I -V / ( I ) IV - I

Coranto "Joyeuse"

137 81 81 81 
G (major) 
I / I - V / ( I ) I I - I

Coranto "A Round"

fCorantos o f  th r e e  major v i r g i n a l i s t s  (Byrd, B u l l ,  and Gibbons) a re  
l i s t e d .  Numbering o f  compositions r e f e r s  to  Musica B r i tann ica  e d i t i o n s .  
S t r a in  leng ths  a re  given in  numbers o f  dotted-minim m etr ic  f e e t .  I n i t i a l  
t r i a d s  given in b racke ts  i n d i c a t e  harmonized upbeats .

[ c o n t in u e d ]
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T ab le  14 [ c o n t ' d ]

Bull [ c o n t 'd ] :
140 81 81 

G (major) 
I / IV -I

My Choice

Byrd (MB, vo l .  27):
2 1 b 811 811 811 

A-aeolian 
I - I I I / I - V / ( V ) I - I

Second French Coranto 
An anonymous s e t t i n g  o f  t h i s  
coranto  appears in the  FVB 
( i i / 2 6 8 ) ,  where the  second 
and t h i r d  s t r a i n s  a re  combined.

2 1c .  811 811 811 
A-aeolian 
I / I I I / I I I - I

Third French Coranto

Gibbons (MB, vo l .  20):
38 121121

D-dorian (minor) 
I - I I I / I I I - I

French Coranto

39 161201 
D-aeolian 
I I I - I / I

Coranto

40 811 811 
A-aeolian 
I - I I I / I V - I

Coranto
A s i m i l a r  anonymous s e t t i n g  i s  FVB 
i i / 2 6 7  (no. 203).  In Cosyn's 
v i r g in a l  book t h i s  i s  c a l l e d  A Toy; 
in ano ther  manuscript  i t  i s  a t ­
t r i b u t e d  to  Bull .
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TABLE 15 
MODES AND FINALS OF FVB DANCES

Pavans ( 4 0 ) :
Ionian:  6 (C-2, F-3, Bb-1)
Mixolydian: 9 (G-9)
Aeolian:  12 (A-9, D-2, G-l)
Dorian: 11 (D-5, G-4, C-2)
Mixolydian/dorian:  1 (G)
(Phrygian):  1 (B)
F in a ls :  C-4, D-7, F-3,  G-15, A-9, Bb-1, B-l

G a l l i a rd s  ( 3 9 ) :
Ionian:  6 (C - l ,  F-4,  Bb-1)
Mixolydian: 7 (G-7)
Aeolian:  16 (A-10, D-5, G-l)
Dorian: 10 (D-5, G-3, C-2)
F in a ls :  C-3, D-10, F-4, G - l l ,  A-10, Bb-1

Almans ( 2 2 ) :
Ionian:  5 (C-5)
(Major): 2 (G - l ,  D-l)
Mixolydian: 6 (G-6 )
Aeolian:  3 (A-2, D-l)
Dorian: 3 (G-3)
(Major/minor): 3 (G - l ,  A - l ,  E- l)
F in a ls :  C-5, D-2, E - l ,  G - l l ,  A-3

Corantos ( 1 6 ) :
Ionian:  2 (C-2)
(Major): 4 (G-3, D-l)
Mixolydian: 2 (G-2)
Aeolian:  4 (A-3, D-l)
Dorian: 2 (D-l ,  G-l)
(Major/minor):  2 (A-2)
F in a ls :  C-2, D-3, G-6 , A-5
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e x .  2 Byrd, Pavana, i i / 3 8 4 ,  secon d  s t r a i n
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e x .  3 Byrd, Pavana Ph. T r . , 1 /3 6 7
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ex. 3 [ c o n t 'd ]
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N.B.: mm. 4-6 a re  correc ted  from the  FVB e d i t io n  based on Musica B r i ta n n ica ,  vo l .  27.



e x .  4 Byrd, Lady M o n te g le 's  P aven , i i / 4 8 3
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ex. 4 [ c o n t 'd ]

SE
mm

t f f .

U - i

^ s r



39

ex. 5 Byrd, pavan s t r a i n  openings 
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ex. 6 Pavan Ending Formulas 

a.  Dublin v i rg in a l  manuscript  (Wellesley e d . )  

no. 3 Pavan by Master Taylor no. 7 Pavan 
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ex. 6 [ c o n t 'd ]  

e. Byrd, Pavana, i i / 2 0 4

T t i i a f f

Reprise  Reprise ending
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ex. 7 Pavan no. 21, Dublin v i rg in a l  manuscript 
( a f t e r  Wellesley ed . )
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e x .  8 Byrd Pavans: I m i t a t i o n  i n  R e p r i s e s
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ex. 8  [ c o n t 'd ]

b . Pavana F a n t . , i i /3 9 8

9

[ c o n t i n u e d ]
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e x .  8 [ c o n t ' d ]

c . Pavana. Canon, i i /4 2 7
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ex. 8  [ c o n t 'd ]

d. Pavana, i i /2 0 0
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ex. 8  [ c o n t 'd ]

e . Pavana, i i /3 8 4

Pavana.
WILLIAM BYRU

o -
-0 r

fc:

JB|J J3^ J
r w & * —

T p f f l s g

I
Rep.

' (i) (»)__ («i _( I)  w

j — J- Jz

S ' :

M = j = J

^ y - ~ r —  
^ .i j |J-~

r ‘
4V

Hn- ------- f2"

"J"".....—rT-Ĵ J----1

1 ■ ■ fc»)

r 1 
V r rzsrdi d

f— ------
rr’Frr-tfyf̂ f-r-rr-f-̂

-t=U------ ■ J ■ —

i



ex. 9 Byrd, Pavana, ii/389

a . Foreground

$ $  )  &  $
r » M i

f u J t
— -  

fci---------------- j j j i i
0 ^ 0 * o  -

£ --------------

f t ------- {*ac—

t & ? r

J  J  i )  if “> r j.

4 - — T -»

£ —
- 4 U

W Y ^ J
?'■ r t r  i 1 F

c*
1 l y  r  p

0  y 6

-

a &

B

o f .  j n r

[continued]



ex. 9 [ c o n t 'd ]

a .  Foreground [c o n t 'd ]
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e x .  10 FVB Cadences
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e x .  11 C r o s s - R e l a t i o n s  in  Byrd Pavans

a . i i / 3 8 4 ,  f i r s t  b. i i / 3 9 8 ,  c . i i / 4 2 7 ,
s t r a i n ,  mm. 4-5 th ird  s t r a in ,  second s t r a i n ,

mm. 2-3 mm. 1-2i §

j p g s

•d-
2 3 _

rgz

i
I I7

J.

d. Nevells Booke: e . Nevells Booke:
The Fourth Pavian, The F i f t e  Pavian
3rd s t r . , mm. 1-2 2nd s t r . ,  mm. 1-2

f .  i i / 4 2 7 ,  1 s t  
s t r . , mm. 6-7 g. i i / 2 0 0 , 1s t  

s t r . , mm. 1-3
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e x .  12 Byrd Pavans:  6 - 5  Motion

a . i 1 7 3 8 9 , 
1s t  s t r . , 
mm. 1 - 2

b. ii7 2 0 0 , 2 nd s t r . ,  
mm. 1 - 2

(*»

c . i 1 7 3 8 4 , 
3rd s t r . , 
m. 2
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§
• f e - 5 -  r L-z bfe .  S' 

<+ ^ 3

d. i 17389, 
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e x .  13 B u l l .  Pavana,  n / 1 2 1
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ex. 13 [cont ■d]
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ex. 14 B u ll ,  Pavana o f  my Lord Lumley, i /149  

a.
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e x .  14 [ c o n t ' d ]



e x .  15 B u l l ,  Pavana,  i / 6 2

a . Foreground
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ex. 15 [c o n t 'd ]

a .  Foreground [ c o n t 'd ]
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ex. 16 Bull, Pavana, i i / 1 2 1 : Im ita t io n  and F igura tion  
in  S t ra in  and Reprise

1 s t  s t r a i n ,  mm. 5-10
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e x .  17 Bull  Pavans: S eq u en ces

a .  Pavana,  FVB i / 6 2 ,  3rd s t r . ,  mm. 1 -4
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e x .  17 [ c o n t ' d ]

d.  Pavan (MB 8 8 a ) ,  3rd s t r . ,  mm. 1 0 -18

S ? 1------ tl ■

e . Pavan (MB 131a), 3rd s t r . ,  mm. 7-11
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f .  Chromatica Pavan (MB 8 7 a ) ,  3rd s t r . ,  
mm. 1 - 1 2
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e x .  18 Bul l  Pavans:  Outer  V o ic e s

a. Pavan "Symphony11 (MB 6 8 a)
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b. Pavan in  the  Second Tone (MB 77)
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ex. 19 Farnab,y, Farmer's Paven 3
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e x .  20 Farnaby,  The F l a t t  Pavan, i i / 4 5 3
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e x .  21 Robert Johnson ,  Pavana,  s e t  by Farnaby,  i / 1 4 1
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e x .  21  [ c o n t ' d ]
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e x .  22 Pavan, Mai S im s ,  F i r s t  S t r a i n s

a . Set by G iles  Farnaby, i i /4 4 7
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ex. 23 G iles  Farnaby 's Dreame, i i /2 6 0
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e x .  24 Farnaby 's  Ornamental S t y l e

a. Johnson/Farnaby, Pavana, i /1 4 1 ,  1 s t  s t r .
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ex. 24 [ c o n t 'd ]

d. Farnaby, Pavana, i i / 4 5 6 ,  1 s t  s t r .
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e x .  25 Farnaby Pavans: I m i t a t i v e  P a s s a g e s

‘ a .  S e t t in g  o f  Dowland's Lachr.ymae, i i /4 7 2  

2nd s t r .  opening Reprise

b. Lachrymae s e t t in g

3rd s t r a i n ,  opening Reprise

c . Farmer .1 s Paven, i i /4 6 5



e x .  26 P h i l i p s ,  Pavana, i / 3 4 3
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ex. 26 [ c o n t 'd ]  

a .  Foreground [ c o n t 'd ]
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ex. 27 Pavans: Cantus Firmus Device in Final S t r a in s

Dow!and, Pavan semper Dow!and, semper dolens 
(consor t  v e r s io n ) ,  3rd s t r .

Farnaby, pavan i i / 4 5 6  (= Moriey, i i / 2 0 9 ) , 
3rd s t r .
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ex. 28 T i s d a l l ,  Pavana Chromatica. Mrs. Katherin 
Tregian Paven, i i / 2 7 8
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e x .  28 [ c o n t ' d ]
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ex. 29 T i s d a l l ,  Pavana. Clement Cotton, i i / 3 0 6
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ex. 30 [Hoiborne] , Pavana, i i / 2 2 6

1 s t  s t r a i n
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ex. 31 Dow!and, Pavan Lachrymae 
( a f t e r  consor t  ve rs io n )
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ex. 32 S ix teen th-Century  G a l l i a rd s :  Metric Pa t te rn s

a.  A t ta ing n an t ,  G a i l l i a r d e  6 of Six G a i l l a rd e s  e t  s ix  
Pavanes, 1529 ( a f t e r  G iesber t ]i u
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b. Gardane, Tu t e  p a r t i  g a g l ia rd a  of  In ta b o la tu ra  Nova,
1551 ( a f t e r  Hear tz ,  Corpus of  Early Keyboard MusfcT v. 8)
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[continued]
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ex. 32 [ c o n t 'd ]

c .  Gardane, La Cane'll a Gagliarda of 
In ta b o la tu ra  Nova, 1551

tlA  d  d  d  d

I TJrt
w

£

1
m & £ -&

M
&-G-

•eVc.

“c r
■tfr

d. Rhythmic and Metric  Pa t te rn s  

o f  A t ta ingnant  (a ) :

p p °  1 °  P °  f l p 1 T f f °  1 °  P °  I t

of  Gardane:(b):

LksL i r u . AJ. j. } jjl j ||
— P~~ °  ° -------°  j3 -0  P " ^ ^

p Q

o f  Gardane ( c ) :



e x .  33

a .  Gal H a r d  Can shee , i i / 2 5 6  (anon, s e t t i n g  o f  Dowland's "Can she excuse,"  
Earl o f  Essex g a l l i a r d ) .

C T t m - j  I » f e l lI

m

m s

it :  J b J . h j i  | J . . 4  - ^ _ r-

[continued]



ex. 33 [cont'd]
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b. Bass Metric Pa t te rn
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ex. 34

a .  Dow!and, P i p e r ' s  G a l l i a r d ,  
Se t  by B u l l ,  i i / 2 4 2

in!

11 \ 1- i. ;j-
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[cont inued]
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ex. 34 [ c o n t 'd ]

b. Dowland, P i p e r ' s  G a l l i a r d , 
Bass Metric P a t te rn s

£
I S !i

T

3
2-

3
2-

p U  ° E

3
2. L

3
2_

2 .



ex. 35 Dowland, King o f  Denmark g a l l i a r d  ( a f t e r  l u t e  
s e t t i n g ,  t r a n s c r ib e d  by Poulton and Lam)

a .  Foreground

O u mm
s sm

m§ s i i

b. Reduction



ex 36 Byrd,  G a l l i a r d a , i i / 3 8 7

m

m

a

*3C I

[ c o n t i n u e d ]



e x .  36 [ c o n t ' d ]

s n t ?  r  vPff = f W -

• c  A mm
H J - t

3S_
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ex 37 Byrd, G a l ia rd a , i i / 3 9 2

a .  Foreground

< 9 o a r

i ( ;

3I D ' d 1 i errwrrrt ie  I
C P 2 3 E

< $ T S 2

9  f ' -

b. 1 s t  s t r .  Repr ise ,  Right Hand

r mmd §
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ex. 38 Byrd, G a l ia rd a , i i / 2 0 7



e x .  39

a .  Byrd,  G a l i a r d a , i i / 4 0 0

P I f  v ] U

-pr ^  '-* 3 1
fts© 11 " LJ

x m r s c  ±

y ■ M W i  0 :

s s
M n ± 5 4

[ c o n t i n u e d ]



e x .  39a [ c o n t ' d ]

IS

3  2—
( o

B

tr®iv «'i jiii

3 i  • 1

i

m

a -© - f r^ r i x
-  v

3 5 1 X  3 C

b. 1s t  s t r a i n  Reprise



e x .  40

a .  Byrd,  G a l i a r d a , i / 3 7 1

1 L
^----- , 1 j ^ ■; ,i \ d i u p j A

t i t ^ J  V rp i p T T T  ?

g r £ 4e f

T r f T ^ "  \ —r ^[I ' ? 1 * jF- —| | -4- 1— | -- C*
> V~r" ■ ■ __

'SO

[ c o n t i n u e d ]

■SSZ



e x .  40  [ c o n t ' d ]

a M m

~3Z J C

b. i /3 7 1 ,  f i r s t  s t r a i n ,  Modified

Ay* i 11d \ i i » Kj | j -v_^_ j-Jji- AjTlTT <) i-m—•
T V vltt

* i£. .

* Ffr 1
r A f T t  f
6" l ^ l tf

if * IX A...  *«--Ls—^ 3 ---------

[ c o n t i n u e d ]



e x .  40 [ c o n t ' d ]

c. Byrd, i /371:  Motivic R e la t ionsh ips

5
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d. i /3 7 1 ,  f i r s t  s t r a i n  Reprise
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e x .  41 Byrd ,  G a H i a r d ,  i i / 1 9 8

S

i
Mj. f t 1 f T

t-..jsrx X
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ex. 42 Byrd, GaTl ia rda , 11/202

1

i= m

— 1' I J U - i  1 1*1 -  1f a s H B

-v
>V

i

—

* r
r V . f >  P  - r f B  -

^ l p - ^ = =

: ^
f  \  (D

; x

j i u  jA-v.-j* < r T ~ j T l  J

a  T T g f e

ISC

________  s

i r  j
z  l ) >  r

1 ^  I T - 4  

— ■-------~ ' y ~ —

[xatN

< y  - fe i  o  4

T -= P

— m J & J

a = H

2 S r L _ Z L Z r ----------

i t . L o  4b  -  

o

: c

W f

W
W -4------^ -----

£ k



e x .  43 Byrd G a l l i a r d s :  M o t i v i c  T r a n s fo r m a t io n s

a.  i i / 3 9 2 ,  
1s t  s t r . 3rd s t r .

i /3 6 5 ,  
1 s t  s t r .

ip  - ' j p

b. i i / 3 9 2 ,  2nd s t r .

- g i^ - i - T n — . S r r - —  _ _ _ i i a  r
i

c. i i / 2 0 7 ,  1 s t  s t r .

m c[

d. i i / 2 2 8 ,  2nd s t r .



e x .  44  B u l l ,  G a T l ia rd a ,  i / 1 7 0

*

f f F *
s

H i -  i

E
' n r

[ c o n t i n u e d ]



ex. 44 [ c o n t 'd ]
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ex. 45

a .  B u l l ,  G a l ia rda ,  i /7 0

a

f t

v  I  !

o  J*- Q'"fs 'o  dd  p "—*̂» I F*t|

r v ^ ' f  p

— 4

— f t

— ¥ -  
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------f¥
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f c f c 1 SU-
ZJ t V zr~cr\ \ X f L I

I t  1
f - t v

b. Foreground D e ta i ls  

1 s t  s t r a i n 2nd s t r a i n

£
f t *

s

K  £ j 4 ' - j £ 4

5 I  y % -  > f  | |

f )  r  ^  v =

*



ex. 46 B u l l ,  G a l ia rda ,  i i / 1 2 5 : 3rd s t r a i n  Sequence

a .  3rd s t r a i n

f t

i i i. pp--
LJ t _ j*H

^.^-jCVaVls it\

b. Sequence, mm. 3-10

M
to to |Q 10 to to 

-------------- c----- >----------------_

c. Reduction
VS-) ' 4  l b *  &

- ^ 4 u ) . J . i
’Try
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ex. 47

a .  Bu l l ,  G a l ia rda ,  i i / 2 5 1

j S j E 3 ‘
I

m m

J [o &  »o r 10 j tojj

(»0
5n*[Pgre..

U f *= *

H r -  ~P\

J

^  T-fo T*Sf —S*

-r •
n ~ v  l - - j 

21 X
f t ------ ^

•3

b. A l t e r n a t iv e  
s t r a i n  
ending

rn.H

A (S'u&—— —
•# 3

r 4?  4-- 
4M U r-
p. o  ~a>."-4----- 14- f — * > 7 -f

[ c o n t i n u e d ]



e x .  47  [ c o n t ' d ]

c. Third s t r a i n

m

lo 10

d. Third s t r a i n —middleground

i
e.  Third 

s t r a i n  
foreground 
f i g u r a t io n

i C - — 3 ^  y  i - -  j ~ 1 { ) } J i  V  - p
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M f U 4 ^
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e x .  48  Bull  g a l l i a r d  s e q u e n c e ,  i / 1 7 7

a. b.

%
17 * y— $ *

^  ©----------------------------  3 - r - ) U
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<" l<> -  IO * 1° S '  f  ^ l o  - S  ' I  "* j o - 5
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lo lo VO Vo 5 "

d. i /1 7 7 ,  3rd s t r a i n ,  mm. 3-5
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[ c o n t i n u e d ]



ex. 48 [ c o n t 'd ]  

e .  i /1 7 7 ,  3rd s t r a i n
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a.  B u l l ,  G a l l ia rda  to  my Lord 
Lumley's Paven, i /5 4  j,

i . I ' L O
‘ P T i j T T p
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[ c o n t i n u e d ]



e x .  49 [ c o n t ' d ]

s f

¥
E =

b. i / 5 4 ,  r e p r i s e s

1 s t  s t r a i n 2nd s t r a i n 3rd s t r a i n
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e x .  50 B u l l ,  G a l i a r d a ,  i i / 2 4 9

— f a  —  -
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e x .  51 Farnaby,  His R e s t .  G a l i a r d , i i / 2 6 1

£31
e

A *
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ex. 52 Farnaby, G a l ia rd a ,  i i / 4 1 9

a.  Foreground

1 ^ - j A

m U&-

x  fo

(see  ex. 52c-f)

Si

3 L  X  X

[ c o n t i n u e d ]
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ex. 52 [ c o n t 'd ]

b. Reduction

i . iXL t  I  .mlQ}SLX>.

c - f .  3rd s t r a i n  sequence

c. d:

I fX. XXX D’E t  X ux ? "X 3



e x .  53

a.  P h i l i p s ,  G a l l ia rd o ,  i /351

L -

L
j  j  y ?  u

*V g |0 o t f ? f r &

•3E L

f e

e

A A  ^  A i^ .1
a  p * —O pp1 n r

w
d  A.jt i  1

• 3 1

| | | ± = 2
1 ‘ f t ’ P -p P  

' X

b. Reduction

i_ r j u J s g T )

r . J L U - l  L- c  -3C- x :
cn



e x .  54

a .  Richardson, Ga l ia rda ,  i /9 3

P

P

T

F _ » i
IN (* Q

c x _

[ c o n t i n u e d ] cx>



e x .  54 [ c o n t ' d ]

S3

I

b. 3rd s t r a i n ,  reduct ion



e x .  55 Tomkins,  Hunting G a l l i a r d , i i / 1 0 0

a.  Foreground

m m

p

T T  X

b. 1 s t  s t r a i n ,  m. 5 Reprise ,  m. 5

f

[ c o n t i n u e d ]



e x .  55 [ c o n t ' d ]

a .  Foreground [ c o n t 'd ]

U  4 M i i
&

e
(,-£ fe-Slo L 'S  t 'J f  10 fc-S'fc-Sjojf-U sr-U -3

 a£

m

c.  Reduction 
1 s t  s t r a i n

2nd s t r a i n

M

v.
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ex. 56 Thomas Warrock, GaTiarda, i /388

IVAAV

P

'3 C -

m

u *

M
t  f t p V

j _

f t m
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f  t - F f
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ex. 57 T i s d a l l ,  G a l ia rd a ,  i i / 4 8 6

HL

O »

i t

4 h i i t y k j
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ex. 58 A t ta ingnan t ,  Quatorze G a i l l i a r d e s , 1531 (from 
Heartz ,  Corpus o f  Early Keyboard Music, vo l .  8 ,  
nos. 1 and la )

Pavane

G a i l la rd e  su r  l a  Pavane [pavane o = g a l l i a r d e  d]

Bass l i n e s ,  f i r s t  s t r a i n  

Pavana

A i  it- p (>#I, ------ ,... Itery - -j: 1.."ijiH
-i— V

- e -  ~-  °  I r M r  n  * 0
6

----- 1
5

G ai l la rd e

f  « ■■ < ..0 ............ ■{ '[  f  , ---------# f „ .  I 3 E |
f  M  T t  r r r -  - H f  M f *  l | 4 -
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ex. 59 Dow!and, Lachrymae pavan openingst

Lachr.ymae Anti quae

'o f u r
m

Lachr.ymae Anti quae 
Novae

5
r F = F

f p - p  r

I

p . .

r y H  4 -  >

t )  d—

0c

ir ,

Lachr.ymae T r i s t e s

i
n i ^ - - 4-

Lachr.ymae Coactae

a 5 f f 3 8 g j i =

Lachr.ymae Amantis

Lachr.ymae Verae

t f '
1̂---©-

tThese seven pavans a re  from the  Dow!and c o l l e c t i o n ,  Lachrymae, 
o r ,  Seven Tears .  Figured in  seven pass iona te  Pavans with d ivers  
o th e r  Pavans, Gal ia rds  and Almands, t ransc r ibed  from the  1605 ed. 
Pe te r  Warlock (Oxford: Oxford U nive rs i ty  P re s s ,  1927).



e x .  60 M orley ,  Pavana, i i / 1 7 3 , and G a l i a r d a , i i / 1 7 7

pavan

L̂ b  0  * r 9

d  -j

^ j z  “

# ^ * # 1

- a )  j )  )

¥ = F p £
j r M f c 3 % B
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------ e j -
Sr ^ , 0

I M ^ 0 —
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7
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m i - i  j,

3ZT Xc; *
T5Tt3ZZ

E
m

m

T tn x CgO p

[ c o n t i n u e d ]



e x .  60 [ c o n t ' d ]

pavan, 2nd s t r a i n  3rd s t r a i n

*-■ r ~ i 4 3  ^

l " \  f*  v

<

- a - ^ 1 / / i n -4  t :  il

3rd s t r a i ng a l l i a r d ,  2nd s t r a i n

rocn



e x .  61 Warrock,  Pavan, i / 3 8 4 ,  and G a l l i a r d ,  i / 3 8 8

pavan, 1 s t  s t r a i n

>< h o  ■
a  . "~ o  —
r T T f

f e n  ^

2nd s t r a i n  
&

£L

g a l l i a r d ,  1 s t  s t r a i n

.0
±1

2nd s t r a i n

j  ~* '

E -1

rsc

[ c o n t i n u e d ]



e x .  61 [ c o n t ' d ]

pavan, 3rd s t r a i n

t ^ ' A j n i r  r r r r r . i -&------- ©—- ■ p n j r .
■ O ’...... ^  J  t . I f 1 1 1 O

f - ^ ' a
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f e n ? S i
* r t f i t t - L ft
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t r

g g = f
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e x .  62 Hoi b orn e ,  Pavana, i i / 2 2 6 ,  and Byrd?,
G a l l i a r d a ,  i i / 2 2 8 : 3rd s t r a i n s

pavan



e x .  63 Byrd,  Pavana, i i / 2 0 0 ,  and G a l l i a r d a ,
i i 7 2 0 2 ,  f i r s t  s t r a i n

pavan

m

r a r t r S f f  t

3 z r

WJ r f - ,
S f F l

— V -©-*■ ■
r p f

r ^ F
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ex. 64 Dow!and, P i p e r ' s  Paven ( s e t  by Peerson) ,  i i / 2 3 8 ,  
and P i p e r ' s  G a l l i a rd  ( s e t  by B u l l ) ,  i i / 2 4 2

pavan, 1 s t  s t r a i n ,  
mm. 1-3

g a l l i a r d ,  1 s t  s t r a i n ,  
mm. 1-3

pavan, 3rd s t r a i n  
mm. 1-2

-2 -

•P~" O

r r rnr

j  j J\*r
VL

TP

g a l l i a r d ,  3rd s t r a i n ,  
mm. 1-2

..

HXT.



e x .  65 Ferdinando R ich ard son ,  Pavana,  i / 2 7 ,  and G a l i a r d a ,  i / 3 2

pavan, 1 s t  s t r a i n  ___ _

(If * \ . -i i \ I r 1-
■ m  t T i t i till jYrS i i. 

--*}̂11 
1

<->'■< 
* 

<

£ / f t -

:J o  n j = p
f f t r - j*-—:

P tiS to j
f ,  < >_-f-l——i-

■ cârflfe tcI) M-----P-a-
L____J

g a l l i a r d ,  1 s t  s t r a i n

x?

[ c o n t i n u e d ]



e x .  65 [ c o n t ' d ]

pavan, 2nd s t r a i n

r e

g a l l i a r d ,  2nd s t r a i n

j  j - *  *

S C I

[ c o n t i n u e d ]



e x .  65 [ c o n t ' d ]

pavan, 3rd s t r a i n

f W ™ n

k U  V  J  IimI

g a l l i a r d ,  3rd s t r a i n

i

i



ex. 66 Edward Johnson/Byrd, Pavana D e l ig h t , i i / 4 3 6 ,  and 
GaTiarda, i i / 4 4 0

a .  Foreground, 1 s t  s t r a i n  

pavan
*2- 1.

*

1  ^  Y.k

W St
g a l l i a r d

[ c o n t i n u e d ]



e x .  66 [ c o n t ' d ]

a.  Foreground—2nd s t r a i n  
pavan

s m

E - 4  ^ x [ T :

"ICC.

g a l l i a r d

f

[ c o n t i n u e d ]



e x .  66 [ c o n t ' d ]

a .  Foreground--3rd s t r a i n  

pavan

-9 ?h
2

_____
PfTh"
r*pd

IX Jr. ) 

---- a

r ,fc» T  f - w *  '

or~ ^ \ f

r r d

£ #US? - h $ — o — 8 
/A>' ¥ \

a # o H
A - V 4 y - - - - - - t - / 4 X ,

w

■ O  - -— O - J  
1 '

g a l l i a r d

\  i l  m ,
%

[ c o n t i n u e d ]



e x .  66 [ c o n t ' d ]

b. 1s t  s t r a i n  proport ional  r e l a t i o n s h i p

pavan

g a l l i a r d
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ex. 67 B u l l ,  Pavana, i /1 2 4 ,  and two g a l l i a r d s ,  i /129 and i /177

a.  Foreground—f i r s t  s t r a i n

pavan ( i /124 )

m

g a l l i a r d  1 ( i /129 )

I f l  V—■) £ ±
4 r - k 1  J ' j h M r h

V.

p 3 , p —  

K ' f  —

B ± = \

- d h f

M

( T V f

— &

r H

<S<

P I

£ 1

S S ‘

y  t j  £ > * .

j

IV

am

^ 2 — t
m

1 Q

U L

d  i y  

EC-) ■

p E .

o ,

' x

TV
r

g a l l i a r d  2 ( i /177)

H C .  X

[ c o n t i n u e d ]
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e x .  67 [ c o n t ' d ]

a .  Foreground—second s t r a i n  

pavan ( i /1 2 4 )  ^

9m

g a l l i a r d  1 ( i /129 )

g a l l i a r d  2 ( i /177 ) ya i u  c. \  i /  j- i  i  /  i

m I s

«

[ c o n t i n u e d ]
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e x .  67 [ c o n t ' d ]

a.  Foreground—t h i r d  s t r a i n  
pavan ( i /124)

m
W

i
3

g a l l i a r d  1 ( i /129)

g a l l i a r d  2 ( i /1 7 7 )

- Ww t i
[ c o n t i n u e d ]

* X

J



e x .  67 [ c o n t ' d ]

b. Der iva t ion  o f  second s t r a i n

4
g a lH a r d  2 ( i /177 )

 1 T
I ±i t K ‘

t  1 r - ’ i  t  ^  X i j  r 1

pavan ( i /124 )



e x .  68 P h i l i p s ,  Pavana and G a l iard a  D o l o r o s a , i / 3 2 1  and i / 3 2 7

a .  Foreground—f i r s t  s t r a i n  

pavan

m

g a l l i a r d

I
3

k3E5: i
-w -r  r r

3 & ~ey.

t J Z J *
— . 1 ___

*d~ •

02. is)jm x :
I

S C I ? ”

[ c o n t i n u e d ]



e x .  68 [ c o n t ' d ]

a .  Foreground-second s t r a i n  

pavan

I
mi

r a i i s z

T_ r.\ T ,
W :  I  x '  1  ^

g a l l i a r d

I

l (  j -

[ c o n t in u e d ]



e x .  68 [ c o n t ' d ]

a.  Foreground—t h i r d  s t r a i n  

pa van 3 2 .  1

5
r  W  W f j  £

g a l l i a r d 3  2- 1

t i P S «

1 ,1.11

3
MHI9TJCHF r<

sF $
-  - n-  - f

I X  ' r

[ c o n t i n u e d ]



e x .  68 [ c o n t ' d ]

b. Second s t r a i n  m e t r ic  p a t t e r n s  

pavan

— \------- ,a ^ 1.-------- ---
J Ilj — p m  ------- v------ 0#D° \ " .. ■P. -.S, — U£___ us___^  y\ 1 Is__ \------------ LH—Lafe>.oJ na=I

g a l l i a r d

2- * 

^  , ,

i

1 • p p

1  J

F = |
- -  t - y y i y . f r  f i i l i j



e x .  69 P h i l i p s ,  Pavana P a g g e t , i / 2 9 1 ,  and G a l i a r d a , i / 2 9 6

p a v a n ,  f i r s t  s  

3

f  i

t r a i n

2 - -

h i j J -
r c - t f k k ' 4 -

0 . 1

- h i- p n
© 4 —̂ & ------------

f .  {

^ ----- ----------
(JU

s £ j

f f  „

™ / f  >|v

- f t  .....................-
- w -

: T

g a l l i a r d ,  f i r s

A ]  K t

e — \ — - 1

X

t  s t r a i n

i l r ^

- H

-*>— r--------

P i  t  p

-  (> / /  3 :

Z_

t = ^  =

: f  P  o  I 

\ s i

D

q —
C

X

L

- h r-£TS"
1 L L < -------------------

o W '  '

f / j *  v — & --------

f a  *

1

1 Q — f - 5

Li U

- & * ----------
.

U  r
■ — 1 — 1

= H

<?•

X .

[ c o n t i n u e d ]



e x .  69 [ c o n t ' d ]

pavan, second s t r a i n

| j
s r j

g a l l i a r d ,  second s t r a i n

j'  Ki JI +■ ]; >■̂ rzi--^---J- V
ho*15p-.a 6—

--Tft~7r-zr=̂—

id.

0----0—I-----
--

..f 3̂Z_cI—
9S-
—i ‘S*

%
1

t ^ j f-V f c> i
"tjr c®

> T
— =v------
0 3ZI

c 0 L

[continued]



e x .  69 [ c o n t ' d ]

pavan, t h i r d  s t r a i n t*.w

li i a ]“̂U- “Hm
rm

A> 1SB  ̂&>—TfcfZIft——

*tv-----

rO-J-0- -----

1
f5
V—fr

---r* o

f p - 0 ;

— ¥- 

---f*litl»rt f»{pft”

&>

»(> w<A*®

u

“ftr

•jtr

20____LV̂a------
ev\(

(=£!^ ----- 1 - ^

?%
flpfc*S£|:x

“ ax’ s or:
d ĵ “■crtSjgl î -Q--TX Fx

g a l l i a r d ,  t h i r d  s t r a i n

----------------- G  -AdO—
*

io> 1 m s S ?

3 E
O*

b n ^ r

25

¥

JiE E
P d >t

£
QfnA-Q

EtA Cm 4  T .\

©-« - E
L i:  TSE-

T^c 
TZJ i
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r



e x .  70 M orley ,  Pavana, i i / 2 0 9 ,  and G a l l i a r d a , i i / 2 1 3

a .  Foreground—f i r s t  s t r a i n  

pavan

¥

frniTi pWiHi*4
p—

P L

=vy 1

=J-H=

-t= s^thr-fT'Hf e-s-

— v4

H r:nijf Hr- «-1=X.“V 1— H 1:=*?hf f25Zvw
[ c o n t i n u e d ]



e x .  70 [ c o n t ' d ]

a .  Foreground-second s t r a i n  

pavan

5 9
1

F i

*

g a l l i a r d

_  IX_ ^X.)

[ c o n t i n u e d ]
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ex. 70 [ c o n t 'd ]

, pavan, mm. 1-2 g a l l i a r d ,  mm. 1-3

pavan, mm. 2-4 g a l l i a r d ,  mm. 2-5

pavan, mm. 7-10

l ^ A \  h V l  1

g a l l i a r d ,  mm. 9-14

e s :



ex. 71 Marchant, Allemanda, i i / 2 5 3  
second s t r a i n

4  3  2. 1

ik -U — r4-j£ T ~P l—t j p i  j  '1
p i- r  ...A-t. i\
1 d a

-  -'frfcrt

/ ~ 7 T 4 -. i
f o '

c*f? f  *— =$
— J^el------ „ ---------------

^  f r f  f1 ^  \ t f --- 4
X  T 2 T T E  - C

____________________  - v --------------------  J



e x .  72 P e e r s o n ,  A!man, i i / 3 5 9

j ~ m

/ jo- (o irf• (o

4 —
U -  M  k.X" f t ,  j l ,  J-l-- k

*— v-t V y  i f -  I

-1---w  *L w ̂  &—
^ y p  i $ —

) J  i  4 - M  t
W ------p - ! =

x -  TE " 2 ^
t  " r g t ~
x  ' * t l

----  ■ 1 K - f l

B L

y s *  j .  \

4 3 Z I



a .  Byrd ,  A!man, i i / 1 9 6

f e

^  *  j-

i l  j i J  . - h H
i f -------------------------- .

p y  ^  — i - y —

----------------- 7 S > .  4 f e L - .g r----------

----------

r  t f — h -  

h r  x

iv tzJ —

( g  (a

| ^ ~ U J  I  . . . ,  ^

*V 'TT .

b. F i r s t  s t r a i n  opening: o u te r  voice t en th s



e x .  74 Joh n son ,  Alman, i i / 1 5 8

a .  Foreground

m
m§

4
3 L  I

4 3 Z. 1

*  l i l r i t e s

[ c o n t i n u e d ]



ex. 74 [cont'd]

b. Motivic v a r i a t i o n

F i r s t  s t r a i n
2  Tm’nirtS

£ sM 3

T g f . T r-T M  T I

Second s t r a i n
TV.

  *



e x .  75 T i s d a l l ,  Almand, i i / 2 7 6
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ex. 76 Root Third Rela t ionsh ips

a. b. c .

2> 2. i* 3

d.

X P f - f - '  ̂ e r f
* 3  i-II f t  *------ &

r y .  > .  I  ■ t j

L .  A  ' W  1 ‘/-«rr\ ^  —VfT*—, TT -
¥

X . x  E £ f t r  2  x  x  r  j f f 3 :
ir\ C

e. f . h.
^  1.

I

f r l 1 t #
^  I  £ 5 \ i  X.*5I "31 £  X  *35- 3% 3L ^



H 3 E . •3: _

J l£ -  -X*

i

9 9 / l *u bu i[ v  ‘ *uoue l l  *xa

6ST
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ex. 78 anon. ,  An Almain, i i / 2 6 6  (no. 200)

i § §

T O = ±

r  4

X

)  \-~ "Q  (% wsn-

§

-O- &± i* J- i -
£

£
*  cr  - p

F = t

t
3T  X

3 5 E . r
1  X
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e x .  79 a n o n . ,  ATman, i i / 3 1 2

a U = i

m

HL

S H l ± =z f ^

-f— _ (o ~35- 3C  -  ^j —

fj? 7   ̂̂ 1 '  1 rifn I ■ ----- !:|3p ? l/i

rv f

P d-, ̂ - -?. J..*>d_l\_. . L ..t---

1L̂-£!— »t f . 1

- i  _
rfL-1k\ ^ JJ Jl

ffc Tlr̂ » ^ r l

1̂ - —*

= 'LL_ 3L3:'E: ;
— •' *' 

 ̂k ^ a' ■*

---- =_=: IV  *ir f © "rt a ■'
A frrM
'isn.

iviu r ..p.
-> yt% f = fJ * -4 \-

i 3C ^
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e x .  80 a n o n . ,  A l lem an da ,  i i / 4 2 4

+ 3  2 . X-

i g b y #

1 ^ 1  i r r  [

I#

j z f  
/  X *

m
1  T  I

P P

i
* s___ $ £

* p p f
•— -•__ 1“

£

« £

- © -

= F =
V 5 - x. x T

X ;

f l k C T j1
3

&
J 4  J 'J ? 7 i

8

U *  ^ x x ,  x ^ ' x



e x .  81 Byrd,  The Queenes A!man, i i / 2 1 7

m m

* ■ 1

S 3 s r a s s

( m

33T
£ i £

\
03) 32-,g



e x .  82 B u l l ,  The Duke o f  Bru n sw ick 's  Alman, i i / 1 4 6

K

$

m

3  1___ .

'E-f'tisSjj!?'-



165

ex. 83 anon. ,  Alman, i i / 3 7 5

i
t  it ,

r  - 4 x

'  n l  ! 1 i - - l

i*

1 b P *  i V : r

i

) Q - ^  # ^

X -

i  i t  #  v

littf

'  # #  <S _<3__

'  ...............
F T  P '  >" ' r  V-
p - 1— h  r  f — i — '  j i J t f 1 1 1 1

l r L f r



e x .  84  Alman Openings

an on . ,  Allemanda, i i / 4 2 4
Meridian Alman, s e t  by Farnaby, i i / 4 7 7

£  £

an on . ,  Alman, i /7 5  Hooper, Alman, i i / 3 0 9

? i  j l j M —
w r  f  - f  T- ^ t ^ r r ~ r  ]

& ^  l l  {
• vt> y  ~ r r  r f — ) ----^ --------J - - - - U U - U - - - - - L _  £ =JV- - - - - - - 1 -  — 1— :



e x .  85 Byrd,  Monsieurs  Alman, i / 2 3 4

• r  i  3

P

i



e x .  86  a n o n . ,  A To.y, i i / 2 6 0  ( = C o r r a n t o , i i / 2 6 7 , n o .  204)
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e x .  87 Byrd,  C o r a n to , i i / 3 5 9

i

(S3F) 1 I  ^
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ex. 88 Byrd, Coranto , i i / 3 0 5

E ®

' -  (. I

X  ^



e x .  89 a n o n . ,  C o r r a n t o , i i / 4 1 5

>•
1 *> \

rn )
F * m ,

2- f
k=f$

(f h  .2-
± A

1
f h r r

A
w. . . . zN q fr .

f t i f
— r *

H t
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- t -*?•

\- - - - - L
I ' * 3 L

L-
In - ;—

p ?-^-

F^=fP

i t  ’Si's:

5 ] f i - i 1;

V r -. X

^—

j - -V

i

r̂\% f f 1 u 1 / I
±±t*kH 

-  V JSt— srr-

.o. ss5H 
&  ^

1
t  f-u-l-Utf ■■ V f r — t

----> Q̂jiv -G‘ 0-

'V 1 |.. V.
~J=-

_  i I
X

_jjf— i
- r _

£  " u  X " 'x



e x .  90 a n o n . ,  C o r r a to ,  i i / 3 1 0  (n o .  225)
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ex. 91 B u l l ,  A Gigge. Doctor B u l l ' s  m.y s e l f e , i i / 2 5 7

i P  (  r J i

H P

- -  —  -  -  3 J. I

mt o

1
r— A-, <»■' O

i

s z J u T 'jC-TSi ZkZ

£

The upbeat may s i g n i f y  da capo (see  p. 191, n. 1) .
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ex. 92 B u l l ,  Duchesse o f  Brunswick's Toye, i i / 4 1 2

¥

/ m  \  \ \ .
_ i-1 4

J - = £ r -

3  2 -

4*— \  i h  .
V1 j

) . II
1 f \ n  ..O '

,0 
0

-t > ---------—__ X___--------------*---

\ t :  ■ * £ -  ; ..
O'

u ri/
• t P F
x X / I ~W t  i / 1

X 1

R  1— , j il i ̂  -jj- ~ >'->44 l- ii
Q> g -y'  ̂Jfr

p # =

uJL--* js\ — 
\%-._ p......, p i ,

-# *9 A

, /  V

* *  —
w? A-

fe -*#= •â TS

A____ c?’__
\ 1 7  

^tsr
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e x .  93 B u l l ,  Dr.  B u l l ' s  J u e l l  ( Courante J u e l l ) ,  i i / 1 2 8

II

m

%

I/

(& *
§

%

i  i

t o i t o

.
stS /..~ rf

t o

■̂y—
h*

p r* t o n
to F i 
«»• |

l n
•SSL

LN
ICC

X ' 6 x x

Note: This i s  a t o n a l l y  ambiguous composit ion;  see 
Chapter VI, p. 194.



e x .  94 a n o n . ,  C o r a to , i i / 3 1 1

M

$

J 3

m

' f

- B f f j

W

f ±

F F

« E
f c U

r p

a—  0.1 j *(?r) - - -V-E
s

f e t e s *

T ? ? f ?
3 Ci | r
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e x .  95 a n o n . ,  C o r a n to , i i / 3 0 8

f a §
mG m

5 0
l

■*»= ^

J —-teph
K2CJK

3



e x .  96 a n o n . ,  C o r r a n to . Lady R ic h e ,  i i / 4 1 4

1



ex. 97 B u l l ,  Coranto Joyeuse (MB, vol .  19, no. 136)
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e x .  98 a n o n . ,  C orran to ,  i i / 2 6 8

■Nl" d -

f r b - i r
S  7~9— — n s  5— & f— «5>-

H f # t u  v ?- —  J  i “r "  -c r  iv - - •^  3 = '  3 D  h t'
-----------------------v - — - —

I K

i\:4   ̂ ^  j l- jl-4- \ i j  4  j  j -r r w m ^ i n ^ f  igjif tj-Vf?
» ' r  | T  I  ■ '  _=f= X  X  3d £

•k
Beginning o f  t h i r d  s t r a i n  in Byrd's s e t t i n g .



e x .  99 a n o n . ,  C orran to ,  i i / 2 6 7  (n o .  203)



e x .  100 Rhythmic m o t i f

a.  an on . ,  Coranto , i i / 3 0 8 ,  
second s t r a i n ,  m. 5

r \ . r -----

d f e - r -
&

t f

b. an on . ,  C o r ran to , i i / 3 1 0  
(no. 224),  f i r s t  s t r a i n

c. B u l l ,  A Gigge, i i / 2 5 7  
end of  f i r s t  s t r a i n

V ^

—#-

f r

See a l s o  ex. 101, Coranto sequences.
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ex. 101 Coranto sequences

a .  ' i i / 3 1 1 , f i r s t  s t r a i n ,  m. 5

■& »■ #Hg*-

• T  f
f S 1 c - ?

£ g>7
e ± £ ■e- r f  r r r  4  t  k

b. i i / 3 1 0 ,  second s t r a i n

- i -

p H
& S *

*

v  « L

■ ft*  m  f  # “  V rr .
I ^

1 N - H

»0- It 1 ° 'fc lo'u I**- & lo

c .  i i / 2 6 6 ,  second s t r a i n  
,vbi ___i d L .  \ - A

i

lo ^  I® ^ l0»lO
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ex. 102 Hooper, Corranto ,  i i / 3 1 2

f f - o ...
F f t

4

/ t,

3 * 1

- U
A  • 1

V & i-i , »._*______

9 •

-----©—

7 f
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—
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ex  103 a n o n . ,  C orran to ,  i i / 3 0 9  ( = i i / 4 1 4 , no.  264)

a .  Foreground

"I

±
p

f  n y
£ 4-

f

¥
E t t ?r r __ V^i x

— <*-------------

'ivt

i

X T

h/ h hif

*=»

t F
<L-̂ ■--J — <*■—  A— i -

----------o~. ------- :—5—^ ^
f » P = |
’ __ U K  u  J  ^

~  Ctt) ~

p  V ' 7,
4 ^ v a -

r  • - \
y z  Ix r -

X - - X

1

[continued]
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ex. 103 [ c o n t 'd ]

b. Second s t r a i n —h ypo the t ica l  sequence

“i K \ "T" k 1” 1 Np - ..j  ̂■ A ' *
r  4 " '
& . -

J' cl-----

l._ y*.

1 ----- f----------io - V 
% - 10

¥------ f-1—io * »r 
? to

fei....fMo - to
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ex. 104 Corantos: c ad en t ia l  v o ice - lead in g  
( t ransposed t o  C)

a.i b.

* *

X T C . x f

* m
X-*. i

x -  - •  i s ;  - X  X

x  rx

f .  Byrd, Coranto , i i / 3 0 5  
(ex.  88}

— T V i

t ii/X'l i
bar X

g. Byrd, Coranto , i i / 3 5 9 , 
m. 1 (ex. 87)

g. B u l l , Gigge, i i /2 5 7  
(ex.  91)

! • >

i .  Byrd, L avo l ta ,  i i / 1 8 0

*  y — ir
r  v  f  r  \ " '

!-> r
X -  n  T C  x XX



e x .  104 [ c o n t ' d ]

i J -  - j  \  -A

T I

x. "tc
k. Hooper, Coranto , i i / 3 1 2  

2nd s t r .  (ex. 102)
1. anon . ,  i i / 2 6 7  (no. 203),  

3rd s t r .  (ex. 99)


