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.. There are seventeen sacred solo songs generally ascribed to m;‘cellr
Of these, three are for bass vod.ce and four oontam brlef choral sections.
' 'Ihe remalnlng ten pleceﬁs for solo treble or female voxc_e, are the subject
of this essay. The main emphasis is on the influence of the text and music
upon each othef. | B

The vocal style of the pieces pays particular attention to freedom of
expression, through recitatiVe and arioso format, which accords to the
natural rhythm of speech. The e!nployment ‘of these styles provides more
flexlblllty for making eac.h of the songs a self—c,ontamed "theatrlca.%
presentatlon free from the formal requ1rements of aria .style.

All of the pieces dramatlcally ‘express stror_lg/emotions about either?
biblically related events or the religious convictions of \the poets. The
drama of the poet'ry" comes through irll Purcell's exploitation of
opportunrtles for J.magery, text-painting and symbolism. His dramatic style
1ncorporabes these three dev1ces as well as the use of dotted rhythmic runs
or Ornaments, the baroque sigh motive, Larbard rhythm and other weak/strong
rhythmic figures, imaginative ehord ‘structures on key words, modulation and
repetition. Répetition. is a particulerly stro?g dramatic tool used )
extensively thx;oughout the pieces. |
g Each piece is discussed individually ;n detail with ‘Musical examples
and diagrammatic representations of form, and the texts of the songs and
biographical summaries ®f the composer and the poets are included.

"y



II

III

Iv

v

Vi

« TABLE OF CONTENTS

v
v

INTRODUCTION
BIOGRAPHY . . . . . . . .

THE SONGS

Full of wrath his threat'ning breath

How long, great God - .

In the black, dismal dungeon of Despair.

Lord, what 1s man, lost man

Now that the sun hath vell'd his 1light

Sleep, Adam, sleep, and-také thy rest

Tell me, some pitying angel . -.

The - earth trembled

Thou wakeful shepherd

With sick and famish'd eyes

CONCLUSIONS .
BIBLIOGRAPHY
APPENDIX A POEMS . . . . .

PAGE

17

23

31

" 39

45
53
60
69
76
82
86
90

VII APPENDIX:B BRIEF BIOGRAPHIES OF THE PQETS g7
- + L

iv

*

L]



TABLE OF EXAMPLES

q
ExampTle * v Page
1./ Henry Purcell, In the black, dismal,
! dungeon of Despalr, measures 30 to 41 26
/
2ﬁ Ibid., measures U3 to 46 ,; 27
V‘J . )
3. Ibid., measures 50 to. 52 : A 28
Y, Henry Purcell, Lord, what 1s man, lost man, ‘
/ medsures 46 to 63 ) + 35
/5. Henry Purcell, Now that the sun hath veil'd =
; his light, ground bass pattern 39
6. Henry Purcell, Sleep, Adam, sleep, and take
{ “thy rest, ‘measures 19 through 22 < 48
7. 1Ibid., measures 6 through 8 e
8. Ibid., measures 11 through 15 e ~ 50
‘9. 1Ibid., measures 22 through 26 : . 52
10. Henry Puréell, The earth trembled,
measures 13 to 15 64
11. 1Ibid., measures 18 and 19  ° ’ - 66
_12. Ibid., measures 25 and 26 66

-



TABLE OF-FIGURES

Figure ~

1. Diagrammatic representation of .
Full of wrath his threat'ning breath

2. Dlagrammatic representation of -

How long, greatﬂGod

3. Diagrammatic representation of
Lord, what is man, lost man

4. a. Diagrammatic representation of

Now that 'the sun hath veil'd his light

b. Ground bass patterns in
Now that the sun hath veil'd his 1ight

5. Diagrammatic representation of ] .
* Sleep, Adam; sleep and take thy rest

6. Diagrammatic representation of
Tell me spome pitying angel

7. Diagrammatic reﬁresentation of
The earth trembled

8. Diagrammatic representation of
‘ Thqu wakeful'shepherd_

vi

Page

17

31

4o
45
53
69

69

&



\ \

THE DEPARTMENT OF MUSIC
. of ' .
THE UNIVERSITY OF ALBERTA

presents

.* JENNIFER SCRAGG, soprano .

ossisted by

SANDRA HUNT, piano_

Monday, April 16, 1979 at 8:00 p.m.
- Convocation Hall, Old Arts Building

THE BI:ESSED-VIRGIN‘S EXPOSTULATION ... Henry Purcell
. (1659-1595)
' ) realizotion by Benjomin Britten

EXSULTATE, JUBILATE | |
(Motet, K. 165) ... Cerernemmserassansas s nnsene Wolfgang Amodeus Mozart
L €1756-179))

EMBROIDERY ARIA from the
opera “Peter Grimes” ......oenn. Benjamin Britten
| - (1913.1976)

. LA MAJA Y EL RUISENOR

from the opera “Goyescas’ ... e Enrique Gronados
{ (1867-1916)

INTERMISSION :
" L J

CHANSONS DE JEUNESSE ... oo Cloude Debussy
: (1862-1918)

Pontomine
Clcir de Lune
Picrrot .
Apparition

(brief pouse)- .

UBERBRETTL LIEDER ... . Arnold Schoenberg
Golatheo ~ : . (1874-1951)

Gigerlette
Der ganiigsome Liebhaber
Einféltiges Lied ‘

Mohnung .
Jedem das Seine
Arie ous dem Spiegel von Arcodien
Nochtwondler . '

¢ -

Dawn Hage, trumpet
»Bill Domur, piccolo
Dean Rath, snare drum LI

This recitol is presented in portiol fulfillment of the requirements for the Moster
of Music degree for Miss Scrogg.

-/

vii



I INTRODUCTION

There are seventeen sacred solo songs which have

been acknowledged by the Purcell Societyl as authentic. ?[’

-4

Of these seventeen, there are three for bass volce and ?our s

\\/

containing brief choral sections. The ten remaininé pieces

Jw
g\ion

of pleces 1s availlable for scrutinyiin&mhe Wogga bf Henry
wkl\ \Q__
Purcell.2 All of the pileces are compo§ed for cdh&jnuo

are for solo treble or female voice. The entire;H

(gamba and keyboard) and voice only. The’dates of

composition for the songs are estimated approximately in
X "

Zimmerman's hook Henry Purcedl: An Analytical Catalogue of

His Music3, which also lists a plece called, 0 Lord, since

I experienced have as one which is attributed to Purcell. -

However this piece 1s categorized as a doubtful work of
Purcell's in the collected edition, which supersedes the

~Zimmerman catalogue by being publishedhtwo years later.

Founded 1in 1876 in London, England, for the purpose
publishing, studying and performing the works of Henﬂ?
urcell at a time when most of Purcell's work existed only

in manusdript 4

2 The Works of Henry Purcell Vol. XXX, Sacred Music,
Part VI, -Songs and Vocal Ensemble Music, edited by Anthony
Lewis and Nigel Fortune (Lohdon: Novello, 1965), pp. 28-9k.
A 1ist of the main sources of the songs is included on
pages x111 and xiv of Volume XXX.

3 Franklin B. Zimmerman, Henry Purcell: Apn Analytical
Catalogue of His Music (London: MacMillan, 1963y,

_ pp. 93-100.

- N X , - ‘ \J
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All of the pleces dramatically exprgss -strong

emotions ngut elther biblically related events or the

—

religious convictions of the poet. The drama is expressed

) »
innovatively through the music in each yiece.

Textual influence plays a large part in Purcell's

han¢ling of the settings, whereas his music contribu

to set. .He was a master of.melody, and this talent of

b

Jbrings light to otherﬁise lifeless verse, contributing
slgnificant drama and m;aning in some of his songs. His
setting ofy the English language was moulded to the natural
rise and éall 6f dramatic speech, an observation shpported

by Arundell in his article "Purcell and Natural Speech"

ip thg June, 1959 1%sue of The Musical Times.u In most

of these songs there 1s.éonsiderab1e alternating and

-

blending of recitative and arioso5 styles, a feature®which’
further adds to the dramatic shape of the sohg§ by allowing
ffeedom of éxprésSion for the performer. Except for

occasional dance-like sections, the vocal writing seldom

.. ' \/_/ .
Dennis A?undell, "Purcell and Natural Speech,”
"The Musical TAmes, C (1959), 323. Sy

> W1ll1i Apel describ:s "trioso," in.Harvard Dictionary
of Music, second editio, revised (Cambridge, Mass.: The
Belknap Press of Harvarc University Press, 1972), p. 53
as ", . . a recifitive of a lyrical and expressive quality

not, as usual, narrative and speechllke. The arioso style,
therefore, 13 midway between that of a recitative and an

e .

aria." .




touches on aria style. Careful conslderation of the
textual implichtioné by the singer, and 1lmaginative
_realizgtion of the bassélcpntinuo‘part by the keyboard
artist, are the ingredient% necessary for bringing these
bieces to 1life.’ i . .

For the purposes of this essay, the emphasis will
o
be-on the influence of the text and the muslc upon one
angther. Tools such és repetition, text-painting, 1magery;
symbolism and chord and key changes will be pointed out and

studled,with respect’ to thelr dramatic‘cQTSPiSutions.

v
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IT BIOGRAPHY

s Ty

/
Although the records are missing, Henry Purcell is

generally,assumed to have been born sometime between June -
and NOVember of 1659, the son of Henry and Elizabeth

Purqéll., Accgrding to Zimmerman, recent dlscovery of John

- Hingeston's will has leid to rest the notlon that Henry's

in

.father”waE”Thomas.Purcell In fact, the will clarifies the

nrelationship of Elizabeth as his mother, who is khown to

2 have been the wife of the eclder Henry. 6 Proof is also

&2

available that Daniel, Henry's brother) was the elder

Henry s son, making the relationship indisputable 7,

//ﬁEnry s probable birthplace was Westminster since “also

3
4

accord‘ng to Zimmerman he enJoyed a scholarship later ‘An

11fe whi h stlpulated that if no acceptable candidate hailed

from Waies or from the diocese of Lincoln, one might be

acaepted ﬁrom Westminster 8 Indeed there is no evidence
i\‘

that Henry eveé.went outside West inster during his

lifétime

BN , - -
B - At the.yOung age of six, he 1is believed to have

entered the Chéir of the Chapel,éoyal Little is definitely

’t‘

known about the young Purcell's choirboy days, except that

aﬁis vﬁdce brokéwin 1673 Westrup states that there were

& o >
twelve boys in the”Chapel choir under the supervision of a

K i WL A
G n ‘o s

: Frenklin.B Zimmerman, Henry Purcell 1659-1695: His
"Life and Ttﬁes (Ne& Ydrk St. Martin's Press, 1967), p. 2.

7 Ibid.,ip,¢389- _—

8 1p1a?) p. 2. - | | o

S . . . . R
o h L‘ . A
A : v



.
master whose responsibility it was to house and feed them,
see that they were educated properly in writing and Latin
and in the playing of the lute, violin and organ.9 Henry
Purcell received the tutelage of several masters, the first
of whom was Captain Henry Cooke, who held the post from |
after the Restoration till his death in 1672 ~He was
succee%ed by his son-in-law, Pelham Hemfrey, who died only
two years later.  John Blou/pécame the next master, another
ex-chorister like Humfrey before him who held in-additilon
‘the position of organist of Weetminster Abbey. Mr. Blow,

ten years Henry S senior, is thought to have had a great

I~ .
J

influence on him.

At fourteen, Purcell was offexed his first

- appointment, according to this excerpt ﬂjpm King S Musick

Warrant to admit Henry Purcell in the place of

keeper, maker, mender, repayrer and tuner of the

regalls, organs, virginalls,. flutes and recorders10

and all other kind of wind instrumente.
He was apprenticed to John Hingeston, a respected organist,
composer and viol-player A year later, Henry was
entrusted with the tuning of the organ.at Westminster Abbey.

* In 1677;'at the age of <"1 ghteen, he was given the post of

composer for the King 'S violins u# succeeded Blow as

organist of Westminster Abbey 1n 1679

9 Jack Allan Westrup, Purcell (London: J. M. Dent,
1975), D*.9 -10.

\\ 10 Henry cart de Lafontaine, editor, The King's Musick:
A Yranscript of Records Relating to Music and Musicians
1“60 1700 (London: Novello, 1909), . 255.

v . -



One of Purcell's dutles as organist was to perform
as cherister. There 1s some division of oplnion as to the
category of his volice, since he is reported to have been a

bass in one incident (Sandford's account of the Corenation

of James II), and a‘-counter-tenor in another (Gentleman's
Journal, November, 1692), according to Westrup in Purcell. 11
In 1680 Purcell became actlve as a composer for the
court, the chamber and the stage. It 1s supposed that he
married in 1681 and his wife's name is thought to have been
Frances'Peters. Thelr first child was born Just one week
after the death of Henry's uncle and benefactor, Thomas
Purcell, but Iike many other children born in that age of
unsanitary conditions, he died at the age of a little over
two months. in all, Frances 1is known to have borne\six\_

children, of whom three survived, one later becoming an

organist (Edward).

On July 1l4th, 1682, Purcell became one of the three

Chapel Royal organists. A year later one of his first

works to come into print was published _ The Sonatas of

III Parts for two violins and bass with organ or harpsichord.

In the same year John Hingeston died, whereupon Mr. Purcell
became keeﬁ%r of the king S wind instruments The sacred
solo songs were composed from this time over a ten-year

period (1683-1693). .

3 : . .
LA } {

_ | 5 v
11 Jack Allan Westrup, Purcell (London J. M. Dent,
1975), p. 41. | *

_—
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1

In July of 1689, Purcell became an official
member of. the king's private music and in the same year

composed his opera, Dido and Aeneas. He died on

Novembér 21lst, 1695, ‘and was buried in the north aisle

. e . A/
of Westminsten Abhey. - A

(2
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IIT THE SONGS

FULL OF WRATH HIS THREAT'NING BREATH

On the Conversion of St. Péul

Poet: Jeremy Taylor

Based on the biblical story of the conversion of

.. Saul in The Acts Qf the Apostles 9:1-9, this piecefiS’
cémposed»in three sections, the first and last having
 s¢1f-contained ;Bpeated phrases, musically and texfually.'
The  first section télls.the story of Saul's confrontation
with the Lord, the second section deals with his conversion;
and the thira describes the moral obiigafioh on.man's part
to follow in Saul's footsteps, out of the realm of sin.
There is an "Alleluia" at,the‘endvof the poem which Purcell
chose not to set to music.

Figurekl is7a diagrammatic representation of the
plece to glve a clearer overall piéture pf the form and

some of the song's special points.

..
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As can be seen by the‘preceding 11lustration, recurrence
of material 1s perhaps the major contributor to form,
occurring twice, on the ends of sections (A) and (C)..

In addition, the first two sections‘are united by a

common opening pattern introduced in the continuo lines 1n

L]

A bars 1 to 5. The pattern begins on the domlnant ‘and enters v
again in bar 2 on the tonic, creating a fugal effect. The )
same pattern\occurs again 1in bars 24 to 28 on the opening

of section (B). Section (C), introduced by a brilef but
incomplete relteration of the same continuo pattern, is‘ P

" peflective in textual mjé)ing.and contains fausic of

distinct difference to anything previous.

* The vocal entry in bar 5 echoes the descending
fifth of the opening continuo 1ine, giviﬁg the impression
that the opening pattern is golng to occur once again, but
then the line changes. The, resulting imitative effect 1s
utili;ed once more, in bar 28 on the figure ,ra ,h .in
G F E flat

the Yoeal 1rne, but this time it 1is reversed wit
vocai 1ine introducing the pattern\and the continuo line.
imitating it In the sucqeeding bar. Another imitative
pattern begins in bar 34; the continuo line starts on
A-flat and continues on whille the voice enters ("Lord,
curb»us“) on top of it on the same pattern beginning on G;&&i

The text contributes to the form of the music Withf

its clearly/defined narrative-and reflective sections, and

the thréejpreviously discussed dramatic clrcumstances.



The two narrative sections are obviously divided both in
meaning and . in physical distance musically speaking,‘by
virtue of the restatement of the continuo line introduction
in bars 24 to 28. \

The change 1n mood between sections (B) and (C)
is not brought about by sudh an obvious lengthy break in
the vocal 1line, but rather as a feeling of resolution of
the tension. That 1s, the climax, both musically .and
textually, 1s reached at the end of section (B) (bars 33
and 34), and 'section (C) begins almost immediately thereafter,
withPa feeling of impending reduction in intensity —
Beginning fn bar 33, the vocal line "Become a vessel full
of glory" rises steadily up to the high G-natural
climactic note against a descending continuo line The
strong contrary motion created further emphasizes the
intensity. Ip bar 34 the key moves briefly ‘away from the
boriginal'C mﬂnor into B-flat major; Saul becomes converted

-

and the mood is decidedly brighter. ;
- ‘The word "Lord," in bar 35, echoes the‘climax, and
the*piece progressively winds down through the use of
chromatic patterns until the repetition at the end of
section (C), which serves as the cadential approach. The
importance of the words "Lord, curb us" is eXemplified ’

" further byithe use f fhe unprepared major seventh |

Interval on the word  urb," which occurs twice,'attracting

the listener's immedias- attention.

11

-~
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Generally speaking, ngythmic movement plays an -
integral part in form. In this instance, other than the
coloratura-like five note turns which Purcell uses, rarely
are there more than twoﬁnotes per syllable used; thus his‘
rhythms flow with the\English language, whiéh is very
syllabic. Whenever more gs\per syllable are utilized,
the rate of movement speeds up so that the'flow‘is not lost
or interrupted. ’
Occasionaliv Purcell 'spices up the rhythm with
"dotted eighth- or sixteenth-note figures in chromatic
passages, or in runs and turns, all of which g0 by ouite
.quickly. These dotted rh&thmic figures were quite common
- 1n the baroque perlod and 1t is possible that some of
these figures could have been sung with a slight
“‘aspirationl2 on the short note,vcreating a rather desperate
quallty adding greatly to the imagery. The first of these
dotted figures to occur in this song 1s on the word "wrath,"
in bar 5. .The aspirated short note here glves 1ife to the ¢
word "breath" mentioned in bar 7.

In the case of the dotted note figure used on the—

word "breaks" in bar 30, an accent on each note cneates a

jerkiness indicative of the word "break." Also contributing

12 "Aspiration" in this context refers to  an initiation
of the tone with the sound of "h," rather than the -
seventeenth century ornament also kriow as a "ca nt,

"accent," "plainte," "springer," and "nachschlag." See .
‘Putnam Aldrich "Nachschlag " Harvard Dictionary of Music
- (2rd ed. revised Cambridge Mass. The Belknap Press of

Harvard University'Press 1972)_ p. 562- 63

12

*
2
3
k|
2




| | e 13
, <\//“
to the "broken" feeling 1s the leap downward of a diminished

fifth from C to F-sharp. The dotted rhythmic figure as it

s

1s employed 1in bar 10 on the word "arrested," emphasizes

[l

the importance .of the drama by "arresting" our attention
at that noment.

Rhythmic figures, melodic leaps, -harmonic changes
and vagious combinations of these and other devices are used

¥

to contribute to a dramatic expression of the text, involving

ting, imagery and symbolism. For eiample, the §f7
C'Vy

umbly,,humbly," in bar 37, are exploited by -
placing the\ first syllable on the strongest part of the
beat and on| the upper note The further ornamentation of

the last "Aumbly" exemplifies éren more the exploitation

of this word's imagery. The implication for the singer in,

———
this case - is tq proceed quickly to the "m" sound and to
. N . ,
hold 1t,for an instant which fully exploits 1its interesting

-~

humming quality. y
The word "precipiceé," in bar 4o, is.enhancéd by
A.the quiok rhyth@io figure which entiCes the'singer into a
faster tempoAfor an instant'and serves to bring out tne rg"
sounds of the word as well. Purcell creatés the_feelinéiof

falling down the precipice by using a downward Sseventh )

N

leap, and the staggered up-and-down motion of the melodic
line serves to'ore?te the»imége of stumbling. Another
downward leap of a seventh is found in bar 7{on "Belching,"
where 1t aothally serves to create the image of a belch.

o
P
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The fanfare effect cnested.by the melody and
rhythm on the word‘"glorious," from bars 18 to 23, comes
about through the chromatic upward movement of the line,
which provides the singer with the oppertunity to |
crescendo to "glorious" proportions before the end of the
Shraseﬂ .

The ornaments usSed on the word "be," in bars 42

. to h6 amplify the "e" vowel, and thus 11ft, tf " to a
place of higher significance in the phrase. The "
“ornamentation here "glorifies" the ending, snd prepares
the 1is€3ner for the cadence.

| Certaln words Justify some striking harmonies used
for dramasic effect. The word "break," in bar 30, occurs
on a II sharp-threeychord; ri ﬁt &QR the soins of climax in
the sentence "On hls amazed eyes it‘night Qid fling,’That
day might break, might break within."

Some infervals serve to heighten:the dramatic
tepsion“ss well. The word "chains," in bar 8, occurs on’
.an inter?al of an eugmented fif%h agéinst the- continuo.
The lower line ﬁbves qulickly up a siep on—thernext beat,
immediately reducing the tension implied by the previous
harmonic and textual relationship The rather uneventful
word "was," in bar'9, occurs on a majorlsevehth interval,
- an antibipater§ declamgtion‘bf the important word to

follow, "arrested." The dissomance of a minor seventh

interval 4s used to enhance the word "arrested," in bar - -

o
°
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10. It passes by very quickly owing to the rapid rhythmic
movement in the bar. ‘These dissonances, réther than belng
significant merely to the particular words on which they
ocecur, are 1ndicative of the overall tension 1in.the drama
at this point in view of Saul's confrontation. )

Major sevenths are fouﬁd in bars 35 and 36 upon
the twice—otcurri;g word "curb." .These dissonances seem
to be there to provide the listener with a suitable
"attention-getter" 1n view of’the lesson to come.

In bar 12 there is a leap upward of a major ninth
on the word "light;" égycomes as a" sudden brightness/in
the harmonic-phrase, providing a good medium.for the
expression of the word.  There is anothgr‘hajor ninth leap
dow;@ard in bar 45, created by a slight deviation from the
first pattern, which occurred in bar 41 on the words "With
feet that:" The consequence of thé/phrase being a sixth
' lqyer than previously at this point is that the line must
leap up a major ninth to get "back on tgé'track" again.

The word Mthirst" is thus emphasized. i /-'??
) n Full of wrath,

Some symbolism is alko evident

his threat'ning breath. The repétdtion of the word

"arrested" to give a total of three occurrences, could be

-

symb%lic of the three-in- one, the Father, Son and Holy Ghost

as 1t was God who "arrested" ‘Saul in his way.
The word "glorious" (bars 16 - 24), '1s painted by

the upward or heavenward movement of the line 1in a

L .
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chromatic setting. In bar 32 the reverse effect 1s created
through a descending chromatic line on "Make him of a child
' of wrath." The implication 1s that thé line is descending
to hel}. Again the downward chromatic movement 1n the
cont}ngo line 1s used to cohjure visions of’hell, in bar .
36, upén the words "dark and sinful."

The imitative entry effect 1s used once again in
bars 38 to 40, Just before and including the words "When
we down." In addition, the voice line proceeds to move
downward 1n a specific patgern which gives strong definiﬁi&n
to the word "down." The word "glory” (bar 34) 1s approached
on an ascending line, symbolic of Saul;s ascension to the
giory of God.

" The downward leaps in bars 41 and 45 on "undone"
create the picture of tripping andufalling into éin~or .
being "undone." The subsequent leap down. of an oétavq on
"this may,"xin bar 46, is arrgeoaution of the preceding 1éag
of :a major seventh, as well as a resolution of the stg¥y,

~

that 1s, the end of the moral lesson.

~
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HOW LONG, GREAT GOD
The,Aspiration

.Poet: John Norris

How ‘long, great God 1s a setting of a poem

concerning the lénging of the soul to fly to the Lord.

~

Notably, this strong'upwarq attractlon of the soul 1$
(_metapﬁorically expressed by wdlluding to é compass needle,
which cénhalso turn and point downward ﬁo'hell; bdth of
these direcffons are painted clearly in tHeir respective
upWar@,or‘downward moving‘passages. The song 1s i?/two
secéions, the first of which 1s relatively unpatte;ned_and A
' 3

-recitatiVe—iike; the: second 1s set 1n i time and is ' N

patterned to the point of cbntaining‘two similar, large

~

Barns = e ma

/ el . o
phrases which are much lilvelier 1in character.than«<the

-

Ep3

first section. . ' Q -

(A) ‘ : (B)

1 38 39 / /o , 68

"How long... ...her cage."m 52 59 .
' J.’\"ﬂﬂould'st thou., /fr.on all the way."

N

. { . :
Figure 2. Diagrammatic répresen-ation of
-How long, great God.

l
\

The poem 1s written in three stanzas,‘ﬁut the music does

not adhere to this‘form.‘ The (B) section of the.music S s
begins hélfwa}*through the ﬁhifd stanza of the poem,
reflecting the change of i1dea evident in the poetry.. To T,

define’this change, section (A) concerns the confinement
: ¢
\
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S . . s
of the soul, ‘and section (3) deals with the release of the

soul, twovdistinctly ppposite phenomena
)
The mood of thé first sectlon 1is generally rather

sombre. "The poet wishes to be set free from his dark

[N

prison of sin. The vocal style in section (A) 1is relatively i

Alfree, owlng to the recitative style of writing In contrast,

the (B) section shows more signs of hope for the sinner,
owing to the new three- four time signature with a
proportionally/faster tempo, creating a much more patterned

dance style in both\the\zoice and continuo lines. Although

‘authorities are not’ always ?g‘\greement over the exact

pr”portional reldtlonships ﬁ such cas S, a reasonable
/ '.
solution 1s to make the dotted half note (full bar) of

section (B) equal to the half note of séction (A)

. -

‘rjw_ Not only does the change in tempo contribute to

“the mood contrast, but withinsthe entire framework of the

J“piece, the frequent changes and switches from major to

0%

minor form g strong medium of diversity as well. For

instance, in bar‘6 the key of A minor combines with a

leap downward of a major sixth to create a particularly

heavy and hopeless feeling on the words "Immur'd.in this
[

dark prison lie°“' Immediately followed by a comparatively

light section in C major the A—minor phrase achieves 3
more desperate mood. Such contrasts ocecur throughout the

piece, especially in ) sectlon. ' ,
. . » .
‘The tlimax of the piece comes in the (A) section

o - . «

—
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bars 30 to 32 on the words "It turns, and points again to |
thee" -- the poin& at which the sinner repents The music
i1s, in respect of plitch, at a very low point just two bars
before in bar 28, but moves quickly upward through two
large Jeaps of"a perfect fifth and a perfect fourth in
bar-29 till it reaches its “highest peak after a long ,
melisma in bars 30 and 31 A particular "pointing" quality
is achileved, ironically reaching its highest peak at the
word points" ("my erroneous needle does decline But .yet,
.so strong the éympathy, It turns, and points again to
thee. ") | ‘

The first section -(bars 1 - 38) reflects the
‘natural rhythms of the English . language with the exception
of a few sixteenth noté melismas’ which have been added to
key words for dramatic effect Dotted eighth note flgures
occur frequently in- runs in section (B) on characteristic
wor shsuch as "hasten" and "fly," which have melismatic
volce lines, and "1ove," in which the'melisma'occurs in
the continuo instead of the vbcal’part{ _The duplicated
patterned phrases of section (B), shown in Figure 2, occur.
on the text "fly,vand love on all the way." The first
Hpattern.begins with the -word "fly," in‘bar 52, but the
‘repeat'oflthe pattern does not occur until one note after
" "F1y" in bar 60. |
‘Many musical techniques are employed.to exploit
', words and phrases oflgeneral tdeas found in the text Some -

\
A
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of these, such as text-painting, are‘common to the baroque
period. For example: A pedal point 1nlthe continuo whichlf
lasts for nine beats is %,visually effective text-painting
procedure to describe musically the word "long" in bars 1 to
3. Some of the particularly glaborate melismas serve as
I~

text-painting models as well: for example, the "trembling"
melisma used to coionr'the word "tremble" in bar 24, and the
"turning" melisma on the word "turns" in bars 30 and 31.
Aléo, "struggles" in bar 37 is painted by a particularly
erratic melisma. '"Hasten" in section (B), bars 46 and 47,
utilizes a dotted rhythmic figure in its melisma, which gives
the feeling of rushing along. Particulafly notable as a |
text-painting pattern is the eighth-note run which occurs
on ‘the word "fly" in both bars 52 to 56~and in_bars 60 to
68. It occurs on arlong5 dotted fhythmic passage which
rises continually to give the necessary meaning to the word
‘"fly“" The upward movement continues into the next line on
the words "love on all the way" where it starts in the
continuo and rises from thefe. |

.Upwafd and downward leapsrsucn as the downWard.one ﬂ_
:found in bars 5 and 6 on the mordsv"lmmur'd in this dark .
prison‘lie,ﬂ)Serve as good vehicles for imagery and:
text—péintingJ One othef'such leap used for dramatic
'effect i1s found in the fof@ of'a downﬁard leap’of a major
seventh on the word "doubtful," in bar 12. A downward

leap of a perfect fifth on flower" (bar 26) 1s clearly

text-painting. A great "distance" is created by a downward

;
.'i
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. ’ /
leap of an octave on the word "distance" in bar 35. The *J

word "pant," 1in bar 23, is sung on a sixteenth note turn,
which if aspirated with "h's" creates sultable imagery.‘ W

L1

The hombard rhythm (an "Unexplained name for

inverted dotting. .. "13) utilized in bar 22 on the word

"magnetic," creates the pulling imagery of the magnet. It Q
N

is immediately followed by a four- three suspension on (}

"charms" and the inversion of the figure (four to five)
on "feel," contributing further to this imagery. This
phrase is a small“portion of the larger symbolic picture
of the soul of man likened to a 'magnetic needle which can
| either point north to God and heaven or south to the devil
.and'hell The magnet" symbolism is found once again in
the form of the downward mo;\ment of the Voice line in bars

28 and 29 on the words "my erroneous needle does decline,"

- where the implication is definitely that- the needle is

-
v

pointing to hell. 1In contrast, it pointS‘onc' again to
heaven in bars 29 to 32 where upward movement of the voice
line symbolizes the soul's heavenward flight on the mords
"But yet, so strong the sympathy, It turns, ang points again
i tobthee |

<Zf;f7 . Melismas used to create dramatic effect are found

on such words as "great," in. bar 3, to create a fanfare

i

13 See Will1 Apel, "Lompaldic Style,"*The Harvard .
Dictionary of Music, (2nd edn. » revised; Cambridge, Mass.:
- Belknap Press, 1972), D. 488 S
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effedt suitable for the following word, "God."

Freedom from sin is symbolized in section (B),
not only as a new three-four time signature ("tempus
perfectum"), but also as a new key, C major, which 1s free

I

from sharps and flats. S i

-




IN THE BLACK, DISMAL DUNGEON OF DESPAIR

Poet: William.Fuller

The text of this plece is loosely bagéd upon the
forgiveness ofl. sip.as it 1s rélated in the Bible in Qggg-
22:61-62 and 23:39-43. The plece 1s unpatterned throughout,
with no division into sections, but with frequent key
changes. The rich harmbniég’and chroma%icism express
poignant péssion and sombre mood. .

The many keys ﬁduched upon provide colour to thé
‘overall black picéure painted by the text in this_song. It
is largely in the key of E minor, often utlilizing the |
dominant and the relative major, G. Purcell often uses
the major chords as a device for mowementfback and forth
between ﬁhe majof aﬁd minor tonic.l The suddeh movement
into thevkey of D hajor in bar 28 on the words'"be happy

and to 1ive" creates a new mood owing to the strong, sudden

.contrast to the preceding key of E minor. . /

. 3 R '
first build-up occurs from bars 1 to 10, where the cadence
in E minor serves to release some Qf the tenslion; then a-

stronger build-up occurs from bars }1'througH>14, climaxing

in bar 15; and releésing progressively through the use of a-
g’ e, » .

descending line. The descenp cbntinues until bar 19 - s

-
'~

- ~
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"Tension is bullt up and released several times. The
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. .
where a long melisma on the word "great'" precedes the

" cadence -in bar 20, and relaxation.

+" Bars 21 to 33.contain another build-up and release

of tenslon. The line ascends gradually untilvbaf-28, then

descends and releases -from bars 29 to 33. The same

7aécéndiﬁg/deécending‘effect oépuré'in bars 34 to b7, and

47 to 50. The line gradually ascends to its climax on the
words "Thy mercy, Lord,.oncé more advance" (bars 42 and 43y,
aqd deéceﬁds to a cadence in G major in barfﬂ?.' Immediately
following t@is cadence the line clearly descends and
resolves equally as fast until the cadencé in B minor in
bar 50. The.strong pefiod:of two simultaneous and lmportant
climaxes (bars 42 to 5Q), serveéxas the high point of‘the
entire plece. The. remainder of‘ﬁhejpiece descé?ds peacefuily
to 1ts final cadencé in E minbrfin bar 57;

The poem'consistS'Bf one stangza which ié largely

iambic in metre and Purcell makes use of the natural and

poetic }ilt of the téxt.in his pusical rhythms. There are a

24
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‘ few places where hé purposely heightens the accents of the

/

text for dramatilc éﬁfect thrbugh his use of Lombard rhythms

and other'rhythmic devices:




Bar 1 ’:k ,P . ' * . starting on the beat.
' “digsmal" ) (Lcmbard rhythm)
Bar 8 /h ,b as above. -
" hor-rid" ‘ B
Bar 12 . Eﬁ i "hopes" falls on the
J ’b ’b } weakest part of beat -
, ch J three creating a
; ’ syncopated effect.
Bar 14 ) )‘ ' on the Beat. (Lombard
“ne -ver" rhythm) _
Bar 21 ,b ) ) | on beat four creates
'w”,ay“n o offset word accent.
Bar 28 ,h ﬁh ' _ ' (Lombard ).
Bars 43 to 45 J ﬁ } (Lombard)
snm

to 57

-~ “atethus _thus 4o_- re- decm

Purcell uses repeated textual phrases and, in
nearly every case, the musical.rhaterial, is a modified
_sequential repetition »c_f the previous music, as 1n

i

Example 1. The rhythmic materiai is basbicall-y consistent

| Bars 55 ‘ ) J J’ \)LJ’ ﬁj ,l ,h‘ < (offset word acvcents) ‘

25
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and the pitch ascends with each new adaptatidn, with the
fhird statement becoming an. exact repeat of the first but a -
perfect fi\fth_ hi_gher. (No_tice_the repe‘ate_d pattern in.

. ‘measurv'es 31 and 32, ‘and the new pattern in mea.sur"les 34-35,
37-38 and 40-41.) . o |

& M .
. . N - " . " N




s Hhere no rc-d'empdim.n, ve— lief?

Example 1. Henry Purcell, In the black, dismal
dungeon of Despair, measures 30 to 01, v
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There are also rhythmic simllarities in the
statement of the words "O give me such a glanck" (bars 43 to

/
46), particularly in the insistence of the Lombard rhythm on

27

the words "give me" as can be seen in Example 2. The rhythmic

statements are the same for each textual occurrqnee\.

Example 2. Henry Purcell, In the black dismal
dungeon of Despalr, measures 43 to 16.

N g4 - } N y.4 i G £ E
o e i e o i e e
YU 1{) Z 5 A [ " e
F .
'J Lsfd) ence mom“'{a'\cﬁ,o . J;“ me, (0] 3:" me  Suih a , S\Qn«l O‘ 3we me Such o
T e e = . =
il - - L.‘: { | od 1 g S 5
§ 6 P) 6 ’
R ’ 5 By 3
Iyx" { ~
T — Y
¥ ‘““J""‘"’”;;}r—';{)"
: d j]““ A Pec- ter ;
P XU A !
-
r—'\/ - ;l 1
~ ” 2

Similar music to that utilized abhove is f und in
: bars 50 to 52 on the words "Look on me, sweet Jesu,/ ook on
me, sweet»Jesu. Notice the. Lomhard rhythmic device on the
ﬁords "sweet"eahd,"on".in Example 3. .BoPh Examples 2 and‘3"

f ‘ e L 7 : :
. serve to’'illustrate the technlque of repetition as it 1s

v

I

J
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‘used as a unifying device in this othenwise unpatterned

recltative style.

Example 3. Henry Purocell, In the black dismal

dungeen of Despair, measures 50 to 52.. s
. ' ks v
‘;e 1 ] ' 52
T Iy 1 . ) Y y 4 ™

1} d Ir 'J ! LA y 'J 4 lﬁ * ‘r VYN l. [ /
— - ’ o v 2 L
[ . o e st -

rock Loo‘K on me, sweetl Je - su, |ook on me, sweet Je-s..ai*lkm
r 7A
14 R -
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There are many examples of text-paintling, imagery,

L8
AT N

#

symbolism and dramatic relatlionships between the mfsic and ;
the text, as follows: the Egrst‘bar contains a leap downwé?g/
of a diminished fifth on the word "d1smal", which also occurs
_on a Lombard figure: Attention Is brought to the:drama of this
word through interesting rhythmic and intervallic treatment. |
Almost\the same effeét }s createq on the words ﬁDespairf and
"horrid" in bars 2 and 8 réspectively,‘throggh.similar leaps.
and shorf—long rhythm;c treatment. Dramatic effect is created
in bars 5 and 6 on the words’"Wfack'd with my fears, Drowﬂﬁd J
in myvteafs" through the use of upward.chfoéatic~movement in
the voice line'on-the first line_of pogtry, ésg downward - |
 chromatic movement In the second fine, The contraét_between
the two brings a héa&y emphasis upon,tﬁb second line, which

.also\cohtains text-palnting: as thelline'moves.doﬁn, so does

3

|
|




‘+

=N | o E

a person who 1is drowning. The long melisma on the word

"great" in bar 19 i1s a dramatic example of text~paint1ng.@

f-T\'

Another of these long melismas occurs on the word "O" -in’

"

the phr@ge "O my God!" (bars 23 - 25), giving the appropriate
dramatic ,mourning effect to the expression - Bars 30 to 32 _g@v
contain_word emphasis on "far, far from thee" through the

use of the tied quarter Eotes on the word "far." The use

1 .
of a chromatic turn on the words " tis more than to create"
in bar 54 helps to enhance the drama as the ca%ential point |
1s~approached The following text, "thus, thus to redeen"

N

is enhanced through the use of the chromatically descending
line as well as the offset rhythm. e = K
The words "Lord, here I lie" in bar 11 occur, on
repeated F—sharps, which helps to paint the text: as the
poet lies still, so does the music. The C- -sharp acci&gntal j
which 1s added on the appfopriate word "sharper," in bar' 22, |
is clearly text-painting; The leap downward .of a perfect Jf
fifth~in the continuo in bar 33 on tﬁe words "near to Hell"
1s effective text-oainting asfwéll. The two chromatically
asoquing lines: "Thy mercy, Lord, once mofe adﬁance," and
"thy syeeé, kind, chiding look Wili‘change my heart," (bars
U2~U3 and bare M?-SO respeotively) ‘both give a feeling of

hope owing to the ascent of their music to heaven. In

contrast, the descending chromatic line of the words "as it

‘dfd melt that rock," in bars 49 andASO,‘paints the word
I~ ' )

-

"melt." “ S




' . ) ) ,
Use of the ba: que sigh motive ' is found in bars

26 and 27 on the words "intreat, and grieve," creating an
image of pleading. The repeated use of the question "is

there no xedemption, no relief?" in bars 34 to 41, produces

 pleading,imagery, as does the repeated use of the statements

"O give me.such a glance" (bars 43-46), and "Look on me,

sweet Jesu" (bars 50-52). In bar 36, the wérdﬁyJesu" appears

in the key of E majJor after a long phrase in E minor. It is

‘also separated in physical distance from the text on either
side of 1t. Both of these factors combine to produce a )

feeling of hope and a calling imagery.

14
progression or both resembling sighing.

w

A serlies of slurred notes in either upward or downward

30

Y




e

' "Alleluias" presumably addéd‘by Purcell.

A . : ) {
. . ~ v

LORD, WHAT IS MAN, LOST MAN'
A Divine Hymn ~ -
' . Poet: William Fuller. .

A0

The text of Lord, what 1s man, lost man is a

a

~pafaphnasé and expansion of Psafm 8:4. ‘It is composed

in three sections: a dramatic recitative style using

-

phrases of simllar music in the melody line; an imitatgve,
dance-1like section; and an "Alleluia" section using fugal
entries, imitation between the voice and continuo parts,

and some repetitilon. X "

Dance- "~ § Fugal/

*(A) Dramatic Récit, (B) Imitative/ Like (C)Ymitative
-1 b5 &g 93 93 120
"Lord, what..should die?" "Oh! for a...above." "Allelula."

Figure 3. Diagrammatic representation of

Lord, what 1s man, lost man. ks

s
 The greater'partAbf thg poem (fifteen lingsé'is_
utilized as text for seEtiodf(A). ThéLtwo-line Egﬁplgts
at the end of the poem constitute the tex% for the'(B) A
" section of musiec, and s%%tion (C) consists of répeatéd |
' ir
The' £irst pa¥t of the poem takes the form of two

questions:

3




Lord, what is man, lost man, that thou should'st be
So mindful of him, that the son of God -
Forsook his glory, his abode, )

To become a poor, tormented man?

The deity was shrunk into a span, ,
And that for me, D wondrous love, for me.
Reveal, ye gloriou. spirits, when ye knew
The way the son of. God took to renew
Lost man, your vacant places to supply .
Blest spirits, tell,
Which did efcel,
Which was more prevalent
| Your Jjoy or your astonishment

That man should be assum'd into the deity,

. That for a worm a God should die”_ ,

. . ‘ o
Poetically, they are not indicative of any particular
pattern or'rhyme Scheme. Therefore, they are most suitably
set by;ﬁgrce&i in a recitative style, which he often uses
to open hils sacrqd songs. The pulses of the poetry and the

rhythm of natural speech are closely adhered to, and along

with the slow—moving harmonies and continuo, this emphasizes

L the drama of the libretto Repetition. of text, using

adapted material (phrases of similar, but not idenBical

g music) ‘adds interest]and drama to the first section. For
example, the words "Lo;d what is man, lost gfn that thou i
should'st be So mindful of him," are found in bars.l to 3,

4 to 6; and ll;to lh The text which follows occurs tmice
(bars 7-11 and 15- 19) "that the son of God-Forsook his .

‘ . glory, his abode, To become a poor, tormented man?"  As

added emphasis, the melody lines for these recurring texts

bear significant similarities based upon the opening bars,;

1 to 3. Rhythmic as; Well as strong melodic similaritiesq o

Ao D s o et
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‘both sequences utillizing the same text: "And that for me,

) , o
bar 24 begins a perfect fourth higher than the preceding one,

"fly," "praise " and "sing "

33

exist in the characteristic leaps and dotted rhythms of . %

each occurence. Recurrence of text and of musicalfmaterial j
‘ : j

happens again between bars 21 and 24, and bars 24 and 27, = !

/

for me, O wondrous-love, for me." The line starting in

‘4

climbing chromatically up to the third above then leaping

ot St RS M L e

down a major seventh and cadencing in G minor, while the

preceding line had cadenced in D major. The two sentences
differ only in key.' | | \ o ‘ j
The (A) sectlion also ends with two iines, the
second of which 1is an adaptation of the- first. The words
at this point are "That for a worm a God_should’die,"
(bars 41-45). The second textual reiteration-of the'lin% : - i
differs melodically at the end, ‘whebe 1t cadences in Gzﬁgjor,

The first line had ended on the leading tone to G minor,

glving it an unfinished quality or feeling of expectation.
Some specific words are emphdsized by melismatic-
passages These ocecur - out of the context of the natural

speech~ like flow, but -are used as interesting ornaments , .
g
occurring on characteristic words such as "joy" (bars 36-38)

and - "glorious"-(bar 29). "Joy," for example, occurs on a

abor, ¥

sixteenth note turning melisma, one of Purcell’s usual means

3f ornamental,handling for words like "Joy " Move," "glory "

“~

i

'Section (B) also uses repetition of text and
/

adaptation of material But it is in three four time, and
Y . ) i 4 : . \ . ] .

b

- , .
e i

-~
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its dénce—liké, mére patterned quallties reflect lts more
organized poefic influence. Also, it 6ccurs after the
gloomy questions of the first section, giving a brighter,
more‘optimisticlimpreésior It utilizes hore textual
recurrence and adaptation of music thanxthe first section.
Without these repetitions, the (B) section would most
certalnly be too syprt, as the poetry utllized at this
point consists of a mere fou} lines.

The dpening few bars of the (B) sect%on establish_
the new triple time, néw tempo ( J. in (B) equéls ‘J of
(A), and new theme. Starting off in the continuo, the
theﬁe fs picked up by the volce line aﬁa carried over until
bar 54 where 1t drops,éutuof sight énd does_not return again
. until bar 65. Once agaln 1t loses 1tself in bar 70, but
returnsifor a final rendition iIn bar 80 until bar 82. The
textualléheme is the exclamation "Oh! Oh! for a quill" or "Oh!
Oh! for a'voice." Each themaﬁic exclamation océuré on a

‘different pitch and the total fugue-like effect 1s shown

in the followirig musical example.
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~ (B) section. The continuo states @

The (C) section begins in

—

a similar

manner to_the

theme, but this time it
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,. Example 4.. Henry Purcell, Lord what ;
is man, lost, man, measures to 63.
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_ moves back and forthfbetween ﬁhe continuo and the volce line

'echoed in bars 103 and 104 in the continuo, carrying on

. the repetition of textual material ' In bars 10 .and 11, the

- the text through the use qf VI to V deceptlve cadence 1in -

36

for the first five bars. It is very patterned and contains

only "Alleluia",repetit;ons as textual material. The four-

f‘ourn-‘;ime returns with J. of (B) equal to J of (C).
| Four thematic statements in a row take place
between bars 92 and 96. A 1ong melisnaapeginning after the
second peat of bar 96, brings a halt to the thematic

unravelling. The theme returns again in bar 98 and

“terminates in bar 100 = B , ' j

An echo effect begins in bar 100, beat two, and
~
continues for one and one-half bars where the two lines
join in a parallel-tenth movement graéually downwards to > , !

end in B major. Bars 102 and 103 in the volce line, are

\

from thewprevious echo theme. Bars 118 to 120 exactly

repeat bars 115 to 117. .The tension has built steadily
upWard until this point with constant sixteenthrnote movement .
The final release and cadence in G minor are reached at bar
120. B |
" " Purcell has'used harmonic relatiénsnips most
effectively in this song He moves from the original key

of G minor to.the subdominant C'minor, and back to G mincr

all within the first ten bars, this change is influenced by
effect 1s one of enhancement of the. interrogatory tone of

t

A




37

G minor-on the words "To hecome a poor, tormented man?"

The next main key change 1s in bars 13 to 16, where
C major gives a more optimistic quality to thevouestion,
which returns in bars 11 to 19 as it was in the preceding
“eleven bars:_ "Lord what is man, lost man..." etc The |
relationship is similar as the key changes to F maJor for ///fﬁ
the interrogative accentuation. - '
Love 1s spoken of in bars 21 to 27 in a hopeful .
manner. Then from D major, the chromatic vocal line moves
into G manor for the second textual occurrence of
"Q Wondrous love; for me," which gives a melanchoiy flavour
to the mood. ' i ) : | . -
The peakbof highest climax in the (A) section.
is in bar UD upon the word "God " It qceurs on a high G
and the whole line\is repeated once. again for emphasis as
the tension-releases and .cadences in G maJor in bar 45,
The climax of the entire piece occurs at the end
.v of section (B) Here, the .problems of the first section
become lost in the new hopeful ‘mood and one is only left.
| to rejoice in the "Alleluia" section. | '
,Relatively little text-painting or imagery;is;
employed in_this'pieee; ‘Theirecdrrence of tekxt and music
_has. heen the major ?ehicle‘for dramatié effect., There'is;
‘however, some symbofism in the repeated questions, which
give, the feeiing that the singer is being very sincere.
The short unemphasized positioning of the word "Thim"

-+ on an eighth note each\time in bars 3, 6,»and»lu, shows

.- o
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spirits" revealing what they know

.bar 20 on "shrunk," which occurs on a descending scale

- the unimportance'of man as compared with the Lord, whose

-

name/appéars_each time on the first beat of the bar, and

1s held a full two beats. The movement from G minor to

D major on “Reveal," in bar 28, symbolizes the "glorious

-

Some’ interesting text painting effects occur in

passage,'and "sung," in bar 88, which is sung on a long
melisma,llike singing. Tne dramatic.leap downward T oin
octave-on "God shoﬁld'die," in bar 44, represents death
effectiyely. | ' | i
 There;are two images conjured up cleverly,by'the
leap downwards of an octave:. first on "astonishment;" in
bar 38,;creating the picture of a Jaw dropped in'amazement;
and secondly, in bars,ﬂl and»”3,.on the words."for a worm."

Here, the images of both a worm crawling deep down into the .

earth, and a grovelling, pitiful specimen.of, a man are

\brought to mind

" The. fanfare melisma on "glorious," in bar 29, is

a nice‘dramatic touch.'_Another such,meliSma occurs 6n

- "joy," in bars 36 to 38, as waS‘previously'discﬁssed The

entire "Alleluia" section creates ‘the necessary joyous,

dramatic effect as a culmination of the piece
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NOW THAT THE SUN HATH VEIL'D HIS LIGHT

! An_Evening Hymn on a Ground

Poet: WilliamiFullerzs

The text of Now that the sun hath vell'd his

__g__ is a hymn not based on -any biblical passages, and
with a much more optimistic quality than. most of the sacred
texts of Purcell's songs for female volce. It is composed
in two clear-cut sections, one containing the hymn text
and the other a total "Alleluia" section with two different
«xapproaches within itself The whole piece is composed over
a ground bass pattern which remains unchanged throughout
with tHe exception of 1its modulation to ™ now keys at
one point and the transitional bridges which rake the
modulations possible, as illustrated in the diagrammatic.
representation, Figure Ha - | | o
The most important formal aspect of this piece is
its use of the ground bass pattern, which oceurs eighteen
times in G maJor, once in B minor, and three times in

D major. - =~ ,

Example 5 Henry Purcell Now that the sun :
hath veil'd his light, ground bass pattern

S
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‘language, rather than, as one would suspect from such

1s directly on the word "singing" and starts in. bar 60

The ground bass pattern does\not inhiblt the

freshness of Purcell's melody lines, nor the naturalness

with which his settings apply to the English langdage_  The

stresses of the meter in the poetry are still stri tly

adhered to in the music, much to the enhancement of»

fall on long notes, ornaments, ‘or groups of noteg. Weak
stresses gravitate toward the shorter notes, or weak

positions within the musidal measure.’

Theﬂrecurrence of material, in additiori to that of
ay

the obvious ground bass pattern, is a strong contributing

factor to the ﬂ&nn It exists atuthe ends of the two main
sections, perhaps contributing to a feeling of approaching
finality at these two points ’

At the end of the hymn section are found the words
"singing, praise The mercy that p;olongs thy days!" This

line-occurs twice (bars 5“—59-and'bars 60-64). The music

-
[y

involved in the repetitive sequence\syai;s‘in bar 55, after

the word "singing" has alr@ady begun.” T esSécond‘occurrence

continuing*to the end of section ( ), and the cadence 1n

;cur over the ‘same

ctr

Ano;her phenomenon of the same sort takes place

the end of (the- "Alleluia" section " The similar musical

41

“formality, creating a stiffness of delivery. Strong stresses
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4

sequences are from,bar 104 : beat four;\to bér 109 : beat
one; and from bar 109 ; beat four, to the éadence at bar
114. SEEA again the gfound bass patterﬂ is the same for
each rendition. The first half of the (B) section
contributes quiﬁe strongly to thils pattern of{recurring
_material by an exact repetition of bars 69 to 79 found in
bars 79 through 89. | , '

fhe main cadential points 1in the music correspond
with the idea changes in the poetry. The first main cadence
occurs in bar 43 after the words "and can there be Any so
sweet security?" iThe importance of a cadential point’here
correspondé with the imperative qualilty of‘éskiﬁg this |
rhetoriéal ques%ioﬁ which 1is the baslis for the entire piecé.

The'neit main cadence comeé at the end of section
(A) on bar 64 after the exultant cry "and, singing, praise )
The mefcy'that prolongs thy days!"v The cadence Here ends // .
the sectlon of po'etryfwhich ~oc_alms "the rest" f_o_una by |
fﬁe soul,through the s=acurit- o 'knowing God. What co;ld
belmore appropriate to the word "restﬁlin this COntexf, than'

/

a cadential resolution and the end of the section?

Tﬁe cadences which contribute to the division
between seétion_(B—l) of the "Alleluia" and sec&ibn (B-Z),
alsb cofrespondIWith-the'ends of musical ideag: As was y
illustréted{iﬂﬁFigure 4o, ;egtion-(B-1) is relatively -
 .ascending_in motioen, whilé’secfionh(B—2) is héfe descending.

1

;Also, section (B-l); as was discussed above, clearly differs

< ' N :



, from,gection (B-2) hy virtue of its two ten-oar phrases
of identical material.f In fact, the only strongly unifying
factor between the two halves of the "Alleluia" section,
is their use of dotted‘rhythmic melismas throughout, and
thelr "Alleluia" text. ]

The qﬁestion which inspires the piece 1Is: '"where
shall my soul repo%e?"n The climax of the whole piece,
It occurs in bars 23 to 25 at a high pltch point, and
culminates in a deceptive cadence. in bar 25, whicy .
-emphasizes its interrogative nature. The climax 1s further
demonstrated in the music through the use of an effective
quarter rest afterrthe first "But where," iﬂ bar 22. In
addition, the rest of. the plece seems either to huild up
to this point, or to fall away dramatically from it.
' (/ﬁ—/ihe plece also has several secondary cadential
points whicn conclude less Intense sections. The first
occurs in bar 16 on "To the soft bed "land bar 21 on "my = ° N
,body I dispose."” Both of these occur 0ver the start of the
ground bass pattern, giving ‘a feeling of continuity and
thus contributing to the minor importance of these
secondary cadences Another cadence of this type falls
on the bridge pattern in ¢ major in bar 31 after the 1line,
"ev'n in thy arms." Since the bridge pattern is-the same
eas the first three notes$ of the G-major ground Bass nattern,
the sensatlon .of arriyval at the “%onic resolution 1is once
again achieved. The same effect is accomplished in bar

53, this time in D major, after the words "O my.soul,"



‘using the bridge pattern.in the eontinqo. Once back 1into

G major, the plece cadences secondarily one more pine befone
<the méIn cadence at the end of the "Hymn" section, on the
word "days" (found in the line "The mercy that prolongs

thy days!" in bar 59).

As compared to the other sengs in this study,‘there
is relatively less mnsical depiction of WOP&S in thils song.
Some symbollsm can perhaps be found in the descending gronnd
bass pattern. It could be compared to the'action of the
setting sun as 1t 1s mentionednin the hymn text.

The use of the sigh motive 1in bars 17 to 20 on the
words ."To the soft bed my body I dispose," creates‘the'ﬂo
image of someone sinking into a soft bed with weary sighs.
The 1ilting quality of the leaps in bars 25.to 27 gives‘a
calling imagery to the words "Dear ~>d." ‘

Text painting occlirs in the form of long notes
tied together on the word "rest," in bars 45 and 51. Also
the word "sing" is pointedly\"sung" in bars 54 and 60 by
cQlouring 1t with aldotted rhythmilc melodic melisma. These
dotted rh&thms appeer, not only throughout the "Allelutfa"
§ection{ nut alsolon\eharacteristiq words such as "sweet,
| in bar 34. | | |
| Such words aét"sing" and "alleluia" are dramatized

by the‘placement of stressed syllables on normally weak beats

in bars 53, 75, 85 and 109. - | _ | -

by

¢ : . ,"’ - N _ .
v ". .
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'SLEEP, ADAM, SLEEP, AND TAKE THY REST

X :
s Anonymous

Sleep, Adam, sleep, and take thy rest consists of

‘three main sections,‘thé'first and last belng set 1In arioso
style, with the miodie’section belng dance-1l1lke.  The slow

(A) sectlon concerns God speaking to Adam, telling him to

sleep (imperative). In the middle part, section (B), God = .

: _ ) r
describes the creation of Eve (descriptive), and in section

(C), the brighter portion, He commands 'Adam to awake
.(imperative). The volce sings in .,an arioso style with the
basso continuo moving in a sloW'harmonic~rhythﬁ throughoutv
in sections (A) and (C). The (B) section is more patterned
and dance like with.a faster harmonic, rhythm in¥the continuo.
The piece consists of 26 bars. The form breaks dowr®
into the three sections (see Figure 5) described above;to hal
reflect the -implicit meaning of each,section,“as%well as.
the metrical organization of the text. "The. form of: the piece
is governed more by'the changes of mood and meaning in the’ i
text than by the fo.i of the poem, which is .one stanza
consisting of twelve lines formed of- six rhyming,conplets.

7z

.

Ko™

(A) Imperative . (B) DeScriptiv%‘ (C) - Mmperative
10 11 + 18 19 26
"Sleep..." "...name;" "Flesh.." "..alone.". "Wake ™..snare."
- R ? y

Figure 5. Diagrammatic representabion of
Sleep, Adam, sleep

8!

o~
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The mood changes‘are successful and strong through

the use both of key changes and rhythmic devices. -The 1liberal

use of major tonality brings some extra emphasis to the . few

minor portions For examg}e, the opening and closing lines

of the plece (in the minor mode) read as follows:

Sleep, Adam, sleep and take thy rest;
Let no sad thoughts possess thy breast;

ol
. ’ ‘:

and

. . But in the midst of thy delights beware
Lest-her enticements prove thy snare.

NG

Both of these phrases are highligpted by their minor

quality and ‘the rhythmic emphasis of their musical settings

The first couplet quoted above, or the opening, is in the %;y

minor mode andﬁhas a s;ow harmonic rhythm, making~it
e

hypnotic- in quality. (Observe that the continuo consists

mainly of half notes for the first six bars, while the

movement in the voice line 1s almost constantly in eighth

_notes throughout the piece ) MThe second couplet, which

concludes the song, ends in thg original key of C minor

,after approaching it throéugh threeAharmonic changes: from

E-flat major to F major ‘to C major, to Eeflat major, in

bars 22 to 25. The harmonic and melodic "twisting which

results, really emphasizes the strange power Eve s )
enticemenﬁs will ‘have upon Adam, as well as creating imagery .
of the” snake which tempted Eve to eat the forbldden fruit '

Eurther-emphasis is-deri&ed from the placement ‘of the important



a7

words on long notes C J ,b or J ) and altered tones The
words are therefore doubly stressed, because they already
fall on stressed beats in thelr poetic context. These words
are: '"midst," "beware," "prove " and "enticements," which
is further»enhanced by a two-three suspension. |

. The two adjacent major phrases (E-flat and B-flat)
at the end of the first sectlon tell of Eve with a bright

anticipatory quality. Following the cadence in B-flat major,

‘df

the second section enters in the key of C minor, beginning
with the words "Flegh of. thy flesh." Upon the words "hone
of thy bone," E-flat major is touched upon, the relative

major of C minor,.and from there ,the’-(B) section continues

fthrough B-flat major'and~E—flat najor and thus fully |,

establishes the celebration of Eve's creation. . The (c)

&

section continues the celébration by remaining major until

»

‘the last bar and a ‘half, where B minor returnslto emphasize

B4

ipthe,warning to Adam of Eve's enticements.

o In respect Jdf the high points of intensity, the (A)

section ‘climaxes at bar 6 on the word "What" Creferring to

Eve), which occurs on the highest note in the bar, G.

'Following this, the line falls in intensity and cadences in

b7

’

G minor. "What" is also held for a beat and a half, starting -

T

‘the offset rhythm of bar 7 and bringing it into extra

emphasis (See Example 7,» age\ug ) The (C) section

climaxes in bar 21 on the word "Who " again referring to

c

Eve. "Who 1s- newly risen" is definitely the climax of the

- e

¢
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whole>song, coming after the rapidly:ascending 1ine used
as a "callihg" image to wake Adam The "calling" eﬁfect
awakens the listener to the 1mpending climax as well.

(Th@, alling" imagery mentioned occurs on the two "wakes"
and the climax comes in bar 21 on "who, f as can be seen in

the following example.)

Example 6. Henry Purcell, Sleep, Adam, sleep,

and- take. thy rest measures 19 through 22. X -
el
L .
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Most-oflthe poetic lines consist of fonrjmain o
pulsesﬁ, The'rhythm of the mugical setting adheres closely ,/f
' - to this scheme until bar 7, where an interesting effect =
(stressed syllables set to weak beats) brings out the off-
rh%ﬁfm of line four of the poem, as illustrated in
AExampl& “. The rhythm'returns to normal on the word "thee"

i



in bar 8.

Example 7. “Henry Purcell Sleep, Adam, sleep,
and take thy rest, measures 6 through 8.

1 s 1 1 e —T
b e e =
s \ W VA - M ¥ i —p D ly— { v ” .
14
> wak'sf‘lbbf(\-f“'( Sf-’ewkﬂ___.f‘ny tre - a- tor hath déne,...(of thee: A
4 ) . o i !
Gy ’ i =
il S e e 3 S
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3
" . The next two lines (five and sIx) of the poem

~contain the regular alternate pulse. Purcell brings out

this return to. normal metre by speeding up the rhythm in

the continuo and using the 1ongest notes o the strongest
pulses, or by placing word stresses on strong beats. TheA
rate of movement increases in bar 9 and continues contributing

-

to the excitement inherent in the text until bar 18 )
- The (B) section of the piece consists of two lines'
of poetry each having four pulses - The possibility of. the
Y_triple time here’ is brought about because of the: presence of
two short less important words between the main words of
tq§ phrases. The resulf of the triple metre is a successful

' .emphasis oﬂ the key words by positioning them on the first

beats of the bars as is seen in the following example

ER



Example 8.

and take thy rest, 'measures 11 through 15.

. Henry Purcell Sleep, Adam, sleep

12 ] B | rd I | | S I ¥
b T 53— 7%« —2 t—t i
i e e e e L B e S e e
J tomame; Flesh oAty flesh, bone of thy bone, A

, o ' ,
e
e —an - 22—t | A — —5
v v T V

-The (B) section 1s in three- four time and has a faster

Jroportional relationship to (A) because of. the change in
i

beat emphasis.
(A)'

-‘the other.

It also serves as a-codetta~like ending for
Tt contalns two melodic patterns, one an aaaptation of
The initial words "Flesh of thy flesh ‘Bone of
thy bone" (bars 12 - 15) form two short 'metrically similar
-hrases. I

"Flesh of thy flesh" begins on an E-flat and move

downiy steps using the rhythmic pattern J ,P J t The

\17J

+ 50

vy

words "bone of thy bone" are set to the same pattern, beginning'

on C The continuo echoes this rhythmic pattern whenever 11

1s not present in the voice.

-

The return of the four pulses per'ling*with one
unstressed syllable between pulses brings us back tutn fourk
four time in the (C) section. The four pulses are.equally
"emphasized until b;r's 25 to 26, where fewelr of the stresse
beats are brought out. Section CC) uses approximately the/
 same tempo as (A), but the nature of the text Cﬂwake"‘rather

» than "Sleep"), its commanding tendency, the higher tessitura

VR o T

. 2
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- and the major mode would suggest a brighter, more energetic

delivery.

| There are a few word images and dramatic effects
used to create the total plcture of this brief but effective

song. In bars 1 and .2, the leap of a minor seventh down to

~D on the words "Adam, sleep" 1s used to ‘ecreate a yawning -

effect, giving the picture of Adam falling asleep. The
drowsy mood suggested'by the text Is well established by the
slow moving harmonic rhythm and C minor key mentioned earlier
"Wake " in bars 19 and 20 is given. a snouting quality to.
wake Adam up, by virtuetof its double appearance (see
Example 6, page 48). o ‘ 5§

| "Wak'st," in bar 6, comes on awhigh pitch, and the

‘new key of B’major-emphasizes the awakening quality., "Look

i

up," in the same bar, is painted‘by an upward;moving'line

. ‘ %
/ Anticipation in the drama is created by the rising

melody line in bars 5 and 6. The line subsequently falls,

and its emphasis through rhythmic displacement also creates

g anegnticipatory effect In Ear 6, an unexpected B-flat major

chord on ‘the words,"look up, and see" approaches the climax
of the phrase_"What " offering a moment of wonderingf
excitement over what Adam s reaction will be when he sees
Eveu, The strong rhythmic accents in the three—four section
dramatize the source of Eve s creation by bringing out the
words "Flesh" ‘and "bone." The rising line in bars 19 to 21

serves the drama by heightening the Joy in the text The
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effect of the B-natural on "heware," in har 24,
emphasized further if the singer Eakes-adyantage'of the

harmonic change by a deliberate setting down on the altered

-

tone:

an image of warning results.

can be

The image of the writhing

snake in-bars 23 to 26 (Example 9), is reinforced by the

" contrary motion at this point.

Example 9

Henry Purcell,

>

Sleep, -Adam, sleep,

and take thy rest, measures 22 through 26.
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TELL ME, SOME PITYING ANGEL

The Blessed Virgin's Expostulation, when our Saviour at
twelve years of age had withdrawn himself

Poet: Nahum Tate

/

Tell me seme pitying angel is a dramatic monologue

spoken by\the Blessed Virgin Mary when Jesus _was 1in the
temple. with the elders and she did not know-where He was.
.It 1s .based upon the biblical story taken from Luke 2:42 ff
" The - musical setting alternates between recitative and
arioso styles, the drama 1s heightened by rhythmic

manipulaticn text-painting and the use of repeated words.

Pay

o
a) Recitative .
I _ 55
""Tell me, . . ." ", . . hopes, farewell.."
' C minor
(B) Arioso ' Brid e
., 95 78777 ‘82
Dance—iike / Recitative
"Me Judah's . . ." ". ', | most distress'd."
- F major. * F minor to
G minor
'CC) Arioso ____Recit. -
83 L - 107/108 116

"HOW'shall my soul . . ." " | | T fear the ch1ld."
C min\r\to end | o '

Figure 6. Qiagrammatic representation of
: Teli _nie, some pitying angel .




/
The recitative monologue of the (A) section
concerns the torment which the Mother Mary 1s goling
through, and heﬁ’thoughts for Jesus' safety. Section (B)
1s dance-like in_quality, reflecting the recolléctions

which the Virgin has of her, youth. The (C) section

begins after_a brief recitative bridge. consisting. of.

seven bars. Itubrings'the mood back to one of despair
and continues to express the indecision and doubt which
the Virgin feels until the concluding recitative pontion,
where she admits her fear of her own child |

The poetic organization of the text 1s to some

~

extgnt adhered to by the music inasmuch as the cadential
pointsﬁare almost consistently at the end of a set of two or
three rhyming lines "Way" in bar 12, for instance is
cadenced upon before leading into a new ‘set of rhyming
lines, while "say," in bar 5, and "stay," in bar 8 give
the feeling of continuing on. Other examples of these |

sets of rhyming 1ines culminating in a cadence are as follows:

d

"press" (bar 16) and "wilderness" (bar 19)
"resort" (bar 21) and "court" (bar 26)
"love" (bar- 28),_"remove" (bar 30) and "above" (bar 37)

' "foretell" (bar 32) "cell" (bar 40) and "farewell" (bar 55)

Much use of repeated words for dramatic intensifica—-s

tion takes place in this particular song Purcell's use of

~ the technique makes the piece more realistically dramatic



.
of -

than.itvwould haye heen had he followed the strict metrical
scheme of the poetry. Tension and distress felt by the
Virgin seem more plausible when she repeats her pleading
over and over again.

7 | Spe¢ifically, the most obviously dramatic -- and
certainly'the most‘famouS‘;— portion of'the song using this
,technique is the "Gabriel" section, in bars 4o to 55, where
-the Virgin calls frantically to Gabriel in her desperation
for answers to- her building doubts and fears The - numerous
cries of "Gabriel " on the note G, are a demonstration of
'hé} apprehension The recurrence of the entire "calling"
phrase provides the opportunity for dynamic differentiation
~on the. part of the artists during the second portion, as
well as new interpretation of the motivation dramatically

-Another effective use of the same musical tool to
enhance the drama is._ found in bars l through 5. Coming at

K

the opening of the song, and sung at the pace of the

—

~»performer within the limits of the recitative style, these
repeated words immediately portray to the listener the mood
of the Virgin, and the seriousness of her plight: "Tell ‘me,
tell me, some, some pitying angel tell quickly, qulickly,
quickly say, where, where does my soul's sweet darling
-stay."" ¢ ’ |

Repetition of entire—musical phrases takes place

in sections (B) and (C) A whole five—bar phrase utilizing

a recurring dotted rhythmic pattern is repeated in section'
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(B), forming the first half of the section, starting at
‘bar 56. After the opening measure introduces the new
two—two,time the first eleven bars of section (C) occur
twice; likewise for the sécond eleven bars of the section,
but without the introductory measure. All of this repetition
helps to bulld the dramatic tersion. |
Mood changes are quite satisfactorily carried

out through the use of the alternating recitative and
~arioso sections. C minor is the key used'throughout, with
the exception of the (B) section, which uses C major for
the dance-like portion: .the major mode colours-the mood of
nostalgia during which the Virgin reflects on her Joys of
the past trying to take her mind off the seeming hopeless-‘
ness of the situation The dance-like rhythm helps to
achieve the change‘of mood which contributes effectively

as dramatic contrast

| | The most intense moments of the work are: during
sections of recitative The high point of the work, and
Purcell's masterpiece of emotional tension and drama of
'Aall the sacred solo songs, is of course the "Gabriel"
section (bars bg - 55) discussed earlier on page 55.

-
Another particularly intense Toment occurs during

\

'Vthe coloratura vocecal line in bars 24 to 26, where the
'Virgin expresses her fear of her Son s being in Herod's
"tyrant's court " The recitative hridge at the end of

section (B) (bars 77 - 82) is particularly powerful as its

\ .



minor mode comes as a COntrast‘to the'previously‘majorq
material, signalliné theé” textual change from a reflection
of Joy, to a mood of distress, which 1s intensified by the
combination of dotted rhythms and chromaticism. The end
of this brilef bridge moVes chromatically upward to cadence -
in G minor for dramatic effect on "distressed."

The ending of the piece ~-- the concluding

recitative in bars 108 to 116 -- is extremely dramatic. ,

The mystery of what;vj:“m;;gin.fears the most 1s revealed

]

3y, .
p# 1ine.” The tempo should slow

q%lowing the anxiety of the
performer to penetrate éhto the listener, exaggerating the
tension and mystery until the‘final cadence These

recitative sections require an "actre~~" of flexibility and

‘_skill with a great deal of concentration and sensitivity to

the character. S ' i /

e

Throughout both recitative and arioso sections,
Purcell utilizes his usual stock of exploitative wora™

imagery,~text-painting and symbolism The downward leap of

a minqr sixth and the subsequent step up a whole tone on .

o pitying," in bars 2 and 3, 1s like a cry of desperation

from the Mother Mary. This effect is echoed once again

‘in bars 6dand 7 on the word "sweet." Crying or sighing

imagery is created once again in bars 12_to 14 on the

exclamation TARIY The dotted rhythmic,figure is the main
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cause of the effect as well as the disjunct melodic line.

The andante tempo produced by the words "Unregarded
through" | —; each syllable of "Unregarded" uses a group

of notes, followed by a long melisma on "through" (bars

16 - 18) -~ ‘creates the picture of -Christ walking carefree

through the wilderness.
M"Quickly," in bar U4, is repeated to a totalhpf

- three occurrences in rapid succession upon the erratic

figure - ﬁ‘ g $ g'bﬁ . NA wiokedly difficult run, ending :

‘with 'a %fwnward leap of a diminished fifth, occurs on the \

word "cruel" in bars 10 and 11. The rising line "no visidh

- from above?" (bars 36’and 37) culminates with an upwafd' ——

resolving appogiatura to emphasize the_inferrogétive
statement. The downwardfchromatic movement of "farewell,"
flatt'ringjhopes" in bars 52 to 55, reflects the sinking
hopes'of"the Mother Mery « The long, dotted rhythmic
passages on "motions"'and esDecially the drawn out
sixteenth~note runs on "1ab'ring,” provide particularly
literal examples of" text—painting

In bars 24 to 26, a long melisma calls attention
" to the word "tyrant‘s," dramatizing the Blessed Virgin s
"fear. The uoward'step—wise progression on each "Why,"
in bars 27 to 29, beginning from and returnipg to .B<natural,
aﬁd resﬁlting in a leap of a diminished fifth oﬁ_thq last -

"why,"'provides“another‘dramatic touch. Thé fanfare effect

(bars 33 7'35);ispapproprlately regal on the words "wondrous -

birth." jThe harmonic rhythm elows down from bars 108 to

58
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3
116 in contrast to the preceding melismatic arloso section,
, . J .
and dramatic . tension 1s ‘created through the Wuse of repeated

large leaps on "dear," as wéll as suddeén harmonic changes
on the word "oh!"  The melisma on "oh!" creates an image

of uncertainty, of an agonlzed moan before the final s

confession: ~"Iffear the child:i" )

'

L] !

€
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e o THE EARTH TREMBLED
On Our Saviour's Passion

‘“¥n | 'f o o ' Poet: Francis Quarles’

"The drama of The earth trembled centres upon the

'cfucifixion\of.Christl vThe‘boem consists of one stanza and
’ is set musically\in a recitative style, with a slow—moving

harmonic rhythm in the continuo. consisting mainly ‘of half-
2N
note movement with very 1ittle figuring. The prominence

given to the text througﬁ\the‘recitative style»resuits in

> AN .
a narrative quallty. The piece_is divided into two sections

" through strong -contrast in text and key.

\\

NN

N oGl : 10 . 13 16 17" 20
o - A major - F# min. D maj. A major
) L R :
"The earth trembled. . L ".. . <hearts should-do."
24 .25 27 28 . 30 °
"»E min. A maj. D maj. A major
;g%ess. " '_ ", .’.;‘this stone."

i Lgﬁre 7. Diagrammatic repreqentation of
et  The earth trembléd : ,

A ‘) 9“’ :
"f%%%;qhyming couplets, but Purcell's division of,

a

tﬁxt fBllows:its natural division of content from
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historical narrative to moral. The first part, section
(A) of the music, tells of the reactions of the elements
‘and earthly but inanimate objects, as they occurred at the

time of Christ's Passion. Section (B)vcomes.to the present

Y 'i -
and makes a self-appeal to the ;poet or singer to show A
similar emotion oveg our Lord's death to even a minute |

degree; closing with an allusion to the heart 4s an~dnanimat€'

e . e ~

-

object, a stone. .
With respect to the-correspondence of the “textual
‘rhythm.to thetmusicalt?eter, the endings of the musical
lines normally-coincide with the endings of the poetic
lines, accomplished by é cadential feeling after each line. .
In the two piaces where ‘this observation does not hold true,®
. _there. are lines which continue a.thcwght, and which would‘.
Wprobably be read continhously“in a poetica:ecitation‘ As
such they reflect positively on Purcell's skill in seyting
the text. The first sﬁch line is found in bats 6 through 10:

The sky was clad in mourning, and the spheres
Forgot their hgrmony, the clouds dropp'd tears:

;9 v

The music . flows continuously through the first to the ’  ’.
second line until the word "harmony," where there is an e

B eighth rest before the end of the second line The word
Vﬁspheres" ties over the bar line, giving the conne&%ﬁon

": A
e fired by the-context ‘of the words -- yet ‘the holding of
R IS ‘ a:r .

i ?
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."® . meaning. A . . " ¥

62

-"harmoﬂy" reflects the:semi-colon of the text, and also

sounds correct because of the change in thought. The

second similar circumstance 1s in bars 21 to 25 on the

words:

Can senseless things do this, and shall not I
Melt one poor drop to see my Saviour die?

- As does the text so‘d‘bs’the musice carry over tn the second

-line of the couplet, and actually enhances the textual

T o _ .
o 4 - kf‘ -
¢

l

,&he EapitatiVe quality of this piece explains its
nelative laa@vofﬁﬁalodic patterns. The key relationships

‘are, more’aocurate indicators of the form. For example, ’

-

B,
schion (Aj begins and ends in A major The (B) section

. begins, inmA minor ‘and ends in: A maﬂor ‘Thus the A majop
return for the end of the piece, Just as 1t did for the
end of section (A)E | ‘

N Often, recurring material is used as a strong S

: unifying featuretof ‘the form in Purcell's sacred songs.
However this piece contains only a few examples of recurring
material Whether or not they areucontributors to the form
is vague. A recurring continuo pattern containing a
characteristic octave leap downwardsvoan be fouﬁd in°four
places. bars 3 an& 4, and bars 17 and 18, where similar
leaps are contained gikewise for the relatioriship between

bars ll and 12, and ﬁ,'and 28 Other recurring material is I {
¢ | " ]

”"the Lombard rhythm found in bars ll‘and 27r and Purcell' . H
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[
»

oharacteristic setting of a stressed syllable on the

weakdpart’of a beat carrying over'to'the next strong'

béet: for example, "tedrs" in bars 9 to 10, and "sad" in

bar 19. ) | i}f R , | _ o
The mood is sombre W1th oooasione1 opoortunity“—; ’féﬂ

inf‘luenced by the text -- Z“or ornamentation in the ‘ “3 ,"v '

vy

Sy

realization of the keyboard pu:i.v. Two particularly
pioturesque phrases with Opportunities;foriconsequent
embellishment 1in the continuo can be.found in bars 12 to
15 and bars 17 to 18. The texte in these'phrases are es

follows:

Bars 12-15 " And ev' ry. grave did gape to be his tombg
‘Th'affrighted heav'ns sent down elegious
thunder, . S %

Bars 17-18 Th impatient‘temple rent her vell in two, .
C . e - : "

In bars 12 to 15,.Purceli has suggested a key change to

' D major, while the harmonic fhythm visibly speeds up .

Vs

through the use of an eighth note’ ‘ascending passage. T

Beginning on D and outlining a D-major tri ‘the continuo

-

keeps moving up. until the voice line enters on Dhandwouﬂ&ines

the same triad with the tonic on the top at tnEEEnd as can

st s

H"seen in Example 10.

N
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Example 10. Henry Purcell The earth trembled,
measures 13 to 15
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In bars 17 to 18, the continuo leaps down an octave and the

-

voice 1line proceeds to do the same aQ the start of bar 18

but fi1lls in the fifth.between the downward leap of ' the

—— R4

octave: In both of these- phrases the t&u:ure may t ken

and become compératively less recitative-like . , ' ;: _ ) L

Y

' In general the mood of the piece is amply reflected
Iathrough the use of unusual chromatic harmony and abrupt
_very transitory key changes until A major is re—established
at the end of the (A) section. The presence of changing
non-harmoniC'tones gi?es a more eXpressive treatment of

greater interest in the text than irf the pure'minor'mode

had been employed and is indicative of the”turmoil present

[‘\; o E L,
-~ -
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at the cross.

There is a climax in almost every significant
harmonic section. The first one comes in section-(A) at
the A-major cadential pointwwhereethe text reads "Lord of
glory die," (bars U-and 5).‘ The nextlsecondary climéi is~
in the F-sharp minor phrase "ev'ry grave did gape to be
his tomb" (bars 12 and 13) The D-major section climaxes
in bar 14 on the phrase "sent down eleglous thunder " and
the next small climax follows in A major in bar 18 on the
words "vell in two." _ .%é£§w o
| The (B) section contains'three small“climaxes“

"my Saviour die," bar 25, is one,’ as well as "Drill forth

my tears," which follows immediately in bar 26. "Pierc'd,"

in bar 29, is ‘the most Important of the- three climaxes
It occurs on the approach to the final cadence and it is
the highest note in the phrase 'It containsAthe purpose
of the wholggprevious expostulation to pierce the heart
of the narrator and make him realize the depth of the

meaning of Christ's Passion

There are many examples of dramatization of text

65

4

A few of the more striking Ones are the following '"trembled "

in bar l on tWOIIOW'noteS, is effective use of word intonation

to cr%ate 1magery. ,The dotted quarter note on the first
et

"syllab;g'entices the singer to hold the "m" sound “and ‘thus
‘the tremﬁting qua'itg of.the word is brought out, creating

.a sort“of musical onsaatbpoeia.. In bar 12, there is a major

e . k'k '._ Lo i 1
. seventﬂ interval on the tord "gape " which acts as a’
o : . o ‘ _ "-“ ?? o . ..
L T il -":‘ ?/ »‘ .
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xm&& ¢suspension to the octave interval which follows ‘servihg:

= " to 1llustrate the gaping action of the graves mentioned.
Further emphasis 1s added by the strong contrary motion’
at this poiht. The words "To teach our hearts what our

il,sadﬂhearts.should:doUA(bars 18;20),7as well as "Drill forth;
my tears" (bar 25), are enhanced dramatically by the use of
the sigh motive (bracketed) giving the appropriate crying
. _effect to the lines as 11lustrated in Examples 11 and 12. -

Example ll Henry Purcell The earth trembled
'measures 18 and 19.
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Example 12. . Henry Purcell The eart *%rembled ) ,
measures 25 and 26 , o ¥ ) S
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v
. The Lombard rhythm in bar 27 on‘the_words "and trickle

one hy one," also creates the image of tricklling tears.
" The word-"Melt," in bar 23, is brought out through the use
of 'a chromatic downward step; it "melts" down to the lowqr
_note. |

_ The diminished fourth interval on the word "loth"#”

Ar bar 3 brings out that word with speclal emphasis In
bar 7, beat one, there is an A-sharp in the volce 1ine on
the word "mourning," which closely follows A—natural in the
continuo in bar 6 to create a very striking cross relation,
adding to the dramatic,effect ‘ In bars 13 to 16 the long
D-maJor section colours the thunder described in the text
reffwcting the glory of God at the return home of His son.
The" A—majormsection which immediately follows in bars 17 to’
.. 20 is in“strong contrast tsgﬁhe (B) section which hegins .

at bar 21. The sudden change here from”ﬁ;major to A'minor ;

provides strength to the words in which the narrator wishes

67

to express his deeper distress than that o{rthe elements in .

4

'section (A) S o o ‘
A The immediate change of key 1s taken literally from'

~ the téxtual- suggestion in bars 6 to 8- on the ‘line "The sky

.was clad in’ mourning, and the spheres\ﬁorgot their harmony "

'In @ddﬂ%ion to the strong text-painting implication, the words _

clad in mourning"‘metaphorically describe the cover&ng oVer

T of the sky at the time of the crucifixion described in the

FQGospels. The scale—wise descent of a major seventh on the

-
o . o W
Lo B o <
L .t o .
-, - . : e
LW L .
- e B . B
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words "the cloudsudropp'd tearsﬁ Cbar'Q) is’also an"example" |
of text-painting - the tears,‘of course, sy@bolizing'rain.

The lines "Th'ambitious dead arose to give him room; And

ev' ry grave did gape to be his tomb" (bars 10 - 13) are )
set in‘large-leaps, both,npward and downward, creating a
picture'of opening graves; The upward leaps represent
’"arose" and the downward leaps represent "gape " The
.senteH%e "Th'affrighted heav ns sent down elegious thunder"

.(bar 13 - 14) climbs’ up musically to a high pitch before
m;taphorically sending down the thunder, all within the
‘realm of text—painting The word elegious"'is chosen forl-'fl fi?.
A-_drnamentation, giving a fanfare effect. ‘The octa;Q leap 'i”’ o
down on "thunder"‘suggests the booming image of the ’ | |
'lightning bolts shooting from the clouds An interesting
»text painting example oecurs. in bars 17 and 18 on the -
words "Th'impatient temple rent her veil in two." The
_ words "veil in two occur on E, B (a perfect fourth below)
h and E (a perfect fifth below-B), thus the octave leaplis |
h_nearly cut’ in two, as was the temple veil e f;iﬁ
A major'seventh.occurs on the word."mine"‘and v

resolves to a major\sixth enlthe‘next beat in bar 29.

Perhaps this diSSOQance is indicative of the tears trying
to pierce the poet's heart .as is mentioned in the foregoing

vtekt The "stone" mentioned in bars 29 to 30 is symbolic'
"fof the hardness and cold impenetrability of " ;{ this heart,.

1

of mine, this stone."_ B 5
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.+ THOU WAKEFUL SHEPHERD
! A’Morning Hymn
Poeti William Fuller

Thou wakeful. shepherd is a hymn thanking God for

bringing us safely into andther day, and promising Him

.that we will mend our'sinful ways. It 1is composed in two

" parts difﬂerentiatedllargely by time'signature. »The_first

part is mostly recitative.and is 1n four-four time, while \
the briefp(B)-seotion is in'three—fourvtime and more | |
melismatic. The last four bars of the (B) section return

to four-four time cand the recitative style of section (A).

(A)'ﬁ ‘Reoitative, . (B)?E AArioso ’ ﬁwRecit.

1 BE 24 36737 40

"Thou wakeful. . .repentance see." "With Joy. . . his ¢ ath?"

Figure 8. Diagrammatic representation of
.~ Thou wakeful shepherd :

_The text 1is Written as one‘stanza,’andican be

'loosely.divided into six sections ordchanges of idea.
.These.changqé"ire'as foElows“ ~(11'In bars 1 to 8, the =

'poet speaks to God asking Him to accept the hymn about to

be offered (2) In bars 81 to 12 - the poet prays that God

*'will “help raise him from the bed of sin. (3) Bars. 12 to

'"19 contain his promise to walk in God's way (4) In bars -

20 to 29, the poet describes ‘his desire to undo whatever

sins ‘he. has already committed (5) In bars 29 to- 3M the

'.poet talks about how he would "sing -away his breath" in
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cele&(ation 1f he codld undo his past sins. (6) In bars
35 ta NQ, he. laments that he cannot-die'in s€ch a,sweet
manner.

| The six idea changes are reflected by change of
key, mood , and'movement in the" music 'The first idea is
expressed in @ ‘minor at the end of bar 8, but moves into
the dominant D’ minor, in bar 11, where the continuo
becomes more active underneath the second occurrence of
the words "may it be gracious. " _The increased'activity
~in the continuo gives the phrase an arioso quality which
continues until, and finally resolves in,,bar 12 on a
| half-cadendB in D minor, the dominant of the original key
of G minor. The third idea brings back the SIOW‘harmonic
movement in the continuo and progresses through F major,

. B- flat major, C major and back to F maJor ‘ The continuo

v reactivates in bars 18 and 19 in the key of B—flat major -

to end the idea. The next ten-bar section, the fourth
idea progresses from B-flat minor in bar 20 (which o

utilizes a B-flat pedaljpoint in the continuo) through{

~ bar 21, to E-flat major in bars 22, .23 and 24, ¢ minor 1n

P

~ bars 24 and. 25,‘and into the original key of G minor to .
end. the" idea in.bar 29. Thr01ghout the (A) section, the
voice line remains active, utilizing mainly eighth—,and
.sixteenth-note movement The continuo varies in activity

‘ from tied whole notes over the bar line,.to constant

b

s .
quarter notes and even some'eighth—note movement in bar 10; ‘

L.
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\

. The last two l<;es‘of'f
=

text for’section‘CB), are\net from the original poem.15~

0 N
ce, which form the

These added lines are: "With Joy I'd sing away my breath,
Yet who can die so to receive his death?", The fifth idea
is contained in the first -added line which occurs 1n bars
29 to 34. The idea is expressed entireiy In arioso styie
in'the key of B-flat major and in three-four time. Bars

30 to 33 also contain a dotted rhythmic,pattern which is
utilized three times, twice ig the voiceuand‘once in the
continuo.” It is an ornamentation technique occurring on
the words "With Joy I d sing "It 1s not repeated exactly,
but j{\gives a feeling of similarity within the (B) section,
which in fact separates it from the rest of the piece and

- e

'helps give it its identity as a separate section.

) A sudﬁbn contrast of mood takes place with thef'
onset of the sixth Jdea, the second added line as it is
- expressed in bars 35 to MO It starts out in four-four
'Ttime -and recitative style in the key of C major for one’
and one-half bars. It then mOVes into arioso style in

bar 38, using u quicker harmonic rhythm in the continuo,

.

-and . the original key of G minor to end the piece .The
existence of more active continuo lines in the arioso

_sections callséfor avstricter~treatment of rhythm and

15 See The Works of Henry Purcell Vol. XXX -Sac¢red,
Music,. Part VI, Songs and Vocal Ensemble Music, edited
by:Anthony Lewis ‘and Nigel. Fortune (London: Novello, C—
1965), P. 228 | e ‘ R -

» L %
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tempo. The entire. piece moyes quite slowly with the
ekxception of;these'embellished sections whichqmdve‘slightly

faster owing to the degree of movement in thefr melody

lines. L [ : | =
, | Thevfluctuations of intenéity areihandled by the
setting'of the highly intense sections to recitative, thus
~freeing the singer fo make more of them., That is;Athese q‘
sections are relatively slow, with plenty of freedom~
allotted to the singer to adJust to the natural speech:
flow and intensity of mooo as suggested.by the drama in
\the text: The highgst’point of intensity with.e_quick1y
moving nelody line of repeated notes and'rhythuic patterns
lis@und»‘in bars 2'Ll'to'29‘ at the e'n,d. of secti~ (A). The
‘words are: N DR ”
I would so explate each past offence,
That ev'n from thence
- The innocent should wish themselves like me
‘When with such. crimes they such repentanqe see.
’rThe nords "expiate eech"-occur on repéated'high F's and
sixteenth‘notes + The succeeding rhythmic movement 1s more
. rapid than that which 1s found previously in bars 20 to 23
Al} of these factors contribute to the climacticvfeeling at
this point.
Interesting harmonic usage’ enhances the drama in
“this song The first}bars contain .a sequence of notes

'f regembling those found in the pentatonic scale used in

Eastern music; The flavour resulting from this sequence

72

goes rather conveniently with the text at this point "Thou.

I N
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. , A
wakeful shepherd, that does Israel keep." The "shepherd"

1s: symbolic of God. The major ninth (197) on the word. 4

"Israel" adds further to the quasi oriental flavour by
virtue -of 1ts very chromatic structure.' The adjacent
;maJor seventh and major ninth chords on the first beat of
bar;ﬂ create great dissonance on the word "goodness,"

which 1s also brought to the listener's attention by the
Lombard rhythm. The-strong I7 chord on the word "time,"
in bar 21, 1s indicative of the lmportance of that word in

the‘phrasef- Timeﬁis the main factor in the»redemp;ion

of this particularwsinner as he wishes to undo his past
b . . . rf L
crimes againstlﬁod ' RS 4

Further enhancement of words through stock usage

of text-painting, 1magery and. symbolism 1s as follows:

%

yé is text-—paintihg in bar 6 on the words "offer up
1

S hymn," as. the melody rises against the contrary’ -

A

/motion created by the IV T chord resolving to an octave on
the words "up this;" The words "To raise" are painted by

a rising melody line in bar 10. The tricky rhythm in bar
15 on thevwordv"walk " 4s symbolic of the difficulty
realized in following God's way. The'word "sing" is
"sung" on -a long ornament, in bars 16 through 17, while the
characteristic‘exultation "soy" oceurs on a dotted rhythmic
ornament twice, in bars 30 through 3“ «The“four—three '

A~suspension On the word "die," in bar 37, paints that word )

" with, finality and mourning because of the E—natural“hsed

‘“—“““resulting in a maJor third and the brief suggestid% of the

-+

.
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key*of C major.

k!
‘

In bar 10 the word "gracious" is emphasized by

its'occurrenoe_on theé "interval of an augmented fourth which

g

| duickly resolyes to a I6 chord after strong contrary motion_
bet&ben the continuo and(the volce line The re- entry of
the original key of G minor, in bars 39 and 4o, further.
enhances the return to the mood of death described, and *
&aileaves the~listener‘with an ominouS'feeling similar to

e

that created by the "'twisting melody line - and key changes
 in the last few bars of Sleep Adam,sleep “.':5

S S /
,‘*jfi a ‘The use of the Lombard rhythmic devicg is found »”

“

'extensively throughout the piece, perhaps as a unifying

)

' feature An the conglomerate of alternating recitative t o

‘arioso styles, but also a§>a methgd to bring out certain

j“u
3

.i'ﬁ.dramatic»words ‘ané Lombard rhythm is found in:

\) o Bar ._ll: "goodne;f Y

, . Bar 7. - "morning" ) -

- . . ) y \ . /} ) ‘ v ’ 1 .‘..

. ;, Bar 12: - "do°'I" A e _ B
Bar 13: = "see another" . - ° I e

o o o _Bar 155 - "walk"

B 26: Mwish themseiyes*‘yw R
) o Bar 32 '"sing"‘ ' 1' . ; L
. Bar 3u Cmgoyn |
L. mar 35  tawsyt
\3;1"';d&’Ti~ﬁt'"Bar 39 ) "to receive" | S

--"The bed of sin" (bars 11 - 12), on a descending
fic line, i§ symholic as it is compared to the

rJ L . i L.
R S . . - o




‘rl"\» ','); . R & " .
"a.n.'i‘( 1&:‘ & 5,' . S " -
"'bed of sleep" (bars 4 and 5) which occurs: oh a
' 34} .
. h &romatica'lly ascend;hng line. Godr's help As reqsxired to
< se the sinner from sin, Just as 1t 1is to raise the
: sleeper from his bed )
BT . ’ Y \
o m W { \ Gt |
St .
o P : Jt Y-S
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. WITH SIGK AND FAMISH'D EYES
L _ .,,' , Poe‘t: George Herbert

With sick and famish'd eyes is a. poem of longing

. consisting of‘ seven”s@ﬁnzas, set to music in an arioso style

)

i w
with 2 d:Lversifie& melody line, constant modulation, and

(al ~" ‘

*interesting i::h devicesy Each stanza consists of six

14

1(&3 u,ti’lizing p§imarily the ‘iambic metre. _The music

L3

f‘reqdehtiy changes key -- at least once in eacIi« stanza

"1 N&
ombard rhythmic device °is a unifying feature

of the .song, along with other »&;hort—long ‘Thythmid. notations

'which add stress»&‘oJimportant words %@,ﬁmdevicés as t\he g ’

2y ; t L 4‘

fuLoQbard can bq;fopnd in-* bar 3 on "doubiiﬁk, «pr@ﬁuciﬁg

\u s y&f

text—péinting by occurring on an imiiated I‘igﬁ-nq(,at what
) -vsounds like "double" sbeed bar 13, on "Withar 7%,'1
b P

. ’, g £,
\tccomplishing word emphasis, bar 15, 6n "turn*" vwhete it

.;'? .

»»»»»

oxrcurs in the, altered form ,E 3*3 éffedtively leading into ,

a tu.rn p'attern in the volce Lline‘ 'bg“’?' 4
* A X
wlfere it helps to initiate the in ‘r:*}_:
\' o fa 30

‘the’ fmagery of. scattering, har 39 on "pe not" ;and "More R

'

v dea@’ bar 118 pn "'wherein each", and’ bars 514 and 57 on -

"troubled " for word emphasis Other short fong rhythms mhich

help unify the piece are f'ound in bar ‘4, on- "weary" bar

-

-16 on "make", bar 20 on "Bowels of pityL, bar 31( orr

'"bow" bar 117, on "Do not", bar 148 on "d.ust", and bar 51,

2% . -m—m-v

- on SWeetness o [ -

The ascending chromatic passage found from bars 7

’
ny

N

ot
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,to 9 uses two paiterns, the second being an adaptation of

’i i

the first The tords are: "To thee my signs, my tears

ascend." The paﬁt%rn .used consists of several repeated
I,, & g ;. .
., v G
eightb notes moving Up a seml-tone to a,long note ~ The
O

kind of adaptation ocd%rs in bars 54 and 55, as' Well as”

bars 56 to 58, on wo;ds "heal my troubled breast which.
SRR

same
in

"

Here, the second patte%n occurs a perfect fourth higherﬁi

-

- than the first BRI

o

35) is mostly'

i

R-2
The- moods of the pnpce yary from remorse to brief

moments of hope, apd are demonstfhgrd appropriately by the

many key changes and by the 000;°

emphasfﬁ mhe periggs of relatﬁfﬁ

reflections of the hppo.and qieading in the teéf Stanﬂ&

three’of thewpgém 1s related iughasf 20 through 27 in ghg

N
music, gﬁ%-mo{es frqm C major to C minogiﬁto ﬁ—flat'maapr,

0“*‘;

i
*and . back. to c minor qghe contrlst of " bright aqgndark keysn :

3
helps La&pnovide the gﬁeling of desperatiqp in the text

also gives the feeling that the music is;more reve;%ntly

'P.

asking, than demanding, of the Lord:;:
Tnor wﬁ&h.only the'
_:{majpr~' "Wh&ﬁ»griefs, what shames"

COnsider Lord Lord EOW‘thine ear And hear'" Cbaﬂs 32’

Y
ahd o
L za four (bars 28 -

st deferqntial sections

to 35) The same Yeneration occurs in stanza five Chars-

QY

40 to M3) on’ the words "Lord Jhear' Lord, hear' shall He |

that made the ‘éar Not hear?" wﬁich,are set forth,in

C mador and E-flat'major., A nwre hopeful'mood is appare%%-v '

o ! 1n the © maJor section Immediately following 1in stanza :

Y

[



-~ | S -G8 :
‘ . Qﬁ 78‘
| ix, bars ll'l& to 146 with the words "Behpld! thy dust doth Q
R,

m , s stir It moves, it creeps to thee." The rising feeling dﬁ'

v expectation is accentuated by the ascending chromatic inelody

~line. The reverence of stanza seven, bars ﬁO to 53, on the

o .

s words "My love my sweetness,, hear! . th.e'se" thy @ee%’at _
.féout thy dare,n™ . ®

which my hea-" Lies all the’ year, P;» S

¢t

is highligh‘ed by the maJor keys of F and C respectively The
.,, L@ v .

more deeply tr'oubled and remorseful sections of the poetry are

presented mainly through minor keys ' . ' : . .

. Each stanza builds to, and releases from intensity,

some stanzas are more intense than others. Stanza o'ne, bars
o B

- l to 10, contains a strong chroma‘tic ascehding line beginning
<o

.;qr in bar 5, reducing in tension at ‘the e'pd of, bar 9, and . - “rp
\ _'o culminating i@ a cadenee to a l& chord 'in‘ the original key of ?' | .ff"’"’
'G minor in ba’rv 10 St‘anza‘two cadences in B—flat rzajor '
g (par lll) arfter a particularly agi‘tated four bar section in .
°, bars 11%to 14 O~Baz'& 15 to 19 contain the rest of the*® stanza, & o
with t@f:;los‘t poignant section, textually, bein& illustrated

_ e

. by a despe ding syncopated dine on the words "Lord I'fa}l."
. ¢

X

. It cadences on- the toﬁ‘c': of D minor in bar- 14 on the 'words

‘,"Yet calI " where the te’ion .releases quite adequately through

LR

| the u'se of a leap up a ma,jor seventh to the leading tone, and
':a half‘-%_ep up to the tonic. : Stanl‘a three utilizes a long ‘
> and elaborate tu.rn-o'n the word "Scatter,'.’ w‘hich occq,x:s :Ln' S
| B-flat maJor in bar 25; : The ‘line proceeds into C minor wnere

PR .

%he intensity drops and the cadence arrives in bar 27 -Sta:nza-

e
.

‘. - 4
. iy

P ’ e . = ’ )

yo . . . .
P ’ . . IEUO LT e e R . TR L 3 K - R s \' [ .
Tl s L " .- CEER ’ .o B ' o ! ’ ' o s L C . -
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P

four s most drgkgtic line occurs in- bars 31 to 34 on the

words "O what. flames What_ heats abound'- What griefs, what

shames!" Here the poet- alludes to. his suffering in hell,

‘expressed in a -minor key and a- shift downward from the high

point at the beginning of the line; "o," to tbe relative . . &ﬁ.
maJor, C, on the word "ahames'" The.remainderrofmthewstanza~-'-~

21s relatiVely relaxed. The powerful ‘"calling" portion of

|

stanza: five s found in bars 40 to L2 on the words "Lord ‘hear!

Lord hear'w ‘in C major and E- flat maJor the use of a similar C%

figure a gﬁke higher on the secpnd "Lord hear!" reaffirms_ C i

jgthe urgency of the‘mood Stanza'Tive progressfvely relaxes'

' until it cadences 'in Erflat in bar 43, Stanza six moves

Za

T e 5
"1y applie again to great effect.‘ The.words "And heal my ‘
: troubled beast, which cries, Which ‘dtes," €bars &b to 59)

~ I

.stanza'Seveﬁ and the key of F major'thErig the chramatic :

up chromatically in bars- 45 and L6 but does.not seem to

ﬁ climax and in fact ,cad ces in oz 49 on the SR
. “ w"-“v -,
$8§nt of". G minor, giqapg a 1a§li§g of continuity to

»

technique whlch sﬁ%plied so:much.intensity in_stanza one

AN

are the .cu mination of the piece, ;htenéf}ied by the
adap@ﬁ%io of material; tﬁe ascending chromatic line, thevj""'

-repetition of text ~and'the return to G-minor

-lacking in repetition or long, elauorate ornaments or j"’

-meliamas goes not preclude the exismence of the full

The fact that ﬁﬁe n@hody*line is ccmparatively

qf wotc{s to enhance the dra'ma The Ivﬁg chord’_

i

R




“elaborate the syncopaebd begingnng

"v;Qstick out significantly as one would expect such -a word to .

-

¢ I ' | I
in @ minor and ihe downward leap of a dimished fifth on the o
word "sick " in bar 1, provide' appropriate word imagery.

The sa@e effect 1s created for the word "famish'd " in bar ',

2» this time utilizing aiﬂfhu chord. Musical figure of -

speech eﬂ&sts in the half-step up and back and the short-

long "mbaning",rhythm on, thq word "weary" in bar u ihe_'

word "cries"_conju

leap*up of a perfect fourth and the long, held note on the ,4@* i
- RANMACEES
kss up_the semblance of?crying in bars 5 “

and €. The slurred, ascending half-step in. bar 7 daﬁgctsg
¢the word "groans " The short sigh motive appropriately

4 »

Tcarries the word “sighs" in bar "B. The‘word "giddy" (bar. Ty hv

o

16) is represented¢ y the use of tWﬁboff—beat rhythmic',lfm;A' oo
. S

figumes in a‘f}row g Eﬁ $ *P' '5, 'I'he dmage of tripping and

falling is fashioned by the éyncopated descending scale

17 and - 18, on the wprds "Lord o T e

ination h s,yﬁ espedially BT

fsllowed by a dotted- /

asshge in the next few R

JYI ﬁall.""The rhythmigico

Pnote descent hastened at the end by three sixteenth notes. ‘ Z;
T'The slowly gravitating chromatie line on the words "Thy
.'dying head upon" in: bars 37 and’ 38 provides the image of
;Jthe preceding word "ﬁow" —_— one can picture Christ's head :

: "slow1y 1owering as He becomes weaker and weaker. A leap up~

'f{to and away from the word "Pluck " in bar“%B, causes it to B




R Text-painting is also evident in the mounting

&,

1 of qpree slurred notes points out the wohd "cries " Tn*h&r

woR

-

. . _ o . . /
phrase "my tears ascendA"‘in bars 8 and 9. The word "turn "

in. bar 15, 1s painted by an elaborate turning figure which
also uses the Lombard device The music "bows down" by
leaping and skipping down a fiffb and a then a third on
the words "Bow dowﬁ" in bar 23 - In ‘bars UN tﬁrough 46 the
1ine "thy dust doth stir ] It moves,<it creeps to thee" is
subtly described by a slowuﬁo9ing asceading4§hromatic line
which'&reeps"'along Angther special text-paﬁnting effect
is used on. the word Wmoves," which steps up and backz'andf

By 4 .
up again,beTore moving on. . The chromaticaily rising sequence

-‘f.r'

= 'u}' % of,

K R S Y I L,
}“@-, : \l, o ’ﬂ v :‘“{ B T - -t-{

o (\

Symbolugp occujs 1ﬁbthe music through theruse of .

' eceptive cadence and a‘feeling of Qontinuity in,the fy :
bass line en theiﬁords "No end¢" in bars g and 10 'Tﬁe
double effect of’ emphasizing th!’interrogative, és well as’,
the literal definition of the" WOrd is accomplished _gﬂ i
. . .y . R ‘5 itV & p_ 5
. ssq-mw A . Caar o . . F—. % ._ .. ?3‘
» z° . 4~‘§3’, -
. | S
: . - . R
e I e o . AN
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h paraphrases~of bibl%cal passages CFull of wrath his

'Tothe natural rhythm of- speech Purcell aﬁsloys the ariﬁso

ﬁstyle in preference ‘to the aria The employment of

f;presentation free from th&,formal expectations or

- a vocal passacaglia

'character, while arioso is used prfﬁgrily as a reflectrve

> v cogggu¥rong o

f- - The,vocalfsiyle.of Henry Purcell's sacred.solo

songs pays particulaﬁhattention to freedom of expression,

.through recitative and arioso‘format whigh accords to

.!

arioso and recitative styles provided-more flexibility

for making each of the songs a self—contained "theatrical"’

Fadn

ﬁ-m‘ ha

‘requirements of aria style The closest any of these

songs comes to resembling an aria form of the latter half .-

of the seVenteenth century is Now that the sun hath.veil'd

his light which is co;_f e d over a typical descending

ostinato pattern and

Half‘of the pieces contain three-‘

four tim% danceslike sections,uproviding structural form g

‘\3!.

and’ contrast to theserlargely recitative and arioso songs\"

-The recitative style, which Purcell often uses to open the

./'

soﬁgs, sets the stage for the stories In a narrative'

device. A . J\ *‘@¢;~=~ﬂﬁﬁ

e

'“‘iaces are . religious 1n nature, and some are R ‘“‘ -




?

,J

y

threat'ning,breath In the black dismal dungeon of Despair,

pﬁnd Lord, what 1s man, lost man ). Others are based on

. biblical.events (SleepL;Adam;'SIeep, and take thy rest,

N

Tell me, some pityingLangel, and The earth'trembled) Two

are hymns (Now-that the sun hath vell'd: his light, and

_vThou wakeful. shepherd) and How long,- great God and With

sick and famish'd eyes are poems p§:&onging. The drama~
rceell's imaginative

of the poetry comes through ‘In Pu

’ handling of opportunities for imagery, text-painting, and ,*.

K\“

%
symbolism Characteristic words such as "hasten " "fly," 4@@/

fﬂlove " "sing," "praise," and "glorious," are set .to dotted
rhythmic runs or ornaments —-— butﬁnot invariably, nor are
5
& thebe the only words which, n chooses for such.elaboration

ﬁords such as "tremble," "struggle," "belch " "pant "

- [ \

* v"precipices," and others, are given, appropriatg treatment.

o6

!ﬁ . according,to the images which.they supp1y~* Aggpecific
‘ figure used to produce "crying" or "sighing" imagery is the

baroQue sigh motive (a series of slurred notes, usually in

descending motion]), found on such words as "grieve," "sad "o

3

v‘or "tears." It is. especially evideﬁt in The earthﬂtrembled

» . The dramatd".c style —incorparrates all -the above

A

dramatic devices, but it also involves a sense of the

theatrical This is best illustrated by the dramatic
monologue Tell me, sode pitzing angel, or The Blessed '

T Virgin s Expostulation, ‘as it is sometimes called Nahum :

Tate s text provides eXceptional opportunity for character_.

N s

invoivement in expressing the real emotion about an actual;;_

,‘.

PR

83
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.
event portrayed=in'the preSént tense. “The piece is most
The desperate

";;-recitative/arioso

. > o ’ «
! Repetition, both musical and textual Is found throughout

gg 1 me,'some pitying angel to “add realism to the pleading,

and‘it is also a dramatic tqpl used extensively*in more ‘than
half of the pieces o ”_ . . p

Q Most of the pleces are written in eighth- or o
sixteenth-note rhythmiC'movement in the nmelody lines, and

the continuo varies from tied whole notes, to sixteenth—

note Mmovement, and dotted rhythmic activity The last two .-
apply particular&y where exultation of the _voice line
: g

occurs 1n the middle or fi 281 dance—e'_easections, or in - -

e fugal portions, as in the , ; o section of ‘ .
o Lord what 1is man, lost man. \“. pbagd rhjthm ;sfused'as"<¢.ﬁ R
‘ a dramatic rhythmic device inﬁhalf of’ the p;eces, and is;* -
_ a particularly strong unifying feature of In—the hlack
dismal dungeon of Despair B | R .
. Minor modes are used throughout uith.the exception -':" -
v of Now that " the sun hath.veil'd his'dggg_y 5ﬁire the ';g- : 3.5Jg

subject matter is comparatively optimistic, and The earth

trembled uhere COnstant'modulation to both;majoriand‘minor }';

keys contributes to the seriousness of the'mood In the

L I <*l._.'q
largelykrecit391Ve géfce, In the black dISmal dungeon of g;i\

‘ Desgair, where theré‘is little repetition bﬁ:musical or "'f'“:tJ

s

S T S IR : S LA R L WY .



L usinglﬂodulation to add to ‘the dramatic impact already

3 A 85
‘*“:"“ o o u '
textual phrases, and few‘ornaments are found, constant
A w "
modulatiqp serves as an alternativegdramatic device.
: S -
-y ;'and famisﬁ!d eyes is a- choice e%ample of a song

T

" evident in Jits abundant use of text—painting and-: imagery

: ornaments to'- the texts of

- recordings are available

R an%ainteresting coloraturaﬁ‘

.Q_' 4n A& Treasury of.En 1ish Song, r ded hj Lo
) Janet Baker (Angel 36H§6“§§S 12). v E
-‘.-:_: g 1' .,

& o

The range of the pieces rarely exceeds G—natural e

an octave above middle G; nor does it often extend below

dpddle C. For the, female voice, ‘the pleces are ideal for

: mezzo«sopranos with coloratura tendenqies, although lyric

\", ,81’4 {

“‘,

sopranos need not exclude them from. their repertoire
(provided their voices are not too 1ight), for'the tessitura
lies in the high. end of this range. Purbell's style yields
abundant occasion for virtuosic challengg,gihrdugh.large
melodic‘leaps, dotted rhythmic phrases, ehzg;atic passages,

e, z:’uns andg}’o%* )
: .. K8 SR
RO N :

ingenuity fills the melodz lines with reﬂr;ﬁ;;;g'~‘”

N L

colOur and the appropriateness of the musioal imagery and’

. ot

these pieces makes them a joy to-

have been Seldomed perfqgﬁaﬁ but -

»

sing. Regrettably, they

of a few of the 82?33'

PR

b, s

' RurCell '"Lord wﬁ 3’ g man, lost man " and . , o
"Sleep, Adam, ‘'sleép, -and takeé thy, st," Lo

Purcell "Noiw that the sun.hath Yelltd hts EEEREEIER
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Recital CRenaissance X27l
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Purcell,-mThe Blessed'ﬁirgin 's: Expostulation ",-zf\']'” ’fUEE'Ai
‘ Rec-tal, recorded by Frederica Von‘ , e
Stade jColumhia M35127) : 3 S

P *

A‘.,
\»_‘ RESEL . .



’

Apel, Willi
Mass.

Rt

'V BIBLLOGRAPHY

-

Harvard Dictiona_y of Musiec.

v

Arkwright, G. E. P.

Cambridge,
The Belknap Press of Harvard Uniy
Press, 1972,

ersity
935 p. .

"A Note on Purcell's Music "

Music and Letters, IT (1921), 149-642,

Arundell, Dennis Drew. Westpoint, Conn.:
Greenwood Press, 1971 135 P. '

Arundell, Dennis. .
- Musical Times,

' Henry Purcell.

"Purcell anq Natural Speech " The

C CJune, 1959), 323.
Baker's Biographical Dictionary of Musicians

¢

Sixthn
edition, complétely revised by Nicolas Slon
New York:

G. Schirmer, 1978
. Henry." ‘ ,

”BliSS,.A. "Henry Pu
. 13-15. .

) Bottral, Margaret

imsky.
Article, "Purcell

R A
’

rcell," CheSterian, III_(iQ%}), ,
e e NS Y , " . .
| e )

"George Herbert,:
-1954, 154 D. D

g London;'vJohh Murray;

v

"‘.‘r' 'fﬂpinab‘ .- ok :‘ ”J ) .. ‘
Bukofzer Manfred F. Music An_ the Baroque Era: “From .~
MontéVerdi %o Bach.’ New York: "W. W. Norcdn,,lQUV,
9 D. O : "c ' 'ﬁ‘r e
,Coiles

London

H. C. Volce, and Verse A Study in English Song
Oxford UniVersity P

' Cummings, W "H.

(1876 1877), 33-17,

Dannreuther, Edward.

2~ volumes in" 1.
1895

de Bekker, Leander Jan

Black's Dictionary
edition LOndon°

a_de Lafontaine, Henry Cart, editor.-
: A Transcript of. Hecords Relatin

Musicians 1' O L:OD

"On Henry Purceﬂl and ‘His Faj
roceedings of the

ressg -1928. 167 p.

ily i .
Royal Musical Associat on, III -

“MuSical Or amentaticn First edition,r
- London: Novello,” Ewer and Co "y 1893v‘
210°p. gnd 185,9 _ .

: -;/P- :
«"The Purcell SQciety,“ in
of* Music and. MUsicians
A. and C. Black IQZH

Secdnd

The King 3. Musick'
to Music and

o1 526 e

R R
B e
o RN E RSN S I

< oL




S .

‘Donington, Robert. "Ornamentation Baroque Embellishments,"
in Grove's Dictionary of Music and Musicians Fifth
edition, edited by Eridc Blom. Tondon: . MacMillan, 1954.
(Vol. VI, pp. 375- 80. ) - o

Duncan, E. "The Songs of Henry Purcell " MonthlghMusical
Recordz XXX (1903), 8»35

I3

The Encyclopedia Britannica: “A Dictionary of Arts, Scilences,

. Literature and. General InformatIon. Thirteenth edition.

.. London: Encyclopedia Brlitannica, 1926. Article, .8
vFuller,KW1lliam " (Vol. XI—XII p. 298 ) .

?Fortgne, Nigel. "Purcell's Life "and. Background, " Purcell

_ Handel Festival presented by the Arts Council of Great
X Britalnet. 21., June, 1959, Pp. 5w To

Grace, Harvey "Henry Purcd@l," in The International
+  Cyclopedia of Music, and~Mﬂsicians Tenth eHIEIon,

5) .

& - 'éﬁgaItea |7 Bruce'Bohle. ‘Ebndon Ja M) Dent 1975
N '? 9* tp 17"7‘ 5"' ) '-~ ‘ ‘,L . ; Q ‘ ) ,

Groﬂt Donald J. A Hhsto y. Sf Western'Music -Second editiOn,
6g§ireyised New York:| Nor§sn, -p;.‘-v

oy . ‘& . “S _,,w .
g&?ove 's Dictionary of Music and Musicians Fifﬂl edition,,.'

~ edited by. Erlic, Blom. - Landon: - ‘MacMillah, 1964.. : o
. Article, "Purcell% Henry." CVel VI, pp. 997~ 1019 )v .

ohn’. - 'Music .in Pufcell's Londoh The Social 'g'
ound.” Tondon® ?bbson I968 18§’p ‘

‘ urcell , The English Musical
‘ O0ks for Librsries Press,s

' Holst Imogen, editor. Henry Purcell 165§~1695, Essays , "\'
' on His MuAgc Lbndo foord Univeréity Press, 1959 .

. T36 D, |
';ist' Imogen# :Henfyrﬁprcellﬁf Tﬁe~3tory*of Hismfe.anc;p

* .+’ "Harley

leland A-thur Keith., Henr

»Traditioﬁ% Freeport, r.
258 p. . ETﬂ*’.
| ¢ r."

- Work LondOn--v@posey“and Héﬁkés, IgSl-._BB*p.i; e
ff;'.v_ ﬂyae, A. G. George Herbert aqg His Trmes.‘ Lbndon;;tMethuen;"
S .'-: 906 3ZT p. - :x L o R SR .
fiﬁ . Leininger Jr., George W The Odes of Hep!; Purcell* ‘A : ;fn
~ " . ¢ -Stylistic Study. Ph. D. dissertation, . University of
y- - Pennsylvanla, 1976: 606 p. - (Xerox COpy.1 Ann Arbor: . .
R Un1Versity~Microfilqs ) ‘e L - | s e
‘ Lewis, Anthony.. The Language’bf Purcell'" Nétij al Idiom |
A <) Local Dialec ? - Hu < .B.:i Un versIty'5T Huil,
: AR

(3 8



-

[judman, Jean. "Henry Purcell: A New:>Look at the Great
Master of English Song," National Association of
Teachers of Singing Bulletin, XI-X1V (May, 1957),
pp. 2-3 continued on p. 27.%

Marco, Guy A. '"The Variety in Pu--eli's Word Painting,"

+Music Review, JXVIII (3957); 1-3. .

Mayer, Georrme Lewis. "The Vocal Works of Henry Purcell:
A Discogrraphy," American Record Guide, XXV (1959),

588—/91.

Morawetl, Bruno. The Epistemology of Johh Norris.
Ph. D. dissertation. University of Toronto, 1963.ﬂ
387 p. (Xerox copy.e Ann Arhor: University Mlcrofilms.)

North, Roger. Roger North on Music: Being a Selection
rom His Essays Written During the Years c. 1695-1728.
Edited by John W{lson. L@ndon: Novello, 1959. 372 p.

/

The Oxford Companion to English Literature. Second edition,
compiled 'and edited by”Sir Paul Harvey. London: Oxford
University Press, 1945. Articles, "Herbert, George,"
"Quarles, Francis," "Norris, John, " ate, Nahum," and
WTaylor, Jeremy." y/dg%

PR S

Paliéca, Claude V. Baroque Music. New Jerséy: Prentice-
Hall, 1968. 230 p. . ~

Playford, Henry. Harmonia Saqra: Or, Divine Hymn

Dialogues; with a‘*Through-bass for the Theorbo—Lute;\\\\

,—~Bass-Viol, Harpsichord or Organ. Composed by the Best
Masters of the Last and Present Age, the Words by
Several Learned and Pious Persons. Third edition.
London: William Pearson, 1726. Republished New Jersey/:
The Gregg Press, 1966. 112 p.

Playford, John. An Introduction to the Ski1ll of Musick.
Seventh edition. London: W. Godbid, 1674.
Republished New Jersey: The Gregg Press, 1966.
Printed in three sections: 12?2 p., 42 p., and 10 p.

-Pulver, Jeffrey. "Purcell, Henry," in A Biographical &
Dictionary of 01d English Music. First edition.

London: Kegan Paul, Trench, Trubner and Co. Ltd.,

1927. (pp .382-402.) )

N
cad

¢ . .
Spencer, sChristopher. Nahum Tate. New York: Twayne
- Publishers, 1972. 1 p. '

Y, , ' . .

~

-



89

\

‘ /
Tosi, Pder. Francesco. Observations on t;1 Florid Song:

Or, .Sentiments on the Anclent #Ad Modern Singers.
Second edition. London: J. Wilcox, 1743. Reprinted
London:' Willlam Reeves Bookseller, 1926. Original
printed at Bologna, 1723. 184 p. plus 6 pages of ~
musicgl examples at end. .

WestTup, Jack A. "Fact and Fiction About Purcell,"

Proceedings of the Royal Musical Association,
LXII_(1935—1936), 93-115. B

Westrup, Jack A. Purcell. London: J. M. Dent,

1975. 323 p. \

xr

Westrup,~Jack A. "Purcell, Henry," in Die Musik in

Geschichte uUnd Gegenwart: Allgemeine Enzyklopadilé

der Musik. Edited by Friedrich Blume. Bgrenreiter:\ e
Verlag Kassel und Basel, 1949-1967. (Vol. X, pp.
17%8-74.) : : -
The Works of Hemry Purcell, Vol. XXX, Sacred Music,.
- Part VI, Songs and Vocal Ensemble Musile, edited .
by Anthony Lewis and Nigel Fortune. London: Novello, ;gl

1965. 236 p.~

Worley, George. Jeremy Taylor: A Sketch of His Life and

Zimme

Tipes, With a Popular Exposition of His Works.
Lfndon: Longmans, Green and Co., 1904, 239 p.

man, Franklin B. Henry Purcell: An Analytical
Catalogue of His Music. London: MacMillan, 1963

575 p.

Zimmerman, Franklin B. Henry. Purcell 1659-1695: )

His Life and Times. New York: 'St. Martin's Press,
1967. lL29 p. ,

Y.

Zimmerman, Franklin B. Purcell's Musical Heritage:

A Study of Musical Styles in Seventeenth Century
England. Ph. D. dissergtion. University of
Southern California, 195% 436 p. (Xerox copy. -»
Ann Arbor: University Microfilms.)

A



/

VI APPENDIX A: POEMS

The following poems are the settings which
Purcell put'td music; most of the repeated words'have
been ed1tea out. Some\differ slightly “.om the 5rigina1
poems, which may be referred to for coipua 0 o

The Works of Hehry,Purcell}Gwhere source ¢ e poems

may be located as well,

hY

Full of wrath, his threat'ning breath

N
On the Conversion of St. Paul

Jeremy Taylbr

Full of wrath, his threat'ning breath
Belching nought but chains and death,
Saul was arrested in his way ‘ -
By a voice and a light,
\ That if a thousand days
Should join their rays
To beautify a day -
It would not show so glorious and so bhright.
- On his amazed eyes ‘it night did fling,
That day might break within,
" And by these beams of faith
Make -him of a child of wrath
Become a vessel full of glory. .
Lord, curb us in our dark and sinful way,
‘We humbly pray,
When we down horrig precipices run
With feet that thirst to be undone,
That this may be- our story. _

16 The Work;&ﬁf Henry Purceil, Vol. XXX, Sacfed Music,
Part VI, Songs and Vocal Ensemble Music,,edited by
Anthony Lewis and Nigel Fortune (London: Novello, and

~Lo. Ltd., 1965), pp. 223-229,
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How-long, great God

’

The Aspiration

" John Norris

.o
1}

How long, great GZd, how long must I
Immur'd in this d,rk~pn&son lie?

Where at the grates and avenues of sense

My soul must wateh to have Intelligence,

- Where but faint gleams of thee salute myc§ightg
Like doubtful moonshine in a cloudy night.

When shall I leave #his magic sphere

And be all mind, all eye, all ear?

How cold this clime! and yet my sense
Percelves ev'n here thy influence,

Ev'n here thy strong magnetic charms I feel,
And pant and tremble like the amorous steel;
To lower good, and beauties not divine,

~ Sometimes 'my erronegus needle does decline;
But yet, so strong ,ﬁe sympathy,

It>turns and points again to thee.

v 1

‘I long to - see this excellence.

Which at such distance stricks my semMrses—

My 'mpatient soul struggles,to disengage

Her wings from the confinement of her cage. .
Would'st thou, great love, this pris'ner once set free,
How would she hasten to be 1ink'd to thee. '
She'd for no angel's conduct stay,

But fly, and love on all the way.
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In the black, d%ﬁmal dhngeoh of Spair

In the black, dismal dunge

. Pin'd with a tormenting ca

Wrack'd with my fears,
Drown'd in my tears,

With dreadful expeq;ation
And certain horrid Judgeme
Lord, here I lie,

l.,ost to all hope of libert
hence never to remove

But by a miracle of Love,
Which I scarce dare hope ¢
Belng guilty of so long, s
Fool that T was, worthy of

William Fuller

on of Despair,
re, '

©

of my doom
nts soon to come,

Y

or, or expect,
0 great neglect.
sharper rod,

To slight thy courting, 0 my God!

For thou did'st WOO,; Intre
Did'sawbeg me to be happy

But I )ould not; I chése ¢
With ath, far far from t

But 1is'there no redemption
Jesu! 1s there no redempt
Thou sav'd'st a Magdalen,

is there no redemption, no
O Jesu! Thy mercy, Lord,

O give, 0 give me such a g
As: Peter had; thy sweet, k
Will change my heart, as i
Look on me, sweet Jesu, as
'Tis more than to create,

at and grieve,

and to live;

o dwell

hee, too near to Hell.
> ho relief?

ion, no relier?

a thierf,

relief?

once more advance,
lance

ind, chiding look

t did melt that rock;
thou did'st on him!
thus to redeem. )



o
Lord, what is man, lost man

s L : William Fuller

—

Lord,.what 1s man, lost man, that thou should'st be
So mindful of him, that the son of God B
Forsook his glory, his abode,

To become a poor, tormented man?

The deity was shrunk into a span,

And that for me, O wondrous love, for me.
Reveal, ye glorious spirits, when ye knew
The way the son of God took.to renew

Lost man, your vacant places to supply,
Blest spirits, tell,

Which did-excel, :

Which was more prevalent, , . /
Your joy or your astonishment, /
That man should be assum'd into the deify,
- That for a worm a God should die?

Oh! for a quill drawn from- your wing

To write the praises of th'eternal love,
Oh! for a voice like yours to sing

That anthem-here which once you ‘sung above.
Alleluia. :

.Now that the sun hath vell'd his light
V4 Evening Hymn '
William Fuller

J

Now that the sun hath veil'd his light

And bid the world good night,

To the soft bed my body I dispose,

But where shall my soul repose?

Dear God, even 1n thy arms, and can there be

Any so sweet security? -
Then to thy rest, O my soul, and, singing, praise
The mercy that prolongs thy days! ‘
Alleluia. L . :

+



Sleep, Adam, Sleep, énd take thy rest

v
v

Adam's Sleep

. ‘ Anonymous
~2

" Sleep, Adam, sleep, and take thy rest;
‘Let no sad thoughts possess thy breast;
But when thou wak'st, look yp, and see
What. thy creator hath done for thee:
A creature from thy side 1is ta'en,
Who t111 ‘thou wak'st she wants a name;
Flesh of thy flesh, bone of thy bone,
A mate most fit for thee alorne. ,
Wake, Adam, wake to embrace thy bride,
Who 1is newly risen from thy side; <
But in the midst’ of thy delights Beware
- Lest her enticéments prove thy snare.

Tell me; some pitying angel

 The Blessed Virgin's Expostulation;
" when our Saviour (at twelve years
of age) had withdrawn himself

Nahum Tate

Tell me, some pitying angel, quickly say,

Where does my soul's sweet darling stay, .

In tiger's or more cruel Herod's way? - SN
Ah! rather 1&t his little footsteps press
Unregarded through the-wilderness,

Where milder savages resort- ) ,
The desert's‘saﬁer than a tyrant's court.
Why, fairest object of my love, _

Why dost thou from my longing eyes remove?
Was it a waking dream that did foretell
Thy wondrous bdrth? no . vision from above?
Where's Gabriel now that visited my cel1?

I call !Gabriel!'; he comes not; flatt'ring hopes, farewellT

Me Judah's daughters once caress’'d,’
Call'd me of mothers the most bless'd;. :
Now (fatal change!) of méthers most distress'd. -
How shall my soul its motions guide, : '
How shall I stem the various tide, :
Whilst faith and doubt my lab'ring soul divide?
For whilst of thy dear sight beguil'd,

I trust the God, but oh! I fear the child.

94
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The earth trembled '

On Our Saviour's Passion

Francis Quarles

The earth trembled; and heav'n's clos'd ‘eye. .

Was loth to see the Lord of glory die: -~ .

The sky was clad 1in mourning, and the Sphere
Forgot their harmoby; the clouds dropp'd tears:
The'ambitious dead'arose to give him room;

And ev'ry grave did gape to be his tomb; :
Th"affrighted heav'ns sent down eleglous thunder;
The world's foundations loos'd to lose its founder;
Th'impatient temple -rent her vell 1In two,

To teach our hearts what our sad heart{s should do:
Can senseless things do thig, and shall not I : >
Melt one poor drop to see my Savious die?

Drill forth, my *tears; and trickle one by one,

Till you have pilerc'd this heart. of mine, this stone.

o

Thou wakeful shepherd

Morning Hymn

Williavaulleq

Thou wakeful shepherd, that does Israel keep,

Rais'd by thy goodness from the bed of sleep,

To thee I offer up this hymn ’

As'my best morning sacrifice;

May 1t be gracious in thine eyes

To raise me from the bed of sin.

‘And do I live to see another day? .

I vow, My God, henceforth to walk thy ways,

‘And sing thy praise -

All those few days,Thou shalt allow.

Could I redeem the time I have misspent . ?
In sinful merriment,

Could I untread

Those paths I led

I would so expiate each past offence{

That -ev'n from thence

The 1nnocent should wish themselves like me -

- When witp such crimes they such repentance see. \K

With joy I'd sing away my breath,
Yet who can die so to receiqsphis death?



With sick and famish'd eyes

(

Lonmging

»

George Herbert

" With sick and famish'd eyes, y
"With doubling knees and weary bonee

To thee my cries,

To thee my groans,

To thee my slgns. my tears ascend:

No end?

My thfoat, my soul is hoarse; :

My heart is wither'd 1like a ground

Which thou dost curse; ' "
My thoughts turn round

And make me giddy; Lord, I fall,

Yet call.

Bowels of pity, hear!
Lord of my soul;, love of my mind
Bow dowpn thine ear'
Let not thy wind
Scatter my words, and in the sdme
Thy name'! .
\ »
Look og‘my sorrows round
Mark well my furnace'! ndwhat flames,
What heats abound! ‘
What griefs, what shames!
Consider, Lord; Lord, bow thine ear;.
And hear!

Lord Jesu, thou didst bow

Thy dying head upon the tree;

O be not now

More dead to me!

Lord, hear! shall be that made_the ear
Not hear? N\

Behold! thy dust doth stir,

It moves, it creeps to thee,

Do not defer o

To succour me,

Thy pile of dust wherein each crumb
Says 'Come'. P

My. love, my sweetness, hear!

By these thy feet, at which my heart

Lies all the year,

Pluck out thy dart,

And heal my troubled breast, which cries,
Which dies.

v
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VII APPENDIX B: BRIEF BIOGRAPHIES OF THE .POETS

Fuller, Dr. William (1608;1675)

® A friend of the writer Samuel Pepys, Fuller
became dean of St. Patrick's in 1660, bishop of Limerick
in 1663, and bishop of Lincoln 1in 1667, a post which he
held until his death at the age of 67.
Dr. Fuller is reSponsible for these four poems

used by Purcell in the sac;ed songs:

"In the black, dismal dungeon of Despalr"

“Lord, what 1s man, lost man"
"Now that the sun hath veil'd his. light"

and

"Thou wakeful shepherd"

Herbert, George (1593-~1633) -

The son of a noble family frgm Montgomery,'Wales,_

I [ )
Herbert attended Weltminster-School as a king's scholar

from the age of twelve. He conéinded his education at
Trinity College, Cambridge, where he graduated‘and was \\
appointed a fellow in 1616. He became public orator of
Cambridge Univérsity in 1619. Afker taking holy orders

in 1625, he was attached to Lincoln Cathedral before

being inducted in 1630 to the 1living of Bemerton, near
Salisbury, Wiltshire, where he died of consunption three
years later. One hundred sixty of his religious poems

containing ingenious imagery were published in 1633 in a‘

97
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collected work entitled The.Temple.. He 1s also kno%n for
: P4

his prose works A Priest to the Temple and The,quntrx‘

# \\ >

Parson, which are pious rulebooks for coun%fy clergy A
T “ :’~’~~7~"§ \4\}1)«} 4

}lf‘

| . W
in 187 I. ) \\‘\< ; \\‘};
Gedrge Herbert -3 repréSented in this study by

4

his poem, "With sick and famish'd eyes."

Norrils, John (f657—1711) : \« N ’

Norris was educated at Winchester College and
Exeter College, Oxford, before becoming a fellow of All
Souls College Oxford, in 1680. He moved witk his wife
and family to the country parish of. Newton .St. Loe 1in 1689,
and” two years later was appointed the incumbent of the

wWell-endowed parish of Bemerton, near Salisbury, where he &

,

. / A
remained ‘for the rest of his life. A Puritan who nonetheless

upheld the established church, Norris was a prolific writer
of religions discourses and a renowned poet. Something of
‘a religious philosopher, Norris believed ".”. . that our
perception of the e€xternal world is é perception,of idesas,
and that these .1deas are the Divine ideas, an element 1in

17

the- Divine nature," /-- a'spiritual interpretation of ~/ ’

17 Article, "Norris; John," in The Oxford Companion
to English Literature (2nd edn., edited by Sir Paul
‘Harvey., 1945) p. 556. ‘

3y



rd

Cartesianism. He 1s remembered mainly for his Essay

" towards the Theory of an Ideal and Intelligihle World,
(1701-17047),

. -

Mr. Norrls wrote the poem, "How long, great God.'

Quaﬁles, Francis (1592-1644 ‘ «

Born neér Romford,“Esséx, and educated at Christ;s
College, Cambridge and Lincoln's Inﬁ, Quarles was a defender
of Ch?rIeS'I‘in’written pamphlets, which led durling the Civil
War td'the seizure of his property and” the déstruction of his

manuscripts. His most g@markable work 1s Emblems, published

in 1635, and he 1is also known. for his Feast of Wormes (1620),
based on the book of Jonah. Dr. Grosart edited a complete

K} ‘ . ’ »
. collectlon of Quaples' works in 1874. .

'

.t The poem "The earth trembled," 1s Quarles’

contribution to the sacred song texts.

Tate, Nahum (1652-1715) R S

e

A near tontemporary of Henry Purcellg’fgte was

born probably ir L(re.and and educated at Trinity College,
Dublin, where he <rajuated in 1672. During his 1ifetime,"
he‘was the’author of more than one hundred books, his first
poetry being ﬁﬁbiished in 1676, and he was well:known for

his adaptation of Shakespeare's plays. Tate 1s remembered

in the musical world pr;mérily as thé'librettist for/éurcell's

¢ .
only opera, Dido and Aeneas. He also collaborated wilth

>

Purcell in Elegy for John Playford (f6§7), and Purcell set

—~ to music his Ode to Centenary of Trinity College (1694).

T t
~2
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\ .
In 1692, he was -appointed poet laureate and in 1696, with

Nicholas Brady, he puhlished the_familiar metrical versidon

Fa

of &he psalms, nevising 1t in 1638. His Elegies were
published in 1699. Tate is also known for being ridiculed
by Alexander Pope 1in the satirical poem the "Dunciad." He
ﬂdied In London in 1715, and was buried in St. George's

Church, Solthwark.

Tate's poetry formed .some of the best material
which Purcell set to music Among the most notable
dramatic poems is "Tell me, some pitying angel," which

forms the text for Purcell's most famous sacred song of

~

theksame name.

Taylor, Dr. Jeremy (1613-1667)

Born and educated in Cambridge, Taylpr- attended

Gonville and tafus College, where he became a fellow. He
. ~ ’,'
was ordained in 1633, and as a breacher, he attracted the
o
attention of Laud, archbishop of Canterbury, who sent him

to Oxford where he was appointed a fellow of All Souls
College in 1636. He became rector of Uppingham in l638

but lost his living in l6NU doubtless owing to his previous
association/éﬁ—chapTlin to Laud and Charles .I. He was

t.

captured by the Parliamentarians in- 1645 during the

X
Royalist defeat. at Cardigan. After the Civil War ended

he retired to Golden Grove, Carmarthenshire .Where most of
his works were written. Following the Restoration in 1660

o

he became a member of the Irish Privy Councilias bishop of



}l6il).

Déﬁn and Conndf and, later, Dromore, where he was buried-

Y

in his cathedral after his death at” Lishurn. His style

- 1s famous for 1ts "combined simplicity and splendour,"l8

as exemplified by his Holy Living amd Holy Dying (1650-

‘ . _ .
Jeremy Taylor's poem in this study forms the\

‘text for Full of wrath, his threat'ning breath.

;8 A}ticle, "Taylor; Jeremy," in The Oxford Compandon
to English Literature (2nd edn., edited by Sir Paul
Harvey, 19145), p.-767. o
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