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Abstract  
 
This practice-led study contributes to interdisciplinary Purcell scholarship with an 

investigation of the composer’s secular songs for solo voice through the interpretative 

frameworks of historically informed performance practice and postmodern gender theory. I 

conduct thorough analyses of pieces in order to analyse and amplify multivalent song texts as 

well as scrutinise performance choices that have arisen from the interpretation of Purcell’s 

notation. Through critical self-reflection, I highlight my stylistic influences and text-led 

treatment of Restoration continuo songs amid a broad vocal repertoire in the portfolio† 

featuring performances spanning the Renaissance to contemporary Australian.  

 
Close readings of interpretative connections between poetry and notation serve as the 

rationale behind my analyses and creative portfolio, culminating in what I perceive as 

comprehensive and meaningful engagement with this song collection in both theoretical and 

performative realms. While my vocal craft is grounded in historical enquiry, I also introduce 

alternative readings of historical issues through consultation with both secondary literature 

and late seventeenth-century sociocultural discourses to problematise narrative threads and 

character actions. The more imaginative analyses form associations between scores and 

broader conceptual topics as the basis for novel—even ‘rebellious’—re-interpretations of 

poetic themes. Such readings stem from my own practice and thinking as a musician.   

 
Purcell’s domestic songs are typically overshadowed by widespread scholarly interest in 

the composer’s larger theatrical works. This study, therefore, extends and refines the 

interdisciplinary work featured in tercentennial research associated with Purcell and re-

assesses the repertoire through a new categorisation of poetic themes. I seek to assist 

vocalists in their navigation of this collection by documenting my readings through an 

autoethnographic lens and call attention to the interpretative freedoms inherent in Purcell’s 

under-prescriptive notation. From the perspective of a singer, these are the creative 

interpretations that I ‘unleash’ upon the secular solo songs.  

 
 
 
 
 
† See the ‘Preface’ to the Creative Works Folio (Appendix 4) on p.284–6 for a description of the form 
and presentation of the creative material. Access media files (.mp3 and .mp4) from the University of 
Melbourne repository (Minerva Access). Note that score excerpts (.pdf) are redacted.  
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• Note values, pitches, thoroughbass symbols, repeats, ties, slurs, beaming, fermatas, song 

titles, single words, text underlay, and punctuation sometimes differ between the primary 

source and critical edition, for which I typically follow the appearance of the original; 

• New scores display the song title, subtitle or alternative title (if applicable), key (if 

applicable), composer name, and poet name (if applicable); however, I omit the composer 

dates, poet dates (if applicable), and Zimmerman catalogue number to maintain an 

uncluttered visual appearance;  

• I have removed most editorial suggestions from the Purcell Society critical editions, such 

as, figured bass realisations, dynamic markings, and indications of tempo relations; note 

that a keyboard realisation or editorial suggestion is only retained if pertinent to the 

analysis;   

• My musical examples and scores show the first full bar as ‘bar 1’ in contrast to the 

practice followed in volume 25 of The Works of Henry Purcell in which an opening 

anacrusis is treated as a bar of its own; bar discrepancies between versions are detailed in 

the footnotes as required; 

• Clefs, key signatures, and time signatures are modernised;  

• In the modernised scores, an accidental shall hold for the remainder of that measure;  
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• If the primary source shows only one fermata above the final note of the vocal line, a 
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• Short repeats are notated in full where space permits;  
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• Section labels are added to most scores to clarify the corresponding analyses;  

• I identify section breaks, verse numbers, character names, score reductions, and other 

supplementary information in musical examples;  

• For the transcription of performance choices, I typically annotate scores with phrasing 

marks and ornamentation, alter printed note values and text underlay, and represent vowel 

sounds through International Phonetic Alphabet (IPA) broad transcriptions; 

• Musical examples shall follow the key of the score for sound recordings of a different 

key;  

• My scores retain probable errors found in the primary sources; for example, the name 

‘Acmelia’ from ‘When my Acmelia smiles’ Z.434 (Score 4.3) is not changed to 

‘Aemelia’; similarly, one bar of ‘What a sad fate is mine’ (Version A) Z.428A (Score 2.1) 

is omitted to mirror a missing bar of the original;  

• I identify and correct potential typesetting errors discovered in the Purcell Society 

editions.  
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Introduction  
 
Purcell Scholarship: The State of the Field  
 
In and around 1995, a wealth of literature on the life and times of Henry Purcell (1659–1695) 

appeared in recognition of the tercentenary of the composer’s death.1 Purcell scholarship has 

diversified beyond biographical studies in recent decades thanks to the methodological 

foundations established through classic research contributions: Jack A. Westrup’s Purcell 

biography from the early twentieth century, Franklin B. Zimmerman’s thematic catalogue, 

and Margaret Laurie’s contributions to the Purcell Society are particularly responsible for 

Purcell’s canonic status.2  

 
Peter Holman’s Henry Purcell, Margaret Campbell’s Henry Purcell: Glory of His Age, 

and Jonathan Keates’ Purcell: A Biography contribute to our knowledge of the composer’s 

public and private life—a sample of the numerous biographical accounts from around the 

tercentenary year.3 Studies from recent times venture beyond composer-focused texts to 

explore Purcell’s music within the context of London’s music culture at the dawn of the 

eighteenth century, suitable models of compositional analysis for late seventeenth-century 

works, matters of early music performance practice, reception studies, and character critiques 

through a gender and sexuality lens.4 Purcell Studies (edited by Curtis Price) and The Purcell 

Companion (edited by Michael Burden) highlight the collective efforts of Purcellians to mark 

the tercentenary year through a plethora of scholarly contributions.5 Robert Thompson’s The 

 
1 Read Rebecca Herissone, ‘Introduction’, in The Ashgate Research Companion to Henry Purcell, ed. Rebecca 
Herissone (Farnham: Ashgate, 2012), 1–4 on major scholarly contributions and research directions from the 
time of the tercentenary onwards.   
2 Jack A. Westrup, Purcell, 6th ed., The Master Musicians (Oxford: Oxford University Press, 1995); Franklin B. 
Zimmerman, Henry Purcell, 1659–1695: An Analytical Catalogue of his Music (London: Macmillan, 1963), 
especially the sections ‘Solo Songs’ and ‘Solo Songs with Chorus’ (Secular Vocal Works) from p.178–214 for 
entries of all domestic secular songs consulted for this study between Z.351 and Z.473.  
3 Peter Holman, Henry Purcell, Oxford Studies of Composers (Oxford: Oxford University Press, 1994), 
particularly the chapter titled ‘Domestic Vocal Music’ from p.23–59; Margaret Campbell, Henry Purcell: Glory 
of His Age (London: Hutchinson, 1993); Jonathan Keates, Purcell: A Biography (London: Chatto & Windus, 
1995). 
4 In the preface to Musical Creativity in Restoration England, Herissone highlights the departure from 
‘composer-centred analyses … in favour of an approach that places individuals within the institutions and 
cultures in which they trained and worked’, refer to Rebecca Herissone, Musical Creativity in Restoration 
England (New York: Cambridge University Press, 2013), xviii; On developing a suitable analytical model for 
seventeenth-century music, read Susan McClary, Desire and Pleasure in Seventeenth-Century Music (Berkeley: 
University of California Press, 2012), 1–17.  
5 Curtis Price, ed., Purcell Studies (Cambridge: Cambridge University Press, 1995); Michael Burden, ed., The 
Purcell Companion (London: Faber, 1995).   
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Glory of the Temple and the Stage: Henry Purcell, 1659–1695 and Robert King’s Henry 

Purcell: A Greater Musical Genius England Never Had, on the other hand, show the spread 

of the tercentenary celebrations to a wider demographic.6   

 
Purcell scholarship has continued to move in new directions since the millennium.7 The 

Ashgate Research Companion to Henry Purcell (hereafter Ashgate Companion) calls 

attention to current investigative threads, gaps in the scholarly literature, and the uptake of an 

interdisciplinary methodology.8 Discussions in this text will, no doubt, equip scholars with 

fresh lines of enquiry over the coming years. 

 
Several chapters in Ashgate Companion further the discourse around Purcell’s vocal 

repertoire, early music performance practice, late seventeenth-century English musical 

culture, and gender ‘performativity’ of character roles.9 Stephen Rose’s chapter ‘Performance 

Practices’, for instance, delves into matters of pitch standards, voice types, metre and tempo, 

ornamentation, and continuo practices for the composer’s vocal and instrumental genres, 

extending upon discussion points in Andrew Parrott’s tercentennial ‘Performing Purcell’.10  

 
Andrew R. Walking’s chapter ‘Politics, Occasions and Texts’, meanwhile, identifies 

plausible political meanings across Purcell’s extensive vocal repertoire of anthems, odes, 

theatre tunes, domestic songs, and catches.11 A search for potential ‘loyalist’ allegories in the 

‘sadly overlooked genre’ of the catch affords a further perspective beyond the scrutiny of 

often obscene texts of these rather ‘short, succinct’ works.12 Indeed, Walking demonstrates 

 
6 Robert Thompson, The Glory of the Temple and the Stage: Henry Purcell, 1659–1695 (London: British 
Library, 1995); Robert King, Henry Purcell: A Greater Musical Genius England Never Had (London: Thames 
& Hudson, 1994). 
7 Herissone contends that ‘Purcell scholarship has profited greatly from [a] broadening of approaches’, see 
Herissone, ‘Introduction’, 4–5. 
8 Rebecca Herissone, ed., The Ashgate Research Companion to Henry Purcell (Farnham: Ashgate, 2012); 
Consult Herissone, ‘Introduction’, 6–11 for outlines to chapters within Ashgate Companion.   
9 Refer to Judith Butler, ‘Gender as Performance’, in A Critical Sense: Interviews with Intellectuals, ed. Peter 
Osborne (New York: Routledge, 1996), 109–25, particularly p.111–2 for clarification from Butler on what is 
meant by gender ‘performativity’. 
10 Stephen Rose, ‘Performance Practices’, in The Ashgate Research Companion to Henry Purcell, ed. Rebecca 
Herissone (Farnham: Ashgate, 2012), 115–64; Andrew Parrott, ‘Performing Purcell’, in The Purcell 
Companion, ed. Michael Burden (London: Faber, 1995), 387–429.   
11 Andrew R. Walking, ‘Politics, Occasions and Texts’, in The Ashgate Research Companion to Henry Purcell, 
ed. Rebecca Herissone (Farnham: Ashgate, 2012), 201–67.  
12 Walking, ‘Politics, Occasions and Texts’, 241. Walking suspects that although ‘[t]he greater part of [the 
catches] offer a mad romp through the subjects of drinking, sex and scatology’, some might harbour ‘political 
concerns’, refer to p.230. 
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that away from the contextual buttress illuminating creative practices in the Restoration 

theatre, the dissection of texts and subtexts can serve as an inroad to examining Purcell’s 

under-represented vocal works.   

 
Linda Phyllis Austern likewise probes the late seventeenth-century catches under a 

sociocultural framework, arguing that the act of men collectively piecing together and singing 

interlocking parts would have validated their rational ‘manhood’ within homosocial spaces 

such as that of the tavern.13 From Austern’s investigation, it would appear that the 

intersection of song meaning and gender performativity can provide yet another suitable 

avenue for scrutinising songs of various public and domestic spaces away from the stage.  

 
Andrew Pinnock’s ‘Theatre Culture’ in Ashgate Companion aligns with a considerable 

body of literature on the ‘cultural institution’ of the Restoration theatre.14 Extra-musical 

insights to this ‘bawdy’ environment might help to contextualise Purcell’s creative output for 

a public performance space located at a distance from the aesthetics of the church and court.15 

Retrospectively, the late seventeenth-century theatre has emerged as an ideal platform upon 

which to problematise ‘normative’ and ‘nonconformist’ gendered character roles and evaluate 

the agency of actresses of this period in their visible mode(s) of ‘public work’.16  

 
Amanda Eubanks Winkler’s contributions similarly traverse the territory of Restoration 

sociocultural discourse and Purcell’s stage works; her scrutiny of ‘disorderly’ mad and 

melancholic characters signal a departure from the ‘endless concord’ of organised sound 

 
13 Linda Phyllis Austern, ‘Music and Manly Wit in Seventeenth-Century England: The Case of the Catch’, in 
Concepts of Creativity in Seventeenth-Century England, eds. Rebecca Herissone and Alan Howard 
(Woodbridge: Boydell, 2013), 281–308. Austern notes that ‘the deceptively humble and often-neglected catch 
brings together several notions of early modern masculinity and what today would be considered creativity’, 
read p.282.   
14 Andrew Pinnock, ‘Theatre Culture’, in The Ashgate Research Companion to Henry Purcell, ed. Rebecca 
Herissone (Farnham: Ashgate, 2012), 165–99; Other key texts concerning the theatre music include: Robert 
Etheridge Moore, Henry Purcell and the Restoration Theatre (Westport: Greenwood, [1927] 1971); Curtis 
Price, Henry Purcell and the London Stage (Cambridge: Cambridge University Press, [1984] 2009), particularly 
the section ‘Plays with Music’ on p.7–11; Colin Timms and Bruce Wood, eds., Music in the London Theatre 
from Purcell to Handel (Cambridge: Cambridge University Press, 2017).  
15 Pinnock, ‘Theatre Culture’, 165–6.  
16 Read Linda Phyllis Austern, ‘“No Women are Indeed”: The Boy Actor as Vocal Seductress in Late Sixteenth- 
and Early Seventeenth-Century English Drama’, in Embodied Voices: Representing Female Vocality in Western 
Culture, eds. Leslie C. Dunn and Nancy A. Jones (Cambridge: Cambridge University Press, 1994), 83–102 for a 
further example regarding the adherence and contestation of gender norms on the Restoration stage; Kirsten 
Pullen, Actresses and Whores: On Stage and in Society (Cambridge: Cambridge University Press, 2005), 22–54. 
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which adorned the so-called ‘ringing island’.17 In unpacking the gendered responses of 

characters to lovesickness, Winkler carves out a space ‘in Purcell scholarship [that] has only 

recently begun to be explored’.18 Not only is this the case with respect to Purcell’s incidental 

music, but applies to the entire vocal corpus which, as exemplified by Walking and Austern’s 

studies of non-theatrical genres, can broaden the field moving forward.  

 
Olive Baldwin and Thelma Wilson afford a different slant on the workings of the 

Restoration theatre through their research on the identities of Purcell’s stage singers.19 Based 

on stock character roles and associated musical items for a singer known only as ‘Mrs 

Ayliff’, it is suggested that ‘she must … have had sufficient personality and stage presence to 

hold the potentially rowdy theatre audience’.20 Baldwin and Wilson note that ‘Mrs Ayliff was 

the finest singer with whom Purcell worked in the theatre and it is impossible not to speculate 

whether some of the other big soprano pieces he composed at this time were not written with 

her voice in mind’.21 Perhaps this insight offers clarification on the varying difficulty of 

Purcell’s theatre solos, and by extension, the generally lower technical skill required to learn 

the composer’s non-theatrical works within domestic song anthologies.22  

 
Sticking with the theatre, and Baldwin and Wilson, in their profiling of singing actor 

William Mountfort as ‘a star of the [United] company’, indicate that this individual tended to 

be supplied with animated musical selections requiring ‘an actor’s approach and a dramatic 

 
17 Read Amanda Eubanks Winkler, ‘Society and Disorder’, in The Ashgate Research Companion to Henry 
Purcell, ed. Rebecca Herissone (Farnham: Ashgate, 2012), 269–302; Also consult Amanda Eubanks Winkler, O 
Let Us Howle Some Heavy Note: Music for Witches, the Melancholic, and the Mad on the Seventeenth-Century 
English Stage (Bloomington: Indiana University Press, 2006); The words ‘endless concord’ are taken from the 
middle section of William Croft’s sacred solo song ‘A Hymn on Divine Music’ for which there is a rendition in 
Appendix 4: Creative Works Folio as Item 1.7; The expression ‘ringing island’, meanwhile, comes from the title 
of the introductory chapter of Christopher W. Marsh, Music and Society in Early Modern England (New York: 
Cambridge University Press, 2010), 1–31.  
18 Winkler, ‘Society and Disorder’, 271. 
19 Olive Baldwin and Thelma Wilson, ‘Purcell’s Sopranos’, Musical Times 123, no.1675 (September 1982): 
602–9; Olive Baldwin and Thelma Wilson, ‘Purcell’s Stage Singers’, in Performing the Music of Henry Purcell, 
ed. Michael Burden (Oxford: Clarendon, 1996), 105–29; Biographies for a handful of the singing actors 
examined by Baldwin and Wilson are available in Philip H. Highfill, Kalman A. Burnim, and Edward A. 
Langhans, A Biographical Dictionary of Actors, Actresses, Musicians, Dancers, Managers and Other Stage 
Personnel in London, 1660–1800, vols.1, 2, 3, 4, 8 & 10 (Carbondale: Southern Illinois University Press, 1973). 
20 Baldwin and Wilson, ‘Purcell’s Sopranos’, 603. 
21 ibid., 605.  
22 See Rebecca Herissone, ‘Playford, Purcell, and the Functions of Music Publishing in Restoration England’, 
Journal of the American Musicological Society 63, no.2 (Summer 2010): 262, 
<https://doi.org/10.1525/jams.2010.63.2.243>. Also read the section ‘Publishing Opera Scores’ from p.263–77 
on the publication of public theatre songs for domestic use.   
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context’.23 Mountfort is known to have performed the role of a lovesick mad Lyonel in 

Thomas D’Urfey’s 1688 comedy A Fool’s Preferment for which Purcell’s musical 

interjections, ‘I’ll mount to yon blue cœlum’ (Act 3) and the stylistically similar ‘I’ll sail 

upon the dog-star’ (Act 4), perhaps warranted a valiant ‘roar’ of animalistic masculine 

strength to curb the lovesick malady.24  

 
Winkler seems to interpret Lyonel’s actions quite differently, arguing that ‘in order [for 

Lyonel] to be legibly lovesick, he must be less than a man’.25 Symptoms of ‘erotomania’ in 

women may have served as evidence of their inherent irrationality; for a man like Lyonel, at 

the opposite extreme, the troubling affliction of lovesickness might render him a token of 

‘questionable masculinity’.26 Here, knowledge of D’Urfey’s play script and Purcell’s singing 

actors support analyses of poetic, compositional, and presentational layers of theatre songs. 

The common themes of unrequited love and ‘erotomania’, of course, materialise elsewhere in 

the composer’s extensive vocal output; however, creative readings of characters, themes, and 

notation might be summoned to supplement what is often limited surrounding contextual 

information.     

 
Baldwin and Wilson’s scrutiny of the professional lives of Purcell’s singing actors bolsters 

ongoing points of speculation surrounding the composer’s biography. Indeed, Zimmerman 

writes in Henry Purcell, 1659–1695: His Life and Times that ‘verifiable data relate only to 

the official actions [Purcell] undertook, whereby [the composer] emerges as a flat, two-

dimensional figure’.27 Such a position is echoed by Robert Shay and Robert Thompson to 

oversee their meticulous examination of Purcell’s autograph manuscripts, arguing, ‘[a]gainst 

the background of [Purcell’s] anonymity, the man himself often emerges more clearly from 

the music manuscripts than from any other kind of material’.28 This is particularly true of the 

 
23 Baldwin and Wilson, ‘Purcell’s Stage Singers’, 108.  
24 A character analysis of Lyonel is available within the section ‘A Different Occasion: Lyonel in A Fool’s 
Preferment’ in Ester Lebedinski, ‘Music for the Mad: A Study of the Madness in Purcell’s Mad Songs’ (PhD 
diss., Uppsala University, 2009), DiVA (diva2:418901), 46–52, <http://www.diva-
portal.org/smash/get/diva2:418901/FULLTEXT01>. 
25 Winkler, O Let Us Howle Some Heavy Note, 152. 
26 ibid., 151.  
27 Franklin B. Zimmerman, Henry Purcell, 1659–1695: His Life and Times, 2nd rev. ed. (University of 
Pennsylvania Press, 1983), xvii.   
28 Robert Shay and Robert Thompson, Purcell Manuscripts: The Principal Musical Sources (Cambridge: 
Cambridge University Press, 2000), 1.  
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composer’s secular and devotional songs for private use which offer one of quite few 

glimpses into domestic music-making in Restoration England.29    

 
Shay and Thompson’s ‘forensic’ scrutiny of the physical ‘composition’ of Purcell’s 

autographs, from their paper characteristics to changes in the musician’s handwriting across 

his relatively short yet active working life, might be regarded a ‘close reading’.30 From my 

survey of tercentennial and slightly more recent scholarship on Purcell, I have found that the 

strategy of a ‘close reading’ is discoverable in various pockets of the literature. Indeed, 

another example is Alan Howard’s multifaceted study of possible sensual meaning in 

Purcell’s soprano duet ‘O dive custos Auriacæ domus’ Z.504 for which the Latin text setting, 

intertwining vocal lines, iconography of ‘erotic appeal’, and symbolic linkage of lament with 

the feminine collectively unpack the mutuality of lament and the erotic.31  

 
Martin Adams, in his tercentennial contribution Henry Purcell: The Origins and 

Development of his Musical Style, conducts exhaustive musical analyses—or ‘close 

readings’—spanning the composer’s vocal and instrumental genres.32 To scrutinise Purcell’s 

compositional practice, Adams draws attention to the influence of foreign stylistic practices, 

treatment of musical elements on surface and structural levels, notational decisions in answer 

to keywords or poetic concepts, and mastery of compositional techniques handed down by 

the previous generation of music makers. 

 
Given the scarcity of primary source materials, close and perceptive readings have 

benefitted the intersecting discipline-specific demands of compositional analysis, 

sociocultural insight, and the development of a biographical profile for this ‘Master 

Musician’.33 Cheryll Duncan’s recent journal articles, for instance, might also be labelled a 

 
29 See Linda Phyllis Austern, ‘Domestic Song and the Circulation of Masculine Social Energy in Early Modern 
England’, in Gender and Song in Early Modern England, eds. Leslie C. Dunn and Katherine R. Larson 
(Farnham: Ashgate, 2014), 123–38.  
30 Herissone praises Shay and Thompson’s thoroughness, writing, ‘[w]hat makes their work stand out is the 
tremendous attention to detail, which, though at times bordering on the pedantic, makes their conclusions 
thoroughly convincing’, access Rebecca Herissone, ‘Purcell Manuscripts: The Principal Sources. By Robert 
Shay and Robert Thompson. Cambridge: Cambridge University Press, 2000’, Journal of Seventeenth-Century 
Music 7, no.1 (2001), <https://sscm-jscm.org/v7/no1/herissone.html>. 
31 Alan Howard, ‘Eroticized Mourning in Henry Purcell’s Elegy for Mary II, O dive custos’, in Eroticism in 
Early Modern Music, eds. Bonnie J. Blackburn and Laurie Stras (Farnham: Ashgate, 2015), 261–98. 
32 Martin Adams, Henry Purcell: The Origins and Development of his Musical Style (Cambridge: Cambridge 
University Press, 1995), especially ‘Part One: Stylistic Development and Influences’ from p.3–86.   
33 Jack A. Westrup, Purcell, 1st ed., The Master Musicians (London: J.M. Dent, 1937).  
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‘close reading’ in search of an image of Purcell that exhibits depth and contrast of character.34 

Consider Duncan’s translation of legal documents in Latin from The Court of King’s Bench 

in which it is found that the musician recovered money owed to him through the courts.35 

Granted that a biographical sketch of Purcell is somewhat inconclusive, Duncan’s discovery 

lends support to a theory that the composer’s family fell into unfavourable financial 

circumstances in the 1690s following the changeability of employment prospects for court 

musicians around this time.36  

 
For a study of the frontispiece to the Sonnata’s of III Parts, meanwhile, Duncan argues 

that Purcell’s upmarket and fashionable attire would almost certainly have made for a 

statement of self-promotion for the intended buyers in the early stages of his career.37 Perhaps 

the above findings would pale into insignificance if Purcell’s biography proved to be more 

concrete; however, Duncan’s painstaking search and scrutiny of primary sources exemplifies 

a methodology that compensates for ‘the failure of traditional musicology by and large to 

illuminate Purcell the man’.38     

 
In recent times, two further investigative trends have afforded new perspectives on 

Purcell’s vocal works: First, the ‘queering’ of chiefly female characters and themes. Second, 

the emergence of a practice-based methodology.39 As an inroad to this interpretative territory, 

consider Winkler’s reading of Aeneas from the opera Dido and Aeneas Z.626 who, in the 

shadow of a matriarchal and perhaps even solipsistic Dido, seems like a weak figure that 

lacks what we might today recognise as the confidence and aggression of a heroic male 

identity.40 In absence of ‘The Patriarchy’, three highly visible female roles—namely, Dido, 

Belinda, and the Sorceress—power the storyline forward. If Mad Bess shrieks before 

 
34 On this matter, read Curtis Price, ‘In Search of Purcell’s Character’, in Purcell Studies, ed. Curtis Price 
(Cambridge: Cambridge University Press, 1995), 1–5.  
35 Cheryll Duncan, ‘New Purcell Documents from the Court of King’s Bench’, Royal Musical Association 
Research Chronicle 47, no.1 (2016): 2–3, <https://doi.org/10.1080/14723808.2015.1129155>. The Latin texts 
and Duncan’s translations are available from p.17–23.    
36 Duncan, ‘New Purcell Documents from the Court of King’s Bench’, 14–6.   
37 Cheryll Duncan, ‘Henry Purcell and the Construction of Identity: Iconography, Heraldry and the Sonnata’s of 
III Parts (1683)’, Early Music 44, no.2 (May 2016): 271–88, <https://doi.org/10.1093/em/caw031>; Henry 
Purcell, Sonnata’s of III Parts: Two Violins and Basse (London, 1683), n.p. (frontispiece), 
<http://conquest.imslp.info/files/imglnks/usimg/9/92/IMSLP279006-PMLP85673-sonatas_of_3_parts2.pdf>. 
View the frontispiece on p.3 of the .pdf booklet.  
38 Duncan, ‘Henry Purcell and the Construction of Identity’, 1. 
39 Refer to Suzanne G. Cusick, ‘Performance as Research’, in Music Research: New Directions for a New 
Century, eds. Michael Ewans, Rosalind Halton, and John Phillips (London: Cambridge Scholars, 2004), 137–55.  
40 Read the section titled ‘Lovesick Aeneas?’ in Winkler, O Let Us Howle Some Heavy Note, 139–42.    
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Bethlam Hospital as the typical madwoman, then surely Dido graces the shores of Carthage 

as an icon of female lament.41 Unlike Aeneas—her ‘Royal Guest’—committed to the façade 

of emotional restraint, Dido yields to her fate through suicide as an irrational yet ultimately 

most ‘welcome guest’.42  

 
Predicated on a perception of feminine ‘excess’ in Dido, Judith A. Peraino constructs a 

‘rebellious’ interpretation of the opera’s female character attributes, decisions, and 

interactions.43 Peraino argues that this opera’s overall impression of nonconformity, 

detectable through the sweep of feminine identities, fragile male characters, and brevity of 

narrative, ‘cut against the grain of contemporary critical and social attitudes’, thus, being 

relatable for the ‘present-day lesbian audience’.44 Is Dido’s swan song an incarnation of the 

‘female Orpheus’ which, in its unbridled emotional display and disregard for society’s 

expectations, prepares a clear passage to the underworld?45  

 
For Winkler, Peraino’s suggestion that the opera’s eccentricities might have championed a 

homosocial air at Josias Priest’s boarding school is ‘deeply flawed’; however, I believe that 

broader questions around character interpretation and realisation show Peraino’s work to be 

more than simply ‘adventurous’.46 After all, it ought to be remembered that Peraino 

 
41 Dolly MacKinnon has performed a study on the character ‘Mad Bess’, read Dolly MacKinnon, ‘“Poor 
Senseless Bess, Clothed in her Rags and Folly”: Early Modern Women, Madness, and Song in Seventeenth-
Century England’, Parergon 18, no.3 (2001): 119–51; Winkler, O Let Us Howle Some Heavy Note, 14. Winkler 
contends that Dido ‘exhibits the typical musical and dramatic symptoms of lovesickness’; Also read Ellen T. 
Harris, Henry Purcell’s Dido and Aeneas (Oxford: Clarendon, [1987] 1989), 17, 78 on Dido’s demise.   
42 Price, Henry Purcell and the London Stage, 23. Price notes that G minor ‘seems to have had a traditional 
association with death … [and] came to symbolize the grave, the lowest point to which all must sink’—perhaps 
then unsurprisingly the key of Dido’s swan song. 
43 Judith A. Peraino, ‘I Am an Opera: Identifying with Henry Purcell’s Dido and Aeneas’, in En Travesti: 
Women, Gender Subversion, Opera, eds. Corinne E. Blackmer and Patricia Juliana Smith (New York: Columbia 
University Press, 1995), 99–131.  
44 Peraino, ‘I Am an Opera’, 104.  
45 Principal materials consulted for this study on sensual pleasure, same-sex erotics, empowerment, and mythical 
discourse around female ‘vocality’ include: Judith A. Peraino, Listening to the Sirens: Musical Technologies of 
Queer Identity from Homer to Hedwig (Berkeley: University of California Press, 2006), especially ‘Songs of the 
Sirens: Desire’ (Chapter 1) from p.11–67; Roland Barthes, The Pleasure of the Text, trans. Richard Miller (New 
York: Hill & Wang, 1975), 19–22; Linda Phyllis Austern, ‘“Teach Me to Heare Mermaides Singing”: 
Embodiments of (Acoustic) Pleasure and Danger in the Modern West’, in Music of the Sirens, eds. Linda Phyllis 
Austern and Inna Naroditskaya (Bloomington: Indiana University Press, 2006), 52–104.  
46 Refer to Winkler, ‘Society and Disorder’, 279–80 for Winkler’s criticism around Peraino’s lesbian reading of 
Dido and Aeneas; Burden shares Winkler’s concerns, writing, ‘I confess I find Peraino’s article wrong-headed’, 
especially with regard to the suggestion of same-sex erotics in the Chelsea boarding school for girls, read 
endnotes no.9 and no.10 in Michael Burden, ‘“Great Minds against Themselves Conspire”: Purcell’s Dido as a 
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introduces her self-identification with characters and themes as ‘rebellious’ in a deliberate 

departure from historically grounded enquiry. The theorisation of a sadomasochistic dynamic 

at play between Dido and the Sorceress might, for instance, influence potential staging 

decisions and character portrayals, or perhaps nuance the literary discourse around their 

symbolic and literal interactions.47 In my estimation, this chapter affords a taste of ‘radical’ 

Purcell scholarship; the possibility for imaginative transformation of characters and themes, 

on the part of the interpreter and in search of contemporary self-identification, is something 

for which there is room to ‘sing on’.  

 
And ‘sing on’ it does: the re-interpretation of Dido shifts from a theoretical space into the 

performance realm during a 2016 collaboration between King’s College London Department 

of Music and opera company Helios Collective for the staging of a novel queer narrative 

titled ‘Dido & Belinda’.48 In a departure from the familiar Aeneid legend, the two main 

characters—the Queen of Carthage, Dido, and her companion, First Woman, Belinda—seek 

to affirm their love for one another beyond the gaze of a ruthless capitalist society.49 

Surprisingly, it is the Sorceress and her ‘wicked’ entourage that enable the two to escape 

institutionalised misogyny, their unwanted celebrity status, and to chase a hedonistic 

existence of phallic economy.50  

 
This collaboration—titled ‘Challenging Performance’—calls attention to the emergence of 

a practice-led research methodology for Purcell and, like Peraino’s work, reframes character 
 

Conspiracy Theorist’, A Woman Scorn’d: Responses to the Dido Myth, ed. Michael Burden (London: Faber, 
1998), 243–4. 
47 Consult Peraino, ‘I Am an Opera’, 113–21 on ‘the two queens [Dido and the Sorceress] … engaged in a 
veiled sadomasochistic relationship’; Also read Roger Savage, ‘Producing Dido and Aeneas: An Investigation 
into Sixteen Problems with a Suggestion to Conductors by Michael Tilmouth in the Form of a Newly-Composed 
Finale to the Grove Scene’, Early Music 4, no.4 (October 1976): 397, <https://doi.org/10.1093/earlyj/4.4.393> 
on Dido’s ‘formidable anti-self’ in the form of the Sorceress.   
48 The full production, preceded by commentary from Daniel Leech-Wilkinson and other project collaborators, 
is available from Heathcliff Blair, ‘Dido And Aeneas reimagined as Dido & Belinda - A Performance Project 
From King’s College London’, YouTube video, [1:04:32], 3 May 2017, <https://youtu.be/h38DMVBi9IM>; 
Refer to Daniel Leech-Wilkinson, ‘“Dido & Belinda”: The How and the Why’, Challenging Performance, 
<https://challengingperformance.com/dido-belinda/> (accessed 1 January 2019) for an overview to this practice-
led project; Also access Helios Team, ‘Helios Collective Dido &…’, YouTube video, [3:07], 6 October 2016, 
<https://youtu.be/1c25liS3rjY>. 
49 Leech-Wilkinson, ‘“Dido & Belinda”’, <https://challengingperformance.com/dido-belinda/> (accessed 1 
January 2019); For background to the Aeneid legend, read ‘Text: Synopsis and History’ (Chapter 2) in Harris, 
Henry Purcell’s Dido and Aeneas, 11–33. 
50 Leech-Wilkinson, ‘“Dido & Belinda”’, <https://challengingperformance.com/dido-belinda/> (accessed 1 
January 2019). Note that Dido is eventually betrayed by the witches in the unfilmed Robert Hersey version of 
‘Dido & Belinda’.   
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actions and themes through a modern queer discourse. For director Ella Marchment, the 

steady flow of modern pop references, refocused attention on Dido and Belinda’s physical 

and figurative intimacy, and opportunity to give a voice to women in opera seemed ‘more 

immediate, more relevant to a contemporary audience’.51 For project leader and dramaturge 

Daniel Leech-Wilkinson, on the other hand, this project centred on the question of ‘what a 

score might be capable of’ when the artist is at liberty to ‘engage creatively’:  

 
Because scores can mean so many different things, because performers can 

be so innovative in persuasive ways, because the results can offer audiences 

new kinds of musical experiences from scores rich in potential, because 

performers and audiences can find delight in unexpected insights, in being 

creative and in experiencing creativity … allowing performers to imagine 

and play scores differently is not just desirable, it is the right thing to do. 

And that makes it our obligation.52 

 
Leech-Wilkinson seems to regard scores as malleable cultural scripts that harbour endless 

creative possibilities and with just as much resonance now as in the time in which they came 

into being.53 While a creative vision for ‘Dido & Belinda’ was keenly pursued by cast and 

crew, utmost respect remained for the historical constitution of the opera, serving as a point 

of departure for the quest of re-imagination—an artful fusion of the past and present.54 

 
Replacing an ‘obligation’ to ‘conform’ to an accepted performance version, Purcell’s 

score was handled during the ‘Challenging Performance’ project as what I would call a 

‘living document’: that is, a constantly evolving and modifiable object of discussion.55 In this 

case, interpretative ideas from the earliest deliberation phase informed subsequent musical 

 
51 Listen to Marchment’s introduction to the ‘Challenging Performance’ project from [0:24] to [1:10] in Helios 
Team, ‘Helios Collective Dido &…’, <https://youtu.be/1c25liS3rjY?t=24s>. 
52 Access the section ‘What’s Wrong with Classical Music’ from Leech-Wilkinson, ‘“Dido & Belinda”’, 
<https://challengingperformance.com/dido-belinda/#1511203354013-d73eecc6-d3dc> (accessed 1 January 
2019). 
53 In Leech-Wilkinson’s words, ‘I see this [performative project] as just the first instance of a much wider 
movement; an opportunity to say to performers: “Look, you can make these scores that you know so well really 
significantly different—and it might be a very exciting thing to do”. And, moreover, nobody has the right to stop 
you’, listen from [6:53] to [7:13] of Heathcliff Blair, ‘Dido And Aeneas reimagined as Dido & Belinda - A 
Performance Project From King’s College London’, <https://youtu.be/h38DMVBi9IM?t=413>. 
54 Leech-Wilkinson, ‘“Dido & Belinda”’, <https://challengingperformance.com/dido-belinda/> (accessed 1 
January 2019). 
55 Watch Heathcliff Blair, ‘Dido And Aeneas reimagined as Dido & Belinda - A Performance Project From 
King’s College London’, <https://youtu.be/h38DMVBi9IM?t=107> from [1:47] to [2:05]. Additionally, view 
from [2:54] to [3:27] (<https://youtu.be/h38DMVBi9IM?t=174>).  
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and staging decisions towards the objective of a novel rendition. Situated at the heart of this 

‘compositional transformation’ was that of interpretative practice, responsible for converting 

the basis of late seventeenth-century notation into a thoughtful vocal-physical 

‘embodiment’—a fitting example of the sort of creative energy that the artist might come to 

‘unleash’ upon the musical offerings of the ‘British Orpheus’.56  

 

 

 

 

 

 

 

 

 

 

 

 
 
 
 
 
 
 
 
 
 
 
 

 
56 Music director and arranger Leo Geyer employs the words ‘compositional transformation’ to describe the 
performer’s exploration of this Purcell score, watch from [2:19] to [2:54] of Heathcliff Blair, ‘Dido And Aeneas 
reimagined as Dido & Belinda - A Performance Project From King’s College London’, 
<https://youtu.be/h38DMVBi9IM?t=139>; By ‘embodiment’, I mean a thorough, multifaceted study of the 
artwork’s constitution, including its compositional identity, vocal projection, physical expression, and 
adaptability through a postmodern lens. 
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A Practice-Based Study of Purcell’s Secular Songs  
 
Purcell’s Dido and Aeneas has been the subject of exhaustive critique—and rightfully so 

given the ample musical and extra-musical material from which to choose.57 There are, 

however, sides to the composer’s surviving repertoire rarely performed or still to receive 

more than a passing glance in the scholarly literature in terms of a cultural study or creative 

interpretation. In fact, Winkler recognises that ‘[b]eyond the juggernaut of Dido and Aeneas, 

other parts of Purcell’s output have yet to be considered from the perspective of 

contemporary gender perceptions and are ripe for investigation’.58  

 
I have found that Purcell’s secular songs for solo voice, collated into volume 25 of the 

Purcell Society critical edition (2nd rev. ed.), are typically examined to a lesser extent than 

his theatrical works.59 Purcell’s early strophic (or ‘declamatory’) songs, therein, tend to be 

overshadowed by lavish readings of the late multisectional (or ‘dramatic’) works which 

exhibit the influence of the Italian seconda pratica. The prevailing view, it seems—as 

articulated by Pinnock—is that ‘[m]uch of [Purcell’s] best music is theatrical in origin’.60 

This is a perception that I hope to challenge through a comprehensive investigation of lesser-

known works at the intersection of historically grounded enquiry, postmodern gender theory, 

musical analysis, and self-reflexivity.   

 
Laurie clarifies that this set of near to a hundred secular solo songs have ‘no known 

association with the theatre’.61 These songs were, in fact, originally conceived as items of 

leisure in domestic spaces, appearing in popular song anthologies of the day such as compiler 

John Playford’s Choice Ayres, Songs, and Dialogues, his son Henry Playford’s The Banquet 

of Musick, and Peter Anthony Motteux’s monthly miscellany The Gentleman’s Journal.62 In a 

 
57 Price notes that Dido and Aeneas is ‘by far [the composer’s] best-known theatre work, the only one with a 
secure place in the modern repertoire’, see Price, Henry Purcell and the London Stage, 225 within Chapter 5 on 
Dido and Aeneas from p.225–62.  
58 Winkler, ‘Society and Disorder’, 281. Also read p.270 regarding the uptake of ‘interpretative approaches’.  
59 Henry Purcell, Secular Songs for Solo Voice, The Works of Henry Purcell, vol.25, 2nd rev. ed., ed. Margaret 
Laurie (Borough Green: Novello, 1985), vii. All songs within the main body of volume 25 are between p.2–237; 
Note that I shall proceed to employ the following terms interchangeably: ‘secular songs for solo voice’, ‘secular 
solo songs’, ‘secular songs’, ‘domestic secular songs’, and ‘non-theatrical songs’.  
60 Pinnock, ‘Theatre Culture’, 165. 
61 Purcell, Secular Songs for Solo Voice, vol.25, vii.  
62 Biographies for the Playfords are available from D. W. Krummel and Stanley Sadie, eds., Music Printing and 
Publishing, New Grove Handbooks in Music (Basingstoke: Macmillan, 1990), 374–7; Read Mason, ‘The 
Gentleman’s Journal (1692–1694) as a Source of English Secular Song’, Context 6 (Summer 1993/4): 3–10, 
<http://contextjournal.music.unimelb.edu.au/context/files/2017/02/6_Mason-1g93ail.pdf> on the importance of 
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departure from songs for the stage, Purcell’s domestic secular songs do not appear to possess 

a theatrical through-narrative or substantial character profile attached to them. This is not to 

say, however, that the domestic songs are any less ‘theatrical’ when both textual and musical 

properties of these artworks fall into the hands of their thoughtful interpreter. 

 
Vic Gammon, on the value of studying historical song, writes that meanings are 

‘constantly changing’ and ‘dependent on cultural context and interpretation’.63 Purcell’s 

songs may have come into existence centuries ago, yet their ‘polysemic’ texts are surely 

transferrable to our own time. For the well-intentioned musician, entrusted with these 

‘cultural texts’, there is ample material to digest from a combination of sociocultural, 

analytical, and performance perspectives—upon which they introduce their own 

contemporary experiences and research curiosities. Such a mindset is energised by the 

performative enquiries of individuals involved with the ‘Challenging Performance’ project in 

their sincere quest to make Purcell their own, navigating the symbolic interdependence of 

composer (past) and interpreter (present).   

 
Inspired by several of the approaches that I have outlined, my study investigates this side 

to the repertoire through involved readings of textual and musical elements under the 

frameworks of historically informed performance practice and postmodern gender studies. I 

shall perform multiple analyses which incorporate cultural perspectives and critical 

reflections upon my performance study of this collection from an initial perusal of the text 

through to the objective of performance internalisation. Text-led investigations into Purcell’s 

music, modelled by the aforementioned scholars in the burgeoning field of interdisciplinary 

research, coalesce to inform this practice-based enquiry. A multifaceted critique of the 

secular solo songs, in both theoretical and performative realms, guides my examination of 

this collection; I seek to advance interpretative strategies applied to other pockets of the vocal 

repertoire and carve out a creative space for performance research on this composer.     

 
This study is, at heart, one of autoethnography; I have documented my wide-ranging 

artistic processes from initial score impressions through to the objective of what I recognise 

as a complete and engaging performance. My synthesis of scholarly literature on Purcell, 
 

Motteux’s The Gentleman’s Journal through a sociocultural lens; Additionally, read Herissone, ‘Playford, 
Purcell, and the Functions of Music Publishing in Restoration England’, 243–90.  
63 Read the section ‘The Experience of Songs’ in Vic Gammon, Desire, Drink and Death in English Folk and 
Vernacular Song, 1600–1900 (Aldershot: Ashgate, 2008), 12–3 on the value in studying historical song. Consult 
p.4 for the quoted text. 
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astute observation of performing artists, and novel readings of score elements through a blend 

of historical and modern frames of reference supply the creative context behind performances 

in the adjoining portfolio (Appendix 4).64 I provide insight to this interpretative process in the 

hope that it will broaden the scope of existing scholarship and aid the future artistic 

endeavours of vocalists coming to this genre. There is, indeed, an opening in the current 

literature for autoethnographic reflections around performative processes alongside the 

above-mentioned investigations into matters of style and gender critique which have 

unlocked new interpretative spaces to date.  

 
To place oneself at the centre of an investigation of this sort, as cautioned by Christopher 

Wiley, might seem to be somewhat at odds with the traditional realm of musicology and risks 

transmogrifying into an autobiographical musing—or rather fine example of ‘MeSearch’.65 

The reader may rest assured, however, that I have taken great care to align my insights with 

wider scholarly discourses; my remarks are answerable to the overarching frameworks of 

‘early music’ performance practice and gender critique which dictate the scope of four body 

chapters.  

 
A judicious selection of ten representative case studies reveals common themes and 

compositional treatments across the songs of volume 25, and not—as can be true of 

autoethnographic endeavours—with a guided tour of works that I personally find to be of 

interest.66 My enquiries are detailed in writing and constitute the focus of performance 

renditions, showing this work to be two mutually reinforcing components of the single 

project. In other words, the folio and written material are inextricably linked since one 

influenced the other.  

 
My critical and autoethnographic remarks seek to explore Purcell’s miniatures that appear 

to have evaded the level of scrutiny applied to a handful of Purcell ‘favourites’ elsewhere. 

Such depth of enquiry aligns with the thoroughness exhibited by Purcell scholars to shape the 

 
64 Refer to the ‘Directory for Creative Works Folio’ on p.305–16 of Appendix 4: Creative Works Folio for a list 
of all performance items. My performance bracket, ‘Orpheus Unleashed: Renditions of Henry Purcell’s Secular 
Songs’ (Section 2), aligns with the songs analysed throughout this thesis.  
65 Read Christopher Wiley, ‘Autoethnography, Autobiography, and Creative Art as Academic Research in 
Music Studies: A Fugal Ethnodrama’, Action, Criticism, and Theory for Music Education 18, no.2 (July 2019): 
73–115, <http://act.maydaygroup.org/volume-18-issue-2/act-18-2-wiley/>; Also consult Robert Nash and 
DeMethra LaSha Bradley, MeSearch and ReSearch: A Guide for Writing Scholarly Personal Narrative 
Manuscripts (Charlotte: Information Age, 2011).    
66 Wiley, ‘Autoethnography, Autobiography, and Creative Art as Academic Research in Music Studies’, 86.    
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composer’s biography in the absence of concrete detail—and in a sense of fidelity to 

Purcell’s rich musical tapestry. The centrality of textual interpretation and communication, 

meanwhile, acts as a foundation for layering interpretative meaning upon the composer’s 

under-prescriptive notational decisions. Again, these research directions share common 

ground with Peraino and Leech-Wilkinson’s re-interpretations of Dido and Aeneas in the 

search for interpretative freedom within a ‘cultural script’.  

 
A further aim of this research is to provide vocalists with study resources and embodiment 

strategies that seek to improve accessibility for the genre and assist in the ever-present task of 

characterisation. In documenting my own artistic decisions and outcomes, I offer not so much 

as a strict ‘How To’ performance guide, but a flexible means of apprehending the repertoire 

in question across the study process so that others may too come to realise ‘the essence of 

Purcell’s glorious music to the full’.67 

 
The deconstruction of multivalent poetry, text-music interpretative connections, and 

layering of extra-musical ideas on top of the bare-bones of notation sit core to my self-

reflexive discussions. In relation to Purcell’s secular solo songs, therein, a ‘close reading’ 

encompasses poetic, notational, performative, and imaginative dimensions. These 

investigations spring from writings by Purcell scholars on the repertoire in question ‘mixt 

with’ my own interpretations and re-interpretations of such musical material. I model my 

investigation upon the aforementioned analytical styles exemplified by Howard and Adams 

in which textual-musical interpretations and the communication of the poetry occupy a 

central concern. Additionally, I source inspiration from King’s vivid descriptions of poetic 

scenarios of songs within Henry Purcell: A Greater Musical Genius England Never Had to 

complement analytical enquiries for the compositional realm.  

 
A thorough investigation of the text comprises an interpretation of poetic themes, potential 

subtextual meaning, phrase-by-phrase storyline development, character motivations and 

actions, proximity and interactions of character ‘voices’, and the identification of keywords. 

Musically, I scrutinise Purcell’s small- and large-scale word-painting approach and creative 

interpretations of compositional choices across strophic, multisectional, and ground-bass 

song structures. Observations in this domain include (but are not limited to) contours, 

intervals, tessitura, harmonic rhythm, texture, key choice, form, and continuo motion. For 

 
67 Parrott, ‘Performing Purcell’, 429.  
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performance decisions exhibited by recording artists, as well as within my own creative 

practice, I consider the choice of tempo, rhythmic character, continuo forces, vocal timbre, 

vibrato use, vowel formation, vocal slide, vocal onset and decay, and gesticulation.  

 
The latter analyses cross into a rather more imaginative territory for which I draw 

inspiration from the work of scholars such as Winkler, Austern, and Peraino who have 

investigated early music repertoire through a gender and sexuality framework. My novel 

readings of character actions and themes are matched through an equally creative writing 

style. The symbolic layering of ‘rebellious’ readings on top of historical scores are coloured 

through current discussions in postmodern men and masculinities studies.68 My substitution 

of a cross-disciplinary character critique through notions of early modern English masculinity 

for a model of masculinity that is more familiar and relevant to me might be likened to 

Peraino’s search for self-identification with characters and themes in Dido under a 

postmodern queer lens. A re-interpretation of interconnected textual-musical properties, in 

this respect, visualises scores as a constantly evolving document entrusted to the capable 

hands of the interpreter. I see Purcell’s music not as a rusty relic of a distant past, nor an 

artwork restricted to the concert platform, but a malleable ‘cultural script’, as evident in 

approaches to this composer’s music that are championed by Peraino and Leech-Wilkinson.69  

 
Before launching into an involved process of investigation, I wish to emphasise that the 

exploration of this repertoire is to me as much about the thoughtful discovery processes and 

creativity in rehearsal spaces as the vocal strains that ultimately ‘affect’ the listener. In the 

forefront of my mind are some words of wisdom from Peter Walls: ‘Like other forms of 

historical enquiry, performance-practice research is worth doing for the light that it throws 

upon music of the past regardless of its possible application in contemporary performance’.70 

 
68 Note that ‘men and masculinities studies’ is interchangeable with ‘men’s studies’; It is important from the 
outset to distinguish between the pro-feminist discipline of men’s studies (applied in this project) and the 
problematic monolithic notion of ‘masculinism’, refer to Arthur Brittan, ‘Masculinities and Masculinism’, in 
The Masculinities Reader, eds. Stephen M. Whitehead and Frank J. Barrett (Malden: Polity, 2001), 51–5 for 
further information; As an introduction to the field of men’s studies, read the chapter ‘Theorizing Men and 
Masculinities’ in Rachel Alsop, Annette Fitzsimons, and Kathleen Lennon, Theorizing Gender (Cambridge: 
Polity, 2002), 130–64. 
69 Read Walls, History, Imagination, and the Performance of Music, 147–9 on the ‘museum’ metaphor for 
‘untouchable’ early music artworks; Also consult Richard Taruskin, Text and Act: Essays on Music and 
Performance (New York: Oxford University Press, 1995), 57, 166.  
70 Walls, History, Imagination, and the Performance of Music, 170.  
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So, ‘I Am Orpheus’: a conduit between the past and present whose responsibility—and in 

many ways, privilege—it is to unpack and embody these finely tuned ‘cultural scripts’.71 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
71 ‘I Am Orpheus’ is a symbolic nod to the influence of Peraino’s work upon my project, altered from Peraino, 
‘I Am an Opera’; Read Ellen T. Harris, Handel as Orpheus: Voice and Desire in the Chamber Cantatas 
(London: Harvard University Press, 2001), 32–3 on the Orpheus story and its manifold interpretations.  
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Chapter Outlines  
 
The first chapter traverses the intersection of Purcell song and historically informed 

performance practice. My study of the composer’s domestic secular songs within an ‘early 

music’ framework is informed through secondary literature on the subject and interlinks with 

creative readings of storylines, character actions, and surface-level word-painting examples. 

Discussion points from Rose’s chapter on Purcell(ian) performance practice guide my study 

of this song collection in order to contemplate interpretative freedoms around notation and 

ornamentation under French and Italian Baroque practices.72 To follow, I introduce matters of 

historical diction and stylised Baroque gesture as possible tools to strengthen the 

communication of song texts. I reflect, therein, upon my experimentation with time-specific 

pronunciation and a mixture of stylised and intuitive mannerisms. For a further self-reflexive 

piece, I evaluate my vocal delivery of ‘Incassum, Lesbia, incassum rogas’ (The Queen’s 

Epicedium) Z.383 before and after the consultation of secondary literature on performance 

conventions for late seventeenth-century continuo song.  

 
For the second chapter, I scrutinise several recordings of Purcell’s vocal music, 

considering the impact of these materials upon my stylistic choices for English Baroque 

repertoire. A 2011 recording review in Early Music by Peter Holman leads me to question the 

potential characteristics of a ‘compelling’ Purcell singer within a framework of ‘authentic’ 

performance.73 Central to this discussion is the question of vocal vibrato across solo and 

ensemble settings within the mould of a modern, healthy vocal technique. I subsequently 

conduct two comparative analyses of performance decisions exhibited by ‘early music’ 

specialists in their judgement of poetic threads, character motivations, and keywords. In 

comparing differences of soloist and ensemble choices, I seek to emphasise the freedom of 

score realisation for this composer.  

 
The third chapter introduces readers to a new index of songs of volume 25 by common 

poetic theme. My song categories represent an alternative to Zimmerman’s thematic 

catalogue, Henry Purcell, 1659–1695: An Analytical Catalogue of his Music (hereafter An 

Analytical Catalogue), to assist singers in their assembly of themed concert programmes.74 I 

 
72 Read Rose, ‘Performance Practices’, 115–64.   
73 See Peter Holman, ‘Purcell Performance Perspectives’, Early Music 39, no.3 (August 2011): 445–8, 
<https://doi.org/10.1093/em/car069>. 
74 Refer to Zimmerman, Henry Purcell, 1659–1695, 178–214 for the collection of songs under scrutiny between 
Z.351 and Z.473.   
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divide songs into ‘Happy Love’ and ‘Unhappy Love’ sets, underscore gendered storylines, 

and identify cases of either first- or third-person narration. The new categories support four 

long analyses of songs of either happy or unhappy love circumstance for which I deconstruct 

gender stereotypes, poetic scenarios, notational choices, and vocal performance decisions. 

Winkler’s study of ‘disorderly’ character roles in the stage works of Purcell and others colour 

my impression of addresser and addressee actions, plus the identification of typical lovesick 

scenarios within the chosen repertoire.75 To counterbalance the wealth of material on 

Purcell’s ‘irrational’ female characters, I focus on the deviation of male melancholic and mad 

characters from their ‘rational’ or ‘normative’ gender performativity.  

 
The fourth and final chapter presents three case studies in which I devise associations 

between score elements and secondary literature on either Restoration culture or postmodern 

gender constructs. My imaginative storylines stem from creative readings of score elements; I 

interpret character interactions and motivations through discussions from contemporary men 

and masculinities literature, unpack Purcell’s notational choices, and reflect upon 

performance decisions executed in response to these imaginative scenarios. I consider that the 

drinking catch ‘Come, come let us drink’ Z.245 mirrors a progression from sober to drunk, 

perceive a ‘love as a battleground’ metaphor in ‘Love’s pow’r in my heart, shall find no 

compliance’ Z.395 as informing the textual and notational properties of this miniature, and 

construct an erotic re-interpretation of ‘When my Acmelia [sic] smiles’ Z.434 around 

stereotyped ‘sounds’ of female and male sensual ‘pleasure’. These nonconformist—or 

‘rebellious’—readings source inspiration from the ‘Challenging Performance’ project’s 

navigation of Purcell’s Dido as a ‘living document’ and Peraino’s lesbian self-identification 

with the characters and themes of this opera under a gender and sexuality framework.76  

 

 
75 I am strongly influenced by the fourth chapter on male melancholiacs, read Winkler, O Let Us Howle Some 
Heavy Note, 114–65 (‘“O Let Us Howle Some Heavy Note”’); Also refer to Winkler, ‘Society and Disorder’, 
269–302.  
76 Read Peraino, ‘I Am an Opera’, 99–131; The full production of ‘Dido & Belinda’ as part of the ‘Challenging 
Performance’ project is available from: Heathcliff Blair, ‘Dido And Aeneas reimagined as Dido & Belinda - A 
Performance Project From King’s College London’, <https://youtu.be/h38DMVBi9IM>. Watch until [7:50] for 
introductory commentary regarding the project aims; I would like to take this opportunity to thank A/Prof Linda 
Kouvaras for introducing me to much of the cross-disciplinary literature sourced for this project—on gender and 
sexuality in Baroque vocal genres—during her 2014 BMus (Hons) subject ‘Sex, Death and the Ecstatic in 
Music’ at the Melbourne Conservatorium of Music. My interest in ‘new musicology’ has only deepened over 
the intervening years and is where I feel most at home in terms of music research curiosities.  
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Chapter 1  
Purcell’s Songs through an ‘Early Music Performance’ Lens   
 
This chapter explores the intersection of Purcell song and historically informed performance 

practice. I have consulted secondary literature on Purcell(ian) performance practice to 

interpret the composer’s notation, inform my stylistic decisions, and acknowledge the 

stylistic freedom for this repertoire in performance. My in-depth reading of character traits 

and poetic themes are expressed through the identification of surface-level word-painting, the 

creative reading of musical elements, and ‘early music’ performance choices. My 

engagement with Purcell song through an ‘early music performance’ lens forms one of 

several approaches discussed in this thesis for exploring the music in score form and in 

preparing it for performance.  

 
I shall begin by aligning examples from the secular solo song collection with insights to 

Purcell performance practice from Stephen Rose’s chapter ‘Performance Practices’; I 

consider the influence of Italian and French Baroque practices in Purcell’s notation and on 

my conception of rhythm and ornamentation for vocal performance.1 I then contemplate 

possible advantages and challenges in the delivery of Purcell song with historical diction and 

stylised Baroque gesture—two period performance treatments of the vocal music yet to be 

explored in Purcell scholarship at length. A further self-reflexive analysis concerns my 

practice-led study of ‘Incassum, Lesbia, incassum rogas’ (The Queen’s Epicedium) Z.383 at 

the early and late stages of this project; I draw attention to differences of vocal approach 

following my consultation with early music specialists and synthesis of literature on 

Restoration song.  

 
 
 
 
 
 
 
 
 
 
 
 

 
1 Stephen Rose, ‘Performance Practices’, in The Ashgate Research Companion to Henry Purcell, ed. Rebecca 
Herissone (Farnham: Ashgate, 2012), 115–64. 
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1.1. Continental Influences upon Ornamentation and Rhythm 
 
Rose contributes to current debates in Restoration performance practice, writing that it is 

‘anachronistic to impose an all-purpose “Baroque style” on Purcell’s music’.2 Differences 

from genre to genre occur around ornamentation, instrumentation, texture, and pitch 

standards.3 Ongoing questions specific to the vocal repertoire include the influence of Italian 

and French practices on ornamentation and rhythm.4 Indeed, Jonathan P. Wainwright 

comments that ‘[t]he question of foreign influence on English musicians at this time is a 

thorny one … when do foreign elements become assimilated into the native English idiom?’5 

My performance choices, channelled through familiarity with continental models, stem from 

the creative reading of score elements. In the following section, I shall highlight the 

correlation between my creative reading of storyline and musical elements, conveyable 

through continental models, upon examples of the secular solo songs.  

 
Italian Influence  
 
The Italian method was ‘popular in England [and] involved a highly nuanced declamation, in 

which singers used many small crescendos and diminuendos to give shape to notes and 

phrases’.6 The Italian seconda pratica influence is discoverable in both the score and my 

vocal delivery of ‘Amidst the shades and cool refreshing streams’ Z.355.7  

 
 
 
 
 
 
 
 
 

 
2 Rose, ‘Performance Practices’, 115.   
3 ibid., 116.  
4 Consult Andrew Parrott, ‘Performing Purcell’, in The Purcell Companion, ed. Michael Burden (London: 
Faber, 1995), 387–429 for discussions around rhythm and continental influences among other debates in Purcell 
performance practice; Also read Geoffrey Cox, ‘Some Aspects of Ornamentation in English Restoration 
Keyboard Music: The Shake and the Beat’, in Sound and Reason: Music and Essays in Honour of Gordon D. 
Spearritt, eds. Warren A. Bebbington and Royston Gustavson (St Lucia: Faculty of Music, University of 
Queensland, 1992), 161–73.    
5 Jonathan P. Wainwright, ‘Purcell and the English Baroque’, in The Purcell Companion, ed. Michael Burden 
(London: Faber, 1995), 23. 
6 Rose, ‘Performance Practices’, 131. 
7 A rendition of ‘Amidst the shades and cool refreshing streams’ Z.355 is in Appendix 4: Creative Works Folio 
as Item 2.9. 
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Fig.1.1 
 

Amidst the shades and cool refreshing streams8 
 

Amidst the shades and cool refreshing streams, 
Where lovers ease their panting hearts in dreams, 

Poor Damon lay; his grief, so sadly printed in his face, 
His looks disturb’d the pleasures of the place: 

In hollow notes he sung his wretched fate, 
His hopeless love, and his Aminda’s hate; 

The trembling birds about him throng, 
Listen, and murmur at his song, 

Which hinder’d their sweet strains so long. 
 

But straight with charming notes, 
They stretch their warbling throats; 
And all, with one consent and voice, 

Invite the shepherd to rejoice. 
But what can his sad soul inspire, 

His heart so much by grief oppress’d? 
A sigh (alas!) breaks from his breast, 

Which frights the harmless birds, 
And damps the cheerful choir. 

 
Anon. 

 
 

In this multisectional song, a lowly shepherd boy, ‘Damon’, weeps with a heavy heart for 

his lost love, ‘Aminda’.9 The opening melodic phrases in A minor descend like tears rolling 

down his face in an echo of the faint trickle of the ‘cool refreshing streams’. In response to 

Rose’s remarks on ‘highly nuanced [Italianate] declamation’, I sang the recitative passages of 

Section A with multiple dynamic peaks and troughs to suggest the literal geography of this 

pastoral landscape.10 For the opening bars, dynamic swelling and fading, a vocal line 

continuation between the G sharp and G natural pitches, hard vocal onsets, and vocal slide 

correlate with my emphases of keywords (Audio Example 1.1) (Ex.1.1.1). 

 

 
8 Adapted from the text underlay in Henry Purcell, Secular Songs for Solo Voice, The Works of Henry Purcell, 
vol.25, 2nd rev. ed., ed. Margaret Laurie (Borough Green: Novello, 1985), 44–7; Published in Henry Playford, 
ed., The Theater of Music: or, A Choice Collection of the Newest and Best Songs Sung at the Court and Public 
Theaters, vol.4 (London, 1687), 62–3; See p.256–8 in Appendix 2: Scores for Long Analyses for Score 1.1: 
‘Amidst the shades and cool refreshing streams’ Z.355.  
9 Robert King, Henry Purcell: A Greater Musical Genius England Never Had (London: Thames & Hudson, 
1994), 104 for the poetic context.  
10 Rose, ‘Performance Practices’, 131; King, Henry Purcell, 104. King writes that this song is ‘full of a wealth 
of detail and pictorialization’.   
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Audio Example 1.1  
 

Creative Works Folio Excerpt, [0:36].11 
 

 
Ex.1.1.1 
Henry Purcell, ‘Amidst the shades and cool refreshing streams’, bars 1–7.12 
 

 
 

 
The semiquavers on ‘trembling birds’ might entail word-painting for birdsong.13 I sang 

this melodic snippet with a trillo to suggest the carefree chirping of birds that seek to lift the 

spirits of the long-faced shepherd (Audio Example 1.2) (Ex.1.1.2). 

 

 

  

 
11 Audio Example 1.1 is an excerpt from Item 2.9 of Appendix 4: Creative Works Folio.  
12 Playford, ed., The Theater of Music, vol.4, 62; Purcell, Secular Songs for Solo Voice, vol.25, 44.   
13 King, Henry Purcell, 104. 
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Audio Example 1.2   
 

Vocal Demonstration, [0:14].14 
 

 
Ex.1.1.2 
Henry Purcell, ‘Amidst the shades and cool refreshing streams’, bars 15–6.15 

 

 
 

 
A further trillo on ‘hollow notes’ sought to represent a shepherd that sings half-heartedly 

or absent-mindedly on their ‘wretched fate’. Perhaps a diminished sonority between voice 

and continuo on ‘hollow’ symbolises Damon’s sad song being stripped of the triadic warmth 

that otherwise adorns the ‘pleasures of the place’ (Audio Example 1.3) (Ex.1.1.3). 

 
Audio Example 1.3   

 
Vocal Demonstration, [0:15].16 

 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
14 See p.301 of Appendix 4: Creative Works Folio for the recording details of Audio Example 1.2.  
15 Playford, ed., The Theater of Music, vol.4, 62; Purcell, Secular Songs for Solo Voice, vol.25, 45.  
16 See p.301 of Appendix 4: Creative Works Folio for the recording details of Audio Example 1.3.  
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Ex.1.1.3 
Henry Purcell, ‘Amidst the shades and cool refreshing streams’, bars 11–2.17 

 

 
 

 
Following the birds’ unsuccessful attempt to cheer the shepherd during an animated 

cacophony in A major (Section B), ‘[p]oor Damon’ yields to his ‘sad soul’ entirely (Section 

C).18 A gradual climb in voice and continuo lines might signify the melancholiac’s trajectory 

towards an emotional breakdown. Here, Purcell’s compositional approach within a 

multisectional setting is referred to by Martin Adams as ‘success in intensifying 

expression’.19 To internalise the possible emotional intensification of this ascending phrase, I 

swelled in volume and enlisted strongly articulated consonants (Audio Example 1.4) 

(Ex.1.1.4).  

 
Audio Example 1.4     

 
Creative Works Folio Excerpt, [0:24].20 

 
 
 
 
 
 
 
 
 

 
17 Playford, ed., The Theater of Music, vol.4, 62; Purcell, Secular Songs for Solo Voice, vol.25, 45.  
18 Read more on the poetic context in Robert King, ‘The Song Texts’, liner notes to Robert King, The Complete 
Secular Solo Songs of Henry Purcell, with The King’s Consort, Barbara Bonney, Susan Gritton, James Bowman 
et al., 2003 by Hyperion Records, CDS44161/3, 17. 
19 Martin Adams, Henry Purcell: The Origins and Development of his Musical Style (Cambridge: Cambridge 
University Press, 1995), 201–2.   
20 Audio Example 1.4 is an excerpt from Item 2.9 of Appendix 4: Creative Works Folio.  
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Ex.1.1.4 
Henry Purcell, ‘Amidst the shades and cool refreshing streams’, bars 43–7.21 

 

 
 

 
The closing bars to ‘[a]nd damps the cheerful choir’ feature a ‘poignant’ semiquaver 

cadential ornament.22 I determined that additional ornamentation on top of this semiquaver 

figure might seem excessive. Instead, I integrated small crescendos and decrescendos to dress 

the sixteen-note melisma in light and shade.23 The final note, by contrast, was sung with a 

sotto voce, straight-tone timbre to illustrate the choir of birds as having fallen silent. Such 

lightness mirrored the vocal approach for the earlier keywords, ‘trembling’ and ‘hollow’ 

(Audio Example 1.5) (Ex.1.1.5). 

 
Audio Example 1.5     

 
Creative Works Folio Excerpt, [0:22].24 

 
 
 
 

 
21 Playford, ed., The Theater of Music, vol.4, 63; Purcell, Secular Songs for Solo Voice, vol.25, 47.  
22 King, Henry Purcell, 104. 
23 Adams comments that ‘Purcell shows occasional leanings towards Italianate methods, as in the motivic 
repetitions in the final section’ of the current example, see Adams, Henry Purcell, 37.  
24 Audio Example 1.5 is an excerpt from Item 2.9 of Appendix 4: Creative Works Folio.  
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Ex.1.1.5 
Henry Purcell, ‘Amidst the shades and cool refreshing streams’, bars 49–50.25 

 

 
 

 
Rose writes that ‘Purcell’s Italianate songs are more ambitious in their compositional style 

and demands of the vocalist’ than perhaps the humble strophic song.26 An Italian influence 

upon Purcell’s compositional creativity is clear from a tour de force such as ‘Fly swift, ye 

hours’ Z.369, described by Robert King as ‘dramatic [and] cantata-like’.27 The technical skill 

required for the constant semiquaver flurries surpass challenges posed by many other 

examples of the collection which I have prepared for performance.  

 
My spirited delivery of the first page reacts to what I perceive to be frenzied call and 

response between voice and continuo, bearing in mind Adams’ observation that the ‘rushing 

scales chas[ing] one another canonically [are] a classic figurative depiction of flight’.28 Here, 

I lightly re-articulate descending semiquavers and add the ‘shake’ ornament to quavers. A 

light timbre, meanwhile, yields to a fuller sound and messa di voce technique on tied crotchet 

values for ‘lazy sun’. In switching between ‘airy’ and ‘silky’ tone colours, I endeavoured to 

channel the individual’s interchangeable ‘swift’ and ‘lazy’ sensibilities (Audio Example 1.6) 

(Ex.1.2.1).  

 

 
25 Playford, ed., The Theater of Music, vol.4, 63; Purcell, Secular Songs for Solo Voice, vol.25, 47. 
26 Rose, ‘Performance Practices’, 133. 
27 For Purcell’s text-setting strategy for ‘Fly swift, ye hours’ Z.369, consult Katherine Rohrer, ‘Poetic Metre, 
Musical Metre, and the Dance in Purcell’s Songs’, in Purcell Studies, ed. Curtis Price (Cambridge: Cambridge 
University Press, 1995), 239; King, Henry Purcell, 187. 
28 Adams, Henry Purcell, 217; Read Cox, ‘Some Aspects of Ornamentation in English Restoration Keyboard 
Music’, 166 regarding the stylistic delivery of the ‘shake’ ornament.  
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Audio Example 1.6  
 

Vocal Demonstration, [0:26].29 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
29 See p.301 of Appendix 4: Creative Works Folio for the recording details of Audio Example 1.6.  
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Ex.1.2.1 
Henry Purcell, ‘Fly swift, ye hours’, bars 1–12.30 

 

 
 

 
30 Henry Playford, ed., The Banquet of Musick: or, A Collection of the Newest and Best Songs Sung at Court, 
and at Publick Theatres, vol.6 (London, 1691), 25; Purcell, Secular Songs for Solo Voice, vol.25, 150.  
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‘I lov’d fair Celia’ Z.381 might also appear to be more taxing than the conventional 

strophic setting for its sustained phrases, wide range, and varied rhythmic combinations in the 

vocal part.31 I employed small crescendos and decrescendos to shape the numerous 

curvaceous melismas of this through-composed setting (Audio Example 1.7).  

 
Audio Example 1.7  

 
Creative Works Folio Excerpt, [0:16].32 

 
 
French Influence 
 
William Christie, in a conversation piece on French Baroque performance practice, remarks 

that characteristics of French performance style are certainly observable in Purcell’s music.33 

The influence of notes inégales, for example, might be partly explained by the composer’s 

exposure to foreign musical practices at court during his developmental years.34 The notated 

Lombardic and dotted rhythms in ‘I lov’d fair Celia’ are perhaps influenced by the French or 

‘Lullian’ model.35 In performance, I favoured a languorous rhythmic character and realised 

the notated values as unhurried notes inégales (Ex.1.3.1).36 Guiding my experimental efforts 

is Rose’s proposition that ‘[g]iven the lack of consensus about rhythmic alteration, there 

remains plenty of scope for further experimentation in this area by modern-day performers’.  

 
 
 
 
 
 

 
31 A rendition of ‘I lov’d fair Celia’ Z.381 is in Appendix 4: Creative Works Folio as Item 2.21; King, Henry 
Purcell, 256. The index to King’s Henry Purcell: A Greater Musical Genius England Never Had appears to 
contain an error in titling this song ‘I loved poor Celia’ in place of ‘I lov’d fair Celia’. Note that the word in 
question reads ‘fair’ in the fifth instalment of John Heptinstall’s Comes Amoris. 
32 Audio Example 1.7 is an excerpt from Item 2.21 of Appendix 4: Creative Works Folio.  
33 Refer to the chapter ‘At Home with the Idiom: William Christie on the French Baroque’ in Bernard D. 
Sherman, Inside Early Music: Conversations with Performers (New York: Oxford University Press, 1997), 
257–74, particularly p.262–4 regarding the notes inégales influence upon English Baroque music.  
34 Consult King, Henry Purcell, 9–58 for the chapter ‘A Restoration Childhood, 1659–1668’, particularly p.27 
on French practices within the court of Charles II.   
35 Rose, ‘Performance Practices’, 151. Also see p.153 on the Lombardic rhythm or ‘Scotch Snap’.  
36 ibid., 155. 
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Ex.1.3.1 
Henry Purcell, ‘I lov’d fair Celia’, bars 7–13, 35–40.37 

 

 
 

 
The A minor setting of ‘What a sad fate is mine’ (Version B) Z.428B might similarly be 

regarded—compositionally—as possessing the influence of French inequality.38 Purcell’s 

alternating dotted and undotted rhythms within long melismas, where simpler crotchets or 

minims may have sufficed, perhaps warrant a tender and relaxed rhythmic style comparable 

to that of ‘I lov’d fair Celia’ (Audio Example 1.8) (Ex.1.4.1).39 

 
 
 
 

 
37 John Heptinstall, ed., Comes Amoris: or, The Companion of Love: Being a Choice of the Newest Songs Now 
in Use: With a Thorow Bass to Each Song for the Harpsichord, Theorbo, or Bass-Viol, vol.5 (London, 1694), 
16–7; Purcell, Secular Songs for Solo Voice, vol.25, 164–5. 
38 Read Rose, ‘Performance Practices’, 151–2 on speculation over the influence of French inequality in Purcell’s 
notation.  
39 See Adams, Henry Purcell, 218 for an analysis of the melodic and harmonic construction of the A minor 
setting of ‘What a sad fate is mine’ (Version B) Z.428B.  
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Audio Example 1.8   
 

Vocal Demonstration, [0:42].40 
 

 
Ex.1.4.1 
Henry Purcell, ‘What a sad fate is mine’ (Version B), bars 46–52.41 

 

 
 

 
Rose writes that in contrast to the triple-time works, ‘[t]here are fewer examples of 

rhythmic inequality in Purcell’s duple-metre works’; a French influence may seem less 

 
40 See p.301 of Appendix 4: Creative Works Folio for the recording details of Audio Example 1.8. 
41 Henry Purcell, The Gresham Autograph, intro. Margaret Laurie and Robert Thompson, fax. ed. (London: 
Novello, 1995), n.p. (no.31, folio 46v); Purcell, Secular Songs for Solo Voice, vol.25, 182.  
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obvious in a duple-time strophic song such as ‘She who my poor heart possesses’ Z.415.42 I 

have performed this piece’s straight quaver values with and without notes inégales to explore 

different rhythmic characters derived from the single score.43 An animated delivery responds 

to my perception of the central character as a frustrated individual who navigates his lovesick 

predicament. A wistful or languid rhythmic style, on the other hand, seeks to show the male 

subject as more contemplative in his course of action (Audio Examples 1.9 and 1.10).  

 
Audio Example 1.9   

 
Creative Works Folio Excerpt, [0:50].44 

 
 
Audio Example 1.10   

 
Vocal Demonstration, [0:52].45 

 
 

Two points on French Baroque performance practice govern my rendition of the strophic 

song ‘Amintas, to my grief I see’ Z.356: First, that ‘French singers were renowned for their 

close adherence to the prosody of the sung text’.46 Second, that ‘ornamentation conventions 

in Purcell’s time were subject to considerable diversity’.47 I have devised different 

ornamentation for the two verses, speaking for a downtrodden and spellbound male 

melancholiac (Verse 1) that proposes to rally against the ‘pow’rful charms’ deployed by his 

so-called ‘inconstant maid’ (Verse 2).48 The ensemble rhythms of the first verse were, thus, 

performed as notes inégales to bolster a trance-like ambience in contrast to the metrically 

precise and animated values of the second. Additionally, my florid ornamentation for the 

second verse was intended to add weight to a potential moral of the story: avoid the prospect 

of heartbreak by anticipating a woman’s advances with suspicion (Audio Examples 1.11 and 

1.12) (Ex.1.5.1 and 1.5.2). 

 
42 A rendition of ‘She who my poor heart possesses’ Z.415 is in Appendix 4: Creative Works Folio as Item 2.12; 
Rose, ‘Performance Practices’, 152.  
43 Access the chapter ‘Negotiating between Work, Composer and Performer: Rewriting the Story of Notational 
Progress’ in John Butt, Playing with History: The Historical Approach to Musical Performance (Cambridge: 
Cambridge University Press, 2002), 96–122 for more on a performer’s interpretation of notational elements. 
44 Audio Example 1.9 is an excerpt from Item 2.12 of Appendix 4: Creative Works Folio.  
45 See p.301 of Appendix 4: Creative Works Folio for the recording details of Audio Example 1.10. 
46 Rose, ‘Performance Practices’, 135; A rendition of ‘Amintas, to my grief I see’ Z.356 is in Appendix 4: 
Creative Works Folio as Item 2.18.  
47 Rose, ‘Performance Practices’, 140.   
48 Consult King, ‘The Song Texts’, 45 for the poetic context. 
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Audio Example 1.11   
 

Vocal Demonstration, [0:39].49 
 

 
Audio Example 1.12   

 
Vocal Demonstration, [0:40].50 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
49 See p.301–2 of Appendix 4: Creative Works Folio for the recording details of Audio Example 1.11. 
50 See p.302 of Appendix 4: Creative Works Folio for the recording details of Audio Example 1.12. 
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Ex.1.5.1 
Henry Purcell, ‘Amintas, to my grief I see’, bars 1–16.51 

 

 
 

  
 
 
 
 

 
51 John Playford, ed., Choice Ayres, Songs, and Dialogues: To Sing to the Theorbo-Lute, or Bass-Viol: Being 
Most of the Newest Ayres and Songs, Sung at Court, and at the Publick Theatres, vol.2 (London, 1679), 19; 
Purcell, Secular Songs for Solo Voice, vol.25, 4. Note that bar numbers have been adjusted in this musical 
example to show the first metrically complete bar as bar 1.  
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Ex.1.5.2 
Henry Purcell, ‘Amintas, to my grief I see’, bars 1–16.52 

 

 
 

 
52 Playford, ed., Choice Ayres, Songs, and Dialogues, vol.2, 19; Purcell, Secular Songs for Solo Voice, vol.25, 4. 
Note that bar numbers have been adjusted in this musical example to show the first metrically complete bar as 
bar 1. 
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A combination of ‘small graces’ and ‘florid divisions’, informed by French and Italian 

practices, is likewise evident from my recording of the strophic song ‘Cease, O my sad soul’ 

Z.363.53 In the first verse, a man’s complaint of unreciprocated love falls on deaf ears, 

conceding, ‘I may as well complain unto the wind’. Here, I sought to word-paint the twirling 

and whistling of the wind by connecting my vocal line with passing quavers and French 

inequality. The central character rationalises his predicament throughout the second verse, 

contemplating whether untold suffering might lead to a newfound appreciation for the 

bittersweetness of love. For this moment of revelation, perhaps the protagonist is found to 

plead for guidance from the divine powers, asserting, ‘[y]et undeserved hate [h]is guardian 

proves’. I prepared a cadential ornament of the Italian style for this moment to call attention 

to this individual’s appeal to the ethereal and draw the two verses to an strong close (Audio 

Examples 1.13 and 1.14) (Ex.1.6.1).54 

 
Audio Example 1.13   

 
Creative Works Folio Excerpt, [0:08].55 

 
 
Audio Example 1.14   

 
Creative Works Folio Excerpt, [0:16].56 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
53 A rendition of ‘Cease, O my sad soul’ Z.363 is in Appendix 4: Creative Works Folio as Item 2.16; Purcell’s 
authorship of this song is uncertain, refer to Purcell, Secular Songs for Solo Voice, vol.25, viii. 
54 Rose, ‘Performance Practices’, 145 on the decoration of cadences influenced by Italian practice.     
55 Audio Example 1.13 is an excerpt from Item 2.16 of Appendix 4: Creative Works Folio.  
56 Audio Example 1.14 is an excerpt from Item 2.16 of Appendix 4: Creative Works Folio.  
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Ex.1.6.1 
Henry Purcell, ‘Cease, O my sad soul’, bars 13–5.57 

 

 
 

 
Surface-level word-painting and written-out decorative figures are features of the domestic 

secular songs, marketed in Purcell’s time to an amateur demographic in the form of domestic 

songbooks.58 In ‘Love arms himself in Celia’s eyes’ Z.392, for example, the composer sets 

‘[r]epeated thoughts’—quite elegantly—to a descending repeating figure in voice and 

continuo parts for a fleeting moment of call and response.59 Although my associate artist and 

I initially embellished this figure in search of a playful mood, we later stripped the 

ornamentation to accentuate Purcell’s literal repetition of ‘[r]epeated’ (Audio Examples 1.15 

and 1.16) (Ex.1.7.1). 

 

 

 

 

 
57 Purcell, Secular Songs for Solo Voice, vol.25, 263.  
58 For more on commercial strategies behind the sale of Restoration song miscellanies and Purcell’s professional 
connection with the Playford publishers, read Rebecca Herissone, ‘Playford, Purcell, and the Functions of Music 
Publishing in Restoration England’, Journal of the American Musicological Society 63, no.2 (Summer 2010): 
243–90, <https://doi.org/10.1525/jams.2010.63.2.243>. 
59 A rendition of ‘Love arms himself in Celia’s eyes’ Z.392 is in Appendix 4: Creative Works Folio as Item 2.2; 
See King, ‘The Song Texts’, 39–40 for the poetic context; Also refer to Peter Holman, Henry Purcell, Oxford 
Studies of Composers (Oxford: Oxford University Press, 1994), 58–9 for a more substantial analysis.  
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Audio Example 1.15 
 

Creative Works Folio Excerpt, [0:06].60 
 

 
Audio Example 1.16 

 
Vocal Demonstration, [0:07].61 

 
 
Ex.1.7.1 
Henry Purcell, ‘Love arms himself in Celia’s eyes’, bars 20–1.62 

 

 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
60 Audio Example 1.15 is an excerpt from Item 2.2 of Appendix 4: Creative Works Folio.  
61 See p.302 of Appendix 4: Creative Works Folio for the recording details of Audio Example 1.16. 
62 Henry Purcell, Orpheus Britannicus: A Collection of the Choicest Songs, for One, Two, and Three Voices, 
vol.1, 1st ed. (London, 1698), 131; Purcell, Secular Songs for Solo Voice, vol.25, 225. 
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1.2. Pronunciation   
 
Words might be believed to sit at the heart of this music; however, the matter of historical 

diction is seldom discussed in Purcell scholarship with modern-day pronunciation emerging 

the standard for ‘early music’ performances of the music of this composer.63 There seems to 

be an opening in the literature for a discussion on authentic pronunciation alongside current 

debates around continental influences, instrumentation, and voice types.64 

 
John Potter suggests that venturing beyond the confines of modern pronunciation is to 

embrace ‘the plurality of accent and the rich variety of tone colour’.65 This is a sentiment 

echoed by Alison Wray, writing, ‘where a composer has chosen to set a particular vowel at a 

particular pitch, the desired effect of this may well not even be noticeable until the authentic 

pronunciation is restored’.66 Now consider the application of historical diction to the opening 

of two of Purcell’s sacred songs titled ‘How long, great God’ (The Aspiration) Z.189 and 

‘Lord, what is man, lost man’ (A Divine Hymn) Z.192. One might read these works for 

private devotional use as introspective musings on humanity’s earthly existence and the 

promise of an afterlife; both settings commence with long vowels above a low, sustained 

continuo drone to set the scene for a rather eerie incantation.67  

 
Potter argues that ‘[t]he colour and shape of the language become the main determinants 

of vocal colour, rather than the notions of “beautiful” tone quality which are at the heart of 

modern “classical” singing’.68 If the current examples are attempted with late seventeenth-

century pronunciation, the ‘o’ vowel in ‘[h]ow’ and ‘[l]ord’, respectively, should ideally 

possess a darker timbre than the modern equivalent (Fig.1.2) (Audio Examples 1.17 and 1.18) 

(Ex.1.8.1 and 1.8.2). An introspective and brooding timbre, created partially through a darker 

 
63 Robert Toft writes that ‘in England during the sixteenth and early seventeenth centuries ... speaking and 
singing were viewed as arts which were closely related’, consult Robert Toft, Tune Thy Musicke to Thy Hart: 
The Art of Eloquent Singing in England, 1597–1622 (Toronto: University of Toronto Press, 1993), 6. 
64 In the introduction to her chapter on historical diction, Alison Wray argues that ‘the area of pronunciation of 
texts in vocal music, be they sacred or secular, choral, ensemble or solo, has been largely neglected’, see Alison 
Wray, ‘Authentic Pronunciation for Early Music’, in Companion to Contemporary Musical Thought, vol.2, eds. 
John Paynter, Tim Howell et al. (London: Routledge, 1992), 1051. 
65 John Potter, ‘Reconstructing Lost Voices’, in Companion to Medieval and Renaissance Music, eds. Tess 
Knighton and David Fallows (London: J.M. Dent, 1992), 313.  
66 Wray, ‘Authentic Pronunciation for Early Music’, 1060. 
67 See King, Henry Purcell, 153 on the poetic context of ‘How long, great God’ (The Aspiration) Z.189.  
68 Potter, ‘Reconstructing Lost Voices’, 313.  
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vowel position, might appear to have greater resonance with the slow-paced continuo and 

poetic thread of solitary self-examination.69 

 
Fig.1.2 
 

Pronunciation of Stressed Vowels70 
 

‘How long, great God’ (The Aspiration) Z.189 
‘Lord, what is man, lost man’ (A Divine Hymn) Z.192 

 
Word Post-1600–1700  Modern  

 
How 

 

 
[əu:]→[au:] 

 
[au:] 

 
Lord 

 

 
[Ὁr]→[Ὁ:r] 

 

 
[ɔ:] 

 
   

 

 
Audio Example 1.17  

 
Vocal Demonstration, [0:38].71 

 
 
Audio Example 1.18  

 
Vocal Demonstration, [0:30].72 

 
 
 
 
 
 

 
69 Grace Tin-Yan Tam aligns ‘How long, great God’ (The Aspiration) Z.189 with the themes of ‘death’, ‘love’, 
and ‘penitence’. ‘Lord, what is man, lost man’ (A Divine Hymn) Z.192, meanwhile, is categorised as one of 
‘human depravity’, refer to Table 2.1 in Grace Tin-Yan Tam, ‘The Penitential Theology of Henry Purcell as 
Expressed in his Sacred Songs’ (PhD diss., University of California, Los Angeles, 2005), ProQuest 
Dissertations & Theses Global (305033145), 51–2.   
70 International Phonetic Alphabet (IPA) symbols and sounds available from ‘IPA Chart with Sounds’, 
International Phonetic Alphabet: Promoting the Study of Phonetics, 
<http://www.internationalphoneticalphabet.org/ipa-sounds/ipa-chart-with-sounds/>; Also refer to ‘Full IPA 
Chart’, International Phonetic Association, 
<https://www.internationalphoneticassociation.org/sites/default/files/IPA_Kiel_2015.pdf>; Consult Alison 
Wray, ‘English Pronunciation, c.1500–c.1625’, in English Choral Practice, 1400–1650, ed. John Morehen, 
Cambridge Studies in Performance Practice (Cambridge: Cambridge University Press, 1995), 94–7 to view 
charts that display vowel shifts over three broad stages of the Great Vowel Shift.  
71 See p.302 of Appendix 4: Creative Works Folio for the recording details of Audio Example 1.17.  
72 See p.302 of Appendix 4: Creative Works Folio for the recording details of Audio Example 1.18. 
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Ex.1.8.1 
Henry Purcell, ‘How long, great God’ (The Aspiration), bars 1–4.73 

 

 
 

 
Ex.1.8.2 
Henry Purcell, ‘Lord, what is man, lost man’ (A Divine Hymn), bars 1–3.74  

 

 
 

 
Potter contends that the study of historical diction can reveal ‘innate rhythms and stresses’ 

unrealised through a modern accent—the word stress for ‘Purcell’ on either ‘Purcell’ or 

 
73 Henry Playford, ed., Harmonia Sacra: or, Divine Hymns and Dialogues: With a Through-Bass for the 
Theorbo-Lute, Bass-Viol, Harpsichord, or Organ, vol.1, 3rd ed. (London, 1714), 33; Henry Purcell, Sacred 
Music Part VI: Songs and Vocal Ensemble Music, The Works of Henry Purcell, vol.30, 2nd rev. ed., eds. 
Anthony Lewis and Nigel Fortune (London: Novello, [1965] 1993), 48.  
74 Henry Playford, ed., Harmonia Sacra: or, Divine Hymns and Dialogues: With a Through-Bass for the 
Theorbo-Lute, Bass-Viol, Harpsichord, or Organ, vol.2, 2nd ed. (London, 1714), 1; Purcell, Sacred Music Part 
VI, vol.30, 62.  
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‘Purcell’ is one such example.75 Although Potter lists several benefits to flow from the study 

of authentic pronunciation, he equally tables reasons for bypassing a somewhat unexplored 

aspect of historically informed performance practice completely, recognising that ‘if early 

music is to be relevant to the present, then certain aspects of it are perhaps better left un-

revived or engaged with critically’.76 Could, for example, an audience think of a song 

delivery to be comical if the singer’s intention to enlist historical diction remains 

undisclosed? Perhaps unfamiliar vowels in a love song such as ‘Sweeter than roses’ from 

Pausanias, the Betrayer of his Country Z.585 might be misconstrued as something comical 

like the cackles of the miscreants in Dido and Aeneas Z.626.77  

 
Deliberate vowel distortion could, nonetheless, be summoned for humorous purposes. In 

rehearsing ‘Farewell, ye rocks, ye seas, ye sands’ (The Storm) Z.463, for instance, my 

duettist and I experimented with caricatured cockney accents in response to the playful 

storyline; we sought to bolster the humorous scene in which working-class seafarers return to 

the pleasures of women and alcohol on the land.78 During ‘buoyant’ refrains, a cockney 

delivery entailed discarding ‘t’ consonants in ‘pretty’ and ‘bottle’ within the phrase reading, 

‘[a] pretty kind wench and a bottle’ (Audio Example 1.19). We found cockney pronunciation 

both amusing and potentially in keeping with the crass nautical humour of the scenario; 

however, our unfamiliarity with this manner of inflection led us back to the familiar ground 

of modern Australian pronunciation—minus the stereotypical twang and diphthongs of the 

vernacular. I was similarly hesitant in the accuracy of my early modern English diction 

during my private study of Restoration song texts, routinely settling on modern equivalents 

for performance. 

 
 

 
75 Potter, ‘Reconstructing Lost Voices’, 313; Holman discusses the pronunciation of ‘Purcell’ in an interview on 
ABC Radio National at [3:25] on Peter Holman, ‘Henry Purcell, 350 Years On with Peter Holman’, interview 
with Andrew Ford, The Music Show, ABC Radio National, aired 5 September 2009, radio broadcast, 
<https://www.abc.net.au/radionational/programs/musicshow/henry-purcell-350-years-on-with-peter-
holman/3128816>. 
76 John Potter, ‘Introduction: Singing at the Turn of the Century’, in The Cambridge Companion to Singing, ed. 
John Potter (New York: Cambridge University Press, 2000), 4; Potter, ‘Reconstructing Lost Voices’, 313. 
77 A dash of cackle and vowel distortion can be heard from a rendition of ‘In our deep vaulted cell’ from Act 2 
of Dido and Aeneas Z.626 in Hervé Niquet, Purcell: Dido & Aeneas, with Le Concert Spirituel, Laura Pudwell, 
Peter Harvey et al., 2001 by Glossa, GCD C81601, compact disc. Consult track 10 or access on Apple Music.   
78 See p.129–33 of Chapter 3 for a fuller analysis of ‘Farewell, ye rocks, ye seas, ye sands’ (The Storm) Z.463; 
According to King, a similarly bawdy song, ‘Love is now become a trade’ Z.393, might have been ‘intended to 
be sung in a rough, street-trader’s accent’, refer to King, Henry Purcell, 135.  
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Audio Example 1.19 
 

Vocal Demonstration, [0:27].79 
 

 
Wray recognises that performative research on authentic pronunciation has so far garnered 

little attention, writing:  

 
If the pursuit of authentic pronunciation seems still rather specialist and 

exclusive, this may be because there is as yet no comprehensive ‘user-

friendly’ guide to help the musician turn his or her modern text into an old 

one.80  

 
I discovered through my experimentation with historical diction for Purcell song and other 

Restoration song texts that the classification and recall of unusual vowel sounds made for a 

time-consuming processes; I did not possess a straightforward system for verifying the 

accuracy of my early modern English pronunciation, nor had confidence in pursuing this craft 

away from the watchful eye of colleagues and mentors. My selection of historically informed 

performance tools tends to be more inclusive than exclusive, based around measures that I 

sense can significantly enhance my performance practice. Since I achieved mixed results 

overall, I find authentic pronunciation, at least at present, to be rather unhelpful. A 

performance guide on historical diction for late seventeenth-century continuo song, as 

advocated by Wray, would have surely made the task at hand seem more manageable.81 

Perhaps then interdisciplinary Purcell scholarship over the coming decades might serve as 

fertile ground for pursuing authentic pronunciation in relation to the composer’s expansive 

vocal repertoire. 

 
 
 
 
 
 
 
 
 
 
 

 
79 See p.302 of Appendix 4: Creative Works Folio for the recording details of Audio Example 1.19. 
80 Wray, ‘Authentic Pronunciation for Early Music’, 1060.  
81 ibid., 1051. 
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1.3. Gesture  
 
Stylised Baroque gesture is another component of authentic performance that could be 

afforded greater attention in Purcell scholarship over the coming years. Singers might 

discover that a degree of familiarity with seventeenth-century gestural practice is conducive 

to their visual expression of Purcell’s vocal music, serving as a paralinguistic tool to 

physically internalise and reinforce their interpretation of score elements.82 I have 

experimented with the application of historically informed gesture to Purcell song to carry the 

text from ‘scripted to embodied meaning’.83 

 
Daniela Kaleva recently investigated the practicalities and expressive potential of 

rhetorical gesture in a practice-led project around gesticulation of Monteverdi’s Lamento 

d’Arianna.84 Australian soprano Tessa Miller worked with Kaleva and Baroque gesture 

practitioner Helga Hill to consider how stylised gestures might mirror and amplify the 

lament’s textual and musical dimensions.85 This process involved documenting step-by-step 

tasks likely encountered by vocalists when incorporating rhetorical gesture into their 

performances.86 Participants conceptualised and workshopped suitable physical movements 

in application to Monteverdi’s score, followed by a complete performance by Miller at a 

public Q&A session.87 Perhaps this performative investigation could act as a model for the 

experimentation of historically informed gesture for Purcell song in its various guises.88  

 
82 Daniela Kaleva, ‘Performative Research: A Performance-Led Study of Lamento d’Arianna with Historically 
Informed Rhetorical Gesture’, Musicology Australia 36, no.2 (November 2014): 209, 
<https://doi.org/10.1080/08145857.2014.958273>. Kaleva considers ‘[p]aralinguistic signs [to include] timbre 
variations, breathing, hesitation sounds, articulation, dynamics, tempo, gestures and facial expressions’; Also 
consult Daniela Kaleva, ‘Translating Text into Motion: Performance Analysis for Singers and Directors’, in 
Music Research: New Directions for a New Century, eds. Michael Ewans, Rosalind Halton, and John Phillips 
(London: Cambridge Scholars, 2004), 64–71 on a possible process for internalising a score through physical 
movement; Toft argues that ‘the wide range of gesticulatory techniques’ enable singers to ‘convey their thoughts 
and passions with greater force and delight’, see Toft, Tune Thy Musicke to Thy Hart, 126.  
83 Kaleva, ‘Performative Research’, 210. 
84 ibid., 213–4 for the aims and methodology of this practice-led study.    
85 ibid., 213.  
86 ibid., 216 for the major steps in this rehearsal process.  
87 A panel of project participants discuss the workshopping stages and share their reflections on the process in 
Daniela Kaleva, ‘“Lamento d’Arianna” with historically informed gesture (Q&A session)’, YouTube video, 
[44:24], 20 July 2014, <https://youtu.be/2QdEQJi8IXQ>; To watch Miller’s performance, view Daniela Kaleva, 
‘Lamento d’Arianna with historically informed rhetorical gesture’, YouTube video, [12:47], 19 August 2014, 
<https://youtu.be/6VR58XtCcXk>. 
88 Colette Anne Henshaw, for example, studies the portrayal of mad characters in Restoration mad songs during 
performance through the import of stylised Baroque gestures, read Colette Anne Henshaw, ‘Gesture and Affekt 
in the Performance of Baroque Vocal Music with Specific Reference to English Baroque Mad Songs’ (DPhil 
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During the workshopping phase of the ‘Lamento d’Arianna Research Project’, keywords 

served as the impetus behind Miller’s gesticulation and as a conduit between one vocal 

phrase with a single visual concept.89 I explored this ‘timing between utterance and bodily 

movement’ in application to numerous Purcell songs.90 Consider, for example, my vocal-

physical embodiment of the opening three bars to the first verse of ‘Cease, O my sad soul’ 

Z.363, reading, ‘[c]ease, O my sad soul, cease to mourn’.91  

 
Kaleva highlights that notational features can clarify the speed and energy with which a 

chosen gesture is executed.92 With her advice in mind, I proceeded to interpret the first bar of 

this short song as denoting an air of strength and urgency to elicit the attention of onlookers. 

Dotted figures bring to mind the majesty of the French style while possible associations 

between C minor and ‘gloom’ and ‘sadness’, as theorised by Charpentier (1692), may set the 

scene for a lament of unhappy love.93 The voice then enters its middle-to-upper tessitura for 

beats two through four above the continuo’s sustained, low A flat pitch. In response to this 

impression of the score elements, I decided upon a loud vocal projection and forthright onset 

of ‘[c]ease’ and ‘sad’. The gesture ‘Pacification’ (‘Pacificat’), displayed in John Bulwer’s 

1644 Chirologia and Chironomia, seemed like a suitable visual for conveying this male 

subject’s extroverted cry in his hope of discarding the shackles of futile love.94  

 
The second and third bars seem to me to be somewhat wistful with the move into E flat 

major. Here, the text ‘cease to mourn’ descends into a lower vocal tessitura and bends with 

the flow of the continuo line in crotchet and quaver values. Maybe this further text is 

muttered by a subdued or introspective commentator who, having secured the listener’s 

 
diss., University of York, 2000), ProQuest Dissertations & Theses Global (304656334), 64–71 for the section 
titled ‘The English Baroque Mad Song’.  
89 Refer to Kaleva, ‘Performative Research’, 226–9 on ‘The Stroke’—the alignment of keywords and 
movement; Also consult Kaleva, ‘Translating Text into Motion’, 65–6 for a possible method of performance 
analysis for keywords and lines of text.    
90 Kaleva, ‘Performative Research’, 226. 
91 Purcell’s authorship of this song is uncertain, refer to Purcell, Secular Songs for Solo Voice, vol.25, viii.  
92 Kaleva, ‘Performative Research’, 218.   
93 Judy Tarling, The Weapons of Rhetoric: A Guide for Musicians and Audiences (St Albans: Corda Music, 
2004), 77 for Charpentier’s opinions on key affect; Also see Rita Steblin, A History of Key Characteristics in 
the Eighteenth and Nineteenth Centuries, 2nd rev. ed. (Rochester: University of Rochester Press, 2002), 230 (C 
minor).   
94 John Bulwer, Chirologia: or, The Naturall Language of the Hand. Composed of the speaking motions, and 
discoursing gestures thereof. Whereunto is added Chironomia: or, The art of manuall rhetoricke (London, 
1644), 65 (Chironomia) for an illustration of ‘Pacification’ (‘Pacificat’). Access from EEBO: Early English 
Books Online.  
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attention in the first instance, proceeds to muse on his lovesick ailment in private. My 

melodic contours exhibited smooth phrasing and vocal slide between pitches in response to 

this poetic concept. Visually, I sought an action that may seem compatible with my 

impression of a man making peace with his inner demons for which the gesture ‘Reconcile’ 

(‘Reconcileo’), again from Bulwer’s woodcut illustrations, was perceived to suffice 

(Ex.1.9.1).95  

 
Ex.1.9.1 
Henry Purcell, ‘Cease, O my sad soul’, bars 1–3.96 

 

 
 

 
Upon reflection, Miller believed that the incorporation of gesture into her performance of 

Lamento d’Arianna was, in essence, a fruitful task; however, she recommended that singers 

contemplate the matter of visual delivery during private score study at the earliest opportunity 

rather than as a final consideration.97 The soprano conceded that preparing gestures for what 

 
95 Bulwer, Chirologia and Chironomia, 155 (Chirologia) for an illustration of ‘Reconcile’ (‘Reconcileo’).    
96 Purcell, Secular Songs for Solo Voice, vol.25, 263; The gesture illustrations displayed are sourced from 
Bulwer, Chirologia and Chironomia, 155 (Chirologia), 65 (Chironomia). 
97 Listen from [7:45] to [9:35] of Daniela Kaleva, ‘“Lamento d’Arianna” with historically informed gesture 
(Q&A session)’, <https://youtu.be/2QdEQJi8IXQ?t=7m45s>.   
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was already a memorised and lengthy vocal solo proved both time-consuming and tricky to 

re-internalise.98  

 
Like Miller, I found the addition of stylised gestures to previously studied material to be a 

challenging exercise. In my gestural study of ‘Incassum, Lesbia, incassum rogas’ (The 

Queen’s Epicedium) Z.383, for instance, I experienced multiple memory lapses during 

coaching sessions due to the lengthy Latin text. Indeed, I was reluctant to part with the score 

and list of stage directions as the performance date loomed.99 My experimentation with the 

multisectional ‘If music be the food of love’ (Version C) Z.379C likewise proved 

problematic. I encountered difficulty in recalling the planned gestures in the heat of 

performance—the brisk pace of the middle triple-time section merely added to this 

instability. I am certain that such challenges would have been ameliorated had I considered 

the application of gesture in tandem with score elements from the outset. 

 
The timing, configuration, and import of a historical gesture may help singers 

communicate their character’s emotional condition; a gesture that powers forwards and up 

possibly symbolises a heroic figure that takes command of their space, whereas an apologist’s 

actions may look timid and inward-facing.100 In Kaleva’s words, it is ‘the entire attitude of a 

body taken over by a particular emotion’.101 Consider that a performer’s mannerisms could be 

tailored to work against what the music and text would seem to imply for the basis of an 

ironic performance. The opening bars of ‘She loves and she confesses too’ (A Song upon a 

Ground) Z.413, for instance, might be performed with an asymmetrical, flippant head tilt and 

crossed arms—or something like Bulwer’s illustration for ‘Threaten’ (‘Minor’).102 These 

paralinguistic signals may appear amiss for the poetic suggestion of blissfully happy love, 

Purcell’s melodic buoyancy, and the tuneful C major ostinato (Ex.1.10.1).103  

 
98 Listen from [9:55] to [12:35] of Daniela Kaleva, ‘“Lamento d’Arianna” with historically informed gesture 
(Q&A session)’, <https://youtu.be/2QdEQJi8IXQ?t=9m55s>.    
99 Kaleva, ‘Performative Research’, 217. I have engaged in a study process outlined by Hill for adding gesture 
illustrations to scores as part of a wider approach to score annotations, see p.283 (second annotated score) of 
Appendix 3: Enlarged Annotated Score Samples for an example.  
100 Kaleva, ‘Performative Research’, 210. 
101 ibid., 229.  
102 Bulwer, Chirologia and Chironomia, 151 (Chirologia) for an illustration of ‘Threaten’ (‘Minor’).   
103 ‘She loves and she confesses too’ (A Song upon a Ground) Z.413—one of Purcell’s early ground-bass 
songs—is labelled by Holman as ‘a true ostinato, repeated unchanged’ and with the same ground-bass as an 
earlier setting by Pietro Reggio, see Holman, Henry Purcell, 41. A comparison of versions by Reggio and 
Purcell can be found on p.42; Also consult King, ‘The Song Texts’, 45 for the poetic context.  
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Ex.1.10.1 
Henry Purcell, ‘She loves and she confesses too’ (A Song upon a Ground), bars 1–6.104 

 

 
 

 
For my re-interpretation of ‘She loves and she confesses too’, I employed the visuals 

mentioned above to introduce the male subject as disingenuous when proclaiming, ‘[s]he 

loves and she confesses too, [t]here’s then at last no more to do’. My cold and stiff body 

language sought to communicate an alternative moral to this song: the wooing of women is 

not necessarily as straightforward and rose-coloured as Purcell’s setting would make it seem. 

In fact, an all-too-common storyline throughout Purcell’s secular solo songs involves men 

accusing women of betrayal and unfair treatment. This central character visually 

communicates his suspicion over the believability of the ‘perfect’ love scenario; he trades the 

‘fruits of conquest’ for the bitterness of unrequited love, identifying with the countless men 

wounded by Cupid’s poison arrow. Contrary to the song’s opening line, this individual might 

find that there is, in fact, much ‘more to do’. 

 
104 John Playford, ed., Choice Ayres, Songs, and Dialogues: To Sing to the Theorbo-Lute, or Bass-Viol: Being 
Most of the Newest Ayres and Songs, Sung at Court, and at the Publick Theatres, vol.4 (London, 1683), 42; 
Purcell, Secular Songs for Solo Voice, vol.25, 18–9; The gesture illustration displayed is sourced from Bulwer, 
Chirologia and Chironomia, 151 (Chirologia).   



 
50 

In watching Miller’s performance of Lamento d’Arianna, I am captivated by the ease at 

which her gestures seem to flow from one to the next in response to textual impulses and cues 

from the two-piece continuo.105 I am aware, however, that this performance interpretation 

represents the culmination of many weeks’ preparation and that a lesser degree of precision 

might cause the delivery to look hesitant or clumsy.106 The difficulties I experienced through 

my gestural study of ‘Incassum, Lesbia, incassum rogas’ and the multisectional setting of ‘If 

music be the food of love’ have led me to question whether stylised Baroque gesture supplies 

me with any tangible advantage to approaching songs with intuitive gestures.107 At present, I 

do not regard this facet of historically informed performance practice to be central to my 

creative practice, which as I have outlined, is more inclusive than exclusive. I have suggested, 

nevertheless, that a practice-led project modelled on the ‘Lamento d’Arianna Research 

Project’ might take the interdisciplinary research on Purcell in a further direction in the years 

to come. 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
105 For Miller’s performance, view Daniela Kaleva, ‘Lamento d’Arianna with historically informed rhetorical 
gesture’, <https://youtu.be/6VR58XtCcXk>.   
106 Kaleva reaffirms that Miller committed to a ‘very involved process, religiously’ to bring a rendition of the 
Lamento d’Arianna with stylised Baroque gesture to a high standard of performance, listen from [9:35] to [9:55] 
of Daniela Kaleva, ‘“Lamento d’Arianna” with historically informed gesture (Q&A session)’, 
<https://youtu.be/2QdEQJi8IXQ?t=9m35s>.   
107 Kaleva accepts that it is unclear ‘[w]hether this “period look” appeals to modern audiences and whether they 
perceive and appreciate the subtleties of gestural symbolism and detail’, read Kaleva, ‘Performative Research’, 
232; Also consult Sherman, Inside Early Music, 270 for William Christie’s thoughts on performances with 
Baroque gesture. 
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1.4. A Performative Study of ‘Incassum, Lesbia, incassum rogas’ (The 
Queen’s Epicedium) Z.383 
 
In his tercentennial chapter contribution ‘Performing Purcell’, Andrew Parrott writes that ‘in 

the absence of any sophisticated appreciation of Purcellian conventions, performers will tend 

to fall back on more familiar Handelian practices’.108 I have acquainted myself with ongoing 

discussion points in Purcell performance practice—flagged by Parrott as of ‘critical 

importance’—to distinguish between late seventeenth- and early eighteenth-century English 

Baroque practices; I have consulted secondary literature on duration (tempo and rhythm), 

ornamentation, pitch standards, voicing, and instrumentation.109 

 
With the benefit of hindsight, I recognise that my performances of Purcell’s sacred and 

secular songs from the early stage of this study tended to ‘fall back’ on the manner in which I 

sing the music of Handel; my full-voiced or ‘operatic’ timbre, lavish ornamentation, and 

speech-like recitative demonstrate relative inexperience in performing the music of this 

earlier composer. Indeed, my 2016 concert performance (Version A) of ‘Incassum, Lesbia, 

incassum rogas’ (The Queen’s Epicedium) Z.383 typifies my approach to Purcell’s music 

before the thorough consultation of composer-specific texts for which I am critical of the 

points above on style. This performance, at least upon critical reflection, provides a stark 

counterpoint to a more recent rendition (Version B). I mention my grappling with this 

substantial multisectional work to underscore several conceptual issues that appear to be 

central to Purcell vocal performance today.  

 
The lament opens in recitative style (Section A), establishing an image of public grief 

among plebeians (mythological and real) that mourn the death of their gracious queen 

(Arcadian and Mary II).110 An especially striking image in George Herbert’s poem is that of a 

discordant lyre ringing out, perhaps symbolising the corruption of the ‘Harmony of the 

Spheres’, thus, leaving mere mortals to drown in ‘a world full of tears’ (‘[t]errarum orbe 

lachrymarum pleno’).111 Purcell’s dissonances between the upper vocal strains and heavy 

 
108 Parrott, ‘Performing Purcell’, 387. 
109 ibid., 388. Parrott identifies rhythm and tempo as aspects of Purcell performance practice in need of greater 
attention.   
110 See King, Henry Purcell, 214–5 for background context and an analysis of ‘Incassum, Lesbia, incassum 
rogas’ (The Queen’s Epicedium) Z.383.   
111 Consult ‘Theories of the Cosmos in Antiquity’ in Kathi Meyer-Baer, Music of the Spheres and the Dance of 
Death: Studies in Musical Iconology (Princeton: Princeton University Press, 1970), 7–19; Also read Amanda 
Eubanks Winkler, O Let Us Howle Some Heavy Note: Music for Witches, the Melancholic, and the Mad on the 
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drone of the basso continuo might be perceived to reflect this poetic conjuring of disorder. 

For my initial performance (Version A), I tended to elongate voice-continuo dissonances as a 

means of emphasis, yet appear to have done so at the expense of the composer’s clear-cut 

rhythms. Several imprecise rhythms in the opening recitative to Version A were, therefore, 

corrected for Version B (Audio Examples 1.20 and 1.21) (Ex.1.11.1). 

 
Audio Example 1.20   

 
Vocal Demonstration (Version A), [0:54].112 

 
 
Audio Example 1.21   

 
Creative Works Folio Excerpt (Version B), [0:38].113 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
Seventeenth-Century English Stage (Bloomington: Indiana University Press, 2006), 3 on the challenge faced by 
seventeenth-century composers to represent ‘disorder’ through the ‘orderliness’ of music.  
112 See p.303 of Appendix 4: Creative Works Folio for the recording details of Audio Example 1.20. 
113 Audio Example 1.21 is an excerpt from Item 2.8 of Appendix 4: Creative Works Folio.  
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Ex.1.11.1  
Henry Purcell, ‘Incassum, Lesbia, incassum rogas’ (The Queen’s Epicedium), bars 1–10.114 

 

 
 

 
I listened through several recordings of ‘Incassum, Lesbia, incassum rogas’ on multimedia 

sharing platforms such as YouTube and Spotify, finding that some of the rhythms in 

performance deviated from notated values. While the study of recordings is core to my 

performance craft, on this occasion, such a process led me to internalise incorrect rhythms to 

the detriment of ensemble stability across recitative and arioso sections alike. My approach to 

the triple-time arioso (Section B) in Version A, for instance, is noticeably hesitant and clumsy 

where rhythm is concerned; I breathe mid-phrase, constantly adjust the length of crotchets, 

and tarry at phrase ends—all are culprits behind uncoordinated continuo cues and vocal 

 
114 Henry Playford, ed., Three Elegies upon the Much Lamented Loss of our Late Most Gracious Queen Mary 
(London, 1695), 8; Purcell, Secular Songs for Solo Voice, vol.25, 206. 
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entries. The rhythmic style is generally more stable and predictable for Version B. Indeed, the 

removal of tempo rubato shifted my attention towards the rhythmic flow that Purcell etches 

into the score in service to the keyword ‘weeping’ (‘fletur’), thereby negating additional 

pushing and pulling of vocal phrases (Audio Examples 1.22 and 1.23) (Ex.1.11.2). 

 
Audio Example 1.22   

 
Vocal Demonstration (Version A), [0:26].115 

 
 
Audio Example 1.23   

 
Creative Works Folio Excerpt (Version B), [0:23].116 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
115 See p.303 of Appendix 4: Creative Works Folio for the recording details of Audio Example 1.22. 
116 Audio Example 1.23 is an excerpt from Item 2.8 of Appendix 4: Creative Works Folio.  
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Ex.1.11.2  
Henry Purcell, ‘Incassum, Lesbia, incassum rogas’ (The Queen’s Epicedium), bars 46–57.117 

 

 
 

 
The stylistic revisions to my 2018 re-recording of ‘Incassum, Lesbia, incassum rogas’ 

highlight my handling of Restoration continuo song in concerts and recordings from the latter 

 
117 Playford, ed., Three Elegies, 9; Purcell, Secular Songs for Solo Voice, vol.25, 208. 
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part of this study.118 I am certainly more attentive to what is written on the page as opposed to 

taking my cues from all manner of recordings and other early music vocal genres with which 

I have prior experience. For the current example, I directed my attention at the memorisation 

of notated rhythms, the particularities of English Latin, choice of embellishment, and 

adoption of a consistent tactus.119 The lament’s emotional climax at the return of the 

recitative style (Section C), for instance, exhibits what I would regard a greater level of 

accuracy in vocal approach (Audio Examples 1.24 and 1.25) (Ex.1.11.3). From a performer’s 

perspective, I have generally found that Purcell’s late-period multisectional songs are more 

challenging to sing than the earlier strophic songs on account of their wide ranges, long 

phrases, and rhythmic combinations. Admittedly, the low D at A415 on ‘perished’ (‘periit’) 

continues to sit outside of my comfortable high tenor range; however, this lower register is 

now substantially more accessible as my voice continues to mature with age. 

 
Audio Example 1.24   

 
Vocal Demonstration (Version A), [0:41].120 

 
 
Audio Example 1.25   

 
Creative Works Folio Excerpt (Version B), [0:32].121 

 
 
 
 
 
 
 
 
 
 
 
 
 

 
118 The 2018 re-recording of ‘Incassum, Lesbia, incassum rogas’ (The Queen’s Epicedium) Z.383 is available in 
full from Appendix 4: Creative Works Folio as Item 2.8.  
119 Read Margaret Laurie, ‘Continuity and Tempo in Purcell’s Vocal Works’, in Purcell Studies, ed. Curtis Price 
(Cambridge: Cambridge University Press, 1995), 192–206 on the maintenance of a common pulse in Purcell’s 
multisectional songs; A useful source on the conventions and pronunciation of English Latin is Harold 
Copeman, Singing in Latin, or, Pronunciation Explor’d (Oxford: H. Copeman, 1990), especially p.194–203 for 
the section titled ‘Sung Latin from 1650’.  
120 See p.303 of Appendix 4: Creative Works Folio for the recording details of Audio Example 1.24. 
121 Audio Example 1.25 is an excerpt from Item 2.8 of Appendix 4: Creative Works Folio.  
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Ex.1.11.3  
Henry Purcell, ‘Incassum, Lesbia, incassum rogas’ (The Queen’s Epicedium), bars 90–7.122 

 

 
 

 
Concluding Thoughts  
 
Between my two renditions of this exceptionally challenging vocal solo, I consulted 

composer-specific texts that influenced my performance practice for Purcell song. I began, 

for example, by studying Margaret Laurie’s insights on proportional relationships in 

multisectional pieces and Katherine Rohrer’s inspection of the composer’s text-setting 

strategies.123 I also trawled through primary sources including Caccini’s preface for Le Nuove 

Musiche (Sion M. Honea translation) in conjunction with a loose English adaption in the 

form of Playford’s 1694 edition of An Introduction to the Skill of Musick to consider the sort 

of melodic grace that might adorn the lament’s triple-time arioso.124 I subsequently 

 
122 Playford, ed., Three Elegies, 10; Purcell, Secular Songs for Solo Voice, vol.25, 210. 
123 Laurie, ‘Continuity and Tempo in Purcell’s Vocal Works’, 205; Rohrer, ‘Poetic Metre, Musical Metre, and 
the Dance in Purcell’s Songs’, 210 on critical differences between declamatory and arioso passages.    
124 Giulio Caccini, Le Nuove Musiche, trans. Sion M. Honea (Florence, 1601), 
<https://www.uco.edu/cfad/files/music/caccini.pdf>; Additionally, I referred to H. Wiley Hitchcock’s article on 
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collaborated with theorbists to identify changes in my delivery of this song when 

accompanied by a delicate chamber instrument beyond the conventions of the modern concert 

platform. Concurrently, countless early music coaching sessions fostered familiarity with the 

genre of Restoration continuo song and its differences with repertoire such as that of Handel 

from the early eighteenth century. Indeed, the rehearsal space afforded a perfect opportunity 

to discuss textual interpretations and impressions of compositional identity to bring the notes 

off the page. These processes, in combination, have informed how I think about and perform 

Purcell’s music within an ‘early music’ framework.  

 

 

 

 

 

 
the interpretation of Caccini’s vocal ornamentation and historical value of this document, see H. Wiley 
Hitchcock, ‘Vocal Ornamentation in Caccini’s Nuove Musiche’, Musical Quarterly 56, no.3 (July 1970): 389–
404; John Playford, An Introduction to the Skill of Musick. Corrected and Amended by Mr. Henry Purcell, 12th 
ed. (London, 1694), <http://conquest.imslp.info/files/imglnks/usimg/1/1e/IMSLP207041-PMLP169945-
introductiontosk00play_1694_12th_ed.pdf>; Parrott cautions that ‘[i]t is difficult to gauge the exact relevance to 
Purcell’s music of Caccini’s instructions given in translation in all editions of Playford’s Brief Introduction to 
the Skill of Musick’, see Parrott, ‘Performing Purcell’, 427. 
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Chapter 2  
Recording Analyses of Purcell Song 
 
In a 2011 recording review for Early Music, Peter Holman writes that ‘the basic requirements 

of a Purcell singer [are] a clear voice unencumbered by continuous vibrato and with the 

ability to put the words at the centre of what they do’.1 Holman conveys his thoughts on what 

might be believed to make a Purcell singer ‘compelling’ in connection to a critique of 

multiple post-tercentenary recordings of ensembles and soloists—some of which seem to 

‘blithely’ neglect the literature on Purcell performance practice.2 Holman acknowledges, 

nevertheless, that ‘Purcell singing has reached a level of excellence that hardly seemed 

possible when I first began to perform his music’.3  

 
The centrality of text to a singer’s craft is a position echoed by John Potter in his chapter 

‘Reconstructing Lost Voices’, writing that pre-Romantic vocal music was typically conceived 

at the service of text as a ‘refinement of speech’ or ‘kind of heightened speech’.4 For audio 

recordings of Purcell song, away from the potential advantages of paralinguistic tools such as 

stylised Baroque gesture, perhaps textual clarity ought to serve as utmost importance. Words 

might be thought to form the bedrock around which the musical material is sheathed; the 

singer materialises as the sculptor of a living, breathing artwork. 

 
In the following chapter, Holman and Potter’s predilection for text-led vocal deliveries 

propel my scrutiny of recording artists approaching Purcell song. I shall begin by 

contemplating the potential impact of heavy singer vibrato on ‘early music’ recorded 

versions. These critiques prompt me to reflect upon the modest vibrato that I have typically 

brought to the composer’s solo and ensemble works, underpinned by current thought around 

vocal technique that is detailed in Janice L. Chapman’s Singing and Teaching Singing: A 

 
1 Peter Holman, ‘Purcell Performance Perspectives’, Early Music 39, no.3 (August 2011): 446, 
<https://doi.org/10.1093/em/car069>.   
2 Holman, ‘Purcell Performance Perspectives’, 445, 448.   
3 ibid., 448. 
4 See John Potter, ‘Reconstructing Lost Voices’, in Companion to Medieval and Renaissance Music, eds. Tess 
Knighton and David Fallows (London: J.M. Dent, 1992), 314–6 regarding the emphasis on textual 
communication and ‘parallel[s] between oratory and singing’ in pre-Romantic vocal repertories; Also read 
Richard Wistreich, ‘Reconstructing Pre-Romantic Singing Technique’, in The Cambridge Companion to 
Singing, ed. John Potter, Cambridge Companions to Music (Cambridge: Cambridge University Press, 2000), 
178–91.  
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Holistic Approach to Classical Voice (hereafter Singing and Teaching Singing).5 I 

subsequently conduct two comparative analyses of the secular songs ‘What a sad fate is 

mine’ Z.428A/B (Versions A and B) and ‘In Cloris all soft charms agree’ Z.384. For both, I 

devise interpretations of poetic themes and character actions that could be imagined as sitting 

behind the performance decisions of recording artists. This process involves the scrutiny of 

contrasting soloist and ensemble choices around timbre, vowel formation, onset and decay, 

vocal slide, rhythmic character, and continuo instrumentation. Like the previous chapter, I 

seek to emphasise the versatility of an ‘early music’ performance framework for this 

composer and consider how small- and large-scale artistic decisions potentially emanate from 

keywords, poetic themes, and character interpretation.  

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
5 Janice L. Chapman, Singing and Teaching Singing: A Holistic Approach to Classical Voice, 2nd rev. ed. (San 
Diego: Plural, 2012). 
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2.1. Vocal Vibrato in Recordings  
 

The performance of Baroque vocal music with vibrato is certainly contentious and for which 

there are various standpoints.6 In clarifying my own stance on this matter, I recall the advice 

of numerous singing teachers and coaches over the years that have encouraged me to sing 

Purcell song as I would treat the music of any other composer with an unmodified oscillation 

of the vocal folds; other mentors (by and large from the choral world) are critical of what 

they hear as a ‘pronounced’ vibrato, urging me to curtail such ‘warbling’ and recognise 

vibrato as an affective tool to be employed sparingly:  

 
To me you are a terrific musician and a fine person; I do, however, have 

concerns that you habitually sing with a fair degree of vibrato. It is important 

that you understand that when I speak of the place of vibrato I am not 

criticising your voice; I am simply following my ears and the treatises 

through the centuries ... If you listen to any of the best small European 

ensembles—The Tallis Scholars, The Sixteen, Les Arts Florissant, Vox 

Luminis, Les Leonis, La Cetra, I Profeti—the vibrato is minimal ... I’m sure 

that you can control your warbling if you so wish. Cease, desist, resist!7   

 
On a continuum which maps my approach to Purcell song, I tend to situate myself in the 

‘middle ground’; I sing the music of this composer with a natural vibrato that is seldom 

overpowering but with the capacity to heighten or lessen the oscillation as a means of textual 

accentuation. In the forefront of my mind is Chapman’s advice in Singing and Teaching 

Singing on what constitutes regular and healthy vibrato, coupled with a word of caution from 

Peter Walls regarding a performer’s stylistic choices and that they ought not to come at the 

expense of rational musical judgement.8 

 

 
6 Read the section titled ‘Vocal Production’ in Ellen T. Harris, ‘Voices’, in Performance Practice: Music After 
1600, eds. Howard Mayer Brown and Stanley Sadie (London: Macmillan, 1989), 100–5; On the topic of vocal 
vibrato, William Christie contends that ‘[i]f you want to have a voice and a decent technique, and you want to 
keep your voice, you have to recognize that vibrato is an essential part of vocal production’, refer to Bernard D. 
Sherman, Inside Early Music: Conversations with Performers (New York: Oxford University Press, 1997), 266; 
Also see Andrew Parrott, ‘Performing Purcell’, in The Purcell Companion, ed. Michael Burden (London: Faber, 
1995), 407–10 on vibrato as an ornament in Purcell’s works for voice and instruments.   
7 The thoughts of a vocal mentor on my vibrato use in solo and ensemble contexts, extracted from Anon. ‘A 
Problem: Vibrato’, e-mail message to author, 27 February 2019.  
8 Chapman, Singing and Teaching Singing, 67; Peter Walls, History, Imagination, and the Performance of 
Music (Woodbridge: Boydell, 2003), 21–2. 
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For my performances of Restoration continuo song, I typically seek a light vibrato without 

constricting the throat to govern a text-led delivery. In my experience, I have found that a 

squeezed, half-voiced delivery tends to warp my tuning, make for a shrill high tessitura, 

cause my low register to collapse into an airy (almost inaudible) sound, and leads quite 

quickly to vocal fatigue. While Chapman acknowledges that there could be substantiated 

‘artistic reasons’ for favouring a straight-tone vocal timbre, the longevity of one’s vocal 

folds, it seems, should remain paramount.9 At the opposite extreme, I distance myself from a 

‘wild’ vibrato for concern that an ‘untamed’ oscillation might detract from the 

communication of a song text. Never in my performance practice—solo or otherwise—is the 

vibrato in any way forced or ‘put-on’ for dramatic reinforcement.   

 
In a substantial piece such as Purcell’s ‘O solitude, my sweetest choice’ (A Ground) 

Z.406, where long phrases over a wide range test the current capabilities of my instrument, I 

guard against ‘old habits’ that might threaten the beauty of tone.10 To some listeners, my 

darkened vowel sounds (learned through the English cathedral system) bolster a 

contemplative ambience, whereas others find that a decidedly ‘wooly’ tone colour distracts 

from all-round textual clarity. For animated numbers like the composer’s ‘Love arms himself 

in Celia’s eyes’ Z.392 and ‘Fly swift, ye hours’ Z.369, meanwhile, I avoid a ‘machine-gun’ 

semiquaver attack and rapid vibrato that might detract from the nimbleness of a ‘clear 

voice’.11 As a high tenor, this is particularly important for ensuring the continuity of line 

when ascending from ‘modal’ into ‘head’ registers, as found in the final bars of the former 

and regularly throughout the latter.12  

 
My vocal vibrato does, however, vary across the broad repertoire of the portfolio 

(Appendix 4).13 In the ‘Gloria’ from Maria Marcelli’s Missa Brevis No.1 MWV 16/6, for 

instance, a weightier vibrato responds to the composer’s marcato articulations, syncopation, 

and fast tempo.14 In what is a rather contrasting new commission, composer Peter Wilson 

 
9 Chapman, Singing and Teaching Singing, 67.  
10 A rendition of ‘O solitude, my sweetest choice’ (A Ground) Z.406 is in Appendix 4: Creative Works Folio as 
Item 2.7; Read Robert King, Henry Purcell: A Greater Musical Genius England Never Had (London: Thames 
& Hudson, 1994), 147 for background context to this ground-bass song.  
11 Holman, ‘Purcell Performance Perspectives’, 446.  
12 Consult the section ‘Male Voices’ in Chapman, Singing and Teaching Singing, 70–3. 
13 Refer to the ‘Directory for Creative Works Folio’ on p.305–16 of Appendix 4: Creative Works Folio for a list 
of all performance items.  
14 The ‘Gloria’ from Maria Marcelli’s Missa Brevis No.1 MWV 16/6 is in Appendix 4: Creative Works Folio as 
Item 3.3A at [2:02].  
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requests that his A Hymn for St Cecilia be sung with a half-voiced or ‘breathy’ timbre to 

conjure the delicate vocal strains of a boy soprano—and makes the occasional swelling into a 

fuller voice all the more poignant.15 Here, my justification for moving towards a straight-tone 

and even ‘falsetto’ delivery is a considered one, orbiting somewhat closer to a controlled 

manner of vibrato practiced within ensemble and consort settings.  

 
Other factors upon my vibrato production include the venue size and acoustic, density of 

accompaniment forces, necessity for ensemble blend, and differences between close miking 

in studio recordings and concert performance. At the ‘Baroque to Britten’ event (Concert 7), 

for example, I sang Benjamin Britten’s realisations of popular Purcell songs in full voice to 

navigate the dry acoustic, cut above the volume of the piano, and emulate some aspects of 

Peter Pears’ singing style.16 The ‘operatic’ tutti delivery of ‘Come away, fellow sailors’ from 

Dido and Aeneas Z.626, alongside two tenor colleagues, similarly made for a thoughtful 

artistic decision in an effort to accentuate the buoyancy of this light-hearted ditty; such 

theatricality contrasts with the careful adherence to stylistic detail and conscientious vibrato 

management to be found elsewhere in this vast portfolio.17    

 
Holman appears to be critical of vibrato-heavy deliveries to Purcell’s vocal music for 

concern that this manner of delivery might muddy the text.18 In the aforementioned recording 

review for Early Music, he dismisses the solo singers in Irish-Canadian artistic director Kevin 

Mallon’s 2008 CD Theatre Music, Vol. 1 for using ‘too much vibrato’ at the expense of their 

clear communication of the text.19 With an eye to my own vocal practice, I consider 

Holman’s criticism in connection to bass Giles Tomkins and soprano Nicole Bower’s 

 
15 Peter Wilson’s A Hymn for St Cecilia is in Appendix 4: Creative Works Folio as Item 3.4.   
16 Details of Concert 7 are in Appendix 4: Creative Works Folio on p.287; In his ‘Homage to the British 
Orpheus’, Pears celebrates the musical mind of Purcell, writing that the ‘magic gift of Purcell’s with words and 
music cannot be explained any more than Schubert’s can’, read Peter Pears, ‘Homage to the British Orpheus’, in 
Henry Purcell 1659–1695: Essays on his Music, ed. Imogen Holst (London: Oxford University Press, 1959), 1–
6; Also read Benjamin Britten, ‘On Realizing the Continuo in Purcell’s Songs’, in Henry Purcell 1659–1695: 
Essays on his Music, ed. Imogen Holst (London: Oxford University Press, 1959), 7–13.  
17 ‘Come away, fellow sailors’ from Dido and Aeneas Z.626 is in Appendix 4: Creative Works Folio as Item 
2.27.  
18 Holman, ‘Purcell Performance Perspectives’, 446.    
19 Kevin Mallon, Theatre Music, Vol. 1, with Aradia Ensemble, Nicole Bower, Andrea Jeffrey et al., 2008 by 
Naxos, 8.570149, compact disc.  
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rendition of ‘Fair Iris and her swain’ (A Pastoral Dialogue Betwixt Thyrsis and Iris) from 

Amphitryon, or the Two Sosias Z.572.20  

 
The opening statement of the mythological character ‘Thyrsis’, voiced by Tomkins, begins 

as a bass recitative. I hear this line to be occasionally forced and declaimed with a strong or 

‘arresting’ vibrato against the stillness of held bass pedals. Such heaviness of the vocal 

oscillation, it might be argued, hardly recalls the pictorialisation of a ‘shady bow’r’ within 

serene pastoral surrounds. Similarly, Tomkins builds in volume through his sustained ‘[o] 

kiss me longer’ sequence with the upper register vibrato tending to dominate, culminating in 

a heavy vibrato.21 This soloist’s voice overpowers light accompaniment forces which include 

the archlute, viola da gamba, and cello.22 Additionally, artificial reverberation seems to have 

been added to the vocal solos during post-production editing, potentially heightening a voice-

continuo imbalance (Audio Example 2.1) (Ex.2.1.1 and 2.1.2).  

 
Audio Example 2.1   

 
Published Recording Excerpt, [0:56].23 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
20 Mallon, Theatre Music, Vol. 1. Consult track 9 or access on Naxos Music Library; Refer to Curtis Price, 
Henry Purcell and the London Stage (Cambridge: Cambridge University Press, [1984] 2009), 147–52 for 
background to Purcell’s Amphitryon, or the Two Sosias Z.572, especially p.150 concerning the pastoral dialogue 
in question.   
21 Price speculates that there is likely double meaning around ‘the shepherd’s growing frustration’ and repetition 
of the keyword ‘longer’ which ‘is too graphic to require analysis’, read Price, Henry Purcell and the London 
Stage, 150. 
22 Mallon, Theatre Music, Vol. 1. See p.7 of the CD booklet for a list of musicians in Aradia Ensemble.   
23 Audio Example 2.1 is an excerpt from track 9 of Mallon, Theatre Music, Vol. 1.  
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Ex.2.1.1 
Henry Purcell, ‘Fair Iris and her swain’ (A Pastoral Dialogue Betwixt Thyrsis and Iris), bars 1–4.24 

 

 
 

 
Ex.2.1.2 
Henry Purcell, ‘Fair Iris and her swain’ (A Pastoral Dialogue Betwixt Thyrsis and Iris), bars 10–3.25 

 

 
 

 
Bower’s response to Tomkins, as the character ‘Iris’ during a subsequent recitative, 

similarly exhibits a thick vibrato when her voice enters its upper register. The soprano’s 

longer phrases slightly droop in pitch whilst a nasalised timbre forms on words including 

‘easy’, ‘yielding’, and ‘gain’. Notice that Bower’s high G iteration of the sequence ‘and 

longer’ opens as a nasalised [ɑ:] vowel in straight-tone before it morphs into a darker, fuller 

 
24 John Heptinstall, ed., The Songs in Amphitryon, With the Musick. Composed by Mr. Henry Purcell (London, 
1690), 5; Henry Purcell, Dramatic Music Part I: Vocal and Instrumental Music for the Stage, The Works of 
Henry Purcell, vol.16, 2nd rev. ed., ed. Margaret Laurie (London: Novello, 2007), 42. 
25 Heptinstall, ed., The Songs in Amphitryon, 5; Purcell, Dramatic Music Part I, vol.16, 42–3.  
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[ɒ:] sound with a wide and rapid oscillation.26 As this sustained pitch swells in volume, I hear 

a somewhat squeezed and thin vocal colour transform into something that is unrestricted and 

rich in quality. Perhaps this moment reveals the true ‘essence’ of Bower’s voice beyond the 

potential ‘shackles’ of straight-tone singing (Audio Example 2.2) (Ex.2.1.3). In this context, I 

sense that Chapman’s concern over ‘excessive … “straight” tone in early music styles’ is a 

point well-placed, given the unwanted strain that it potentially places on the larynx—best 

kept to a minimum for the sake of good vocal health and in the quest for endlessly free and 

agreeable sounds.27 

 
Audio Example 2.2            

 
Published Recording Excerpt, [0:47].28 

 
 
Ex.2.1.3 
Henry Purcell, ‘Fair Iris and her swain’ (A Pastoral Dialogue Betwixt Thyrsis and Iris), bars 25–7.29 

 

 
 

 

 
26 International Phonetic Alphabet (IPA) symbols and sounds available from ‘IPA Chart with Sounds’, 
International Phonetic Alphabet: Promoting the Study of Phonetics, 
<http://www.internationalphoneticalphabet.org/ipa-sounds/ipa-chart-with-sounds/>; Also refer to ‘Full IPA 
Chart’, International Phonetic Association, 
<https://www.internationalphoneticassociation.org/sites/default/files/IPA_Kiel_2015.pdf>.  
27 Consult the section ‘The Position of the Larynx in the Neck’ in Chapman, Singing and Teaching Singing, 78–
80. 
28 Audio Example 2.2 is an excerpt from track 9 of Mallon, Theatre Music, Vol. 1.  
29 Heptinstall, ed., The Songs in Amphitryon, 6–7; Purcell, Dramatic Music Part I, vol.16, 43.  
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The preference of some soloists and musical directors to perform pre-Romantic repertoire 

with straight-tone is perhaps partially an attitude borne out of early music performance during 

the late twentieth-century early music revival; Richard Wistreich and John Potter reflect upon 

their involvement in Europe’s early music scene of the 1970s and 80s in a 2013 conversation 

piece for Early Music.30 With regard to straight-tone singing, they suspect that vibrato-less 

vocal deliveries evolved out of experimentation with aesthetically pleasing sounds.31 Potter 

explains, ‘[t]he truth is we invented the early music vocal sound based on what we wanted it 

to be like, and on the voices of a small number of singers with particular talents’, although 

finding ‘nothing wrong with the results’ in such a vocal approach.32  

 
My study of audio recordings goes hand in hand with the perusal of sources like that of 

Chapman’s Singing and Teaching Singing and regular consultation with mentors on the 

mechanics of what makes for ‘good singing’. An inclination towards clear vocal tone for 

seventeenth-century vocal music is also strongly influenced by soloists such as Emma 

Kirkby, Ian Bostridge, and Mark Padmore, plus ensembles including The Tallis Scholars and 

The Sixteen. One of my earliest memories of Purcell song is that of Kirkby’s 1982 rendition 

of ‘Now that the sun hath veil’d his light’ (An Evening Hymn) Z.193 on the CD The Pure 

Voice of Emma Kirkby; I make this point to highlight the influence that early music 

specialists like Kirkby have had on my notion of how Purcell might be realised for vocal 

performance.33 I am inspired by the soprano’s soaring high notes and carefully executed 

swelling into dissonances against the ground-bass.34 Purcell’s melodic variety, namely, the 

 
30 Read Richard Wistreich and John Potter, ‘Singing Early Music: A Conversation’, Early Music 41, no.1 
(February 2013): 22–6, <https://doi.org/10.1093/em/cas155>; Also refer to Walls’ summary of ‘the apparently 
definitive “conclusions” to emerge from the debates of the 1980s’ in Walls, History, Imagination, and the 
Performance of Music, 2–4.   
31 Wistreich and Potter, ‘Singing Early Music: A Conversation’, 25; Richard Taruskin echoes this sentiment, 
writing, ‘we are all secretly aware, what we call historical performance is the sound of now, not then’, see 
Richard Taruskin, Text and Act: Essays on Music and Performance (New York: Oxford University Press, 1995), 
166. 
32 Wistreich and Potter, ‘Singing Early Music: A Conversation’, 25.   
33 Emma Kirkby, The Pure Voice of Emma Kirkby, with The Academy of Ancient Music, Christopher Hogwood 
et al., 1998 by Decca Records, Decca 460 583-2, compact disc. Consult track 6 or access on Spotify. 
34 See Peter Holman, Henry Purcell, Oxford Studies of Composers (Oxford: Oxford University Press, 1994), 43 
for the tonal layout of ‘Now that the sun hath veil’d his light’ (An Evening Hymn) Z.193; Also read a short 
piece of analysis by King in King, Henry Purcell, 140.   



68 

wide range, quick and sustained durations, syllabic and melismatic text-settings, and 

chromatic deviations are, no doubt, fodder for a thoughtful performer like Kirkby.35  

 
A compositional feature of ‘Now that the sun hath veil’d his light’ is the changing length 

of vocal phrases against the five-bar ground.36 This structure might be thought to reflect 

theologian William Fuller’s poetic evocation of the simultaneous majesty and routineness of 

a sunset. Kirkby offers her listenership a smooth vocal delivery in setting the scene during 

Section A before entering a livelier Section B as the ground modulates to the text, ‘[a]nd can 

there be any so sweet security’.37 At this juncture, the soprano’s lightness of vocal approach 

for dotted figures on ‘sweet’ might represent the narrator’s elation at the thought of their very 

existence or ‘security’ in being a sheep of the earthly flock.38  

 
A forty-five-bar ‘Alleluia’ (Section C), masterminded by the ‘mediator between Earth and 

Heaven’, completes this—potentially symbolic—tripartite structure for which Kirkby shifts 

between earlier tranquil and energised declamations.39 The pure sound of her instrument 

during this spectacularly varied conclusion might afford listeners a fleeting moment of 

contemplation over the short but fortuitous time we have on this ‘stupendous planet’ before 

we too ‘bid the world goodnight’.40  

 
Turning to Holman’s glowing review of Scottish high tenor Paul Agnew’s artistry on his 

2009 CD The Food of Love, and this vocal approach might exemplify the writer’s notion of a 

‘compelling Purcell singer’.41 Note that Holman praises Agnew’s ‘clear and unaffected voice’ 

 
35 See Martin Adams, Henry Purcell: The Origins and Development of his Musical Style (Cambridge: 
Cambridge University Press, 1995), 209 regarding harmonic interactions between voice and continuo in this 
ground-bass song.  
36 King, Henry Purcell, 140.  
37 To hear Section B, access the following YouTube copy of Kirkby’s 1982 rendition for Decca at [1:06]: eliana 
maria orlandini, ‘Emma Kirkby - An Evening Hymn - Henry Purcell’, YouTube video, [4:13], 12 February 
2008, <https://youtu.be/Qjc0qug-1NQ?t=1m6s>.  
38 Adams, Henry Purcell, 209.  
39 For her appearance on an episode of BBC Radio 4’s ‘Great Lives’ series, Kirkby introduces Purcell as a 
‘splendid mediator between Earth and Heaven with his music’, listen from [2:30] of Emma Kirkby, ‘Emma 
Kirkby on Henry Purcell’, interview with Matthew Parris, Great Lives, BBC Radio 4, aired 23 May 2014, radio 
broadcast, <https://www.bbc.co.uk/programmes/b043x48v>. 
40 Daniel Dennett uses the words ‘stupendous planet’ in conversation with Richard Dawkins at [1:08] of Richard 
Dawkins Foundation for Reason & Science, ‘Richard Dawkins and Daniel Dennett- On Death’, YouTube video, 
[7:56], 4 August 2015, <https://youtu.be/zVm8bdJNyMA?t=1m8s>. 
41 Holman, ‘Purcell Performance Perspectives’, 445; Paul Agnew, The Food of Love, with Anne-Marie Lasla, 
Elizabeth Kenny et al., 2009 by Ambroisie, AM185, compact disc.  



69 

in service to an ‘intelligent, word-centred approach’.42 One such example is this vocalist’s 

rendition of the A minor setting of ‘What a sad fate is mine’ (Version B) Z.428B with 

minimal vibrato and a darkened or ‘covered’ timbre.43 Perhaps Agnew’s ‘rounded’ or 

‘plummy’ tone colour stems from training in the English cathedral system and involvement 

with ensembles including the Tallis Scholars, The Sixteen, and Les Arts Florissants where an 

emphasis is placed on choral blend.44  

 
Agnew’s sustained vocal phrases contrast with the ‘ping’, ‘cut’, or ‘springy’ action of 

Elizabeth Kenny’s accompanying theorbo (Audio Example 2.3). I hear these interlacing 

timbres as conjuring a soft, soothing, and introspective atmosphere—influenced, in part, by 

Kenny’s detailing of ‘[t]he hypnotic effect of a ground’.45 Perhaps Agnew’s protagonist 

languishes under a melancholy spell for which his sombre vocal strains channel their 

resignation to a ‘sad fate’; I visualise the central character marinating in the bittersweet juices 

of melancholy while the insistent pangs of the theorbo slowly mark the passage of time.  

 
Audio Example 2.3    

 
Published Recording Excerpt, [0:34].46 

 
 

Agnew’s legato line seems to suit the composer’s numerous melismatic snippets and 

melodic shapes that traverse several bars. The tenor seldom projects the first word of a phrase 

or keyword with a hard onset, thereby perpetuating the illusion of a never-ending musical 

tapestry (Audio Example 2.4). Indeed, this is a voice that wafts in and out of the textural 

foreground in response to varied melodic phrase lengths and textual repetitions.47 A 

seemingly timeless incantation is pitted against the firm three-bar ground which, in 

combination, might speak for a melancholiac whose lingering mental chatter conveys to 

listeners as a soliloquy that transpires in real time (Ex.2.2.1).48 

  

 
42 Holman, ‘Purcell Performance Perspectives’, 445.   
43 Agnew, The Food of Love. Consult track 4 or access on Spotify.  
44 A biography of Paul Agnew is available from ‘Paul Agnew (Tenor)’, The Bach Cantatas Website, 
<http://www.bach-cantatas.com/Bio/Agnew-Paul.htm> (accessed 1 January 2019). 
45 Elizabeth Kenny, ‘The Food of Love’, liner notes to Paul Agnew, The Food of Love, with Anne-Marie Lasla, 
Elizabeth Kenny et al., 2009 by Ambroisie, AM185, 21.  
46 Audio Example 2.3 is an excerpt from track 4 of Agnew, The Food of Love. 
47 See Adams, Henry Purcell, 218 for an analysis of the A minor setting of this ground-bass song.  
48 Kenny, ‘The Food of Love’, 21.  
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Audio Example 2.4  
 

Published Recording Excerpt, [0:32].49 
 

 
Ex.2.2.1 
Henry Purcell, ‘What a sad fate is mine’ (Version B), bars 6–10.50 

 

 
 

 
Agnew’s re-articulated passing quavers, situated within sweeping melismatic arcs, differ 

from an otherwise connected vocal delivery; a light onset of quavers appears to instil a burst 

of energy and forward momentum in long phrases (Audio Example 2.5) (Ex.2.2.2). This 

soloist’s subtlety on the micro level counterbalances the swelling and tapering of vocal 

phrases on the macro level—both of which this thoughtful interpretation affords. 

 
Audio Example 2.5   

 
Published Recording Excerpt, [0:38].51 

 
 

 
49 Audio Example 2.4 is an excerpt from track 4 of Agnew, The Food of Love. 
50 Henry Purcell, The Gresham Autograph, intro. Margaret Laurie and Robert Thompson, fax. ed. (London: 
Novello, 1995), n.p. (no.31, folio 46v); Henry Purcell, Secular Songs for Solo Voice, The Works of Henry 
Purcell, vol.25, 2nd rev. ed., ed. Margaret Laurie (Borough Green: Novello, 1985), 180.   
51 Audio Example 2.5 contains excerpts from track 4 of Agnew, The Food of Love.  
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Ex.2.2.2 
Henry Purcell, ‘What a sad fate is mine’ (Version B), bars 38–44.52 

 

 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
52 Purcell, The Gresham Autograph, n.p. (no.31, folio 46v); Purcell, Secular Songs for Solo Voice, vol.25, 181.  
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2.2. A Creative Interpretation and Vocal Embodiment of ‘What a sad fate 
is mine’ (Version A) Z.428A  
 
Fig.2.1 
 

What a sad fate is mine53 
 

What a sad fate is mine, 
My love is my crime: 
Or why shou’d she be 
More easy, and free 
To all than to me? 

 
But if by disdain 

She can lessen my pain, 
’Tis all, I implore; 

To make me love less, 
Or herself to love more. 

 
Anon. 

 
 
Inspired by Agnew’s eloquent singing, I have prepared a similarly vibrato-light rendition of 

‘What a sad fate is mine’ (Version A) Z.428A—this time the C minor setting containing 

melodic differences. Unlike Agnew’s melodic subtlety, however, I give life to the poetry 

through exaggerated vocal gestures. My animated delivery perhaps affords a different take on 

the poetic scenario to that thought to underpin Agnew’s version; I perceive my character as 

one that grapples with the undesirable melancholy affliction intent on breaking free of its 

clutches than accept his (or her) fate unconditionally.54 Martin Adams states that the two 

versions ‘differ markedly’ in the length of their melodic gestures and focus around either high 

E or G pitches according to the key of the ground.55 Perhaps then a higher tessitura for the C 

minor setting (Version A) fuels an impression of a somewhat restless narrator.    

 

 
53 Adapted from the text underlay in Purcell, Secular Songs for Solo Voice, vol.25, 176–9; Published in Henry 
Purcell, Orpheus Britannicus: A Collection of the Choicest Songs, for One, Two, and Three Voices, vol.1, 1st 
ed. (London, 1698), 165A–6. Since p.165 appears twice in the original source, I have labelled the pages as 
p.165A and p.165B; See p.259–62 in Appendix 2: Scores for Long Analyses for Score 2.1: ‘What a sad fate is 
mine’ (Version A) Z.428A. I leave out what would be bar 21 to reflect the omission of this bar in the original 
publication. Resulting bar discrepancies are noted.  
54 Adams, Henry Purcell, 217–8.  
55 A rendition of ‘What a sad fate is mine’ (Version A) Z.428A is in Appendix 4: Creative Works Folio as Item 
2.19.  
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Charpentier (1692) associates C minor with the possible affects of ‘gloom’ and ‘sadness’. 

This opinion on key characteristic serves as a backdrop to my interpretation of Purcell’s 

chosen key for the ground in connection to the subject matter of stubborn lovesickness.56 I 

initially viewed the vocal part as partaking in this melancholy ballet; however, the adoption 

of a faster tempo seemed to frame the poet as mounting resistance to his heartache. I likewise 

consider the repetition of keywords including ‘sad’, ‘why’, and ‘disdain’ to amplify the 

projection of a restless character.  

 
Vocal shapes of the first verse (Section A) are primarily descending, stepwise, and 

melismatic, perhaps to frame an air of worry induced by the melancholy ailment. Based on 

Adams’ identification of ‘the numerous rests and repetitions [as] a neo-madrigalian 

representation of anguish’, I consider brief one- and two-beat rests within these phrases to be 

sobbing motives and hesitations that impede the narrator’s articulation of coherent thought 

(Ex.2.3.1).57 

 
Ex.2.3.1 
Henry Purcell, ‘What a sad fate is mine’ (Version A), bars 33–8.58 

 

 
 

 
I attend to poetic fragments and melodic shapes on the micro level. Consider, for example, 

that I vary my vowel formation on keywords as a means of textual accentuation and in search 

of maximum variety within the ground-bass form. The [ɐ:] vowel in ‘sad’ on the first hearing 
 

56 Judy Tarling, The Weapons of Rhetoric: A Guide for Musicians and Audiences (St Albans: Corda Music, 
2004), 77 for Charpentier’s opinions on key affect; Also see Rita Steblin, A History of Key Characteristics in 
the Eighteenth and Nineteenth Centuries, 2nd rev. ed. (Rochester: University of Rochester Press, 2002), 230 (C 
minor).   
57 Adams, Henry Purcell, 217. 
58 Purcell, Orpheus Britannicus, vol.1, 165B. Note that bars 33–8 appear on the second printing of p.165; 
Purcell, Secular Songs for Solo Voice, vol.25, 177. The bar numbers displayed reflect the omission of one bar in 
the original source.   
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of ‘[w]hat a sad fate is mine’ is neutral, open, and slightly darkened; the second delivery, in 

the spirit of vocal experimentation, featured a rather prominent (nasalised and spread) [æ:] 

sound to move this keyword to the textural forefront and, in turn, emphasise the 

melancholiac’s utter contempt for his present circumstance (Audio Example 2.6). 

 
Audio Example 2.6    

  
Creative Works Folio Excerpt, [0:21].59 

 
 

I occasionally deliver the first and middle consonants of a word with a forceful onset for 

emphasis. Such an approach is evident from the phrase, ‘[b]ut if by disdain [s]he can lessen 

my pain’, where the keywords ‘disdain’ and ‘pain’ are punctuated with coarse ‘d’ and ‘p’ 

consonants (Audio Example 2.7). I committed to this performance decision in response to a 

textual development (Section C) which finds the lovesick individual finally concoct a remedy 

to ‘lessen [his] pain’.60 Here, Purcell substitutes descending melodic lines for those of an 

upwards inflection; a change in the melodic direction may warrant the potential connotations 

of energy, strength, and confidence possibly conveyable through the adoption of a hard onset 

(Ex.2.3.2). 

 
Audio Example 2.7   

 
Creative Works Folio Excerpt, [0:12].61 

 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
59 Audio Example 2.6 is an excerpt from Item 2.19 of Appendix 4: Creative Works Folio. 
60 Consult Robert King, ‘The Song Texts’, liner notes to Robert King, The Complete Secular Solo Songs of 
Henry Purcell, with The King’s Consort, Barbara Bonney, Susan Gritton, James Bowman et al., 2003 by 
Hyperion Records, CDS44161/3, 37 for the poetic context.    
61 Audio Example 2.7 is an excerpt from Item 2.19 of Appendix 4: Creative Works Folio. 
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Ex.2.3.2 
Henry Purcell, ‘What a sad fate is mine’ (Version A), bars 24–7, 69–72.62 

 

 
 

 
I lighten start consonants and favour an airy vocal timbre when ascending into my upper 

register. A half-voiced delivery occurs, for instance, on ‘[m]ore easy’ and the subsequent 

melisma for ‘all’ which hovers around a high G and A flat pitch during Section B (Audio 

Example 2.8). High tenor Daniel Thomson exhibits a polished back-and-forth between 

‘modal’, ‘head’, and ‘falsetto’ registers in his rendition of this setting on his 2017 CD Secret 

 
62 Purcell, Orpheus Britannicus, vol.1, 165B–6. Note that bars 24–7 are on the second printing of p.165; Purcell, 
Secular Songs for Solo Voice, vol.25, 176–9. The bar numbers displayed reflect the omission of one bar in the 
original source. 
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Fires of Love.63 I have drawn inspiration from Thomson’s vocal approach in conjunction with 

Stephen Rose’s clarification that the historical evidence seems to show that high tenors of 

Purcell’s day entered into their ‘falsetto’ register at such points.64 My momentary deviation 

from an otherwise full-voiced vocality creates quite a contrasting timbre and is perhaps 

justified on the grounds of what Chapman could be thought to classify as ‘artistic reasons’.65 

 
Audio Example 2.8  

 
Creative Works Folio Excerpt, [0:49].66 

 
 

I employ portamento to connect the occasional large interval dashed throughout an 

otherwise stepwise vocal line. Perhaps a touch of vocal slide signifies the possible sighing, 

weeping, whining, or even ‘howls’ of a male melancholiac that mediates on their ‘sad’ 

circumstance.67 The fullness—or maybe even to some listeners, ‘severity’—of my vocal slide 

differs for the first and second hearings of the opening line, ‘[w]hat a sad fate is mine’, in 

which the keyword ‘fate’ occurs on a descending perfect fifth interval. For the first 

presentation, a modest vocal slide represents my protagonist’s impulsive declamation; a fuller 

portamento on the second hearing accompanies this keyword as the central character takes a 

moment to digest the possible implications of his troubling revelation (Audio Example 2.9).  

 

 
63 Daniel Thomson, Secret Fires of Love, with Studio Rhetoric, Robert Toft, Thomas Leininger et al., 2017 by 
Talbot Productions, 191924306146, compact disc. Consult track 15 or access on Spotify.  
64 Read Stephen Rose, ‘Performance Practices’, in The Ashgate Research Companion to Henry Purcell, ed. 
Rebecca Herissone (Farnham: Ashgate, 2012), 136–9 on the ‘contentious’ question of ‘high tenor’, ‘falsetto’, or 
‘countertenor’ voice in Purcell’s vocal repertoire; There is, of course, a well-known anecdote in Purcell 
scholarship, likely to have increased confusion over clear-cut designations of voice type in the composer’s vocal 
repertoire, involving Michael Tippett’s adulation for countertenor Alfred Deller’s vocal embodiment of ‘Music 
for a while’ from Oedipus Z.583, who exclaims, ‘[f]or I recognized absolutely that this was the voice for which 
Purcell had written’, refer to Michael Tippett, Walter Bergmann, and Robert Spencer, ‘Alfred Deller’, Early 
Music 8, no.1 (January 1980): 43, <https://doi.org/10.1093/earlyj/8.1.43>; Holman touches on this matter in an 
interview on ABC Radio National, listen from [4:50] to [6:15] of Peter Holman, ‘Henry Purcell, 350 Years On 
with Peter Holman’, interview with Andrew Ford, The Music Show, ABC Radio National, aired 5 September 
2009, radio broadcast, <https://www.abc.net.au/radionational/programs/musicshow/henry-purcell-350-years-on-
with-peter-holman/3128816>; Also read Taruskin, Text and Act, 166 on Deller as a token of ‘modern early 
music’.   
65 Chapman, Singing and Teaching Singing, 67. 
66 Audio Example 2.8 is an excerpt from Item 2.19 of Appendix 4: Creative Works Folio. 
67 Consult the chapter ‘O Let Us Howle Some Heavy Note’ in Amanda Eubanks Winkler, O Let Us Howle Some 
Heavy Note: Music for Witches, the Melancholic, and the Mad on the Seventeenth-Century English Stage 
(Bloomington: Indiana University Press, 2006), 114–65, particularly p.114–6 on the act of ‘howling’ by 
irrational, lovesick men.  
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Audio Example 2.9   
 

Creative Works Folio Excerpt, [0:21].68 
 

 
My fullest vocal slide smooths a descending minor sixth interval on ‘implore’ (Audio 

Example 2.10). Notice that the lower of the two vocal pitches clashes with the rotating notes 

of the C minor ground across five beats; an anticipatory portamento sought to prepare 

listeners for subsequent jarring sounds (Ex.2.3.3). Perhaps this performance decision pushes 

the limits of what entails ‘artistic’ sliding and, in truth, places undue emphasis on the weak 

‘im’ syllable. Upon critical reflection, a plosive ‘p’ on ‘plore’ and slightly less abrasive 

portamento might have made for wiser text-led choices.69 

 
Audio Example 2.10   

 
Creative Works Folio Excerpt, [0:12].70 

 
 
Ex.2.3.3 
Henry Purcell, ‘What a sad fate is mine’ (Version A), bars 78–80.71 

 

 
 

 
I deliver most melodic contours of ‘What a sad fate is mine’ with a hint of rhythmic 

elasticity against the metrically strict crotchets of my associate artist. Melismas for the 
 

68 Audio Example 2.9 is an excerpt from Item 2.19 of Appendix 4: Creative Works Folio. 
69 On the question of vocal slide or portamento, Potter and Neil Sorrell write that ‘artistic sliding is tasteful but 
there is a line which can only be crossed at some risk to the reputation of the singer’, read the section titled 
‘Portamento as a Defining Criterion of Good Singing’ in John Potter and Neil Sorrell, A History of Singing 
(Cambridge: Cambridge University Press, 2012), 203–7. 
70 Audio Example 2.10 is an excerpt from Item 2.19 of Appendix 4: Creative Works Folio. 
71 Purcell, Orpheus Britannicus, vol.1, 166; Purcell, Secular Songs for Solo Voice, vol.25, 179. The bar numbers 
displayed reflect the omission of one bar in the original source. 
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keywords ‘sad’ and ‘all’ are subjected to a slight acceleration, whereas iterations of ‘[m]y 

love’ and ‘[m]ore easy’ tend to land slightly after the crotchet chimes of the continuo; a slight 

quickening and slackening of the voice sought to capture my character’s restlessness (Audio 

Example 2.11). Rhythmic fluidity within the rigid structure of the ground-bass song—albeit 

rather subtly—might also be thought to speak for an irrational male figure whose thoughts are 

sporadic or unhinged.  

 
Audio Example 2.11  

 
Creative Works Folio Excerpt, [0:54].72 

 
 

The following annotated score for Section A highlights my shaping of individual notes and 

phrases, quality of vocal onset and decay, and thoughts for possible embellishments. Other 

observations behind my styling of the vocal line include my contemplation of the 

compositional identity, character actions, storyline development, and connotations of 

repeated keywords. I note, for example, that the C minor ground is similar to that 

underpinning Dido’s melancholy-tinged ‘Ah! Belinda, I am prest with torment’ from Act 1 of 

Dido and Aeneas Z.626—another ‘sad fate’ that transpires in real time, yet one that is on the 

unyielding path towards self-destruction.73 A missing bar in the second-last system is most 

plausibly an error on the part of the copyist for the first edition of the first volume to Orpheus 

Britannicus.74 If deliberate, however, such an omission might be thought to underscore the 

keyword ‘crime’. Could the ‘stolen’ bar of music be perceived to temporarily disrupt the 

trance-like looping of the ground? Finally, in viewing this score at a distance, I recognise 

various groupings of three, namely, the triple metre, three flats (two in the key signature and 

one accidental), three large musical compartments (Section A, Section B, and Section C), and 

threefold repetition of keywords. Perhaps the composer grafts musical and textual clusters of 

three to the underlying formation of the ground (Audio Example 2.12) (Fig.2.2 and 2.3).75 

 
72 Audio Example 2.11 is an excerpt from Item 2.19 of Appendix 4: Creative Works Folio. 
73 Read Ellen T. Harris, Henry Purcell’s Dido and Aeneas (Oxford: Clarendon, [1987] 1989), 70–3 regarding 
Purcell’s choice of keys to represent Dido’s gradual demise across the span of the opera.  
74 Purcell, Orpheus Britannicus, vol.1, 165A–165B, 
<http://conquest.imslp.info/files/imglnks/usimg/8/85/IMSLP238658-PMLP130876-
purcell_orpheus_britannicus1_1698.pdf>. Access p.175–6 of the .pdf booklet.    
75 Note that key signatures are modernised in musical examples, annotated scores, and scores for long analyses 
throughout this thesis. Refer to the Editorial Policy on p.xvii–xviii for further information; On the matter of 
Purcell’s ground-bass songs, Adams writes that ‘large-scale musical design neatly reflects textual structure’, 
consult Adams, Henry Purcell, 207. 
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Audio Example 2.12 
 

Creative Works Folio Excerpt, [1:00].76 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
76 Audio Example 2.12 is an excerpt from Item 2.19 of Appendix 4: Creative Works Folio.  
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Fig.2.2 
 

Annotated Score Sample77 
 

‘What a sad fate is mine’ (Version A) Z.428A 
 

 
 

PAGE BREA K 

 
77 A clean score for ‘What a sad fate is mine’ (Version A) Z.428A is available as Score 2.1 on p.259–62 of 
Appendix 2: Scores for Long Analyses; An enlarged version of this annotated score sample is available as 
Fig.2.2 (Enlarged) on p.282 of Appendix 3: Enlarged Annotated Score Samples; Purcell, Orpheus Britannicus, 
vol.1, 165A–165B; Purcell, Secular Songs for Solo Voice, vol.25, 176. I leave out what would be bar 21 to 
reflect the omission of this bar in the original publication.  



81 

Fig.2.3 
 

Key to Score Annotations 
 

‘What a sad fate is mine’ (Version A) Z.428A 
 

 

 
Large-scale section 
division   

Narrative development for 
Section A in three parts 
 

    

 
Intention behind 
vocal delivery 
 

 
Possible key association78 
 
 

    

 
Grouping of three  
 

 

Observation and creative 
reading 
 

    

 
Possible ornament 
  

Alternative rhythm  
 
 

    

 

Vowel sound (broad 
transcription) 
 

 Keyword  
 
 

    

 
 

Exaggerated vocal 
slur (portamento) 
 

 Slight lift 
 
 

    
 Lengthened (tenuto) 

 
  

 Accented (marcato) 
 
 

    

l  
 

Smooth vocal onset 
 
 

V Breath  
 
 

    

•P  
 

Hard vocal onset 
 
 

V No breath 
 
 

 
 
 
 
 
 
 

 
78 Tarling, The Weapons of Rhetoric, 77; Steblin, A History of Key Characteristics in the Eighteenth and 
Nineteenth Centuries, 230 (C minor). 
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2.3. A Comparative Analysis of Performance Decisions and Poetic Meaning 
for ‘In Cloris all soft charms agree’ Z.384 
 
Fig.2.4 
 

In Cloris all soft charms agree79 
 

In Cloris all soft charms agree, 
Enchanting humour, pow’rful wit, 

Beauty from affectation free, 
And for eternal empire fit; 

Where’er she goes love waits her eyes, 
The women envy, men adore; 

Tho’ did she less the triumph prize, 
She wou’d deserve the conquest more. 

 
But vanity so much prevails, 

She begs what else none can deny her, 
And with inviting treach’rous smiles 

Gives hopes, which ev’n prevent desire: 
Reaches at ev’ry trifling heart, 

Grows warm with ev’ry glimm’ring flame, 
And common prey, so dead’s her dart, 

It scarce can wound a noble game. 
 

I could lie ages at her feet, 
Adore her, careless of my pain, 

With tender vows her rigour meet, 
Despair, love on, and not complain: 
My passion from all change secur’d, 
Favours may rise no frown controls: 

I any torment can endure, 
But hoping with a crowd of fools. 

 
John Howe 

 
 
Purcell’s strophic song ‘In Cloris all soft charms agree’ Z.384 was originally published in the 

fifth instalment of compiler John Playford’s Choice Ayres, Songs, and Dialogues.80 For the 

following comparative analysis of this short setting, I shall consider similarities and 
 

79 Adapted from the text underlay in Purcell, Secular Songs for Solo Voice, vol.25, 52; Published in John 
Playford, ed., Choice Ayres, Songs, and Dialogues: To Sing to the Theorbo-Lute, or Bass-Viol: Being Most of 
the Newest Ayres and Songs, Sung at Court, and at the Publick Theatres, vol.5 (London, 1684), 4; See p.263–4 
in Appendix 2: Scores for Long Analyses for Score 2.2: ‘In Cloris all soft charms agree’ Z.384. Note that bar 
numbers have been adjusted for the following analysis to show the first metrically complete bar as bar 1. 
80 See Playford, ed., Choice Ayres, Songs, and Dialogues, vol.5, 4, 
<http://ks.imslp.net/files/imglnks/usimg/1/10/IMSLP81718-PMLP166442-Book_5.pdf> for the original 
publication of ‘In Cloris all soft charms agree’ Z.384. Access p.5 of the .pdf booklet.    
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differences in performance approach between two commercially available recorded versions 

by English high tenor Rogers Covey-Crump (Version A) and French ‘contralto’ Gérard Lesne 

(Version B) (Audio Examples 2.13 and 2.14).81 Noticeable differences exist between the 

realisation of rhythmic character, texture, and articulation; perhaps artistic choices by soloist 

and ensemble are prosecuted in response to different threads of meaning in John Howe’s 

poem. Lesne’s French influence upon Purcell song might be inspired by his time with 

William Christie and Les Arts Florissants. Covey-Crump, on the other hand, typifies the 

lyricism and finesse of the ‘English tenor’. Both early music soloists appear to conduct 

intelligent readings of Howe’s text and exercise care in shaping melodic phrases.  

 
Audio Example 2.13 

 
Published Recording Excerpt (Version A), [2:28].82 

 
 
Audio Example 2.14 

 
Published Recording Excerpt (Version B), [2:13].83 

 
 
Rhythmic Character 
  
A critical difference between interpretations is the conception of rhythmic character by 

soloist and supporting musician(s); Covey-Crump faithfully observes alternating heavy-light 

stresses of the poetry, whereas Lesne approaches rhythm with French inequality.84 I find that 

the latter’s employment of slightly swung note values dresses the score in rhythmic 

buoyancy. Covey-Crump’s rendition, by contrast, conveys as gentle and reflective.  

 

 
81 For Version A, consult Robert King, The Complete Secular Solo Songs of Henry Purcell, with The King’s 
Consort, Barbara Bonney, Susan Gritton, James Bowman et al., 2003 by Hyperion Records, CDS44161/3, 
compact disc. Access disc 3, track 19; For Version B, access Gérard Lesne, O Solitude, with Il Seminario 
Musicale, Bruno Cocset, Blandine Rannou et al., 2002 by Astrée Naïve, E8915, compact disc. Consult track 13 
or access on Spotify; A biography of Rogers Covey-Crump is available from ‘Rogers Covey-Crump (Tenor)’, 
The Bach Cantatas Website, <http://www.bach-cantatas.com/Bio/Covey-Crump-Rogers.htm> (accessed 1 
January 2019); A biography of Gérard Lesne is available from ‘Gérard Lesne (Counter-tenor, Conductor)’, The 
Bach Cantatas Website, <http://www.bach-cantatas.com/Bio/Lesne-Gerard.htm> (accessed 1 January 2019). 
Lesne has used the term ‘contralto’ to describe his voice.   
82 Audio Example 2.13 presents disc 3, track 19 of King, The Complete Secular Solo Songs of Henry Purcell.  
83 Audio Example 2.14 presents track 13 of Lesne, O Solitude; Although Lesne’s rendition is performed in C 
major (A415), the following musical examples will appear in the key of the printed score for this comparative 
analysis as per the Editorial Policy on p.xvii–xviii.  
84 Read Rose, ‘Performance Practices’, 150–5 for the section titled ‘Rhythmic Alteration’.   
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Covey-Crump and Lesne’s different conceptions of duration (tempo and rhythm) perhaps 

reflect Rose’s observation on a spectrum of rhythmic characters to spring from the score 

realisation of Purcell song:   

 
[M]odern-day performers have offered a variety of rhythmic interpretations 

of Purcell’s music, ranging from William Christie’s generous use of notes 

inégales to Robert King’s literal adherence to the notated rhythms.85  

 
Consider this point in connection to the soloists’ shaping of the opening anacrusis: Lesne 

launches into a playful atmosphere with a short and detached quaver pickup (Audio Example 

2.15). Covey-Crump, by contrast, sustains the anacrusis for its full duration to the extent that 

listeners could mistake it to be a crotchet in length (Audio Example 2.16) (Ex.2.4.1). 

 
Audio Example 2.15 

 
Published Recording Excerpt (Version B), [0:16].86 

 
 
Audio Example 2.16 

 
Published Recording Excerpt (Version A), [0:11].87 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
85 Read Rose, ‘Performance Practices’, 151. 
86 Audio Example 2.15 contains excerpts from track 13 of Lesne, O Solitude. 
87 Audio Example 2.16 contains excerpts from disc 3, track 19 of King, The Complete Secular Solo Songs of 
Henry Purcell. 
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Ex.2.4.1 
Henry Purcell, ‘In Cloris all soft charms agree’, bar 1.88 

 

   
 

 
Both soloists remain consistent in their adopted rhythmic style across all three verses. 

Covey-Crump does, however, slightly slow the tactus in the third verse for the text, ‘I could 

lie ages at [Cloris’s] feet’, to suggest a slowing of time while in awe at his lady-love’s 

beauty.89 A light accentuation of beats one and three, nonetheless, continues to mirror the ebb 

and flow of Howe’s verse. A noticeably faster tempo to that of Covey-Crump complements 

Lesne’s employment of notes inégales. The countertenor sometimes substitutes paired 

quavers for Lombardic rhythms to contribute to rhythmic playfulness (Audio Example 2.17) 

(Ex.2.4.2).90 

 
88 Playford, ed., Choice Ayres, Songs, and Dialogues, vol.5, 4; Purcell, Secular Songs for Solo Voice, vol.25, 52.  
89 King, ‘The Song Texts’, 57 for the CD liner note to Covey-Crump’s rendition.  
90 Refer to Rose, ‘Performance Practices’, 153 for information on the Lombard rhythm or ‘Scotch Snap’ in 
Purcell’s music.  
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Audio Example 2.17 
 

Published Recording Excerpt (Version B), [0:22].91 
 

 
Ex.2.4.2 
Henry Purcell, ‘In Cloris all soft charms agree’, bars 1–6.92 

 

 
 

 
Vocal and Ensemble Timbres 

 
The two soloists possess warm timbres and minimal vibrato, yet differ in terms of the 

placement of their voices within an ensemble context. A three-piece continuo of harpsichord, 

theorbo, and bass viol accompanies Covey-Crump, culminating in a textural density that is 
 

91 Audio Example 2.17 contains excerpts from track 13 of Lesne, O Solitude. 
92 Playford, ed., Choice Ayres, Songs, and Dialogues, vol.5, 4; Purcell, Secular Songs for Solo Voice, vol.25, 52.  
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noticeably thicker and more sustained to that of Lesne who is supported by a lone theorbo.93 

The latter ensures that his voice does not carry as a continuous wash of sound by tapering 

phrases to match the plucked onset and rapid decay of this delicate instrument. Lesne’s short 

and detached phrasing on the micro level contrasts with what might be described as Covey-

Crump’s ‘floaty’ or ‘dreamlike’ four-bar phrase durations on the macro level. The high 

tenor’s legato line seems to complement the sustaining tones of the bass viol which feature 

prominently throughout this recording.94  

 
Poetic Interpretation   

 
I recognise Howe’s poem as describing a plethora of emotions endured by men that find 

themselves mesmerised by a woman of unparalleled beauty. ‘Cloris’ is revealed to be the 

feminine beauty summoned as the poet’s muse. In one breath, a stereotypical lovesick 

melancholiac (the addresser) delights in the prospect of becoming acquainted with a woman’s 

flawless body (the addressee); in another, he swoons over the realisation that such pleasing 

thoughts of love and lust are almost certainly unrealistic. Put simply in Robert King’s CD 

liner note to Covey-Crump’s rendition, ‘Cloris’s universal attraction to men has its down 

side’.95 

 
The first couplet introduces Cloris as a feminine object of desire in the supple mind of an 

unnamed male melancholiac. Perhaps in awe of her multifaceted personality, the narrator 

remarks, ‘[i]n Cloris all soft charms agree, [e]nchanting humour, pow’rful wit’. From the 

outset, I perceive Cloris to be a lady whose gentle demeanour is counterbalanced by a 

tremendous sense of whimsy. This unpredictability is possibly at the peril of her admirers that 

find themselves locked in a vicious cycle of pleasure and pain; the poet cannot predict 

Cloris’s course of action, nor truly know whether his passionate thoughts for her are indeed 

reciprocated.  

 
Vocal Onset and Decay 

 
Lesne and Covey-Crump’s contrasting vocal deliveries might be imagined to stem from 

different views on Cloris’s personality. The addressee’s ‘[e]nchanting humour’ and 

 
93 Rose notes that ‘[a] wide variety of instruments was available to play the bass line in Restoration London’, 
consult the section titled ‘Continuo Practices’ in Rose, ‘Performance Practices’, 155–62.  
94 Refer to Parrott, ‘Performing Purcell’, 398–9 on the bass viol as a possible accompaniment instrument for 
domestic songs.       
95 King, ‘The Song Texts’, 57. 
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‘pow’rful’ wit’ are perhaps clearest from Lesne’s playful rendition in which the 

countertenor’s delicate vocal timbre matches the crisp onset and decay of his accompanying 

theorbist. The singer’s shortened written note values, acciaccaturas, and trills support overall 

vocal agility—the resulting texture is rather airy (Audio Example 2.18) (Ex.2.4.3).  

 
Audio Example 2.18 

 
Published Recording Excerpt (Version B), [0:10].96 

 
 
Ex.2.4.3 
Henry Purcell, ‘In Cloris all soft charms agree’, bars 3–4.97 

 

 
 

 
Lesne’s declamation of English text with a native French inflection tends to lighten his 

start and end consonants. The wet ‘p’s’, ‘t’s’, and ‘d’s’ that we would typically hear from an 

English-born speaker are substituted for plosive consonants of a softer variety. Certain words 

in Howe’s poem including ‘pow’rful’, ‘treach’rous’, and ‘[d]espair’ are quick to spring from 

the lips and reinforce what is already a lively shading of text (Audio Example 2.19). 

 

 
96 Audio Example 2.18 contains excerpts from track 13 of Lesne, O Solitude. 
97 Playford, ed., Choice Ayres, Songs, and Dialogues, vol.5, 4; Purcell, Secular Songs for Solo Voice, vol.25, 52.  
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Audio Example 2.19 
 

Published Recording Excerpt (Version B), [0:16].98 
 

 
The agility exhibited by both Lesne and his theorbist might render the lovesick complaint 

‘mischievous’ than ‘romantically burdened’. Perhaps unreciprocated love is played as a 

cheeky game of ‘cat-and-mouse’ in which the primary character, portrayed by Lesne, refuses 

to fall foul of Cloris’s allure. Such an interpretation aligns with what I understand to be an 

underlying moral of Howe’s poem: love is seldom truly conquered, except only by lovesick 

fools lured into a false sense of security.  

 
Covey-Crump and his associate musicians, by contrast, might be thought to depict Cloris 

as the angelic host of ‘soft charms’ in what could be recognised as a sentimental love song. 

The high tenor exhibits a wonderfully rich timbre and legato phrasing in his middle-to-upper 

register. Perhaps the lyricism of this interpretation speaks for the poet’s adoration for Cloris 

or symbolises his anguish over the chance that her enigmatic personality may eventuate to no 

more than artful deception.   

 
I interpret Covey-Crump’s emphases of keywords with a tender vocal onset to fuel an air 

of romantic indulgence; words including ‘soft’, ‘[b]eauty’, and ‘[a]dore’ ring out with 

sweetness of tone (Audio Example 2.20). The words ‘treach’rous’, ‘dead’s’, ‘dart’, and 

‘wound’, by contrast, are projected with a slightly more coarse onset, as if to express 

suspicion over Cloris’s sincerity (Audio Example 2.21). Small-scale word emphases 

underscore Covey-Crump’s care towards poetic subtleties; from the mouth of a text-

conscious vocalist emerges a sympathetic figure believing that their circumstances of 

unreciprocated love require thorough soul-searching (Ex.2.4.4).  

 
Audio Example 2.20 

 
Published Recording Excerpt (Version A), [0:14].99 

 
 
 
 

 
98 Audio Example 2.19 contains excerpts from track 13 of Lesne, O Solitude. 
99 Audio Example 2.20 contains excerpts from disc 3, track 19 of King, The Complete Secular Solo Songs of 
Henry Purcell. 
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Audio Example 2.21 
 

Published Recording Excerpt (Version A), [0:16].100 
 

 
Ex.2.4.4 
Henry Purcell, ‘In Cloris all soft charms agree’, bars 5–8, 13–5.101 

 

 
 

 
Ensemble Character 
 
A dense texture of harpsichord, theorbo, and bass viol support Covey-Crump’s full-voiced 

dotted crotchets. The bass viol’s sustaining power, in particular, helps elongate voice-

continuo dissonances. The playfulness of Lesne’s interpretation, on the other hand, tastefully 

 
100 Audio Example 2.21 contains excerpts from disc 3, track 19 of King, The Complete Secular Solo Songs of 
Henry Purcell. 
101 Playford, ed., Choice Ayres, Songs, and Dialogues, vol.5, 4; Purcell, Secular Songs for Solo Voice, vol.25, 
52. Note that bar numbers have been adjusted in this musical example to show the first metrically complete bar 
as bar 1. 
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overleaps such poignant occasions; the lightness of ensemble and forward thrust of rhythmic 

inequality probably prevent Lesne and his theorbist from accentuating dissonances to the 

same extent as the Covey-Crump team.  

 
Covey-Crump and his associate musicians accentuate passing note dissonances, like that at 

the start of bar 3, among longer occurrences like that of the semitone ascent in bar 12; the 

latter implies a full diminished seventh against movement towards the dominant D major. In 

the third last bar, meanwhile, the ensemble emphasises a tritone between the continuo and 

voice’s upper register before cadencing in G major (Audio Examples 2.22 and 2.23) 

(Ex.2.4.5).  

 
Audio Example 2.22 

 
Published Recording Excerpt (Version A), [0:17].102 

 
 
Audio Example 2.23 

 
Published Recording Excerpt (Version A), [0:31].103 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
102 Audio Example 2.22 contains excerpts from disc 3, track 19 of King, The Complete Secular Solo Songs of 
Henry Purcell. 
103 Audio Example 2.23 contains excerpts from disc 3, track 19 of King, The Complete Secular Solo Songs of 
Henry Purcell. 
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Ex.2.4.5 
Henry Purcell, ‘In Cloris all soft charms agree’, bars 3, 8, 12, 14.104 

 

 
 

 
Covey-Crump’s heavy-light word stresses prevent the ensemble from gaining forward 

momentum. Lesne’s interpretation, by contrast, tumbles bar-to-bar within the notes inégales 

style. Such lightness could be thought to harbour significance if read in connection to a 

possible underlying moral of Howe’s poem: only melancholic fools surrender to the beguiling 

charms of a woman. Lesne’s character might be imagined to poke fun right back at Cloris by 

acting indifferently to the juiciest musical moments associated with her captivating beauty. 

On the contrary, a performer’s surrender to an indulgent musical landscape could be regarded 

as playing the part of the lovesick fool. Cloris’s ability to lure unsuspecting men perhaps 

holds no sway with Lesne’s protagonist, having pinpointed the snares of her dangerous love 

game. Is it then Covey-Crump’s character for their melodic elegance and indulgence that is 

made to look the lovesick fool? Of the two, maybe it is Lesne’s character in their distrust of 

Cloris’s siren call that proves the most savoir-faire. 

 

 
104 Playford, ed., Choice Ayres, Songs, and Dialogues, vol.5, 4; Purcell, Secular Songs for Solo Voice, vol.25, 
52. Note that bar numbers have been adjusted in this musical example to show the first metrically complete bar 
as bar 1. 
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Concluding Thoughts  
 

Lesne and Covey-Crump’s studio recordings of ‘In Cloris all soft charms agree’ highlight the 

malleability of Purcell song in the hands of performers; the former delivers this piece in a 

French Baroque manner, whereas the latter’s interpretation models a ‘rounded’ timbre typical 

of the ‘English tenor’. Differences in rhythm, articulation, timbre, and texture by soloist and 

ensemble alike produce contrasting soundworlds; the chief differentiator between these two 

versions is arguably the overarching rhythmic style with or without notes inégales. To that 

end, the individuality of approach displayed by both vocalists inspired my recordings 

(Versions A and B) of what I would characterise as a delightful strophic song (Audio 

Examples 2.24 and 2.25). 

 
Audio Example 2.24 

 
Creative Works Folio Excerpt (Version A), [0:55].105 

 
 
Audio Example 2.25 

 
Creative Works Folio Excerpt (Version B), [0:40].106 

 
 

My final word concerns the poetry, recognised as the driving force behind the shaping of 

Purcell’s notation. Covey-Crump might be imagined to focus on the emphasis of keywords 

on the micro level, whereas Lesne seems to give rise to a light-hearted ambience on the 

macro level. Perhaps Covey-Crump internalises the deluded lovesick fool by treating the 

matter of unrequited love with great seriousness. Lesne’s character, on the other hand, resists 

being lured into a false sense of security and instead frames his predicament as farcical. I 

imagine Covey-Crump’s narrator to be in awe at every word spoken by Cloris, although such 

private contemplation merely fans the flames of his lovesickness; Lesne’s narrator seems 

wary of Cloris’s motive and responds to her siren song with flippancy. All in all, we may rest 

assured that these singers provide listeners with thoughtful, text-led interpretations that 

resonate with Holman’s notion of a ‘compelling Purcell singer’.107  

 

 
105 Audio Example 2.24 is an excerpt from Item 2.4A of Appendix 4: Creative Works Folio.  
106 Audio Example 2.25 is an excerpt from Item 2.4B of Appendix 4: Creative Works Folio.  
107 Holman, ‘Purcell Performance Perspectives’, 445.  
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Chapter 3  
Creative Interpretations of Purcell’s Songs: A New Poetic Index 
 
I have assembled a new index of Purcell’s secular songs for solo voice within volume 25 of 

The Works of Henry Purcell according to their overarching poetic theme (Appendix 1).1 The 

following chapter seeks to familiarise readers with this study tool through multiple analyses, 

observations made about the song collection, and critical reflection upon my performance 

study of certain works in response to poetic threads.  

 
I initially grouped pieces around my impressions of their overarching poetic theme in 

order to digest the sheer amount of material in existence; I later determined, however, that 

song categories might provide a suitable backdrop to creative readings. My new arrangement 

by poetic theme identifies common narrative threads running through the collection; I use 

these observations as the foundation for thorough score analyses. Additionally, a new 

categorisation aims to improve the accessibility of study materials and support singers in their 

assembly of themed concert programmes.  

 
The layout of my index is modelled on Robert King’s ‘A Performer’s Catalogue of 

Purcell’s Works’ and Olive Baldwin and Thelma Wilson’s correlation of singing actor, song, 

and premiere performance in Performing the Music of Henry Purcell.2 The clean appearance 

of these indices has led me to devise a similarly user-friendly layout for the collection of 

secular solo songs. Additionally, I have taken inspiration from Vic Gammon’s division of 

love songs into six subcategories, namely, ‘Love’, ‘Sexual Encounter’, ‘Ribald Situations’, 

‘Obscenity’, ‘Unhappy Relationships’, and ‘Gender Role Rejection’.3 A new representation 

equally responds to Rebecca Herissone’s preface to Ashgate Companion in which Franklin B. 

Zimmerman’s An Analytical Catalogue is described as an ‘indispensable [yet] dated’ 

 
1 See p.247–54 for Appendix 1: A New Index of the Secular Songs for Solo Voice by Poetic Theme; Henry 
Purcell, Secular Songs for Solo Voice, The Works of Henry Purcell, vol.25, 2nd rev. ed., ed. Margaret Laurie 
(Borough Green: Novello, 1985), 2–237 for all songs consulted within the main body of volume 25. The total 
number of songs is eighty-nine, accounting for multiple settings of several pieces, but excluding songs found in 
appendices.  
2 Refer to Robert King, Henry Purcell: A Greater Musical Genius England Never Had (London: Thames & 
Hudson, 1994), 238–50 for ‘A Performer’s Catalogue of Purcell’s Works’; Olive Baldwin and Thelma Wilson, 
‘Purcell’s Stage Singers’, in Performing the Music of Henry Purcell, ed. Michael Burden (Oxford: Clarendon, 
1996), 275–81 for ‘Purcell’s Stage Singers: A Documentary List’. 
3 Vic Gammon, Desire, Drink and Death in English Folk and Vernacular Song, 1600–1900 (Aldershot: 
Ashgate, 2008), 20. 
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reference tool.4 I offer Purcell scholars and performers alike an alternative to Zimmerman’s 

alphabetical index and the corresponding parts to Alan Smith’s Complete Index of Works for 

the songs of volume 25.5  

 
I shall provide a ‘snapshot’ of songs by identifying recurrent themes, narrative 

perspectives, character interactions, and gender constructs across the collection. This territory 

is explored through a mixture of short and long analyses arising out of surface-level 

observations. The classification of a ‘male melancholy song’, for instance, provides the 

footing upon which to scrutinise compositional decisions and performance choices in support 

of the characterisation of a male melancholiac. My analyses also consider gendered voices of 

narration—a perspective informed by Amanda Eubanks Winkler’s work on late seventeenth-

century gender representations within the vocal music of Purcell and others.6 The following 

‘close readings’, therefore, encompass textual interpretation, musical analysis, male and 

female character scrutiny, and autoethnographic reflections on my performance choices.  

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
4 Rebecca Herissone, ‘Introduction’, in The Ashgate Research Companion to Henry Purcell, ed. Rebecca 
Herissone (Farnham: Ashgate, 2012), 5. 
5 Franklin B. Zimmerman, Henry Purcell, 1659–1695: An Analytical Catalogue of his Music (London: 
Macmillan, 1963), 178–214 for all secular solo songs consulted for this study; Alan Smith, An Index of the 
Works of Henry Purcell as Published by the Purcell Society (London: Novello, 1970), 17–20.  
6 Read Amanda Eubanks Winkler, ‘Society and Disorder’, in The Ashgate Research Companion to Henry 
Purcell, ed. Rebecca Herissone (Farnham: Ashgate, 2012), 269–302; Also consult Amanda Eubanks Winkler, O 
Let Us Howle Some Heavy Note: Music for Witches, the Melancholic, and the Mad on the Seventeenth-Century 
English Stage (Bloomington: Indiana University Press, 2006), especially the fourth chapter (p.114–65) on male 
melancholiacs.   
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3.1. A New Index of Songs by Poetic Theme 
 

My index highlights commonalities of topic and narrative perspective running through the 

secular solo songs that might pass unnoticed if equipped with no more than a table of 

contents like that of the Smith index. New groupings of songs from volume 25 stem from my 

interpretation of song texts and Purcell’s notation; I label the likely gender construct of the 

central figure, speculate about character actions in response to poetic scenarios, and consider 

musical decisions as reflective of storyline fragments.   

 
I first scanned through song texts in isolation to consider possible textual connotations 

before scrutinising Purcell’s notation in service to the poetry. To follow, I consulted sound 

recordings of these works by Hyperion Records (hereafter Hyperion)—the only commercially 

available recording for (almost) all songs of volume 25.7 As detailed during the previous 

chapter, recording analysis was an important factor in my private study of score elements and 

subsequent artistic choices. With respect to song categorisation, my study of a commercially 

available recording either matched an initial impression of the score or prompted a 

reconsideration of a song’s malleability in the performance realm.   

 
For the ‘Complete Index’ in Appendix 1 (p.248–54), I display catalogue numbers and 

approximate composition or first publication date(s) for songs of volume 25 around 

parameters of inclusion and exclusion.8 Entries from Zimmerman’s catalogue (Source B) 

(and by extension, the Smith index [Source A]) are reproduced and regrouped around my 

‘close reading’ of score elements and impression of published sound recordings.9 Based on 

my reading of poetic scenarios, personal pronouns, and primary and secondary character 

names, I proceed to enter the central character’s likely—albeit ‘heteronormative’—gender 

construct.10 I also include details for the Purcell Society edition (Source C) and Hyperion 

recording (Source D) with the intention of simplifying a performer’s access to study materials 

during their repertoire search.  
 

7 Robert King, The Complete Secular Solo Songs of Henry Purcell, with The King’s Consort, Barbara Bonney, 
Susan Gritton, James Bowman et al., 2003 by Hyperion Records, CDS44161/3, compact disc. Note that this 
album does not include the A minor setting of ‘What a sad fate is mine’ (Version B) Z.428B, ‘High on a throne 
of glitt’ring ore’ (Ode on the Queen) (Version B) Z.465B, and songs in all appendices of volume 25.  
8 View my parameters of inclusion and exclusion on p.247 of Appendix 1: A New Index of the Secular Songs 
for Solo Voice by Poetic Theme.  
9 Zimmerman, Henry Purcell, 1659–1695, 178–214 for songs between Z.351 and Z.473. The two corresponding 
sections, grouped under ‘Secular Vocal Works’, are titled ‘Solo Songs’ and ‘Solo Songs with Chorus’. 
10 The conformity to male-female gender interactions in song texts might also be described from a modern-day 
perspective as ‘heterocentric’.  
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Voicing  
 
The late seventeenth- and early eighteenth-century printed miscellanies consulted for this 

study do not indicate voice type or gender labels; the stipulation of such detail would perhaps 

limit the distribution of domestic songbooks to an amateur market.11 The theatre songs, 

conversely, exhibit a clear link between character role, gender, and voice type.12 The athletic 

‘This poet sings the Trojan wars’ (Anacreon’s Defeat) Z.423 and humorous ‘Bacchus is a 

pow’r divine’ Z.360 seem to have been written with a male bass in mind.13 The character 

‘Mad Bess’ from the mad song ‘From silent shades and the Elysian groves’ (Bess of Bedlam) 

Z.370, meanwhile, appears to be suited to a female soprano.14  

 
Purcell composed two settings of ‘What a sad fate is mine’ Z.428A/B in C minor (Version 

A) and A minor (Version B) which ‘differ markedly’ in their melodic constitution.15 

Similarly, the G minor strophic setting of ‘If music be the food of love’ (Version A) Z.379A 

in the June 1692 instalment of The Gentleman’s Journal is modified for its subsequent 

publication in the fourth volume of the song anthology Comes Amoris: or, The Companion of 

Love from 1693.16 The latter setting (Version B, Z.379B) contains some slight melodic 

 
11 See Stephen Rose, ‘Performance Practices’, in The Ashgate Research Companion to Henry Purcell, ed. 
Rebecca Herissone (Farnham: Ashgate, 2012), 148.  
12 The linkage of singing actor and theatre song is mapped in Baldwin and Wilson’s documentary list, refer to 
Baldwin and Wilson, ‘Purcell’s Stage Singers’, 275–81 (‘Purcell’s Stage Singers: A Documentary List’). 
13 King, Henry Purcell, 231. King describes ‘Bacchus is a pow’r divine’ Z.360 as an ‘extravagant setting for 
solo bass’. Also read p.158 on the poetic context to ‘This poet sings the Trojan wars’ (Anacreon’s Defeat) 
Z.423.  
14 Winkler, ‘Society and Disorder’, 291; Peter Holman, Henry Purcell, Oxford Studies of Composers (Oxford: 
Oxford University Press, 1994), 40–1. Holman points out that both musical structure and text are influenced by 
the popular ‘Mad Tom of Bedlam’ broadside ballad. 
15 Martin Adams, Henry Purcell: The Origins and Development of his Musical Style (Cambridge: Cambridge 
University Press, 1995), 217; The A minor setting of ‘What a sad fate is mine’ (Version B) Z.428B is in Henry 
Purcell, The Gresham Autograph, intro. Margaret Laurie and Robert Thompson, fax. ed. (London: Novello, 
1995), n.p. (no.31, folio 46v); Consult Purcell, Secular Songs for Solo Voice, vol.25, 176–9, 180–3 for Versions 
A and B (No.69A and No.69B), respectively.     
16 ‘If music be the food of love’ (Version A) Z.379A is in Peter Anthony Motteux, ed., Gentleman’s Journal: or, 
The Monthly Miscellany for June 1692 (London, 1692), 27–9; ‘If music be the food of love’ (Version B) Z.379B 
is in John Heptinstall, ed., Comes Amoris: or, The Companion of Love: Being a Choice of the Newest Songs 
Now in Use: With a Thorow Bass to Each Song for the Harpsichord, Theorbo, or Bass-Viol, vol.4 (London, 
1693), 15; Consult Purcell, Secular Songs for Solo Voice, vol.25, 159–61, 157–8 for Versions A and B (No.63B 
and No.63A), respectively. Note that Versions A and B are reversed to align with the labelling in Zimmerman’s 
catalogue; Christopher Mason considers the importance of The Gentleman’s Journal within a social context, 
read Christopher Mason, ‘The Gentleman’s Journal (1692–1694) as a Source of English Secular Song’, Context 
6 (Summer 1993/4): 3–10, <http://contextjournal.music.unimelb.edu.au/context/files/2017/02/6_Mason-
1g93ail.pdf>. 



98 

differences and is set a tone higher in A minor.17 The multisectional song ‘High on a throne 

of glitt’ring ore’ (Ode on the Queen) Z.465A/B likewise appears twice in volume 25 

(Versions A and B).18 All other pieces in this edition appear only the once, reflecting first 

published editions of songbooks and material from the surviving autograph manuscripts.19 

 
Sets and Subsets  
 
I have split Purcell’s secular songs into three sets and nine subsets to reflect the commonest 

poetic themes across this body of works (Fig.3.1). On the macro level, most pieces occupy 

the categories of happy or unhappy love. A third set, labelled ‘Elegies’, accounts for the 

composer’s musical elegies written for colleagues.20 Additionally, ‘Incassum, Lesbia, 

incassum rogas’ (The Queen’s Epicedium) Z.383 and ‘If pray’rs and tears’ (Sighs for our 

Late Sovereign King Charles the Second) Z.380 were written upon the deaths of Mary II and 

Charles II, respectively.21 

 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
17 Mason, ‘The Gentleman’s Journal (1692–1694) as a Source of English Secular Song’, 9.   
18 Purcell, Secular Songs for Solo Voice, vol.25, 133–40, 141–7 for Versions A and B (No.60A and No.60B), 
respectively.   
19 While the total number of songs presented in the main body of volume 25 is eighty-six, I have arrived at the 
figure of eighty-nine to accommodate Versions A and B of the aforementioned ‘What a sad fate is mine’, ‘If 
music be the food of love’, and ‘High on a throne of glitt’ring ore’.   
20 Refer to Adams, Henry Purcell for analyses of Purcell’s musical tributes, including ‘What hope for us 
remains now he is gone?’ (On the Death of his Worthy Friend Mr. Matthew Locke … who Dyed in August 
1677) Z.472 on p.198–200, ‘Gentle shepherds, you that know’ (A Pastoral Elegy on the Death of Mr. John 
Playford) Z.464 on p.203–5, and ‘Young Thyrsis’ fate, the hills and groves deplore’ (An Elegy upon the Death 
of Mr. Thomas Farmer) Z.473 on p.58; Also view Andrew R. Walking, ‘Politics, Occasions and Texts’, in The 
Ashgate Research Companion to Henry Purcell, ed. Rebecca Herissone (Farnham: Ashgate, 2012), 221–2 on 
the ‘category of declamatory memorial songs’.  
21 Adams considers that the ‘expressive world’ of ‘If pray’rs and tears’ (Sighs for our Late Sovereign King 
Charles the Second) Z.380 is ‘an appropriate style for a lament for an English monarch’, see Adams, Henry 
Purcell, 46–7. 
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Fig.3.1 
 

Sets and Subsets of the Secular Songs for Solo Voice 
 

Sets (3) Subsets (9) 
Happy Love (38) Bawdy (13) 

 
Pastoral (10) 

 
Romance (15) 

 
Unhappy Love (44) Complaint (13) 

 
Mad Song (8) 

 
Melancholy (19) 

 
Misogyny (4) 

 
Elegies (7) Musical Tribute (3) 

 
Royal Death (4) 

  
 

 
Cross-Category Placements  
 
Further song divisions can be added to the existing chart of Appendix 1 at a later date to 

accommodate songs that potentially traverse multiple categories. To that end, performers are 

at liberty to rearrange my index as they desire if it suits their creative intentions. Consider this 

resource to be a ‘living document’ which facilitates the interpretation of songs—as I 

discovered through my own concert programming endeavours.     

 
Purcell’s ‘While Thyrsis, wrapt in downy sleep’ (A Pastoral Coronation Song) Z.437 

probably relates to the celebration of James II’s coronation.22 This piece may seem destined 

for a subset of songs in praise of the monarchy, or that encompass a display of pomp and 

circumstance. Beyond this context, however, the pastoral imagery of nymph-like creatures 

serenading Thyrsis might posit such a work as compatible with my existing category of 

pastoral songs.23 On this occasion, I prioritise the song’s pastoral imagery above its 

seventeenth-century background as gleaned from the subtitle.  

 
22 King states that this work was ‘probably written to celebrate the coronation of King James’, read King, Henry 
Purcell, 135.  
23 See Robert King, ‘The Song Texts’, liner notes to Robert King, The Complete Secular Solo Songs of Henry 
Purcell, with The King’s Consort, Barbara Bonney, Susan Gritton, James Bowman et al., 2003 by Hyperion 
Records, CDS44161/3, 9 for background context.  
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I place ‘Cupid, the slyest rogue alive’ Z.367 in a subset of pastoral songs for its Greco-

Roman mythological references to Cupid and his mother Venus despite the poem’s potential 

doubles entendres.24 In what Peter Holman labels a ‘small comic masterpiece’, sexual 

undertones including ‘liquid sweets to taste’, ‘[h]e blow’d’, and ‘rubbing still increas’d the 

pain’ potentially reveal this piece to be a candidate for my classification of bawdy songs.25 A 

cross-category placement could better reflect the specific attributes of this piece should my 

listing eventually be developed beyond its current scope.  

 
Multisectional Songs  

 
The multisectional songs similarly pose a challenge for clear-cut categorisation because they 

traverse two or more emotional states. In ‘Ah! Cruel nymph! You give despair’ Z.352, for 

instance, the narrator conveys his jumbled feelings for the so-called ‘cruel nymph’, ‘Sylvia’, 

through three emotional states.26 Within Section A of this ‘mini-cantata … of the Italian 

style’, the male subject voices his resentment for a woman whom he feels has feigned her 

love for him, exclaiming, ‘[a]h! Cruel nymph! You give despair’.27  

 
The vocal line’s rapid and goal-driven ascent on ‘delight’, as the narrator swoons over the 

‘deluding fair’, is replaced in short order by seemingly aimless vocal phrases (Ex.3.1.1). The 

uninterrupted flow of quavers in the continuo, spanning almost two octaves for eighteen bars, 

differs from a subsequently docile recitative passage; perpetual motion may underpin the 

circular reasoning of an individual whose senses are clouded by Sylvia’s cruel yet ultimately 

alluring image (Ex.3.1.2). 

 
 
 
 
 
 
 
 
 

 
24 King, ‘The Song Texts’, 55. 
25 Holman, Henry Purcell, 45.  
26 A rendition of ‘Ah! Cruel nymph! You give despair’ Z.352 is in Appendix 4: Creative Works Folio as Item 
2.14.  
27 King, ‘The Song Texts’, 30. 
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Ex.3.1.1 
Henry Purcell, ‘Ah! Cruel nymph! You give despair’, bars 10–4, 20–4.28 

 

 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
28 Henry Purcell, Orpheus Britannicus: A Collection of the Choicest Songs, for One, Two, and Three Voices, 
vol.2, 1st ed. (London, 1702), 4; Purcell, Secular Songs for Solo Voice, vol.25, 166–7.     
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Ex.3.1.2 
Henry Purcell, ‘Ah! Cruel nymph! You give despair’, bars 15–32.29 

 

 
 

 
A five-bar codetta in recitative style links the first and second sections of arioso in G 

minor and G major, respectively. For a short moment, a sustained G pedal in the continuo 

sounds in stark contrast to the lively accompaniment style that preceded it. The central 

character perhaps requires an uncluttered mind to calculate how best to respond to Sylvia’s 

‘feign’d’ love. The poet possibly reflects upon the troubling situation at hand and, in turn, 

modifies his stance on unrequited love (Ex.3.1.3).  

 
 

 
29 Purcell, Orpheus Britannicus, vol.2, 4; Purcell, Secular Songs for Solo Voice, vol.25, 166–7.   
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Ex.3.1.3 
Henry Purcell, ‘Ah! Cruel nymph! You give despair’, bars 34–8.30 

 

 
 

 
Section B, by contrast, might be framed as a possible solution to this lovesick dilemma: 

Sylvia may stop short of treating the man in question to the prospect of a relationship; 

however, such a stark reality will not prevent him from secretly musing over her feminine 

charm. King proposes that ‘the poet realizes that this new lady … has finally enabled him to 

see true love’.31 A different poetic reading, therefore, could be that the primary figure 

celebrates his discovery of a suitable woman that offers him all that Sylvia could not. 

Whatever the poet’s intention, the soundworlds of Section A and Section B evidently contrast 

in support of the protagonist’s changing thoughts. Indeed, the subsequent arioso features a 

triple-time metre, major key, playful imitation between voice and continuo, goal-oriented 

two- and three-bar ascending melismas on ‘gay’, and eight repetitions of ‘humorous’ to a 

dotted figure (Ex.3.1.4).   

 

 

 
 
 

 
30 Purcell, Orpheus Britannicus, vol.2, 4; Purcell, Secular Songs for Solo Voice, vol.25, 167–8.   
31 King, ‘The Song Texts’, 30. 
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Ex.3.1.4 
Henry Purcell, ‘Ah! Cruel nymph! You give despair’, bars 41–6, 61–4, 68–75.32 

 

 
 

 

 
32 Purcell, Orpheus Britannicus, vol.2, 5; Purcell, Secular Songs for Solo Voice, vol.25, 168–9.   
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Although the unnamed subject of ‘Ah! Cruel nymph! You give despair’ resolves his 

predicament in a mindset that is ‘charming, airy, humorous and gay’, the bitterness of 

rejection from the earlier sections should not be overlooked. I regard the central character’s 

numerous responses to lovesickness to be of equal importance and, as such, have considered 

all transitions through various emotional states when deciding upon a suitable song 

categorisation. Perhaps the narrator’s scattered thoughts to emanate from lovesickness are 

comparable to the allusive thought processes of mad characters.33 The arioso-recitative-arioso 

structure, furthermore, renders this work a multisectional song—a form often used by Purcell 

for his mad songs.34 This piece is, thus, situated in the mad song subset since I perceive the 

character’s jumbled thoughts, in tandem with Purcell’s multisectional structure, to resemble a 

mad song. 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
33 Adams highlights that ‘a defining feature of [the seventeenth-century mad song] is the use of extreme 
contrasts to represent the character’s state of mind’, see Adams, Henry Purcell, 201.     
34 Winkler, ‘Society and Disorder’, 291; Also read the section titled ‘The Musical Features of Madness’ in Ester 
Lebedinski, ‘Music for the Mad: A Study of the Madness in Purcell’s Mad Songs’ (PhD diss., Uppsala 
University, 2009), DiVA (diva2:418901), 30–2, <http://www.diva-
portal.org/smash/get/diva2:418901/FULLTEXT01>. 
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3.2. Gender Representations  
 
I have calculated that sixty-eight of the eighty-nine songs of the collection possess gender-

specific pronouns (Male and Female) to clarify the gender of the addresser, addressee, and 

other secondary characters to whom the addresser refers.35 For the remaining twenty-one 

songs, a gendered narrative perspective is unapparent (Unspecified) (Fig.3.2). My 

identification of the (‘heteronormative’ or ‘heterocentric’) opposition of male addresser and 

female addressee, or vice versa, constituted a first step to unpacking the various character 

interactions and motivations as per gender stereotypes within the studied materials. 

 
Fig.3.2 
 

Gender of Narrator or Central Character in the Secular Solo Songs 
 

Sets  Subsets  Male  Female Unspecified 
Happy Love (38) Bawdy (13) 

 
Pastoral (10) 

 
Romance (15) 

 

12 
 

6 
 

9 
 

1 
 
3 
 
2 

0 
 

1 
 

4 
 

Unhappy Love (44) Complaint (13) 
 

Mad Song (8) 
 

Melancholy (19) 
 

Misogyny (4) 
 

8 
 

6 
 

  10 
 

4 
 

2 
 
1 
 
4 
 
0 

3 
 

1 
 

5 
 

0 

Elegies (7) Musical Tribute (3) 
 

Royal Death (4) 

0 
 

0 

0 
 
0 

3 
 

4 
  55 13 21 
     

 

 
Winkler observes that Restoration England was ‘a world that viewed both boys and 

women as imperfect’; women were believed to exist as a separate yet inferior form of men in 

light of the emergent ‘two-sex’ theory.36 This insight perhaps contextualises a common poetic 

scenario in Purcell’s secular songs in which the male subject feels jilted or misled by women; 

his typical response to the situation is to grumble about the unhappy love predicament. In 

 
35 Note that the total of eighty-nine songs accounts for three secular solo songs for which there are two versions. 
Refer back to the section titled ‘Voicing’ on p.97–8 for further information.   
36 Winkler, O Let Us Howle Some Heavy Note, 11; Winkler, ‘Society and Disorder’, 274–5 on male-female 
sexual difference. 
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these storylines, the self-assured man is quick to blame the subordinate woman—or the 

female sex generally—for stirring such upset. Rather than shoulder at least part of the blame, 

it seems easier to dismiss women as dangerous, unpredictable, and seductive creatures whose 

‘mission’ it is to toy with men’s emotions.37  

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
37 Linda Phyllis Austern, ‘“Alluring the Auditorie to Effeminacie”: Music and the Idea of the Feminine in Early 
Modern England’, Music & Letters 74, no.3 (August 1993): 346, <https://doi.org/10.1093/ml/74.3.343>. 
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An Interpretative Analysis: Gender Representations  
 
Fig.3.3 
 

They say you’re angry 
‘The Rich Rival’38 

 
They say you’re angry, and rant mightily, 

Because I love the same as you, 
Alas! You’re very rich, ’tis true; 

But, prithee, fool! What’s that to love and me? 
Your land and money, let that serve, 

And know you’re more by that than you deserve. 
 

When next I see my fair one, she shall know 
How worthless thou art of her bed; 

And, wretch, I’ll strike thee dumb and dead 
With noble verse, not understood by you; 

While thy sole rhet’ric shall be, 
‘Jointure’ and ‘jewels’, and ‘our friends agree’. 

 
Pox o’ your friends that dote and domineer, 

Lovers are better friends than they, 
Let’s those in other things obey, 

The fates, and stars, and gods must govern here: 
Vain name of blood! In love, let none 

Advise with any blood, but with their own: 
 

’Tis that which bids me this bright maid adore, 
No other thought has had access, 
Did she now beg, I’d love no less; 

And were she an empress, I should love no more. 
Were she as just and true to me, 

Ah, simple soul! What would become of thee! 
 

Abraham Cowley 
 
 
I have consistently based my interpretation of poetic scenarios and Purcell’s notation around 

gender pronouns—‘They say you’re angry’ (The Rich Rival) Z.422 provides a case in 

point.39 In this piece, a nameless male narrator comments on a secondary male and female 

 
38 Adapted from the text underlay in Purcell, Secular Songs for Solo Voice, vol.25, 72–4; Published in John 
Playford, ed., The Theater of Music: or, A Choice Collection of the Newest and Best Songs Sung at the Court 
and Public Theaters, vol.2 (London, 1685), 20–2; See p.265–9 in Appendix 2: Scores for Long Analyses for 
Score 3.1: ‘They say you’re angry’ (The Rich Rival) Z.422.  
39 A rendition of ‘They say you’re angry’ (The Rich Rival) Z.422 is in Appendix 4: Creative Works Folio as 
Item 2.3.  
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character; the following creative analysis considers descriptions of these identities in the song 

text and if they may have been mirrored through Purcell’s notational choices on the micro 

and macro levels. The identification of possible textual and musical dualisms according to 

character focus, in turn, informed my mixed treatment of rhythm, articulation, and timbre.  

 
The central character of ‘They say you’re angry’ boasts that his ‘noble verse’ alone shall 

capture the heart and mind of a lady above that of his so-called ‘Rich Rival’ who entices her 

with the luxuries of ‘land and money’.40 We discover no fewer than six lines into Abraham 

Cowley’s poem that the jealous lover sets his sights on a woman, singing, ‘[w]hen next I see 

my fair one, she shall know’. Prior to this validation of the addressee’s gender, the addresser 

hurls insults at his rival, such as, ‘[b]ut, prithee, fool! What’s that to love and me?’41 Cowley 

appears to switch between male-female and corresponding hate-love dualisms. Notice, for 

instance, that the narrator refers to his dearest as the ‘fair one’ and ‘bright maid’, whereas his 

diatribe against a male opponent seeks to belittle this character as a ‘fool’ and ‘simple soul’.42  

 
Purcell might be thought to differentiate the protagonist’s love for a woman and hatred of 

a male rival through large-scale sectional divisions. This piece consists of three sections, 

commencing with a ten-bar recitative (Section A), progressing to a more extensive passage of 

recitative with an active continuo (Section B), and concluding in a triple-time arioso (Section 

C). The more melodious elements seem to align with the narrator’s descriptions of his 

beloved, while the immediacy of recitative passages suit his tirade against a foe. Perhaps then 

the concluding arioso epitomises the elegance of the secondary female character, 

transcending the commonness of everyday spoken language to sing with exquisite charm 

comparable to the status of an ‘empress’. The primary character’s earliest interactions with 

the enemy, on the other hand, appear limited to the declamatory and functional nature of 

recitative. During the middle section of recitative, this figure vacillates between both styles as 

thoughts on his love and competitor vie for attention. Maybe the ease with which the central 

character moves between styles affirms his self-proclaimed ‘powers of rhetoric’—it might be 

the only weapon he possesses in his fight for the woman pursued by the two men (Ex.3.2.1).43 

 

 
40 Read King, ‘The Song Texts’, 18 for the poetic context.  
41 ibid.  
42 ibid. 
43 ibid. King enlists the words ‘powers of rhetoric’ in his liner note.  
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Ex.3.2.1 
Henry Purcell, ‘They say you’re angry’ (The Rich Rival), bars 1–3, 18–20, 39–42.44 

 

 
 

 
On the micro level, Purcell could be thought to separate the addresser’s competition with a 

male rival and his serenading of a female love via contrasting approaches to rhythm and 

intervals (size and quality). Consider, for example, a progression of ascending major second, 

descending perfect fifth, and descending major third intervals to the text, ‘[b]ut, prithee, 

fool!’ This series of intervals, in the given rhythm, seemed quite awkward to sing at my 

moderate-to-fast tempo. By contrast, the opening phrase to Section B, ‘[w]hen next I see my 

fair one, she shall know’, conveys as far more melodious on account of its smaller intervals 
 

44 Playford, ed., The Theater of Music, vol.2, 20–1; Purcell, Secular Songs for Solo Voice, vol.25, 72–4.   
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and longer rhythms. Notice that the continuo first harmonises with the voice in thirds and the 

same rhythm, perhaps signifying a harmonious air which descends upon the frustrated 

individual once the lady-love overrides his innermost thoughts (Ex.3.2.2). The composer 

proceeds to word-paint ‘strike thee’ to a short-long rhythm and descending minor seventh, as 

if to colour the protagonist as venting frustration at his rival. Speaking from the perspective 

of a modern listener and performer, this snippet does not appear to possess the same charm as 

a perfect octave descent on ‘empress’, or indeed that of an ascending minor sixth interval for 

‘and gods’ (Ex.3.2.3).   

 
Ex.3.2.2 
Henry Purcell, ‘They say you’re angry’ (The Rich Rival), bars 5–7, 11–3.45 

 

 
 

 
 
 
 

 
45 Playford, ed., The Theater of Music, vol.2, 20; Purcell, Secular Songs for Solo Voice, vol.25, 72.    
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Ex.3.2.3 
Henry Purcell, ‘They say you’re angry’ (The Rich Rival), bars 16–8, 31–3, 50–2.46 

 

 
 

 
Contrasting melodic shapes reside near to one another for the line reading, ‘[w]ith noble 

verse, not understood by you’. Here, the addresser appears to treat bystanders to a taste of his 

‘noble verse’ through Purcell’s writing of an elegant demisemiquaver figure in bar 18.47 If a 

case of written-out ornamentation, perhaps this figure signifies ‘noble verse’ as coming 

naturally to the rhetorically skilled central character. By contrast, I hear (with modern ears) 

the subsequent text, ‘not understood by you’, as clunky, alternating quaver and semiquaver 

values. Perhaps this latter melodic shape reinforces the jealous lover’s claim that his rival’s 

versification is far less sophisticated (Ex.3.2.4).  

 
 

46 Playford, ed., The Theater of Music, vol.2, 20–1; Purcell, Secular Songs for Solo Voice, vol.25, 73–4.    
47 King, ‘The Song Texts’, 18. 
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Ex.3.2.4 
Henry Purcell, ‘They say you’re angry’ (The Rich Rival), bars 17–9.48 

 

 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
48 Playford, ed., The Theater of Music, vol.2, 20; Purcell, Secular Songs for Solo Voice, vol.25, 73.    
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3.3. Narrative Types  
 
First- and third-person perspectives are the two narrative forms discoverable throughout this 

song collection. The so-called ‘victim’ of unrequited love typically assumes the role of the 

addresser or central character. From the first-person perspective, he (or occasionally she) is 

exacerbated by the actions of an addressee of the opposite sex. The addressee represents both 

the addresser’s object of desire and catalyst of unrest.49 In third-person narrative, a neutral 

voice comments on the unfolding action and is occasionally interspersed with character 

personification.  

 
When forming impressions of Purcell’s notational decisions and text underlay, I consider 

the proximity of characters to one another. In ‘Ah! Cruel nymph! You give despair’ Z.352, 

for example, the nymph, ‘Sylvia’, serves as the addressee to an unnamed male addresser. I 

picture the main character to be confronting Sylvia when proclaiming, ‘[y]ou give despair’ 

and ‘you reproach me’. By contrast, the male subject of ‘I lov’d fair Celia’ Z.381 does not 

seem to interact with his beloved ‘Celia’ directly, maybe being kept at a distance by the 

addressee or to ensure that his adoration for her remains a totally private matter. The 

composer’s settings could be described as ‘buoyant’ and ‘languorous’ in their musical 

construction, aligning with what I regard to be the ‘confrontational’ and ‘distanced’ poetic 

scenarios of the first-person perspective.  

 
Rogers Covey-Crump’s renditions for Hyperion might be thought to emphasise the 

potential ‘agitated’ and ‘dreamlike’ qualities of the respective works mentioned above via 

dissimilar vocal onsets. Notice that the high tenor articulates the second, higher iteration of 

‘[a]h!’ with a forward vowel and strong glottal stop. The ‘l’ for ‘lov’d’, conversely, is rather 

lush, perhaps to emphasise the poignancy of its descending diminished fourth interval (Audio 

Examples 3.1 and 3.2) (Ex.3.3.1 and 3.3.2).  

 
Audio Example 3.1 

 
Published Recording Excerpt, [0:10].50 

 
 
 

 
49 Read the section ‘The Problem of Male Lovesickness’ in Winkler, O Let Us Howle Some Heavy Note, 132–3.  
50 Audio Example 3.1 is an excerpt from disc 2, track 4 of King, The Complete Secular Solo Songs of Henry 
Purcell.  
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Audio Example 3.2 
 

Published Recording Excerpt, [0:12].51 
 

 
Ex.3.3.1 
Henry Purcell, ‘Ah! Cruel nymph! You give despair’, bars 1–5.52 

 

 
 

 
Ex.3.3.2 
Henry Purcell, ‘I lov’d fair Celia’, bars 1–6.53 

 

 
 

 
 

 
51 Audio Example 3.2 is an excerpt from disc 1, track 4 of King, The Complete Secular Solo Songs of Henry 
Purcell. 
52 Purcell, Orpheus Britannicus, vol.2, 4; Purcell, Secular Songs for Solo Voice, vol.25, 166.    
53 John Heptinstall, ed., Comes Amoris: or, The Companion of Love: Being a Choice of the Newest Songs Now 
in Use: With a Thorow Bass to Each Song for the Harpsichord, Theorbo, or Bass-Viol, vol.5 (London, 1694), 
16; Purcell, Secular Songs for Solo Voice, vol.25, 164. 
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In Purcell’s ‘Olinda in the shades unseen’ Z.404, the female subject is introduced from the 

third-person perspective.54 The commentator and part of ‘Olinda’ prove interchangeable as 

the former initially conveys to listeners the location and actions of the latter, reading, ‘Olinda 

in the shades unseen, [f]orgot as though she ne’er had been, [r]eflects upon her pleasure past, 

[a]nd sighing ’cause they fled so fast’. The narrative voice is then briefly substituted for the 

part of Olinda who repetitively cries, ‘[a]h! ah! ah! ah! return’. Purcell might be imagined to 

word-paint Olinda’s lively exclamation through a fleeting one-bar motif, contrasting with the 

steady three-bar phrases of the third-person perspective prior (Ex.3.4.1).55  

 
Ex.3.4.1 
Henry Purcell, ‘Olinda in the shades unseen’, bars 1–3, 14–7.56 

 

 
 

 
Purcell word-paints ‘sighing’ and ‘fled so fast’ through long and short phrase durations, 

respectively.57 I accentuated this difference in performance by varying the volume and 

articulation of the corresponding melodic shapes (Audio Example 3.3) (Ex.3.4.2). A string of 

‘[a]h!’ exclamations at the midpoint of this song might mark the intensification or ‘climax’ of 

 
54 A rendition of ‘Olinda in the shades unseen’ Z.404 is in Appendix 4: Creative Works Folio as Item 2.22.  
55 For the poetic context, see King, ‘The Song Texts’, 60. 
56 Purcell, The Gresham Autograph, n.p. (no.39, folio 57v); Purcell, Secular Songs for Solo Voice, vol.25, 187–
8. Note that bar numbers have been adjusted in this musical example to show the first metrically complete bar as 
bar 1.  
57 King, ‘The Song Texts’, 60. 
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a sexual subtext; flowing sighs and bursts of vocal energy in the upper register perhaps 

communicate Olinda’s deliberately vague indulgence in ‘pleasure’. Textually, the 

suggestiveness of untold ‘pleasures past’ amid the ‘shades’, alongside our knowledge that 

this individual cannot ‘come again’, may well prompt performers to question whether there is 

more to this score than meets the eye. 

 
Audio Example 3.3 

 
Creative Works Folio Excerpt, [0:08].58 

 
 
Ex.3.4.2 
Henry Purcell, ‘Olinda in the shades unseen’, bars 10–3.59 

 

 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
58 Audio Example 3.3 is an excerpt from Item 2.22 of Appendix 4: Creative Works Folio. 
59 Purcell, The Gresham Autograph, n.p. (no.39, folio 57v); Purcell, Secular Songs for Solo Voice, vol.25, 188. 
Note that bar numbers have been adjusted in this musical example to show the first metrically complete bar as 
bar 1.  
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An Interpretative Analysis: Alternating Narrative Perspectives  
 
Fig.3.4 
 

Amintor, heedless of his flocks60 
 

Amintor, heedless of his flocks, 
His flocks which once employ’d his care, 

Now strays himself among the rocks, 
And to’s sorrow adds despair. 

‘Oh! Cruel Clarissa’, cries he, ‘you forbid me 
Your sight, when you know ’twas your eyes that undid me; 

Pray revoke the sad fate to which I am doom’d, 
Or else in these flames I shall soon be consum’d’. 

 
Then up he took his pipe and play’d, 
And gently with the passion strove: 
But straight the reed aside he laid, 

To sing of his neglected love. 
‘If ever poor man that was wrack’d in despair 

Prevail’d on the cruel, or soften’d the fair; 
Then pity, Clarissa, Oh! Pity the swain, 

Whose life’s but a torment, ’till you cure my pain’. 
 

Then down he laid him on the ground, 
His cares inclining him to sleep; 

But he much rather troubles found, 
That wretched lovers waking keep. 

Then as if from some dream in a maze he came, 
He started, and started, and call’d on her name: 

‘Return, my Clarissa, or else you’ll undo me, 
For sleeping and waking my griefs do pursue me’. 

 
Anon. 

 
 
I have typically recognised alternating first- and third-person narrative perspectives within 

song texts as the basis for creative analyses of character attributes and interactions; the binary 

strophic song ‘Amintor, heedless of his flocks’ Z.357, appearing in the third book of compiler 

John Playford’s song miscellany Choice Ayres, Songs, and Dialogues, constitutes one such 

 
60 Adapted from the text underlay in Purcell, Secular Songs for Solo Voice, vol.25, 11–2; Published in John 
Playford, ed., Choice Ayres, Songs, and Dialogues: To Sing to the Theorbo-Lute, or Bass-Viol: Being Most of 
the Newest Ayres and Songs, Sung at Court, and at the Publick Theatres, vol.3 (London, 1681), 11; See p.270–1 
in Appendix 2: Scores for Long Analyses for Score 3.2: ‘Amintor, heedless of his flocks’ Z.357. Note that bar 
numbers have been adjusted for the following analysis to show the first metrically complete bar as bar 1.  
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example.61 My creative interpretation of textual and musical elements nuances King’s 

observation that this song is ‘full of double entendres, yet the over-riding sense of Purcell’s 

setting is that of melancholy’.62  

 
‘Amintor, heedless of his flocks’ revisits a familiar song topic: the bitter musings of a 

disgruntled male subject whose advances towards a female addressee are unreciprocated.63 

The central character, ‘Amintor’, complains that a woman, ‘Clarissa’, forms the origin of his 

‘despair’ and that she ought to take pity on him.64 The third-person point of view situates 

Amintor’s lovesick reflections within pastoral surrounds, trailed by outbursts from the 

shepherd himself. Purcell splits third-person accounts and first-person exclamations between 

eight-bar verses (Verse) and sixteen-bar refrains (Refrain), respectively. I consider this 

compositional feature to differentiate first- and third-person views on the shepherd’s 

affliction as either all-consuming melancholy or something light-hearted and complete with 

sexual overtones. Alternatively, Amintor might decide to fake his unhappy disposition purely 

to win Clarissa’s sympathy.65   

 
Our impression of Amintor from third-person perspective could be that of a melancholiac 

surrendering to the heartache of unrequited love. I first picture the shepherd as an 

authoritative figure, suggested through his shepherding of a flock; however, this depiction is 

at odds with ‘heedless’, perhaps suggesting that Amintor succumbs to Clarissa’s unkindness. 

The first verse proceeds to describe Amintor’s body being draped over a rocky outcrop; his 

crumpled posture is contrary to the image of a shepherd as one that leads others and 

commands authority.  

 

 
61 A rendition of ‘Amintor, heedless of his flocks’ Z.357 is in Appendix 4: Creative Works Folio as Item 2.13; 
Playford, ed., Choice Ayres, Songs, and Dialogues, vol.3, 11, 
<http://ks.imslp.net/files/imglnks/usimg/3/39/IMSLP81716-PMLP166442-Book_3.pdf> for the original 
publication of ‘Amintor, heedless of his flocks’ Z.357. Access p.8 of the .pdf booklet; ‘Amintor’s Lamentation 
for Celia’s Unkindness’—the broadside ballad on which this storyline is based—can be sought from the English 
Broadside Ballad Archive (EBBA), access ‘Amintor’s Lamentation for Celia’s Unkindness (EBBA 30113)’, 
English Broadside Ballad Archive, University of California, Santa Barbara, 
<http://ebba.english.ucsb.edu/ballad/30113/image>.     
62 King, ‘The Song Texts’, 47.  
63 ibid. 
64 ibid. 
65 Read Maria Georgakarakou, ‘Insanity, Hysteria and Melancholy in Seventeenth-Century English Continuo 
Song’ (PhD diss., Boston University, 2015), ProQuest Dissertations & Theses Global (1660976173), 35 on the 
division of melancholy songs into ‘true’ and ‘pseudo’ melancholy categories.   
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I read Purcell’s contrasting melodic shapes across antecedent and consequent phrases of 

the verse as signalling Amintor’s descent into ‘neglected love’. Perhaps the ‘lumpy vocal line 

and expressively unfocused cross-relations’ in bars 1 to 4 epitomise the shepherd’s masculine 

strength and untroubled supervision of the Arcadian fields (Ex.3.5.1).66 The descending and 

stepwise melodic character of bars 5 through 8, conversely, could be imagined to speak for 

Amintor’s laboured sighs while he daydreams about Clarissa in this place of repose. I think of 

on-beat diminished fourth sonorities between voice and continuo as representing sharp pangs 

of hopeless love which pierce the shepherd’s heart (Ex.3.5.2). Perhaps such jagged motion 

foreshadows the angular melodies of Amintor’s first-person interjections during the ensuing 

refrains.   

 
Ex.3.5.1 
Henry Purcell, ‘Amintor, heedless of his flocks’, bars 1–4.67 

 

 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
66 Adams, Henry Purcell, 195–6. 
67 Playford, ed., Choice Ayres, Songs, and Dialogues, vol.3, 11; Purcell, Secular Songs for Solo Voice, vol.25, 
11.  
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Ex.3.5.2 
Henry Purcell, ‘Amintor, heedless of his flocks’, bars 5–8.68 

 

 
 

 
The narrator informs listeners that Amintor ‘strays himself among the rocks’; however, 

Purcell’s energetic refrains do not align with my notion of a downtrodden or lethargic 

melancholiac. An upbeat refrain may instead be thought to paint the shepherd as attempting 

to downplay or resolve his lovesick predicament rather than embrace the part of the passive 

victim as third-person point of view might have onlookers believe. I associate the composer’s 

move into triple time and multiple wide intervals of a fifth, sixth, and seventh during the 

penultimate phrase with the form of a spirited first-person address (Ex.3.5.3). 

 
Ex.3.5.3 
Henry Purcell, ‘Amintor, heedless of his flocks’, bars 15–20.69 

 

 
 

 

 
68 Playford, ed., Choice Ayres, Songs, and Dialogues, vol.3, 11; Purcell, Secular Songs for Solo Voice, vol.25, 
11. 
69 Playford, ed., Choice Ayres, Songs, and Dialogues, vol.3, 11; Purcell, Secular Songs for Solo Voice, vol.25, 
12. Note that bar numbers have been adjusted in this musical example to show the first metrically complete bar 
as bar 1.  
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The editorial keyboard realisation for the Purcell Society (edited by Margaret Laurie) 

consists of flowing quavers in the right hand; I perceive this realisation as heightening an 

animated or agitated sentiment in which the melancholiac’s ‘problematic’ ailment spirals out 

of control (Ex.3.5.4).70 Had I not consulted this keyboard realisation during the private study 

process, perhaps such an impression of Amintor’s emotional state would have failed to 

materialise and leave me with somewhat of a two-dimensional character portrayal.    

 
Ex.3.5.4 
Henry Purcell, ‘Amintor, heedless of his flocks’, bars 10–5.71 

 

 
 

 
A chromatically descending bass line accompanies the jagged melodic material of bars 17 

through 20. Could this moment represent the pull of melancholy which Amintor works to 

resist through his vivacious vocal strains? This possible figure of lament might also be 

thought to foreshadow a return to the sombre third-person address of the remaining verses, 

easing the listener back to this earlier soundworld in the same way that disjunct intervals at 

the close to the verse prepared us for the agitated refrains (Ex.3.5.5).72 Only too aware of his 

 
70 Read Winkler, O Let Us Howle Some Heavy Note, 16 on the ‘problematic status of the erotomaniac’.  
71 Purcell, Secular Songs for Solo Voice, vol.25, 12. Note that bar numbers have been adjusted in this musical 
example to show the first metrically complete bar as bar 1.  
72 Refer to Ellen Rosand, ‘The Descending Tetrachord: An Emblem of Lament’, Musical Quarterly 65, no.3 
(July 1979): 358, <https://doi.org/10.1093/mq/LXV.3.346>; Curtis Price, Henry Purcell and the London Stage 
(Cambridge: Cambridge University Press, [1984] 2009), 21. Price asserts that ‘Purcell was clearly fond of 
rhetorical gestures, such as melismas of dotted rhythms to express joy and descending chromatic lines to depict 
grief’—here we find both.  
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imminent ‘sad fate’, Amintor exclaims, ‘[o]r else in these flames I shall soon be consum’d’; 

however, the heat to radiate from the shepherd’s body is surely a degree or two warmer than 

an icy and lifeless figure wholly claimed by the wintry ‘cult of melancholy’.73 

 
Ex.3.5.5 
Henry Purcell, ‘Amintor, heedless of his flocks’, bars 17–20.74 

 

 
 

 
Amintor’s first-person commentary (Refrain), in my estimation, lends the clearest insight 

to his emotional state as one of a lovesick complaint above that of a mournful melancholy 

song on account of this section’s wide intervals, syllabic text setting, and triple metre. Is the 

third-person point of view of the verse merely incongruous with Amintor’s defiance of an 

unhappy love malady? My identification of doubles entendres advances the scrutiny of verse-

refrain contrasts.  

 
The act of Amintor raising his ‘pipe’ possibly harbours sexual undertones; failure to play 

this ‘reed’ may serve as a musical-sexual metaphor for unsuccessful sexual performance.75 

The poet might describe these images to us at their face value, seemingly ‘heedless’ of their 

risqué double meaning. The ‘flames’ that engulf Amintor, meanwhile, could bear a similarity 

to the burning passions of characters driven mad through their lovesick ailment; perhaps 

 
73 The words ‘cult of melancholy’ are lifted from Winkler, O Let Us Howle Some Heavy Note, 118; Read 
Winkler, ‘Society and Disorder’, 283–4 on the seventeenth-century notion of humoral imbalances as a cause of 
melancholic disposition; Robert Burton, The Anatomy of Melancholy. What it is, with all the kind causes, 
symptomes, prognostickes, & severall cures of it (Oxford, 1621). Access from EEBO: Early English Books 
Online.  
74 Playford, ed., Choice Ayres, Songs, and Dialogues, vol.3, 11; Purcell, Secular Songs for Solo Voice, vol.25, 
12. Note that bar numbers have been adjusted in this musical example to show the first metrically complete bar 
as bar 1.  
75 Read Gammon, Desire, Drink and Death in English Folk and Vernacular Song, 1600–1900, 52–8 on 
instruments with possible phallic connotations. Additionally, view the section titled ‘Metaphors of Male 
Incapacity’ on p.63–7.   
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Amintor’s heat is like that emitted by the characters ‘Cardenio’ and ‘Altisidora’ during their 

respective mad songs from Part I (Act 4, Scene 1) and Part III (Act 5, Scene 1) of The 

Comical History of Don Quixote Z.578.76 Comparable to the ‘unbridled lust’ of Altisidora 

who feigns madness to win over her beloved, perhaps Amintor parades as a melancholiac to 

secure Clarissa’s pity.77 In this regard, the narrator, from their third-person vantage point, 

could be imagined to misinterpret the shepherd’s sexual suggestiveness for a serious 

melancholic disposition.   

 
In sum, Purcell’s composition, at first glance, may simply split first- and third-person 

voices into binary form; however, I strove for a rendition that is constantly engaged with all 

layers of the text. I perceive the third-person narrator as reserved and objective once pitted 

against the energy with which Amintor vents his frustration. The former advises listeners that 

the shepherd can do little more than ‘sing of his neglected love’, whereas the latter’s 

passionate outburst seems to communicate above and beyond the bleakness of melancholy 

sentiment. In performance, I emphasised differences between ‘meandering’ verses and 

‘energetic’ refrains through contrasting approaches to volume, speed, and articulation. I have 

also questioned whether contrasting musical traits of the verse and refrain nuance the 

attributes of Amintor’s affliction based on King’s commentary that doubles entendres 

pervade the poetry.78 Maybe the shepherd is not so much a melancholiac than he is a man that 

wrestles with the pain of unrequited love, or who cunningly feigns lovesickness to elicit 

Clarissa’s sympathy. 

 
 
 
 
 
 
 
 

 
76 Thomas D’Urfey, The Comical History of Don Quixote, As it is Acted at the Queens Theatre in Dorset-
Garden, by Their Majesties Servants. Part I, 1st ed. (London, 1694), 41 for the song text to Cardenio’s mad 
song ‘Let the dreadful engines’; Thomas D’Urfey, The Comical History of Don Quixote. The Third Part. With 
the Marriage of Mary the Buxome, 1st ed. (London, 1696), 49 for the song text to Altisidora’s mad song ‘From 
rosy bowers’. Access Part I and Part III in the one file from EEBO: Early English Books Online; Consult Jane 
Pettegree, ‘D’Urfey and Don Quixote: Plot Fragmentation and the Idea of “Opera”’, Forum for Modern 
Language Studies 48, no.2 (April 2012): 136–7, <https://doi.org/10.1093/fmls/cqs004> on Cardenio’s ‘hotness’ 
and ‘coldness’.    
77 Winkler, O Let Us Howle Some Heavy Note, 67; See Lebedinski, ‘Music for the Mad’, 30 on the character 
Altisidora feigning a mad disposition.   
78 King, ‘The Song Texts’, 47.   
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3.4. The Set of Happy Love Songs  
 
Romance, Pastoral, and Bawdy Subsets 
 
The ‘Happy Love’ set is divided into ‘Romance’, ‘Pastoral’, and ‘Bawdy’ subsets. The 

sixteen-bar dance piece ‘Ah! How pleasant ’tis to love’ Z.353 resides within the first of these 

subsets of which there are fourteen other items. I settle upon this classification based on an 

impression of lines like ‘[n]othing’s like love, so charming, sweet’, the ‘Lullian’ minuet style, 

upper vocal register placement, and what might be described as soprano Barbara Bonney’s 

contemplative rendition for Hyperion (Audio Example 3.4).79  

 
Audio Example 3.4 

 
Published Recording Excerpt, [0:34].80 

 
 

King proposes that the ‘message of the song is straightforward: it is wonderful to be in 

love’, prompting me, in part, to perceive this miniature as communicating the euphoric ‘ah’ 

sighs of an individual revelling in the pleasures of love.81 Upon hearing Bonney’s rendition at 

a slower tempo to that of the editorial suggestion of a ‘[v]ivace’ speed in The Works of Henry 

Purcell, I broadened my response to include that of a heartfelt declaration of love (Ex.3.6.1). 

In this situation, the Purcell Society’s designation of a suggested tempo helped to shape my 

earliest impressions of piece affect. The stipulation of such supplementary material, I sense, 

could detract from an organic process of song discovery using original songbooks; however, 

instructional material of this sort might be welcomed by musicians with limited rehearsal 

time on their hands.    

 
 
 
 
 

 
79 Read Katherine Rohrer, ‘Poetic Metre, Musical Metre, and the Dance in Purcell’s Songs’, in Purcell Studies, 
ed. Curtis Price (Cambridge: Cambridge University Press, 1995), 223–4 on the ‘Lullian’ minuet influence upon 
the ‘Fear no danger’ duet from Act 1 of Dido and Aeneas Z.626; King notices a similarity between ‘Ah! How 
pleasant ’tis to love’ and ‘Fear no danger’ in terms of key, rhythmic interplay, harmonic rhythm, and subject 
matter, see King, ‘The Song Texts’, 20. 
80 Audio Example 3.4 is an excerpt from disc 1, track 15 of King, The Complete Secular Solo Songs of Henry 
Purcell. 
81 King, ‘The Song Texts’, 20.  
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Ex.3.6.1 
Henry Purcell, ‘Ah! How pleasant ’tis to love’, bars 1–16.82 

 

 
 

 
My conception of ‘Ah! How pleasant ’tis to love’ as a gentle and reflective soliloquy 

would probably have remained unrealised had I not consulted sound recordings during my 

assembly of a new listing. Influenced by Bonney’s interpretation, however, I recorded this 

song twice with contrasting articulations, volumes, and tempi (Audio Examples 3.5 and 3.6).  

 
Audio Example 3.5 

 
Vocal Demonstration, [0:22].83 

 
 
 

 
82 Henry Playford, ed., The Banquet of Musick: or, A Collection of the Newest and Best Songs Sung at Court, 
and at Publick Theatres, vol.2 (London, 1688), 4; Purcell, Secular Songs for Solo Voice, vol.25, 122.  
83 See p.303 of Appendix 4: Creative Works Folio for the recording details of Audio Example 3.5. 
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Audio Example 3.6 
 

Creative Works Folio Excerpt, [0:49].84 
 

 
‘Ah! How pleasant ’tis to love’ is one of many songs from volume 25 to be re-recorded 

with different speeds, dynamics and vocal onsets to highlight the potential impact of stylistic 

choices upon the conveyance of poetic themes. Indeed, Laurie comments that ‘the choice of 

speed [for a Purcell song] will vary according to taste and circumstance’.85 The similarly 

concise ‘Sylvia, now your scorn give over’ Z.420 and ‘Love’s pow’r in my heart, shall find 

no compliance’ Z.395, from the second volume of compiler Henry Playford’s The Banquet of 

Musick, were likewise explored in performance through contrasting interpretations (Audio 

Examples 3.7, 3.8, 3.9, and 3.10).86  

 
Audio Example 3.7 

 
Creative Works Folio Excerpt, [0:32].87 

 
 
Audio Example 3.8 

 
Vocal Demonstration, [0:56].88 

 
 
Audio Example 3.9 

 
Creative Works Folio Excerpt, [0:51].89 

 
 
Audio Example 3.10 

 
Vocal Demonstration, [1:05].90 

 
 

 
84 Audio Example 3.6 is an excerpt from Item 2.20 of Appendix 4: Creative Works Folio.  
85 Margaret Laurie, ‘Continuity and Tempo in Purcell’s Vocal Works’, in Purcell Studies, ed. Curtis Price 
(Cambridge: Cambridge University Press, 1995), 206.  
86 Consult Playford, ed., The Banquet of Musick, vol.2 for ‘Ah! How pleasant ’tis to love’ Z.353 and ‘Sylvia, 
now your scorn give over’ Z.420 on p.5, ‘Phyllis, I can ne’er forgive it’ Z.408 on p.22, and ‘Love’s pow’r in my 
heart, shall find no compliance’ Z.395 on p.26. Access from EEBO: Early English Books Online.  
87 Audio Example 3.7 presents Item 2.24 of Appendix 4: Creative Works Folio.  
88 See p.303 of Appendix 4: Creative Works Folio for the recording details of Audio Example 3.8. 
89 Audio Example 3.9 presents Item 2.23 of Appendix 4: Creative Works Folio. 
90 See p.303–4 of Appendix 4: Creative Works Folio for the recording details of Audio Example 3.10. 
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The ‘Pastoral’ subset features Antiquarian figures that bask in idyllic pastoral surrounds. 

For my categorisation of ‘Musing on cares of human fate’ Z.467, an initial impression of a 

peaceful reflection or daydream arose from the piece title.91 This perception was strengthened 

by the imagery of a ‘sad cypress grove’, ‘pensive shepherd’, and ‘amorous swain’ in the song 

text. Such a classification differs from a song like ‘When first my shepherdess and I’ Z.431 

where a plausible sexual inference for the lyrics, ‘[s]he vow’d a thousand deaths to die’, 

situates this work among my subset of bawdy songs.92 Pieces within the latter category are 

playful, sexually suggestive, and encompass topics of warfare, camaraderie, and strong drink.  

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
91 Consult King, Henry Purcell, 136 for the poetic context. 
92 King, ‘The Song Texts’, 55.  
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An Interpretative Analysis: Nautical Humour   
 
Fig.3.5 
 

Farewell, ye rocks, ye seas, ye sands 
‘The Storm’93 

 
Farewell, ye rocks, ye seas, ye sands, 

Green Neptune I despise; 
I’ll rather court the pleasant strands, 

Than all his wat’ry joys: 
Inconstant bliss our fate beguiles, 

The sea like love we find; 
Where calms are like fair Cynthia’s smiles, 

And frowns like gusts of wind. 
 

‘Port, port, port,’ 
‘Hear the noise of the tarpaulin, boys;’ 

‘Luff, haul aft the sheet,’ 
Is the mariner’s wit: 

A plague of their ignorant prattle, 
And send me to land, 

Where I may command 
A pretty kind wench, and a bottle. 

 
With all God’s miracles at land, 

Let me acquainted be; 
Let fools that more would understand, 

Go find them out at sea. 
His mighty works I’ll praise on shore, 

And there his blessings reap; 
But from this moment seek no more 

His wonders in the deep. 
 

‘Port, port, port,’ ... 
 

The merchant, when his sails are furl’d, 
Glides o’er the foamy main; 

And ploughs with ease the wat’ry world, 
So great a charm is gain: 

When avarice has any bounds, 
If his contented were; 

I’d wage a hundred thousand pounds 
He never would come there. 

 
93 Adapted from the text underlay in Purcell, Secular Songs for Solo Voice, vol.25, 66–8; Published in John 
Playford, ed., A Third Collection of New Songs, Never Printed Before (London, 1685), 13–6; See p.272–4 in 
Appendix 2: Scores for Long Analyses for Score 3.3: ‘Farewell, ye rocks, ye seas, ye sands’ (The Storm) Z.463. 
Note that bar numbers have been adjusted for the following analysis to show the first metrically complete bar as 
bar 1. 
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‘Port, port, port,’ ... 

 
Thomas D’Urfey 

 
 
To explore the trope of nautical humour, I have performed an interpretative analysis on 

‘Farewell, ye rocks, ye seas, ye sands’ (The Storm) Z.463.94 I label this work a bawdy song 

within the ‘Happy Love’ set, gleaned from its inclination for directness and balance both 

poetically and musically. In this humorous sea shanty, a sailor vows to forgo his duties on the 

treacherous ocean to conquer love on the amicable land.95 I read the leading seaman of 

Thomas D’Urfey’s poem as brash, loutish, and one that believes sex and booze to be the best 

life can offer—apparently all one needs is ‘[a] pretty kind wench and a bottle’.96 

 
D’Urfey appears to insert numerous maritime metaphors for sexual practices into his 

poem. Readers can make what they will, for instance, of the beginning to the third verse 

where the male subject unfurls his ‘sails’ to slip into the ‘wat’ry world’; perhaps a woman’s 

body is considered as mysterious as uncharted waters whilst the man readies himself for what 

he imagines will make for a pleasurable ‘expedition’. Such a reading seems to align with 

Kirsten Pullen’s observation of ‘women [being] aggressively constructed as objects available 

for pleasure’ during the period in question.97 

 
I decided upon the categorisation of a bawdy song by trawling through possible sexual 

undertones in the poetry prior to inspecting Purcell’s notation. The leading seaman (Voice 1) 

equates the unpredictability of women with the serenity and tempests dealt by high seas, 

exclaiming, ‘[w]here calms are like fair Cynthia’s smiles, [a]nd frowns like gusts of wind’.98 

This male figure, free from the Restoration period’s ‘whore’ or ‘loose woman’ stigma for 

keeping women subordinate to men, perhaps spouts mildly misogynistic rhetoric under the 

pretence of masculinised ‘sexual conquest’.99 

 

 
94 A rendition of ‘Farewell, ye rocks, ye seas, ye sands’ (The Storm) Z.463 is in Appendix 4: Creative Works 
Folio as Item 2.33.  
95 King, ‘The Song Texts’, 36.  
96 ibid.  
97 Kirsten Pullen, Actresses and Whores: On Stage and in Society (Cambridge: Cambridge University Press, 
2005), 29.  
98 King, ‘The Song Texts’, 36. 
99 Pullen, Actresses and Whores, 28–36. 
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I regard Purcell’s musical setting as echoing the possible strength, determination, and 

smugness of D’Urfey’s male character. The melodic identity of the first stanza could be 

considered ‘energised’ and ‘commanding’—described by King as ‘imaginatively 

harmonized’.100 Do these qualities mirror the main sailor’s swagger and high testosterone? 

Purcell’s ‘chiselled’ intervallic strides of a fourth, fifth, and octave, alongside simple rhythms 

which match the stressed-unstressed alternation of syllables, perhaps ‘anchor’ this directness 

of character intention (Ex.3.7.1). 

 
Ex.3.7.1 
Henry Purcell, ‘Farewell, ye rocks, ye seas, ye sands’ (The Storm), bars 1–4.101 

 

 
 

 
The twenty-five-bar refrains seem light-hearted, as if to imitate the soundworld of 

broadsides, catches, and glees that were formerly intended for localities such as the tavern. 

On this point, King speculates that ‘the strumming, bawdy tavern style’ of the refrains 

perhaps reflect an environment ‘with which the composer may have been acquainted’.102 A 

compositional approach of this sort might contextualise an undercurrent of potentially 

misogynistic remarks made by the leading seaman; the matter of women as lovers and 

tormenters perhaps made for topical conversation in the ‘man’s world’ of the Restoration 

tavern. Consider, for instance, that labelling women as ‘wench[es]’ might be to frame the so-

 
100 King, ‘The Song Texts’, 36. 
101 Playford, ed., A Third Collection of New Songs, 13; Purcell, Secular Songs for Solo Voice, vol.25, 66.  
102 King, ‘The Song Texts’, 36; Read Ian Spink, ‘Music and Society’, in The Seventeenth Century, The 
Blackwell History of Music in Britain, vol.3, ed. Ian Spink (Oxford: Blackwell, 1993), 9–13 on the social 
function of music in the Restoration tavern. 
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called ‘fairer sex’ as mere objects under the control of men.103 The talk of women in what we 

would today recognise as unflattering terms clearly sheds light on the power imbalance 

existent between men and women in late seventeenth-century English society. 

 
Purcell’s compositional decisions, such as the move into a playful triple metre, could be 

imagined to recall the sociable, masculine aura of the maritime profession, and by extension, 

that of the homosocial tavern. The addition of an echo voice or associate seaman (Voice 2), 

mirroring the contour of the basso continuo, sparks a moment of call and response with the 

main figure.104 The ‘fellow sailor’ demands, ‘[p]ort, port, port’, to which his travelling 

companion gives the order to prepare the sails, ‘[h]ear the noise of the tarpaulin, boys’, to 

commence their return to shore; maybe the pull of the land (port) and temptation of wine 

(also port) are enough to convince this seaman that his exploration of ‘Green Neptune[’s]’ 

vast domain is futile. 

 
The potential key characteristics of a ‘joyful’ or ‘militant’ D major and robust tonic-

dominant to-and-fro might be thought to resemble these sailors’ hopping from port to port in 

search of the ‘good life’.105 Textually, there is possible double meaning around ‘docking’ and 

securing the services of a ‘pretty kind wench’ for a brief stopover in whatever port city the 

seafarers find themselves. Alternatively, these pleasant thoughts may only be accessed 

through the hallucinogenic powers of alcoholic drink when embracing the company of other 

men at a seaside tavern and singing through bawdy ditties such as this. Again, my mental 

image of a dowdy watering hole and drinking subject matter is inspired by King’s CD liner 

note.106 Repetitious triadic ‘belches’ on the first and fifth scale degrees in both vocal parts, 

above Laurie’s editorial realisation of an arpeggiated and homorhythmic thoroughbass, 

nonetheless, add to the communal celebrations (Ex.3.7.2).107 Indeed, musical features of the 

Purcell Society’s critical edition, namely, the semiquavers and glissandi for keyboard, set the 

tone for a spirited manner of delivery therein.   

 
103 Pullen, Actresses and Whores, 29–30. Pullen notes that the sexual objectification of women at this time is an 
attitude frequently replicated in Restoration stage plays. 
104 King, ‘The Song Texts’, 36.   
105 Judy Tarling, The Weapons of Rhetoric: A Guide for Musicians and Audiences (St Albans: Corda Music, 
2004), 77 for Charpentier’s opinions on key affect; Also see Rita Steblin, A History of Key Characteristics in 
the Eighteenth and Nineteenth Centuries, 2nd rev. ed. (Rochester: University of Rochester Press, 2002), 238 (D 
major).   
106 King, ‘The Song Texts’, 36. 
107 ibid.   
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Ex.3.7.2 
Henry Purcell, ‘Farewell, ye rocks, ye seas, ye sands’ (The Storm), bars 17–23.108 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
108 Purcell, Secular Songs for Solo Voice, vol.25, 67. Note that bar numbers have been adjusted in this musical 
example to show the first metrically complete bar as bar 1.  
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3.5. The Set of Unhappy Love Songs  
 
Winkler writes in O Let Us Howle Some Heavy Note: Music for Witches, the Melancholic, 

and the Mad on the Seventeenth-Century English Stage that a lovesick outburst by a male 

character proved to be more damaging than a woman’s frenzied or tender moment.109 A 

public display of sobbing or weeping by a man would appear to violate the expectation that 

they suppress their emotions: 

 
[N]oblemen suffering from mild erotic melancholy ... rarely sing ... their 

emotions are given musical voice by a servant—perhaps in an attempt to 

distance the character from music making.110 

 
The public lamenting or mad outbursts of women, on the other hand, served as validation of 

their inherent irrationality. Through the act of singing, perhaps ‘disorderly’ male 

melancholiacs attempt to rationalise their affliction, whereas female melancholiacs elect to 

revel in their ‘disruptive power’.111  

 
More songs in volume 25 centre on episodes of unhappy love than those of happy 

circumstance, ranging from simple discontentedness or bitterness to outright melancholy and 

lovesick madness. I have devised a chart, titled ‘The “Tears” of Irrationality’, to trace 

unhappy love songs for male protagonist (or narrator) that differ according to what I deem 

their ‘severity’ of lovesick ailment (Fig.3.6). In the following section, I scrutinise five 

unhappy love songs with a male subject across the spectrum. Predicated on the thinking in the 

late seventeenth century that men were innately rational beings, I set forth to track the degree 

to which they may have strayed from their ‘rational’ essence.112 

 
 
 
 
 
 
 
 

 
109 Winkler, O Let Us Howle Some Heavy Note, 118–9; Consult the section titled ‘Fear of the Feminine’ in Chris 
Blazina, The Cultural Myth of Masculinity (Westport: Praeger, 2003), 69–71.  
110 Winkler, O Let Us Howle Some Heavy Note, 134; Also read Winkler, ‘Society and Disorder’, 286.  
111 Refer to Rafael Vélez Núñez, ‘Melancholic Sounds: Singing Madness in Restoration Drama’, Sederi 13 
(2013): 223–4, <https://dialnet.unirioja.es/servlet/articulo?codigo=1694246> on gendered lovesickness.  
112 Winkler, O Let Us Howle Some Heavy Note, 118–9.   
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Fig.3.6 
 

The ‘Tears’ of Irrationality for the Secular Songs for Solo Voice 
 

‘Sylvia, now your scorn give over’ Z.420 
‘Beware, poor shepherds!’ (The Caution) Z.361 

‘When her languishing eyes said, “Love!”’ Z.432 
‘Love, thou can’st hear, tho’ thou art blind’ Z.396 

‘Cease, anxious world, your fruitless pain’ (Song on a Ground) Z.362 
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Complaint and Melancholy Subsets  
 

I regard a slender ditty like ‘Sylvia, now your scorn give over’ Z.420 as inhabiting the upper 

end of the scale, exemplifying a trivial or ‘wry’ lovesick complaint.113 With directness, a 

male individual vents frustration over a lack of commitment exhibited by ‘Sylvia’, 

cautioning, ‘[i]f this humour you pursue, [f]arewell love, and Sylvia too’.114 This eight-bar 

song contrasts with the lengthier and at times meandering ‘Cease, anxious world, your 

fruitless pain’ (Song on a Ground) Z.362 which could be considered a poetic and musical 

evocation of deep-seated melancholy. Perhaps the generous vocal compass of a compound 

fifth, poignant tritone and minor sixth intervals, and overlapping vocal phrase lengths with 

the repeating four-bar ground of the opening section symbolise the male narrator’s eternal 

torment (Ex.3.8.1).115 A world of difference exists between these songs—and indeed they 

occupy different parts of the above visual representation.    

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
113 King, Henry Purcell, 158.  
114 King, ‘The Song Texts’, 30.  
115 Adams, Henry Purcell, 208. Adams argues that ‘Cease, anxious world, your fruitless pain’ (Song on a 
Ground) Z.362 is an ‘early attempt [at a ground] which does not entirely come off’ on account of its ‘four-
square’ phrasing and manner in which harmonic change is prosecuted.   
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Ex.3.8.1 
Henry Purcell, ‘Cease, anxious world, your fruitless pain’ (Song on a Ground), bars 1–16.116 

 

 
 

 
I view ‘Sylvia, now your scorn give over’ as straightforward, concise, and four-square in 

its textual and musical presentation.117 The antecedent vocal phrase is an embellished C 

major scale in thirds which concludes in a textbook move to the dominant G major at the 

midpoint. The basso continuo, meanwhile, trudges through ten crotchets up until the point of 

 
116 Henry Playford, ed., The Theater of Music: or, A Choice Collection of the Newest and Best Songs Sung at the 
Court and Public Theaters, vol.4 (London, 1687), 60; Purcell, Secular Songs for Solo Voice, vol.25, 69.   
117 Consult Adams, Henry Purcell, 197–8 for an analysis of Purcell’s compositional techniques in this miniature.   
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the consequent phrase where talk of ‘humour’, pursuing a lover, and snubbing Sylvia seem to 

warrant the service of a livelier continuo (Ex.3.8.2).  

 
Ex.3.8.2 
Henry Purcell, ‘Sylvia, now your scorn give over’, bars 1–8.118 

 

 
 

 
For this short song text, Purcell sets one line to two measures of music. Indeed, given the 

poem’s brevity, countertenor James Bowman’s rendition for Hyperion (in G major at A415) 

lasts for just under a minute (Audio Example 3.11). The score elements and performance 

duration, in combination, might speak for men as rational beings that downplay or confront 

their unrequited love predicament in a clinical manner. 

 
Audio Example 3.11 

 
Published Recording Excerpt, [0:29].119 

 
 

 
118 Playford, ed., The Banquet of Musick, vol.2, 4; Purcell, Secular Songs for Solo Voice, vol.25, 121.  
119 Audio Example 3.11 presents disc 2, track 5 of King, The Complete Secular Solo Songs of Henry Purcell. 
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‘Cease, anxious world, your fruitless pain’, in stark contrast, seems solemn and never-

ending.120 The central character, voiced by Susan Gritton for Hyperion, contemplates death as 

a ‘welcome guest’ for putting an end to their misery; the dejection of sane mind hauls this 

melancholiac down towards increasingly irrational outbursts on the ‘land of malady’ (Audio 

Example 3.12).121 Their (male) character, unable to conceal his emotions, succumbs to an 

unstable mindset—perhaps akin to the unflattering stereotype of women as unpredictable 

creatures in nature.122 

 
Audio Example 3.12 

 
Published Recording Excerpt, [0:25].123 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
120 See King, ‘The Song Texts’, 27–8 for the poetic context.   
121 Christopher Hitchens, Mortality (Sydney: Allen & Unwin, 2012), 2.  
122 Winkler, O Let Us Howle Some Heavy Note, 4–5. 
123 Audio Example 3.12 is an excerpt from disc 1, track 27 of King, The Complete Secular Solo Songs of Henry 
Purcell. 
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An Interpretative Analysis: A Male Melancholy Song   
 

Fig.3.7 
 

When her languishing eyes said, ‘Love!’124 
 

When her languishing eyes said, ‘Love!’ 
Too soon the soft charm I obey’d; 

For my passion she would not approve, 
And I find I was only betray’d: 

Which makes me contend with my chain, 
And the powers above I implore; 
That if she regard not my pain, 

I may die, and ne’er see her more. 
 

Anon. 
 

 
At first glance, ‘When her languishing eyes said, “Love”’ Z.432 might seem like little more 

than a one-page work of lute-song simplicity; however, I take my classification of this piece 

as a male melancholy song to unpack Purcell’s notational choices and to inform my vocal-

physical embodiment.125 The following creative analysis scrutinises a male subject’s lovesick 

ailment across all four phrases (Phrases A–D), arguing that what begins as a trifling 

complaint quickly escalates into something far more severe.  

 
I perceive the addresser to be unwittingly hypnotised by his female addressee’s eyes 

(Phrase A), ranting over the knowledge that his advances are unreciprocated (Phrase B), 

appealing to the gods for celestial guidance (Phrase C), but ultimately deciding that ‘death’ is 

a tantalising solution to his suffering should his melodramatic pleas remain unanswered 

(Phrase D). On the aforementioned ‘“Tears” of Irrationality’ chart in Figure 3.6, I initially 

locate this piece within the ‘Melancholy’ tier, yet proceed to track its descent into the ‘Death’ 

tier upon the commencement of the final phrase.126 The fast-paced escalation of this storyline 

appears to match what King labels an ‘unpredictably individual melodic line’.127  

 

 
124 Adapted from the text underlay in Purcell, Secular Songs for Solo Voice, vol.25, 16; Published in Playford, 
ed., Choice Ayres, Songs, and Dialogues, vol.3, 14; See p.275 in Appendix 2: Scores for Long Analyses for 
Score 3.4: ‘When her languishing eyes said, “Love!”’ Z.432. Note that bar numbers have been adjusted for the 
following analysis to show the first metrically complete bar as bar 1.  
125 A rendition of ‘When her languishing eyes said, “Love!”’ Z.432 is in Appendix 4: Creative Works Folio as 
Item 2.15.   
126 Refer back to p.135 for ‘The “Tears” of Irrationality for the Secular Songs for Solo Voice’ (Fig.3.6).  
127 King, ‘The Song Texts’, 29.  
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The text for Phrase A seems to depict an addresser infatuated by the addressee’s ‘soft 

charm’, epitomised by her ‘languishing eyes’. Such dreamy imagery contrasts with 

successive phrases in which the central character vents his complaint of unhappy love.128 

Purcell’s predominantly small intervals and unhurried rhythms might conjure a tranquil or 

carefree sentiment; I expressed this poetic idea through a legato line and long ‘l’ consonant 

on ‘languishing’.  

 
A sudden octave leap on ‘[l]ove’ sits at the midpoint of an otherwise gentle vocal phrase; I 

punctuated this melodic gesture with a hard onset and quick ‘l’ consonant in order to place 

this keyword at the textural forefront (Audio Example 3.13). Does a wide interval symbolise 

the gravitational pull of ‘[l]ove’ over a spellbound protagonist? Could it represent his sudden 

elation when the lady-love enters their mind? Another creative reading might be that the 

addresser and addressee’s eyes briefly meet, for which the high E pitch symbolises a fleeting 

moment of eye contact. Across the span of this phrase, the symmetry and upwards trajectory 

of the stylised Baroque gesture ‘Entreat’ (‘Supplico’), from John Bulwer’s Chirologia and 

Chironomia, sought to entice listeners into this rather fanciful atmosphere (Ex.3.9.1).129  

 
Audio Example 3.13 

 
Creative Works Folio Excerpt, [0:11].130 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
128 King, ‘The Song Texts’, 29. 
129 John Bulwer, Chirologia: or, The Naturall Language of the Hand. Composed of the speaking motions, and 
discoursing gestures thereof. Whereunto is added Chironomia: or, The art of manuall rhetoricke (London, 
1644), 151 (Chirologia) for an illustration of ‘Entreat’ (‘Supplico’). Access from EEBO: Early English Books 
Online.  
130 Audio Example 3.13 is an excerpt from Item 2.15 of Appendix 4: Creative Works Folio. 
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Ex.3.9.1 
Henry Purcell, ‘When her languishing eyes said, “Love!”’, bars 1–6.131 

 

 
 

 
Phrase B commences with the narrator’s sobering realisation that his hopes of blissful love 

are dashed. Exclaiming, ‘[f]or my passion she would not approve’, the situation immediately 

turns into one of unrequited love. I perceive Purcell’s incorporation of dotted figures and the 

reversal of metrical accent in bars 9 and 10 to speak for the melancholiac’s frustration over 

his misfortune. Here, my choppy articulation and louder dynamic provided contrast with the 

phrase prior. I also accentuated the keywords ‘passion’, ‘approve’, and ‘betray’d’ through 

plosive ‘p’ and ‘b’ consonants (Audio Example 3.14). Purcell’s dotted figures might imply 

notes inégales; however, I conformed to a rhythmically strict and detached character to 

emphasise the musical and textual disparity of Phrase A and Phrase B (Ex.3.9.2). 

 
Audio Example 3.14 

 
Creative Works Folio Excerpt, [0:10].132 

 
 
 
 
 

 
131 Playford, ed., Choice Ayres, Songs, and Dialogues, vol.3, 14; Purcell, Secular Songs for Solo Voice, vol.25, 
16; The gesture illustration displayed is sourced from Bulwer, Chirologia and Chironomia, 151 (Chirologia).  
132 Audio Example 3.14 is an excerpt from Item 2.15 of Appendix 4: Creative Works Folio. 
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Ex.3.9.2 
Henry Purcell, ‘When her languishing eyes said, “Love!”’, bars 7–12.133 

 

 
 

 
The poet’s train of thought shifts again with the commencement of the penultimate phrase 

(Phrase C); I envisage his rant becoming paranoid and desperate when looking up to the gods 

for divine intervention, pleading, ‘[a]nd the powers above I implore’. A sudden ascent into a 

high vocal tessitura and Picardy third to the dominant B minor might be regarded as a conduit 

between the central character and ‘otherworldly’ soundscape in which the gods dwell. Can 

this melancholiac resolve his predicament exclusively through a heartfelt appeal to the gods? 

Perhaps the protagonist treads on this ‘ethereal’ musical plain in the hope of connecting with 

‘the powers above’ through incantation. In performance, I emphasised the Picardy third by 

embellishing this cadence with a French cadential trill (Audio Example 3.15). I subsequently 

appointed the gesture ‘Pray’ (‘Oro’), displayed in Bulwer’s Chirologia and Chironomia, for 

its upward inflection and connotation of pleading to reinforce the male subject’s current 

course of action; his hands are clasped in prayer and his gaze is intently focused upwards 

towards the heavens (Ex.3.9.3).134  

 
Audio Example 3.15 

 
Creative Works Folio Excerpt, [0:14].135 

 
 

 
133 Playford, ed., Choice Ayres, Songs, and Dialogues, vol.3, 14; Purcell, Secular Songs for Solo Voice, vol.25, 
16. Note that bar numbers have been adjusted in this musical example to show the first metrically complete bar 
as bar 1.  
134 Bulwer, Chirologia and Chironomia, 151 (Chirologia) for an illustration of ‘Pray’ (‘Oro’). 
135 Audio Example 3.15 is an excerpt from Item 2.15 of Appendix 4: Creative Works Folio. 
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Ex.3.9.3 
Henry Purcell, ‘When her languishing eyes said, “Love!”’, bars 13–8.136 

 

 
 

 
By the point of the fourth and final phrase (Phrase D), this downtrodden man determines 

that it is better to ‘die’ than endure the pain of unrequited love. I question whether ‘death’ is a 

double entendre for ‘the little death’.137 Such an observation influenced my shaping of Phrase 

D on first and second hearings around the textual suggestion of figurative (sexual) and literal 

(suicidal) death.  

 
Notice that the rhythms and contour of the vocal line in Phrase D are comparable to that 

with which the song commenced, perhaps signalling a return to the mindset of fantasy or 

daydream. Exclaiming, ‘I may die’, the addresser might be thought to revel in sexual climax 

induced by the addressee’s so-called ‘soft charm’. Accordingly, I sang the initial hearing with 

legato line and sluggish consonants, reminiscent of the sensuous vocal delivery of Phrase A 

(Audio Example 3.16) (Ex.3.9.4).  

 
136 Playford, ed., Choice Ayres, Songs, and Dialogues, vol.3, 14; Purcell, Secular Songs for Solo Voice, vol.25, 
16. Note that bar numbers have been adjusted in this musical example to show the first metrically complete bar 
as bar 1; The gesture illustration displayed is sourced from Bulwer, Chirologia and Chironomia, 151 
(Chirologia). 
137 Read Georgakarakou, ‘Insanity, Hysteria and Melancholy in Seventeenth-Century English Continuo Song’, 
35 on literal and sexual death in seventeenth-century song. 
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Audio Example 3.16 
 

Creative Works Folio Excerpt, [0:12].138 
 

 
Ex.3.9.4 
Henry Purcell, ‘When her languishing eyes said, “Love!”’, bars 19–25.139 

 

 
 

 
I adopted a sotto voce timbre and gradually slowing tempo on the repeat of Phrase D to 

symbolise the central character’s contemplation of literal death; my dramatic pauses, strong 

consonants, and audible gasp before ‘I may die’ signified their resignation to Death’s clutches 

(Audio Example 3.17). Perhaps the protagonist plunges a dagger into their heavy heart before 

staggering down to the ground where he draws his final breath. From a place of bliss, 

conveyed through the voice’s opening high E anacrusis, this character cascades down the 

natural minor to land on a low E to serve as their final resting place (Ex.3.9.5).140  

 
Audio Example 3.17 

 
Creative Works Folio Excerpt, [0:16].141 

 
 
 
 
 
 
 

 
138 Audio Example 3.16 is an excerpt from Item 2.15 of Appendix 4: Creative Works Folio. 
139 Playford, ed., Choice Ayres, Songs, and Dialogues, vol.3, 14; Purcell, Secular Songs for Solo Voice, vol.25, 
16. Note that bar numbers have been adjusted in this musical example to show the first metrically complete bar 
as bar 1.  
140 Read Lebedinski, ‘Music for the Mad’, 17 on the seriousness of suicide in the seventeenth century.  
141 Audio Example 3.17 is an excerpt from Item 2.15 of Appendix 4: Creative Works Folio. 
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Ex.3.9.5 
Henry Purcell, ‘When her languishing eyes said, “Love!”’, bars 19–25.142 

 

 
 

 
This detailed analysis has looked phrase-by-phrase through the one-page song ‘When her 

languishing eyes said, “Love”’. The narrative and musical construction of the outer sections 

contrast with that of the inner sections, separating the narrator’s indulgence in fantasy, 

acknowledgement of a harsh reality, and dealings with the supernatural. I responded to this 

song’s twists and turns through a versatile vocal delivery and incorporation of several stylised 

Baroque gestures from Bulwer’s Chirologia and Chironomia. An annotated score on the next 

page affords a visual take on the thought that arose out of my initial classification of a male 

melancholy song, reading of the poetry, and Purcell’s notation (Audio Example 3.18) (Fig.3.8 

and 3.9).  

 
Audio Example 3.18 

 
Creative Works Folio Excerpt, [1:16].143 

 
 
 
 
 
 
 
 
 

 
142 Playford, ed., Choice Ayres, Songs, and Dialogues, vol.3, 14; Purcell, Secular Songs for Solo Voice, vol.25, 
16. Note that bar numbers have been adjusted in this musical example to show the first metrically complete bar 
as bar 1. 
143 Audio Example 3.18 presents Item 2.15 of Appendix 4: Creative Works Folio. 
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Fig.3.8 
 

Annotated Score Sample144 
 

‘When her languishing eyes said, “Love!”’ Z.432 
 

 
 

Page break 

 
144 A clean score for ‘When her languishing eyes said, “Love!”’ Z.432 is available as Score 3.4 on p.275 of 
Appendix 2: Scores for Long Analyses; An enlarged version of this annotated score sample is available as 
Fig.3.8 (Enlarged) on p.283 of Appendix 3: Enlarged Annotated Score Samples; Playford, ed., Choice Ayres, 
Songs, and Dialogues, vol.3, 14; Purcell, Secular Songs for Solo Voice, vol.25, 16. 
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Fig.3.9 
 

Key to Score Annotations 
 

‘When her languishing eyes said, “Love!”’ Z.432 
 

 

 

Start of phrase 

 

End of phrase 

    

 
Description of 
phrase   

Poetic reading for phrase  
 
 

    

 
Possible key 
association145  

Intention behind vocal  
delivery 
 

    

 

Break in vocal 
phrase 
 

 

Illustration from Bulwer’s 
Chirologia and Chironomia146 
 
 

    

 

Noteworthy 
interval(s) 

 Alternative rhythm 

    
 Keyword  

 
Possible ornament 
 
 

    

 
 

Exaggerated vocal 
slur (portamento) 

 Slight lift 
 
 

    
 Lengthened (tenuto)   Accented (marcato) 

 
 

    

l  
 

Smooth vocal onset 
 V Breath  

 
 

    

•P  
 

Hard vocal onset 
 
 

V No breath 
 
 

 
 

 
145 Tarling, The Weapons of Rhetoric, 77; Steblin, A History of Key Characteristics in the Eighteenth and 
Nineteenth Centuries, 251 (E major), 256 (E minor), 270 (G major), 295–6 (B minor).  
146 Bulwer, Chirologia and Chironomia, 151, 155 (Chirologia) for the source of illustrations displayed on this 
annotated score.  
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Misogyny and Mad Song Subsets  
 

Two further ‘Unhappy Love’ subsets include the ‘Misogyny’ songs and those comparable to 

the Restoration mad songs. The latter are regarded as mimicking the style of a mad song 

because they seem to carry the textual or musical hallmarks of this trope—although not 

outright mad episodes.147  

 
‘Beware, poor shepherds!’ (The Caution) Z.361 is an example from the misogyny subset 

which recounts a man’s troubled relationship with ‘Lelia’.148 From my reading of the poem, I 

perceive the protagonist as propelled by a sense of duty as the jilted lover to educate his 

comrades of the anguish experienced at the hands of a calculating and heartless woman. 

Attending to the central character’s every word are lowly shepherd boys, likely inexperienced 

in navigating the ‘snare[s]’ of love. For them, this storyteller plants a key message: ‘Beware 

of Lelia’s arts’. Purcell’s repetition of ‘[b]eware’ in the first phrase to perfect unison, 

descending perfect fifth, and descending tritone intervals possibly amplifies the urgency of 

this cautionary tale (Ex.3.10.1).  

 
Ex.3.10.1 
Henry Purcell, ‘Beware, poor shepherds!’ (The Caution), bars 1–3.149 

 

 
 

 
I recognise that ‘Love, thou can’st hear, tho’ thou art blind’ Z.396 bears a resemblance to 

the mad song device. Textually, the male subject of Robert Howard’s poem flits between his 

adoration and disdain for a woman, ‘Cloris’, who, due to her unfaithfulness, has broken his 

 
147 Refer to the section ‘The Musical Features of Madness’ in Lebedinski, ‘Music for the Mad’, 30–2.     
148 King speculates that ‘Lelia’ might be a typographical error of ‘Celia’, see King, ‘The Song Texts’, 26.  
149 John Playford, ed., Choice Ayres, Songs, and Dialogues: To Sing to the Theorbo-Lute, or Bass-Viol: Being 
Most of the Newest Ayres and Songs, Sung at Court, and at the Publick Theatres, vol.5 (London, 1684), 56; 
Purcell, Secular Songs for Solo Voice, vol.25, 59.   
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heart time and time again.150 This individual’s erratic thoughts appear to resemble the 

madness of a lovesick ‘Lyonel’ in A Fool’s Preferment Z.571 who expresses anguish in ‘Fled 

is my love, forever gone’ (Act 3) before launching into the playful numbers ‘I’ll mount to 

yon blue cœlum’ (Act 3) and ‘I’ll sail upon the dog-star’ (Act 4).151  

 
Purcell captures the narrator’s ever-changing thoughts and heightened emotional state 

through a multisectional structure and exaggerated vocal gestures—both compositional 

features of Restoration mad songs.152 This piece moves between six contrasting sections that 

vary in terms of key, metre, and melodic contour.153 I have displayed these sectional changes 

in a table inspired by Ester Lebedinski’s dissertation ‘Music for the Mad’ which charts 

sectional changes in Restoration mad songs (Fig.3.10).154 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
150 Consult King, ‘The Song Texts’, 10–1 for the poetic context and points of analysis. 
151 Renditions of ‘Fled is my love’ (Song 3 of 8) and ‘I’ll sail upon the dog-star’ (Song 6 of 8) from A Fool’s 
Preferment, or the Three Dukes of Dunstable Z.571 are in Appendix 4: Creative Works Folio as Items 2.25 and 
2.26; Thomas D’Urfey, A Fool’s Preferment, or, The Three Dukes of Dunstable. A Comedy. As it was Acted at 
the Queens Theatre in Dorset-Garden, by Their Majesties Servants (London, 1688), 6–7, 10–2 (music) for the 
original publication. Access from EEBO: Early English Books Online. 
152 Adams, Henry Purcell, 201.     
153 Holman identifies a total of seven, as opposed to six, musical sections, perhaps counting the consequent 
phrases of Section B (bars 45–58) as a separate section, see Holman, Henry Purcell, 58. 
154 View the song lyrics and sectional divisions of several Restoration mad songs in Lebedinski, ‘Music for the 
Mad’, 58–62 (Appendix A), 63 (Appendix B).   
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Fig.3.10 
 

Multisectional Setting for an Unhappy Love Song155 
 

‘Love, thou can’st hear, tho’ thou art blind’ Z.396 
 
Section Opening Text  Key  Time Style Tempo  
A Love, thou can’st hear, 

tho’ thou art blind;  
C minor  

 
(3/4) 
 

Arioso (Moderato)  

B She is unconstant156 as 
she’s bright;  

C minor 
 

(4/4)  
 

Arioso (Andante)  

C I thought her fair like new 
fall’n snow,  

E flat major  

 
(6/8)  
 

Arioso (Allegro) 

D157 Love, thou can’st hear, 
tho’ thou art blind; 

C minor  
 

(3/4) 
 

Arioso (Moderato)  

E The powerful charms 
shall now be tried,  

C major  
 

(4/4) 
 

Arioso Brisk 
Time158  

F At least her image to 
deface.  
 

C major (4/4)  Recitative  Slow  

 

 
Purcell’s long melodic gestures might be intended to represent the male subject’s 

heightened emotional condition. Take, for example, the central character’s complaint in 

Section A that ‘Cloris is unkind’. During this passage, the text is thrice stated whilst the 

exclamation, ‘oh!’, is set to a substantial three-bar melodic sequence above a figure of lament 

bass (Ex.3.11.1).159 I picture the protagonist as wailing when pondering his hopeless 

predicament—evidently a far ‘cry’ from the emotional restraint expected of men.160 

 

 
155 Adapted from the text underlay and notation in Purcell, Secular Songs for Solo Voice, vol.25, 197–203. 
Entries in parentheses indicate modernised time signatures and tempo suggestions added by the Purcell Society.  
156 The modern-day equivalent is ‘inconstant’.  
157 Section D is a repeat of Section A, minus the three-bar (i–iv–V) introduction.   
158 See Laurie, ‘Continuity and Tempo in Purcell’s Vocal Works’, 202–3 on Purcell’s use of the anglicised 
tempo terms ‘[q]uick’, ‘[b]risk’, and ‘[s]low’.   
159 Rosand, ‘The Descending Tetrachord’, 349.  
160 Winkler, O Let Us Howle Some Heavy Note, 114–5. 
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Ex.3.11.1 
Henry Purcell, ‘Love, thou can’st hear, tho’ thou art blind’, bars 22–6.161 

 

 
 

 
The melismas of Section B appear to word-paint the central character’s sudden elation at 

Cloris’s beaming smile. Purcell’s ascending two-bar melismatic sequence on ‘smiles’ glides 

into the upper vocal tessitura above a C minor ground. Intervallic jumps of a third, fourth, 

and fifth within the melisma for ‘unconstant’ [sic] might represent the female addressee’s 

lack of rationality that would otherwise enjoy the orderliness of a scalic passage. Indeed, 

King proposes that the regularity of the ground is a musical oxymoron for Cloris’s 

unpredictability.162 The melodic trajectory of bar 45 moving into bar 46, meanwhile, implies 

modulation to G minor. The above-mentioned scholar applauds this sort of melodic 

imaginativeness which tests the harmonic extremities of a ground, commenting that Purcell 

‘push[es] phrases briefly in marvellously outlandish directions’ (Ex.3.11.2).163 

 
 
 
 
 
 
 
 
 
 
 
 

 
161 Henry Playford, ed., Deliciæ Musicæ: Being, a Collection of the Newest and Best Songs Sung at Court, and 
at the Publick Theatres, vol.1 (London 1695), 8; Purcell, Secular Songs for Solo Voice, vol.25, 197–8.   
162 King, ‘The Song Texts’, 10.  
163 ibid.  
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Ex.3.11.2 
Henry Purcell, ‘Love, thou can’st hear, tho’ thou art blind’, bars 38–42, 45–6.164 

 

 
 

 
I consider that the penultimate tour de force of Section E, both textually and musically, 

occupies the same sphere as Cardenio’s resolve to the mad song ‘Let the dreadful engines’ 

from Part I (Act 4, Scene 1) of The Comical History of Don Quixote Z.578 (Ex.3.11.3 and 

3.11.4).165 The two men, through their repeated thoughts and fast-paced babbling, might be 

presumed to conclude that women are accountable for causing men to succumb to their 

emotions.166 Cardenio’s woman-hate rhetoric is designed to blame women for their tendency 

 
164 Playford, ed., Deliciæ Musicæ, vol.1, 9; Purcell, Secular Songs for Solo Voice, vol.25, 198–9.   
165 D’Urfey, The Comical History of Don Quixote (Part I), 41 for the song text to Cardenio’s mad song ‘Let the 
dreadful engines’. Access Part I from EEBO: Early English Books Online; See Núñez, ‘Melancholic Sounds’, 
224–5 for more on Cardenio’s madness.   
166 Lebedinski, ‘Music for the Mad’, 34.  
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to ‘torment ... scold and scratch and bite’, whilst the nameless individual of the current 

example vows to ‘summon scorn, revenge, and pride’ against his female tormentor.167  

 
Ex.3.11.3 
Henry Purcell, ‘Love, thou can’st hear, tho’ thou art blind’, bars 113–6.168 

 

 
 

 
Ex.3.11.4 
Henry Purcell, ‘Let the dreadful engines of eternal will’, bars 152–6.169 

 

 
 

 
Both concluding passages might be viewed, retrospectively, as a show of patriarchal 

retaliation or attempt to ‘reconnect with [one’s] inner manhood’.170 Perhaps the stage 

 
167 Winkler, O Let Us Howle Some Heavy Note, 158.   
168 Playford, ed., Deliciæ Musicæ, vol.1, 12; Purcell, Secular Songs for Solo Voice, vol.25, 203.   
169 Purcell, The Gresham Autograph, n.p. (no.42, folio 61v); Purcell, Dramatic Music Part I, vol.16, 185.  
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direction in D’Urfey’s The Comical History of Don Quixote (Part I) for Cardenio to assume a 

‘wild posture’ harks back to the hypermasculine stereotype of the so-called ‘wildman’.171 If 

the latter’s eleventh-hour slander of Cloris was representative of this song in full, it might 

instead seem suited to the ‘Misogyny’ subset. Both characters temporarily deviate from social 

decorum through their mad outbursts; however, a misogynistic rant permits them to 

rationalise and ‘mitigate’ their victimisation.172 In realising the potential trapping of a short 

moment of passion for leading to undesirable lovesick thoughts, the two men resolve to 

forget these ‘[w]itches’ altogether.173  

 
The closing three-bar recitative of Section F finds the central character opt to ‘deface’ 

Cloris’s ‘image’ in order to silence his inner demons.174 Purcell’s short recitative for this 

resolution of sorts seems similar to that concluding the multisectional setting of ‘If music be 

the food of love’ (Version C) Z.379C.175 Perhaps both figures entrust the declamatory and 

informative style of recitative as a suitable platform upon which to conduct their reasoning, 

thus, providing a sharp contrast to their outbursts during the elaborate musical sections prior 

(Ex.3.11.5 and 3.11.6). In the words of Rafael Vélez Núñez, ‘the song itself is controlled by 

reason at the end, so that it offers an alternative to insanity’.176 

 
 
 
 
 
 
 
 
 
 
 

 
170 Rachel Alsop, Annette Fitzsimons, and Kathleen Lennon, Theorizing Gender (Cambridge: Polity, 2002), 
135; View this stage direction in D’Urfey, The Comical History of Don Quixote (Part I), 40. Access Part I from 
EEBO: Early English Books Online. 
171 Alsop, Fitzsimons, and Lennon, Theorizing Gender, 135.  
172 Winkler, O Let Us Howle Some Heavy Note, 156.  
173 On witches as a non-normative portrayal of femininity, read the second chapter of Winkler, O Let Us Howle 
Some Heavy Note, 18–62 (‘“Stay, You Imperfect Speakers, Tell Me More”’).   
174 King, ‘The Song Texts’, 11. 
175 Consult Adams, Henry Purcell, 218–21 for an analysis of what the writer calls ‘one of the greatest songs in 
English, by Purcell or anyone else’.   
176 Núñez, ‘Melancholic Sounds’, 225. 
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Ex.3.11.5 
Henry Purcell, ‘Love, thou can’st hear, tho’ thou art blind’, bars 123–5.177 

 

 
 

 
Ex.3.11.6 
Henry Purcell, ‘If music be the food of love’ (Version C), bars 84–6.178 

 

 
 

 
Concluding Thoughts  
 
This chapter has introduced readers to my novel categorisation of songs from volume 25 of 

The Works of Henry Purcell around creative interpretations of narrative and communication, 

thereby supplying an alternative to somewhat rigid existing alphabetical song indices 

conceived when Purcell studies existed fundamentally as a biographical pursuit. I have 

outlined my rationale behind the creation of song sets and subsets and commented on certain 

difficulties in compartmentalising songs that seem resistant to single-category status. Unlike 

the surrounding chapters, focused on a handful of case studies, I have afforded a bird’s-eye 

view of this complete song set by identifying typical storylines, narrative styles, and gendered 

 
177 Playford, ed., Deliciæ Musicæ, vol.1, 12; Purcell, Secular Songs for Solo Voice, vol.25, 203.  
178 Henry Playford, ed., Deliciæ Musicæ: Being, a Collection of the Newest and Best Songs Sung at Court, and 
at the Publick Theatres, vol.2 (London 1695), 18; Purcell, Secular Songs for Solo Voice, vol.25, 217. 
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character actions discoverable within. Numerous poetic, compositional, and performative 

analyses have illuminated the nine broad divisions of my catalogue with an additional 

emphasis on male character critique and autoethnographic insight. My visual representations 

of song divisions, structures, and stylistic decision-making, therein, highlight my quest to 

apprehend this collection beyond an initial perusal of the score.  

 
I see this new resource not only as a first step towards realising Purcell song in writing and 

performance, but one with untapped potential to guide future practice-based investigations 

into concert programming decisions and strategies for stage characterisation. Perhaps the 

field at large can begin to explore flexible representations of long-standing resources, such as 

Zimmerman’s An Analytical Catalogue, as a new era of interdisciplinary, performative, and 

self-reflexive trends power the discipline forward.  
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Chapter 4  
Three Associative Analyses for Purcell’s Secular Vocal Music  
 
This chapter presents three case studies that model my imaginative interpretation of Purcell’s 

secular vocal music through the practice of associative analysis. I explore possible links 

between poetic threads in works and broader conceptual topics on the sociocultural fabric of 

early modern England and postmodern gender constructs—a combination in keeping with the 

interpretative frameworks employed to approach Purcell song in this thesis thus far. For the 

composer’s domestic songs, situated at a distance from the theatre works on account of their 

typically limited depth of character, I devise fuller storylines, scrutinise potential character 

motivations and interactions, and read meaning into poetic and notational layers. 

 
Like the previous chapter, my song analyses comprise an inspection of gender stereotypes 

and include reflections on my study of this music in preparation for performance. The 

emphases differ, however, in that the inspiration for imaginative readings spring from 

secondary texts as opposed to the notation alone. Associative analysis, alongside historically 

informed performance practice, recording analysis, and gendered character examination, 

constitutes a further interpretative framework through which to navigate Purcell’s vocal 

music.  

 
The first case study considers that a drinking catch, ‘Come, come let us drink’ Z.245, 

represents a progression from sober to drunk in score and performance realms. Iconography 

and written descriptions of English catch clubs as homosocial spaces fuel my additional 

storyline above and beyond this work’s surface-level homage to strong drink. The second 

case study—a creative reading of the Purcell miniature ‘Love’s pow’r in my heart, shall find 

no compliance’ Z.395—unpacks a ‘love as a battleground’ metaphor through association with 

literature from the field of postmodern men’s studies on masculine ‘performativity’ in 

conflict zones.1 My scrutiny of the poetry and musical setting centre on a depiction of a 

hypermasculine (hegemonic) ‘warrior’ that positions himself in firm opposition to the threat 

 
1 See Judith Butler, ‘Gender as Performance’, in A Critical Sense: Interviews with Intellectuals, ed. Peter 
Osborne (New York: Routledge, 1996), 109–25, particularly p.111–2 for clarification from Butler on what is 
meant by gender ‘performativity’; Also refer to Sara Salih, ‘On Judith Butler and Performativity’, in Sexualities 
& Communication in Everyday Life: A Reader, eds. Karen E. Lovaas and Mercilee M. Jenkins (Thousand Oaks: 
Sage, 2007), 55–6.  
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of lovesickness, and by extension, that of effeminacy.2 The final and perhaps most 

experimental analysis of the three is an erotic re-interpretation of the secular song ‘When my 

Acmelia [sic] smiles’ Z.434. Taking as my basis a risqué double meaning within the poetry, I 

conduct a thorough search for sexual signification on textual and musical levels. My non-

conformist theorisation of male-female intimacy and sensual pleasure, in what at face value 

seems to be little more than a gentle lovesick musing, exemplifies the height of my creative 

interpretation ‘unleashed’ upon Purcell’s domestic secular songs.  

 
In combination, a ‘close reading’ of text and notation, import of concepts from secondary 

sources, and creative writing style seek to explore the music of this composer as a ‘living 

document’; I identify possible links between character action and musical element as well as 

imprint my contemporary thoughts, retrospectively, onto these artworks. The practice of 

score re-interpretation through the assembly of new narrative threads is modelled on the 

‘Challenging Performance’ production’s re-telling of Purcell’s opera Dido and Aeneas 

Z.626.3 The concept of self-identification with performance art through ideas familiar to the 

artist, meanwhile, is predicated on Judith A. Peraino’s reading of Dido and Aeneas under a 

gender and sexuality framework.4 The following passages, therefore, afford insight into my 

critique of gendered character portrayals by way of self-identification with contemporary 

notions of masculinity, embellishment of score elements through creative thought, and artistic 

decision-making behind performance versions. 

 

 

 

 

 

 

 

 
2 Consult Raewyn Connell, Masculinities (Cambridge: Polity, 2005), 77–8 on the concept of ‘hegemonic’ 
masculinity as ‘the dominant position of men and the subordination of women’. Also read p.76–81 for more on 
relations between ‘hegemonic’ and ‘subordinated’ masculine performativity.  
3 Refer to Daniel Leech-Wilkinson, ‘“Dido & Belinda”: The How and the Why’, Challenging Performance, 
<https://challengingperformance.com/dido-belinda/> (accessed 1 January 2019). 
4 Read Judith A. Peraino, ‘I Am an Opera: Identifying with Henry Purcell’s Dido and Aeneas’, in En Travesti: 
Women, Gender Subversion, Opera, eds. Corinne E. Blackmer and Patricia Juliana Smith (New York: Columbia 
University Press, 1995), 99–131.  
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4.1. From Sober to Drunk: An Interpretative Analysis of the Drinking 
Catch ‘Come, come let us drink’ Z.245 
 
Fig.4.1 
 

Come, come let us drink5 
 

Come, come let us drink, 
’Tis in vain to think, 

Like fools, on grief or sadness; 
Let our money fly, 

And our sorrows die, 
All worldly care is madness: 

 
But wine, and good cheer, 
Will, in spite of our fear, 

Inspire our hearts with mirth, boys; 
The time we live, 

To wine let us give, 
Since all must turn to earth, boys, 

 
Hand, hand about the bowl, 

The delight of my soul, 
And to my hand commend it; 

A fig for chink, 
’Twas made to buy drink, 

And before we go hence we’ll spend it. 
 

Anon. 
 
 
A rather curious part of Purcell’s voluminous vocal output is the typically light-hearted and 

lewd catches—worlds away from the formal musical offerings prepared for church and state.6 

Andrew R. Walking writes that these ‘short, succinct [works were] intended for impromptu 

unaccompanied performance’.7 Christopher Price’s preface to Music from the Canterbury 

Catch Club, meanwhile, offers insight to the great institution that the English catch clubs had 
 

5 Adapted from the text underlay in Henry Purcell, Catches, The Works of Henry Purcell, vol.22A, 2nd rev. ed., 
ed. Ian Spink (London: Novello, 2000), 4. The spelling mistake, ‘wordly’, has been fixed to read, ‘worldly’; 
Published in Henry Playford, ed., The Pleasant Musical Companion: Being a Choice Collection of Catches, for 
Three and Four Voices, vol.2, 4th ed. (London, 1701), n.p. (no.19); Subsequently published without the 
thoroughbass in John Walsh, ed., The Catch Club or Merry Companions being a Choice Collection of the most 
Diverting Catches for Three and Four Voices, vol.2 (London, 1762), 24; See p.276–7 in Appendix 2: Scores for 
Long Analyses for Score 4.1: ‘Come, come let us drink’ Z.245. 
6 Purcell, Catches, vol.22A, xi. Ian Spink writes in the introduction to this volume that ‘Purcell’s catches have a 
reputation for bawdiness’.   
7 Andrew R. Walking, ‘Politics, Occasions and Texts’, in The Ashgate Research Companion to Henry Purcell, 
ed. Rebecca Herissone (Farnham: Ashgate, 2012), 230. 
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become by the dawn of the eighteenth century from their humble roots in centuries prior—a 

location where attendees would likely have attempted the catches of Purcell and others.8 In 

these homosocial spaces, male camaraderie, drinking, and the singing of typically bawdy 

songs appear to have gone hand in hand.9 Thomas Mann Baynes’ 1826 lithograph of the 

Canterbury Catch Club (on the frontispiece of Price’s critical edition) appears to depict its 

male members engaging in such activities (Fig.4.2).10   

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
8 Christopher Price, ed., As Thomas was Cudgell’d One Day by his Wife, and Other Stories: Music from the 
Canterbury Catch Club, ed. and intro. Christopher Price (Canterbury: Canterbury Christ Church University, 
2015), 19; See Linda Phyllis Austern, ‘Music and Manly Wit in Seventeenth-Century England: The Case of the 
Catch’, in Concepts of Creativity in Seventeenth-Century England, eds. Rebecca Herissone and Alan Howard 
(Woodbridge: Boydell, 2013), 297–8 on catch club culture during the period in question.    
9 Price, ed., As Thomas was Cudgell’d One Day by his Wife, 19; Also consult the section titled ‘Masculinity as 
Homosocial Enactment’ in Michael S. Kimmel, ‘Masculinity as Homophobia: Fear, Shame, and Silence in the 
Construction of Gender Identity’, in Theorizing Masculinities, eds. Harry Brod and Michael Kaufman 
(Thousand Oaks: Sage, 1994), 128–9 regarding the validation of one’s masculinity through social practices.                                                     
10 Read Christopher Price, ‘Mr. Ward’s Commission: Manners, Musicians, and Music at the Canterbury Catch 
Club’ (PhD diss., Durham University, 2018), EThOS (743239), xvii, <http://etheses.dur.ac.uk/12660/> on 
‘social singing pictorialised’. Also see p.1–2 for commentary on Baynes’ commission.  
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Fig.4.2 
Thomas Mann Baynes, The Canterbury Catch Club, 1826. 

 
Members of the Canterbury Catch Club depicted in session. 

 

 
 

 
In order to initiate a performative study of Purcell’s drinking catch for three voices and 

thoroughbass, ‘Come, come let us drink’ Z.245, my collaborators and I first inspected 

iconography and written descriptions of English catch clubs over the ages, discoverable in 

Price’s critical edition. We figured that an appropriate forum to present the humorous catches 

of Purcell and others would be at Melbourne’s historic Kelvin Club within a semi-formal 

concert programme for the enjoyment of its members; this venue’s atmosphere perhaps bears 

some similarity to that of catch clubs in times past.11 

 
During ensemble deliberations leading to our performance, my colleagues and I pored 

over Purcell’s score in search of creative interpretations of its textual and musical dimensions 

 
11 ‘About The Kelvin Club’, The Kelvin Club—The Melbourne Place To Be, 
<https://www.kelvinclub.com/about-us> (accessed 1 January 2019); Consult the section ‘The Beginnings of 
Concert Life’ in Ian Spink, ‘Music and Society’, in The Seventeenth Century, The Blackwell History of Music in 
Britain, vol.3, ed. Ian Spink (Oxford: Blackwell, 1993), 17–9.   
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that could supply a foundation for an animated vocal delivery. We ultimately superimposed 

an imaginative narrative on top of the drinking subject matter, inspired by Baynes’ 

lithograph: men are imagined to join together in their performance attempt at this catch 

during one of their regular catch club gatherings while delighting in both the company of 

fellow men and voices ‘lubricated with strong beverages’.12 For what at face value seems like 

a simple drinking song, this metanarrative provided an inroad to our shaping of the three 

intertwining vocal lines and guided our analysis of the catch’s tessitura, form, texture, and 

non-essential notes.   

 
The part-by-part layout for ‘Come, come let us drink’, within the second instalment of 

Pleasant Musical Companion, looks orderly and predictable without revealing Purcell’s 

clever textual and musical interplay (Fig.4.3).13 Does the catch genre, in this regard, resemble 

something of a puzzle in need of being solved through ensemble performance? The alignment 

of interlocking voices and mastery of one’s pitches and rhythms may have proved a challenge 

for the ‘rational’ man.14 Visually, the structure of the catch might be believed to reflect the 

‘rationality’ of its male interpreters.15 I would argue, however, that through performance, our 

textual comprehension is at risk of breaking down once the ensemble texture thickens 

incrementally through the simultaneous recitation of multiple stanzas.16 Within the context of 

a drinking song, maybe an accumulative texture can speak for a progression from sober to 

drunk.  

 

 

 

 

 

 
 

12 Walking, ‘Politics, Occasions and Texts’, 235.  
13 The part-by-part layout of ‘Come, come let us drink’ is similar (although without thoroughbass) in Walsh, ed., 
The Catch Club, vol.2, 24, <http://ks.imslp.net/files/imglnks/usimg/7/77/IMSLP30895-PMLP70403-Purcell-
TheCatchClubOrMerryCompanions.pdf>. Access p.76 of the .pdf booklet.  
14 Amanda Eubanks Winkler, ‘Society and Disorder’, in The Ashgate Research Companion to Henry Purcell, 
ed. Rebecca Herissone (Farnham: Ashgate, 2012), 302. Winkler writes that ‘[Purcell’s] catches helped men 
perform masculinity appropriately’. 
15 Austern asserts, ‘the catch reflected and displayed the mental faculties by which seventeenth-century English 
manhood came to be defined’ in Austern, ‘Music and Manly Wit in Seventeenth-Century England’, 282–3. 
16 Peter Holman, Henry Purcell, Oxford Studies of Composers (Oxford: Oxford University Press, 1994), 29–30. 
Holman highlights that doubles entendres can materialise through the interplay of vocal lines—again, 
unapparent from the score at face value.  
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Fig.4.3 
Henry Playford, ed., The Pleasant Musical Companion, vol.2, n.p. (no.19).  

 
Purcell’s ‘Come, come let us drink’ in print form. 

 

 
 

 
Early in the rehearsal process, my collaborators and I read through the text underlay of 

‘Come, come let us drink’ to consider possible concepts being expressed. If this song text 

merely conveys homage to strong drink, then the illustration of a catch club gathering—

influenced by Price’s critical edition—affords a location and purpose for this celebratory 

atmosphere.17 We envisaged a scenario in which men collectively drink as they sing through 

this catch, drowning their lovesick sorrows and social responsibility in ‘wine, and good 

 
17 Consult Vic Gammon, Desire, Drink and Death in English Folk and Vernacular Song, 1600–1900 
(Aldershot: Ashgate, 2008), 104–5 on ‘drink-praise songs’.   
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cheer’. Our new narrative develops as the ensemble builds across five iterations of Purcell’s 

twelve-bar tune (Fig.4.4). 

 
Fig.4.4 
 

Structure of Catch in Performance 
 

 ‘Come, come let us drink’ Z.245 
 

Iteration of Material Ensemble Formation 
First Iteration  

 
Second Iteration  

 
Third Iteration 

 
Fourth Iteration 

 
 

Fifth Iteration 

Voice 1  
 

Voice 1, Voice 2 
 

Voice 1, Voice 2, Voice 3 
 

Voice 1, Voice 2, Voice 3, 
Continuo  

 
Voice 1, Voice 2, Voice 3, 

Continuo (Repeat) 
  

 

 
Vocal Tessitura  
 
The initial call to festivities in the principal voice, ‘let us drink’, is exclaimed three times as if 

to demand the attention of fellow men; my colleagues and I imagined this motif to depict 

three participants leading the communal singing by shouting across a noisy space of upwards 

of fifty attendees, comparable to that displayed in Baynes’ illustration. The opening three-bar 

melodic fragment outlines a C major triad which is heard at the first, third, and fifth degrees 

of the tonic key. This ascending sequence sets the parameters for the catch to function and 

conveys as a self-sufficient melody in the first instance. For the development of our 

homosocial catch club storyline, we pictured the low, medium, and high iterations to speak 

for a plurality of men with different vocal ranges in attendance.18 Each vocalist (Singer A, 

Singer B, and Singer C) sang one of these melodic fragments best suited to their vocal range 

as a solo (Ex.4.1.1). 

 
 
 

 
18 Refer to Sofia Aboim, Plural Masculinities: The Remaking of the Self in Private Life (Farnham: Ashgate, 
2010), 3–4 on the concept of a plurality of male identities under the umbrella of ‘masculinity’. 
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Ex.4.1.1 
Henry Purcell, ‘Come, come let us drink’, bars 1–3.19 

 

 
 

 
The fourth melodic fragment of Voice 1, ‘’[t]is in vain to think, [l]ike fools on grief or 

sadness’, breaks the opening sequence as a descending four-bar phrase. Contrary to the 

ascending one-bar exclamations, ‘[c]ome, come let us drink’, thought to introduce different 

male identities to the venue, the sustained and descending material was imagined to unite 

men as one voice—a display of ‘manly wit’ within this homosocial setting.20 Our creative 

scenario informed the delivery of the remaining bars of the principal voice on its initial 

hearing in unison and at a loud volume (Ex.4.1.2).  

 
 
 
 
 
 
 
 
 
 
 
 
 

 
19 Playford, ed., The Pleasant Musical Companion, vol.2, n.p. (no.19); Purcell, Catches, vol.22A, 4.  
20 Austern, ‘Music and Manly Wit in Seventeenth-Century England’, 281; Winkler, ‘Society and Disorder’, 281; 
Michael Kaufman, ‘Men, Feminism, and Men’s Contradictory Experiences of Power’, in Theorizing 
Masculinities, eds. Harry Brod and Michael Kaufman (Thousand Oaks: Sage, 1994), 145. Kaufman writes that 
‘[p]atriarchy exists as a system not simply of men’s power over women but also of hierarchies of power among 
different groups of men and between different masculinities’.  



167 

Ex.4.1.2 
Henry Purcell, ‘Come, come let us drink’, bars 3–7.21 

 

 
 

 
Form, Harmony, and Texture  

 
My colleagues and I then considered that the form, harmony, and texture of this catch might 

reflect the stereotype of men as ‘rational’ beings. Perhaps the large-scale structural 

organisation of ‘Come, come let us drink’ resonates with a depiction of sober men that 

‘decode’ this musical ‘enigma’. Similarly, we interpreted the repetitive twelve-bar melodies, 

regular intervals at which voices enter, basic crotchet and quaver rhythms, tonic-dominant-

tonic harmonic rhythm, and trajectory of musical events in and around the home key of C 

major as complementing the ‘rational’ male stereotype.  

 
As this catch evolves, the interlacing parts culminate in stretto, uncovering imitation 

points not evident from the written page alone.22 Indeed, the harmonic structure is only fully 

revealed once all threads of the ensemble coalesce. Notice that bar 2 is harmonised as chord 

vi of C major by the time that Voice 3 and the thoroughbass enter on the third and fourth 

hearings, respectively. Prior to this point, however, the comparatively arid interplay between 

Voice 1 and Voice 2 does not imply this minor sonority (Ex.4.1.3). On the one hand, the 

contrapuntal tapestry and rich harmonic palette might mirror the sophistication of its male 

interpreters; on the other, a feeling of growth from beginning to end—both texturally and 

harmonically—could be thought to symbolise a steady increase of lively chatter in a club 

setting once social decorum yields to anarchy and with strong drink comfortably in reach.  
 

21 Playford, ed., The Pleasant Musical Companion, vol.2, n.p. (no.19); Purcell, Catches, vol.22A, 4. 
22 Note that my collaborators and I also referred to the Purcell Society’s modernised score in which parts align 
vertically, see Purcell, Catches, vol.22A, 4.  
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Ex.4.1.3 
Henry Purcell, ‘Come, come let us drink’, bar 2.23 

 

 
 

 
My colleagues and I devised a further creative interpretation of Purcell’s conversational 

texture in order to advance our storyline beyond an initial call to drink. We read the stanzas 

of Voice 2 and Voice 3 to be depictive of multiple men sat at a table, like that shown in 

Baynes’ lithograph, partaking in a drunken conversation.24 The second singer exclaims, ‘[b]ut 

wine, wine, wine’, to pledge his allegiance to the bottle; he is answered by the third singer, 

squawking, ‘[h]and, hand about the bowl’, perhaps demanding that someone pass him the 

communal chalice to enjoy a swig of his own. Voice 1, meanwhile, continues to declaim, ‘let 

us drink’; his looping of this phrase might morph into something of a mad babble as the 

powers of strong drink take hostage of his critical faculties.  

 
Based on our ensemble configuration and part-by-part stacking of entries, the continuo 

line formed the fourth and final addition to our ensemble cacophony. The full sound of our 

continuo instrumentation led us to recognise this part as representing a surge of extraneous 

chatter that amasses in what is already a noisy environment—the sound of many voices 

joining together in communal celebrations. Additionally, the wordlessness of the continuo 

 
23 Playford, ed., The Pleasant Musical Companion, vol.2, n.p. (no.19); Purcell, Catches, vol.22A, 4. 
24 Read Austern, ‘Music and Manly Wit in Seventeenth-Century England’, 298–9 on the ‘dialogue catch’ as 
simulating ‘witty conversation’.    
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could be thought to symbolise the breakdown of language comprehension as the attendees 

become intoxicated (Ex.4.1.4).  

 
Ex.4.1.4 
Henry Purcell, ‘Come, come let us drink’, bars 1–3.25 

 

 
 

 
Non-Essential Notes   
 
The numerous auxiliary and passing notes spread throughout this catch realistically possess 

no particular significance beyond their role in smoothing the three vocal lines (Ex.4.1.5). 

Within the scope of our creative reading, however, we figured that these scalic passages 

might recall an impression of slurred speech or a steady stream of alcohol gushing from the 

tap. The concept of ‘drunkenness’ thus supplied the basis for our delivery of all vocal lines on 

ensemble repeats.  

 
 
 
 
 
 
 
 
 
 

 
25 Playford, ed., The Pleasant Musical Companion, vol.2, n.p. (no.19); Purcell, Catches, vol.22A, 4. 
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Ex.4.1.5 
Henry Purcell, ‘Come, come let us drink’, bars 4–8.26 

 

 
 

 
Our interpretation of strings of quaver rhythms as evoking drunkenness in ‘Come, come 

let us drink’ differs from a piece like ‘Fill up the bowl!’ (The Scene of the Drunken Poet) 

from The Fairy Queen Z.629 where rhythms, notated ornaments, and multisectional changes 

in tempo and metre clearly represent intoxication.27 Bass-baritone David van Asch’s portrayal 

of the ‘Drunken Poet’ with The Scholars Baroque Ensemble demonstrates that one’s vocal 

delivery may also suggest an inebriated state.28 We analysed this singer’s recording in our 

search for performance ideas potentially suited to the catch currently in question.  

 
Vocal Onset 
 
The comical ramblings of the Drunken Poet, performed by van Asch, convey through his 

detached articulation, distorted pure vowels, and projection of consonants. The singer extends 

upon a stammer ornament written into the score by stuttering on the first consonant of a word 

to give an impression of hiccupping.29 This technique is heard during the opening ‘[f]ill up 

the bowl!’ text where the ‘fi’ of ‘[f]ill’ is re-articulated by van Asch numerous times in quick 

succession (Audio Example 4.1) (Ex.4.1.6). 

 

 

 
26 Playford, ed., The Pleasant Musical Companion, vol.2, n.p. (no.19); Purcell, Catches, vol.22A, 4. 
27 Curtis Price, Henry Purcell and the London Stage (Cambridge: Cambridge University Press, [1984] 2009), 
326–8.  
28 David van Asch, Purcell: The Fairy Queen, with The Scholars Baroque Ensemble, 1994 by Naxos, 8.550660-
1, compact disc. Consult disc 1, track 3 or access on Naxos Music Library. 
29 Price, Henry Purcell and the London Stage, 337. Price notes that Purcell, not the librettist, indicates this 
stuttering.  
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Audio Example 4.1 
 

Published Recording Excerpt, [0:13].30 
 

 
Ex.4.1.6 
Henry Purcell, ‘Fill up the bowl!’ (The Scene of the Drunken Poet), bars 12–9.31 

 

 
 

  
‘Come, come let us drink’ does not appear to possess explicit word-painting of 

drunkenness at the level of notation; however, we modelled our articulations on those 

demonstrated by van Asch to suggest intoxication. On repeats of the first vocal line, for 

example, the ‘c’ of ‘[c]ome’ was sounded three times as a stutter whilst the ‘l’ of ‘let us 

drink’ was lengthened to suggest slurred or incoherent speech. The alternating crotchet and 

quaver values of Voice 1 exhibited staccato articulations to represent stuttering at the end of 

the first full ensemble hearing (Fourth Hearing). A deliberately clumsy vocal delivery 

responded to our creative reading in which the lead drinker encounters difficulty in stringing 

words together once under the influence of alcohol (Audio Example 4.2) (Ex.4.1.7).  

 
Audio Example 4.2 
 

Vocal Demonstration, [0:07].32 
 

 

 
30 Audio Example 4.1 is an excerpt from disc 1, track 3 of van Asch, Purcell: The Fairy Queen.  
31 Henry Purcell, The Fairy Queen, The Works of Henry Purcell, vol.12, 2nd rev. ed., eds. Bruce Wood and 
Andrew Pinnock (London: Stainer & Bell, [1968] 2009), 17.   
32 See p.304 of Appendix 4: Creative Works Folio for the recording details of Audio Example 4.2.  
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Ex.4.1.7 
Henry Purcell, ‘Come, come let us drink’, bars 1–4.33 

 

 
 

 
We identified similar opportunities to distort consonants and vowels in subsequent vocal 

entries. Voice 2, for instance, can exaggerate a diphthong in ‘wine’ [wa:ɪ:n] by slowing the 

transition from the central and open [a:] vowel to the front and closed [ɪ:] vowel.34 Singer B 

employed portamento to connect small intervals during a moment imagined to represent 

slurred speech (Audio Example 4.3) (Ex.4.1.8). 

 
Audio Example 4.3 
 

Vocal Demonstration, [0:07].35 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
33 Playford, ed., The Pleasant Musical Companion, vol.2, n.p. (no.19); Purcell, Catches, vol.22A, 4. 
34 International Phonetic Alphabet (IPA) symbols and sounds available from ‘IPA Chart with Sounds’, 
International Phonetic Alphabet: Promoting the Study of Phonetics, 
<http://www.internationalphoneticalphabet.org/ipa-sounds/ipa-chart-with-sounds/>; Also refer to ‘Full IPA 
Chart’, International Phonetic Association, 
<https://www.internationalphoneticassociation.org/sites/default/files/IPA_Kiel_2015.pdf>. 
35 See p.304 of Appendix 4: Creative Works Folio for the recording details of Audio Example 4.3. 
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Ex.4.1.8 
Henry Purcell, ‘Come, come let us drink’, bars 1–3.36 

 

 
 

 
The opening ‘[h]and, hand about the bowl’ of Voice 3 should ideally match the vocal 

delivery of the surrounding lines. For comic effect, ‘[h]and’ was sung by Singer C with a 

trillo whilst the rhyming ‘bowl’ and ‘soul’ featured exaggerated diphthongs. My colleague 

approached his part with choppy articulation in response to an impression of a drinker whose 

allegiance to the bottle has led to an aggressive tremor in their limbs (Audio Example 4.4) 

(Ex.4.1.9).  

 
Audio Example 4.4 
 

Vocal Demonstration, [0:06].37 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
36 Playford, ed., The Pleasant Musical Companion, vol.2, n.p. (no.19); Purcell, Catches, vol.22A, 4. 
37 See p.304 of Appendix 4: Creative Works Folio for the recording details of Audio Example 4.4. 
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Ex.4.1.9 
Henry Purcell, ‘Come, come let us drink’, bars 1–3.38 

 

 
 

 
Vocal Decay  
 
My collaborators and I also scrutinised van Asch’s projection of final consonants in his 

portrayal of the Drunken Poet. For the line, ‘[h]old you damn’d tormenting punk, I do 

confess’, for instance, van Asch’s final ‘s’ sound seems to endure for much longer than that 

expected of a sober orator (Audio Example 4.5) (Ex.4.1.10).  

 
Audio Example 4.5 
 

Published Recording Excerpt, [0:15].39 
 

 
Ex.4.1.10 
Henry Purcell, ‘Fill up the bowl!’ (The Scene of the Drunken Poet), bars 94–6.40 

 

 
 

 
 

38 Playford, ed., The Pleasant Musical Companion, vol.2, n.p. (no.19); Purcell, Catches, vol.22A, 4. 
39 Audio Example 4.5 is an excerpt from disc 1, track 3 of van Asch, Purcell: The Fairy Queen. 
40 Purcell, The Fairy Queen, vol.12, 24.  
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All vocalists pinpointed moments in ‘Come, come let us drink’ where final consonants 

could be shaped in similarly peculiar ways. The words ‘boys’ and ‘earth’ of the second vocal 

part, for example, featured long final consonants, thereby reducing the volume of these 

minim values. Singer B’s elongated consonants caused this part to taper and allowed for the 

surrounding voices to gravitate towards the textural forefront; a nuanced call-and-response 

tapestry consequently replaced a wash of sound (Audio Example 4.6) (Ex.4.1.11). Our final 

looping of this catch encompassed quirky vocal effects—inspired by van Asch’s portrayal of 

the Drunken Poet—and a solid textural density, thus, providing contrast with the uniform 

delivery of the initial stand-alone melody (First Hearing).  

 
Audio Example 4.6 
 

Vocal Demonstration, [0:10].41 
 

 
Ex.4.1.11 
Henry Purcell, ‘Come, come let us drink’, bars 7, 12.42 

 

 
 

 
Concluding Thoughts  
 
Purcell’s drinking catch ‘Come, come let us drink’ may not represent drunkenness at the 

compositional level to the degree that such is implied in ‘Fill up the bowl!’ In adding a fuller 

storyline on top of the textual and musical components of this catch, however, my 

collaborators and I strove for a rendition that might suggest a progression from sober to 

drunk. Our starting point was both iconography and written descriptions of English catch 

clubs over the centuries as homosocial spaces where socialising was accomplished through 
 

41 See p.304 of Appendix 4: Creative Works Folio for the recording details of Audio Example 4.6. 
42 Playford, ed., The Pleasant Musical Companion, vol.2, n.p. (no.19); Purcell, Catches, vol.22A, 4. 
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communal drinking and singing. Core to our in-depth scrutiny of score elements was a 

perception of the catch genre as a musical ‘enigma’ which requires solving by men through 

their artistic acumen; Purcell’s dexterous textual and musical interplay is only uncovered 

through the act of performance itself, and not, as in the case of later musical culture, with a 

perusal of the score. 

 
My colleagues and I subsequently read meaning into the play-out of melodies within the 

creative context of a catch club gathering; the initial tutti statement of the self-sufficient tune 

(Voice 1) was understood to initiate the call to drink in this homosocial space, whereas the 

accumulative texture and stretto signified a lack of clarity that descends upon its members—

word comprehension diminishes once a drunken stupor replaces sober discourse. Repetitions 

of the three vocal lines were modelled on van Asch’s extended vocal techniques, namely, 

stuttering, hiccupping, trembling, and sliding. All performers agreed that a thick soup of 

sliding pitches, warped vowels, and a smattering of consonants on full ensemble hearings 

would provide utmost contrast with the ‘sober’ declamation of the opening tune (Audio 

Example 4.7).  

 
Audio Example 4.7 
 

Vocal Demonstration, [1:31].43 
 

 
Our comprehensive discussion of score elements in the rehearsal room blossomed into a 

marvellously comical rendition at the Kelvin Club which we believed communicated above 

and beyond our initial perceptions of this catch’s surface-level homage to strong drink. While 

it could be argued that a deliberately messy rendition does not entirely work on the musical 

level, the recordings of several catches from this concert programme, nevertheless, show the 

audience reacting to our comical deliveries as hoped for before committing to the thorough 

examination of this and other ensemble works.44   

 
 
 
 
 

 
43 See p.304 of Appendix 4: Creative Works Folio for the recording details of Audio Example 4.7. 
44 Renditions of several humorous catches presented during the ‘Baroque to Britten’ event (Concert 7) are 
available in Appendix 4: Creative Works Folio as Items 2.28, 2.29, 2.30, and 2.31.  
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4.2. Love as a Battleground: An Interpretative Analysis of Warfare and 
Masculine Performativity in ‘Love’s pow’r in my heart, shall find no 
compliance’ Z.395  
 
Fig.4.5 
 

Love’s pow’r in my heart, shall find no compliance45 
 

Love’s pow’r in my heart, shall find no compliance, 
I’ll stand to my guard, and bid open defiance: 
To arms, I will muster my reason and senses, 

‘Ta-ra-ra-ra, Ta-ra-ra-ra’, a war now commences. 
 

Keep, keep, a strict watch, and observe ev’ry motion, 
Your care to his cunning exactly proportion; 

Fall on, he gives ground, let him never recover, 
‘Victoria! Victoria!’ The battle is over. 

 
Anon. 

 
 
David H. J. Morgan writes in ‘Theater of War’ that the business of war functions as a 

crucible for ‘macho culture’ with the image of the warrior enduring as ‘a key symbol of 

masculinity’.46 In hostile environments, such as enemy territory, the trenches, and front-line, 

men are expected to behave aggressively and demonstrate emotional restraint to avoid being 

sidelined as an ‘inferior’ man.47 Perhaps the scenario whereby men succumb to the allure of 

women emulates a similar environment. In Amanda Eubanks Winkler’s words, ‘a man who 

suffered from lovesickness marked him as womanlike—a man who transgressively crossed 

into the realm of the other sex’.48 The ‘snares’ of lovesickness is indeed a recurrent theme in 

 
45 Adapted from the text underlay in Henry Purcell, Secular Songs for Solo Voice, The Works of Henry Purcell, 
vol.25, 2nd rev. ed., ed. Margaret Laurie (Borough Green: Novello, 1985), 123; Published in Henry Playford, 
ed., The Banquet of Musick: or, A Collection of the Newest and Best Songs Sung at Court, and at Publick 
Theatres, vol.2 (London, 1688), 26; See p.278 in Appendix 2: Scores for Long Analyses for Score 4.2: ‘Love’s 
pow’r in my heart, shall find no compliance’ Z.395. Note that bar numbers have been adjusted for the following 
analysis to show the first metrically complete bar as bar 1.  
46 Read David H. J. Morgan, ‘Theater of War: Combat, the Military, and Masculinities’, in Theorizing 
Masculinities, eds. Harry Brod and Michael Kaufman (Thousand Oaks: Sage, 1994), 165–81.  
47 Morgan, ‘Theater of War’, 166; See Chris Blazina, The Cultural Myth of Masculinity (Westport: Praeger, 
2003), 41 on the notion of the masculine ‘warrior’ pitted against the emergence of so-called ‘middle class’ 
masculinity; Regarding the historical positioning of masculinities, such as the ‘epic’ and ‘bourgeois’ 
stereotypes, view the comparative table in James A. Doyle, The Male Experience, 2nd ed. (Dubuque: W.C. 
Brown, 1989), 28. Note that this table appears on p.26 of the first edition from 1983.  
48 Amanda Eubanks Winkler, O Let Us Howle Some Heavy Note: Music for Witches, the Melancholic, and the 
Mad on the Seventeenth-Century English Stage (Bloomington: Indiana University Press, 2006), 5. 
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Purcell’s secular vocal music—‘Love’s pow’r in my heart, shall find no compliance’ Z.395 

proves to be one such example.49  

 
As one of the shortest songs in volume 25 of The Works of Henry Purcell, ‘Love’s pow’r 

in my heart, shall find no compliance’ frames a man’s lovesick predicament through a ‘love 

as a battleground’ metaphor.50 From my reading of the two verses, I sense that the unnamed 

male subject wrestles internally with his ‘rational’ self and ‘irrational’ lovesickness, triggered 

by the allure of a nameless woman; perhaps this individual sees love as something 

conquerable yet equally hazardous on account of women’s trickery and skill in pulling at the 

heartstrings of men.51 Comparable to a soldier compelled to silence their emotions, so too 

does a man guard against untamed thoughts enlivened by the so-called ‘fairer sex’.52 In 

likening his struggle to that of armed conflict, perhaps the central character regards women to 

be his ultimate foe. Being well-versed in this particular lady’s power to toy with his 

emotions, he sets out to deflect her advances; a titanic show of muscular strength in the form 

of the central figure’s innate ‘reason and senses’ is brought to this ideological battlefield.  

 
The following ‘close reading’ of the poetic theme draws inspiration from Morgan’s work 

in the field of men’s studies on contemporaneous representations of masculinity in combat. In 

doing, I intend to show singers that even the shortest Purcell song can be examined with 

complexity. I read the melodic contour, tessitura, key choice, modulation, harmonic rhythm, 

and large-scale structure in connection to a ‘love as a battleground’ metaphor. Additionally, I 

observe gendered pronouns as the basis for an alternative take on how the conflict might 

transpire.  

 
 
 
 
 
 

 
49 A rendition of ‘Love’s pow’r in my heart, shall find no compliance’ Z.395 is in Appendix 4: Creative Works 
Folio as Item 2.23. 
50 More on the poetic context in Robert King, ‘The Song Texts’, liner notes to Robert King, The Complete 
Secular Solo Songs of Henry Purcell, with The King’s Consort, Barbara Bonney, Susan Gritton, James Bowman 
et al., 2003 by Hyperion Records, CDS44161/3, 38.  
51 Consult the section ‘The Problem of Male Lovesickness’ in Winkler, O Let Us Howle Some Heavy Note, 132–
3.  
52 On the stereotype of a soldier as an embodiment of ‘hegemonic’ masculinity, Blazina considers that ‘ideal 
characteristics [of the soldier include] being physically tough, not complaining in the midst of difficulty, 
carrying a quiet strength, and constraining emotions’, see Blazina, The Cultural Myth of Masculinity, 41.  
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Melody and Key Choice  
 
The clarity and brevity of this strophic setting—likely based on a popular ditty of the day—

could be perceived to mirror the protagonist’s rational thought and confidence in victory.53 

Notice that the opening phrase is predominantly stepwise and confined to the compass of a 

perfect fourth (Ex.4.2.1). I equate these properties with a hypermasculine identity that nears 

his confrontation with the enemy with ease; a catchy battle tune of a comfortable vocal range 

might symbolise the central character’s ‘swagger’ in the face of escalating unrest.54 

Meanwhile, a potential key association between C major with ‘gaiety’ and ‘militancy’, as 

outlined by Charpentier (1692), might demystify the narrator’s jovial disposition as well as an 

underlying battle trope in the poetry.55  

 
Ex.4.2.1 
Henry Purcell, ‘Love’s pow’r in my heart, shall find no compliance’, bars 1–4.56 
 

 
 

 
The first melodic passage of ‘Love’s pow’r in my heart, shall find no compliance’ is 

substantially different from that of the rather ‘poignant’ ‘Beneath a dark and melancholy 

grove’ (Sappho’s Complaint) Z.461 featuring the ancient Greek poet, ‘Sappho’.57 In the 

 
53 Martin Adams, Henry Purcell: The Origins and Development of his Musical Style (Cambridge: Cambridge 
University Press, 1995), 197.  
54 Read Katrine K. Wong, Music and Gender in English Renaissance Drama, Routledge Advances in Theatre 
and Performance Studies (New York: Routledge, 2013), 162–5 for a discussion of battle songs.  
55 Judy Tarling, The Weapons of Rhetoric: A Guide for Musicians and Audiences (St Albans: Corda Music, 
2004), 77 for Charpentier’s opinions on key affect; Also see Rita Steblin, A History of Key Characteristics in 
the Eighteenth and Nineteenth Centuries, 2nd rev. ed. (Rochester: University of Rochester Press, 2002), 226 (C 
major).   
56 Playford, ed., The Banquet of Musick, vol.2, 26; Purcell, Secular Songs for Solo Voice, vol.25, 123.  
57 Robert King, Henry Purcell: A Greater Musical Genius England Never Had (London: Thames & Hudson, 
1994), 90. 
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latter, a meandering vocal descent of just over an octave in recitative style might be imagined 

to paint Sappho’s miserable thoughts on her ‘lost love’; a suitably named ‘dark and 

melancholy grove’ on the island of Lesbos aligns with her gloomy disposition (Ex.4.2.2).58 

Both secular songs could be thought to cement the primary character’s persona via notational 

decisions from the outset.  

 
Ex.4.2.2 
Henry Purcell, ‘Beneath a dark and melancholy grove’ (Sappho’s Complaint), bars 1–7.59 

 

 
 

 
Form and Harmony    
 
The harmonic organisation of this sixteen-bar song is comparable to that of ‘Come, come let 

us drink’ Z.245 in the sense that both works remain in their home key of C major besides 

brief excursions to the dominant G major at the midpoint. I interpret these tidy modulatory 

passages as mirroring the rationality of their male identities. Could, in Peter Holman’s words, 

these ‘simple but telling harmonies’ and strophic form be thought to match the ‘manly’ 

pastimes of drinking and fighting of the respective scenarios?60  

 
58 King, ‘The Song Texts’, 23.  
59 Purcell, Secular Songs for Solo Voice, vol.25, 48. 
60 Holman, Henry Purcell, 25.  
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A fanciful reading of Purcell’s approach to form and harmony could be that a strict 

harmonic plan matches this hypermasculine figure’s astuteness and judgement in preparation 

for battle. Is C major heralded as a sturdy foundation upon which to devise a plan of attack? 

Is a lunge towards G major representative of his adaptability in the given moment, or of an 

advance towards the belligerent? Surely the female enemy can solve a predictable tonic-

dominant-tonic (I–V–I) progression in their preparation for a counter-attack. 

 
The three voices of ‘Come, come let us drink’ seem to glide towards the dominant G 

major of the midpoint effortlessly. In ‘Love’s pow’r in my heart, shall find no compliance’, 

by contrast, the primary character might be thought to encounter a musical ‘snare’ on his 

journey through the consequent phrase of Section A. Notice that the singer arrives on the 

fourth scale degree at the beginning to bar 6 in their ‘advance’ towards the dominant G 

major. While a fifth scale degree on the stressed first beat would complete a tidy two-bar 

ascending sequence, perhaps Purcell opts for a fourth in the vocal part to emphasise the 

metrical accentuation of the keywords ‘guard’ and ‘cunning’ of the two verses, respectively 

(Ex.4.2.3). A brush with the enemy, conjured by a forceful first beat, may prompt this 

contender to remain vigilant on both the ‘home ground’ of C major and ‘front-line’ of G 

major. 
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Ex.4.2.3 
Henry Purcell, ‘Love’s pow’r in my heart, shall find no compliance’, bars 5–8.61 

 

 
 

 
I visualise the warrior to be striding freely through the subsequent eight bars (Section B), 

having retreated from the enemy’s ‘lure’ planted during the first. Undeterred, he affirms that 

his innate ‘reason and senses’ shall culminate in an uncontested victory over the lovesick 

malady before resuming an approach as per the battle plan (C major). Perhaps the continuo’s 

swift return to the home key in bar 10 speaks for the central character’s perseverance with 

their underlying strategy (Ex.4.2.4). I read the robust re-establishment of C major as paving 

the way for victory, whereas G major encapsulates the hazardous grounds of the front-line 

and enemy territory where a celebratory atmosphere is less appropriate.    

 
 
 

 
61 Purcell, Secular Songs for Solo Voice, vol.25, 123.  
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Ex.4.2.4 
Henry Purcell, ‘Love’s pow’r in my heart, shall find no compliance’, bars 8–11.62 

 

 
 

 
I have sought to communicate a sense of the protagonist’s smugness and assuredness of 

victory through an aspirated vocal onset. This manner of delivery seemed to complement the 

warrior’s singing of a pre-battle tune. Purcell’s musical snippet takes the form of an 

onomatopoeic ‘[t]a-ra-ra-ra’, is cast in the middle-to-upper register, and spans the range of a 

perfect fifth. Once again, the triadic simplicity of such a melodic shape might be thought to 

mimic this character’s earlier battle tune, or, as proposed by Holman, indicative of trumpet 

fanfares (Ex.4.2.5).63 

 
Ex.4.2.5 
Henry Purcell, ‘Love’s pow’r in my heart, shall find no compliance’, bars 12–4.64 

 

 
 

 
62 Playford, ed., The Banquet of Musick, vol.2, 26; Purcell, Secular Songs for Solo Voice, vol.25, 123. Note that 
bar numbers have been adjusted in this musical example to show the first metrically complete bar as bar 1. 
63 Holman, Henry Purcell, 25. 
64 Playford, ed., The Banquet of Musick, vol.2, 26; Purcell, Secular Songs for Solo Voice, vol.25, 123. Note that 
bar numbers have been adjusted in this musical example to show the first metrically complete bar as bar 1. 
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The competing dance-like rhythms—or ‘swinging tune’—of voice and continuo could be 

thought to depict a constant tug-of-war between the two combatants.65 Take, for instance, the 

opening measures in which two-beat stresses in the continuo line produce a hemiola against 

the triple metre pulsations of the voice. Only with the chanting of ‘[t]a-ra-ra-ra’ do the 

rhythms of the two parts finally align—possibly evocative of communal festivities (Ex.4.2.6). 

In what might be heard as a collective air of celebration, the male warrior asserts, ‘a war now 

commences’, and readies himself for the frontal assault of the second verse. 

 
Ex.4.2.6 
Henry Purcell, ‘Love’s pow’r in my heart, shall find no compliance’, bars 1–3, 13–5.66 

 

 
 

 
 
 
 

 
65 Holman, Henry Purcell, 24. 
66 Playford, ed., The Banquet of Musick, vol.2, 26; Purcell, Secular Songs for Solo Voice, vol.25, 123. Note that 
bar numbers have been adjusted in this musical example to show the first metrically complete bar as bar 1. 
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Rhythm and Articulation  
 
With the commencement of Verse 2, I consider that the narrator shifts from explaining how 

he intends to thwart the furies of lovesickness to actively defending his masculine rationality 

from the front-line. Perhaps the central character meticulously observes the movements of the 

enemy, prepares for a confrontation, and attacks with gusto. I altered my articulations for the 

second verse to give sense to this immediacy of battle. In place of sustained four-bar phrases, 

each bar featured a weighty first beat in response to my perception of jostling in a conflict. 

These forthright note values provided contrast with the legato line of the first verse 

(Ex.4.2.7).  

 
Ex.4.2.7 
Henry Purcell, ‘Love’s pow’r in my heart, shall find no compliance’, bars 1–4.67 

 

 
 

 
Influenced by my reading of Morgan’s descriptions of combat zones, I associate choppy 

and repetitive phrases with swift gestures of the sword and a horse galloping onto the 

battlefield.68 A smooth vocal delivery, by contrast, may colour the male subject as more 

inclined to indulge in the emotionality of love. If a singer elects to vacillate between styles, 

perhaps the central character could be pictured to wrestle with an internal struggle between 

his desire for, and deflection of, lovesick thoughts. Alternatively, legato and choppy vocal 

onsets might differentiate the hypermasculine warrior’s laid-back preparation for battle and 

action in combat.  

 
67 Playford, ed., The Banquet of Musick, vol.2, 26; Purcell, Secular Songs for Solo Voice, vol.25, 123. 
68 Wong notes that ‘[b]attle songs are characteristically descriptive and representative of battle scenes’, see 
Wong, Music and Gender in English Renaissance Drama, 163. 
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En Garde!  
 
This figurative ‘struggle’ might be imagined to reach a head in bars 9 through 12 of Verse 2 

when the main character declares, ‘[f]all on, he gives ground, let him never recover’. I 

perceive the protagonist to be the outright winner that delivers the so-called ‘knockout blow’; 

his lovesick pains are gladly replaced with a valiant cry, ‘“[v]ictoria! Victoria!” The battle is 

over’. Perhaps a final demonstration of force is a testament to the central figure’s masculine 

resolve and hunger for conflict.  

 
The hero’s path towards victory might not be as straightforward when it plays out in real 

time. In an alternate reading of the second verse, I think of feminine ‘irrationality’, as 

opposed to masculine ‘rationality’, to emerge the real winner of this metaphorical struggle. 

Despite his war declaration and assuredness of victory when striding into battle during Verse 

1, boasting of conquering lovesickness and putting this into practice might not be one and the 

same. Consider a line from Verse 2, ‘[f]all on, he gives ground, let him never recover’, which 

may depict the protagonist as accosting his enemy in a showdown. The male pronouns mark a 

departure from the familiar male-female gender binarisms scrutinised in the previous 

chapter.69 Does this male pronoun signify a temporary shift in character focus? Has this 

individual begun to reflect upon his actions from the third-person perspective? Maybe a male 

pronoun suggests the intervention of a mythological figure such as Cupid as a mediator—and 

those in Purcell’s time would have read the text in this way—or merely the presence of 

another soldier on the battlefield. Alternatively, the second verse could be voiced from the 

perspective of the female enemy. 

 
Who Wins?  
 
Perhaps being ‘wounded’ by the female belligerent symbolises the male subject’s 

relinquishment of patriarchal authority as the conflict intensifies; he is stripped of his 

dominant power position as the loser of the fight. The text, ‘[y]our care to his cunning exactly 

proportion’, acquires a different meaning in which the female enemy discreetly tracks their 

competitor’s battle plan (Verse 1) and masterminds the prosecution of a counter-attack (Verse 

2).  

 
As observed in the song texts for ‘Farewell, ye rocks, ye seas, ye sands’ (The Storm) 

Z.463 and ‘Love is now become a trade’ Z.393, the primary character of the current example 
 

69 Refer back to p.106–13 of Chapter 3 for 3.2. Gender Representations.  
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similarly seems to curb lovesickness by framing his interactions with women as a mere 

physical ‘transaction’.70 While the belligerent may temporarily ‘wound’ the central character 

during their ‘exchange’, he fights ardently to reclaim his hegemonic status by way of ‘reason 

and senses’, until finally, ‘[t]he battle is over’.71    

 
Concluding Thoughts  
 
This associative analysis has shown that even a Purcell miniature can possess complexities 

when put through an involved process of examination. I have drawn inspiration from 

Morgan’s text on masculine performativity in combative environments to unpack a ‘love as a 

battleground’ metaphor and ideological conflict between the male addresser and female 

addressee. Purcell’s strophic form, triadic melodies, tonic-dominant-tonic harmonic rhythm, 

and potential correlation of C major with ‘warfare’ were linked with the stereotype of a 

confident male warrior that seeks to defeat lovesick thoughts through tactical prowess. I have 

also suggested that the second verse might be articulated from the perspective of the female 

belligerent looking to outsmart the central character at his own game.  

 
My creative reading has centred on the impression of a robust male figure that navigates 

armed and mental conflicts to avert the weakening of his masculine resolve. An underlying 

moral of this short tale could be, therefore, that men ought to ‘guard’ against unanticipated 

emotions stirred by women. This interpretation, however, is one of many that might 

constitute the basis of a close analysis. Contrary to my reading of the poetic theme, for 

example, Robert King pictures a ‘gentle, lute-like’ song—probably around the keywords 

‘heart’, ‘arms’, and ‘care’.72 Perhaps the female addressee ‘conquers’ the heart and mind of 

 
70 Refer back to p.129–33 of Chapter 3 for a thorough analysis of ‘Farewell, ye rocks, ye seas, ye sands’ (The 
Storm) Z.463; ‘Love is now become a trade’ Z.393 is published in John Playford, ed., The Theater of Music: or, 
A Choice Collection of the Newest and Best Songs Sung at the Court and Public Theaters, vol.1 (London, 1685), 
45, <http://conquest.imslp.info/files/imglnks/usimg/b/b7/IMSLP72263-PMLP144838-Band_1.pdf>. Access 
p.48 of the .pdf booklet; This point might be read in connection to Eve Kosofsky Sedgwick’s perception of ‘the 
use of women as exchangeable, perhaps symbolic, property for the primary purpose of cementing the bonds of 
men with men’, read Eve Kosofsky Sedgwick, Between Men: English Literature and Male Homosocial Desire, 
Gender and Culture (New York: Columbia University Press, 1985), 25–6.    
71 Aboim, Plural Masculinities, 149. Aboim writes that ‘[b]eing a good sexual performer implies both the 
display of sexual conquests and the rejection of femininity’, if in the second verse of this miniature, the concepts 
of conquest and perseverance are read with a sexual double meaning. Additionally, the idea of ‘wounding’ 
someone might point towards the notion of ‘the little death’.  
72 An alternative rendition of ‘Love’s pow’r in my heart, shall find no compliance’ Z.395 is in Appendix 4: 
Creative Works Folio as Audio Example 3.10; King, Henry Purcell, 158.  
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the male addresser; their interactions are far from one of conflict than they are a show of 

solidarity and mutual affection.  
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4.3. Vocal Euphoria: An Interpretative Analysis of Female and Male 
Sexual Pleasure in ‘When my Acmelia [sic] smiles’ Z.434  
 
Fig.4.6 
 

When my Acmelia [sic] smiles73 
 

When my Acmelia [sic] smiles she wounds me 
With a smooth shaft that I embrace; 

When she speaks, yet more confounds me, 
Her words does [sic] slide with such a grace: 

 
From that soft voice what can defend me? 

Such lively sense does from it flow, 
All others’ wit does now offend me, 
Since by kind whispers hers I know. 

 
Anon. 

 
 
At face value, ‘When my Acmelia [sic] smiles’ Z.434 may seem like little more than a 

‘marvellously tuneful’ song in binary form in which a lover describes their beloved—

although maybe there is more than meets the eye.74 King writes that ‘[c]ontemporary 

audiences could hardly fail to notice [this song’s] rash of unsubtle double entendres’, yet 

stops short of elaborating on the locus of these possible double meanings.75 For the following 

associative analysis, King’s remark serves as a springboard to a radical sexual reading of 

textual and musical components.    

 
My initial impression of this song was that of a soliloquy with a risqué double meaning; I 

have subsequently drawn inspiration from Judith A. Peraino’s ‘rebellious’ reading of 

sadomasochistic power dynamics between Dido and the Sorceress in Purcell’s Dido and 

Aeneas Z.626 for a re-interpretation in which a sexual narrative is superimposed on top of the 

score.76 I look to interpret the addressee, ‘Acmelia’, as revelling in sexual euphoria from the 

 
73 Adapted from the text underlay in Purcell, Secular Songs for Solo Voice, vol.25, 228–9; Published in Henry 
Playford, ed., Mercurius Musicus: or, The Monthly Collection of New Teaching Songs for September 1699 
(London, 1699), 178–9. The name ‘Acmelia’ seems to be a typographical error of ‘Aemelia’; See p.279–80 in 
Appendix 2: Scores for Long Analyses for Score 4.3: ‘When my Acmelia smiles’ Z.434.  
74 King, ‘The Song Texts’, 36; A rendition of ‘When my Acmelia [sic] smiles’ Z.434 is in Appendix 4: Creative 
Works Folio as Item 2.6A.  
75 King, ‘The Song Texts’, 36. 
76 Read Peraino, ‘I Am an Opera’, 99–131, particularly p.113–21 on ‘the two queens [Dido and the Sorceress] 
… engaged in a veiled sadomasochistic relationship’; Also see Roger Savage, ‘Producing Dido and Aeneas: An 
Investigation into Sixteen Problems with a Suggestion to Conductors by Michael Tilmouth in the Form of a 
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standpoint of a secretly adoring (nameless) male addresser. This non-conformist reading 

chiefly considers Purcell’s melismatic vocal lines and potential sexual connotations for the 

text, ‘[w]ith a smooth shaft that I embrace’. 

 
My analysis is further influenced by John Corbett and Terri Kapsalis’ study of sonic 

representations of the female orgasm in modern popular music, Linda Phyllis Austern’s work 

on feminine acoustic ‘pleasure’, and Roland Barthes’ concept of jouissance or ‘bliss’ in The 

Pleasure of the Text.77 Ideas from these secondary sources contextualise my erotic reading of 

score elements in a short but colourful song. As exemplified by the ‘Challenging 

Performance’ project’s performative study of Dido and Aeneas as a ‘living document’, I 

similarly seek to ‘bring [a] radically new meaning’ to this pocket of the repertoire.78  

 
Acmelia’s Siren  
 
Acmelia’s ‘vocality’ may well sit centrally to her character construction.79 I consider the male 

narrator to be captivated by his muse’s godlike beauty in both looks and sounds; the sleek and 

fragile nature of Acmelia’s voice proves superior to the siren calls of other women.80 

Listeners are promptly informed of these diverse vocal utterances: she whispers in ‘soft 

voice’ and yet seems unconstrained in letting her words ‘flow’ and ‘slide’. In one breath, 

perhaps Acmelia epitomises passive femininity with the booming voices of ‘The Patriarchy’ 

overpowering her ‘soft voice’. In another, she might ‘embrace’ an extroverted manner of 

vocalisation in breach of the subservience expected of women enforced by a so-called ‘man’s 

world’.81 

 
Newly-Composed Finale to the Grove Scene’, Early Music 4, no.4 (October 1976): 397, 
<https://doi.org/10.1093/earlyj/4.4.393> on ‘the Sorceress [as] a formidable anti-self’ to Dido. 
77 Read John Corbett and Terri Kapsalis, ‘Aural Sex: The Female Orgasm in Popular Sound’, TDR 40, no.3 
(Autumn 1996): 102–11; Consult Linda Phyllis Austern, ‘“Teach Me to Heare Mermaides Singing”: 
Embodiments of (Acoustic) Pleasure and Danger in the Modern West’, in Music of the Sirens, eds. Linda Phyllis 
Austern and Inna Naroditskaya (Bloomington: Indiana University Press, 2006), 52–104; See Roland Barthes, 
The Pleasure of the Text, trans. Richard Miller (New York: Hill & Wang, 1975), 19–22, plus Richard Howard’s 
introductory note from p.v–viii.   
78 ‘Dido and Belinda’, Helios Collective, <https://helioscollective.org/dido-and-belinda/> (accessed 1 January 
2019). 
79 Leslie C. Dunn and Nancy A. Jones, ‘Introduction’, in Embodied Voices: Representing Female Vocality in 
Western Culture, eds. Leslie C. Dunn and Nancy A. Jones (Cambridge: Cambridge University Press, 1994), 2–3 
on the voice—or ‘vocality’—as a ‘cultural construct’.  
80 Peraino notes that ‘[t]he Sirens’ song is fundamentally a song of seduction’, see Judith A. Peraino, Listening 
to the Sirens: Musical Technologies of Queer Identity from Homer to Hedwig (Berkeley: University of 
California Press, 2006), 16.   
81 See Dunn and Jones, ‘Introduction’, 11 on the female voice as ‘an instrument of empowerment’. 
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The male subject seems somewhat overwhelmed by Acmelia’s richness of vocal utterance, 

questioning, ‘[f]rom that soft voice what can defend me’, and exclaiming, ‘[s]uch lively sense 

does from it flow’. A risqué re-interpretation might find his muse’s quiet voice transform into 

a passionate outburst in private quarters, prompting men to trade their sensibilities for a 

fleeting moment of lust. In this sense, perhaps Acmelia’s ‘vocality’ is analogous to the 

symbolism of the mythical Sirens as an equally alluring, dangerous, and unpredictable 

agent.82  

 
My impression of Acmelia’s wordless beauty as a siren song serves as the poetic context 

behind my recent composition titled Aemelia’s Siren: A Vocalise for Breathing, Phrasing, 

and Ornamentation.83 The Baroque dance rhythms, harmonic progressions, and notated 

ornamentation, therein, are influenced by the Trevor Pinnock interpretation of ‘How happy 

the lover’ (Passacaglia) from King Arthur, or The British Worthy Z.628 (Audio Example 

4.8).84 

 
Audio Example 4.8 

 
Creative Works Folio Excerpt, [2:57].85 

 
 
Vocal Euphoria  
 
Purcell appears to word-paint Acmelia’s extroverted vocalisations through a four-bar roulade 

(Ex.4.3.1). Since ‘slide’ [sla:ɪ:d] traverses several measures, a pure [a:] vowel consumes most 

of this melodic sequence. A temporary halt to word comprehension may frame such a 

moment as one of seemingly timeless and wordless jouissance.86 As the narrator daydreams, 

he might fantasise over Acmelia’s pleasurable sighs, exclaiming, ‘[h]er words does [sic] slide 

with such a grace’. Are the sounds that ‘flow’ from Acmelia’s body, in contrast to those of 

everyday discourse, the poet’s unspoken ‘delight’? A simpler, non-sexual reading could, of 

 
82 Read Winkler, O Let Us Howle Some Heavy Note, 6–7 on the perils of music as a tool of seduction.  
83 Leighton H. G. Triplow, Aemelia’s Siren: A Vocalise for Breathing, Phrasing, and Ornamentation 
(unpublished score, Melbourne, 2019), n.p. This score can be obtained from Item 2.6B of Appendix 4: Creative 
Works Folio, see p.309 for further information.  
84 Access the following YouTube copy of the revered Trevor Pinnock recording of ‘How happy the lover’ 
(Passacaglia) from King Arthur, or The British Worthy Z.628: Jean Philippe Goglu, ‘Purcell -King Arthur - 
Passacaglia -Trevor Pinnock -The English Concert -Nicholas Hilliard’, YouTube video, [6:07], 20 August 2017, 
<https://youtu.be/1_PTtEiDq_M>.  
85 Audio Example 4.8 presents Item 2.6B of Appendix 4: Creative Works Folio.  
86 Barthes, The Pleasure of the Text, 19.   
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course, be that Purcell word-paints ‘slide’ through three iterations of the slide ornament 

within a descending melismatic sequence. From a technical point of view, therein, Martin 

Adams speculates that the prevalence of melisma extends what is fundamentally a short, 

strophic text.87 

 
Ex.4.3.1 
Henry Purcell, ‘When my Acmelia smiles’, bars 20–3.88 

 

 
 

 
Within the scope of my erotic re-interpretation, I perceive the phrases of Section A as 

building towards a sonic depiction of sexual climax. The opening bars might be characterised 

as ‘flirtatious’ since the addresser compliments the addressee on her smile. Notice that 

Purcell word-paints ‘smiles’ [sma:ɪ:lz] through a melisma similar in quality to that of ‘slide’ 

at the close to Section A (Ex.4.3.2).89 Does this moment similarly represent Acmelia’s 

ascendance into wordless jouissance? A milder—and rather more pleasing—reading could be 

that this contour simply creates the curve of a smile.  

 
 
 
 
 
 
 
 

 
87 Adams, Henry Purcell, 215.  
88 Playford, ed., Mercurius Musicus for September 1699, 178; Purcell, Secular Songs for Solo Voice, vol.25, 
228. 
89 Refer to Adams, Henry Purcell, 215–6 for an analysis of the first phrase to Section A. 
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Ex.4.3.2 
Henry Purcell, ‘When my Acmelia smiles’, bars 3–5.90 

 

 
 

 
Perhaps Acmelia’s dulcet tones ‘flash round’ the central figure’s mind as he claws his way 

towards the pinnacle of self-gratification. The text, ‘[w]ith a smooth shaft that I embrace’, on 

a subtextual level, might be understood to catapult the poet’s flattery for the lady-love into a 

fierce desire for intimacy—an animalistic drive underpins his proposal to ‘embrace’ her 

‘smooth shaft’.91 

  
I interpret the lyrics to follow on surface and subtextual levels: ‘When she speaks’ could 

be thought to innocently depict Acmelia in conversation with the primary character. 

Alternatively, perhaps it hints at her response to his touch during a private moment. For the 

latter conception, I envisage the two characters connecting—or ‘speaking’—metaphorically 

through their bodies. An escalating tessitura—wholly ‘rebelliously’—may represent the two 

as edging towards a climax before finally, the muse basks in the throes of ecstasy as her 

words ‘slide with such a grace’.92 

 
Musical Personification  
 
An imitative texture for the third phrase of Section A might be imagined to depict the 

addresser conversing with the addressee. The vocalist calls, ‘[w]hen she speaks’, to which the 

 
90 Playford, ed., Mercurius Musicus for September 1699, 178; Purcell, Secular Songs for Solo Voice, vol.25, 
228. 
91 Read Peraino, Listening to the Sirens, 132–3 on the concepts of ‘phallic signification’ and ‘phallic economy’.   
92 Corbett and Kapsalis, ‘Aural Sex’, 103. Corbett and Kapsalis note that ‘female sexual pleasure is usually 
deferred to the aural sphere’.   
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continuo, possibly personifying Acmelia’s voice, responds with the same rhythm and interval 

of a minor third (Ex.4.3.3). Here, my ‘rebellious’ take on part interactions is influenced by 

Alan Howard’s analysis of an intertwining ‘embrace’ of the two vocal lines in Purcell’s elegy 

for two sopranos, ‘O dive custos Auriacæ domus’ Z.504.93 

 
Ex.4.3.3 
Henry Purcell, ‘When my Acmelia smiles’, bars 12–4.94 

 

 
 

 
Within the context of my sexual reading, perhaps a call-and-response tapestry symbolises 

a power exchange between the two characters: the vocalist assumes the role of the penetrator 

(dominant) and continuo as the penetrated (submissive). The addresser’s identity, assuming 

the ‘position’ of certain rhythms and intervals, is imprinted onto that of the addressee for this 

taste of erotic power play. Indeed, the continuo may seem like the ideal personification for 

Acmelia’s euphoric experience, transcending the patriarchal shackles of language to 

communicate entirely through the beauty of her ‘vocality’.95 On this occasion, my reading of 

dominant-submissive part interactions is not only inspired by Howard’s aforementioned 

 
93 Alan Howard, ‘Eroticized Mourning in Henry Purcell’s Elegy for Mary II, O dive custos’, in Eroticism in 
Early Modern Music, eds. Bonnie J. Blackburn and Laurie Stras (Farnham: Ashgate, 2015), 265–6.    
94 Playford, ed., Mercurius Musicus for September 1699, 178; Purcell, Secular Songs for Solo Voice, vol.25, 
228. 
95 Barthes, The Pleasure of the Text, 14, 22. 
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analysis, yet takes cues from Peraino’s theorisation of a sadomasochistic relationship between 

Dido and the Sorceress in Dido.96     

 
Erotic Teasing  
 
These theorised voice-protagonist and continuo-antagonist pairings might be presumed to 

resurface for the final phrase of Section B. In this moment, the central character’s fascination 

with Acmelia remains steadfast, exclaiming, ‘[s]ince by kind whispers hers I know’. Could 

this text point towards Acmelia as teasing the man in question by whispering something 

suggestive in his ear? Is the goal of the addressee to ‘wound’ the addresser by sustaining his 

subservience to her irresistible charm?97 Does ‘wound’ present as a euphemism for la petite 

mort? Perhaps Acmelia exerts control over the timing of the poet’s sexual pleasure in a 

reversal of roles where the addressee is dominant and the addresser is submissive.   

 
A two-bar sequence occurs on three occasions for the close to Section B. The intervals 

between voice and continuo during this ascending sequence instigate a rise in tension through 

their move across a major sixth, perfect fifth, and diminished fifth. The repetition of ‘[s]ince 

by kind’ deviates from the single-stated lines prior whilst the V–i cadence is delayed by a six-

bar, as opposed to four-bar, phrase. This compositional treatment might be thought to 

symbolise the male subject’s growing need to ‘cadence’. Furthermore, contrary motion 

between parts might depict the two characters being in a chase, or that Acmelia represents a 

mere passing fancy in the wandering mind of the poet (Ex.4.3.4). Such a risqué reading is 

again precipitated by Howard who associates ‘a drawn-out cadential progression’ in the 

secular solo song ‘Not all my torments can your pity move’ Z.400 with the growing need for 

a certain type of ‘release’.98 

 
 
 
 
 

 
96 Refer to the section titled ‘Sadistic Sorceress / Masochistic Queen’ in Peraino, ‘I Am an Opera’, 113–21; Also 
consult the chapter ‘Sado-Masochism, Masculinity and the Problem of Pornography’ in Tim Edwards, Erotics & 
Politics: Gay Male Sexuality, Masculinity and Feminism (London: Routledge, 1994), 72–87 for background to 
S/M discourse within a queer context.   
97 See Austern, ‘“Teach Me to Heare Mermaides Singing”’, 60 on the Sirens’ ‘fetishized voice[s]’.   
98 Howard, ‘Eroticized Mourning in Henry Purcell’s Elegy for Mary II, O dive custos’, 271. 
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Ex.4.3.4 
Henry Purcell, ‘When my Acmelia smiles’, bars 41–8.99 

 

 
 

 
Channelling Feminine Grace  
 
Purcell’s fondness for auxiliary notes, melismas, and stepwise progressions might seem 

indicative of the secondary character’s feminine elegance; however, the composer’s dotted 

figures on ‘smooth shaft’, where three crotchets or six straight quavers could have sufficed, 

seems to go against the grain. If strongly articulated, this compositional choice loads 

‘smooth’ with jaggedness. Alternatively, a singer’s legato line and notes inégales might 

replace a clunky character for one that is gentle and, thus, more in keeping with the 

surrounding melodic nuances (Ex.4.3.5).  

 
 
 
 
 

 
99 Playford, ed., Mercurius Musicus for September 1699, 179; Purcell, Secular Songs for Solo Voice, vol.25, 
229.  
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Ex.4.3.5 
Henry Purcell, ‘When my Acmelia smiles’, bars 7–9.100 

 

 
 

 
Perhaps ‘smooth shaft’ can be understood as a euphemism for ‘penetration’ for which 

accented dotted figures come to mimic the ‘thrust’ of this physical act. To capitalise on the 

repeated binary form, a notes inégales character on the initial hearing might respond to a 

surface-level romantic reading, whereas punchy dotted figures on the repeat spring from a 

subtextual interpretation.  

 
Granted the plethora of narrative styles and possible character interactions in Purcell’s 

secular songs, I question, like Corbett and Kapsalis: ‘Whose pleasure is being 

represented?’101 Acmelia’s feminine grace pervades the narrative voice when the central 

character gazes upon the beauty of his beloved in order to advance his own sexual pleasure. 

The protagonist’s masculine strength may, however, enter focus when articulating his 

responses from the first-person perspective (Fig.4.7). For the line endings, ‘wounds me’, 

‘confounds me’, and ‘defend me’, disjunct intervals of a perfect fifth and perfect octave 

replace largely scalic motion elsewhere (Ex.4.3.6).  

 

 
100 Playford, ed., Mercurius Musicus for September 1699, 178; Purcell, Secular Songs for Solo Voice, vol.25, 
228. 
101 Corbett and Kapsalis, ‘Aural Sex’, 104.   
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Fig.4.7 
 

Correlation of Song Text and Character Focus102 
 

‘When my Acmelia smiles’ Z.434 
 

Character Focus 
Acmelia The narrator’s focus on Acmelia’s beauty 
Narrator The narrator’s responses to Acmelia’s beauty 

 
Line Text 

Section A 
1 
 

When my Acmelia [sic] smiles  she wounds me  

2 
 

With a smooth shaft  that I embrace; 

3 
 

When she speaks,  yet more confounds me, 

4 
 

Her words does [sic] slide with such a grace: 

Section B 
5 
 

From that soft voice  what can defend me? 

6 Such lively sense does from it flow, 
 

7 All others’ wit does now offend me, 
 

8 Since by kind whispers  hers I know. 
 

   
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
102 Adapted from the text underlay in Purcell, Secular Songs for Solo Voice, vol.25, 228–9. 
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Ex.4.3.6 
Henry Purcell, ‘When my Acmelia smiles’, bars 6, 16–7, 30–1.103 

 

 
 

 
Purcell’s alternating phrase lengths might be thought to align with the addresser and 

addressee’s identities, respectively. When the central character declares his adoration for 

Acmelia, six-bar phrases could be associated with a libidinous mind ascending into a blissful 

territory. By contrast, phrases are truncated to four bars in length once the male subject flips 

 
103 Playford, ed., Mercurius Musicus for September 1699, 178–9; Purcell, Secular Songs for Solo Voice, vol.25, 
228–9. 
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attention on himself beneath the harsh light of reality. The inevitable return of shorter four-

bar phrases might periodically remind the addresser that his hopes of intimacy with Acmelia 

are, in reality, diminished (Fig.4.8).  

 
Fig.4.8 
 

Correlation of Phrase Length and Character Focus104 
 

‘When my Acmelia smiles’ Z.434 
 
Line Text Character Focus Phrase Length  

Section A 
1 When my Acmelia [sic] smiles she wounds me 

 
Acmelia Six bars  

2 With a smooth shaft that I embrace; 
 

Narrator  Four bars  

3 When she speaks, yet more confounds me, 
 

Acmelia Six bars  

4 Her words does [sic] slide with such a grace: Acmelia Six bars  
Section B 

5 From that soft voice what can defend me? 
 

Narrator Four bars  

6 Such lively sense does from it flow, 
 

Both characters Four bars 

7 All others’ wit does now offend me, 
 

Narrator Four bars 

8 Since by kind whispers hers I know. 
 

Both characters Six bars 
 

 
Contrasting melodic shapes and phrase durations might, likewise, be thought to 

differentiate the characters’ stereotyped chiselled (male) and curvaceous (female) bodies.105 

Consider that during the third phrase of Section B, the poet compares Acmelia’s flawlessness 

to the faults of what he regards to be inferior women, asserting, ‘[a]ll others’ wit does now 

offend me’. Perhaps the disjunct crotchets of this section differ from the surrounding musical 

landscape to show that ‘other’ women lack the muse’s poise (Ex.4.3.7). To that end, perhaps 

an association can be made between the ‘jerky’—possibly even ‘unfeminine’—quality of this 

melodic fragment and the ‘unpleasant, confused music’ of witches, symbolising non-

 
104 Adapted from the text underlay in Purcell, Secular Songs for Solo Voice, vol.25, 228–9. 
105 Read Arthur Flannigan Saint-Aubin, ‘The Male Body and Literary Metaphors for Masculinity’, in Theorizing 
Masculinities, eds. Harry Brod and Michael Kaufman (Thousand Oaks: Sage, 1994), 240–1 on the potential 
origin of masculine ‘codes’ at the level of the stereotyped male body. Note that the author’s surname is ‘Saint-
Aubin’ and not ‘Flannigan-Saint-Aubin’ as displayed at the top of this chapter.  
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normative or ‘transgressive’ femininity.106 Purcell’s mixed melodic treatment might, 

therefore, be connected with the identities of the male subject, his muse, and ‘other’ women. 

Although Acmelia’s beauty resides at the forefront of the central character’s mind, further 

objects of fascination seem to intensify his mental chatter.  

 
Ex.4.3.7 
Henry Purcell, ‘When my Acmelia smiles’, bars 37–40.107 

 

 
 

 
Channelling Masculine Strength 

 
I have also considered whether the protagonist’s ‘masculine’ actions on surface and 

subtextual levels can be read in connection to the text, ‘wounds me’. Within the phrase 

containing these words, the continuo’s octave leap might be thought to mimic the violent 

action of a dagger being plunged into the heaving breast of a sentimental lover that, albeit 

melodramatically, decides that death is more palatable than a broken heart. On a subtextual 

and intentionally daring level, an octave leap might come to symbolise virile male sexual 

climax.108 Similarly, I perceive a sudden leap to a high A on ‘confounds me’ as a subtle nod 

towards ‘climax’ induced by what seems like Acmelia’s unyielding charm (Ex.4.3.8). 

 
 
 
 

 
106 Read the second chapter of Winkler, O Let Us Howle Some Heavy Note, 18–62 (‘“Stay, You Imperfect 
Speakers, Tell Me More”’).   
107 Playford, ed., Mercurius Musicus for September 1699, 179; Purcell, Secular Songs for Solo Voice, vol.25, 
229. 
108 Corbett and Kapsalis, ‘Aural Sex’, 104.   
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Ex.4.3.8 
Henry Purcell, ‘When my Acmelia smiles’, bars 6, 16–7.109 

 

 
 

 
On potential gendered differences around the essentialised experience of an orgasm, 

Corbett and Kapsalis write:    

 
At the base of an economy of pleasure is a biological truth-claim about the 

‘nature’ of women’s and men’s sexual behaviour. Men’s pleasure is 

absolute, irrefutable, and often quiet, while women’s pleasure is elusive, 

questionable, and noisy. This gendered opposition augments another 

biological construction that configures the male and female orgasmic 

economies differently: male orgasm is seen as singular and terminating; 

female orgasm is heard as multiple and renewable.110   

 

 
109 Playford, ed., Mercurius Musicus for September 1699, 178; Purcell, Secular Songs for Solo Voice, vol.25, 
228. 
110 Corbett and Kapsalis, ‘Aural Sex’, 104. 
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Based on this perception, I imagine one-bar musical shapes—from the narrator’s 

perspective—as channelling the sound of a robust, angular, and terminating male orgasm. 

Conversely, Acmelia’s ‘renewable’ vocal-physical pleasure traverses multiple measures. 

 
Concluding Thoughts  
 
My radical reading of this happy love song stemmed from a single sentence in King’s CD 

liner note on its potential doubles entendres. I have nuanced this idea well beyond the 

identification of keywords and possible text-painting cases to cultivate an imaginative erotic 

reading inspired by the ‘queering’ and malleability of Purcell’s Dido and Aeneas under a 

postmodern gender and sexuality framework. Within this context, I have drawn inspiration 

from Corbett and Kapsalis’ article on the essentialised ‘sound’ of the female orgasm in 

popular music to sit behind my construction of a thorough sexual reading of score elements. I 

first perceived Acmelia’s ‘vocality’ as possessing a double meaning for ‘sonic’ pleasure and 

proceeded to picture the male subject as fantasising about these siren calls on the path 

towards his own sexual ‘peak’. Additionally, my re-interpretation has considered a physical 

exchange between the protagonist (voice) and antagonist (continuo) as well as a connection 

between Purcell’s mixed melodic treatment and the various ‘voices’ which overwhelm the 

central character’s innermost thoughts.  

 
This fresh take on the poetic scenario supplied both the creative context behind my vocal 

delivery and impetus for compositional decisions in Aemelia’s Siren; however, my non-

conformist reading would not necessarily be discernible to audiences unless prefaced with 

spoken remarks. My thorough associative analysis, nonetheless, constructs original meaning 

upon what I initially viewed to be little more than a ‘tuneful’ ditty and aligns with the 

burgeoning literature on Baroque vocal music through a gender and sexuality lens. Like the 

poet’s daydream that waxes and wanes, maybe my ‘rebellious’ readings are best confined to 

the hazy subtextual level where they resonate in the mind of the artist than in the ears of the 

receiver. If Purcell’s compositions were less imaginative, perhaps such concepts would fail to 

materialise.   
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Conclusion 
 
Contribution to Existing Literature  
 
This study has investigated Purcell’s secular songs for solo voice from volume 25 of the 

Purcell Society critical edition through detailed text-led analyses and autoethnographic 

reflections around my preparation of such material for public performance to be found in the 

adjoining portfolio (Appendix 4).1 From the perspective of a singer, I have called attention to 

this collection of near to one hundred domestic works that to date have tended to be 

overshadowed by scholarly interest in the composer’s stage works. Under the frameworks of 

early music performance practice and postmodern gender studies, my scrutiny of this 

repertoire represents a thoughtful process to convert ‘the dots on the page into dynamic 

sound’.2 

 
I have documented my initial observations of under-prescriptive notation through to the 

objective of an ‘affective’ performance version, probing compositional, poetic, performative, 

and imaginative facets of the artwork. My consolidation of key issues in Purcell(ian) 

performance practice, inspection of stereotypical and nonconformist gendered character 

identities, and ‘rebellious’ song interpretations arising from possible subtextual meaning, 

therein, are modelled on tercentennial research trends exemplified by Ashgate Companion.3 

Stephen Rose’s exploration of matters of stylistic performance, Amanda Eubanks Winkler’s 

critiques of ‘disorderly’ stage characters, and Judith A. Peraino’s lesbian self-identification 

with a ‘queer’ Dido and Aeneas Z.626 represent three major influences behind my 

exploration of this repertoire.4 

 
In building upon the above-mentioned investigative threads, I have emphasised the 

sociocultural value in song study through historical and modern frames of reference, coloured 
 

1 See Appendix 4: Creative Works Folio on p.284–316; Henry Purcell, Secular Songs for Solo Voice, The Works 
of Henry Purcell, vol.25, 2nd rev. ed., ed. Margaret Laurie (Borough Green: Novello, 1985), 2–237 for all songs 
consulted within the main body of volume 25.  
2 Susan McClary, Desire and Pleasure in Seventeenth-Century Music (Berkeley: University of California Press, 
2012), 5.   
3 Rebecca Herissone, ed., The Ashgate Research Companion to Henry Purcell (Farnham: Ashgate, 2012). 
4 Stephen Rose, ‘Performance Practices’, in The Ashgate Research Companion to Henry Purcell, ed. Rebecca 
Herissone (Farnham: Ashgate, 2012), 115–64; Amanda Eubanks Winkler, ‘Society and Disorder’, in The 
Ashgate Research Companion to Henry Purcell, ed. Rebecca Herissone (Farnham: Ashgate, 2012), 269–302; 
Judith A. Peraino, ‘I Am an Opera: Identifying with Henry Purcell’s Dido and Aeneas’, in En Travesti: Women, 
Gender Subversion, Opera, eds. Corinne E. Blackmer and Patricia Juliana Smith (New York: Columbia 
University Press, 1995), 99–131. 
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imaginative readings of character actions through current debates in postmodern men and 

masculinities literature, and afforded self-reflexive insights to my thoughtful engagement 

with Purcell’s vocal works over a substantial study period. Such in-depth scrutiny aligns with 

what I perceive as a ‘forensic’ approach elsewhere in the field and furthers the discourse 

around performer accounts for the composer in question.    

 
A multifaceted analysis upon ten representative case studies has allowed me to gauge the 

complexities of these malleable ‘cultural texts’, underscore their textual centrality, emphasise 

stylistic freedoms, and validate both my artistic and technical decisions pertaining to 

performance embodiment. Common lines of enquiry have included the charting of textual-

musical interpretative connections, inspection of artistic choices made by recording artists in 

response to song texts, and associations between the artwork and broader conceptual topics. 

Numerous self-reflexive insights have underscored the interconnectedness of this written 

work and portfolio; my remarks are consistently linked with current discussions in the field, 

thereby circumnavigating the potentially prickly territory of autobiography.5 In all instances, 

the symbolic layering of creative meaning onto score elements has served as the creative 

context behind my vocal-physical delivery of songs.  

 
Outcomes that are central to this autoethnography include my carefully considered 

renditions of Purcell’s music and quest to carve out an interpretative space for future 

performance-oriented studies. For the benefit of vocalists that are new to this music, I have 

documented my artistic deliberations and introduced possible study resources so that they too 

may aspire for fuller engagement with the repertoire in both rehearsal and performance 

spheres. My project, therefore, not only bolsters theoretical insight into the lesser-known 

pieces of volume 25, but also carries possible performance applications for others.   

 
 
 
 
 
 
 
 
 
 

 
5 Read Christopher Wiley, ‘Autoethnography, Autobiography, and Creative Art as Academic Research in Music 
Studies: A Fugal Ethnodrama’, Action, Criticism, and Theory for Music Education 18, no.2 (July 2019): 73–
115, <http://act.maydaygroup.org/volume-18-issue-2/act-18-2-wiley/>. 
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A Summary of the Main Points  
 
The first chapter considered song analysis at the intersection of Purcell’s domestic songs and 

historically informed performance practice. Rose’s identification of critical matters in Purcell 

performance practice, John Potter’s arguments for and against engaging with the rather 

opaque topic of historical diction, and Daniela Kaleva’s performative research on stylised 

Baroque gesture fuelled my experimental efforts.6 Questions of text-led interpretation and 

delivery were likewise investigated during the second chapter in the form of comparative 

recording analyses. Peter Holman’s notion of a ‘compelling’ Purcell singer governed my 

critique of ‘early music’ recording artists and supplied the rationale behind a minimal vibrato 

style that I have brought to the genre of Restoration continuo song.7 I also considered my 

vibrato use in solo and consort settings for the given repertoire within the scope of a modern, 

healthy vocal technique. Throughout these discussions, I have searched for potential 

connections between poetic threads and compositional properties as well as highlighted the 

impact of such deliberations upon my performance choices.  

 
The third chapter changed tack to consider narrative, communication, and gender 

constructs within a judicious selection of domestic secular song examples. I focused mainly 

on male melancholiacs as deviating from their ‘rational’ masculine gender performativity in a 

deliberate departure from the usual emphasis on Purcell’s female character roles in the 

current body of literature. Winkler’s recent contributions at the intersection of Purcell’s stage 

works, gender representations, and wider sociocultural discourses informed my navigation of 

this interpretative space.8 The categories of ‘Happy Love’ and ‘Unhappy Love’, within a new 

song index for volume 25 (Appendix 1), contextualised my in-depth readings of 

metanarratives, song storylines, character profiles, and first- or third-person narrative 

perspectives.9 My overview to this potential study resource also provided an opportunity to 

 
6 Rose, ‘Performance Practices’, 115–64; John Potter, ‘Reconstructing Lost Voices’, in Companion to Medieval 
and Renaissance Music, eds. Tess Knighton and David Fallows (London: J.M. Dent, 1992), 311–6; Daniela 
Kaleva, ‘Performative Research: A Performance-Led Study of Lamento d’Arianna with Historically Informed 
Rhetorical Gesture’, Musicology Australia 36, no.2 (November 2014): 209–34, 
<https://doi.org/10.1080/08145857.2014.958273>.  
7 Peter Holman, ‘Purcell Performance Perspectives’, Early Music 39, no.3 (August 2011): 445–8, 
<https://doi.org/10.1093/em/car069>.   
8 Winkler, ‘Society and Disorder’, 269–302; Amanda Eubanks Winkler, O Let Us Howle Some Heavy Note: 
Music for Witches, the Melancholic, and the Mad on the Seventeenth-Century English Stage (Bloomington: 
Indiana University Press, 2006).  
9 See Appendix 1: A New Index of the Secular Songs for Solo Voice by Poetic Theme on p.247–54.  
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consider common scenarios and character responses across the eighty-nine songs that make 

up the collection.  

 
The fourth and final chapter similarly pursued imaginative interpretations of diametrically 

opposed male and female identities; however, my conception of textual-musical interplay was 

amplified through free associations with secondary literature and a colourful writing style to 

act as a springboard for a comprehensive character critique. In all three case studies, I 

superimposed fanciful—perhaps even ‘rebellious’—storylines on top of Purcell’s under-

prescriptive notation in search of fuller affinity with this performance art. Such an approach 

was inspired by Peraino’s lesbian self-identification with Dido and the ‘Challenging 

Performance’ project’s recent re-interpretation of this opera through a postmodern lens.10 

These excursions represent the height of my novel handling of the corpus as a ‘living 

document’ and, at the risk of repeating myself, rest behind my performance preparations.   

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
10 Peraino, ‘I Am an Opera’, 99–131; Heathcliff Blair, ‘Dido And Aeneas reimagined as Dido & Belinda - A 
Performance Project From King’s College London’, YouTube video, [1:04:32], 3 May 2017, 
<https://youtu.be/h38DMVBi9IM>. 
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Future Research  
 
There are several aspects to this project that are ripe for future investigation. Current 

discussions in the field of men and masculinities studies may, for example, pave the way for 

further scholarship at the symbolic crossroads of Purcell song and gender and sexuality 

studies. The principal divide between ‘rational’ and ‘irrational’ male character responses to 

the lovesick ailment might be further canvassed through alignment with Raewyn Connell’s 

divisions of ‘hegemonic’ and ‘subordinated’ masculinities.11  

 
I suspect that current discussions in men’s studies might be able to shed light on the 

complexities of a plurality of male characters, acting as a counterpoint to an existent body of 

literature on masculine performativity in early modern England. Perhaps Aeneas is not an 

innately ‘weak’ character, but one trapped in a devastating situation beyond his control.12 

Cardenio’s madness, meanwhile, is not so much an irrational spectacle as it is a virtuosic 

display of primitive masculine codes. 

 
My discussions around historical diction and stylised Baroque gesture could be expanded 

through a university funded project, modelled on Kaleva’s ‘Lamento d’Arianna Research 

Project’ at the University of South Australia.13 In my experience, a workshop setting provides 

an ideal space in which to collaborate with aspiring singers in their search for a meaningful 

and ‘expressive’ vocal delivery. A compilation of workshop-friendly annotated scores, based 

on my new performance scores (Appendix 2), would benefit singers and mentors alike in 

their historically informed enquiries.14 Public outreach initiatives would, no doubt, give rise 

to cross-faculty collaborations and bring my practice-based endeavours to the attention of the 

wider university community.15     

 

 
11 Raewyn Connell, Masculinities (Cambridge: Polity, 2005), 67–86 for ‘The Social Organization of 
Masculinity’, particularly p.77–9 for the concepts of ‘hegemony’ and ‘subordination’; On this matter, also read 
Rachel Alsop, Annette Fitzsimons, and Kathleen Lennon, Theorizing Gender (Cambridge: Polity, 2002), 140–
55.   
12 Consult the section ‘Weak Aeneas’ in Peraino, ‘I Am an Opera’, 111–3.  
13 Kaleva, ‘Performative Research: A Performance-Led Study of Lamento d’Arianna with Historically Informed 
Rhetorical Gesture’, 209–34.  
14 See Appendix 2: Scores for Long Analyses on p.255–80.   
15 A newly established research unit in the Faculty of Arts at the University of Melbourne might provide an ideal 
setting in which to advance these discussion points, access ‘Themes’, Enlightenment, Romanticism, and 
Contemporary Culture, University of Melbourne, <https://arts.unimelb.edu.au/enlightenment-romanticism-
contemporary-culture#themes> (accessed 1 January 2019).  
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Future autoethnographic work on performance encounters with Purcell song will continue 

to strengthen a performance focus for the music of this composer. In postdoctoral studies 

where my artistry takes ‘centre stage’, I would elaborate on the impact of multifaceted 

critiques upon my original compositions and wide-ranging conversations with emerging 

Australian composers. In taking my place as the research subject—as ‘Orpheus’—I would 

also reflect upon my construction of Purcell-themed concert programmes in response to the 

newly constructed poetic index.   

  
There may also be future crossover between Purcell’s extensive compositional output and 

the relatively new genre of fictocritical writing.16 This discipline’s emphasis on ‘animated 

language’, metanarratives, identification with the ‘self’ and ‘other’, and the coexistence of 

‘fact’ and ‘fiction’ could elevate my exploration of song narratives and gender constructs, 

thereby supporting artists in yet another fashion towards their embrace of Purcell’s repertoire 

above and beyond the allure of the concert platform.17  

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
16 See Stephen Muecke, The Mother’s Day Protest and Other Fictocritical Essays (London: Rowman & 
Littlefield, 2016), xi–xviii for the section ‘What is Fictocriticism?’; Also consult Gerrit Haas, Ficto/critical 
Strategies: Subverting Textual Practices of Meaning, Other, and Self-Formation (Bielefeld: Transcript Verlag, 
2017).  
17 Muecke, The Mother’s Day Protest and Other Fictocritical Essays, xi–xviii.  
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A Final Thought  
 
In the foreword to Franklin B. Zimmerman’s An Analytical Catalogue, Jack A. Westrup 

writes that ‘English scholars need feel neither shame nor regret that the [process of 

cataloguing Purcell’s works] has been done by an American’.18 Fast-forward several decades 

and Purcell scholarship is undoubtedly an international affair; thousands of kilometres away 

and centuries removed from the streets of late seventeenth-century London, the fine 

craftspersonship and wealth of material bequeathed to us by this ‘Master Musician’ has 

seized the interests of historians, theorists, curators, educators, and performers alike.19 The 

epithet ‘Orpheus Britannicus’ endures more than 350 years since the birth of an endlessly 

creative mind in the so-called ‘Square Mile’. Cross-disciplinary trends, relatively untapped 

pockets of the repertoire, practice-based enquiries, and both autoethnographies and 

autobiographies will surely lead the charge as Purcellians advance towards the 

quatercentenary of 2059.   

 

 

 

 

 

 

 
18 Franklin B. Zimmerman, Henry Purcell, 1659–1695: An Analytical Catalogue of his Music (London: 
Macmillan, 1963), vii.  
19 Jack A. Westrup, Purcell, 1st ed., The Master Musicians (London: J.M. Dent, 1937).  
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Appendix 1 
A New Index of the Secular Songs for Solo Voice by Poetic Theme 
 
Genre 

Secular songs for solo voice (89) 

Sets and Subsets  

Sets (3) 
 

Subsets (9) 

Happy Love (38) Bawdy (13)  
 Pastoral (10)   
 Romance (15)   

 
Unhappy Love (44) Complaint (13)  
 Mad Song (8)  
 Melancholy (19)  
 Misogyny (4)   

 
Elegies (7) Musical Tribute (3) 
 Royal Death (4) 
 
Parameters of Inclusion and Exclusion  

Inclusion 
 

Exclusion  

• Published in volume 25 of The Works of 
Henry Purcell (2nd rev. ed.);  

• Secular poetry;  
• Intended for an individual singer† with 

thoroughbass accompaniment; a second vocal 
part shadowing the movement of the continuo 
line is still considered a ‘solo song’;  

• Published or thought to be written between 
1677 and 1706; 

• Appears in Franklin B. Zimmerman’s An 
Analytical Catalogue between the range 
Z.351 and Z.473. 
  

• Mock songs;  
• Incomplete songs;  
• Where only piece titles remain;  
• Where only texts remain;  
• Arrangements of popular songs of the day;  
• Where authorship is uncertain.  

Narrative Type and Gender  

• First- and third-person narrative styles;  
• Personal pronouns clarify the presence of a male addresser and female addressee or vice versa;  
• The gender of the protagonist (or narrator) is unspecified in twenty-one songs.  

Order of Categorisation 

1. The genre of secular songs for solo voice is divided into three sets and nine subsets;   
2. Each subset is ordered chronologically;   
3. Works appear alphabetically if two or more songs were published (or composed) in the same year.   

 
† Denotes solo song with chorus.  
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Complete Index 
 

   

Happy Love Set (38)     

Bawdy Subset (13) 
Source A1 Source B2 Source C3 Source D4 

Song Title Gender Z. Date(s)5 Page(s) Entry Page(s) Disc Track Note 
Since the pox or the plague†  Male Z.471  1679  p.213 No.1 p.2–3   1 19 p.22  

He himself courts his own ruin  Male Z.372 1684  p.185 No.25 p.53 3 5 p.47 

Farewell, ye rocks, ye seas, ye sands†6  

(The Storm) 

Male  Z.463 1685  p.210 

 

No.35 p.66–8  2 17 p.36–7  

Love is now become a trade  Male Z.393 1685 p.193 No.33 p.63–4  3 21 p.58–9  

They say you’re angry  

(The Rich Rival) 

Male Z.422 c.1685  p.202 No.37 p.72–4  1 12 p.17–8  

This poet sings the Trojan wars  

(Anacreon’s Defeat) 

Male Z.423 c.1686–7 p.202 No.53 p.117–21  1 14 p.19–

20  

Let formal lovers still pursue  Male Z.391 1687 p.192 No.51 p.115 3 14 p.53 

 
1 Source A: Alan Smith, An Index of the Works of Henry Purcell as Published by the Purcell Society (London: Novello, 1970), 17–20.  
2 Source B: Franklin B. Zimmerman, Henry Purcell, 1659–1695: An Analytical Catalogue of his Music (London: Macmillan, 1963), 178–214. 
3 Source C: Henry Purcell, Secular Songs for Solo Voice, The Works of Henry Purcell, vol.25, 2nd rev. ed., ed. Margaret Laurie (Borough Green: Novello, 1985), 2–237. 
4 Source D: Robert King, The Complete Secular Solo Songs of Henry Purcell, with The King’s Consort, Barbara Bonney, Susan Gritton, James Bowman et al., 2003 by 
Hyperion Records, CDS44161/3, compact disc.  
5 The date(s) lifted from Source B refer to either the first publication date, inclusion in a late seventeenth- or early eighteenth-century songbook, or estimated dating of a song 
entry in an autograph manuscript.   
6 Source A and Source B display the title, ‘Farewell, ye rocks, ye seas, ye sands’, whereas Source C and Source D read, ‘Farewell, ye rocks, ye seas and sands’. Note that 
minor discrepancies in the wording, spelling, punctuation, and capitalisation of song titles and subtitles occasionally occur between sources. 
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When first my shepherdess and I  Male Z.431 1687  p.205 No.49 p.108 2 24 p.40 

Love’s pow’r in my heart, shall find no compliance  Male Z.395 1688  p.193 No.57 p.123 2 20 p.38 

Sawney is a bonny lad  

(Scotch Song) 

Male Z.412 c.1692 p.199 No.70 p.184 3 28 p.62 

Olinda in the shades unseen  Female Z.404 c.1694 p.196 No.72 p.187–8  3 24 p.60 

Bacchus is a pow’r divine  Male Z.360 1698 p.181 No.82 p.220–3  3 12 p.51 

When my Acmelia smiles  Male Z.434 1699 p.206 No.84 p.228–9  2 16 p.36 

Pastoral Subset (10) 
Scarce had the rising sun appear’d†  Female Z.469 1679 p.212 No.3 p.5–6  2 27 p.41–2  

Pastora’s beauties, when unblown  Female Z.407 1681 p.197 No.7 p.13 1 6 p.13–4  

Cupid, the slyest rogue alive Male Z.367 1685 p.183 No.40 p.81–3  3 17 p.55 

Musing on cares of human fate† Male Z.467 1685 p.212 No.42 p.86–8  1 21 p.24 

While Thyrsis, wrapt in downy sleep  

(A Pastoral Coronation Song) 

Male  Z.437 1685 p.207 No.43 p.89 1 2 p.9–10  

Whilst Cynthia sung Male Z.438 1686 p.207 No.48 p.107–8  1 22 p.25 

On the brow of Richmond Hill Male Z.405 1692 p.197 No.61 p.148–9  1 17 p.21 

Lovely Albina’s come ashore  

(The Last Song the Author Set Before his Sickness)  

Unspecified Z.394 1695 p.193 No.81 p.218–20  3 8 p.49–

50  

She that would gain a faithful lover  Female Z.414 1695 p.199 No.76 p.195–6  2 10 p.33 

O! Fair Cedaria, hide those eyes  Male Z.402 1702 p.195–6  No.86 p.233–7  1 28 p.28 

Romance Subset (15) 
She loves and she confesses too  

(A Song upon a Ground)  

Male Z.413 c.1680 p.199 No.12 p.18–21  3 1 p.45 
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A thousand sev’ral ways I tried  Male Z.359 c.1681 p.180 No.26 p.54 1 7 p.14 

Since one poor view has drawn my heart  Female Z.416 1681 p.200 No.9 p.15 2 6 p.31 

Let each gallant heart  

(A Song to a Ground)  

Male Z.390 1683 p.192 No.16 p.31–2  1 13 p.18–9  

In Cloris all soft charms agree  Male Z.384 1684  p.190 No.24 p.52 3 19 p.57–8  

Let us, kind Lesbia, give away in soft embraces† Female  Z.466 1684 p.211 No.28 p.56–8  3 20 p.58 

How delightful’s the life of an innocent swain Unspecified Z.373 c.1685 p.185 No.46 p.102–3  2 21 p.38–9  

Ah! How pleasant ’tis to love Male Z.353 1688 p.178–9  No.55 p.122 1 15 p.20 

Corinna is divinely fair Male Z.365 1692 p.182 No.64 p.161–3  3 3 p.46 

If music be the food of love  

(Version A)  

Unspecified Z.379A 1692 p.187 No.63B7 p.159–61 1 10 p.16 

I lov’d fair Celia Male Z.381 1693 p.188–9  No.65 p.164–6  1 4 p.11 

If music be the food of love  

(Version B) 

Unspecified Z.379B 1693 p.188 No.63A8 p.157–8  2 26 p.419 

Hears not my Phyllis 

(The Knotting Song)  

 

Male 

 

Z.371 1694 p.184–5  No.74 p.192 2 12 p.34 

 
7 Source A and Source C label the G minor strophic setting of ‘If music be the food of love’ Z.379 as Version B, whereas Source  B and Source D label this piece as Version 
A. I have aligned the sources by renaming Version B—appearing as No.63B on p.159–61 of Source C—as Version A.  
8 Source A and Source C label the A minor strophic setting of ‘If music be the food of love’ Z.379 as Version A, whereas Source  B and Source D label this piece as Version 
B. I have aligned the sources by renaming Version A—appearing as No.63A on p.157–8 of Source C—as Version B.   
9 Robert King’s liner note for ‘If music be the food of love’ (Version B) Z.379B on p.41 of the CD booklet appears to contain an error, informing readers that the 
multisectional setting of ‘If music be the food of love’ (Version C) Z.379C was published in 1693. The multisectional setting in fact appears in the second book of Henry 
Playford’s Deliciæ Musicæ from 1695. The current strophic setting in A minor (Version B, Z.379B) was published in the fourth book of John Heptinstall’s Comes Amoris in 
1693.  
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If music be the food of love  

(Version C) 

Unspecified Z.379C 1695 p.188 No.80 p.213–7  3 10 p.50–1  

Who can behold Florella’s charms Male Z.441 1695 p.208 No.75 p.193–4  3 16 p.54 

Unhappy Love Set (44)     

Complaint Subset (13) 
How I sigh when I think of the charms of my swain Female Z.374 1681 p.186 No.8 p.14 1 23 p.25 

Rashly I swore I would disown Male Z.411 1683 p.198 No.18 p.34 1 18 p.21–2  

When Strephon found his passion vain Male Z.435 1683 p.206 No.17 p.33 3 26 p.61 

Who but a slave Unspecified Z.440 c.1683 p.208 No.19 p.35 2 28 p.42 

O solitude, my sweetest choice  

(A Ground) 

Unspecified Z.406 c.1684–5 p.197 No.38 p.75–9  3 23 p.59–

60 

In vain we dissemble Unspecified Z.385 1685 p.190 No.34 p.64–5  2 15 p.35–6  

Phyllis, talk no more of passion Male Z.409 1685 p.198 No.41 p.84–5  2 13 p.34–5  

Ye happy swains whose nymphs are kind Male Z.443 1685 p.209 No.31 p.61 1 24 p.25–6  

Spite of the god-head, pow’rful Love Female Z.417 1687 p.200 No.52 p.116–7  3 9 p.50 

Phyllis, I can ne’er forgive it Male Z.408 1688 p.198 No.56 p.122 3 11 p.51 

Sylvia, now your scorn give over Male Z.420 1688 p.201 No.54 p.121 2 5 p.30 

Ask me to love no more Male Z.358 1694 p.180 No.71 p.185–7  3 22 p.59 

Celia’s fond, too long I’ve lov’d her Male Z.364 1694 p.182 No.73 p.189–91  2 14 p.35 

Mad Song Subset (8) 
From silent shades and the Elysian groves  

(Bess of Bedlam) 

 

Female Z.370 c.1682–3 p.184 No.15 p.26–30  3 13 p.52–3  
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No, to what purpose should I speak?† 

(The Concealment) 

Male Z.468 c.1683 p.212 No.20 p.36–7  3 6 p.48 

I came, I saw, and was undone Unspecified Z.375 c.1685 p.186 No.45 p.97–101  3 15 p.53–4  

See, how the fading glories of the year† Male Z.470 1689 p.213 No.58 p.124–6  1 26 p.26–7  

Fly swift, ye hours Male Z.369 1692 p.184 No.62 p.150–6  2 11 p.33–4  

Ah! Cruel nymph! You give despair Male Z.352 c.1693 p.178 No.66 p.166–9  2 4 p.30 

Love, thou can’st hear, tho’ thou art blind Male Z.396 1695 p.193–4  No.77 p.197–203  1 3 p.10–1  

Love arms himself in Celia’s eyes Male Z.392 1698 p.192 No.83 p.224–7  2 23 p.39–

40  

Melancholy Subset (19) 
Amintas, to my grief I see  Male Z.356 1679 p.179 No.2 p.4 3 2 p.45–6  

Amintor, heedless of his flocks  Male Z.357 1681 p.180 No.6 p.11–2  3 4 p.47 

Beneath a dark and melancholy grove† 

(Sappho’s Complaint) 

Female Z.461 c.1681 p.210 No.23 p.48–51  1 20 p.23 

I take no pleasure in the sun’s bright beams Unspecified Z.388 1681 p.191 No.11 p.17–8  2 19 p.37–8  

When her languishing eyes said, ‘Love!’ Male Z.432 1681 p.206 No.10 p.16 2 2 p.29 

Urge me no more, this airy mirth Unspecified Z.426 c.1682 p.203 No.14 p.23–5  1 8 p.14–5  

Amidst the shades and cool refreshing streams Male Z.355 1683 p.179 No.22 p.44–7  1 11 p.16–7  

Draw near, you lovers† Unspecified Z.462 c.1683 p.210 No.21 p.41–3  1 1 p.8–9  

She who my poor heart possesses Male Z.415 1683 p.200 No.13 p.22 2 22 p.39 

Cease, anxious world, your fruitless pain  

(Song on a Ground) 

Male Z.362 c.1684–5 p.181 No.36 p.69–71  1 27 p.27–8  

Through mournful shades and solitary groves Male Z.424 1684 p.202 No.27 p.55–6  2 25 p.40–1  
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Farewell, all joys! Female Z.368 1685 p.183 No.30 p.60 1 9 p.15–6  

If grief has any pow’r to kill Female Z.378 1685 p.187 No.39 p.80 2 9 p.32 

My heart, whenever you appear Male Z.399 1685 p.194 No.32 p.62 1 16 p.20 

I love and I must  

(Bell Barr) 

Female Z.382 c.1693 p.189 No.67 p.170–3  2 1 p.29 

Not all my torments can your pity move Unspecified Z.400 c.1693 p.195 No.68 p.174–5  2 3 p.29–

30  

What a sad fate is mine 

(Version B)   

Male Z.428B
10 

c.1693 p.204 No.69B p.180–3  N/A N/A N/A 

What a sad fate is mine 

(Version A)   

Male Z.428A
11 

1698 p.204 No.69A p.176–9  2 18 p.37 

The fatal hour comes on apace Unspecified Z.421 1702 p.201 No.85 p.230–3  3 27 p.61 

Misogyny Subset (4) 
I resolve against cringing Male Z.386 1679 p.190 No.4 p.7 2 7 p.31 

Beware, poor shepherds! 

(The Caution) 

Male Z.361 1684 p.181 No.29 p.59 1 25 p.26 

Sylvia, ’tis true you’re fair Male Z.39812 1686 p.194 No.47 p.104–6  3 7 p.49 

Pious Celinda goes to pray’rs Male Z.410 1695 p.198 No.78 p.204–5  3 25 p.60–1  

 
10 The A minor version of ‘What a sad fate is mine’ is assigned the catalogue number Z.428A in Source B, whereas Source A, Source C, and Source D label this setting as 
either Version B or Z.428B. To align sources, I have swapped the Z.428A and Z.428B entries in Source B.     
11 The C minor version of ‘What a sad fate is mine’ is assigned the catalogue number Z.428B in Source B, whereas Source A, Source C, and Source D label this setting as 
either Version A or Z.428A. To align sources, I have swapped the Z.428B and Z.428A entries in Source B.  
12 Zimmerman assigns ‘Sylvia, ’tis true you’re fair’ the catalogue number Z.512 under ‘Two-Part Songs’ (Secular Vocal Works) on p.227, appearing outside of the range 
Z.351 and Z.473 which encompasses all other indexed songs. I have moved this song to vacant slot Z.398 (on p.194 of Source B) to sit within my lower and upper limit.   
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Elegies Set (7)     

Musical Tribute Subset (3) 
What hope for us remains now he is gone?† 

(On the Death of his Worthy Friend Mr. Matthew 

Locke ... who Dyed in August 1677) 

Unspecified Z.472 1677 p.213 No.5 p.8–11  1 5 p.12–3  

Gentle shepherds, you that know†  

(A Pastoral Elegy on the Death of Mr. John 

Playford) 

Unspecified Z.464 1687 p.211 No.50 p.109–14  2 8 p.31–2  

Young Thyrsis’ fate, the hills and groves deplore† 

(An Elegy upon the Death of Mr. Thomas Farmer) 

Unspecified Z.473 1690 p.214 No.59 p.127–33  3 29 p.62–3  

Royal Death Subset (4) 
If pray’rs and tears  

(Sighs for our Late Sovereign King Charles the 

Second) 

Unspecified Z.380 c.1685 p.188 No.44 p.90–6  3 18 p.55–7  

High on a throne of glitt’ring ore† 

(Ode on the Queen) 

(Version A) 

Unspecified Z.465A c.1689–

90  

p.211 No.60A p.133–40  2 29 p.42–3  

Incassum, Lesbia, incassum rogas  

(The Queen’s Epicedium) 

Unspecified Z.383 c.1694–5 p.189 No.79 p.206–12  2 30 p.43–4  

High on a throne of glitt’ring ore† 

(Ode on the Queen) 

(Version B) 

Unspecified Z.465B 1706 p.211  No.60B p.141–7  N/A N/A N/A 
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Appendix 2 
Scores for Long Analyses  
 
Score 
No. 

Song Title Appendix 
Page(s) 

Discussion 
Pages 

Chapter 1 
1.1 ‘Amidst the shades and cool refreshing streams’ Z.355 

 
p.256–8  p.22–7  

Chapter 2 
2.1 ‘What a sad fate is mine’ (Version A) Z.428A 

 
p.259–62  p.72–81  

2.2 ‘In Cloris all soft charms agree’ Z.384 
 

p.263–4  p.82–93  

Chapter 3 
3.1 ‘They say you’re angry’ (The Rich Rival) Z.422 

 
p.265–9  p.108–13  

3.2 ‘Amintor, heedless of his flocks’ Z.357 
 

p.270–1  p.118–24  

3.3 ‘Farewell, ye rocks, ye seas, ye sands’ (The Storm) Z.463  
 

p.272–4  p.129–33  

3.4 ‘When her languishing eyes said, “Love!”’ Z.432  
 

p.275  p.140–8  

Chapter 4 
4.1 ‘Come, come let us drink’ Z.245 

 
p.276–7   p.160–76  

4.2 ‘Love’s pow’r in my heart, shall find no compliance’ Z.395 
 

p.278  p.177–88  

4.3 ‘When my Acmelia [sic] smiles’ Z.434  
 

p.279–80  p.189–203  
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Score 1.1 
‘Amidst the shades and cool refreshing streams’ Z.355 
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Score 2.1 
‘What a sad fate is mine’ (Version A) Z.428A 
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Score 2.2 
‘In Cloris all soft charms agree’ Z.384 
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Score 3.1 
‘They say you’re angry’ (The Rich Rival) Z.422 
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267 
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Score 3.2 
‘Amintor, heedless of his flocks’ Z.357 
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Score 3.3 
‘Farewell, ye rocks, ye seas, ye sands’ (The Storm) Z.463  
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274 
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Score 3.4 
‘When her languishing eyes said, “Love!”’ Z.432  
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Score 4.1 
‘Come, come let us drink’ Z.245 
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Score 4.2 
‘Love’s pow’r in my heart, shall find no compliance’ Z.395 
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Score 4.3 
‘When my Acmelia [sic] smiles’ Z.434  
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Appendix 3 
Enlarged Annotated Score Samples  
 
Fig. 
No. 

Song Title Appendix 
Page 

In-Text 
Page 

Chapter 2 
2.2 ‘What a sad fate is mine’ (Version A) Z.428A 

 
p.282 p.80 

Chapter 3 
3.8 ‘When her languishing eyes said, “Love!”’ Z.432  

 
p.283 p.147 
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Fig.2.2 (Enlarged) 
Annotated Score Sample: ‘What a sad fate is mine’ (Version A) Z.428A 
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Fig.3.8 (Enlarged) 
Enlarged Annotated Score Sample: ‘When her languishing eyes said, “Love!”’ Z.432 
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Appendix 4 
Creative Works Folio 
 
Preface  
 
My portfolio contains 200 minutes of audio and video content assembled over the period 

February 2016 to November 2018 at various locations in Australia and England. All 

collaborators and source materials are acknowledged and performance events are colour-

coded (p.287–8) for ease of reference to consecutive entries throughout this appendix. My 

themed concerts, recording sessions, and composition commissions are a multifaceted, 

practice-led response to my reading of scholarly literature on Purcell’s biography and early 

modern England’s cultural landscape. In all respects, the research and performances are 

inextricably linked since one influenced the other.  

 
The performance folio spans Renaissance to contemporary music, sacred and secular 

genres, popular and lesser-known works, and standard concert repertoire in solos and 

ensembles. Additionally, I contribute to the creation of new Australian art music through 

collaboration with local composers, acquire experience in the field of arts administration by 

implementing ten concerts, and share my research findings with the wider community in the 

form of radio interviews, lecture-recitals, and conference papers.1 In combination, these tasks 

have allowed me to probe potential intersections between my specialisation in English 

Baroque vocal music and broader artistic experiences and interests.  

 
The ‘Directory for Creative Works Folio’ (p.305–16) supplies all details for media files 

(.mp3 and .mp4) and score excerpts (.pdf) uploaded to the University of Melbourne 

repository (Minerva Access).2 The directory is split into three sections, covering my 

performance study of English song (Section 1), Purcell song (Section 2), and contemporary 

Australian music (Section 3). Roughly a third of my performance folio presents songs from 

volume 25 of The Works of Henry Purcell (2nd rev. ed.), relating to creative analyses within 

the body chapters of this thesis.3   

 
 

1 Recording A, Recording B, and Recording C are re-recordings of solo repertoire prepared for public 
performance events.   
2 Access media files from the University of Melbourne repository (Minerva Access). Note that score excerpts 
(.pdf) are redacted.  
3 Henry Purcell, Secular Songs for Solo Voice, The Works of Henry Purcell, vol.25, 2nd rev. ed., ed. Margaret 
Laurie (Borough Green: Novello, 1985).   
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The first section, ‘The “Ringing Island”: Glorious English Song through the Ages’, 

highlights my specialisation in English song, spanning Elizabethan lute-song selections to 

examples of twentieth-century art song.4 This bracket is followed by ‘Orpheus Unleashed: 

Renditions of Henry Purcell’s Secular Songs’ for which I record many of Purcell’s lesser-

known songs from volume 25 and exhibit the impact of in-depth analyses upon my 

performance realisations.5 The second bracket ends with several ensemble items, including 

three bawdy catches from the Canterbury Catch Club (Items 2.28, 2.29, and 2.30)—the latter 

corresponds with my long analysis for Purcell’s catch ‘Come, come let us drink’ Z.245 in the 

context of English catch clubs (Chapter 4).6 The third section, ‘Australian Spirit: New 

Spiritual Music by Australian Composers’, represents a creative response to Purcell’s 

compositions through an interest in the analysis and performance of new Australian music. At 

the heart of this category are three composition commissions for Australian composers Harry 

Sdraulig, Maria Marcelli, and Peter Wilson.7  

 
Sdraulig’s Visions of Judgement Op.20 (Item 3.2) sets three texts of theologian William 

Fuller (1608–1675), previously used by Purcell in his domestic devotional songs. Sdraulig 

interprets these poems as forming a metanarrative in which listeners follow the narrator’s 

stream of consciousness in the face of their judgement.8 This song cycle appeared central to a 

concert event, ‘Leave No Song Unsung’ (Concert 3), at the Australian High Commission, 

London in late 2015, featuring young Australian musicians studying classical music abroad. 

A new Australian work with seventeenth-century English texts sought to symbolise the 

historical ties between our nations.  

 

 
4 The phrase ‘ringing island’ comes from the title of the introductory chapter to Christopher W. Marsh, Music 
and Society in Early Modern England (New York: Cambridge University Press, 2010), 1–31.   
5 Several song analyses only correspond to Audio Examples (Vocal Demonstrations) in the ‘Directory for Vocal 
Demonstrations’ on p.301–4; I have also included video footage of my participation in a faculty production of 
Marc-Antoine Charpentier’s La Descente d’Orphée aux Enfers (Item 2.1).   
6 Christopher Price, ed., As Thomas was Cudgell’d One Day by his Wife, and Other Stories: Music from the 
Canterbury Catch Club, ed. and intro. Christopher Price (Canterbury: Canterbury Christ Church University, 
2015), 22, 28, 49; Consult p.160–76 in Chapter 4 for 4.1. From Sober to Drunk: An Interpretative Analysis of 
the Drinking Catch ‘Come, come let us drink’ Z.245.  
7 Harry Sam Peter Sdraulig, ‘Visions of Judgement, for Tenor and Piano (2015)’, Harry Sdraulig – Composer, 
<https://www.harrysdraulig.com/solowithpiano/#visionsofjudgement> (accessed 1 January 2019); Peter Wilson, 
‘Peter Wilson composer’, SoundCloud, <https://soundcloud.com/peterabwilson> (accessed 1 January 2019). 
8 See Harry Sam Peter Sdraulig, Visions of Judgement, in ‘Folio of Compositions – Volume I’ (MMus diss., 
University of Melbourne, 2017), Minerva Access (192283), i–ii, <http://hdl.handle.net/11343/192283> for more 
information on our collaboration. 
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Marcelli’s Missa Brevis No.1 MWV 16/6 (Item 3.3A) draws inspiration from Peter 

Leech’s article on clandestine Catholic music culture in Protestant London of the late 

seventeenth century.9 I delivered the world premiere of this Latin setting of the Mass 

Ordinary at the ‘Love and Lamentations’ concert in December 2016 (Concert 5). My English-

texted Missa Anglicus (Item 3.3B) forms a counterpoint to Marcelli’s setting, inspired by the 

High Anglican choral tradition. Compositional models for this original work include Ralph 

Vaughan Williams’ Mass in G minor and John Taverner’s Western Wynde Mass—and a 

quotation of Gregorio Allegri’s famous Miserere is woven into the ‘Gloria’.10 

 
Wilson’s original composition for tenor voice and piano, A Hymn for St Cecilia (Item 3.4), 

adds to an abundance of music written for the annual Saint Cecilia’s Day celebrations.11 Our 

collaboration commenced with a discussion of Paula Horner’s dissertation on the cultural, 

religious, and political juncture of the Cecilian festivals in late seventeenth- and early 

eighteenth-century London.12 This material prompted us to question what the figure of Saint 

Cecilia might have meant to musicians historically and led to our discovery of Ursula 

Vaughan Williams’ poem ‘A Hymn to Saint Cecilia’ as a suitable text for our purposes. The 

world premiere of A Hymn for St Cecilia occurred at the International Anthony Burgess 

Foundation, Manchester (Concert 9) in a programme of English art song favourites 

celebrating the ‘patron saint of music’.13  

 
9 Read Peter Leech, ‘Music and Musicians in the Catholic Chapel of James II at Whitehall, 1686–1688: In 
Memory of Jean Lionnet’, Early Music 39, no.3 (August 2011): 379–400.  
10 The ‘Gloria’ from Missa Anglicus begins in Item 3.3B at [0:48]. 
11 Peter Wilson, A Hymn for St Cecilia (unpublished score, London, 2017). 
12 See Paula Horner, ‘The London St Cecilia’s Day Festivals and the Cultivation of a Godly Nation’ (MA diss., 
University of Washington, 2012), 68–9, ProQuest Dissertations & Theses Global (1034738447) for Horner’s 
concluding remarks.   
13 Horner, ‘The London St Cecilia’s Day Festivals and the Cultivation of a Godly Nation’, 39. 
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Performance Portfolio  
 
Colour-Coded Events     

Concerts  
No. Title  Date and Time Venue 
1 
 

The Plight of Lovesick Melancholy  Tuesday 17 November 2015, 7pm   Handel House Museum, London 

2 
 

Australian Spirit  
 

Friday 27 November 2015, 3pm   Bramall Music Building, University of Birmingham, Birmingham  

3 
 

Leave No Song Unsung Friday 11 December 2015, 7pm  Downer Room, Australian High Commission, London  

4 
 

Visions of Judgement Monday 22 February 2016, 11am    Melba Hall, University of Melbourne, Melbourne 

5 
 

Love and Lamentations Thursday 1 December 2016, 1pm  Trinity College Chapel, University of Melbourne, Melbourne 

6 
 

Recollections  Thursday 6 April 2017, 12.30pm   Trinity College Chapel, University of Melbourne, Melbourne  

7 
 

Baroque to Britten  Thursday 22 June 2017, 6pm  The Kelvin Club, Melbourne  

8 
 

England, My England  Monday 11 September 2017, 7pm  Melba Hall, University of Melbourne, Melbourne  

9 
 

Sing for the Morning’s Joy Friday 24 November 2017, 2pm  The International Anthony Burgess Foundation, Manchester  

10 
 

Orpheus Britannicus Thursday 22 March 2018, 1.10pm  Trinity College Chapel, University of Melbourne, Melbourne 

Live Radio Broadcasts  
1 3MBS The Talent  

(Series 3, Episode 15)   
 

Tuesday 10 May 2016, 7pm  
 

The Lady Marigold Southey Performance Studio, 3MBS Studios, 
Abbotsford Convent, Melbourne 

2 3MBS The Talent  
(Series 3 Finals, Episode 2)   
 

Tuesday 18 October 2016, 7pm   
 

The Lady Marigold Southey Performance Studio, 3MBS Studios, 
Abbotsford Convent, Melbourne 
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Recordings  
1 
 

Recording A Monday 24 September 2018, 11am  Melba Hall, University of Melbourne, Melbourne 

2 
 

Recording B  Monday 8 October 2018, 7pm    Melba Hall, University of Melbourne, Melbourne 

3 Recording C 
 

Tuesday 27 November 2018, 5pm  Melba Hall, University of Melbourne, Melbourne 

Production(s)  
1 La Descente d’Orphée aux Enfers 

(Marc-Antoine Charpentier)  
 

Wednesday 28 September 2016, 7.30pm  
 

Grant Street Theatre, University of Melbourne, Melbourne 
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Academic Portfolio  
 
Public Events  
Paper Presentations  
No. Title   Event  Date and Time Venue 
1 ‘What a Sad Fate is Mine’: 

Examining the Malleable Gender 
Discourse in Purcell’s Secular Solo 
Songs on the Topic of Male 
Lovesickness  
 

‘Disciplines in Dialogue’ 
Royal Musical Association 
Research Students Conference 2016  

Thursday 7 January 2016, 2pm  Main University Building, 
Bangor University, Bangor  

2 ‘Visions of Judgement’: A New 
Australian Composition Commission   

Faculty of Fine Arts and Music  
Graduate Research Symposium  
 

Friday 26 February 2016, 
3.45pm 

Tallis Wing, University of 
Melbourne, Melbourne 

3 ‘What a Sad Fate is Mine’: 
Examining the Malleable Gender 
Discourse in Purcell’s Secular Solo 
Songs on the Topic of Male 
Lovesickness  
 

PhD Confirmation  
Melbourne Conservatorium of Music  
Graduate Students Research Seminar 
 

Thursday 21 April 2016, 11am  Tallis Wing, University of 
Melbourne, Melbourne 

4 ‘Visions of Judgement’: A New 
Australian Composition Commission 
   

‘Exploring Musical Practice’  
Royal Musical Association 
Research Students Conference 2017 

Friday 6 January 2017, 1.30pm School of Music and Performing 
Arts, Canterbury Christ Church 
University, Canterbury 
 

5 ‘Orpheus Britannicus’: Constructs of 
Gender and Character Realisation in 
Henry Purcell’s Domestic Songs   
  

PhD Completion  
Melbourne Conservatorium of Music  
Graduate Students Research Seminar 

Thursday 13 September 2018, 
11am 

Tallis Wing, University of 
Melbourne, Melbourne  

6 Orpheus Unleashed: Creative 
Interpretations and Renditions of 
Henry Purcell’s Secular Songs  
 
 

Musicological Society of Australia 
Victorian Chapter Annual Conference   
 

Wednesday 21 November 
2018, 12.45pm  

Trinity College Theological 
School, University of 
Melbourne, Melbourne  
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7 Orpheus Unleashed: Character 
Realisation in Purcell’s Domestic 
Secular Songs   
 

‘Through the Looking Glass’  
The 41st Musicological Society of 
Australia National Conference    

Saturday 8 December 2018, 
3.30pm 

Western Australian Academy of 
Performing Arts, Edith Cowan 
University, Perth  

Lecture-Recital(s)   
1 Australian Spirit: A Lecture-Recital 

on New Music from Melbourne, 
Australia 
  

See Concert 2 on p.287 

Radio Interviews    
1 Input in the Creation of Art: Harry 

Sdraulig’s ‘Visions of Judgement’  
 

See Live Radio Broadcast 1 on p.287 

2 Restoration Secular Song on Paper 
and in Performance 
 

See Live Radio Broadcast 2 on p.287 

3 Henry Purcell: The ‘British Orpheus’ 
 
 

‘PhD: Probably Heavily in Debt’ 
Radio Fodder (University of 
Melbourne Student Radio)  
 

Monday 24 October 2016, 12pm Union House, University of 
Melbourne, Melbourne  

414 Purcell, Britten, and the Canterbury 
Catch Club 
 

‘What’s on in Melbourne’ 
3MBS Music in Melbourne  
 

Saturday 17 June 2017, 11am 3MBS Studios, Abbotsford 
Convent, Melbourne 

5 
 

Bach and the St John Passion  ‘Sunday Arts Magazine’ 
JOY 94.9  
 

Sunday 21 April 2019, 4pm JOY 94.9 Studios, Bourke 
Street, Melbourne  

 
 
 
 
 

 
14 Radio Interview 4 was a joint interview with tenor Lyndon Green to promote ‘Baroque to Britten’ (Concert 7).  
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Themed Concerts  
 
Concert 1 

 
The Plight of Lovesick Melancholy 
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Concert 2 

 
Australian Spirit  

 

 
 



 
293 

Concert 3 

 
Leave No Song Unsung  
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Concert 4 

 
Visions of Judgement   

 

 
 

 



 
295 

Concert 5 

 
Love and Lamentations    
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Concert 6 

 
Recollections  
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Concert 7 
 

Baroque to Britten   
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Concert 8 
 

England, My England    
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Concert 9 
 

Sing for the Morning’s Joy   
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Concert 10  
 

Orpheus Britannicus    
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Directory for Vocal Demonstrations 
   
Audio Example Vocal Demonstration Associate Artists  Recording Details  Format  Duration  
Chapter 1  
Audio Example 1.2 
(p.24)15  
 

Trillo on ‘trembling’ 
‘Amidst the shades and cool refreshing 
streams’  
Z.355 (1683)  
Henry Purcell (1659–1695) 

Erin Helyard 
(Chamber Organ) 

Recording B 
Monday 8 October 2018, 7pm 
Melba Hall, University of 
Melbourne, Melbourne 

Audio 
(.mp3) 

[0:14] 

Audio Example 1.3 
(p.24)16 

Trillo on ‘hollow’  
‘Amidst the shades and cool refreshing 
streams’  
Z.355 (1683)  
Henry Purcell (1659–1695) 

Erin Helyard 
(Chamber Organ) 

Recording B 
Monday 8 October 2018, 7pm 
Melba Hall, University of 
Melbourne, Melbourne 

Audio 
(.mp3) 

[0:15] 

Audio Example 1.6 
(p.28)17 
 

Vocal approach to the first twelve bars 
‘Fly swift, ye hours’  
Z.369 (1692)  
Henry Purcell (1659–1695) 

Erin Helyard 
(Chamber Organ) 

Recording B 
Monday 8 October 2018, 7pm 
Melba Hall, University of 
Melbourne, Melbourne 

Audio 
(.mp3) 

[0:26] 

Audio Example 1.8 
(p.32)18 
 

Melisma with and without dotted values 
‘What a sad fate is mine’  
(Version B) 
Z.428B (c.1693)   
Henry Purcell (1659–1695)  

Erin Helyard 
(Chamber Organ) 

Recording B 
Monday 8 October 2018, 7pm 
Melba Hall, University of 
Melbourne, Melbourne 

Audio 
(.mp3) 

[0:42] 

Audio Example 
1.10 (p.33)19 
 

Verse 1 with notes inégales  
‘She who my poor heart possesses’  
Z.415 (1683)  
Henry Purcell (1659–1695) 

Erin Helyard 
(Harpsichord) 

Recording A 
Monday 24 September 2018, 11am 
Melba Hall, University of 
Melbourne, Melbourne 

Audio 
(.mp3) 

[0:52] 

Audio Example Ornamentation for Verse 1 Erin Helyard Recording A Audio [0:39] 
 

15 Ex.1.1.2 on p.24 supplies the corresponding score fragment to this audio example.  
16 Ex.1.1.3 on p.25 supplies the corresponding score fragment to this audio example.  
17 Ex.1.2.1 on p.29 supplies the corresponding score fragment to this audio example.  
18 Ex.1.4.1 on p.32 supplies the corresponding score fragment to this audio example. 
19 Consult the footnote to Item 2.12 on p.310 for corresponding score details.  
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1.11 (p.34)20 
 

‘Amintas, to my grief I see’ 
Z.356 (1679)  
Henry Purcell (1659–1695)  

(Harpsichord) Monday 24 September 2018, 11am 
Melba Hall, University of 
Melbourne, Melbourne 

(.mp3) 

Audio Example 
1.12 (p.34)21 
 

Ornamentation for Verse 2 
‘Amintas, to my grief I see’ 
Z.356 (1679)  
Henry Purcell (1659–1695)  

Erin Helyard 
(Harpsichord) 

Recording A 
Monday 24 September 2018, 11am 
Melba Hall, University of 
Melbourne, Melbourne 

Audio 
(.mp3) 

[0:40] 

Audio Example 
1.16 (p.39)22 
 

Literal repetition of ‘[r]epeated’ 
‘Love arms himself in Celia’s eyes’  
Z.392 (1698)  
Henry Purcell (1659–1695)  

Erin Helyard 
(Harpsichord) 

Recording A 
Monday 24 September 2018, 11am 
Melba Hall, University of 
Melbourne, Melbourne 

Audio 
(.mp3) 

[0:07] 

Audio Example 
1.17 (p.41)23 
 

Historical and modern diction for ‘o’ 
vowels of the first phrase  
‘How long, great God’  
(The Aspiration)  
Z.189 (1688)  
Henry Purcell (1659–1695) 

N/A N/A Audio 
(.mp3) 

[0:38] 

Audio Example 
1.18 (p.41)24 
 

Historical and modern diction for ‘o’ 
vowels of the first phrase  
‘Lord, what is man, lost man’  
(A Divine Hymn) 
Z.192 (1693)  
Henry Purcell (1659–1695) 

N/A N/A Audio 
(.mp3) 

[0:30] 

Audio Example 
1.19 (p.44)25 
 

Cockney caricature during the Refrain 
‘Farewell, ye rocks, ye seas, ye sands’  
(The Storm)    
Z.463 (1685) 
Henry Purcell (1659–1695) 

Alastair Cooper-Golec 
(Tenor), 
Erin Helyard 
(Harpsichord) 

Recording A 
Monday 24 September 2018, 11am 
Melba Hall, University of 
Melbourne, Melbourne 

Audio 
(.mp3) 

[0:27] 

 
20 Ex.1.5.1 on p.35 supplies the corresponding score (Verse 1) to this audio example.  
21 Ex.1.5.2 on p.36 supplies the corresponding score (Verse 2) to this audio example. 
22 Ex.1.7.1 on p.39 supplies the corresponding score fragment to this audio example. 
23 Ex 1.8.1 on p.42 supplies the corresponding score fragment to this audio example.  
24 Ex.1.8.2 on p.42 supplies the corresponding score fragment to this audio example. 
25 See bars 17–41 of Score 3.3 on p.273–4.   
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Audio Example 
1.20 (p.52)26 
 

Section A of Version A 
‘Incassum, Lesbia, incassum rogas’ 
(The Queen’s Epicedium)   
Z.383 (c.1694–5)  
Henry Purcell (1659–1695) 

David Macfarlane 
(Chamber Organ) 

Visions of Judgement  
Monday 22 February 2016, 11am  
Melba Hall, University of 
Melbourne, Melbourne 

Audio 
(.mp3) 

[0:54] 

Audio Example 
1.22 (p.54)27 
 

Section B of Version A 
‘Incassum, Lesbia, incassum rogas’ 
(The Queen’s Epicedium)   
Z.383 (c.1694–5)  
Henry Purcell (1659–1695) 

David Macfarlane 
(Chamber Organ) 

Visions of Judgement  
Monday 22 February 2016, 11am  
Melba Hall, University of 
Melbourne, Melbourne 

Audio 
(.mp3) 

[0:26] 

Audio Example 
1.24 (p.56)28 
 

Section C of Version A 
‘Incassum, Lesbia, incassum rogas’ 
(The Queen’s Epicedium)   
Z.383 (c.1694–5)  
Henry Purcell (1659–1695) 

David Macfarlane 
(Chamber Organ) 

Visions of Judgement  
Monday 22 February 2016, 11am  
Melba Hall, University of 
Melbourne, Melbourne 

Audio 
(.mp3) 

[0:41] 

Chapter 3  
Audio Example 3.5 
(p.126)29 
 

Section A of Verse 1 at a fast speed  
‘Ah! How pleasant ’tis to love’  
Z.353 (1688)  
Henry Purcell (1659–1695)  

Erin Helyard 
(Harpsichord)  

Recording A 
Monday 24 September 2018, 11am 
Melba Hall, University of 
Melbourne, Melbourne 

Audio 
(.mp3) 

[0:22] 

Audio Example 3.8 
(p.127)30 
 

Full song at a slow speed  
‘Sylvia, now your scorn give over’ 
Z.420 (1688) 
Henry Purcell (1659–1695)  

Erin Helyard 
(Harpsichord) 

Recording A 
Monday 24 September 2018, 11am 
Melba Hall, University of 
Melbourne, Melbourne 

Audio 
(.mp3) 

[0:56] 

Audio Example Full song at a slow speed Erin Helyard Recording B Audio [1:05] 

 
26 Ex.1.11.1 on p.53 supplies the corresponding score fragment to this audio example; Consult the first page of the score to Item 2.8 for a text translation (by Leighton H. G. 
Triplow).  
27 Ex.1.11.2 on p.55 supplies the corresponding score fragment to this audio example; Consult the first page of the score to Item 2.8 for a text translation (by Leighton H. G. 
Triplow). 
28 Ex.1.11.3 on p.57 supplies the corresponding score fragment to this audio example; Consult the first page of the score to Item 2.8 for a text translation (by Leighton H. G. 
Triplow). 
29 Consult the footnote to Item 2.20 on p.312 for corresponding score details. 
30 Consult the footnote to Item 2.24 on p.312 for corresponding score details. 
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3.10 (p.127)31 ‘Love’s pow’r in my heart, shall find no 
compliance’   
Z.395 (1688)  
Henry Purcell (1659–1695) 

(Chamber Organ) Monday 8 October 2018, 7pm 
Melba Hall, University of 
Melbourne, Melbourne 

(.mp3) 

Chapter 4  
Audio Example 4.2 
(p.171)32 

Bars 1 to 4 of Voice 1 with a stutter 
‘Come, come let us drink’  
Z.245  
Henry Purcell (1659–1695) 

N/A N/A Audio 
(.mp3) 

[0:07] 

Audio Example 4.3 
(p.172)33 

Bars 1 to 3 of Voice 2 with slow vowel 
transitions 
‘Come, come let us drink’  
Z.245  
Henry Purcell (1659–1695) 

N/A N/A Audio 
(.mp3) 

[0:07] 

Audio Example 4.4 
(p.173)34 

Bars 1 to 3 of Voice 3 with a tremor  
‘Come, come let us drink’  
Z.245  
Henry Purcell (1659–1695) 

N/A N/A Audio 
(.mp3) 

[0:06] 

Audio Example 4.6 
(p.175)35 

Tapered end consonants in parts of Voice 2  
‘Come, come let us drink’  
Z.245  
Henry Purcell (1659–1695) 

N/A N/A Audio 
(.mp3) 

[0:10] 

Audio Example 4.7 
(p.176)36 

Layered vocal entries with comical delivery   
‘Come, come let us drink’  
Z.245  
Henry Purcell (1659–1695) 

Rhodri Clarke (Piano) Recording C 
Tuesday 27 November 2018, 5pm 
Melba Hall, University of 
Melbourne, Melbourne 

Audio 
(.mp3) 

[1:31] 

 
 

31 See Score 4.2 on p.278. 
32 See bars 1–4 of Score 4.1 on p.276. 
33 See bars 1–3 of Score 4.1 on p.276. 
34 ibid.  
35 See bars 7 and 12 of Score 4.1 on p.277. 
36 See Score 4.1 on p.276–7; Note that the three vocal parts and piano accompaniment have been layered post-recording.   
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Directory for Creative Works Folio  
 
Section 1                                                                                                                                              60 Minutes 

The ‘Ringing Island’: Glorious English Song through the Ages 
Item Work   Associate Artists  Event Details  Event Type Format  Duration  
1.137 ‘Where are all thy beauties now’  

First Book of Ayres (c.1613)  
Thomas Campion (1567–1620)  
 

Rosemary Hodgson 
(Lute) 

Recollections  
Thursday 6 April 2017, 12.30pm  
Trinity College Chapel, University 
of Melbourne, Melbourne 

Concert Audio 
(.mp3)  
 

[2:07] 

1.238 ‘Lady, if you so spite me’ 
A Musical Banquet (1610)  
John Dowland (1563–1626) 

Rosemary Hodgson 
(Lute) 

Recollections  
Thursday 6 April 2017, 12.30pm  
Trinity College Chapel, University 
of Melbourne, Melbourne 

Concert Audio 
(.mp3)  
 

[2:45] 

1.339 ‘What if I never speed?’  
The Third and Last Book of Songs 
or Ayres (1603)  
John Dowland (1563–1626) 

Rosemary Hodgson 
(Lute) 

Recollections  
Thursday 6 April 2017, 12.30pm  
Trinity College Chapel, University 
of Melbourne, Melbourne 

Concert Audio 
(.mp3)  
 

[1:53] 

1.440 ‘Flow not so fast ye fountains’  
The Third and Last Book of Songs 
or Ayres (1603)  
John Dowland (1563–1626) 

Rosemary Hodgson 
(Lute) 

Recollections  
Thursday 6 April 2017, 12.30pm  
Trinity College Chapel, University 
of Melbourne, Melbourne 

Concert Audio 
(.mp3)  
 

[3:45] 

1.541 ‘I prithee send me back my heart’  Rosemary Hodgson Recollections  Concert Audio [2:08] 

 
37 The corresponding score for Item 1.1 is from Thomas Campion, ‘Where are all thy beauties now’, in First Book of Ayres (c.1613), ed. David Scott (London: Stainer & Bell, 
1979), 16–7.   
38 The corresponding score for Item 1.2 is from John Dowland, ‘Lady, if you so spite me’, in A Pilgrimes Solace (1612). Three Songs from A Musicall Banquet (1610), The 
English Lute-Songs, ser.1, vols.12&14, eds. Edmund H. Fellowes and Thurston Dart (London: Stainer & Bell, 1969), 76–9.    
39 The corresponding score for Item 1.3 is from John Dowland, ‘What if I never speed?’, in The Third Book of Songs (1603), The English Lute-Songs, ser.1, vols.10&11, eds. 
Edmund H. Fellowes, David Scott, and Thurston Dart (London: Stainer & Bell, 1970), 18–9.    
40 The corresponding score for Item 1.4 is from Dowland, ‘Flow not so fast ye fountains’, in The Third Book of Songs (1603), vols.10&11, 16–7. 
41 The corresponding score for Item 1.5 is from Henry Lawes, Select Ayres and Dialogues to Sing to the Theorbo-Lute or Basse-Viol, vol.3 (London, 1669), 48; Additional 
verses (verses 3–5) are sourced from the original poem by Sir John Suckling (1609–1641).  
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The Third Book of Select Ayres and 
Dialogues (1658)  
Henry Lawes (1595–1662)  

(Lute) Thursday 6 April 2017, 12.30pm  
Trinity College Chapel, University 
of Melbourne, Melbourne  

(.mp3)  
 

1.642 Excerpts from Six Short Motets for 
Two Tenors (c.1645)  
George Jeffreys (c.1610–1685)   

Alastair Cooper-Golec 
(Tenor),  
Erin Helyard (Chamber 
Organ) 

England, My England  
Monday 11 September 2017, 7pm   
Melba Hall, University of 
Melbourne, Melbourne 

Concert Video 
(.mp4)  
 

[4:27] 

1.743 ‘A Hymn on Divine Music’   
Harmonia Sacra, Book II (1714)  
William Croft (1678–1727) 

Rhodri Clarke (Piano) Recording C 
Tuesday 27 November 2018, 5pm 
Melba Hall, University of 
Melbourne, Melbourne 

Recording  Audio 
(.mp3) 

[5:08] 

1.844 ‘The self-banish’d’  
Amphion Anglicus (1700) 
John Blow (1649–1708)   

Rhodri Clarke (Piano) Recording C 
Tuesday 27 November 2018, 5pm 
Melba Hall, University of 
Melbourne, Melbourne 

Recording  Audio 
(.mp3) 

[1:45] 

1.945 I. ‘But God who bears the suff’ring 
pow’r’46  
II. ‘The righteous Lord’  
Chandos Anthem No.2: ‘In the Lord 
I Put My Trust’ HWV 247 (1717)  
George Frideric Handel (1685–
1759)  

Erin Helyard (Chamber 
Organ) 

England, My England  
Monday 11 September 2017, 7pm   
Melba Hall, University of 
Melbourne, Melbourne  

Concert Video 
(.mp4)  
 

[4:51]  

1.1047 ‘Cælia’  Rhodri Clarke (Piano) Recording C Recording  Audio [8:23] 

 
42 Item 1.6 is a vocal duet; The text translation (by Derek Harrison) and corresponding score excerpts for Item 1.6 are from George Jeffreys, Six Short Motets for Two Tenors, 
ed. Derek Harrison (Hebden Bridge: Peacock, 2012), 3 (Score with Keyboard Continuo), 6, 8–12 (Score with Figured Bass).   
43 The corresponding score for Item 1.7 is from William Croft, A Hymn on Divine Musick, ed. Cedric Lee (Hebden Bridge: Peacock, 2006), 3–7 (Score with Keyboard 
Continuo). 
44 The corresponding score for Item 1.8 is from John Blow, The Self Banished: A Minuet, ed. Cathal Twomey, ChoralWiki, Choral Public Domain Library, 
<https://www.cpdl.org/wiki/images/2/22/Blow-Self_Banished_high.pdf>.   
45 II. [2:24]; The corresponding score excerpts for Item 1.9 are from George Frideric Handel, Anthems for Cannons I, Halle Handel Edition, ser.3, vol.4, ed. Gerald Hendrie 
(Kassel: Bärenreiter, 1985), 83–4, 92–3.     
46 The word ‘hears’, displayed in Handel, Anthems for Cannons I, vol.4, 83, is replaced by ‘bears’. Similarly, ‘poor’ is replaced by ‘pow’r’.  
47 The corresponding score for Item 1.10 is from Henry Burgess Jnr., ‘Cælia’, in Six English Cantatas, ed. Peter Harrison (Hebden Bridge: Peacock, 2016), 25–33.   
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A Collection of English Songs and 
Cantatas (1749)  
Henry Burgess Jnr. (c.1715–1765) 

Tuesday 27 November 2018, 5pm 
Melba Hall, University of 
Melbourne, Melbourne 

(.mp3) 

1.1148 I. ‘Recollection’  
II. ‘Fidelity’  
III. ‘Piercing Eyes’  
English Canzonettas for Voice and 
Keyboard Hob.XXVIa:26, 30, 35 
(c.1794) 
Joseph Haydn (1732–1809) 

Erin Helyard 
(Fortepiano) 

Recollections  
Thursday 6 April 2017, 12.30pm  
Trinity College Chapel, University 
of Melbourne, Melbourne  

Concert Audio 
(.mp3)  
 

[10:52]  

1.1249 ‘Weep you no more, sad fountains’  
Seven Elizabethan Lyrics Op.12, 
No.1 (1908)  
Roger Quilter (1877–1953) 

Rhodri Clarke (Piano) Love and Lamentations  
Thursday 1 December 2016, 1pm 
Trinity College Chapel, University 
of Melbourne, Melbourne  

Concert Video 
(.mp4)  
 

[2:13] 

1.1350 ‘The first mercy’ (1927)  
Songs  
Peter Warlock (1894–1930) 

Rhodri Clarke (Piano) Recording C 
Tuesday 27 November 2018, 5pm 
Melba Hall, University of 
Melbourne, Melbourne 

Recording  Audio 
(.mp3) 

[2:50] 

1.1451 ‘Pretty ring time’ (1925)  
A First Book of Songs 
Peter Warlock (1894–1930) 

Rhodri Clarke (Piano) Recording C 
Tuesday 27 November 2018, 5pm 
Melba Hall, University of 
Melbourne, Melbourne 

Recording  Audio 
(.mp3) 

[1:25] 

1.1552 ‘Sleep’ (1922)  
Songs  
Peter Warlock (1894–1930) 

Rhodri Clarke (Piano) Recording C 
Tuesday 27 November 2018, 5pm 
Melba Hall, University of 

Recording  Audio 
(.mp3) 

[3:13] 

 
48 II. [5:37], III. [9:09]; The corresponding score excerpts for Item 1.11 are from Franz Joseph Haydn, 14 Canzonettas (High Voice), ed. Dietrich Erbelding (Hayward: Pocket 
Coach, 1998), 7–11, 24–30, 45–7.    
49 The corresponding score for Item 1.12 is from Roger Quilter, ‘Weep you no more, sad fountains’, in Seven Elizabethan Lyrics, Op.12 (London: Boosey & Hawkes, 1908), 
2–5.   
50 The corresponding score for Item 1.13 is from Peter Warlock, ‘The first mercy’, in Songs (London: Boosey & Hawkes, 1920), 34–7.    
51 The corresponding score for Item 1.14 is from Peter Warlock, ‘Pretty ring time’, in A First Book of Songs (London: Oxford University Press, [1926] 1952), 7–10.   
52 The corresponding score for Item 1.15 is from Peter Warlock, ‘Sleep’, in Songs, Peter Warlock Society Edition, vol.3, ed. and intro. Fred Tomlinson (London: Thames, 
1984), 49–51.   
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Melbourne, Melbourne 
1.1653 ‘Crabbed age and youth’  

Three Shakespeare Songs (1949)  
Madeleine Dring (1923–1977)  
 

Rhodri Clarke (Piano) Recording C 
Tuesday 27 November 2018, 5pm 
Melba Hall, University of 
Melbourne, Melbourne 

Recording  Audio 
(.mp3) 

[1:44] 

Section 2                                                                                                                                              80 Minutes 

Orpheus Unleashed: Renditions of Henry Purcell’s Secular Songs  
2.154 Excerpts from La Descente 

d’Orphée aux Enfers  
H.488 (c.1686)  
Marc-Antoine Charpentier (1643–
1704)  
 

Alastair Cooper-Golec 
(Tenor) as ‘Tantalus’,  
James Emerson (Bass-
Baritone) as ‘Tityus’, 
Timothy Reynolds 
(Tenor) as ‘Orpheus’   

La Descente d’Orphée aux Enfers 
(Marc-Antoine Charpentier)  
Wednesday 28 September 2016, 
7.30pm  
Grant Street Theatre, University of 
Melbourne, Melbourne  

Production  Video 
(.mp4)  
 

[13:43] 

2.255 ‘Love arms himself in Celia’s eyes’  
Z.392 (1698)  
Henry Purcell (1659–1695)  
 

Erin Helyard 
(Harpsichord) 

England, My England  
Monday 11 September 2017, 7pm   
Melba Hall, University of 
Melbourne, Melbourne 

Concert Audio 
(.mp3) 

[2:41] 

2.356 ‘They say you’re angry’  
(The Rich Rival)  
Z.422 (c.1685)  
Henry Purcell (1659–1695)  

Erin Helyard (Chamber 
Organ) 

Recording B 
Monday 8 October 2018, 7pm 
Melba Hall, University of 
Melbourne, Melbourne 

Recording  Audio 
(.mp3) 

[2:47]  

2.4A57 ‘In Cloris all soft charms agree’58 Erin Helyard (Chamber Recording B Recording  Audio [3:14]  

 
53 The corresponding score for Item 1.16 is from Madeleine Dring, ‘Crabbed age and youth’, in Seven Shakespeare Songs (Medium Voice) (London, Thames, [1949] 1992), 
29–32.   
54 Item 2.1 is an ensemble item; Performed by the staff and students of the Early Music Studio, Melbourne Conservatorium of Music, Faculty of Fine Arts and Music, 
University of Melbourne; The role of ‘Ixion’ played by Leighton H. G. Triplow; The text translation (by Stewart Spencer) and corresponding score excerpts for Item 2.1 are 
from Marc-Antoine Charpentier, La Descente d’Orphée aux Enfers, Les Arts Florissants Collection, ser.I-A, vol.1, eds. William Christie et al. (Marandeuil: Éditions des 
Abbesses, 2004), xxxiv–xxxv, xxxviii, 31–42, 73–81.     
55 The corresponding score for Item 2.2 is from Purcell, ‘Love arms himself in Celia’s eyes’, in Secular Songs for Solo Voice, vol.25, 224–7. 
56 Item 2.3 corresponds with Score 3.1 in Appendix 2 on p.265–9.  
57 Item 2.4A corresponds with Score 2.2 in Appendix 2 on p.263–4. 
58 Version A corresponds with 2.3. A Comparative Analysis of Performance Decisions and Poetic Meaning for ‘In Cloris all soft charms agree’ Z.384 on p.82–93.  



 
309 

Z.384 (1684)  
Henry Purcell (1659–1695)  

Organ) Monday 8 October 2018, 7pm 
Melba Hall, University of 
Melbourne, Melbourne 

(.mp3) 

2.4B59 ‘In Cloris all soft charms agree’60 
Z.384 (1684)  
Henry Purcell (1659–1695)  

Erin Helyard 
(Harpsichord) 

Recording A 
Monday 24 September 2018, 11am 
Melba Hall, University of 
Melbourne, Melbourne 

Recording  Audio 
(.mp3) 

[2:02] 

2.561 ‘I resolve against cringing’ 
Z.386 (1679) 
Henry Purcell (1659–1695)  
 

Erin Helyard 
(Harpsichord) 

Recording A 
Monday 24 September 2018, 11am 
Melba Hall, University of 
Melbourne, Melbourne 

Recording  Audio 
(.mp3) 

[1:01] 

2.6A62 ‘When my Acmelia [sic] smiles’63  
Z.434 (1699)  
Henry Purcell (1659–1695)  
 

Erin Helyard 
(Harpsichord) 

Recording A 
Monday 24 September 2018, 11am 
Melba Hall, University of 
Melbourne, Melbourne 

Recording  Audio 
(.mp3) 

[2:18] 

2.6B64 
 

Aemelia’s Siren: A Vocalise for 
Breathing, Phrasing, and 
Ornamentation (2019) 
Leighton H. G. Triplow (b.1992) 

N/A  N/A MIDI Track  Audio 
(.mp3) 

[2:57] 

2.765 ‘O solitude, my sweetest choice’  
(A Ground)  
Z.406 (c.1684–5)  
Henry Purcell (1659–1695)  

Rosemary Hodgson 
(Theorbo),  
Erin Helyard (Chamber 
Organ)  

Recollections  
Thursday 6 April 2017, 12.30pm  
Trinity College Chapel, University 
of Melbourne, Melbourne  

Concert Video 
(.mp4) 

[5:00] 

2.866 ‘Incassum, Lesbia, incassum rogas’ Erin Helyard (Chamber Recording B Recording  Audio [6:03]  

 
59 Item 2.4B corresponds with Score 2.2 in Appendix 2 on p.263–4. 
60 Version B corresponds with 2.3. A Comparative Analysis of Performance Decisions and Poetic Meaning for ‘In Cloris all soft charms agree’ Z.384 on p.82–93. 
61 The corresponding score for Item 2.5 is from Purcell, ‘I resolve against cringing’, in Secular Songs for Solo Voice, vol.25, 7.  
62 Item 2.6A corresponds with Score 4.3 in Appendix 2 on p.279–80. 
63 The name ‘Acmelia’ seems to be a typographical error of ‘Aemelia’. 
64 The corresponding score for Item 2.6B is from Leighton H. G. Triplow, Aemelia’s Siren: A Vocalise for Breathing, Phrasing, and Ornamentation (unpublished score, 
Melbourne, 2019), n.p. 
65 The corresponding score for Item 2.7 is from Henry Purcell, ‘O solitude, my sweetest choice’ (A Ground) (Edition for High Voice), in Two Songs on a Ground, ed. Cedric 
Lee and intro. Peter Holman (Hebden Bridge: Peacock, 2011), 3–6 (Score with Unrealised Continuo).  
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(The Queen’s Epicedium)   
Z.383 (c.1694–5)  
Henry Purcell (1659–1695)  

Organ) Monday 8 October 2018, 7pm 
Melba Hall, University of 
Melbourne, Melbourne 

(.mp3) 

2.967 
 
 

‘Amidst the shades and cool 
refreshing streams’  
Z.355 (1683)  
Henry Purcell (1659–1695) 

Erin Helyard (Chamber 
Organ) 

Recording B 
Monday 8 October 2018, 7pm 
Melba Hall, University of 
Melbourne, Melbourne 

Recording  Audio 
(.mp3) 

[3:28]  

2.1068 ‘Ask me to love no more’  
Z.358 (1694)  
Henry Purcell (1659–1695) 

Rhodri Clarke (Piano) Recording C 
Tuesday 27 November 2018, 5pm 
Melba Hall, University of 
Melbourne, Melbourne 

Recording  Audio 
(.mp3) 

[1:21] 

2.1169 ‘Sylvia, ’tis true you’re fair’  
Z.39870 (1686)  
Henry Purcell (1659–1695)  
 

Rhodri Clarke (Piano) Recording C 
Tuesday 27 November 2018, 5pm 
Melba Hall, University of 
Melbourne, Melbourne 

Recording  Audio 
(.mp3) 

[1:36] 

2.1271 ‘She who my poor heart possesses’  
Z.415 (1683)  
Henry Purcell (1659–1695)  
 

Erin Helyard 
(Harpsichord) 

Recording A 
Monday 24 September 2018, 11am 
Melba Hall, University of 
Melbourne, Melbourne 

Recording  Audio 
(.mp3) 

[1:45] 

2.1372 ‘Amintor, heedless of his flocks’  
Z.357 (1681) 

Erin Helyard 
(Harpsichord) 

Recording A 
Monday 24 September 2018, 11am 

Recording  Audio 
(.mp3) 

[2:21] 

 
66 The corresponding score for Item 2.8 is from Purcell, ‘Incassum, Lesbia, incassum rogas’ (The Queen’s Epicedium), in Secular Songs for Solo Voice, vol.25, 206–12; The 
score for Item 2.8 is preceded by a text translation (by Leighton H. G. Triplow).    
67 Item 2.9 corresponds with Score 1.1 in Appendix 2 on p.256–8. 
68 The corresponding score for Item 2.10 is from Purcell, ‘Ask me to love no more’, in Secular Songs for Solo Voice, vol.25, 185–7.   
69 The corresponding score for Item 2.11 is from Purcell, ‘Sylvia, ’tis true you’re fair’, in Secular Songs for Solo Voice, vol.25, 104–6; The second vocal part has been 
incorporated into the piano accompaniment. 
70 In Franklin B. Zimmerman’s Henry Purcell, 1659–1695: An Analytical Catalogue of his Music, the secular song ‘Sylvia, ’tis true you’re fair’ is assigned the catalogue 
number Z.512 under ‘Two-Part Songs’ (Secular Vocal Works) on p.227, appearing outside of the range Z.351 and Z.473 which encompasses all other songs presented from 
volume 25 of the Purcell Society edition. I have moved this song to vacant slot Z.398 on p.194 of Zimmerman’s text to sit within my lower and upper limit, refer to Franklin 
B. Zimmerman, Henry Purcell, 1659–1695: An Analytical Catalogue of his Music (London: Macmillan, 1963).  
71 The corresponding score for Item 2.12 is from Purcell, ‘She who my poor heart possesses’, in Secular Songs for Solo Voice, vol.25, 22. 
72 Item 2.13 corresponds with Score 3.2 in Appendix 2 on p.270–1. 
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Henry Purcell (1659–1695)  
 

Melba Hall, University of 
Melbourne, Melbourne 

2.1473 ‘Ah! Cruel nymph! You give 
despair’  
Z.352 (c.1693)  
Henry Purcell (1659–1695) 

Erin Helyard (Chamber 
Organ) 

Recording B 
Monday 8 October 2018, 7pm 
Melba Hall, University of 
Melbourne, Melbourne 

Recording  Audio 
(.mp3) 

[2:39]  

2.1574 ‘When her languishing eyes said, 
“Love!”’   
Z.432 (1681) 
Henry Purcell (1659–1695)  

Erin Helyard (Chamber 
Organ) 

Recording B 
Monday 8 October 2018, 7pm 
Melba Hall, University of 
Melbourne, Melbourne 

Recording  Audio 
(.mp3) 

[1:16]  

2.1675 ‘Cease, O my sad soul’  
Z.363 (1678)  
Henry Purcell (1659–1695)76 

Erin Helyard 
(Harpsichord) 

Recording A 
Monday 24 September 2018, 11am 
Melba Hall, University of 
Melbourne, Melbourne 

Recording  Audio 
(.mp3) 

[1:22] 

2.1777 ‘Phyllis, I can ne’er forgive it’   
Z.408 (1688)  
Henry Purcell (1659–1695) 

Erin Helyard 
(Harpsichord) 

Recording A 
Monday 24 September 2018, 11am 
Melba Hall, University of 
Melbourne, Melbourne 

Recording  Audio 
(.mp3) 

[0:49] 

2.1878 ‘Amintas, to my grief I see’ 
Z.356 (1679)  
Henry Purcell (1659–1695)  
 

Erin Helyard 
(Harpsichord) 

Recording A 
Monday 24 September 2018, 11am 
Melba Hall, University of 
Melbourne, Melbourne 

Recording  Audio 
(.mp3) 

[1:07] 

2.1979 ‘What a sad fate is mine’  
(Version A)  
Z.428A (1698)  
Henry Purcell (1659–1695)  

Erin Helyard (Chamber 
Organ) 

Recording B 
Monday 8 October 2018, 7pm 
Melba Hall, University of 
Melbourne, Melbourne 

Recording  Audio 
(.mp3) 

[3:05]  

 
73 The corresponding score for Item 2.14 is from Purcell, ‘Ah! Cruel nymph! You give despair’, in Secular Songs for Solo Voice, vol.25, 166–9.   
74 Item 2.15 corresponds with Score 3.4 in Appendix 2 on p.275. 
75 The corresponding score for Item 2.16 is from Purcell, ‘Cease, O my sad soul’, in Secular Songs for Solo Voice, vol.25, 263. 
76 Purcell’s authorship of this song is uncertain, refer to Purcell, Secular Songs for Solo Voice, vol.25, viii.  
77 The corresponding score for Item 2.17 is from Purcell, ‘Phyllis, I can ne’er forgive it’, in Secular Songs for Solo Voice, vol.25, 122. 
78 The corresponding score for Item 2.18 is from Purcell, ‘Amintas, to my grief I see’, in Secular Songs for Solo Voice, vol.25, 4. 
79 Item 2.19 corresponds with Score 2.1 in Appendix 2 on p.259–62. 
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2.2080 ‘Ah! How pleasant ’tis to love’  
Z.353 (1688)  
Henry Purcell (1659–1695)  
 

Erin Helyard (Chamber 
Organ) 

Recording B 
Monday 8 October 2018, 7pm 
Melba Hall, University of 
Melbourne, Melbourne 

Recording  Audio 
(.mp3) 

[1:40]  

2.2181 ‘I lov’d fair Celia’  
Z.381 (1693) 
Henry Purcell (1659–1695)  
 

Erin Helyard (Chamber 
Organ) 

Recording B 
Monday 8 October 2018, 7pm 
Melba Hall, University of 
Melbourne, Melbourne 

Recording  Audio 
(.mp3) 

[1:35]  

2.2282 ‘Olinda in the shades unseen’  
Z.404 (c.1694)  
Henry Purcell (1659–1695) 

Erin Helyard 
(Harpsichord) 

Recording A 
Monday 24 September 2018, 11am 
Melba Hall, University of 
Melbourne, Melbourne 

Recording  Audio 
(.mp3) 

[1:07] 

2.2383 ‘Love’s pow’r in my heart, shall 
find no compliance’   
Z.395 (1688)  
Henry Purcell (1659–1695)  

Erin Helyard 
(Harpsichord) 

Recording A 
Monday 24 September 2018, 11am 
Melba Hall, University of 
Melbourne, Melbourne 

Recording  Audio 
(.mp3) 

[0:51] 

2.2484 ‘Sylvia, now your scorn give over’ 
Z.420 (1688) 
Henry Purcell (1659–1695)  
 

Erin Helyard 
(Harpsichord) 

Recording A 
Monday 24 September 2018, 11am 
Melba Hall, University of 
Melbourne, Melbourne 

Recording  Audio 
(.mp3) 

[0:32] 

2.2585 ‘Fled is my love, forever gone’  
A Fool’s Preferment, or the Three 
Dukes of Dunstable Z.571 (1688)  
Henry Purcell (1659–1695) 

Erin Helyard 
(Harpsichord) 

Orpheus Britannicus  
Thursday 22 March 2018, 1.10pm  
Trinity College Chapel, University 
of Melbourne, Melbourne 

Concert Video 
(.mp4) 

[1:10] 

2.2686 ‘I’ll sail upon the dog-star’  Rhodri Clarke (Piano) Baroque to Britten  Concert Video [1:13] 

 
80 The corresponding score for Item 2.20 is from Henry Purcell, ‘Ah! How pleasant ’tis to love’, in 40 Songs (High Voice), vol.1, ed. Sergius Kagen (New York: International 
Music Company, 1958), 9.  
81 The corresponding score for Item 2.21 is from Purcell, ‘I lov’d fair Celia’, in Secular Songs for Solo Voice, vol.25, 164–6. 
82 The corresponding score for Item 2.22 is from Purcell, ‘Olinda in the shades unseen’, in Secular Songs for Solo Voice, vol.25, 187–8. 
83 Item 2.23 corresponds with Score 4.2 in Appendix 2 on p.278. 
84 The corresponding score for Item 2.24 is from Purcell, ‘Sylvia, now your scorn give over’, in Secular Songs for Solo Voice, vol.25, 121. 
85 The corresponding score for Item 2.25 is from Henry Purcell, A Fool’s Preferment, in Dramatic Music Part II: Songs and Instrumental Music for the Stage, The Works of 
Henry Purcell, vol.20, 2nd rev. ed., ed. Ian Spink (London: Novello, 1998), 14.  
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A Fool’s Preferment, or the Three 
Dukes of Dunstable Z.571 (1688)  
Henry Purcell (1659–1695)  
Arr. Benjamin Britten (1913–1976)  

Thursday 22 June 2017, 6pm  
The Kelvin Club, Melbourne 

(.mp4) 

2.2787 ‘Come away, fellow sailors’  
Dido and Aeneas Z.626 (c.1688–9)  
Henry Purcell (1659–1695)  
Arr. Benjamin Britten (1913–1976)   

Lyndon Green (Tenor),  
Alastair Cooper-Golec 
(Tenor),  
Rhodri Clarke (Piano) 

Baroque to Britten  
Thursday 22 June 2017, 6pm  
The Kelvin Club, Melbourne 

Concert Video 
(.mp4) 

[1:54] 

2.2888 ‘Now we are met’  
Music from the Canterbury Catch 
Club, Vol.9 
Samuel Webbe (1740–1816)  

Lyndon Green (Tenor),  
Alastair Cooper-Golec 
(Tenor) 

Baroque to Britten  
Thursday 22 June 2017, 6pm  
The Kelvin Club, Melbourne 

Concert Video 
(.mp4) 

[0:47] 
 

2.2989 ‘Oh, my good friends, Lord, what 
do you think?’ 
Music from the Canterbury Catch 
Club, Vol.9       
Luffman Atterbury (1735–1796) 

Lyndon Green (Tenor),  
Alastair Cooper-Golec 
(Tenor) 

Baroque to Britten  
Thursday 22 June 2017, 6pm  
The Kelvin Club, Melbourne 

Concert Video 
(.mp4) 

[1:21] 
 

2.3090 ‘I cannot sing this catch’  
Music from the Canterbury Catch 
Club, Vol.9   
Henry Harington (1727–1816) 

Lyndon Green (Tenor),  
Alastair Cooper-Golec 
(Tenor) 

Baroque to Britten  
Thursday 22 June 2017, 6pm  
The Kelvin Club, Melbourne 

Concert Video 
(.mp4) 

[1:04] 
 

 
86 The corresponding score for Item 2.26 is from Henry Purcell, ‘I’ll sail upon the dog-star’, in The Purcell Collection: Realizations by Benjamin Britten: 50 Songs (High 
Voice), eds. Benjamin Britten, Peter Pears, and Richard Walters (Milwaukee: Boosey & Hawkes, 2008), 120–3.  
87 Item 2.27 is a vocal trio; The arrangement for three tenors by Leighton H. G. Triplow; The corresponding score for Item 2.27 is from Purcell, ‘Come away, fellow sailors’, 
in The Purcell Collection (High Voice), 232–5.    
88 Item 2.28 is a vocal trio; The corresponding score for Item 2.28 is typeset by Leighton H. G. Triplow a tone higher to that appearing in Samuel Webbe, ‘Now we are met’, 
in As Thomas was Cudgell’d One Day by his Wife, 49.  
89 Item 2.29 is a vocal trio; The corresponding score for Item 2.29 is typeset by Leighton H. G. Triplow a tone higher to that appearing in Luffman Atterbury, ‘Oh, my good 
friends, Lord, what do you think?’, in As Thomas was Cudgell’d One Day by his Wife, 22.  
90 Item 2.30 is a vocal trio; The corresponding score for Item 2.30 is typeset by Leighton H. G. Triplow a tone higher to that appearing in Henry Harrington, ‘I cannot sing 
this catch’, in As Thomas was Cudgell’d One Day by his Wife, 28.   
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2.3191 ‘Cælia learning on the spinet’  
The Pleasant Musical Companion, 
5th ed. (1707)  
John Isum (c.1680–1726)  

Lyndon Green (Tenor),  
Alastair Cooper-Golec 
(Tenor) 

Baroque to Britten  
Thursday 22 June 2017, 6pm  
The Kelvin Club, Melbourne 

Concert Video 
(.mp4) 

[1:23] 
 

2.3292 ‘We, the spirits of the air’ 
The Indian Queen Z.630 (c.1695)  
Henry Purcell (1659–1695) 

Alastair Cooper-Golec 
(Tenor), 
Erin Helyard 
(Harpsichord) 

Orpheus Britannicus  
Thursday 22 March 2018, 1.10pm  
Trinity College Chapel, University 
of Melbourne, Melbourne 

Concert Video 
(.mp4) 

[1:41] 

2.3393 ‘Farewell, ye rocks, ye seas, ye 
sands’ 
(The Storm)    
Z.463 (1685) 
Henry Purcell (1659–1695) 

Alastair Cooper-Golec 
(Tenor), 
Erin Helyard 
(Harpsichord) 

Recording A 
Monday 24 September 2018, 11am 
Melba Hall, University of 
Melbourne, Melbourne 

Recording  Audio 
(.mp3) 

[3:38] 

2.3494 ‘Sound the trumpet’  
Come Ye Sons of Art Z.323 (1694)  
Henry Purcell (1659–1695)  
 

Alastair Cooper-Golec 
(Tenor),  
Erin Helyard 
(Harpsichord) 

Recording A 
Monday 24 September 2018, 11am 
Melba Hall, University of 
Melbourne, Melbourne 

Recording  Audio 
(.mp3) 

[2:36] 

Section 3                                                                                                                                              50 Minutes 

Australian Spirit: New Spiritual Music by Australian Composers   
3.195 Cantate Domino (2005)  Rhodri Clarke (Piano) Recording C Recording  Audio [3:41] 

 
91 Item 2.31 is a vocal trio; The corresponding score for Item 2.31 is from John Isum, ‘Cælia Learning on the Spinet’, in Three (More or Less Naughty) Catches, ed. Andreas 
[Anders] Stenberg, ChoralWiki, Choral Public Domain Library, 3, <http://www3.cpdl.org/wiki/images/8/8b/Naughtychatches.pdf>. 
92 Item 2.32 is a vocal duet; The corresponding score for Item 2.32 is typeset by Geoffrey Triplow with the chorus parts removed and formal structure altered to that 
appearing in Henry Purcell, ‘We, the spirits of the air’, in The Indian Queen, The Works of Henry Purcell, vol.19, 2nd  rev. ed., eds. Margaret Laurie and Andrew Pinnock 
(London: Novello, 1994), 83–9.  
93 Item 2.33 is a vocal duet; The rearrangement of the second vocal part for tenor by Leighton H. G. Triplow; Item 2.33 corresponds with Score 3.3 in Appendix 2 on p.272–
4. 
94 Item 2.34 is a vocal duet; The corresponding score for Item 2.34 is from Henry Purcell, ‘Sound the trumpet’, in 6 Vocal Duets, ed. Alfred Moffat (London: Augener, 1901), 
14–7.  
95 The corresponding score for Item 3.1 is typeset and arranged for solo voice by Leighton H. G. Triplow based on David Cassat, Cantate Domino (Sing unto the Lord), The 
Australian Children’s Choir New Music Series, ed. Andrew Wailes (Mitcham: The Australian Children’s Choir, 2005), 1–4; The score for Item 3.1 is preceded by a text 
translation.  
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David Cassat (b.1982)  Tuesday 27 November 2018, 5pm 
Melba Hall, University of 
Melbourne, Melbourne 

(.mp3) 

3.296 I. ‘A Morning Hymn: Thou 
wakeful shepherd’  
II. ‘In the black, dismal dungeon of 
despair’  
III. ‘An Evening Hymn: Now that 
the sun hath veil’d his light’  
Visions of Judgement Op.20 (2015)  
Harry Sdraulig (b.1992)  

Leigh Harrold (Piano) Visions of Judgement  
Monday 22 February 2016, 11am  
Melba Hall, University of 
Melbourne, Melbourne 

Concert Video 
(.mp4) 

[12:00] 

3.3A97 I. ‘Kyrie’  
II. ‘Gloria’  
III. ‘Credo’98 
IV. ‘Sanctus’ 
V. ‘Benedictus’ 
VI. ‘Agnus Dei’  
Missa Brevis No.1 MWV 16/6 
(2016)  
Maria Marcelli (b.1992) 

Rhodri Clarke (Piano) Love and Lamentations  
Thursday 1 December 2016, 1pm 
Trinity College Chapel, University 
of Melbourne, Melbourne  
 

Concert Video 
(.mp4) 

[11:40] 

3.3B99 I. ‘Theme’   
II. ‘Kyrie’   
III. ‘Gloria’  
IV. ‘Interlude’ 
V. ‘Sanctus’  
VI. ‘Benedictus’  

N/A  N/A MIDI Track  Audio 
(.mp3) 

[5:54] 

 
96 II. [4:14], III. [7:47]; This work was commissioned by Leighton H. G. Triplow in 2015; Australian premiere performance; Commentary from the composer and the 
corresponding score for Item 3.2 are from Sdraulig, Visions of Judgement, for Voice and Piano, in ‘Folio of Compositions – Volume I’, i–ii, 3–16, 
<http://hdl.handle.net/11343/192283>. 
97 II. [2:02], III. [3:08], IV. [4:18], V. [6:50], VI. [8:40]; This work was commissioned by Leighton H. G. Triplow in 2016; World premiere performance; The corresponding 
score for Item 3.3A is from Maria Marcelli, Missa Brevis No.1 (unpublished score, Melbourne, 2016), n.p.; The score for Item 3.3A is preceded by a text translation.  
98 The ‘Credo’ presented is Marcelli’s Abridged, English Version.  
99 II. [0:18], III. [0:48], IV. [2:39], V. [3:05], VI. [3:25], VII. [3:54], VIII. [4:14], IX. [4:33], X. [5:40]; The corresponding score for Item 3.3B is from Leighton H. G. 
Triplow, Missa Anglicus (unpublished score, Melbourne, 2018), n.p.  
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VII. ‘Mysterium’  
VIII. ‘Great Amen’  
IX. ‘Agnus Dei’  
X. ‘Amen’ 
Missa Anglicus (2018)  
Leighton H. G. Triplow (b.1992) 

3.4100 A Hymn for St Cecilia (2017)  
Peter Wilson (b.1990)  
 

Rhodri Clarke (Piano) Recording C 
Tuesday 27 November 2018, 5pm 
Melba Hall, University of 
Melbourne, Melbourne 

Recording  Audio 
(.mp3) 

[6:20] 

3.5101 Cloths of Heaven (2000)  
Yolette Stewart (b.1978)  
 

Rhodri Clarke (Piano) Recording C 
Tuesday 27 November 2018, 5pm 
Melba Hall, University of 
Melbourne, Melbourne 

Recording  Audio 
(.mp3) 

[2:18] 

3.6102 I. ‘Fresh fields’  
II. ‘Non dolet’  
III. ‘Death may be very gentle’103  
Three Poems by Oliver St John 
Gogarty Op.3 (1997)   
Calvin Bowman (b.1972)  

Rhodri Clarke (Piano) Love and Lamentations  
Thursday 1 December 2016, 1pm 
Trinity College Chapel, University 
of Melbourne, Melbourne  
 

Concert  Video 
(.mp4) 

[6:06] 

 

 

 

 
100 This work was commissioned by Leighton H. G. Triplow in 2017; The corresponding score for Item 3.4 is from Wilson, A Hymn for St Cecilia, for Voice and Piano, 1–3 
(Vocal/Performance Score), 1–8 (Piano/Rehearsal Score); Note that artificial reverberation has been added by the composer post-recording.  
101 The corresponding score for Item 3.5 is typeset by Leighton H. G. Triplow a tone higher to that appearing in Yolette Stewart, Cloths of Heaven (unpublished score, 
Melbourne, 2000), 1–6.   
102 II. [1:43], III. [4:10]; ‘Fresh fields’ is presented a tone higher than written; The corresponding score for Item 3.6 is from  Calvin Bowman, Three Poems by Oliver St John 
Gogarty, Op.3 (Thousand Oaks: Cantus Quercus, 2004), 1–2 (‘Fresh Fields’), 1–2 (‘Non dolet’), 1–2 (‘Death may be very gentle’). 
103 Sung in loving memory of Murray Bird, Christine Peat, Graham Bennetts, Ron Hillery, Rae Hillery, Lyn Murphy, Beryl Woodlands, Tony Hansen, Irma Harper, Colin 
Simpson, and Nicky Triplow who passed away during my candidature. 


