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;- ABSTRACT , 
This study involv~s a comparison of' thè styles of. ThoIpas 

Morley and Thomas Weelkes as exhibi ted by the balletts from 
o , 

their respective collections, The First Booke of Ba1letts t'a' 
, -, - ---

Fiv.,e Voyces [1595] and Bal1etts and'Madrigals to Fi~·vOYCes 
'(J..598J . The analysis ~sed as thejbasis ~or this comparison 

. ' 

ls divfded into four chapters:· form, text-rnusic relationship, 

melody and harmony. lrihereoas similar features of musical style , 

between the cOmposers' Vlor,ks pèrmi t delineation of the 

influence of the earlier set on Weelkes' Balletts and Madrigals, 

diff~rences ~ iridicate the expression of 1:Jeelkes 1 personal' style 

and, in so doing, exèmplify the development of ballett form. 
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" RESUME .... 
, ' 1 .. Cette etude est une compara~son des styJ.es de Thomas 

Morley êt Thomas vleelkes tels que démontres par les balletts 
1 i\ ~ 

de leurs, coll ections Tespecti ves The First Booke of Balletts 

to live Voyces [1595J et Ba1letts, and Mfldrigals to Fiue 

\.voyces [1598]. L' ana+,yse utilisee comme base. de cette 

... comparaison est divis~e in quatre chapitres) la forme, le ' 

rapport texte-mus~que, la.mel~die et l'harmonie. Alors que 
, 

certains traits de ressemblance dans les styles musicaux des 

deux cqllections permettent la d~li~nation de l' infJ,uence de 
~h, . 

,; " l'oeuvre de Morley 'sur celle d~ ~veelkes, les dif'f'erences . .. .. ' 
.indiquent l'expression particuliere du style de ~veelkes et de 

ce fait demontrent la forme du ballett. 
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, àpREFACE 

Giovanni Giacomo Gastoldi's {b. ,', ?, d. , 1622 

work Balletti, a 'cinque voci (1.591) popularizèd "bal1 t'orJll 

and served as a point of departure. for J.ater baliett produ6'tion . . 
,by composers of ~arious nationalities including Banchie~l~ . ~ 
Vecchi, Morley and Hassler. Notable amongst these is Thomas , 

Morley (b.,?, d.,? 1602), who ihtroduced ballett form te> 
" 

Eng1and. Despite a vast debt to its Gastoldian model Morley's 
J... ' J1 

pub1ica~ion of 159.5 entitled The First Bao]{e of Balletts ta . 
10 

Five Voycesç'em'erged as a distinctively Èn'glish and personal '- , 
li 

musi ~a1 st'atement. The papulari ty of this collection, attested i~ 

by -th~ appearance of twa edi tions subsequent to the initial ... , 
, 1 

double English~Italian publications, generat~d further English 

interest in the t'orm. Thomas Ue'elkes (b .• ?: d .• 1623), who· 

'irtcluded seventeen bàlletts in his work Balletts and lViadrigals 

ta Fiue Voyces (1598), was the first to _establish the balletts 

in Morley' s volume as models. in their own righto •. 

Al though the relationship between th~ ba11etts of Gastaldi 

and Morley and Morley' s anglicization of ,the forro have been' 

exhaustively treated in Joseph Kerman'~ The Elizabethan 
1 

Madrigal, Il Comparative study (1962) and Denis Arnold's 
, .1 

~'Gastoldi and the English Ballett" >'(.1956) , 'the' connection 
. 

between Morley and lrleelkes has only recently received , 

consideration in Davld Bro\'m' s book, Thomas 1;J eelk es: !! 
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Biographical and èritical Study (1969). My comparison of the 
\f 

balletts of Morley and vJeelkes is principally. based on 

observations drawn from independent analysis. ~ 

The transcriptions to which l will refer belong ta the 

English Madrigalists series edited by E. H. Fellowes and 

revised by Thurston Dart. Facsimiles of the double 1595 and • 
the l60q edi tions of the Morley set and the 1598 and 1608 / 

.0 edi tions of \·Jeelkes' Balletts and Madrigals were available ta, 

me as part of the University Microfilm collection English 

Books, ~-1640. 

The objectives of this study are to identify, compare and 

contrast those features of musical style which define the 

ba1l~tt compositions of Thomas Mo'rley and Thomas Weelkes. The 

• tex~ ~s ·di~ided into four fhapters by the major analytioal 

parameters of form, text-music relationship,' melody and harmony. 

Int.errelation~hips clearly exist between these sect'ions r 
, . . 

I~urther, the discussion of rhythm spans all four units. The" 

( 

findings.@f comparative analysl~ belong ta two mutually 

exclusive categories: findings which show similarities and 

findings which show ,differences between" campared materials. 
il 

\'Jhereas similari ti es bet~{een the composers 1 works pcr.mi t an 

evaluation of Morley's influence upon the ~"Jeelkes set, 

differences may be intcrpreted as exampÎes of 11'1 eelkes' 

expressiQn of personal style and as examples of the development 
. 

of ,ballett form wi thin the time frame and scope of the two 

collebtion:-~ sidered. 
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,Chapter I. Form 
'l 

Form, "the constructive or organizing element in music, .,1" 
, 

differs in meaning dep'ending on whether ref'erepce is made to 
, . 

• f~m in music' or 'form( s) caf music. ,2 vJi th regard to • for~ 

in mùsic' ~ 

, . 

[e]ven the simplE'st melody shows rela:.tionships of . 

fi tch (intervals)'- 1;ime values (rhythm), grouping 
phrases) J etc., in other words, has "form. Il "Forms' 

of music," ho'wever', refers ta the existence of 
ëërtain schemes that govern the over-all s,tructure 
of a composi tioil ànd were tradi tionally used in 
various pe~iods of music history, e. g., the fugue or 
the sonata.) 

The present unit is concerned wi th the farm of the late sixteenth 

century- vocal b~lett as used in Morley's First Booke of 
. 

Balletts and Weelkes' Balletts and Madrigals. The topics 

:treated include defil1itions, deviation from 'standard' ballett, 

form and the 1 ength of formal sections. 

Defini tian!:? 

The defini tion of 'ball ett fo~m offered by Morley in his 
1 . 

'Introduction describes both light pieces meant to acconrpany 

d~cing and the ball etti of C'astoldi: 

1 Arnold vJhittall'f "Form," in' The New Grove ~ictionarY of 
Music and Musicians (6th ed., edited by Stanley Sadie, .1980), 
VI, 709. , 

2 v~illi Apel, "Form," Harvard Dictionary of Music, p. 326. 
J Ibid., 326-27. 
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. Ther,e is also and'ther kind more light than tliis ~ 
0'. [Villanelle] which they tern'i Balletti or dances,

"and are songs 'which béing sung to a di tty may 
likewise be' danced. These, ,and all,Glther klnds of' 
.li~ht music (saving the Madrigal) are by 'Ia general 

v name called 1 airs. 1. ' , 

There be also anotner kind of' Balletts 
commonly ca1led, 'Fa las.' The first of that kind 
which l have s een was made by Gastoldi: if others
have laboured in the sarne :field l know not, bût a 
slight kind of music i t is anq, as.r take i t, 
deVfsed to be danced to yoices'.4 . 

1 

'IVe are'exclusively conc,erned with NJorley's second definition. 
, t ,,_ • 

In its simplest forro this "slight kind of music" is strO>j)hic, 
~ . 

~l;'imari1y homophonie and in danc e rhythm. Each of the two 

repeated sections conc1udes wi th a refrain usually set to the 
, 

syllables 'fa la.' Joseph Kerman distinguishes three types of' 
, 

ballett -- simple, transitional and canzonet -- aIl of which- '. 
1 

exhibit ,the form's de:f'initive bipartite structure with -repel11.ts 

", ~d refrain. 5 Différences between these subclasses involve, the 

style and the length of verse sections. The verses of the 

~ 1 simple ballett a:re noted for their homophonie char acter ,. modest ' · 

length and dance-liKe rhythm, whereas those of the c:1an~onet 
... ... 1 fi 

ballett ar'e longer and contrap~nta1 (or at 1 east f~xibly 

homophonie). Transi tional ba1letts are essentially -siqIple 

balletts which exhibi t imi tati'Ve style in part or--1il:T of' one 
, ' 

verse unit:< Table I indicates thE( classification of' the balletts 

~. contained in each set by typ~. 

4 Thomas Morl ey, A Plain and Easy In duction to ~ractical 
Music'"'[;t.597], edited by Alec Harman (2n ed~; New York: W. W. ~ 
Norton, 1963) l 'p. 295. L-. l" , c 

5 Kerman 1 s distinctions, are utilized thro4ghout this study. 
Joseph Kerman, The E1izabethan Madrigal: A Comparative .Study. 
(New York, Galaxy Music~ 1962), pp. },44. 147. 
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Table 1. 6 The Classification of Balletts from Morley's~--
First Booke of' Ballet~s and Weelkes' Balletts .!ru! 
Madrigals byïType 

BalI et t Typ e Morley, 0 Weelkes, \ 
The First Booke of • Balletta, and Madrigà1s 

Balletts 
-

, 

Simple l, 2, 3. 4, 6, 7, 10 2, 4, :15, 17. 22 
Il, ~3 

. 

Transi tional 9, 15 l, 23 1 . .' , " 

" r 

r. 

Canzonet S, 8, 12. 14 5. 7, 8, 9. Il, 12, 
14-, 16. 18, 21 

-

, . 

It la not uni versally agreed that canzonet-1ike compositions 

in pinary form with refrain shou1d be c1assified as canzonet , 

bal.latts. 7 Al though Edmund Fel10wes recognizes aJ.l of the 

pieces with refrains in the collections under consideration as 
". . 

bal1ett~, he somewhat parado~ica11y c~utioris ,tha~ the presence 

of a-la·does not neoessari1y indicate that a piece ls a 

ballett, for' "in the true ballet a regu1arly defined dance

rhythm must be maintained throughout all thê sections. ,,8 Denis 

6· With the exception of Morley's ninth ba11ett, which l have 
categorized as a transitional rather than simple bal1ett, this 
classification ls in accordance with that suggested by Kerman; 
Ibid. Brown, who does not recognize the transitional category, 
classifies Weelkes' firet and twenty-third ba11etts as simple and 
canzonet ba11etts respecti ve1y; David Brown, Thomas \ileelkes: 
A Biographical and Critical Study (London: Faber and Faber, 
1969). PJ>. 8l,81}. 

7 The second degree of gravit y in this 1ight music is given to 
Canzonets, that is litt1e short songs' (whe~ein litt1e art can be 

'showed, being made in strains. the beginning of which is sorne . 
point 1igh;ly touched and every strain repeated except the 
midd1e) which is, in composition of the music a c?unterfeit of 
the ~ladrigal. Morley.! Plain and Easy Introductl.on, p. 295. 

8 l!.dmÛnd Fellowes, The English 1\~adriga1 Compos ers (2nd ed.; 
London: Oxford Univers~ty Press, 194~), p. 58,. 
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Arnold, who also supports this view, favouro calling canzonet 

balletts simply c~zonets or madrigals. 9 For Craig Monson the 

MECC structur'e of the canzonet is an inte&ral par~ of the 

perfect canzonet-ballett union,ID whereas Joseph Kerman, David .. 
B~own and Franklin Zimmermanll recognize the canzonet ballett 

as a valid subclass of the form, interpreting the presence of 
" canzonet features as a kind of musical elaboration. 

"'-

Sur..el;YéMorley" sVill consrdered thes'e"pï eces"' 'ballets .. 1 

and not canzonets"; they still exhibi t the balanced 
divipion into twd repeated sections, 00 weIl as the 
long "fa la" refrains . . . In 'employing the canzonet 
style for the "verse" sectiops. Morley was trying to , 
add musical int erest to what he properly consid~red an 
over-simple mtlsical variety. . •• This waSt as it 
were. his.personal justification for concerning 

" himself wi th this "slight kind of music. "12-,. , 

\ 

• Although Brown accepts the hybrid form as a ballett he does 

~cknôwledge the possibi1ity that can~onet elements may damage 
o " 

" ih{d~licate nature of the simple ballett. 
\ 
\ 

The two forms (the simple and canzonet ba11étt], ':one 
witt Y and pithy, the other inn~ous and. amiable, 
"ilere aS\ incompatible as the ma . galian ideal and 
abstract polyphony. The canzonet tendéd to expand i... 

the ballet, quenching its pungency, emasculating its 
rhythmic vitality witho~t compensating with extra 
br~adth, and weakening or destroying the engagement 
between verse and fa-la refrain.lJ 

9 Deni s Arnold. "Gastoldi and the English BalI ett," Monthly 
Musical Record, LXXXVI '(1956), 50. 

10 Craig Monson t "Thomas t"Jeelkes: Â New Fa-la. fi Musical 
Times, eXIII (1972), IJ5. 

Il Franklin Zimmerman, "Features of Italian Style in 
E1izabethan Par·t Songs and f\ladrigru.s. A Comparative Study 
of Italian" and English Madrigal Styles as Represented in the 
\vorks of Marenzio, Ferrabosco, Byrd. Morley and Weelkes" (B. 
Litt, Wadham College Oxford, 1955), passim. 

12 I(.erman, The Elizabethan lViadri~, pp. l4\-4S. 
13. Brown. Thomas ~'leelkes" p. 85. 
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Deviation from 'Standard' Ballett Form 

A number of balletts deviate from the standard form by' 

expanding or~otherwise altering second endings as weIl as by 

omitting sections, repeats or both (Tables J'lIa and lIb). , 

Mor1ey's sixth ballett, 'No no Nigella,' presents an 'extended, 

second ending (or cOdetta) strikingly set off from the main 

bôdy of'the' composition by two beats of reste Wee1kes, following 

MOJ:.!ley.!..s lead, ~mplo;ed, this device in' ;our of hi's composi tions. 14 

~orley's ninth ballett, '~lliat saith my dainty darling,' features 
""" , 

a different second ending without expansion that permits movement 

back into the principal ke~ area and serves a melodically 

unifying function. Here the cantus part of this second ending 
.~ . 

is related to the ot>ening melody in the cantus part (Example 1). 

Example~. Morley, Ballett No. 9 'What saith my dainty 
dar1ing,' meas. 1-2; 22-24 

~ 

-( Verse 1: 
). 1\ ,&IA.r .flu.f. ~ 

• ... 1' .... .1' _. 
el t.What uUh m)' dain - t, clar - llng, ,han 1 

A 2. ~~!~j !~YII - tll1 run - nill3' Foun _ tain, In hl~ 
li Id 

;1 

el 1. What I.lih m1. daln - t,. clar _ llng, IhaU 1 

li fi 2,.1)~~taPR·8 - tal run _ Ding Fo~ - tain, III hl. 

el 1. What lalth mJ dain - .t~ clar - liag, lhall J 

Il 2. '?i~hQfUS - ta run - D ,Fou • tain, In hlll 

el .. • .. .. .... ... _, 
t. Wbat nlth m1 clain - t7 dar - I1ng, .haU J 
2. :?l:jafF" -tal ru - DinJt Fou • <tain. In hia 

.-......1 

1.What '- ... th 
~ 

m7 daln - tr clar - ling, shaU 1 
2. Thil' Cry.- tal run - nill3' FoUD - tala. ID hi •. .. 

14 Balletts and Madriaals: Numbers S, 1S, 17,'and 23. 

i 
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Exainple 1. (continued) 

-fe:t:~jIl 2, Se~aDd i7ndhlg: 
2. , r (r ~« ' ill r F r r J 
Ja. r. la la la ,la la. 

:1 k r r F 1 r F F r l' .41 1 
0' 

la. h la Fa la la 1. la la. 

il J J J J 1 
j J 1 i Iëf! 1 

1., Fa la • la ... la la. 
• 

:10 J J 1 J J 1 J l'ii " ' la la la. r. la la la. 
.... 

ri F J F F 1 r V .41 1 
la. Fr. la 1. 1. 1. la. 

.In the first section of Morl~y's 'Thus saith my Galatea' (MIO)lS 
, . 

the absence of both the traditional fa-la ~ctiona1 repeat' 

yield a structure which may be alphabeti ally represented as . 

AERBR. lb A fin~' éxarnple of formal de~iat~ noceurs in Weelkes' .. 
'Farewell my joy' (W2l) which omjts the ~econd, section • 

repeat. ~ 
, .. 

The Length of Formal Section 

Morley's t~ndency towards expansionary tr of his 
, 

Gastoldian modèls is a striking stylistic feature of his 

balletts. In those simpl e balletts modell ed directly from . 
" d 

, . , 

1.5 The abbreviation (-1\110) indicates that 'Thus saith my 
Galatea' is the tenth ballett from Morley' s collection The li'irst. 
Bo'oke of Balletts. The Weelkes set is represented by the capital 
letter W in such notations. 

16 This feature is shared with 1\10rley's 'Gastoldian model, 
'Il Placer' (G8). 

.. . ' 
~~~ 

1"": 
-:./ 
", 
'.1r' 

~ 

" 

il 



~,,:..."; ,,:.:,;,-. ~~"·r~. '~.I !~ .. ~-r .., 4) 

n < ,--~. o 
.., 

, " 
,.. 

Table lIa. Formal.Structure 

.. -~ Morley, The First Booke of Balletts to Five Voyces 

No. Incipit Form Section Length(in meas.) 
"1 First Second First Second 

Verse Verse Refrain Refrain 
10. 

.... 
• 

1 t Dainty fine sweet nymph' ARAR 6 4 5 Il 

2 'Shoot t'alse love Icare not' .. 4, , 
~ 9 

1 -

-'Now is the month oi' Mayin~' If 4 
. 

4 4 4 " 
! 1 

3 

4 'Sing we and chant it~ " 4 8 H 7 
~ 

5 'Singing alone' .. ~ 8 19 4 ;io -. .. 
6 'No no Nigel1a' ARAR BR' BR ' + 8 8 8 8+ 

Extenùed Second Ending 

7 'My bonny lass she smileth ARAR BR'BR" 4 4 9 9 

8 'I saw my lovely Phillis' .. 15 17 7 16 
"' 

9 'What saith my dainty darling?' ARAR :BR iBR' , 4 · " 
10 4 6 

Varied Second Ending 
'" 

10 'Thus saith my Galatea' A BRBR 6 8 - 13 . s 

Il 'About the maypole' ARAR BR'BR' 14 .16 ? 1 10 

12 'My lovely wanton jewel' .. 9 15 5 14 
Q t 

1 • 
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Table lIa. (contin~ed) 

No. . Incipit Form Section Length 

13 
14-

15 

'/) 

No. 

1 

2 

4-

5 

'You that wont to my pip~s sound 

'Pire cre' 
'Thos dainty daffodil11es 

, 

First Second Firert ~ Second 
Verse Verse Re~rain Refrain 

..., . 1 li 
ARAR BR'BR' 7. 5 ~ 2 5-

. ARAR BR' BR ' + 6 . ~ 19 
. 6 13 

Extended Second Endin~ 

ARAR BR'BR' ~ _ 4- 7 6 4 
/ . 

Table lIb. Formal Structure 

Weelkes, Balletts and Madrigals to Fiae Voyces 
• 

Incipit Form Section Length 
" First" Second~ First Second 

Verse 'Verse Re~rain' Re~rain 

'AlI at once weIl met' ARAR BR'BR' 9 7 5 7 , 

'To s~orten winter's sadness' " 4 4 8 5 . , -'whilst youthful sports' .. ~4 4 5 '7 
\ 

.J 

'On the plains, fairy trains' , ,. AR AR BR'BR'+ 9 10 6 8+ 
Extended Second Ending 

~ 
.......... _ ~ __ ~ ~ _________________ r 

-------~------ ---~, ~---------. 

" 
co 



No. 

7 

8 

9 

Il 

"12 

1.5 

16 

17 

18 

21 

22 

23 

-~ ~.~ ~.-"~}",> "}.a:":-.: ~, .. ,.} '"-~_._ .,.~~.~~-' _,~ 

,r-... 

'rable lIb. 

1 
~ 4 

( continued). 

Incipit di' Form 

'Give me my heart' ARAR BR'BR' 

'Hark all ye lovely saints' " 

'Say dainty dames '-, " 

'In pride of Mayl " 
'Sing shepherds after me' ,; 

- 'Welcome sweet pleasure' ARAR'BR'BR'+ 
Extended,Second Ending 

'Lady, your eye' AR AR BR'BR' 

'We sheph~ds sing' ARAR BR'BR'+ 
Extended Second Ending 

'l love and have my love' ARAR BR'BR' 

'Farew~ll my joy' ARAR BR' .. 
'Now is my Cloris' l\RAR BR'BR' 

'Unto our f10cks sweet Corolus' ARAR BR'BR'+ .. 
Extended Second Ending 

1> 

, ---~------~---

First 
Verse 

9 

Il . 

15 

12 

14 ~ 

8 

18 

7 

10 

17 

5 

9 

<f 

" o 

Section Lengt~ 
Second First Second 
Verse Refrain Refrain 

, 
4 15=--", 3 ---...., 

Il 7 6 

7 4 4 

8 8 6 
/J 

15 9 6 

.4' __ 4 4+ 

22 10 10 t 

16 9- 9~ 
J 

16 6 Il 

27 9 18 

5 4 10 

6 5, 8+ 

.... e E .Mmw'I:fA -' ... ~ ~ 1:' 

( 

'0 
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Gastoldi, Morley compensates for the extreme simplicity of the 

ve'rse sections wi th lengthy and elaborate refrains. It is 

however the compositional possibilities of the imitative 

canzonet ballett style that lead to expansive verse settings. 

I~ contrast to the direct relationship àn simple balletts 

between musical' and ~oetic line length in verse sections 
.-

witho~t repeated text, the use of contrapuntal style in the 

verses of canzonet balletts freed musical p~ase lengths and 

hence the'lengths o.f sections from those of the textual line. 

Patti son notes that 

• . • the Tugal principle did greatly assist in , . 
f~~eing music from ~he restrietions of song-form by 
providing, if not an alternative principle of form, 
at least a purely musical method of development.17 

1 

Although the expansion of section lengths beyond the scope of 

Morley's works was not a priority for Meelkes, h~ did favour 
. ' Morley's canzonet ballett format complete with its implicit 

/ elongation of the verse unit .18 1vee1kes sharetl Morley' s 

interest in refrains as "virtuoso interludes and postludes, ,,19 
• but even though the average length of Wee1kes' refrains is 

, , . 

sligh1ïly greater, ~'expansion is not an issue here'. As indicated 

by Table III'· corresponding average s(tction lengths' compare 
, i ' • 

very clQsely between the two sets. 
! ' --------

17 Bruce Pattison, Music and Poetry of the English 
Renaissance (2nd ed.; London: Methuen, 1948), p. 19l. 
" 18 Morley' s collection contains four canzonet and t'9lo 

transi tional balletts whereas :Jeelkes inc1udes ten canzonet 
and two transitional balletts in his publication. Canzonet 
ballett verse sections are approximatèly twice the 1ength of 
simple verse sections in both sets. . 

19 Kerman, The E;tizabethan Madrigal, p: 148. 
- ~ 1. 1\ 
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Brown suggests that "Weelkes had no need to expand J indeed, 
, . 20 

the shorter ballets are generally. the mo~e successful .... ," , 

Table III. Average Section Length 

0 

Section Ballett Category Length (in measur.es) 
, ~ Morley- Weelkes 

" 

Verse 
, 

Simple and 6.86 6.57 
Transitional 

; 

Verse Canzonet 13·5 1).75 . 
Refrain Simple. Transitional '1. 59 7.74 

and Canzonet . 
'\ 

04 

. 
A defini ti\on of ballett .t'.orm -1s crucial to this study 

in so 
~. ,~! 1--: ~ -i .~.: -

far as i t is necessary"-t6 'circumscribe the compositions 
'.1 

, 

. , , 

10 

',. 

r 
<, 

which qualify as balletts withfh these collectIons. In ~'~W(~~"", '14 

! 

addition, to facilitate comparative analysis, the balletts of 

. both sets must b.e grouped by type according to identical /' ~ 

cri/teria. The biparti te' structure wi th repeats and re:rÇain /. 

of the ballett is shared by the majority of balletts in both 

publications. Although Weelkes produced more canzonet balletts 

than Morley a comparison of section lengths between the . 

various ballett types indicates a lack of special interest in 

expansionary treatment on his part. 'The highly divergent 

natures of the verse sections of simple' and canz,onet balletts 
(, 

necessitate separate consideration of the styles of Morley 

and Weelkes for each kind of ballett. Otherwise, owing to l' 
, 

~he unmatched number of canzonet balletts in the collections, 

20 Brown. Thomas Weelkes. p. \79-
! 
1 

1 
1 
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" . differences petween the sets more properly indicate differences 

between the types o~ ballett rather than stylistic differences . 

between the composers. 
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Chapter II. Text-Music Relationship 

A composer's textual responsibilities r.all into two~ . 

categories: (1) the choice of a poem and (2) the setting and 
" 

consequent expre~sion ôf that'poem. 

Textual Selection 

Apart from purely subjectiv~ concerns the selection of 
i 

a text May be influenced by subject matter and technical 

.considerations auch as line length,.accentuation .pattern and 

rhyme scheme. Certainly the r~le of subject matter in relation 

to poem choiee is diffieult to detine except in so far as 
o 

musicians need textual material whieh lends, 'i tsel.f to musical 

e,xpression. The sharply ,contrastea. moods and simple yet broad 

range of emotions offered by the largely amatory "poesie per 

musical in the ballett collections fulfill this requirement. 

Kerman suggests that it Was the metrical regularity of 

,elght"poems in the Gastoldi.set that prompted Morley to borrow 

them. l The remainder of the texts 'chosen by Morley are canzonet 

poéms in 'madrigal verse' whieh Kerman feela may pave inspired 
, . 

his production of balletts alla canzonetta. 2 (Table la). -- " 

l "With one exception [M~O] he [Morley] takes every possible 
text with an unchanging number of feet in the lines,·[Numbera 
2,' 3, 8 and 12 from Gastoldi 1 s BallettiJ and others that \he 
selects are on1y slightly irregular." Kerman, The Elizabe,than 
Madrigal. p. 1J9. ' . 

2 The First Booke of Ballettsl Numbers J, 5, 8, Il, 12, 14 
and 1:S:- -
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Weelkes, how~ver, did not select his poetry from Italian 

sources and no examples of 'madrigal verse' "Or of. canzonet 

texts are contained in his collection. 3 (Table lb). The li'ne, 

lengths deviate from the seven and eleven syllable arrangement 

typical of Italian canzonet verse and exemplified by many 

poems in the Morley set, but they are mor·e regular than those 
" 4 

(of lyrics used by Morley. , Metq:ical accentuation :patterns in 

texts from the Weelkes set are also more regular than those 

employed by Morley, this despite the exceptional use of ' 

irregular verse meter in "Weelkes' fifth ballett. 'On the 

plains.' Over seventy-five percent5 of the texts chosen by 

Weelkes are in iambic or slightly varied iambic meter compared 

to sixt Y percent in the Morley collection. Rhyme scheme, like ,. 
! 

meter, shows greatest consistency in the 1."leelkes set. In all . ~. 

o 

but two of the poems, as opposed to all but seven in th~ Morley 

vOlum~, the patterns consist oi rhyming couplets. 

Textual Expression . ' 

Once a composer "has selected a particular tex~ he must 
"" 

express it in sound. Whether his interpretation emphasizes 

the sharply focused depiction of individual words or the 

general portrayal of the mood and nature of the poetrY'_. the 

principal purpose ·in setting words to music is to increase 
" 

their beauty and to propose an Interpretation of their meaning. 6 

3 K'erman, The Elizabethan Madrigal, p. 147. 
4 Percentage of compositions exhibiting equal llne length 

o thrpughout (in syllables): Morley: 33.3%, Weelkes: 52.94~ 
.5 76.42%. 
6 Edmund Fe1~owes, The English Madrigal Composers, p~ 10 
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2 

4 ' 
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6 

7 

'8 

9 

10 
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Table la. Possible Textuel sources? 

Morley, ~ First Booke of Balletts to FiYoe Voyces 

Incipit Possible Sources 

. . " 'Dainty flne 8weet nymph' 6astoldi. Balletti a Gtnque voei 
(1591), #5 ' Speme Amol"(5bsa/7 
'Vezzosette ninfe'8 

~ 

'shoot t'alse love' 

'Now i8 the month of 
Maying' -

'Sing we and chant i t' 

'Singing Alone' 

'No no Nigella' 

'My bonny lass she 
smile~h' 

• l saw my 10vely 
Ph~llis' 

tWhat saith my dainty 
darling' 

'Thus sai th my Galatea' 

Gastoldi, Balletti (1591) 
#3 Il bell'humere / 'Viver liete 
voglio' 

Vecchi, Selva (1590) 
'So ben mi c 'ha bon tempo' 

Gastoldi, Balletti (1591) ,i 
#2 L' innamorato 7 'A lietà vi ta' 

Stanza 1: Ferretti III a 5 
(1570), 'Amore l'altro giorno' 

Gastoldi, Balletti (1591) 
#15 Il Marte1lato l 'Pessa morir 
chi t' ama' 

Gastoldi,'Balletti (1591) 
#12 La Sirena l 'Questa d,olce 
sirena' 

Stanza 1: Orologio l a J (1593) 
"Madenna mia gentile' 
Marenzio l a 5 (1580); Watson 
.< 1591) 9 

Gastoldi, Balletti (591) 
#4 Il Contente 1 · Piacer giola' 

Gastoldi, Balletti (1591) 
#8 Il Piacer l'Al piacer a la 

. gioia' 

7 )Edmund Fellowes. EhgIish Madriga1·v~rse. 1288~16J2 ()rd 
ed., Oxford: Clarendon Press, 1967), pp. 696, 717-18, 

,A1fredQ Oberte~10, Madriyali italiani in inghilterra ~Milano: 
Val~ntino Bomplani, 1949 , pp. 495-503. 

1 8 Refers to the numbering system used in the facsimile 
edition published by Editions Culture et Civilisation. 

9 ' Zimmerman, "Fefitures of ltalian Style, Il p. 147a. 
- , . \ 
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Table-la. (continued) 

No. Incipit Possible Sources 

. 11 .' About 'the Maypole' .. Ruggiero Tro:feo. l a 6 (1589) " 
'Al suon d' una sampogna' 

13 

14-

15 

No. 

5 

8 

Il 

18 

,~y iovely wanton jewel' 
1 

.. 
'You that wont to my 
pi})es • _ sound' 

'Fire fire my heart' 

'Those dainty 
da1'fodi1:Lies 1 

Source unknown 
"La beJ.1a ninfa II).ia' 

'. 

Gastoldi, Bal1etti (1591) 
#7 Glori~ d' Amore 1 1 Vagh~ nin:fe' 

. Marenzio, II a :3 (1585) 
, A 'la strada 1 

Marenzio, l a :3 (1584) 
'Le rose frond' e fior! ,. 

} 

Table tb. Possible Textual Sources 

Wee1k~s, Bal1etta and Madrflals to Fiue Voyces 

Incipit 

'On the. plains 1 

~Hark all ye love1y 
saints' 

'In pride of May' 

'l love and have my 
love regarded' 

/ 
J , 

Possible Sources 

Stanzas 1-2 of Ode .13: Barnabe 
Barnes' Parthenophil and 
Parthenophe (1593) -

Freely derived from Ode 14. _ / 
Barnabe Barnes' Parthenophil 
and Parthenophe (1593) 'i 

Herrick, 'Corinna's going a 
Maying,' 1inea 15-16 i) 

. Sidney, Arcadia, Book l 
'" ~ 

;; 

l' 
1 
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The strophie na~e or the major~ty of the balletts would 

seern to limit ~he POS~~bi}ities for expressive musical 

illustration in so far as it i8 difficult to depict 

\ characteristica11y two or more different words' wi th a single 

musical state~~nt.~ Fe11owes' observation that only the first 

stanza was s~t out wi th the musical notation in the partbooks . . ~ 

suggests that possibly the madrigalists eoped with the prob1em 

of multiple verses by lavishing all intentional word-painting on 
, 

the first stanza., 1eaving the int,erpretation of subsequent 

textual material, to chance. ID Morse, however, notes that 

"although the major part of t~ 'word painting [in the 'twenty

ni ne strophie worl{s by Weelkes] occurs in the :f'irst stanzas. 

Weelkes, in many instances. see~ed to ~e careful in his 

portrayals of other stanzas ~s weIl. ,,11 For the purpos'es of . 

thie study examples of effective word-painting :from all stanzas 
- ~ 

will be considered. 12 

U~ike Morley, Weelkes wrote several through-composed 

balletts. 13 It le interesting to compare the word-painting 'in 

CJ 

10 ". • . the rest o:f the po em was printed in metrical form 
at the foot of the page." Ibid., p. "- 105. 

Il ·Dorothy Morse, "~vord-Painting and Symbolism in the 
Secular Choral Works by Thomas Weelkes, Tudor Composer" 
(Master's Thesis, New york University, 1961), p. 90. It ia 
di:fficult -to acknowledge the validity of second verse word
painting in cases where the text initial1y associated with the 
musical device, the first stan~a ward, expresses different D' 

ideas or sentimentS'. a 

12 The seope of this investigation disa1lows' conclusions 
eoneerning eonsisteney of word-painting. The emphasis is on 
textual expression and effective word-painting rather than the 
ide~t!!ication of musical devices invariab1y associated with 
given words. To demonstrate that the word-painting examples 
ci ted from Morley and Weelkes are indeed intentional efforts /-to~' 
portray the text, attention ls given to conventional Elizabéthan 
means of textual expression as outlined ~n Morley' s rntroducljon 
and seeondary soure es. <, 

1) Numbers 5. 9. 12'. 14. 16. 17. 21 and the second sèetion of 18. 
\ ' 

, 
" 
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these balletts to that in their strophic counterparts from 

both collections because thes~ pieces are unrestZ:,ained by the" 

need to set multiple textual verses. Perhaps these balîette 

are ~i textual because only one stanza of text was availaçle 

to the composer; on the other hand, it is equally p~ausible 

that expressive word-painting in these through-?o~posed balletts 

ruled out the possibility of including a second verse. l4 In 
• sorne cases it m~ simply be that insuffieient space in the 

partbooks necessi tated this deletion of the s,econd verses; as , 

David Brown suggests. 15 Brown does, however, recognize the 
'1 , 

limitàtions imposed by strophic style and refers ta the 

sixteenth and twenty-first balletts as "free to characterize, 
/ 

textual details" by virtue of the fact that they possess one 

t&xt only.16 Kerman believes that heightened mus~cal expression 

of the,text in the through-composed worka prompted Weelkes to . 
omit the second verses intentionally.17 The majority of the 

striking word-painting examples cited in this study come from 

the through-composed balletts. Take for example the portrayals 
~ 

of th~ wo:t"ds and phrases 'measures' (WS), 'valleys and high 

0 

, , hills' (W9), 'black are our loOks' ~W14), 'that now l cry' (W17),' 

and ' weep' (~'ll8). . 

14 In certain cases it ia known that additional poetic 
material was available. for example Barnaby Barnes' 
Parthenophil and. Parthenophe, only part of whieh is used in 
Weelkes' fifth ballett, 'On the plains.' Kerman, The 
Elizabethan r,ladrigal, p. 148. 

15 This is supported by the fact that "second verses are 
aIso omitted in any individual voiee part of the other ballets. 
lr the printed notes have already elaimed the page." David 
Brown, Thomas \'Jeelkes, p. 80 •. 

16 Ibid., p. 87. 
, 17 Kerrnan, ~ Elizabethan Madrigal, p. 148. 
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Express~ve musical techniques be10ng to thr?e 

classifie at-ions 1 melodic, rhythmic -and harmonie deviçes. 

Expressive Melodie Deviees 
,# 

r, 

Two standard E1izabethan melodie deviees, direction of 

,melodic motion and melisma, are used t9 express the text in / 

,both colleé'tions. Morley treats the first of' th&se, the 

conventional use of' melodie direction to depiet.textual details 

associated with height and depth. at length in h~s flRules ~or 

Dittying"s 

••• , you must have a eare that wheh your'matter , 
~ signif'ieth 'ascending,' ~high,' 'heaven.' and-- such T

like you make your music'aseend; and by the 
oontrary where your ditty speaketh of 'de~eending,' 
~lowness,' 'depth,' 'heIt,,' and o:t;hers such you ' 
must make your music descend; for as i twill be 
thought a great absurdity ta talk of heaven and 
point downwards ta the earth so will it be eounted 
great incongruity if a musician upon the words 'he 
aseended into heaven' should cause his music to 
descend. • • 18 

Consequently it ~s not surprising that Morley chose to set the 
, 

-word 'aloft.' .from his t'irst ballett. with an aseending three-. . 
note seale in the eantus part.19 Weelkes applies the same'type 

. . 
of device to both the ward 'above' and the phrase 'valleys 

~d high hills' in his eighth and ninth balletts respeetively. 
~ . 

Morse notes that predominant upwarq conjunct motion and onè 

ascending interval of a fifth are used by Weelkes to portr~ 

'" 18 Morley, A Plain and Easy Introduction, p. _ 291. 
19 Although other voices present fal1ing melodie f!gures 

i~ conjunction wi th the word 'aloft' this portrayal, in an 
outer voice, is effective. No attempt ls made here to indieate 
word-painting consistency. -

-' 
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the meaning of the word • abo~e. ,20 The striking aseending and 

deBeendi~ melodie figures deseriptiv~ of 'valleys and high 1 

hills' ut~ the Tull range o~ each voiee part (Example 1).21 

Melisma, within the eontext of works primarily in syllabie 

style, usuaIly oeeurs in eonjunction with some word of 
\ 

"pictorial or emotional import. ,,22 The associations related 

to this deviee vart extensively although Morse's examination of 

words portrayed by melisma in the sixt y-six through-composed 

secular choral works of Weelkes indieated the pred~inant 

expres~ion of idèas of motion. ~3 No sueh r~latioflship :i.s 

apparent in either ballett collection: the number of words 

treated"by melisma is ~imply too small ta permit observations 

pertaining té meaning group •. Highly descriptive rnelismatie 

expression ~f t~e text is limited by the strophie nature of 
1 

Many of these works. Often two very different words are set 

tO'a given melisma, as for example with the motion ward 'danced' 

and the emotion word 'fearst' in the first and second stanzas 

of Morley's 'Singing alone' (M5)" Clearly the connection 

between a part~cu1ar word or phrase ànd a descriptive melisma 
" ' 

---~ t'f> 

is weaken~d by the Immediate reassoc'iation dt' second verse 

20 Morse, "Ward-Painting and' Symbolism," p. 101. 
21 Brown, Thomas Weelkes, p. 85. 
22 Bruce Pattison, Music and Poetry of the English 

Renaissance (2nd ed., London: Methuen,1970),·p. 108. 
23 "When this is considered in relation to the movement 

implicit in melismas; the use of this device in eonnection'with' 
these warks seems sigilifieant. If Morse. ·Word-Painting and 
Symboli.sm, Il p. 65. General1y physical motion is depieted by 
appropriatè note durations. For example short note lengths 
associated with rapid motion are applied to the phrase 'home 
away she flieth' and the word 'run' in the eightn and ninth . 
balletts by Morley and Weelkes respectively. Brown, Thomas 
Wee1kes, p. 8S. Kerman, The Elizabethan Madrigal, p. 147 • 
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Examp1e l . ..wee1kes, Bal1ett No. 9 'Say dainty dames,' 
meas'. 1-11 
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- . ·material with the sarne music. 

, 'It is dif'ficul t to distinguish the use of melisma :for 

purely m~sical reasons from that meant as intentional word-

-painting. Often the melismas appeàr to be littlé more th an, 

an ornamental approach to an important cadence. A number of 

melisrnas do, however, appear to constitute effective word

painting. These include Morley's treatment of the words . 
'cruel' ahd 'still' in his twel:fth ballett and We?elkes' 

portrayal of the second appearance of the.word 'adieu' in his 

twenty-first ballett (Examples 2 and 3). Morley's style i6 

slightly more me1ismatic although it is by no means evident 

that tpese melismas constitute genuine word-painting. 

, 
Example 2. 
meas. 7-9 

il . 
1 . 

/ . 

" , 

.... 

Morley, Ballett No. 12 'My lovely wanton j ewel. 1 

iF f' 
1Ioth khld w., H .. 

, 

.. -1.. ad CJ'Il • el., 
Dot J"OlI thon nUl_ me. 

yJ. 
• 1 .. 

)"ft 

U 1 tA J,.J 1 j j r 1 
ud U1I • - el,. ... 
thell .tlll me,....· 

OJlce both Idnd a ., las ua cn _ .. ~_ ............ ru 

1 lit r F 1 r LW 
CI'1l IItfU _____ ---,::=--_ 

Hf pc r l(J}r 
]dD. a· las .bd ~ en • 
k1u Ilot 1011 tbel! stiU _ 

el., 
me, 

J 1 
el0J 
:me 

l'a 

" 

1; 

\ . 
r 
1 
f 

f 
r ' 

f. 
1 

1 

! 
f' 
! 

,1 
! , 
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1 
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Example J .. Weelkes. Bal1ett No. 21 'Farewell my joy, • 
f.,;" O' meas. 26-)2 1.,< 
,', 
J 

,1 .. ~ ~ .. .té :::"l. ,,-- .......... 
":1 --

4:) 
Fal'e-."eU, lue-weU, .. - - dle1l.,_ .. . 0 

1 » L:L 

• -, 
Fare-wen,fare - weU, .. - diet, 

/1 , 1 
~ 

0) 
• ,,-elll 

, -- - "7 
fare - well, .. . . 4Ie'll, ___ .. - . 

r: 
" • " 

V~ , 
A - dieu, a • elle., 

~ ~ 1 
1 

~ Fare - w.U, lare • weil, .. .. . . . .. 
. 

, 

1 
l-

r , 

:.., -- dIeu, a dlft, 

J) ~ i 

.., -a dieu, 

11 

tJ .. 
- dIeu, a- dieu, a dieu, 

11ft "'::10. L ---
tJtJ 

a 414111 , 
~ 

f\ • 414111, .. di ... 
, 

0 
4!J 

" 

1: 
!I , 

. ----------------------------~------
.J" ,' . 
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vleelkes provides us wi th a highly specialized example of 

Melodie word-painting in his depiction of the phrase 'fairy . 
trains 'were atreading measures' from 'On the plains· (W5). It 

seems that 

• • • the • measures' was a popular dance step in -
sixteenth century England. It was regularly . 
p.erformed to variations on the passamezzo melody 
which had originated in Italy, but had soon become 
fashionable elsewhere on the contine'nt and in 
England.24 

As O~to Gomb?si fir~t cbserved, Weelkes quotes the bass line of 

the passamezzo antico and passamezzo moderno harmonie patterns 

in the f'irst v·erse section of this :f'if'th ballett (Examples 4a 

and b). 25 
i . 

Example 4a. Weelkes, Ballett No. .5 'On the plains. 1 

meas. 1-14; Bass Part 

Passamezzo antico: 
4. f 

J: fr IF:' !Jîr 
.. 

rrlr 
Passamezzo m0'perno J 

• • ~II. =f!:. -< jf .gIJJ r IJ l j IF nIE t J If OIE· rrl .. 
.. 

IJ 

~he tones of the passamezzo antico and passamezzo moderno are 
marked with asterisks. 

24 Zimmerman, "Features of Italian Style," p. 201. 
25 Otto Gombosi, "Sorne Musical Aspects of the English 

Court Masque" (Journal of' the American Musicological Society, 
I, 1948), 19. 

26 Ibid. 

J._ ~ •• _ .. :.. .1._''''~', ~G" • '. ,.. • 

" , , 

p', 



() 

25 
/ 

Example 4b. The Passamezzo Harmonie Patterns27 

Passamezzo antieoJ Passamezzo moderno, 

" ""\ 
_ .a - ...... , :-,.~ -:.;.. . .- .- -- ::;;;: -IJ - .. 0 -"'IIf!O ..., .......... ~ ~ - - :IR: - :::: ........ --, .. a grg, ~f, --pg g çp - g Q ~ - ~. g ~ 

1 -.. cJ ..... -e-,l"'o\.o ~ ~ ~ g. - -. ~ -.-. n - ~ -- on. ~ - - ~ -- -'" ~I - ~ - ~ 
.- -

\ - -

Expressive Rhythmic Device.s 

De~criptive rhythmie devices found in the ballett 

coll.eetions include the use of' rapid and slow note durations, 

fluctuating speeds of harmonie rhythm, time signature changes, 

rests and'black and white notation. Morley describes the 

e~pression ot' happy and sad textual material wi th appropria~e 

rapid and slow note durations, as follows: 

• .' • if the subj ect be light you must cause your 
'music go in motions which carry wi th them a 
celerity or quickness of time, as minims, crotchets, 
and quavers J if i t be lamentable the notes must . 
go in slow and heavy motions as semibreves, breves, 
and such like; 0 and Gf aIl of this you shall find 
examples everywhere in the works of the good 
musicians.28 

.. 

In a specifie' application of this rul e Morl ey effecti vely uses 

arritardando to set the words 'aye me, l sit and ery me' in 

27 te/illi Apel, "Passamezzo, pass' e mezzo, fi Harvard 
Dictionary of Music, p. 646. 

28 Morley, A Plain and Easy Introduction, p. 291-- -

: 
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26 , 
his,lfourteenth ballett (Example 5).22 Weelkes employs an 

expanded version of this idea to express sorrowful sentiments 

in four compositions. 30 This technique is especially useful in 

the pertrayal of these sharply contrastèd textual ideas 

expressed in the sixteenth and eighteenth balletts. 

That now l laugh, and now l cry (W18) 
<.\ 

Which maltes me always laugh when others weep 
And~ play wi th lov'e when ethers sleep (Wl8) 

, 
. Morse notes that in both the strophie and through-composed 

secular choral works by Weelkés "words whose meanings are 

related to the category of pleasure are invariably portrayed 

by a ehange to triple .measure. Even those words associated 

with motion such as 'dance,' 'frolie,' 'jigs,' and 'pranc~' 
, 

, .. \ 

present concepts th~t are pleasurable and are involved with a 
\ 

, '- 1 
change to triple rnea~ure. flJ This is ,not true for Morley' s 

balletts even though Zimmerman points out that Morley, Byrd 

and their Italian contemporaries generally illustrated " 

re:ferenees te the dance with appropriate dance meters. 32 Many 

of the printed tirne signature changes coi~cide with ~he 

29 This treatment is not, however, always textually inspired. 
Morley uses this type of rhythmie variety for the 'fa la' in 
his tenth ballett. 

30 fa, 16, 18 and 21. Kerman, The E1izabethan Madrigal. 
p. 147. 

JI Morse, "Word-Painting and Symbo1ism," p. 81-84. Examples 
are provided by Weelkes' fffth, twelfth and seventeenth 
balletts. The phrase 'to dance and sport' frorn 'Say dainty 
dames' is the exc eption. 

J2 Zimmerman, "Features of It,alian Style," p. 200. 
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Example 5. Morley, Ballett No. 14 'Fire l'ire, ' -l' , 

~ , 

0 '-,. meas. 25-35 r 
IL 

\ '.' 
.Lt L JI -=-.== = 

'~ 
i:1t=' -p :::Il. -+ -JI.-.i== l'FiF -f:::::ot---

tJ 
1.0 help, 0 laelJl a -las, Cl .elp. A'f_ 

.... 
Ay_ l1li, 

t, ' 2.1 hurn, 1 burll, a -las 1 Lurn. Ay_ IIH', .\y-
.' Il Il = : 1. 
Il 

" tJ h~lp help 0 & 'as, 0 help .. Ay me. / AT ,; 
bum 1 burll, & - las. 1 bum, 

. 
pAY m!!, AT i 

'-- 1111 ,. - = 

'IJ" t.O hel" 0 help IL - lu, 0 IIl1lp, Ay ~JDe. Ar 
8.1 Lurn. 1 burD. &'- las 1 burn. A,! ~. Ay 

"" 
, p 

.<. 
tJ" 1.0 hlllp, 0 help & - III, 0 help. Ay me. AT 

.' - 2.1 bura, 1 burn. & - lu 1 , burn, Ay me, Ar 
Il = 

'-

~ t.Ay l1li • , AT . ' 
r \ T~ 1. AT ... AT 
, '-

1 ,:t{ 1 ~ .:., 

1:. 11' ,. 

r 
1 Il 1 ~ 

_el 1 sJt ~d 
.... 

And caU tor ..... 'ry hM, 

• 
ml, ... -fD none_ C'ome , Cluenc • me? 0 .... t cast 

~ 

el 
me. <J 1 ~t ~ncI arT ..... 
me. wlU aobe IlOme quellela me? ., 

AA 

.,,, 
me, 1 sl& Ind crf me, k • .an ror helr a.1u bat 
DIe, ....sn nODe coml Cjullnola lIIa7 0 cast ust ft • \tir 011 a • 

11.#. 
..., 

1 , 

tJ" me, 1 ait and cri me. Anel cali, for he1p a .ln but -, .w nODe co ..... quenQ me1 0 cast ca.t ft • ter on • . 

~ 
..... i slt aNi me. 'fJ' ma, 

y ..... wtD 1l0M oome CjUenol uiaf 

/ /\ 
':,:,~ 

'<' .. , 
'" ", 
~>,~ 
~l,~r:.:-
01'/4 ~: 
~~;~A 
-<oc .. 
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Example 6. Weelkes, Ballett'No. 18 'I love, and have 
my love regarded,· meas. 14-29 

4f-i"[f--~4fV r J HF: 
makcII me al-'1\"YS 1&lIgh, '1\"bJch maba 

~ II F I~p P p<Xip r F § 
me lallgh, which makell me &l-Wqllllll&,h wlaea 

fi 1 .. .. . 
1 

me laugh, "'\II"hlch makcs me al-ways laughbv.-hfch makes me al-w.)'B lallgh "'\II-ben 

J , 

~ -;'.' ..... ' 
m.kM me lallgh, which malce9 me al-ways lallgh, wldch make. me IllIgh ~hllJl , , 
r.' r 

make. me al-w&) .. laugh, '1\-hlch makea me laugh, wllich malrd melallgla · .... he. 

It ..--

4iJ , 
o· then weep. whell_ 0 - the,. weep, alld 

Il - • 

tJ. . --o - then weep, wheD_ o.thon' weor, whev._ o.then weep, ~an~ 
11. 

tJ ..... ---.::;; -....._"" ..... le:', o _ tben 1\'Oep, who 0 thera and 
,.,,., 

.1 

vtJ 11 1'_ 
o - the" weep,whea 0- tben weep, when 0 then weep, and. 

1 

Whe. • r - thel1l ---

t' 

'.' 

, 

1 
i 

r 

r 

1 
1 
l' 
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Example 6. ( continued) 

Ifl --.#- .~:--- ----1 
eJ 

play with love, and play l\'ith love WhfiD 0 thel'll slcep. Pa la. 

fl ,-,~ 11.1 

tJ • 1 play with lov,!', and play with love wheu 0 tben sleep. Fa' la. 
ft -
v plo.~ with love, and ,\1'1 with, 

~ • 
love l\hcn 0 th61'11 ,leep. Fa 

l'l ft 
-v 

vV 1 

plAY with lOTe, ~a~d play with Iovo wbcn 0 . tben .Jeep. Fa 

_~ 1*' --- .. 
l' 

• ! 

and.p111l with love wbea 0 thers slcep. 

';J 
. . 

. 
beginning of :formal sections in both sets. JJ This,la the ca.se 

for better than two-thirds of the signature changes in Morleyt s 
: v 

bal~tts aà opposed to less than half' of those in Weelkea 1 

(TaiIes lIa and b). Often signature changes occur in conjunction 

wi th the nonsense syllable refrain sections suggesting purely 

musical reasons for the variety. ' r 
33 \'leelkes employed changes of measure signature very freely' 

whether rnarked or not. An example of' this f'reedom can be foùnd 
in the composition 'On the plains i' where in a span of eight 
bars five changes of', signature oceur. Morse, "~'lord-Painting 
and Symbolism," p. 81. 
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Table lIa. 

The StructuraL Significance of' printed Time Signature Changes 

Morley, The First Booke of Balletts to Pive Voyceb 

No. Measure Signature Change Structural Signif'icance 
}'rom To -

, 

1 12 C CJ B Section , 
..J ,r 

6 32 C3 0 "Extended 2nd Ending 

7 17 C ) 2nd Refrai; 
-8;- 15 C" 0) let Refrain 

39 C 03 2nd Refrain 

10 6 C) C B Section 
15 C j ... 2nd Refrain 

0 

Il 14 C3 C, ,lst Refrain .. 
a 

)7 C) C 2nd Refrain 

Tablè ,lIb. 
, 

The Structural Signif'icance of Printed Time Signature Changes 

Weelkes, Bal1etts and Madrigals ta Fiue Voyces 

Measure Si~ature Change No Structural Signif'icance • G 
~ 

; From To , 
1 

, , 
, . .,. , 

, , 
5 2.5 c CJ 2nd Refrain 

\ - , 
9 15 -- c 03 lst Refrain 

-', , 
1 Il 28 qJ C 2,nd Refrain 

-'" , 
17 l'~ 

.. 
C B Section CJ , 

31 C3 C , 2nd Refrain 
: . 

. 

~ 

, i 

'! l-
I 

1 
!. 

1 
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Rests, in the ninety-two secular chot'al works by iJeelkes. 

are used to produce threeyf:fects: "to 'allow time for a 

movement to be consummated, to set a particular word apart 

from the text and to suggest cessation of' motion ... 34 Our 

concern wi t_~ highly descriptive word-painting limi ts us to 

consideration of the third category.35 Examples of textual 

material pertaining to cessation of motion appropriately set 

with rests include the words 'dying' (M12), and 'die' (116). 
~ 

}lests are also conventionally used to express the sigh ~igure 

laye me' in Morley's 'Fire :t'ire' (M14). 

• • • when you would ex:pre~s sighs yeu May () 
use the crotchet or min~m rest at the most, 
but longer than a minim rest you May 'not use 
because i twill rather seem a breath taking 
than a sigh • . . 36 1 

Weelkes' use of black notation in .conjUl1ction wi th the 
• 

phrase 'black are our looks', gi ves rise to eye music in ,his 

tourteenth ballett. 37 But generally the English ~adrigalists, 

unlike the Italian, disassociated their choice of' Qlack or 

.. '. ~hi te {lotation from textual considerations. ~8 

J4 -Ibid., p. 107. 1 
3.5 Words May be invariably associated with a given musical 

device and textually important material May be intentionally 
emphasized or J:3et apart by musical means, but unless the 
meaning of a particular word is alnplified in a concrete manner 
consideration of i t falls outside the bounds of this section. 
It ia for this reason that rhythmic devices such as hemiola, 
syncopation and placement wi thin the measure are not treated 
despite relationships"which occasionally exis~ between them and 
specifie words. 

36 Morley, A Plain and Easy IntrOduction" p. 29l. 
37 ,Brown, Thomas Weelkes, p. 86.' . 
3~ "In his ernployment of sharply contra-sted passages in 

'white' and 'black' notes, Weelkes took up another of the 
favorite conventions of the Italian madrigalists: the~ note 
bianche-note nere contrast. In Italian practise, this musical 
~=.;.;::= - -

(' 

, r 
l, 

t, 
(. 

-,' 

" 



0, 

. ~ 

\ 

o. 

-
d 

.' 

32 
~ 

Expressive Harmonie Deviees 

In bis Introduction Morley stresses that harmony.. the 

third classifieat~on o~.express~ve musical techniques, must 

closely refleet the spirit and meaning of the text which it 

sets: 

You must then when YQU would ex~ress any ward 
signitying hardness, crueIty, b~tterness, and 
other such like make the harmony like unto it, that 
is somewhat harsh and hard, but yet so that it 
offend note Likewise when any of your words shall, 
"express complaint, dolour, repentance, sighs, tears, 
and such like let your harmony be E?ad and doleful. 
So that if you would have your music signify , 
hardnes's, cruel ty, or other such affects you must 
'cause the, parts proceed in their motions without 
the~half note, that is, you must cause the~ proceed 
by whole notes, sharp thirds, sharp sixths, and , 
such"like (when l speak of sharp or fIat thirds 
and sixths you must'understand that they should be 
so to ~he bass); you May also'use cadences bound 
with the fourth or seventh which, being in long 
notes, will exasperate the harmony. But when you 
~ould' express a lamentable passion ~hen must you 
use motions proceeding by half notes, fIat thirds, 
and fIat sixths, which of their nature are sweet, 
specially being taken in the true tune and natural 
air wi th di,scretion and judgement. 3~ 

, 

" 
feat~e was direetly related ta several conventions in 

" 

'humunistie poetry particularly to the Petrarchian oxymoron. 
In Wéelkes' madrigals, as in those'of other English composers 
already discussed, the poetic element was not so im~ortant 
and the contrasts in the text were not sa sharply arawn. One 
finds no genuine oxymora in Weelkes' compositions, and sharp 
contrasts, only in a few passages . • . Il Zimmerman, "Features 
of Italian Style, " p •. 207. . 
'39 Morley, A Plain and Easy Introduction, p. 290. The" 
limited numben of words painted by harmonie devices in these 
ballett colléctions disallows observations concerning the 
different treatment of words exprèssing cruelty as opposed to 
those expressing complaint and dolour. Pattison feels that, 
'!this 1s a rather arbi trary notion of li ttle consequence. 'l'he 
English composers often use major and minor sixths to~ether ta 
'f;!ignifie hardn~ss, cruel ty or other such affec:ts.· ~Jeel~es does 
so on the words .". • I\'fuy weep ye' (W8). Patt~son, Mus~c and 
Poetry, p. 110. ! \ 
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In rel~ion to the number of' words expressing extreme 

emotions relatively f'ew examples of harmonie> word-painting 

existe The most significant illustrations come from either, -, 

through-eomposed balletts or strophic works with similar or. 

identical words oecurring simul taneously in bath verses. This ~ 

woùld seern to indicate that, the generally strophic nature of 
• ballett style hampers eharacteristie textual portrayal.. Clearly 

the i~ediate reassociation of an expressive musical device 
q 

with new words weakens its overall effect. 

In h~r extensive study of W~elkes' secular choral wor~~. 

Morse enumerated t'he f'ollawing harmonie ward-p~inting de'yl'~es: 
$ j 

major or minor triads. 40 augmented or diminished chard 41 the 

·simul taneous appearance of three, f'our or five consecu .. 
scale notes, th~ simultaneous appearance of the major d minor 

. \ 

of a chord, chord progressions of a chro~ati~ typ~ ~ 
r,elations and di~tribution of' voices. 42 Suspensions, "~0 l ' 

third 

false 

-40 Morse found "no consistent portrayal'I of major triads for 
pleasure an~ minor ones,for sadness· consequently this 
analytical category has been deleted from the pr,~sent study. 
Morse, "Word-Painting and Syrnbolism, Il p. 42. For our purposes 
major and minor chords simply provide a consonant background 
f~r the more specialized and descriptive harmonie devices with 
which·we are concerned. The use of' minor 'tonality' to set the 
sad phrase, 'to me alas of life and soul deprived,' may however 
constitute effective harmonie expression. 

41 Expressively used augmented and diminished chords play a 
very smal1 rol:-e 'Btl1:.the balletts. The single example of an 
augmented chard which Morse cites, the word 'spoil' t'rom ~'leelkes' 
fourteenth ballett, is not in fact augmented either i~ the 
Fellowes edition or in the original print. Although it is true 
that the ward 'relievest' from 'Welcome sweet pleasure' is 
aptly set with a diminished chord followed by two Bvtriads for 
the second and third sy1lables, this strophic work has three 
verses and the two words which coincide with trelievest,,' 
'delaying' and 'no leisure,' have totally different meanings. 
Harmonie word-painting is rare in second verses of strophie 
works when two stanzas of text, let alone three, are involved. 

42 l'lorse, ·"~~ord ... l aintiug ?l1d Symbolism, Il p. 24-27. 
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34 

addition to the last three o~ these, apply to the music at hand. 

r Morse cites four examples of chromatic chard progressions 

from the Weelkes set, two of which, 'disguised' and 'all' from 

the sec~nd and twenty-second balletts respectively, also involve 

cross relation. 43 Thé heightened emoti nal state's suggested 

by 'cry' (W16)44 and 'weep' (Wi8)45 ar portrayed by 

chromaticism. Chromaticism in the bass part of Morley's 'My . 
lovely wanton Jewel' (M12) gives rise t ~ diminished chard 

on the first verse ward 'torments' and he second verse word 

'erying' (Example 7).46 

Weelkes uses voiee distribution ta epresent f~male 

textual characters in conjunction with t ward 'lady' (W16).47 

Althougry Morse interprets tHe phrase night to sleep 

bet~e us' (Wl) in tne sarne way, the xt of tr,is passage 

suggests that the males are still- speaking\, partlcularly when 

the second verse, 'Then help, yè dainty ladies,' ls taken into 
1 

account. 48 TexturaI contrast arising from ehanging numbers of 

voiee parts frequently accompanies textual repetitions of this 

type and as such hœ no expressive ~unetion whatsoever. 49 Out 

4; ·other examples of chromatic chard progressions includet 
'played, fairies' and 'toy, we' from Weelkes' fifth and twenty
first balletts. Two examples of false relations from his 
twenty-first ballett are 'aieu' and 'treasure.' Ibid., pp. 
50 52-33. 44 Brown, Thomas Vleelkes. p. 85., 

45 Zimmerman, "Features of Italian Style," p. 210. 
46 This i8 not indieated on the revised Dart edition. See 

the original print. 
47 Morse, "Ward-Painting and Symbolism," 1 p. 56. 
48 Ibid., p. 100. ' 
49 Examples of this kind of textual repetition are provided 

by the phrases 'But when herself alone she there espieth' (MS) 
and 'vie care for no gold' (Wl7). 
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of deference ta its relationship to height the word 'hirds' 

in 'In prlde, of May' (11'111) ls set with the 'highest, p~t note 

in three out o~ five volces. 50 Morley portrays the word 'a1one' 

(MS') wi th a solo entry5l and the word 1 al1' ia invariably 

,scored for all volces. 

.; 

Example 7. Morley, Ballett No. 12 tMy love1y wanton j~wei,t 
meas. 16-20 

lt i r r :. 
1- ., hope-leu 
a ~ IbU ,.,. 

pJ. l'J 1 
hope - - leI4 
Ihall ,.,. 
lU J. J 1 
•• au me, uq 
crq · lu" IO 

1; J' J 1 
• •• ah m". uq 

crq · I.ac. .. 
1 r' r ;1 
war" tu' • 4 .... ., 

"'f:;;:"'" 

-......_~~' 

ment. 
rrT 

tot • menta_ 
lD'!- c:q 

• ment. tor • ment. 
r~- ~ erT 

me, 
!ar. 

me, 
la" 

me. 
lag, 
>-

-me, 
In~, 

Suspensions, the only accented dissonance permissable 

within the confines of traditional counterpoint, play an 

important raIe in the depictlon of words pertaining to sarrow 

although they also oeeur for purely musical reasons usually 

. 
50 Morse, "L'Jard-Painting ~d Symbolism," p. 100. 
51 Kerman, The Ellzabethan Madrigal, p. 147. 
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at cadential points. i'Vhen an emotionally charged word 

coincides with the end 'of a phrase it is often difficUlt to 

distinguish between cadential elaboration and intentional word

painting. Striking examples of expressivê suspensions appear 
. 

in a number of works. (Table III). 

Table III. The Expressive Use of Suspensions 

No. Word(s) Total # of S'taggered Simul taneous Treatment . Appearanc es Entries Entries 

. 
~ 

---
~ 

Ml2 'cI;'uel,52 
~ 5 7-6 Susp. 

('still me')'" 
. . 

2+5 4-3 1 'torments' 9 2 2 Susps. 
( 'crying' ) . 

.-

Ml4 ' ,'Ayé me' 10 5+5 2 4-) Sus;ps. 

9 , - ---
liv8 'weep' 10 5+5 2 4-3 Susps. 

" ( 'mourn') . . 
1116 'divorced' 5 5 7-6 Susp: 

4-3 3usp. 

*( ) - second verse word 

In addition to expressing individual words chains of 

\ suspensions can establish the mood for more extended passages. 

For example the musical material following the chromatic change 

on 'cry' in Weèlkes' sixteenth ballett (Example 8). 

52 Kerm~ cites this word as an example of word-painting, 
Ibid, p. 47. Nevertheléss, the similar treatment of the words 
'contents me,' despite, their completely different meaning, is 
noteworthy. It ia signifi~ant that both sets of words appear 
at cadential points. Even though we are not primarily concerned 
with consistency of word-painting lt is interesting that the . 
word ~c~üël' reappears in the second verse ineffectively set. 
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Example 8. Weelkes, Ballett No. 16 'Lady your eye,' 
meas. 36-49 

'ê 1 J Cm (gr f3 
1117. &IId____ thuI_ 1_ 

; Ilr r 1 Il 1 !! 

1 j tJ 
- 1 crJ, &1141 thuI_ 

;.:.....-.. 

fEr t If r Ir r 
__ . crT.- and thui 1 - Ir : 1 

e-
l r r r r 

cr;" and thu. 1 

I~-'- "P 1 1 r cr =-!-~ ln I"-~@ • 
lLo,;, he ~ - fore_ 1- die, he -. 

~?~I 1" Ir J 1 ë I~ [J J IJ U J 
'---" 

• LoI, 110 "- fare 1 dle, b • - - fore_ 1 
l, 

A -
1'lI'!: 

ru ~ ~ Cil 1 

1 lin,., b. . tore_ r die, -
IIf J 4 lu 1- ffît r ,r71 IF r 1 j 6§j 

linl. 1 sin" ho . fore 1- die, 1 dl., he . 

-:-::1 

slng, 1 sing, b. - lare 1 die, b. . . -
.. y---.,.J ~ 1 1 c 

ru ;( fA' 1 
, î 1 1 

1 .1 4 J y-:-N ~ ! .J 4 y-rP .~ 

U--:-'t 
"/ • 

1..' 1(' . "C1r. 1l fI 1Z: :C~ 1L 
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Exampi'é 8. ( contimied) 

• 
IJ -

v -, 

\ o tore 1 cUe. 1 cUe, 
~ - -.. - ~ 

dle, b. . 
ft 

tON __ J cU., 
IJ 

, 

IV - J---be 0 fore cUe, 

'&i!n rr3 r ~~o 1 J 
. t018 __ J cUe • 

. -
~ 

o fore 1 cHe, 

.A J 1 1 
1& 
." 1 r- f I~ T r 1 

-..1 ..1"- ');h J 1 
~ 

~ 1 1 ----z. 

-
The ldnds oi' word-painting used by Morley and Weelkes in 

o 

their ballett composi!~ions are similar, no doubt because of 

the analogous subjeet matter they chose to set and c?mpositional 

conventions of the day. Although Wee1kes disclaimed literary 

~ interests5J examp1es of word-painting drawn from his set, 

particular1y from his through-composed balletts, are more 

striking than those_used by Morley in all three categories of 
,{ 
+'\,. 

53 "1 confesse my: consçience is vntouched with any other 
arts, and, l hope, my confession is vnsuspected, many of our 
musitians thinke it as much praise to be somewhat more then 
musictians, as i t is for golde to bee sorne what more than golde." 
Dedication to Madrigals (1600). Pattison, Music and Poetr~, 
p. 104. 
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. ward-painting devices. This is not to say that Morley failed 

to capture the general spirit of his lyrics, only that weelke$' 

textual settings tend, possibly at the expense of a broader 

interpretation, to place greater emphasis on the expression of 

individtial poetic details • 

• 
.... 

f. 

" 

< ' 

" . '. 

! . 



() 

• 

/ 

o 

.. -._-------:----- -~-..:...._-----~ 

Qhapter III. Melody 

During the course of the previous discussion we have seen 

. the integral connection between melody and both musical form 
. 

and text-music relationship. Certainly melody, defined as 

"pi tched sounds arranged in musical time, ,,1 shares addi tional 

relationships with the musical parameters rhythm, texture and 
( 

, \ -
harmony. The present cha.pt.~E 3i1.J..,-e:~pldre these relationships 

and examine the use of melodic material to achieve a balance 
, 

between unified and varied musical expression. l have divided 
Q , 
~he nelodic analysis into three major areass imitation, 

motivic unit y , and sources of.melodic material. Findings 

from this investigation will serve as the basis for a comparison 

between the two ballett sets. 

Imi tation ( 

The ballett collections of Morley and Weelkes contain 

Many different kinds of imitative writing ranging from brief 

motivic exchanges to e1aborate imitative passages extending 

over several phrases. Yet despite this variety it is possible 

to see elements of personal style which distinguish one 

composer1s treatment of motives 2 and imitative technique from 

1 Alexander Ringer, "Melody," The New Greye Di~tionar~ of' 
Music and Musicians (6th ed., 1980), XII, 118. 

2 In a majority of cases the points of imitation are 
constructed from melodies which are not broken into smaller 
units and which do' not give rise ta significant musical 
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the other. lmi tation, "the :restatement' in close succession 

of a melody in different parts of a contrapuntal te~ture 1 Il) 

must be Gompared on the basis of observatiops drawn ,from 

motivic analysis. Several features relate specifically to 

this analysis. the number of motives per section, motivic 

length, the number of entries per motive, the number of grouped 

entries,4 and the kind-and extent of motivic variation. The 

use of imitation in individual balletts is presented in &~aph 

fOrIn as Appendices lA and B. These graphs identifyj the various 
, 

motives and provi~e a visual representation of t~e imitative 

activity. ( 
( 

'- -

" 
" 

Differences between the two collections in both the number : .... 

of motives per section and in motivic length are limi ted •. 
. 

Morley's balletts contain approximately ten percent fewer 

refrains with imitation and about eight percent fewer fa-las 
, 

éxhibiting two motives than those by Weèlkes. 5 Morl~y's canzonet 

and transi tional balletts, however show a marginally higher 
1 

average number of verse section motives thân the corresponding 

sections of Weelkes' work. Morley and Weelkes are virtually 

identical in their employment of simultaneous (as opposed to 
'. 

. 
development. Consequently l have chosen to calI these melodies 
motives rather than themes. Those melodies that do exhibit 
fragmentation will be referred to as motivic fragments. 

3 Apel, Harvard Dictionary, p. 402. 
4 Grouped entries are simultaneous appearances of a given 

motive in two or more voices, The treatment of motive l in the 
first section of Weelkes l IAlI at once weIl metl (Wl) provides 
seven examples. , 

5 The discrepancy between my second observation and that by 
Brown, who states that Weelkes "made less use than Morley of two 
points (either simultaneously or successively) within a single 
fa-la," arises from my decision to express this calculation as a 
percentage. Brown, Thomas Weelkes, p. 80. • 
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" 
epi~odic) tre~tment o~ multiple motives. Motive length in 

the two sets Ys also similar. For motives of two or three 
-, 6 ' 

quarter notes duration both volumes correspond, while Morley's 

balletts contain approximately ten percent more long mo'tives 

of seven or more quarter note beats. 7 The latter figure 

par~ially reflects a tend~ncy on Morley's part to elongate 

the final ~ote of his pripcipal motive entries. 8 

Weelkes' and Morley's: imitative passages also correspond 
\ 

in the' average number of entries per motive,9 but at the s~e 
( 

time Weelkes tends to group his entries. lO Approximately half 

of the imitative material in Morley's balletts appears eritirely 

. without grouped entries. further, apart from one example of 

three simultaneous entries in his 'You that wont to my pipes 

6 Percentage of entries with a motive length of three 
'quarter note beats or less; Morleyl 23.40%. Weelkes: 21.86%. 

7 Percentage of entries with a motive ler.gth of seven ~ 
quarter note beats or more; Morley 1 36.17%. Weelkes: 26.56%. 
The number seven is the first whole number above the average 
motive length of both_ se~ (6.027). 

8 An example is providèd by motive l from r~orley's third 
ballett. The length of th~ principal motive entry has been 
used for all of these calculations even in cases where this may 
not be the most representative ïength for the motive. The 
motive lengths of a'section motive may show tremendous variety 
as the result of rhythmic variation .. In the event of an initial 
double entry involving different motive lengths a subjective 
decision is at times necessary to determine which is in tact 
the main entry. Take for example motive III from Weelkes' 'On 
-the plains' (W5). ' 

9 Average number of entries per motive; Morley: 6.26. 
Weelkes: 8.61. . 

10 62.12% of Weelkes'motives appear in grouped entries as 
opposed to 48.94% of 'Morley's motives. "The fuller or brighter 
texture produced by pairing imitative entries obviously had its 
own attractions for Weelkes, thus it may not have been merely 
an attempt to give an appearance of organic respectability to 
what is often an unshapely and even redundant tenor that 1ed 
him to this practise of linking this part in parallel thirds 
or sixths with an imitative incident .in another voice." Brown, 
Thomas Weelkes, p. 80. 
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sound' (Ml)), all of the gr~uped entries in Morley's work are 

in,pairs. Two balletts by Weelkes contain examples of more 

than two simultaneous e~s of a given motive. ll Just under 

half12 of Weelkes m~es appear in two or more grouped entries -compared to only ten percentl ) of those by Morley. 
",~ 

The kinds and frequeney of motivie variation in the 

imitative sections of both ballett collections are similar. 
(' 

In arder of frequeney the techniques which give rise to motivic 

variation include rhythmie alteration, iricomplete presentation. 

of motivic material, intervallic variation, inversion, over

lapping motives, and alteration by extension. 14 Examples of the 

laat two ar,e eonfined ta thè Weelkes set. On several occasions 

an extended motive ia used imitatively in its own right. 

Examples are provided by motives four and two of Weelkes' 

seventh and seventeenth .balletts respectively (Examplè 1). 

In Weelkes' ISing we at pleasure' (W12) we find two 

examples of voiee pairing in which the original motive appearing 

in two voices ls set off agains~ a slightly varied form of that 

motive in two other volces (Example 2). 'These are represented 

by the small case letters a.. and b on the graphs in Appendices 

IA and B. 

It là hard to say w~ich collection rel~es MOSt on imitative 

techniques. Quantitfttive differe~ces between the number and 
, 

length of motives, the number of entriea per motive and the 
1 

kind and extent, of motiviq variation are slight. Certainly 

4\ 

Il Balletts and Madrigals: Numbers 4 and 5 . 
. 12 48.48%. -
13 10.64% 
14 S,ee' Appendices lIA and B for examp1es. 
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Examp1e 1. ,Weelkes, Bal1ett No. ~7 'We shepherds sing,' 
meas. :31-40 . 

,-

t; 

. . 

" 

" 

~I -
r. ,1. r 1. '1. l' 1& 1.; 1& la la 1. i __ 

J. ~I~ J (âl~ 1)1J J ;l ~~ ~; ... ,-
Fa 1 .. la 1. 1& __ la la la 1&. la la 1. 

• a)JJ li 4 14 !i. Ji 
Fa 1. 1. 1& ,1. la"---'" 1. la 

(J. ohr r 1 è)p r r 1 F J W ,{C' p r r 
. Pa 1. la 1. 1. la la 1. 1. la 1 •. F. 1.1. JI. 
C,} ) .~ 
.. iI'l F' P Fr IF' p t:ït 1 .. 
.Fa 1& 1& Sa la la 1& JI. la _ la 1& 

, . 
Il 
IJ ~ , 

+ 
I~ - ~l------"" - -.~-, 

t.J < r -
J.l. 1& 1. la la la 1& la la 1& la . 

Il _ ... ---- ... _~~ 
V 

la 1. la 1. la la 1& la la la 1. , 

.~ 
1. 

... ~ ~ 
1. la ==:::::===-

1111 

.J VV ........ .. .. 
_ JI., r. la + la -------.:- ---.~ -- -~ 

,-
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1 .. 
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Example 2.0 Weelkes. Ballett -lio. 12 'Slll& we ,at pleasure, 1 

meas .• / ,3-81 ,34-43 

lue 

'Coll - te.t • our , 

i J 1 J. ), J 1 
Co eDt la our 

r, 

a riDr, 

\ 

tJ '. t"nt {. our trea-Iur", CoD - teat ,_" our 
Il 

. -.1 

fi 

trca- tllU'e, COD - te'nt 

trcu" liure. Con - tent 

11 OH' tru-liure, 

Il our 

tH&'~ure. 

liure, 

-.lt; 
trel\- Bure 1 CIlD - teD~ il our trea-Iure, our· . trea-Iure, 
a' (&.~J~ ----, 

li ODJ' trea-IVe, COD - tellt 111 our trea-Iare, 

.... er Ilnl:, lhaU 

~-.. hàll dallC - 1Dr;- 'v er 

J 1 J j IJ J 1 J J 

d&IIC. lD&'- \ '" " 

l, 

A , 

.. " --, 
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Exemple 2. (eontinued) 

~ " .- a_ -. l 

... , --r 

Blnri. linS· doo - ÛII- 0\' - er ov - cr 

Il ,.. , ( - ~. ... -' 

V 
, 

aiD,. .Ing. ahaO daDa- tng_ e., · er ' , 
fil 

t) 1 

ev - er lin«. Bh~1l duo - iDt: ev · er lilll. 
~ Il 

-,..- -,. 

jiTtT . 
• iDe , 1iD«. dallo - IDs- eT - e:r eT- .. 

. . { -~ .,. fl- a 

~ lins lhall daDe • illl_ e., · er Blac. 
. 

both sets contain examples of imitative style ranging from 

~ brief motivic exchanges to dense imitative writing. But because 
~" 

the Weelkes set contains more canzonet balletts this in itself 

indieates a predilection for contrapuntal texture.and irnitativ~ 

. style o~ his part. 

Moti vic Uni t~ 

~ 

The management of melodie materials invalves the creation 

of a delleate balanee between uni ty ~d variety. Motivlc 

variety la achlev~d by ~he alteration of a motive shortly 

following its introduction in such a way that th& new form of 

the motive is recognfzed as an al. ter~d version of the original 

melody. Motivic unit y, on the oth~r hand, arises when 

similarities are heard between different melodic materials. and 

alSG when .xact motivic repetitions appear apart from their 
" '. . ' 
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, original entries. Consequently, moti vic variation refers to 

di~ferent melodic materials and exact repetitions of motives 

previously worked out. In addition, motivic unit y eneompasses ' 

al'l melodies used in a unifying _way, even when that material 

ia not involved in a point of imitation. 

Although both volumes of balletts contain examples of 

melody us ed ,as a unifyi:ng f'actor. this application of melody . 

assumes greater,importanee in the Weelkes set. lS When eompared 

with the Morley collection, approxirnately twenty percent more," 

balletts from Weelkes' Balletts and Madrrgals -contain re1ated 

or exaetly repeated melodies and more than fifteen percent more . " 
have two or more examp1es of such melodic relationships.16 ." 

Melodie repetition as ~ unifying element appears to be used to 

a similar degree in both sets. Three of Morley's ball~tts17 
show the exact repeti tion of a motive removed from i'ts initial 

appearance as do four of Weelkes~~18 Very few balletts from, 
1 

either volume contai!) more than two melodies béaring a dire,ct 

resemblance to one another. One example ls provided by Morley's 

'About the maypole' (MIl) in'~hieh the second parts of the 

related third and-fourth motives of verse two correspond to tne 
\ 

15 Wee1kes, unlike Morley, uses ostinato figures in fi ve of 
his balletts (Balletts and Madrigals: Nurnbers 2, 9. Il, 12 
and 16). Whether these figures rely on one or two voices tHey 
oeeur primarily in the refrain sections and usually appear in 
conjunction with rnoti~ic material. Like sequences and 
repetition iri general, ostinato figures contribute a sense of 
continuity to the passages in which they occur. 

16 Pieces.which contain related or repeated melodie material; 
Morley: 46.6%. Weelkes: 64.7%. Pieces which contain two or 
more examples of related or repe'ated melodic material; 'Mor-ley. 
13.3%. \tèelkes: 29.41%. . 

17 The First Booke of' Bal1etts. Numbers 8, 12 and 15. 
18 Bal1etts and r!:adrigals J Numbers 2, 7, 12 and 14. 

1 
1 

,. 

r 
1 

! 
i. 



.' 
Ir-------------------------------~~--~~--~----

t .... 

o 

48 _ 

unified first and f~fth motives of the refrain (Example J). 

Example J. Morley, Ballett No. Il 'About. the maypole' 

Motive III Motive IV 

, r r J'Q"fF 1 
l\7otive l Motive V )VIotive V (:fragment) 

Zî i Ir ~ iB'r -ff IfE; ë' 

~~tiOnal\ex~Ples are found'in Weelkes' fift~ and eleventh 
. , 

balletts. In 'On the plaine' . {WS) motive one is 'outlined by 

motive two and presented in an expanded form as motiv~ three 

(Example 4) •. 

Example 4. Weelkes, Bal1ett No. 5 'On -:the plains' 

" 
Motive l Motive II Motive III 

r F 
" jï' 'u [cr F 

., . 

1 Bro~'s evaluation of Weelkes' 'In pride of M~' (Wll) takes 

the idea ot: related and varied melodic materials one step 

further. His conception of 'thematie evolution,' in which 

melodie development arises from the gradua! introduction of . , 

'variat~on i~ a chain of,related melodie~. ia illuètrated'by 
~, .. 

, Example S. To a 1esser degree Morley' s fifteenth ballett also 

exemplifies melodie development. Here a rhythmically varied 

, , 
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form of' motive one la fragmented ta yield a new motive 

(Example 6). 

Example 5. Wee1kes, Ballett No. 11 'In pride of May,19 

Motive l 

$ r r fi r 
Motive IV 

, l f f' V r 
Motiv~ v. J 

l 

r F' pEtr" 
'With joy begin the spring'._ 

Motiv~ VII iEJ 
J 

'\.. 

Example 6. r.~orley, Bal1ett No. 15 1 Thof\e dalnty daffodi11ies' 

Motive l o 

• Motive l (rhythmic ied) II 

J 

19 Brown, Thomas Weelkes, p. 86. It shouid be noted that 
not all of the important motives of thls b~lett are considered 
in this analysis and that the f'ourth excerpt does not present 
genuine motivic material. 
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Within the form unit we agknowledged the importance of 

melody in rela~ion to th~ concept of form in music. Concerning 

the form Of~usic (or Qa1lett forro p~oper) it is interesting 

to examine the distribution of related and repeated melodie 
\ ../ 

material between the verse and refrain sections of this 

bipartite structure. Material shared between first and second 

verses, first and second refrains, and ,verses and refrains' in 

all possible combinations will be considered. 

Morley often places repeated or related melodic materia1~' 

in his first and second verses; first and second fa-las, or 

both, establis~ing a sense of unit Y between the two sections of 

his balletts. 20 For example, in Mor1ey's 'About the maypole' 

(MIl), the opening phrase of the'cantus voice is similar for 

both'verses and motive one from the, first refrain is an inverted 

fragment of motive five from the second fa-la. six balletts 

in the Weelkes collection exhibit similar relationships between 

verses and refralns. 2l Motive one, which opens the first verse 

of Weelkes l ISing we at pleasure' (W12), corresponds ta the 

fourth motive which appears in the Middle of the second verse • 
. 

• For Brown this point in the composition aIso suggests the 

beginnlng of an expanded recomposition of the opening eight 

bars. 22 In addition to the relationship just mentioned. the 

ostinato in the cantus and quintus parts in bars fort y-six 

through fifty-one rese~bles motive two as it appears in the 

. first verse and first refrain sections (Example 7) • 

20. îh.§ First Booke Q:J BalI etts 1 r-;umbers 8, 9, Il, and 12. 

. 

21 Balletts and Madrigalsl Numbers 2, S, 7, 12. (18) and 22. 
22 Brown, Thomas Weelkes, p. 87. 
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Example 7. Weelkes, Ballett No. 12 ISing we 'at p1easure' 

Motive 1. Verse J 
$rMfFj j 

Motive IVa, Verse II 

*( r-
~ Ostinato Figure 

, f D'f C H' 
Motive l Motive 11+, Refrain l 

:t fpi:" • 

vr r 
A"f!I. innovati ve formal gesture is provided by Morl ey' s 

'What saith my dainty dar1ing' ~M9). Here the opening melody 

in the cantus part relates to the c10sing melod~ in t~e cantus 

part of the altered second ending. This unified melddie 

material essentially frames the bal1ett (Chapter l t Exampl e 1). 

Wee1kes composed a number of bal1etts in which related 

melodie material is shared by the first verse and first refrain 
, ' 

or the second verse 'and second refrain. 23 In 'Give me my heart' 

(~7) he uses the extended version of motive four from the 

second verse for his second refrain. With ref~renee to 

, 'Farewell my joy' (W21) Brown notes that "the melismatic wri ting 

at the beginning of the second verse section.. . . anticipates 

23 Balletts and MadrigalsJ Numbers 7. 5. 12. i4, 21 and 2,). 
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the sequential treatment whieh dominates the working out of 

the concluding fa-la. ,,24 The Morley set provides no examples 

of this type of unity. 

In summary, motivic uni ty plays a significantly larger 

role in \Veelkes' Balletts and Madrigals. Although few balletts 

from- either collection contain more than two interrelated 

melodies, a greater number of directly repeated or related 

pairs of melodic motives appear within the individual pieces of 

the Weelkes set. Concerning the' distribution of unified 

material in relation to formal sections both Morley and Weelkes 

place related motives in their first and second verses, cor first 

and second re:f'rains. but Weelkes alone uses motivic unit y to , 

strengthen the association between the verse and refrain units 

wi th in a single ballett section. 

1 

Sources of Melodie Material 

~lhereas motivic unit Y refera to r~lationshiPs between 

motives within a piece, motivie relati~Is~iPs between piece~ 
consti tute musical borrowing. Clearly i t iis impossible to 

prpvide a statistical comparison between the balletts of Morley 

and Weelkes of the number of quotations from preexistent 

compositions, simply because the scope of this analysis does 

not guarantee the discovery. of all examples of borrowing 

present. It is however important to survey the various soure es 

of borrowed materials, placing special emphasis on the melodies 

directly taken by ':Jeelkes from Morley' s First Booke of Balletts 

24 Brown, Thomas Weelkes, p. 88. 
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and IÙSO on the quotations from his own ballett collection. 
!or 

l'l1eelkes deri ves his melodies from a broad range of 

sources. He appropriates materials :from his own Balletts and 

Madrigals and other c~11ections,~5 :from Morley's First Booke 

of BalJ.etts and other works, 26 and possibJ.y also 'from 

additional sources unrecognized to date. Brown suggests that 
. 

melodic frag;ments borrowed by Weelkes trom wi thin his ballett 

set "may imply sorne chronological significance in their printed 

order, a hypothesis which gains sorne support from t~e eq~oes 

which certain works contain of sorne other compositions printed ~ # 
.. l. '-'ri'" » ~ 

close bN' in the volume ... 27 An example of this is provided by 

the first motives in Weelkes' sixteenth and eighteenth balletts. 

\ Most important to this study B!e the examples of direct 

musical borrowing by Weelkes from Morley's First Booke of 

Balletts. Certainly there cah be no greater admission of 

influence (Table I). Weelkes' decisLon to borrow me10die 

materials from his central model parallels Morley's treatment ' 

of Gastoldi's Balletti. 

25 vveelkes' 'Lo country sports' from ~~adrigals to Three, 
Four, Five and Six Voices (1597) provides the framëWork for 
the setting of the second line of 'Sing shepherds. atter me' 
(WI4). Brown. Thomas Weelkes, p. 85. 

26 1 Besides a fountain' from Morley' s Madrigals to Four 
Voices (1594) may have suggested the opening of Weelkes' 
fourteenth ballett and certalnly provides :four bars in the 
second halte Ibid. 

21' Ibid., p. 79. 
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Table 1: Material Borrowed by Wee1kes from 

Morley's First Booke of Balletts ~ Five Voyces 

Ml 

MS 

,Morley 

,1 Daint y fine sweet nymphe 
(First Refrain) 

'Singing alone' 
(First and Second Verses, 
Motives) 

M6 '1 No no Nige11a' , 
('Second Verse, Opening) 

M7 'My bonny 1ass she smi1eth t 
(First Refrain) 

Ml2 'My lovely wanton jewe1' 
(Second Refrain) 

Weelkes 

'W1 'Al1' at once wel-1 met' 
,W2 'ro shorten winter's 

sadness 1 

w4 'Whi1st youthful sports' 
(Refrain Sections)28 

W7 'Give me my heart' 
(First and Second Verses, 
~otives)29 ' 

W2 'To shorten winter's 
s'adness' 
(Second Verse, 'Opening»)O 

Wl7 'We shepherds singe 
(First Ref~ain)3l 

W21 'Farewell, my joy' 
(Second Refrain)32 

The majori ty of the melodic materials borrowed ~Y Morley 

come from Gastoldi'g Balletti ~ cinque vocl and other sources 

from which he borrowed text • .33 Kl3rman notes that "many me10die 

similarities ••• may be detected between Morley's compositions 

and their Italian models. The 'Verse' sections of Italian 

ballets are so el ementary in st yI e that we cSn hardly blame 

Morley for taking the attitude that it was not worth his trouble 

28 Ibid., p. 81. 
29 Ibid., p. 85. 
30 Ibid., p. 81. 
31 Brown describes this work as a Il'patchwork composition. " 

The opening verse section recalls that o~ 'To shorten wlnter's 
sadness,' and the first fa-la is founded upon the corresponding 
passage of Morley L,S 'My bonny lass she smileth.' If Ibid •• p. 
82-83. 

32 Kerman, The Elizabethan Madrigal, p. 0148. 
33 See Tables la and b. Chapter 2, pp. 15-16. 
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to concoct new variations on Gastoldi's established" 

patterns. "J4 The relationship between Morl ey' ~ • Fire fire', 

(M14) and Marenzio's'A la strada (II a J, 1585) confirms ... 

Kerman's impres~ion that Morley tended to keep an eye on the 

Italian compositions from which he borrowed texts. J5 

Three examples of motivic material shared by pleces in 

the Morley volume appear as Example 8. These relationships. 

'which may or m~ not have been intentional, all involve 

Morl~y"s '1 ,saw my 10ve1y Phillis' (M8). 

, 

Example 8. Morley, Ballett No. 
Bal.lett No. 
Ba1lett No. 

8 '1 saw my 10vely Phi11is' 
5 'Singing alorte' 
12 • My 10vely wanton jewel' 

"' (M8) Motive l 

$ J. r 
(MS) Motive IV 

Bd(j'$l 1 J :r 
(M8) Motive IV (~U2) Motive III 

; lU .. J j J 1" d: U 1 j 1 

t -

On a structural level one can identl:fy further exampl-es 

of musical borrowing. \iJhereas Morley chose to fo1low the 

dimensions of his Gastoldian modelJ6 we~lkes began to copy 

34 Kerman, The Elizabethan Madrigal, p. 142. 
35 Ibid •• p-. -1#5. v 

36 IILike Gastoldi. he has a total of twenty-one ,pleces o'f 
which t'ifteen only are ball ets, and his 1ast number. like 
Gastoldi' s is a dialogue t'or double chorus. Il Ibid •• p •. 138. 
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56 
Morley' s arrangement of his balletts by separating the ballett 

and madrigal pieces and ordering them ~irst by ke~ signature 

then mode. J? The latter provides yet another example of 
, 

influence between the sets. Even though Weelkes fails ta follow a 

Morley's organi~ational system beyond his second ballett it 

remains significant that both compas ers turned to thei~ 

models for structural guidance. 

In view of the fant that examples of musical borrowing 

may have been overlooked it is impossible to decide which 

composer depended rnost on preexistent compositions. It seeme 

ta have been an imp'ortant stylistic feature for bath. 

Certalnly the existence o~ direct quotations by Weelkes from 

Morley's First Booke of Ballette ~derlines the influence 

this earlier volume exerted on Weelkes' treatment of the $orm. 

" 

.. 

. . 

, YI ,J3rown, Thomas Weelkes, p. 79. 
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Chapter IV. Rarmony , 

Modal and 'tonal elements coexist in the balletts ..of Morley 

,and~Weelkes, The present unit will treat modal-~Qnal 

organiz~tion, cadential structure,. modulation, chordal 

progressions and harmonie rhythm in turn. 

Modal-Tonal Organizâ~ion 

Features such as the use of modal key signatures, the 

grouping of pieces by mode and the observance of standard 

clef combinations reflect the 'modal tradition from which these 

pieces stem. Not only do both sets exhibit modal key 

signatures, but the pieces are further ordered ta present al1 

untransposed w~s, with the exception of Morley's 'You that 
\ ' 

wont to my pipes sound' (Ml), beiore the transposed balletts. 

Moreover, Morley consistently groups his pieces by genre and 

mode while Wee1kes -- though he begins to :follow this 

arrangement -- falters after 'To shorten winter's sadness' (W2) 

(Tables la and b). Rere the ba1letts and madrigals are mixed 
, 

together ancÏ the. modal groupil'}gs are inconsistent al though the,. 

pi eces appear ~o, be roughly groupe~ according to :final. 1 The ';,,~i~, 
use of chiavi naturali (Cl. cj, C4, F4) or chiavette (G2, 02. 

C). FJ) clef combinations :for all of the ba1letts in both 

l 'Give me my heart' (W7) ia an i!xception. 
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Table las Modal Dèsignatio,ns* and C:)..ef Combinations . i 
~ Morley; The First,Booke of Bal1etts to Five Voxees 

- '1 - ----
-: 

i' 

• 
Incil>it 

T/ 

'Dainty fine sweet nymph' 
\ 

'Shoot falae -love l: ca:r~ not ~ , . 
'II 

'Now is the iùont~ oi M,ayi'ng' 

ISing we·and chànt it'_ 

• Si.l;1gin€; aldne' 

'No no N~gella' 
" 

'My bonny lasa sne smileth' 

'I saw my lovely Phillis' 

'~~at saith rny dainty'darling' 
o 

'Thus saith my Galatea' 

i " 

.... 

Mode' 

Hypomixoly(Îian 
lf. 

" 
., 

.' , , 

fJ 

J. ~,_ .. . , .. 
.... 

Mixolydian 
., 

Hypoloniah 
.. -/ 

Transposed Dorian 

.. 

,. 
\.. . ';) 

o-~ 

.. _ "It [j .. ,1 ~ 

. ",-

Clef~Combination 

Chiavi Naturali 

't 
, 

1 * The assignrnent of modal designations'to polyphonie pieèes on the basis o~ tenor ambi~s can 
be problematie when this voiee is in,mixed mode. The six tenors in mixed mode ~rom the Morley. 
set (Ml, 7. 10, Il, 12 and 14) do not pose a problem for ~hey operate primaril~ within either, 
authentic or plagal ambitus and owe their extended ranges to oeeasional me10dic gestures. Th,è 
same does not, however, ho1d true for those t~nors in mixed mode ~rom the Wee1kes collection 
(~7, 9. 12, 16, 17, 18, 21 and 23). Rere both ranges are freely used and it 1s necessary to 
consult the cantus part, w~ich usually shares the sarne mode as the tenor, to identify the mode. 
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Table la (continued) 
~ 

Incinit Mode Clef CombinBtion 

'About the maypole' 

'My lovely wanton jewel' 

'You that wont to my pipes sound' 

''l(fe , :rire' 

'Those dain,ty dà.:rt'adillies~ 

~ransposed Dor~aq 

.. 
Hypoaeolian 

Transposed Hypoionian 

.. . 
".. -., Table lb, Modal Designations and Clef Combinations 

'Weelkes, Balletts ~ Madrigals ~ r!!! Voxces 

Ine 
'1 
1 

'All at once weIl met~1 , 
~ , 

'To shorten winter's~éadness~ 

'wRilst youthful sports' 

'On the plains' 

'Give me ml' heart ' 

tHark all ye lovely saints l' 

Mode 

,H~cùnix(nydiq 

Mixolydian 
.. 

Hypomixolydian 

Il 

Dorian } 

Hypomixolyd~an 

.. 

c.: 

Ch4.avette 
.. 

Chiavi NaturaJ.i 
Il 

Il 

\ 
t 

~ .. ......--,1 

C1e:r Combination 

Chiavi Naturali • 

" 
.. 
Il 

.. 
Il 

, l''~Î 
! \A , ''0 

" 

~ 
,", 

" 
,~ 

~ ·:i 

~ ~~ 
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.- .,..-{ 
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Bi~ 
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If 
12 

14 

l 15 

16 

17 

8 ~ 

'," 

a 

p 

, 
'Say dainty dames"-

. 'In pride of May' 
~ 

ISing wè at pLeasure' 

• 

'Sing shepher~s arter me' . 

1 'jJelc~me sweet ~ 
'Lady your eye' 

'We shepherds singe 

; 

.. ~~ 

·C 

Table lb (continued) 

. Mode 

Hypomixolydian. 
n' 

Mixo1yd~an 

.. 

~ 18 
~~ 

fI love and have my love regarded' 

Transposed Hypoionian 

~. Ionian 

'Transposed Hypoi~ni~ 

Transposed Ionian 

Transposed Dorian 

Transposed Hypodorian 

Transposed Dorian 

21 

22 

2) 

'Farewell my joy' 

'Now is my Glaris' 

'Unto~our tlocks sweet Corolus' 

\ 

$, 

~ 

" 
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Ç1ef Combination 

-
Chiavi Naturali 

.. 
Chiavette 

If 

Chiavi' Naturali 

Chiavette 
Q\ 

Chiavi Natural.t- 0 ,. .. 
Ghiavette 

Chiavi Natutali 
, .. 

Chiavette 
.. , 

1 
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'sets is another traditional element. 2 As indicated by Tables 

la and'b the correspondence of clef combinatiOn and mode ls 

consistent in all but three cases, Mor1e~'s second and Weelkes' 

ninth and eighteen balletts. J 
~ 

Einstein credits the lighter forms of music sueh as the 
, 

ballett with harmonic clarification leading towards the modern 
~ , 

~~jo~minor key ~yàtem.4·certainiy m~sical features in the 
1/1 

pallette foreshadow tonali ty J kJy.f~éignatures or . 
1 - , 

accidental's that suggest a maJor or minor key l '. harmonie 

prQgressions that follow a 'tonal' tonic-subdominan~-dominant-
J 

tonie pattern, bass lines that assume a harmonie rather than 

'melodic function. cadénces which conform te modern harmonie . 
nomenclature, and tonal cadential structure. It should be 

noted that the designation of certain of these elements as 

'tonal' is open to interpretation. For example modal and 

tonal key signatures are identical in the case of ionian and 

"C major and cadential pitches may also be -t:aken to indieate 

both systems. The customary cadential pitehes in modal 

practise (the final, confinaI and repereussa when dtfferent in 

the plagal modes) are one and,the sarne as the tonic. dominant 

and subdominant chord roots of the tonal system. Richard 
~ 

2 The altus ~art clef in Morley's eleventh ballett is Cl 
rather than C2 as, required by the chiavette clef group.- -

J to ••• The authentic modes (l, J, S,-ri) were set in high 
clefs (chiavette) and the plagals (2, 4, 6,8) in 'normal" 
clefs (chiavi naturali). Plagal and authe~c deuterus were 

.distinguished by using c'2, c'4, 1'3. f5 cl for mode 4. 
Harold Powers. "~'jode," The NewoGrove Dictionary of Music and 
Musicians (6th ed., 19S'(j"). XII, 401. . --.. 

.4 Alfred Einstein, The Italian ~r.adri~al (Princeton, New 
Jersey; Princeton Unimsity Press, 19 9), Yb1. 'II, pp. 606.-
607. ' 
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Crocker, who féels that use of the "right kind of tonal plan/! 

ia indicative of "tonal order" but not of the "historically 

restricted concept of tonality," suggests that cadences in 

chant might weIl be arrange di according to 'tonal' designs.S 

By the sarne token the cadences ln these balletts resemble the 

perfect, imperfect and plagal cadential formu1ae of tonal music 

although they arise as the coincidental byproduct of 

contrapuntal style •. 
-' .. 
Tonality le more than an aggregation of isolated 'tonal' . 

characteristics, it involvee the determination of key by chordal \ 

structure instead of melodic'formulae and patterns. 6 whilé 

Einstein may in retrospect see fit to emphaeize çertain ~ona1 

features it is not reasonàble to isolate those elements and 

label the music tonal. As Croc~er points out, ". .'. 18th

century tonality did not exist Ul'ltil the 18th-century ... 7 

Recognition of the modal framework on which this music ls oased ... 
is essential to understanding it. 

Cadential Structure 

, Th~ New Grove Dictionary 2! Music and Musicians defines 

cadence as. 

, h 

.5 "The right kind of tonal plan Is one wi th a maj ori ty of 
cadences on tonic and dominant, those on the tonie being 
placed at beginning and end, those on the dominant somewhere in 
the middle, re1ieved by cadences on other degrees so placed as 
to provide variety wi thout obscuring the over-all plan." 
Richar~ Cr?cke~. review of Edward Lowinsky's Tonality and 
Atonal~ty !rr S~xteenth Century Music (Los ~geles: University 
of California Press. 1961), in Joûrnal of Music Theory, VI 
(19~2), 146. --

6 Carl Dahlhaus. "Tonali ty, Il in The New Grove Dictionar~ of 
Music and Musicians (6th ed. r 1980);:KIX;-S3. 

? Crocker, Review. 146. 
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The conclusion ta a~phrase. movement or piece 
basad on a recognizable malodic ~ormula. harmonie 

\progression or dissonance resolution: ••. 
While the modern notion o~ cadence almost 
invariably implias harmonie resolution, either 
from the dominant or towards the tonic or 
dominant. until the l6th cantury cadences in 
polyphony were governed entirely by linear 
considerations . • • [F]or Zarlino (le 
istitutioni harmoniche. 1558) the cadenza perfetta 
was the resloution of two parts to the octave. 
and the cadenza imperfetta (sfuggita) the -
resolution to the 3rd (loth) or 5th (l2th).8 

-Moriey' s reference to upward resolution o~ the leadi~ to~e in'· 

a voice, from the penUltimate to final cadentifil chord, as 

'carrying the cadence' in that particular voice indicates that ' 

he too considered the cadence a melodic rather than harmonie 

event. 9 Helen Bush argues persuasively that "the [early] 

theorist. while aware of the chord as such, could explain it 

in the absence of a chordal terminology - - only in terms of, 

intervals reckened above and below the tenor. lO In this section 

l will disQUSS phrase structure, kinds of cadence and cadential 

dissonance. 

Cadences May be likened to the punctuation in a liter~ 

work in that they provide important points of ~est in the 

musical fabric. The resul ting phrase structure is an important 

hallmark of style that invites comparison betwe.en the ballett , 

collect~ons. The verse sections of Morley's simple balletts 

, 
8 W. S. Rockstro, George Dys~n, William Drabkin and Harold 

S. Powers. "Cadence, ft in The New Grove Dictionary of Music 
and Musicians (6th ed., 19BOT,-rII, 582, 584, 585. 
~ Morley, A Plain ~ Easy Introduction, p. '22)-25. 

10 Helen Bush. "The Recognition of Chordal Formation ·by 
Early Music Theorists," Musical Quarterl~. XXXII (1946), 
240. 
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show fewer phrases of regular 1ength than those of Weelkes. 

Mor1ey's sixth. tenth, eleventh and thirteenth bal1etts contain 

one or more line 1 engths differing from the usual two measure 

phrase pattern, and his fourth ballett, though regu1ar, has 

phrases four bars long. Only Wee1kes' 'We shepherds sing' .. 

(Wl?) deviates from the standard two measure phrase pattern. 

As might be' ex'hcted the canzonet ballett verse sections of ' 
)1 , 

both sets show the greatest irregularity of phrase structure. 

Whereas the textual 1in.e and musical l?hrase lengths are c10se11 

connected in the verse sections set homophonically, 

sy11abically-set simple bal1ett verse sections, the potential 

for musical expansion provided by imi~ative writing and 

cadential elision in the canzonet bal1ett tends to promote 

longer. less regular phrase length. Richard Hudson and Suzanne 

Cusick describe the ~sfo~ation of the canzonet balletts 

'Lady your eye' (W16) and • l love and have my love regarded' 

(W1B) "into vocal chamber music by eliding contrapuntal 

phrases and in partieular. by madrigalian devices that render 

both rhythms and phrasing erratic. ,,11 The faet ·that only 1 the 

canzonet-like imitative sections of the transitional'balletts 

show irregular phrase 1engths strengthens the connection 

between the canzonet-style verse section and irregular ".phrase 

structure. In both types of verse section, in accordance with 

Zarlino's Ideal Of the ~adence as musical punctuation,12 

Il Richard Hudson and Suzanne Çusick, "Balletto," in 'The 
New ,Greve Dictionary of Music and Musicians (6th ed., 1980), 
II. 93. 

12 Imogene Horsley, review of Gioseffo Zar1ino. Le istitutioni 
harmoniche [A faesimi1e of the 1558 Venice edition] (New Yorks 
Broude Brothers, 196.5), in Notes, XXIII (1966-67), 518. 

, 
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attention is generally paid to the textual as weIl as musical 
r 

line. The refrains, which make extensive use of elided 

cadences and usually share the imitative style typical of the 

verse sections in canzonet balletts, show considerable 
) 

irregularity of phrase structure. When paired with the choppy 

two measure phrase lengths characteristic of the verse 

sections of simple balletts the irregular phrasing in the 

·refrain px:ovides a weI come contrast. In summary, the strongest 

contrasts in terms of phrase structure_ appear to arise from 

diN'erences between the types of' balletts and-.ballett sections 
\ 

'- \ 

rather than from the personal styles of' Morley and Wee~kes. 

Morley recognizes two' tYP,es of cadences in his 

Introductions 

~ here be examples of formal· closes in four, 
five, and six parts, wherein you must note that 
such" of them as be marked with this mark * serve 
for Middle closes such as are commonly taken at 
the end of the first part of a songl the other 
be final closes • • • 13 

For the purpose Of, this disc'fssion the antl.penul timate 

chord, in conjunction with the penultimate and final chords 

of the cadence proper, is considered part of the cadential 

unit. It is in the antipenultirnate chord that we find the 

greatest difference between cadential tre~tment in the Morley 

an~'~Jeelkes collections. In the Morley set the five chords 

Most commonly used ta approach the cadence are, in arder of 

frequency, It lI}, 14, IV and VII;14 In Weelkes' set the 

--=113 Morley,! Plain and Easy Introduction, p.228. 
4 The first three of these are used with approximately 

the same degree of frequency. 
1 
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following chprds, l, I~, IV, II and VII meet this criteria. 15 

Although often employed by Morley the II~chord is rarely 

used by Weelkes as an approach to the cadence. The 

exceptionally strong.emphasis that Weelkes puts on the l and 
, 

I~ chords prior to the cadence proper results in a lack of 

variety greatly in contrast with the wider range of 

antipenultimate chords employed by Morley. 

The cadences used by Morley and Weelkes are 

indistinguishable from those associated with modern harmonie 

nomenclature. In both sets the perfect dominant-tonie and 

imperfect t~nic-dominant cadences are the most frequentIy used 

full and half closes respectively. 
c' 

PJ.âgal. decepti ve and . (; 

VII' l cadences fill out thè range of cadences used inithese 

sets. The most typical cadence found at major formal junctures . 
in both sets is I~ VI. Apart trom the ant'ipenul timate chord 

the full and half close cadential' figures used by, Morley and 
, 

Weelkes are very similar and relative~y unvaried despite the 

wealth of cadential formulae to which Morley alludes in his 

Introdùctions 
,1 

~d though you have here sorne of every sort of 
closes, yet will not l say that here is the 
tenth part of those which either you yoursel~ 
may aevise hereafter or may find in the works 
of other men, when you shall come to peruse 
them; for if a man would go about to set down 
every close he might compose infinite volumes 
without hitting the mark which he shot at; 
but let these suffice for your present 
instruction, for tha't hy these you may find an 
infinity of,other which May be particular to 
yourse1f .16 

15 II and VII ar,e used wi th ap~roximat el~ the s~~ d"egree of 
frequency. 

16 Morley, A. Plain .aru1 ~ Introduction, p. 241-42. 

;, 
,< 

r, 
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In conjunction with the discussion of text-music 

relationship we treated expressive dissonance. ~ne of the 

two principal kinds' of dissonance.17 The remaining category, 

cadential dissonance, concerns the use of non-harmonie ton es 

within the three chard c~dential unit. 18 Here four-three 
'. 

suspensions are by far the Most common dissonance in both sets 

although examples of seven-six suspensions and the ornamental 

use 'of non-harmonie ton es are also present. Use of the seventh 

in the-penultimate chard of major cadences does not appear to 

have been a priority. Apart from increased employment of 

the rIt antipenultimate chard in the Morley set the treatment 

of cadential dissonance in the two collections under 

consideration is very similar. 

MOdulation 

Despite the modal tradition from whlch these ballettQ 

stem they May be analyzed in terms of key area and modulatory 

activity.19 Morley himself makes reference to ~ey change in 

his Introductions 

17 .Zimmerman cautions that a thlrd type of dissonance, mid
phrase dissonance unrelated to textual considerations, Is 
typical of the 'unvocal' instrumental nature of these balletts. 
Zimmerman, "Features of Italian Style," p. 187. 

18 Cadential and expressive dissonance May be one and the 
sarne when a "word signifying hardness, cruelty, bitterness and 
ether such like tt eccurs at the end of a textual line. Ibid., 
p. 184. The words lAye me' from Merley's IFire fire' (M14) 
exemp1ify this double classification. ~ 

19 Altho~gh it is possible ta consider these pieces in terms . 
of major and minor key areas it is not my intention to assert 
that the balletts of Morley and \"y'eelkes are tonal compositions 
in the full 18th century sense of the ward. Because keys can 
be reeognized in a rough way l fee! that this discussion of 
relationships between 'tonal t areas is justlfied. 
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• • • and though the air of every key be different 
e from the oth~r yet sorne love (by a wonder of 

~ ature) ta be joined to others, so that if you 
egin your song in Garn ut you may conclude it 
ither in C fa ut or D sol re and from thence 

come again to Gam ut, 1ikewise if you begin your 
1 song in D sol re you may end in A re and come 

again to D sol re, etc.20 

Modal characteristics and the free treatment of accidental~~· 

the latter notably in the Weelkes set. 21 do however cOmplÙ!Bt,e 

the recognition of 'tonal' centers. 

For our p~poses movement away from a key by the addition 

or deletion of accidentals must be confirmed by the presence 

of a cadence in the new key area. Consequent1y a passage such 

as Example l that does not involve a ch~ge of tonie 

estaolished by a cadence cannot be sud to modu1ate. 

Mod~ation May involve the presentation of a whole phrase in 

a new key ~ea or mid-phrase key change, but in both cases a 

defining cadence i6 ·mandatory. Despite the importance, which l 

have attached to the cadence as a harmonie 'landmark' a phrase 

in\the old key that,cadences with a secondary dominant does not 

modulate. 

Example 1. \'leelkes, Bal1ett No,' 8 'Hark all ye lovely 
saints,' mealS. 28-34 ' 

1 1 1 1 

r r r r'" 1 1 1 "1 r r 1 ... , If,,",", , 
J 1 J J 1 1 1 1 

f 1 f 1 1 1 1 1 

Fa la 

20 Morley, ~ Plain and Easy Introduction, p. 249. 
21 Pi tches al t,~red by accidentais which recur wi thin the 

space of a moder~bar often retain the sharp or fIat in the 
~~ '" '" 

-.. 

" 

l Il 
1 
1 

1 

1 
1 
i 
1 

! 

, ' 
·1 
! 
i 

J' 
1 

1 
1 
L' 



. 
, 

o 

() 

.. ~ •• * ~ j , 

1-. 1 1 

l ~, 1 , , 
fJ J ~ 

69 
, 

( 

Example 1. (continued) 

1 J J J J J 1 

1 1 1 r 1 1 

J J J J ;,-- ..... ; J 

1 T 

. 
{) 

'l • 1 
tri 

1 1 

\ J 1 
, 

r , 

Undoubtedly modulation p1ays a Iess important r~le in 

the highly compartmentallzed ballett than 1 t might in longer 

less,struetured works. Nevertheless modulatory activity, whieh 

ia similarily placed ln the compositions of both composers, 

imparts a certain formal shape to these pieces. At the outset 

of the first verse the principal key area is usually 
/ 

established and a cadence ln this key.ls expected. In this 

regard Morley's twelfth and thirteenth balletts and Weelkes' 

twénty-second bal~ett are exceptlonal (Examplea 2a and b). 

Modulation towarda the middle or end of the firstverse ia 

common but both composera reserve their Most extensive 

modulation for 'the second verse sections. As a rule the new 

.,;: ~ key areas are closely related ta the principal key of the 

ballett (Dlagrama la and b). 

transcription although the use of this accidental la not 
remarked in front of the note in question on the original 
print. Certainly the role of muslea fieta further eomp1ieatea 
our consideration of the composers' intentions pertaining to 
the addition of acc1dentala. 

l' 
',,' 

1 
t < 
1 

! , 
1 
1 
l' 
1 
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Exemple 2a.' Morley. Ballett No. 1.3 "You that wont to my 
pipes sound,'"meas. l-J 

A 
-AlNkf'tlll .,.""" ,l ---, 

lei 1. ~nu thlt WUJlt to my pipet .01IJI4. 

~ 
Z. jA trl-waph-iD, b.raveeom.. Ja., 

~ 1. YOIl that WODt to rrrr pip •• "UII •• , 
-' Z. Lo tri· UlDph • iDr lIraw eolllCl -. A 

~ .'!"" - -- -t. VOII Ülat "'"011' to m7 pip •• "Ulld, 
A A f,?" Loo trl-um" - - lq brave eomes -. 

el t.l L YOII ~ woat to 'IIl7 pipe. 1IOad, 
.. I.e tri - IIDIp} - IDs IIra"11 com.. -. .. .. .. 

l' 1. You tlalt wc., to lZJ7 plpel _nUl •• 
Z. Lo tri- lUDph-lq brave camee M. 

... l r"""I , 

SI' 

~j ~~ ~!J ~ 
1 :.. • .. #& -

It - .: • ) 

L 
Example 2b. Weelkes, Ballett No. 22 'Now is my Cloris, , 
meas. 1-) 

1. !\I,"" ib 
2.}ut shI' 

l 

my 
kel'p" 

Clo • ria fresh as 
llay througlI • out thl' 

'I! 

el May, 
fi Jea,. 

, -~ , .. ; 
$ ' , 

1 

\ 

! vw h mv 
2, ut sh.' ketpi 

CIo - ris Ire~h lI5 
)lay through - out thr 

el KÀ1. 

~, 
1.~~w _t'. 
2.~~t ,.~. 

my 
keepa 

1\ 

al 

,., 1 

1u ,. 

-
M'l. 
Y·'" 

titi t.N.,.. la Cio • ri. Crelh Ir., through· out 
., 
tlle 

tJtJ )1..,.. 
, 2. But... lb. 

t.Now J. 
~.Bllt ab. .. l 

my 
kee~ .. 

• 

" r 1\ .h~ 
1 • 

year. 

, )f..,., 
1 year, .. l 

al 

~. 

," '; 
1 

1 

'''' ! 
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Diagram la. Key Areas 

Morley, lli °First Booke Qf Bal1etts 12. lli! Voyces 

Principal Key Area 

G+ 

G-

F+ 

A

C+ A-, G+· 

> Diagram lb. Key Areas 
, 

Weelkes, Balleits and·Madrigals ~ Fiue Vovges 
"" , 

Principal Key Area Secondary Key Areas 

f .. G+ '0+, D+, D-,' A-

G- B+. D-, c-
F+ Q-. C+, C-, B+ 

D- A-

. 
The second rerrain invariably returns to tbe home key 

completing the formal design of the .typical modulation 

pattern (Diagrams lIa and b) • 

• 
Dlagram lIa. Morley, Bal.+ett No. 2 'Shoot l"alse love' 

I~ 

F -F 
.ut 

rr. ~1·, 1 .. ~ 

J , 

" ' 

22 The frequent elision of cadences in the refrain ooupledo 
with the fact that a solid cadence ia required as part of the 
defini tion 01' modula'tion exp1ain why so li ttle m?dulatory~ 
activity ocours outside 01" the verse sections. . 

:r, 
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1 p~ajraln'Iib~ 'Weelkes, 13a11ett No. 
" ',- Corolus • -

23 'Unto our flook sweet 
:..... - ,) 

'" 
. 

'L " " r--) F~+~l 1 
." .... ' 

J-
~,' 

. ' 
• 

In the case of 'Wh'at saith my dainty darllng' {Mg} sr aite~ed 
J 

second ending is required to accomplish this ,(Example 31.' ", 

Exampl e :3. Morl ey •. BalI ett No. 
dainty darling.· meas. 22f:f 

li. 

fi (' P r 1 ! 
la. Pa la la 

1 

la 

1 r te r fcrf r 
la. la la __ la 

1 J J J I#J J 
la. Fa 1. la la 

IJu)'l 1 • J J 1 J J 
1. Ia la la la la la 

, 1 F J,), J J 1 -9; 
4 

la. Pala la la la 

9 'What saith my 

'( 
J 

If , . - -
j 
la 

J 
la 

1 
(; 

o • 

la 

] 

" . 

: c~ 
, ' . 

; 
. ' , 

> , 

. " 
, , ~I 

~ lA ~l...J~tJ~ , 

. 1 
1 

t 
1 

l '. 
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" 

\ExamPle ,.' 
-- ~ /'" --...,./ 

(continued) . 

< 4 1 S. - ~ 

la. " ia. ra la la la 
r c ......... 

1 

la. la. ra la ra la la 
1 

l k. ~ 

la. Fa la la la "', .. .. .. .' .",. .. 
~a.' i . "', 

la I.Lonr tlme J la la la ',,2. Tb. blrds. lb. 1 

, ", 

I.Lonr ' 
, 

JA. 
:l. Tbe 

1 •. h la la la 

-\ ' 1 .. J 

.tl , 
r , 1 1 

~ J. 1 .j, • .,.. ,f4 

, r .c+: • * 
,r----~~--------

Chordal Progressions 
-' 

la la. 

\ia ia la. 

la l&. 

..... . " ' la la. , 

1 .. la. 

. 1 

1 

1 

. fa .. 
r --

The greatest contrasts between the harmonie styles of 
i!Io • 

Mo~ley ànd Weelkes can be observed in the area of chord . 

1 

, 

, 
1 

. progressions.. . Whereas Morley" s' h~onic voeabulary emphasizes r 

progressions which later become a standard feature of tonal . 

music' (:r-IV.-V-I patte:rns) ~ ~lke~ favours static progl:'essions 
.. ' 

. ' invol ving the repeti tion of' two or more chords'. This la not 
t l' ' 

. ' 
1 0 

tO,suggest that Morley's balletts are devoid of repetitive 

harmonie 'm~vernen"" :for' both Morley and WeeIke,s oeeasionally 

use • domin~t ,pedala ~ whièh g~ive rise to eh~ns oi" !l~ and V 

" '0 

, 
t 
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chords approaching the final cadence. 2J A fur~he~ example 

o - directly comparable to statfc harmony in the Weelkes set la 

. .. 
'" 

provided in tHe second refrain of 'Sing we and chant it' 

(M4), (Exalffple 4). 
, 

It is, however. from the degree to which 

these progressions aré used that the stylistic dif'ference 

~ises. In contrast to the predominant use of 'tonal' chordal 

progressions in Morley's balletts, half ai' the balletts in 

the \'11eelkes set contain at least one' example of a static 

.chord progression invo1ving ei ther al ternation between two 

· chords or the repeti tian of a longer 'Chordal pattern, (Examples 

Sa ~d b) .24 

Exampl. e 4. Morl ey. Ball ett N.6. 4 'Sing we and chant it,' 
meas. 17-21 A , 

., 1 , 
ra la la la la la. l'a, 

A t.. l 

el " .... 1t la Jalala 1& la. Fa la la 
A 

el •• .. .., ... -;1." " 
r.. 1& 1& , .... ra 1& là 1&1& 1. 1& la. 

AA -* 1 l 

el" , ... , 
, .... la la la la Ja.1'a la la1& la la la.: 

\ _ .. ~ 
ra la la lai. 1. la lLFa la la la la laI 

, 1 lA t • ' 1 ... 1 1 

.., r 'V '1 '1 r r ,.~"I l' 

'1. .. tE>.:1~ ~ 1 ~J .J J 

G-!: 'f - - Vif" .,:'---- ~, 
• _~ 1 1 

l:;.- 1 \tl· ) -s;:-- tfii."-:c~ 

~) Examp1es appear in Morley's tenth and fourteenth balletts 
and Weelkes' seventeenth, eighteenth and twenty-t'irst balletts • 

. 24: Ba11etts and Madrigals: Numbers 5. 9. Il, 12. 14, 16, 
lB and 21. -

'l; 

" 

1 • 
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1 
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1 
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Example Sa. Weelkes. Ballett No. 
meas. 22-25 

r I~' F r 
la la 1;. 

J J J J IJ r 
la 1 •. F. III 

1 3 J =fi ~!~ 1.1. J)l~ • w0' • 
Ja. la 

J 
16 'Lady your eye, t 

la la 

la 1. __ 

l' 

, 

Fa la la 1 •• 1. , ... 1 ... b. 
la 1. 1 

la. Fa la la 111 la j" ,II;. 

1. 1. la 1. 1& 

-
1.. Fa la 1. la. la 1&. F. la 1. 1. la 1 •. Pa 

f 
• 

Example 5b. Wee1kes, Bal1ett No'. 
meas. 51-57 

16 'Lady your eye, , 

p f 

F. la l, 1& 1.. Fa la 1. la la. r, la la l, la la. Y. la 1.1 101 la 
p .f 

Fa 1. la 1& 11.. ra la Ja la la. F. la 1.1 1.1 1" 
.r 

la ln la 1. 1.. Fa 1 .. la la la 

.1 

1 .. J. la. la 1 •. Fa la la 1. la, la la la . 

la la la 1 •. Fa 

.J J .J. 

/5..-: 
t 
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,Example Sb. (continued) 

1 ,. 
_0 _L J 

, ~ 

-.. 1& ra 1&.,. la la la IL Fa la' 
1 

" • 

0 

l' r . 1 .. la la 1& la. l'a la la 1&.,. la --,.. 

•• -la la la la la la Jal ..., 

" 
, 1 

. 
tJt -1&.Jia la bda 1& la la. h la la Ja \ 

T • 
la la 1& la la la.. là 

.l!- I • 
, .. " 10. J .. .. 1 1 ! 

toi "1 If '1 1 1 1 I-

I , n;~ InJ ~ 1 J 1 / 
111' ":fil 1 

Weelkes' repetition of full progressions in adjoining 

~ormal sections constitutes a unifying gesture unmatched by 
. " ~ , 

any of Morley's balletts. Brown desct'ib~s an example t'rom 

W'eelkea' • l l.ove and. have my l.ove regarded' (WI8) (~xample, 6) • 

A tangible integration of verse and fa-la ia 
, al.so ta be found in the second half of "1 
... · i love and have my love regarded"; th~s t me 

ef'f'ected by the repeti tion of the broad 
harmonie progression which had concluded the 
former as the foundation for the fresh. quaver 
animated music which enters with the 
l.atter.2.5 

The 1'irst refrain and second verse sections 01' ~leelkes' 'Say 
,. ---.------- -25 Brown, Thomas \"leel.kes, p. 86. 
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(W9 )'. b \dainty ·dames" which share the harmonie pattern I-IV-VII-

0 ~-:.V-I. provide a second example of' this treatment (Example 7). ,. 
: 

\ ! 

" EJè~ple 6. Weelkes. Ba1lett No. '18 '1 love and have my love 
~eg~ded. 1 meas. 26-35 

\ 

J pp , Ip r Ir ! • 

1 
.. ben • tbe,. Ilotlp. r .. 1 .. 
p 

~;55Jt 
pp 

t' 1 IT Ir j !li j 
l\'bllll 0 then slellp. Fol la.. 
p pp 

J ;jJ}1 J IJ : J 1 
.... heD CI tbors sleep . fol 

~ 
pp ./ 

le Ir f:#@ t Q 

. Y,'hOD 0 - tbe!'l' Ileep. Fii 
-----~ - - pp .1' Item r r 1 br IJ s 1 

... .be. 0 thon sleep . Fa 

~ I:::t : I~ 
J : 1 

,,, 
~ 

'~'lL---' tIC: ::c 
</ . - . --r . 'A 1 . 1 

1 . ., 
;a la 

r 
la la. Fa la 1. la la 

1 
ra ,la. ra la. la la 

1. --1 

41' r. la r 
la 

1 
la la. h la. Fa 1. la la 1. ... la 1. .,. 

À 

1" .- .. ~ ~ 1fJ 'fi il 
1 •. ,. 1 •. r. la. ,. la. l'. 

Aft 1 

~ 

.. ~~ , 

Fa la. Fa 1 •• r. 1 •. ,. la. . 

l' 1., r. la. r. 1 •• Pa 

Q '\ . 
1 

• 

J --1 -.rl J J 
1 

~J .. 1 ~ ":e , 

1 
1 

:lL:: "XC l, 
~-~---._--. --
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, Example 6. (continued) 

o \ 
lA CrlSt. e l.., l 

tJ la. ~ fa I~ la. F. la la. Fa 1. 1 •• F. 1. 

" 
crest. 

.~ -.l mf 

tJ 
1 •• Fa la la. Fa la lit .. Fa J" Ja. Fa 

fi "·ue. 
~ 

tJ .. .. .. .. .' ... "li'" .. 

~j Ja 1 •• Fa la la. Fa la la. Fa 1. la 
..--

flfl cr'.c . 

• I)~ 
, .. 

la. Fa la la la. Fa ll~ la. Fa. la 1. 
erese. 

, 
la. Fa 

, 

.. ~ -""' -., 
jn'. ~ 4 - t..: r 

-'" 
nJ "II -

~--------------------------. 
Example 7. \"[eelkes. Ballett ,No. 9 'Say dainty dames,' 
mea)"'l 17-22 

lA J 
., '. (~ .1) iii J . .. .( •• J ~ --

'" 
1 ,. 

la la la la la la la la. S~ 1 •• ,. .. IO-lle 

_fi.. ., 
-.l l' . 

'" . ia J'a 
l' 

la la la la. S~ la. T" pa - u. , 
ft ., , 

el .. •• .. ... .. .... .. 
la b la la la. - Bq la. n. ,el' u. 

Ali 1. l 
., .II • 

v ... la ln la la la la 1. la la. S&)' la. The pli • u. 
., .1' 

~ . la la la 1 .. la la. Say la. The pn • lIe 

o ~ - I~ '1. 1 H, •• .. 1 L J. 

J · 
1 1 P r' 

,J, 1 P 
r . / r' ,r f li 

J ~ J J 1 J J J 1 L ' 1 " 
-:;-........... 1. - ~~ ~ r... r . J ~ ~ 

6-"'"' -MI- .... _-~ . 
-----~ - - ---

'" 

i 
1 

1 

! 
i . , 
1 
i' 

1 , 
.' 
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Exam~e 7. ( continued) , 

cr;sr. 

hear' wlU loon he won, to dance and IJlort t III 

"cse. 

"'''--• 
hl!art wlJl loon be \\on. to dolnce anel Iport 1,1\ 

crest. 

heart .,dU loon be \\'on. 
c:rC)I. 

heart ""lU loon he won, ""lU I"on hf' 

cresc:. 

heari ""lU loon won, 

Anothe~form of harmonie repetition exclusive to the 

Weelkes set involves resetting immediately reiterated textual 

lines- to the harmony wi th which they were ini tially assoeiatea. 

Examples of this occasional expansionary device. which 

invariably_constitutes a literal or almost literal repeat, 
l' 

are provided by the texts 'We care for no gold' and 'We dance 

and prance' (v1l7) (Example 8). 

Chroma~icism is not an important harmonie el ement in the 

balletts of' either composer. Concerning this Arnold notes· 

that "i t is in this volume that Weelkes sacrifices the modern 

• . 

~'l 

1 
! 

l' , 

, 
• 
fo 
1 

f 
i 
f 
1 , 
1 

' 1 

1 
, ! 
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c~roma.tic resources for the time beirig ••• 26 The ~ew examples 
- . 

of expréssi vely us ed chromaticism contained in these 

col~e9tions are treated at length in the harmonie devices 

section of the second chapter. 

Examp1e 8. Weelkes, Ballett No. 1'7 'We shepherds sing.· 
meas. 15-27 

,. iII~ 

1 

IEn= 1 

1 (.::1 :: 

tare for DO gold. 'lU, tare Illf DO 

r 

cOIre for no gold, "'., care fUf nu 

r 

... ...-

gold, 

«old, 

p 

but willl our_ (old, 1/1" 

p, 

but ~ Ith our_ rf/Id, 1/1~ 

P 

•• IIi 

dol nu' oInd 

-- -

d.u" ... 01111.1 

care for no go Id • '" t' 
...

~.lrf' fOf nu ~ohl. but ~Ith 

}J 

raid, "'-il d.1 nt" .1IId 

r -Il lm 
care tor no gold. ...., ure' Cor no gold, but 1IIith OU1_ ruld, 11111 dolTrt' .Ulel 

(lm 
1 , 

r p 

W., care ror bO ",Id, but .. 'ith our rold, 

cJ.J.), 
\ 

'%l:f 
:f~y:....... 1 1Iœ:. "L"r-----

, . 

26 Arno~~J "~hom~ Wj!elkes and the Madrigal., ". Music !:n!! 
Letters, XxxI (1950), 6. 

- i 
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Example 8. (eontinu~d) 

l, 1 1 ft ~ - ., 
t 

plea- lare woaJd, we dance _ad ,raDce plea - aure woa14, .. plea-IUN prauco .. ·al 

" ~ .1. .i - ., 
tJ _! 

ple& - lure would, aa u plea- nre p,."nee .. plea- IllI'Cl wollld, .... e daDce &Dd praDce u 

1 f ., 
C) -

pralJc:o a. pltt&· lure 'A"Owd,we d,lDee Indpranee .. plea - lure wOIIld, aa plea· .urt' 

fi r. -- f .1 -- ., 
tJtJ , - 1 

prance al plea.. lure ",ollld, 'hl d,l:l\:e and pnnce •• plu . lure 'Would,.1 plu.lure 

f .. L 
., 

• 
l'le dance Ilnd pranee al plen . sure wou Id, &8 plea - lure 

. 1 1 l, l' , .1 1 - 1 J 1 , J, ~ 1 1 J 1 
~ (~,:, J) 

j . 1 1 1 1 1 1 1 1 1 l' 1 , 
" • 1 1 

1 1 4, J f, 1 ,Il _r:I 1 ,J ; ~ 1 iJ • .' 1 , , .' 
:Œ:-4' i- '1C 

~ 

U:/1-s:.. i lI. l:r: .w r'1:. I%t. y~ 

Harmoni C Rhythm 

The treatment ai' harmonie rhythm in the baJ.l etts of 

Morley and Weelkes is remarkably similar. Apart from pe:t'iodic 

rhythmic relaxation at,eadential points in the Homophonie 

verse sections of simple balletts27 and the special use of 

contrasting rates of harmonie rhythm, chord changes in both 

collections proceed at a relatively constant pace. 

27 If " whereo:f such as be sudden closes belong properly 
to light music as fJladrigals', Canzonets, PaNanes and Galliards, 
wherein 'a ~emibreve will be elJ,ough to cadence uopnJ but ift 
you will llst you may draw out y'O"ur cadence or ~106e to wna 
length; you will." Morley, A Plain and Easy Introduction. p. 228. 
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Both collections use varying speeds of harmonie rnythm to 
,. 

a similar degree and to serve common musical ends including, 
n 

al the initial establishment of the principal key area and 

b) textual expression. Prolongation of the opening key defining 

c~ords in Morley's 'My bonny lass she smileth' (M7) and Weelkes' 

'Sing shepherds 'after me' (W14) shown in' Exemples 9a and b 

exemplify the value o~ slowed harmonie rhythm to the 

intr!)à~tion of a key: -

;, 

Example 9a. ,Morley, Ballett No. 
smileth.' meas. 1-2 

J " -'wJ'.tJ' 

41) 1. )1,. bon. IIY Ja .. .he 
A 2. W!!. .. .'! ",.,,/ ... loh~ 11er 'fwt'et eye 

~, 1. My bon • n)' lalos bhe 
A 2. \\'~t·!,. #0. ... 1 .. sh.,- h"r " ..... eet eye 

e; 1. Il,. boll . IIJ Ja.ll lill. 
1'1 ~ "}~A-I _ .lIe her _1 ~ 

tltI")(7 boA • :r ::.( ... 
I .... )è~ ..... ,_ .. ~ 

J. .. ,. bon 0 .., 11l1li lU 
a, ,,'he-. IH her "W, .,. 

F J '.. f'II:I*II, -. • ~. ~ 

1 
G~~--_· ---. 11: 

l 

7 'My bonny lass she 

~ 

Inlll · ~th. 
larn 0 t't~, 

_mil · eth. 
tllTn 0 eth. 

1oDI1l · eth. 
tarll · eU. 

IiIIIIl · etll. . 
tur. 0 etll. 

talll · .tla, 
tura · et', 

• !a 

:c-------

\ 

1 

! 
. t 

. t: 

1 , 
1·' , L 
1 
\, 
1 
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,Exampl~9b. Weelkes, Ballett No. 14 'Sing shepherds at'ter 
ïn~.' meas. 1-6 

al -

~ 

me, 

• -
Ihl'p-heJ'dl 

~ 

1 Il 

-V 
l', 

r7. 

eJ 
~ 

'~ 

-. 

1\ . 
rw 

Nudt'rfrlt· 'pt'~tf, 
f "lit P , ,,. " 

Sing '~('p-herds ~r _ ta . 
r" j,~·"t 1J 

. 
nll~, 1 

Sing ;bep-herdl ~r - ter me, , 

f,cptlltp 

st, "II/~I y'" 
.hep-herd~-!ic~~ 

'1: C' 

SllIg 

1 

... 
't '" .t n.'JICI'I , '~ 1 J J. J ~ -

~'-----------------------------------

.- éep-h-:' al. ter -, 
ilis, ~, 

al - ter ,t~n.I" Ill., ahep-herdl 

., TI 

al - ,er slnr; linr; Ihep-heral , me, 

.TIIg 
~ .- .. p- , .p. 

.1 - ter me, at - . 
1 

T '" r q 'f" ,., .;:. fta .J. -
... ,. 

" 

. 
t 

l 

m 

• 

L 

, 
" , 

, 

1 

1 
1 

l' r 
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Example 9b • ( continued) • 

.J " 

l') .,' ""-

.illg thep - berda ar - ttr-,- me, 

" 
-t,T .' , "" Tl 

me, 5ing shep - htrdb al - tcor _ me, 
1\ 

t. ... ~ 11 - . 
ahep . herdll ar • ter me, lIing al . , . 

~ 

--u -.,.. " ""l:OI' --w .. 
Ihepherd!llt - tel' me, al - tu me, 

" ..0. . n 

1\ 
-ter ~ Ille, • -

- , , - 1 , 
eT --'. , 'T 1 1 . 

--v ï'=.. 'V ,. 1'" =r r -r ï 
.. 

Slower harmonie rhythm is used to portr~.the sorrowful 

sentiments • Aye me. l si t and ery> me' in Morley' s • Fire fire' , 

(M14) and contrasting fast and slow rates of harmonie 
r 

rhythm express thé adjoining phrases 'and play with love' 
1 

and 'when others'sleep' from Neelkes' '1 lovè and have my love 

regarded' (v'/18) (Examples 5 and 6; Chapter 2). 

In summary, modal and tonal features freely coexist in 

these collections in such a way that neither can be said ta 

predominate in the balletts of Morley or those of l'Jeelkes. The 

Morley set, for example, frequently uses chordal progressions 

like those of later ton~ p~ctise despite its strikingly modal 

external organization. Both composers' treatments of cadential 

. , 

r 
r 

f ! '. ~"~ 
1 .~. 

1" 
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85 
dissonance, modulation and h~~mJ rhythm are similar and i t 

app'ears that variations in phrase structure arise from 

differences in the types of ba11etts and ba11ett sections rather 

than f'rom the individual styles of Morley and Weelkes. Although 

there are slight variations in the kinds of cadences used in , ' 

these collections, particularly wi th respect to the choiee of' 

antipenul timate chord, the greatest contrasts between the 

campos ers ' musical styles involve ehorda]. progressions. The 

'tonal' progressions employed by Morley di~fer markedly from 

the 'static' harmonie patterns favoured by Weelkes . 

\ 
'1 cJ !' 

'.., 
~ 1 \SI ....... \ , 

~' 

, " , ." 

ç.1 
~ 

" 
~, 

. ~, 

l 

'" " ., 

..)''>-~ 

." 
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CONCLUSION 

\1; .: 

, 
< 

a 

Direct modelling between Morley' a First Booke 2t ...Balletts , 

and Weelkes' Balletts and Madrigals aside. i t ls not surprfsing 

that these English balliett collections. produced just three 
-
years apart, are simllar. Likenesses indicative of Morley' s 

\ . ' 

strong influence on Weelkes mark the composeIS' treatment of 

ballett types, section lengths;, imitative writing, phrase 
1 

structure, cadence fo~s, modulatory ~tivi ty and harmonie 
It. 

Z;hythtn. Apart from a lack of intere~t in section8J. expansion 

'\ ~nW~elk es 0 part, K erman 0 B suggestion that Weelk es .. developès 

furthdr every original idea introduced in • • . [Morley' s] 

1; 

! 

1 , 
, : 

. 1 
set" la valide Nowhere ia this more evident than in .weelk~. I?;;. 

f decision to make extensive use of Morley' s greatest personal V 
contribution to ballett form, the canzonet ba11ett. He aIso 

embellii\hes Morley' s treatment of extended second endings t 
" 

word-painting and motlvic uni ty. The absence of Italianate 

verse. forms in vteelkes' ba1letts, his use of static harmonie 

progressions and ostinati ar.e. unique features of his work. 

l~,.~ Weelkes' deeision to favour the imi tati ve eanzonet ball ett 

and both his expansion of and divergence from Ir.orleyesque 

musical features can be interpreted as expressions of his 
b 

personal style. 

, 

1 Kerman, The Elizabethan Madrigal. p. 1.47~ 

, , 
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C = Cantus 
Q = Quintus 
A = Altus 
T = Tenor 

Appendices lA and B. Legend . 

B = Bassus 
V = Verse 

., 

R = Refrain 
"7T' = overlap 
inv. =olnversion 
+ = Motivic Extension 
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Wh~n two differ~nt motives appear within a given it different 
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Appendix lIA. Mot;.v~c Variation 

.... Morle~ The First Booke of Balletts "to Five Y!fyces-
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Ballett Motive Rhythmic Incomplete :untervallic Inversion Motivic Motivic 
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