
Performance Suggestions 
 
1. Morley: Sacred End Pavan 
 
Morley is better known for his lively fa-la-la type madrigals, but here he is at his most serious! 
 
The first section should sound very dark and legato, featuring many minor chords and several 
unusual passing dissonances. The second section sounds a little more positive (as in many 
pavans) and then becomes unusually homophonic (but not too bouncy!) in bar 11. Pay attention 
to how you finish the minims before the rests – they need to be full length but fading, and 
resonant through the rest that follows. The last section includes a gentle lilting triple section 
which should be faster than it looks, i.e. the minim in triple time should be faster than the minim 
in duple time, but still calm and fairly legato. The hardest thing is to get back to the original tempo 
in the final 4/2 section. The music is written with faster note values, so it sounds more ‘busy’ but 
the minim beat should be the same speed as the opening. A metronome will be the only way to be 
sure of this! 
 
2. Ferrabosco Sen: Qui Fundasti Terram 
 
Alfonso Ferrabosco the elder was Italian, but came to England to work at the court of Elizabeth I 
and was her highest paid musician. He was also reputed to be a spy!  
 
This motet comes from a set of pieces which take their text from Psalm 104, verses 5 – 9 (Psalm 
103 if using Greek or Latin Vulgate Numbering). 
Who laid the foundations of the earth, that it should not be removed for ever. 
Thou coveredst it with the deep as with a garment: the waters stood above the mountains. 
At thy rebuke they fled; at the voice of thy thunder they hasted away.   
They go up by the mountains; they go down by the valleys unto the place which thou hast founded 
for them. 
Thou hast set a bound that they may not pass over; that they turn not again to cover the earth. 
 
The notes are quite simple and nearly everyone moves together for most of the time, but the 
rhythmic stress changes very frequently between duple and triple groupings and the bar line can 
obscure this. The version without bar lines will make this much clearer, but you will not be able 
to rely on first beats of the bar to help keep your place!  
 
It is essential to think about what you do with the notes, and relate this to the text – look for ways 
to group the notes and make interesting shapes (rise and fall) within the group and try to sustain 
strong sounds on some of the long notes without pressing the string so much that you kill the 
resonance. To get a unified sound it is important to match the bow speed, as well as the direction.  
 
3. Sommer: Paduana  
 
This Paduana comes from a collection of ‘Exquisite Pavans and Galliards in Five Parts’ published 
in Hamburg in 1607.   
 
Like most pavans, this one needs to begin in a stately way – be sure to use a long but slow bow 
stroke for the opening to give that calm quality to the sound. But by the second bar it is already 



becoming quite ‘jazzy’ in the rhythm, and there are many more places where minims fall across 
the beat. Try not to stress the crotchets which come before or after the minims, but lean on the 
minims to make the beat feel displaced. In the few bars where there is nothing across the beat be 
careful not to make too many stresses in any one bar, and use dynamics (rise and fall) to bring 
out the stronger and weaker moments in each part. 
 
4. Sommer: Galliard 
 
This Galliard follows the Paduana (3) in the Hamburg publication. If you have already played the 
pavan you may notice that the actual notes of the galliard are almost identical in many parts of 
the piece, but the rhythm is very different, and changed into a triple meter. This is typical for 
many pavan and galliard pairs, though not always as closely followed as it is here. 
 
The bow stroke for the galliard needs to be very different from the pavan. A faster moving bow 
will give energy to the dance, regardless of the tempo of the music. Most longer notes (e.g. minims 
and semibreves) will need to fade but stay resonant, so use fairly long bows and decrease the 
pressure during the note to make it feel ‘bouncy’, without hitting the beginning of it any harder 
than usual. The first bar of each section should usually be treated as an ‘up-bar’ leading to the 
second bar, but some parts may need to do something different. 
 
5. Coprario: Fantasia ‘Cresce in Voi’ 
 
Coprario was the favourite composer of King Charles I. He was a very prolific composer and this 
fantasia is one of at least 49 he wrote in five parts, mostly in a rather madrigalian style.  
 
There are two very different subjects at the beginning, the second ‘answering’ the first, and later 
several clear changes of mood between slow and more lively sections. There are just two very 
short moments of homophonic rhythm in bars 28 – 31, and otherwise all the parts are very 
independent. As always, when you have minim-crotchet pattern, make sure that the crotchet 
does not jump out more than the minim. This is even more important when everyone has the 
rhythm together. The listener should imagine that the meter has changed and you are now 
playing in a sort of fast triple meter, like a 6/4 bar – NOT syncopating by bouncing off the 
crotchet. The only really successful way to do this is to ‘travel’ down the bow, so for example in 
bar 28, start right at the tip and play longer bows on the minims and shorter ones (as in less bow, 
but not as in staccato) on the crotchets. 
 
6. Mico: Fantasia  
 
Mico is one of the less well known composers of the early 17th century, perhaps because he 
worked in private houses rather than as part of the royal household. He wrote a large collection 
of very fine four part music as well as several five part pavans, fantasies, an in nomine, and a 
‘response’ to one of Monterverdi’s madrigals. 
 
This fantasia by Mico is quite a mellow piece, despite its canzona style opening. Notice that the 
first theme is used both going up and coming down (inversion). In bar 6 the three crotchet 
upbeats are a shortened form of the opening, and this should, retrospectively, make you think of 
the first three notes of the opening as upbeats to the fourth note. The trio which starts at the end 
of bar 24 needs a much more lively mood, and the beginnings of the dotted crotchets need to be 
brought out clearly, especially where they all come on different beats in bar 26. The treble entry 
at the end of bar 28 should restore a sense of calm for the rest of the piece. 



7. Deering: Pavan  
 
Deering was educated at Oxford but spent quite a lot of time in Italy, and lived much of his life in 
the Netherlands. 
 
The major key of this pavan gives it a very positive and happy feeling compared to many others. 
The two treble parts have a lot of imitation while the lower three parts are more independent. 
The tempo should be set by the fourth part, but all five parts are leading towards the beginning of 
bar 2. After the first two bars ‘introduction’ this piece makes a feature of offbeat entries – almost 
every phrase begins with a crotchet off the beat, and later with three quavers always beginning 
after a main beat. If you find a group of four quavers the first of four will almost always be the 
end of the previous phrase, except where they are moving by step. This phrasing gives the whole 
piece a great feeling of forward movement, but make sure you are ready to come in clearly and 
exactly on time, with your bow ready to move in the right direction (usually on a back bow). 
 
8. Deering: Fantasia  
 
This fantasia has clearly defined sections, alternating between fairly long stepwise phrases and 
more lively running sections. Try to avoid strong stresses in the first section - but make every 
phrase rise and fall, rather like a series of waves. Deering uses two short three part passages 
between sections at bars 19/20 and 28/29 – both of these are very much across the beat, and if 
you can play these rhythms convincingly enough to put off put off the two parts which are resting 
you will know you have done a good job! After this, in bar 30 onwards, keep the repeated notes 
legato. The final section, beginning on the last note of bar 41, can be very lively with fast bow-
strokes, but still predominantly legato except for the leaps, and, unlike many pieces the end, 
should be strong and triumphant! 
 
9. Tye: I lift my Heart unto Thee 
 
This piece exists in two versions - as an instrumental work (without any text) called Amavit Eum 
Dominus, and as an English anthem – the version given here.  
 
See the introduction above for general comments on playing vocal music. The text should 
heighten your awareness of how to play common patterns, such as phrases which begin with 
three repeated crotchets – note the difference between bar 10-12 –“my sins a-las” and bars 22 - 
26 – “my hum-ble suit”.  If this had no text you would have free choice of how to play the three 
crotchets, but you might not think of all the subtle alternatives, and you might just play them all 
equal – something to avoid in almost every situation! Look out for literal ‘word painting’, for 
example in bars 17 to 23, where the music follows the words “when I look up” and “I am cast 
down”. 
 
10. De Incerto: Paduana   
 
Incerto means uncertain or doubtful in Italian, so this is by an ‘uncertain’ composer – as we would 
say ‘anonymous’ in English. This Paduana and the following galliard come from the same 1607 
collection as the Sommer pieces nos. 3 and 4. 
 
The Paduana starts very unusually with only three of the five parts. The whole effect of other 
parts joining later can help a crescendo through the first bar, arriving on bar two with the main 
stress and a homophonic dotted rhythm… Even this ‘tutti’ moment needs to lead on towards the 



next bar so don’t allow yourself to ‘sit down’ on that dotted rhythm. The beginning of the second 
section looks quite lively but should still retain a feeling of poise, and the last section needs very 
legato scales with a lot of rise and fall in the dynamic. 
 
11. De Incerto: Galliard  
 
This lively galliard forms a pair with the Paduana in the same way as the pair by Sommer earlier 
in this book. Similar things will be needed with the bow stroke – plenty of short (fading) notes 
using fast (but not short) bow strokes. 
 
In the last section it is important to be really together in the homophonic rhythms, not only in the 
timing, but in the length and speed of bow strokes, travelling down the bow to avoid the 
crotchets jumping out. In these bars be sure to begin the first minim right at the tip of the bow, to 
give you the best chance of not running out of bow as you alternate longer (minim) bows with 
shorter (crotchet) ones. 
 
12. Woodcock: Hackney   
 
The name Hackney almost certainly refers to an early form of taxi – the hackney carriage of the 
16th century – a horse drawn coach where the clip-clop of several horses hooves (especially on 
cobbled streets) will create the many off beat rhythms, which are a great feature of this piece.  
 
The opening three or four bars can be quite grand and full, although even here many notes need a 
slight feeling of bounce. From bar 4 onwards most of the notes need to fade, to give more clarity 
to the cross rhythms, which should be played as if each person has a 6/4 rhythm but all at 
different times from each other! The minim-crotchet pattern is used in many parts of this piece 
and in almost every case the minim should be played strongly, ideally starting with forward bow, 
and the crotchets should be weak, played with very little bow. There is one more relatively calm 
interlude at bars 23 – 26 before the final ‘trotting’ crotchets which take you to the end. It can 
sound very effective to begin very soft in bar 26 and make a gradual crescendo to the last chord. 
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