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major sourcefor Musica Britannica vol. 62;
Alfonso Ferrabosco the Younger: Four-Part Fantasias (1992) — parts edition.
The score employed here (and itsbar numbering) isincluded in
M usica Britannica vol. 81: Alfonso Ferrabosco the Younger: Consort M usic of Five and Six Parts (2003)]
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FANTASIA 22  OntheHexachord (ut re mi fa sol la) C
2 sections:

Cantus Firmusin Treble: lower-voice motives:

ASCENDING

m.1:  1a/lb A/B/T anticipate CF (bass beginswith 1b to avoid entry on G; but see
MB LXXXI, Appendix 1)

m3: CDEFGA
m.4:  1c A/B/T and desc. stepwise extension

passing cadences:9d/D 10C*/DP
m.10: D°E°F G°A°B’m.9: 2aT/A/B 2b A/B

passing cadences:11G* 12B" 16E"
m.12 2cA/T/A/B 2d A/T/B variable intervals 2e A/T/BIT/IA

m17: DEF*GAB ml8: 3aAT/A 3b A/B/T (variable, mostly )

passing cadences:.18C 20e 22E
m.22: 4aA/B/T m.25: 4b B/A/B/T/A with 4a (m.27)

m.24: E°FGA"B°C passing cadences: 24B/ 25A%/D® 26¢c 29A°
m.29: 5aB/A-T,B-A, (etc) m.31:5bmore runs: B,A/T/A/B with 5a (m.34)

m3l: EFFG'ABC’ passing cadences:32D 34A 36A
cadence on F, m.38
m.38: FGAB°CD m.38 6aasc.T/B 6b desc. A — sequential, m.39 —variable

passing cadences. 39C 40d/D
m.40 6b, 6awith  runsincreasing
passing cadences. 41g 42F 43g 44G
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m.44: 7a (augmentation of 6b?) T/B/A — variable, augmentation

m.45. F*G"A*B C'D* passing cadence: 46E
cadence on A”, m.51
m.52. GABCDE mb51: 8aT/A/B-variable 8b (consequent)  runsto climax

passing cadences: 53D 54G°® 55C
Final cadenceon C m.57

DESCENDING C

m.58: 1a A/T anticipate CF  (1b Bass begins with la inverted)

m6l: EDCBAG passing cadences: 61E/2”° 63a
m.63: lavariant (der. from “Lachrymae” allusion) sequential
m.66: 1c (der from 1b inv [Bass, m.1] T/B, m. 67 Tenor augmented.
Cadence on B, m.68
m.68: D*C'BA* G'F* 2a A/T-B paired;, m.69, 2a T-B paired

passing cadences. 69F" 70g*
m.70: 2brising A/B; m.71, 2c varied + 2a Bass (m.72, 74)

passing cadences: 71°d* 72g* 73B%*
Cadenceon g (D peda, ¥2m.), m75
m.75. DCB°AGF 3a T/B (germ motives) many versions, sequences A/T/B through m.82

[m.77B related to 2a7] passing cadences: 77g 78F 79c 80b° 82D°-G”
m.82: C'BAG'F'E 4a AIT (germ motives) many versions, sequences A/T/B through m.87

passing cadences: 84f* 85E-E/c”
Cadenceon A, m.88
m.89: CB°A°GF E°m.88 5aAlT; m.89, 5b B/T/A; m.91, 5c — varied, mixed though m.94

passing cadences. 89C 91f 92c
m.92: chain dissonances, to Cadence on A®, m.95
m.95. 6aB, altered A/T/B m.99: 6b A/T

m96: BA GF*ED m.100, 6a A/T, T-B paired — through m.101
passing cadences: 96e 99D/b 100E/e 101a/f* 102¢g/E™*
m.102: 7a T/A/B dotted, varied, augmented, through m.108

m.103: B"A’G°F E° D" passing cadences: 106D° 107b°/G"/€°
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m.109: 8a B/T/A varied  runsto climax, mainly asin m.110A:

m.110: AGFEDC passing cadences: 109E%® 110A 11le 112F 113a 114g 115c
- pedals: 115S on C(1)(3 m.) 116B on F(iv)(1 m.)
Final cadence, plagal F-C m.60

{This Hexachord Fantasia (in 2 sections, Ascending and Descending) is cited in the literature as one of the most
spectacular feats of Late Renaissance composition — surpassing the much simpler John Bull keyboard hexachord.
Edward Lowinsky erroneously attributed it to one “ Alfonso della Viola” of Ferrarain the mid-16" century, and was
at painsto explain its appearance in English viol consort manuscripts along with most of the Ferrabosco 4-part
fantasias. This composition exists also in a 5-part version, apparently re-worked by Ferrabosco by adding a Treble
part above the Cantus Firmus, but making other revisionsto the Alto part as well. See M usica Britannica vol. 81,
Textual Commentary, p.227.

Perhaps because of the Cantus Firmus texture, Ferrabosco’ s imitative style differsin this piece, which manifestsless
consistent maintaining of only a few motives. Instead, each appearance of the Hexachord, entering by semitone,
generates a new texture: Points of imitation, variable in melodic profile, rhythm, and harmonic context, sometimes
anticipate the Hexachord entry and drive past its end into the single bar that separates each appearance. However, in
the first section, the imitative figures from 5ab onwards seem to be variants of the same basic shapes, and the second
section uses similar procedures from 5ab onwards. Cadences are mainly passing, so that the contrapuntal textureis
maintained consistently. In spite of the Cantus Firmus texture, Alfonso mainly avoids obvious sequential repetition;
even in Descending, m.42-45, with passing cadences on D, E, f*, G. With the Hexachord Fantasia, Ferrabosco
managed to create a work that is more than a freak, but rather stands as the summation of his series of 4-part
fantasias.}




