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Edited by Terence Charlston                                                     
4                       

Arpeggio

                            t 
7  t    t        t                                 
11                                                
15                                                                         
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21                                        
23    t  

t
              t     t            t            

28      
t
                                           

31       t                             
35                                                                  
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41                                                                  
44  orig. ���                              
47             orig. ���                                         
49                                                                        
52                                                                     
55
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58                                                                  
61                                                                  
64                                                                            
67                  

Aria

                                             t      
70                                                                          
73
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76             *                             trillo continuo         
79                                                                  
82  orig. ���                           
85

trillo continuo

                                                            
88
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* Orig: d

Source

Autograph: Berlin Deutsche Staatsbibliothek, MS L 215, pp.247-256.
For a full description and facsimile of the source see Alexander Silbiger 17th Century Keyboard Music: 7 (Garland, 1988)
This pieces is dated (?) 1697.

Editorial Method

a) Clefs and staves have been modernised. The original clefs are usually C1 and F4/C6 with six-line staves for the right hand
 and seven-line staves for the left.
b) According to seventeenth century practice, an accidental is valid only for the note to which it is attached. All accidentals in 
the source are shown in the Performing Edition, even if they would appear to be redundant according to modern usage. 
Editorial accidentals are shown in small type face above or below the note where the editor considers that they were incorrectly 
omitted in the source and in round brackets in front of the note head to remind modern players unfamiliar with seventeenth 
century practice. 
c) Old style crotchet rests (a 'backward seven') have been modernised to   .
d) Dotted crotchets with the dot placed after a barline have been replaced by a crotchet tied to a quaver in the next bar.

                      

                 
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