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FROM TAVERNER TO PURCELL:ITS SOURCES AND DEVELOPMENT 
By Virginia Brookes.

This study presents the In nomine in its historical context, and shows 
how an uniquely English instrumental form evolved fnom a section of a 
hass setting, infiltrating the two main areas of Instrumental music 
(keyboard and consort) at every level for a period of about OO years,
reflecting clearly all the developments which took place within the 
two genres.

The In nomine repertoire, deriving as it did from the benedictus of 
Taverner's mass Gloria tibi Trinitas, probably represented some of the
earliest music for vocal/instrumental consort which was unrelated either 
to dance steps or a text.

Through the In nomine may be traced, on the one hand, the evolving 
Instrumental consort style from its vocal origins through music 'apt 
for voices or viols' to the full scale viol consort, and on the other, 
the evolution of the technically demanding large scale keyboard works of 
Bull and^Tomklns from the simple two-part composition of Nicholas Carletdn I. 
Thus wh^st the In nomine may not be said generally to have influenced the two 
major Instrumental media, those of keyboard and consort, it is a true 
reflection of the remarkable developments that took place in both consort 
and keyboard music in England from about I53O to L660,

An up-to-date index of all extant In nomines is presented, complete
with manuscript sources and printed editions of the works, together with
descriptions of those manuscript sources. Most of the sources cited have
been examined, and where this was not possible, acknowlegments have been 
made.

Also included are examples of hitherto unpublished In nomines for both 
consort and keyboard.
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latrcxiuction

The In nomine occupies an unique position in the repertoire of both 
consort and keyboard music of the Tudor and Jacobean periods, for 
not only is it a genre exclusive to English composers, but also its 
life cycle may be plotted quite precisely between Taverner and Purcell, 
a span of about a hundred and fifty years, during which time both 
consort and keyboard music in England expanded and developed in quite 
a remarkable way. Between these two major English composers lies a 
continuous stream of In nomines by both the moat celebrated and 
obscure composers, and in almost every conceivable contemporary idiom.

The prototype was, of course, an arrangement/ss a separate piece, of 
that part of the Benedictus of Taverner's mass 'Gloria tibi Trinitas' 
which has for its text 'In nomine Domini'.^ In this section of the 

mass, the complex six-part texture is reduced to four parts, and the 
Cantus firmus is heard in its entirety, in long, even notes. The 
earliest extant source in which this section of Taverner's massp
appears as a separate piece is the Mulliner Book, a volume of music 
for organ which contains, besides specifically keyboard music, arrange­
ments of both consort and vocal music for the keyboard. The Mulliner 
transcription is almost a literal one, but in other early sources the 
composition appears in various disguises. In Och 371 (circa 1$60), a 
diminutive volume of organ music, it has acquired keyboard embellish­
ments, whilst Ibl Add 31390, which dates probably from pre 1578, 
contains a consort transcription with an added fifth part, and an 
English text 'In Trouble and Adversity' ^ transforms it into an anthem 
suitable for use after the Reformation, when much Latin music was texted 
in the vernacular.

This is not the only section of Taverner's Gloria tlbi Trinitas mass 
to achieve an Independent existence, however, for in addition to the 
prototype there are two other transcriptions,^ untexted and both from

1. Donington; pp 101-6, and Reese: pp 7-22
2. wnr
3. As printed in Day: \
A. Lbl Roy 2A.d.2.
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the six pert sections of the mass where once again the cantus firmus 
is heard complete, 'Et expecto' from the credo and 'Osanna' from the 
benedictus. Each piece has the incipit of the text between the first 
two staves, end not underlaid, (as many texts are in much of the rest 
of the source) and may well have been intended for instrumental per­
formance. These two six^part extracts are not to be found in any 
other source, unlike the celebrated prototypical four-part extract, 
from which grew a genre which spread fanwise and infiltrated almost 
every area of Tudor music. Why the prototype should have been so 
immensely popular is difficult to appreciate, but it may have been 
connected with Taverner's reputation both personal and political, as 
well as his reputation as a composer. The fifty four notes of the 
plalnsong tune Gloria tibi Trinltas, with its arched phrases, must 
have provided just the framework to hold a textless composition to­
gether.

Although derived from a vocal source, the In nomine may be defined as 
an instrumental composition based on the plainsong meltdy Gloria tibi 
Trinitas. The earliest keyboard In nomines were given the title of 
the plainsong, 'In nomine' being reserved fbr consort compositions, 
but as the genre developed, the title In nomine became used indiscrimi­
nately for both keyboard and consort compositions alike. The extant 
In nomine repertoire consists of two hundred odd compositions, vastly 
more than were composed on any other plainsong melody. About fifty of 
these compositions are for keyboard, and the rest are for consort.
Many composers left sets of In nomines, both for keyboard and consort, 
rather in the way that later composers left sets of sonatas and sympho­
nies. Through the In nomine may be traced on the one hand the developing 
keyboard style, which progressed from the keyboard In nomines of Carleton 
and Blitheman in the Mulllner Book, to the complex and often techni­
cally demanding large scale keyboard compositions of Bull and Tomkins, 
and on the other hand the early Tudor 'sol faing songs' for consort, 
and their offspring, the viol In nomines of Ward and Jenkins. Unusual 
by-ways also exist in the repertoire, and lead to the historically inter­
esting 'Cries of London' by Gibbons, and to Dowland's 'Farewell in 
nomine' for lute, but no further. Pieces like these cannot be said in 
any way to chart the progress of the major instrumental forms in the
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way that the keyboard and oonaort works do, but are quoted as evi­
dence of the fascination the In nomine had for the Tudor and 
Jacobean composer, and the tremendous variety of compositional forms 
which fall within the definition of the In nomine.

That the early consort In nomine may have been the medium by which an 
aspiring young composer was able to demonstrate his paces is confirmed 
by the existence of one or two In nomines by composers who would be 
otherwise quite unknown today, and by about 1570 the genre had become 
the medium for compositional experiment and technical display, the 
only remaining resemblance to the prototype being the cantus firmus.
Many of the early In nomlnes by minor composers consist of chains of 
rigid crotchets, organised into inflexible imitation, and soma of them 
include the complex cross rhythms associated with Tudor vocal music.
The early consort works also included such unpromising academic exer­
cises as that of Picforth, in which each of the five voice parts is in 
a different time, those of Wb^^roke and Mundy in which the cantus firmus 
in breves is in the bass, and that of Gclder, who sets the free parts 
in the major mode. Both Tye and Strogers sat the cantus firmus in 
five.beat notes, and amongst the late keyboard works. Bull sets one of 
his cantus firm! in eleven beat measures. Tye, Woodcock and Baldwin, 
amongst others, all indulge in complex cross rhythmic exercises, and 
Tye's two In nominas 'Trust'and'Hold Fast' are aptly named.

In this study of the In nomine, the genre will be traced from its ori­
gins, through both the major Instrumental forms, those of the keyboard 
and consort. Reference in the text to keyboard score will imply that 
a certain work is extant only in keyboard score, and has no consort 
counterpart, whilst reference to consort score will not necessarily, in 
the early works anyway, imply any particular method of performance.
The term consort will, throughout, imply a composition which is set out 
either in open score or in parts, and where the method of performance 
may have been instrumental, vocal, or a combination of both. The musi­
cal inciplts given in the thematic index are without exception in the 
original note values. However, confusion arises in comparison with some 
of the printed editions, as some editors have retained the original 
values, and some have halved them. The semiquaver is a rarity in the



consort In nomine, and where note values have been halved, the music 
assumes a highly active character, based on a cantus firmus in semi­
breves rather than breves, and whilst appearing more readily compre­
hensible to the twentieth century reader, loses much of its original 
character. In both the VdGSteditions and in PWBlthe original note 
values have been retained, whereas in most of theeditions, note 
values have been halved, except in the case of Tomkins keyboard In 
nomines, in which original values are retained. This disparity in the 
printed editions has caused some difficulty in the musical quotations 
used in this text. In order to lessen the confusion, and in assuming 
that the reader is more likely to go to the printed edition than the 
manuscript source, all musical quotations from a work with a printed 
edition will conform to the values in that printed edition, whereas 
quotations from a manuscript source,together with those in the thematic 
index, will be in original values. This system will also be used in 
reference to note values and rests in the text, and notes and rests will 
be referred to by their modern editorial equivalents, and will corre­
spond with the printed edition if there is one, end otherwise with the 
manuscript source.

Also in the interest of clarity, it will be convenient to refer to tona­
lity in terms of modern key systems. This of course does not imply that 
key systems as we know them were necessarily in existence, hut will be 
an aid to the ready appreciation by the reader of such matters as 
cadences, modulations and tonal centres generally. In the text, speci­
fic works will be referred to by their number in the printed edition, 
where one exists, and where one does not exist, by their number in the 
thematic index, e.g. TI 26. Voice parts will be referred to from the 
top downward, and reference to specific notes will be made, wherever 
possible, thus: bar, part, crotchet beat, thus (2,A,3) will indicate 
bar two, fourth part from the top, third crotchet beat. Values of less 
than a crotchet beat will be indicated specifically. Where there is a 
printed edition, bar numbers will correspond with that edition. Printed 
editions will be referred to by sigla, the key to which will be found in 
appendix V, underlined, before each printed edition.

As this work was largely completed before the publication of both the
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new Grove's Dictionary and volume XLIV of %]aica Britannica, it was 
with some chagrin that I reed the excellent entry by Warwick Edwards 
in Grove, under In nomine. However, it is some consolation to me 
to discover that my findings ere born out almost exactly by 
Dr. Edwards, oince the publication of MBjZLIV, many of ny own trans­
criptions of hitherto unpublished In nominee have become redundant.
I should like to point out, however, that I have inspected most, and 
transcribed some of the works in the repertoire, and particularly in 
appendix I, where inspection has been impossible, acknowledgements 
have been made.

I should like to thank Gordon Dodd of the Viola da Gamha Society for 
his help in the compilation of the thematic index, and Mr. Wing of the 
Library, Christ Churchy Oxford, for allowing my frequent visits to 
inspect his sources. I should also like to thank the staff at both the 
British Museum Students room, and the Bodleian Library, Oxford, for 
their unfailing help and courtesy.



Chapter One 

The Background

@14 Tfinliy Sunday.

AT SECOND VESPERS.
PwfmA. Dixit D6minus. f. 1)8. — )- ConAtb^r. a. D. IM. — 
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5. a. 156.
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L6' n- a " t(-bi Tr(-ni tas acquilis, una D6- i-tas, ct

s e

an- te dmni- a sa&u-Ia, ct nunc, ct in pcrp6-tu-um.

4^Gloria tibl Trtnltee, the antiphon for second veepere of Trinity 
Sunday, is also the cantua firmua of the In#omlne. Congioaitiona 
based on a cantus firmus were by no means a new idea by the birth of 
the In nomine, as the use of a plainsong,or even a secular tune, as 
the backbone of a composition goes back to the middle ages,when plain- 
song was the only music of the church and comoosers first began to 
add other parts to it, Plsinsong wss later to become the basis of 
complex contrapuntal masses and also of textless music for keyboard, 
the plainsong being the framework around which contrapuntal skills 
could be demonstrated. By using a cantus firmus to define limits and 
dictate length and shape, an extended instrumental form was possible, 
abstract and unrelated to dance movements, which paved the way for the 
fantasia, a composition which was able to exist solely on free material, 
without the support of a oantus firmus. Of all the plainsong tunes 
used in England as cantus firml, Gloria tibi Trinltas was ultimately 
to become the most popular. The tremendous influence this melody bad 
on English music between about 1530 and 1670 must in part be due to the

4 n. Firsi Vtsp&rs Ik .
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neture of the melody Itself; its brevity, the shape of its well 
balanced opening phrases which can be so well imitated contrapunt- 
ally, and its relative lack of repeated notes.

By definition, the In nomine Is an Instrumental composition based on 
the plainsong tunejllorla tlbi Trlnitas. It is first encountered in 
the MulllnerJBook^ where it is sometimes titled In nomine and some­
times Gloria tibl Trinitas. In this source^those works which are con­
sort originals are In nomine and those which are soecifically for 
keyboard are Gloria tibi Trinitas. By the end of the sixteenth cen­
tury, however, the titles become synonymous in the keyboard works of 
Bull and Tomkins, though the consort work is always In nomine.

However, the origin of the species was already being forgotten, at 
least by some scribes, by the last quarter of the sixteenth century, 
and Ben.Cosyn was using the title In nomine as a generic term for a 
plalnsong composition whose title he could not identify when he com­
piled an index to one of his books.^ If Ben Cosyn in the sixteenth 
century was not aware of the origin of the In nomine, how can Meyer^ be 
blamed for writing in 1946 'The origin of the species is totally 
obscureHawkins^ nicely sums up the confusion experienced when he 
writes:

"The term In nomine is a very obscure designation of a musical composi- 
tlon, for it may signify a fugue in which the principal and the reply 
differ in the order of solmisation; such a fugue being called by musi­
cians a Fugue In Nomine, as not being a fugue'in strictness. Again it 
may seem to mean some office in divine service, for in the gradual of 
the Romish Church the Introitus 'In festo sanctissiml nomlni Jesu' has 
the beginning "In nomine Jesu omne genu flectatur"; and this latter 
circumstance seems to be the decisive of the question. But in looking 
into an old In nomine of Master Taverner In that venerable old book 
entitled "Morning and evening prayer and communion set forth in fower 
parts, to be sung in churches" printed by John Day in 156$, it clearly 
appears that the term refers to the nineteenth psalm as it stands in ' 
the vulgate, though it is the twentieth in our translation, and that by

4.
5.
6. 
7.

Lbl Add 30513. Transcribed in MB:1
Ihl Roy 23.1.4. Bee also Spurious compositions, ibid Chap. 1 
Mkyer B: p R3.
Hawkins: Footnote to p 464
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reason of the following verse in it "Laetabimur in selntari tuo; et 
in nomine Dei nostri magniflcabimur."

Hawkins baa offered ue three explanations of the origin of the In 
nomine, end though wide of the mark, he at least in one Instance 
connected it with Taverner.

SRoger North/ also was clearly puzzled by the obscurity of the term In 
nomine, and complained that

"There is no scheme or designs in it [in noming^ for beginning 
middle and ending are all alike, and it is rather a murmer of 
accords, then musick) there wants the nroper change of kevs, without 
which consort is lame .... But in the rn nomines I never could see 
a cadence compleat but proffers & Baulks Innumerable."

And again, writing on the In nomine, he fails to distinguish between 
the hexachord and the plainsong cantus flrmus.

The plain song was an oroer of plaine notes .... very often the gamut 
notes ascending or descending which were sung to the syllables of In 
Nomine Domini."9

Meyer, again^^ must have the last word on this subject which has been 

the cause of so much speculation;

"The In nomine is a cantus firmus motet written for instruments. The 
cantus firmus of all In nominee is identical. This cantus firmus is 
not only common to all In nomines; it is peculiar to them for it occurs 
in no other vocal scores. In nomines are thus original composjtions 
for instruments."

Meyer was wrong when he stated that the cantus firmus of the In nomine 
occurred in no vocal score, for Hawkins had already found it in one, 
and of course the prototype was vocal.

8. North: p 9
9. North: p 7
10. Mever E: p 83



Taverner's mass 'Gloria tlbi Trinltas) from which the In nomine 
derives,exists as the first in a collection of eighteen festal 
masses, now in the Forrest Heyther collectioh^^at Oxford.

John Bergsagel, In the introduction to his edition, estimates that 
this collection of masses was bound together between 1526 and 1533.
A note in one of the books tells us that they were in the possession 
of William Forrest in 1530, (the year that Taverner left Oxford) who 
was at Cardinal College then. Taverner went to Cardinal College in 
1526 and it is possible that this collection of masses was intended 
for his use there. It seems significant that in this collection of 
eighteen masses, only this one by Taverner Is embellished by portrait 
Initial letters, three of which are accompanied by ribbons bearing 
the composer's name. Taverner himself came from Lincolnshire, and 
some of the other masses in the collection are by composers with asso­
ciations with that psrt of England. Three masses are by Taverner, 
four by Fayrfax, who came from a well-known Lincolnshire family, two 
by Hugh Aston, now known to have been at Newark College, Leicester, 
and two by Ashwell who was associated with both Lincoln and Durham,
The last mass in this collection is 'Praise Him Praisworthy' by 
Alwood, of whom practically nothing is known, but who has a special 
significance in the history of the In nomine and is discussed in detail 
later on.

'■ot'of'’
T . " - r -^n trying to establish a date for the first In nomine^we have two 
early manuscrint sources to go by. Add 30513, the Mulllner Book, the 
date of whose compilation has been the subject of much discussion, 
but which may be conservatively estimated at a span of between C15^5 - 
75 and Och 371, dated at C 1560. Both volumes contain several In 
nominee including Taverner's, and the Mulliner Book contains one by 
Johnson, who is known to have died in I56O.: . . .

Thomas Mulliner, the compiler of 30513 is thought to 
have been associated with St. Pauls, and is known to have been regi­
stered at Corpus Christl College Oxford on Mbrch 3rd, I563, where he 
is described as 'modulator organorum'.^^ Mhlliner Book then would

11. Bergsagel T; p 7III
12. Stevens: p20
13. See ibid, chapter 3 for a full discussion.
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appear to have been complied pertly in London and partly in Oxford.
We have no means of knowing who it was who made the first transcrip­
tion of that pert of Taverner's mass which was to become the In 
nomine, and Taverner may have done it himself, befbre he left Oxford 
in 1530. Another clue supporting an earlier rather than a later 
date for the original is that Whitbroke, a contemporary of Taverner's 
at Cardinal College, Oxford, also comoosed an In nomine. On the 
suppression of Cardinal College in I33O Whdfbroke became sub—dean of 
St. Pauls in London, on June 29th 1531. He may have been resoonsible 
for bringing some of Taverner's music to London, and there seems to 
be the possibility, through him, of a connection between Taverner and 
Mulliner. Wh^tbroke's only In nomine is extant, unfortunately, only 
in a comparatively late source, otherwise it might have provided a 
clue to the first transcription of Taverner's In nomine. On the 
other band, if the In nomine was established before Taverner left 
Oxford, why was is that Bedford composed none? Bedford, who died in 
15A7 was successively chorister, vicar choral and organist of 
St. Pauls Cathedral, and it seems probable that he was there as 
Mulliner's senior. The Mulliner Book contains more music by Bedford 
than by any other composer, and all Bedford's compositions are plain- 
song settings, yet there is nothing by him on Gloria tibi Trinltas. 
Bedford probably died shortly after the Mulliner Book was started and 
thirty five of the pieces in it are attributed to him, most of which 
are not found in any other source. Bedford has left compositions on 
at least twenty three different plainsongs, and it seems more than 
likely that had the In nomine been established before his death he 
would have composed on that, too. The inclusion of the In nomine of 
Taverner and Alwood in the early part of the Mulliner Book suveests 
that Mblliner, anyway, was aware of the genre before he went to Oxford. 
Whatever the precise date for the birth of the In nomine, it was al­
most certainly a product of the second quarter of the sixteenth cen­
tury, a decisive one in the history of the reformation in England.

The reformation had a profound effect on the musical life of England. 
When Henry VIII declared himself head of the Church in 1534, sud two 
years later began the suppression of the Monashvies, not only were
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volumes of music destroyed, but also the musicel establishments 
themselves were threatened, and many were also destroyed, and the 
inhibitions imposed on the composition of Church music must have had 
a discouraging effect, and no doubt turned some composers' thoughts 
away from the sacred and into the secular vein. Taverner's own 
career as a musician was affected when, as Master of the children in 
Wolsey's Cardinal College, he was in 1528 accused of Lutheran heresy 
and imprisoned, but finally released on the grounds that he was but a 
musician. It was into this climate of religious unrest that the In 
nomine was born.

The performing media of the In nomine.

The In nomine falls into two fairly clear categories in terms of the 
medlGu of performance, that for consort and that for keyboard. The 
consort In nomine is one which is found in consort score, and this 
does not,particularly in the early works, imply any particular method 
of performance, but merely that the parts are set out as individual 
lines* . .. _ ^ The keyboard In nomine
is one ^whlch is found only in keyboard score. There are a works, 
all of them clearly consort originals, which are also found transcribed 
for keyooard, but these are of course classified as consort works.

The keyboard In nomine.

The keyboard In nomine, that which is found only in keyboard score, 
may appear as a specifically keyboard work, full of quick figures, 
long runs and unvocal leaps, or it may appear more like a consort work 
in style, with long lines of imitative counterpoint and nothing in the 
way of special keyboard characteristics. A specifically keyboard 
style was already developed by the birth of the In nomine, and those 
works of Carleton and Blitheman in the Mulliner Book a:r8 a continuation 
of it. However, there are pieces in the same volume which are
vocal in style (apart from the works which are actual transcriptions of 
vocal works^ano wuich suggest that not all music for the organ iwas 
necessarily full of rapid runs. Two of Alwood's In nominee (TI. 5 and 
6) appear to be in this rather vocal- consort style, yet have no con-
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sort source extant. A comparison of these two In nomlnes with some 
of Alwood's organ music in Mulliner shows that whilst he could, and 
did, write in a more specifically keyboard style, much of his music, 
including his Voluntary, is in a style more consistent with consort 
than with keyboard music. Thus, though a piece may have the appear­
ance of a four part consort work, it may nevertheless have been com­
posed for the organ. It is only in the Mulliner Book that one 
encounters these two styles of keyboard composition, and only in 
this same source that a distinction is made between In nomine, a 
work with a consort original, and Gloria tibi Trinitas, a keyboard 
original. This suggests that in the earliest days of the genre, the 
keyboard work may have been a descendant of the already established 
tradition of keyboard plainsong setting rather than the offspring of 
the prototype, and that the compiler of the keyboard source Och. 371, 
having transcribed Taverner's In nomine complete with keyboard embe­
llishments, passed on the title In nomine to Strogers' three works, 
all keyboard originals, in the same volume.

Of the later keyboard works only one actually specifies a performing 
medium, the 'Verse for Two to play on one Virginal or Organ' by 
Carleton II. Even this title suggests an alternative, and Miller^^ 
writes of it;

"This duet is the only English cantus flrmus composition for which a
medium oi periormance is designated, and here we are ^iven a choice of 
instruments."

The Consort In nomine

In none of the early In nomlnes is there any indication of instru­
mental designation. Only in the In nomine Pavan and Galllard by 
Stroger (which is not an In nomine by definition) are the instruments 
of a broken consort specified, and these may be Morley's specifications 
and not Stroger's. However, there do:' exist the lute and cittern 
parts, for a mixed consort arrangement also, of Parsons' celebrated In 
nomine ^5. It is not until the publication of Morley's Consort Lessons^^

lA. Miller: p
15. Morlev C:
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in 1599 (in which the Strogera Pavan and Galliard are to be found) 
that apecific Inatrumenta are deaignated. The early aource Ibl.
Add 31390 baa on Its title page

VA book of In Nominee and other aol faing aonga .... for voycea o^ 
inatrumenta.' ' ^

which auggeata that a certain flexibility existed between what could 
be sung and what played. A aong did not necessarily imply to the 
Tudor composer muaio with a text, or even muaic for vocal performance, 
aa Morley'a obviously instrumental consort lessons are described in 
the dedication aa 'songs' and the six two-part textless compositions, 
in style more instrumental than vocal,are preceded. by this dia­
logue;

Phi.

Ma.
^ pray you then, give me some songs wherein to exercise myself 
at convenient leisure.
Here be soma following of two parts which I have made of purpose,
that when you have any friends to ainv with you, you may 
practise to^^^ther.

However, a rubric in an early 17th century source^^ suggests that by 
then, anyway, music was written with string performance in mind;

'Alfonso Ferrabosco Fanoyes to the vyolls. All of them excellent 
good, but made only for the vyolls and organ which is the reason that 
he takes such liberty of the compass which he would have restrayned 
iff it had been made for voyces only'

Ihe often quoted 'apt for the viols and voyces' was first used by 
Weelkes in 1600 to describe his madrigals. Michael East's 'Fifth set 
of books' (1618) contains 'Songs full of spirit and delight, so com­
posed in three parts that they are as apt for vyols as voices I,18

There is no evidence to show that the viol consort was either markedly 
popular or widely practised during the life time of the early In nomine, 
Yet there are signs of emergent string techniques as early as Tye, some

16. Morlev P: p 88
17. Ibl Add 29996 f 72v
18. Oxford: p 7^
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of whose In nomines have both the tessiture and melodic figures 
which 8Ugge8tsoAmdhw^^kJcc^»r& rather than the voice. It seems 
highly probable that the early In nomine^ as a new form of art 
(rather than dance) music,was performed with whatever was to hand, 
including voices. Morley must have the last word on performance in 
general, when he writes in the dedication of his Consort Lessons

^They be set for divers instruments: to the end that those whose 
skill or liking regardeth not the one, may attempt soma other'

Even in the late sources one does not find the specific instrumental 
designation that was to become standard with a later generation of 
composers. It is true that the viol is mentioned on the pages of 
some of the later sources, and the Lewes Consort Suites, of which one 
movement in each is an In nomine, bear the rubric "For Te Violls", 
but the Important source Ob D212-6, containing seventy three In 
nomines, like so many other sources, makes absolutely no mention of 
instrumentation at all. The keyboard transcriptions of the In nomlnes 
of Ferrabosco II and Mlco, unlike the keyboard transcriptions of the 
early consort In nomines, which were literal, and intended as complete 
works in themselves, must be intended as accompaniments to the consort 
parts, as they are incomplete, only three parts being provided for 
much of the time, with the voice parts coming and going in a random 
fashion, and the cantus firmus missing. The rubric "Set to ye organ" 
appears in these transcriptions, and the keyboard book containing 
Ward's In nomines a6, again an accompaniment book rather than a com­
plete transcription, has on its cover'Organ Book/

The #xtant In nomine repertoire*

The extant In nomine repertoire is represented by,between sixty five 
and seventy composers, the precise number being hard to determine as 
there are several anonymous compositions. There are two hundred odd 
In nomine compositions, and the number composed by each composer varies 
^:rom , twenty four, which was Tye's output, through the sets of be­
tween a dozen and five which were left by Bull, Byrd, Parsons, White, 
Tomkins, Strogers and others, to the single compositions, often the
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only extant conaort work^ of composers whose names are barely known 
today. Who today has heard of Nayler, Mudd, Mallorie, Cocke and 
Egglestone? Yet their sole extant contributions to the repertoire of 
consort music* a single In nomine* rubs shoulders in the same manu­
script source with the works of Byrd, Tallis and Taverner. Other of 
the lesser known In nomine composers have* however* left compositions 
of another sort. William CranfPrd, fPr example, wrote a number of 
anthems. Richard Allison (who also left a volume of madrigals) 
contributed to Thomas Bast's 'Whole Book of Psalms' (1592),whilst 
Thomas Lupo composed some eighty fantasias for consort. Both John 
Lugge and Osbert Parsley* neither of them household names today* left 
seven and six In nomines respectively* amongst other compositions.
The In nomine contUnmadto attract composers long after the plainsong 
composition had gone out of fashion, and was still being composed 
when the fantasia or freely based composition had largely replaced the 
cantus firmus works.

Ofithe better known composers, biographical material is readily avail­
able. It is scant for the bulk of the lesser known, and non-existent 
for some. Working periods may only in some cases be guessed at by the 
inclusion of a composer in a manuscript source for which we have an 
approximate date. Biographical details are given for some of the 
lesser known In nomine composers in appendix 17.

The In nomine repertoire falls into two broad categories, those for 
keyboard and those for consort, listed in appendix III. A complete 
thematic index of all extant In nomines is contained in appendix II.
A description of the sources, together with their contents,is contained 
in appendix I.

The Keyboard In nomine

The keyboard In nomine falls quite clearly into two groups, an earlv
dt^jdtng (Wt C MvOC/ «

and a late one^^. The early keyboard In nomines are to be found in four 
manuscript sources,and the composers represented are Blltbeman, 
Byrd* Carleton I, Alwood* Strogers and Tallis. Byrd* Strogers and

19. Ibl Add 30513* Ibl Add 30485* Och 371* Pc 1122



Tallis have also left consort In nomines. The later keyboard In nomine 
is represented prlncipaldy by Bull^ Tomkins and Lugge. These later works, 
like the early keyboard ones, are found in relatively few mannscripts," ^
and the entire ontTput of Bull and Tomkins is confined mainly to two

20 21 sources, whilst the seven In nomines of Ingge are extant in only one.

The chief characteristics which^distinguish a keyboard original from # 
keyboard transcription are;

1, Number of voice parts. Keyboard originals are almost always in three 
voice parts. Four of the early works are in two parts, and four in four 
parts, but the vast majority of the later ones are in three.

2, The cantus firmus. In the early works, the centus firmus is always 
set on D, and in the late ones, almost invariably on A. The cantus fir­
mus in a keyboard original is always set in semibreve units,whilst in
a consort original it is uswJly in breves,

3, Title. In the Mulliner Book.,, keyboard originals always have the 
title Gloria tibl Trinitas, and consort originals In nomine. Elsewhere, 
consort works are Invariably In nomine, whereas keyboard works have either 
title indiscriminately, and sometimes, like those of Bull and Tomkins, 
both.

4, The keyboard original usually contains a greeter variety of melodic 
material within a single work than does Its consort counterpart, with 
extended passages of rapid scale figures.in extra part, or parts, often 
enters right at the end, and the final chord is, more often than not, 
filled out with extra notes.

— 16 —

Not all of the In nomines extant only in keyboard score exhibit all these 
characteristics however, and Tallis' two part work is in vocal style 
counterpoint, with an added voice part towards the end. Alwood's conven­
tional In nomlnes are in four parts, and In a vocal style, which, however, 
corresponds to the style of his organ Voluntary.^^ There is a greater 
variety of style between the early keyboard works than there is between 
the later ones.

20. Po 118$ and Pc 1122
21. Och 49
22. MB:I no 17
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The early consort In nomine.

The early consort In nomine is represented mainly by those composers 
whose In nominee are to be fonn% in the early source Lbl Add 31390. It is 
the early works also, which are mainly found also in keyboard transcription. 
Whereas the keyboard In nomine repertoire falls easily into two clear divi­
sions, early and late, easy to define both chronologically and stylistic­
ally, some of the consort works are more difficult to assign definitely 
to a precise period. Although Byrd's long life straddles the dates for 
both the early and some of the later composers, it is safe to assume that 
his In nomines are early works, as evmithe one showing the most advanced 
techniques,(no 4 ^5) is to be found in the early source Add 31390. The 
radical stylistic changes which are found in the In nomines of Perrabosco 
II, help to define tk boundaries, and the division between the early and 
late consort works will therefore come between the Ferraboscos I a*d II.

A consort In nomine is defined as one which is found In consort, rather 
than keyboard score. It implies no particular medium of performance, and 
may be transcribed in either part books, open score book, or table book. 
The early sources are numerous, aa this Is by far the largest section of 
the repertoire, and is represented by all but twelve of the consort In 
nomine composers. There are more than a hundred compositions extant in 
this group, three quarters of which are a$, with only a handful a3,^A, 
a6 and a7. From this it may be deduced that the consort 8$ became the 
standard, rather in the way that the string quartet was to become later* 
Some consort In nomines were brought up to date by the addition of 
a fifth part, and in Add 31390 we find the works of Taverner, Johnson, 
and some others treated in this way. We can be certain that the fifth 
part In Taverner's work was a later addition, as we know the prototyp# 
was in four parts. With Johnson's In nomine it is less easy to be certain, 
except that the earliest extant transcription,that in the Mulliner Book, 
is in four parts, and the extra part in the later source, fourth from the 
top, is not only of inferior quality, but also it enters at the same time 
as the bass, giving the work a clumsy, lop-sided appearance.

The early consort In nomine is characterised by seamless po^phony in 
smooth, vocal curves, mainly'apt for voices or viols.' There are, however, 
strong Indications in a few of them that the composer might have had 
instrumental performance in mind. Tye, Woodcock,Parsons,Byrd and others, 
ell occasionally employ figures which are more suited to instruments than 
voices, but in the main, the consort In nomine remains largely vocal in 
style until about the last decade of the sixteenth century.



The late consort In nomine.

FerrabosooII may be considered to be the first exponent of the late con­
sort In nomine, and as he was born e 1575* it seems likely that the late 
In nomine has an earliest date of c 1600. With this later generation of 
composers, the In nomine has more affinity with the string fantasia than 
with the vocal plalnsong work. Not only are the later consort In nomines 
longer, but also the counterpoint is conceived more freely, with shorter 
phrases of motivic material, sequence, and leaping, spiky figures repla­
cing the often smoothly curving counterpoint of the earlier works.Of all 
the late consort In nomines, only those of Ferrabosco II are to be found 
in the large number of sources that characterised some of the early con­
sort In nomines.

In nomines extant in both consort and keyboard score.

Five early consort In nomines are to be found transcribed for keyboard. 
Three,each a^, ere those by Johnson, White and Taverner in the Mulliner 
Book. The other two, both 85, are by Byrd and Parsons. These prvu. works 
are all more or less literal transcriptions, though in some sources those 
of Taverner and Parsons have been given keyboard embellishments. Each of 
the five must have been popular, as they are extant in a good many sources, 
Of the later works, three by Ferrabosco II, and one each by Mico and 
Gibbons are transcribed for keyboard, but in these cases the transcript­
ions are intended $s accompaniments to the consort as,although described 
as 8$, the part writing is sometimes reduced to three or four voices,with 
parts appearing end disappearing in a random fashion. A rubric in a 
volume containing mainly instrumental fantasias, reads 'Finis Mr.

his fantasias for five vyalls to ye organ.'
Independent organ parts also exist to the consort In nomines of Lewes and 
Jenkins, and are certainly Intended as accompaniments.

Whilst it was possible to transcribe some of the early consort works for 
keyboard, perform them vocally or Instrumentally, and find early keyboard 
originals which were nearer to a vocal style than a keyboard one, with the 
development of more sophisticated compositional and playing techniques, 
the multi-purpose composition became rarer, and the difference in style 
more pronounced, until, with the consort In nomines of Ward, Gibbons, 
Ferrabosco II and lewes, and the keyboard ones of ZhCl sbA Tomkins, two

23. Och 1004 f 11$
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distinct instrumental styles emerge.

There are, however, a handful of In nominea which fall outside the main­
stream of instrumental compositions. John Dowland's single In nomine is 
for lute, and the one In nomine of Carleton II is a keyboard duet. There 
are several In nomines set to texts, and the most famous. Gibbons' Cries 
of London, uses street cries, and alternates the texted sections with

instrumental music based on the cantus firmus. Blankes' In nomine is set 
to the text 'With wailing voice from out of the depth of sinne.' John 
Milton, father of the poet, 'composed an In nomine of forty parts for 
which he received a watch and chain from a Polish Prince.' This un­
usual work, however, has not come to lights but we have the same compo­
sers In nomine, the cantus firmus part of which is underlaid with the 
text ' If that a sinner's sigh sent from a soul.'

That the In nomine may have had some pedagogical significance, ak 
during its early period, cannot be ruled out. Both Tallis' and Byrd's 
masterly two part settings demonstrate canonic writing, amongst other 
things, and the sets of In noaines by other composers demonstrate all 
available compositional techniques. The several solitary In nomines by 
composers whose names might otherwise have been long forgotten, might 
possibly be the sole survlvers of some qualifying exercise. Who has heard 
of Picforth or Brusters^Brewsterl? Yet their In nomines found a place in 
the same volume #8 those of Taverner, Byrd and Tye,

The sources of the In nomine repertoire.

The manuscript sources in which the In nomine may be found ere set out 
as pert books, table books, books in open score, and volumes in keyboard 
soore. Although apparently no lover of old music, Roger North,^^' writing 
circa 1728, laments;
'This so general abrenonnciation of all elder, tho lately bygone muslck, 
is the cause that almost all the ancient copys, tho very finely wrote,are 
lost and gone, and that little woh is left by pastry and waste paper 
uses is wearing out,& in a short time none at all will be left.'

2A. Hawkins: vol 2 p 
2g. Ibl Add 31390 
26. North: p^
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It Is evident from the incon^lete sets of part books that mu#h old music 
has been lost, and it is tantalising that much will never be reconstruc­
ted as a result.

The part books in which In nomines are to be found are usually in sets of
five or six, each book containing one part, like the parts of a modern
string quartet. The earliest books tend to be in sets of five, and as the
a6 composition began to succeed the 8$,so a set of six books became the
rule. It is rare to find an early part book devoted entirely to consort
music, and the In nomlnes, often grouped together^ have to be searched
for amongst vocal music, both sacred and secular,and often music for lute
as well. Many of the later part books ere, however, devoted entirely to

27consort music, and one to the In nomine alone. In nome of the part 
books containing In nomines is there any instrumental designation, thou­
gh one scribe has left us a comment both as to performing method and his 
own performing ability, when he writes,against a textless hexaohord 
piece by Parsons, 'The second parte is goodibut that it is so harde:
I will not sing this parte.'
Many of the part books show little sign of wear, are exquisitely penned, 
and a few have initials stamped on the covers, which suggests that some 
of these collections were private anthologies and were never intended 
for general or professional use. In the Tudor part books it is usual to 
find an unsorted mass of music for any medium but the keyboard, standing 
shoulder to shoulder on the same page, and Indeed, sometimes on the same 
line.The writing is often cramped and difficult to reed, and the music 
squeezed into as little space as possible, one work following another 
without a break other than a double bar, and sometimes without even a 
new title.

The later cart books are both more highly organised, and more clearly 
laid out than the early ones. The contents are mainly consort music, and 
works are grouped according to the number of voice parts,starting with 
those a3, and working upwards. As already mentioned, only one source, a 
late one (Ob D 212-6),is devoted solely to the In nomine, and these 
part books are particularly well laid out, with each composition on a new 
page, clearly numbered. The source is in two layers, the first, and ear­
lier one,devoted mainly to the early In nomine composers also contains 
works by Gibbons, Weelkes and Bull, which suggests,as indeed, their style 
confirms,that these may have been student compositions. The second layer

27.0b D 212-6
28.Lbl Add 30483 f 66



is confined to later compo8%r8. There is an indication that this source 
was copied by more than one hand, and from more than one source, firstly 
by dfTerences of script, and secondly by the duplication of three works, 
one of which has been attributed to both White and Parsons. The other two, 
both by Ferrmbosco I,hav@ been duplicated several pages apart, one copy 
of each withouti#criptlon, and an uncorrected error in one version only.

The early source, Ibl Add 31390,18 a table book of music for consort, 
and contains, amongst other things. In nomines by most of the early 
In nomine composers. It is eminently practical, since each of the parts 
faces outwards, so that the performers, seated round a table, may play 
or sing in relative comfort. This is the only in nomine source to be laid 
out in this way. The Tregian score book, ^ on the other hand,could never 
have been Intended as anything but a collection, as this vast volume is 
written in immaculate, tiny script, in close score, right across the 
open page, and is difficult enough to read, let alone to play from, with 
compositions following one another in close sucoesslon without a break. 
This vast collection of consort music represents both the early and the 
late In nomine composers, and is the consort counterpart of the Fltz- 
wllliam Virginal Book. Dr Burney's Commonplace Book,^^ contains three 
early In nomlnes amongst a miscellaneous collection of his personal 
taste, and another collection, dated at I64O ^ contains both early and 
late In nomlnes. Although a few later sources still contain In nomines 
by the earlier generation of composers, by and large, the early works 
which are to be found over and over again in the early sources, begin to 
disappear from many of the sources which have their origins later than 
the second decade of the seventeenth century. Those In nomines which 
linger on are Byrd's, Parsons' celebrated 8$, and the three of Ferra- 
bosoo I.

- 21 -

In the early sources, most of the music without tezt is based on a 
cantns firmus of some sort, and the majority of these compositions are 
In nomines. However, in the late sources, In nomines, with one exception,
Ob D 212-6,are scattered amongst vast quantities of fantasias,ayres, and 
other free musical forms. The early part books reflect the close relation­
ship between vocal and instrumental music, and in particular, the inviol­
able position of the cantus firmus composition in the field of 'art'

29. Ibl Eg 3665
30. Ibl Add 11586
31. Ibl Add 39550
314.



music. The later sources show quite clearly the change from cantus firmus 
to free compositions, which took place about the beginning of the seven­
teenth century.

Whilst the early consort sources often contain a mixture of vocal and 
instrumental music, the early keyboard sources contain only music inten­
ded for performance on a keyboard instrument, though that music may som- 
times include arrangements of consort works. The two earliest keyboard 
sources, the Mulliner Book and Och 371, show signs of wear, and, partic­
ularly the latter, appear to have ssen much service in the organ loft.
The sources of the keyboard In nomine are few, and the works are mainly 
to be found grouped in sets, where sets exist, in a single source. One 
of the exceptions is the Fltzwilliam Book, which contains, amongst its 
vast collection of secular keyboard music, In nomlnes by Blitheman,
Parsons and Bull. The only extent source for Alwood's two conventional 
In nomines is an oddly late one, c I6l0. This is an anthology of 
'Extracts from virginal book,' and the Inclusion of Alwood's two In nom­
lnes, composed rvtrj" years before the books compilation, refle­
cts somewhat old fashioned taste in the compiler.

There is one manuscript source, however,in which some late keyboard 
In nomlnes by Lugge are bound together with a letln mass and some Eng­
lish solo songs. The keyboard In nomlnes are the last layer,on different 
paper, and much more worn than the rest of the volume. They must have had 
a separate existence once,and have been bound with the vocal works rela­
tively recently. Another late source,is also a mixture of vocal and 
keyboard music, and Blow's Venus and Adonis is bound together with three 
anonymous keyboard In nnmines! Such strange bedfellows are the work of 
an economical binder rather than an indication of anything more signifi­
cant.

The striking difference between the sources of consort and keyboard In 
nomlnes/ls the number of sources in which some of the consort In nomlnes 
are found, and the relatively few sources of most of the keyboard works. 
Parsons' In nomine a5 has twenty extant sources, and there are almost as 
many for the works of Taverner,Byrd, and Ferrabosco II, whilst many of the 
keyboard In nomines exist in but a single source. At first sight the differ­
ence suggests that consort music wes more in demand than keyboard,yet this 
seems an unlikely explalnation. What is more likely is that music for
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keyboard, and especially for the organ, was well used, and was discarded 
when worn ont, and that, often being used and kept in churches, it not 
only disintegrated quickly, but it wag also less likely to have survived 
the Reformation than secular music for private or domestic use. This 
hardly accounts for the single source of all Tomkins' keyboard In nominee, 
though it appears that Tomkins, as a great reviser and corrector of his 
own music, may have been responsible for the destruction of earlier, 
unrevised sources.

What emerges quite clearly from these observations, is the almost comp­
lete division of the sources into keyboard and vocal/consort. In only 
tw# early sources, the Mulllner Book and Och 371,do keyboard and consort 
originals share the same cover, whereas the early consort In nomine is 
found^more often than not,in the same volumes as voeal music.

Spur jams c ompos it ions *

Several compositions exist, which, although they have the title In nomine, 
are not based on the In nomine plainaong. The two works by Alwood and 
Strogers appear to have been given their titles deliberately, whilst for 
the rest, it is probably a simple case of mistaken identity.

Alwood, Mulliner Book- no 23, The oaAtus.flrmus is the same as that which 
the composer uses in his mass Praise Him Pteisworthy. The present writer 
feels this to be an In nomine by intention. For farther discussion see 
ibid,chapter 3.

Bull. Pc 118$. Two of the compositions titled In nomine are actually 
based on the plainsongs Salvator Mundi and Veni Redemptor Gentium, res­
pectively.

Byrd. Ibl Add 3G48G 8nd Cfm 32.G.29. A oomposition titled In nomine is 
to be found In each of these sources,but the plalnsong is Glarifloa me 
Pater.

Cobbold. Lbl Add IB936. With the title 'Anome of V vo,' this is an inst­
rumental composition In two distinct sections. The volume containing 
the second voice part is missing from the set. Judging by the title, the 
missing part might well have been the cantus firmms. Both Hughes-Hughes?^' 
and Meyer suggest that it is an In nomine, though the plalnsong cannot 
be made to fit the free material.

36. Never M: n 134



Gibbons. Lbl RM 23.1,4. Ben Goayn's Book. With the title In nomine, 
the plainaong is unidentifiable.

lawea. T 302. The plainsong is unidentifiable,

Strogers. Morley's Consort lessons, no 13. In nomine Pavan and Galliard. 
These compositions are not based on a plainsong, but bear a structural 
resemblance to the opening of Parsons' celebrated In nomine. They may 
have acquired their title for this reason.

Syddael. A dial song composed in imitation of Parsons In nomine. This
nuzzle compo8ltlon,which appears in Charles Butler's Principles of music.

37p 42, may have been conqaosed by Butler himself. It has no cantus 
firmU8,but it is based on the free materiel of Parsons' In nomine 8$.

The spurious In nomines by Bull, Byrd, Gibbons and Lawes appear to be a 
copyists attempt to assig* a title to a plainsong composition which he 
failed to Identify correctly* The composers themselves were well aware 
of the correct plainsong,as each of them had written other In nomines.
It appears thet the three works by Gibbons and Bull may have been wrongly 
titled by Ben Cosyoy as each of these works appear in other sources 
without title, end it is only in the volumes compiled or owned by him 
that the title is incorrect. Pc 118$ appears to have belonged to him at 
some time, as be made an index of Its contents in 1652, and here also 
we may also find an Incorrectly titled In nomine.

If Cosyn was apparently unaware of the origin of the In homine by the
38middle of the seventeenth century, then Roger North may surely be 

forgiven for writing, some fifty years later of it, 'The plainsong was 
an order of plain notes,... very often the gamut notes ascending or 
descending for which were sung the syllable# of In Nomine Domini.'

— ,24^ —

The main trends in the evolution of the In nomine.

The main trends in the evolution of the In nomine are those also to be 
seen in the evolution of instrumental music generally, at the time. The 
growth of the In nomine genre can be traced quite clearly from the

37. Baker S: p $90
38. North: p 4



- 2$ -

Benedictus of Taverner's mass setting, with its many, diverse arrange­
ments, through the two main streams of instrumental music, that for con­
sort and that for keyboard, to culminate on the one hand, in th# monumen­
tal keyboard compositions of Bull and Tomkins, and on the other hand, in 
those equally significant consort works of Ward, Jenkins and lewes. In 
both the later keyboard and consort In nomines are to be found the most 
advanced contemporary English compositional techniques. The changes that 
occurred in instrumental compositions generally, and in the In nomine 
specifically, during the hundred and fifty odd years of the In nomine's 
life saw the establishment of a characteristic style both for the keyb­
oard and the viol consort.

The startling difference between the consort transcription of Taverner's 
In nomine and, for example, Ward's consorts a6, make it bard to believe 
that the compositions are in fact the same genre. The contrast between the 
two styles may be likened to that between a Haydn symphony and one by 
Mahler or Berlioz. The simplicity of style in the prototype,(though not 
all Taverner's music is simple) little resembles the complex instrumental 
writing in the later work#. What, then,has the early consort In nomine in 
common with the later one ? Very little but the cantus firmus end the 
contrapuntal texture.

The most significant difference between the prototype and the later works 
is that the former was Intended to be sung, and the latter to be played.
A vast body of In nomlnes come somewhere in between, and it is in this 
vast area of music 'apt for voices and viols' that the specifically inst­
rumental composition began to evolve. The real difference between the 
earlier, vocal style consort pieces,and the later, instrumental ones, lies 
not in the ran^e of voice parts, for viol music, unlike that for violins, 
rarely strays outside the vocal range in any one part,but In the agility 
demanded of the player. What is immediately striking in a comparison of 
the prototype and the later In nomines,Is the greater variety of note 
values end rhythmic patterns available to the later composers. Whilst the 
prototype, and many of its near contemporaries, employ mainly semibreves, 
minims, crotchets and a sprinkling of quavers, often in smooth, mainly 
stepwise motion, the later composers are able to use quavers profusely, 
and also notes of smaller value, in figures which leap and twist in a 
thoroughly unvocal way.

There is, however, a less obvieos stylistic distinction between the early 
and the later keyboard In nomine, as a specifically keyboard style had 
already emerged by the birth of the keyboard In nomine, and the keyboard



was, unlike the consort composition,independant of ties with the vocal 
tradition.

The earliest keyboard In nomine is probably that by Carleton I, which, 
though not ve^adventurous by later standards, nevertheless, is constru­
cted on running and leaping keyboard figures in small values. Though poss­
ibly forty or fifty years separate# the keyboard In nomines of Blitheman 
from those of Bull^ / the stylistic differences are not as
dramatically different as those between the early and the later consort 
works. This less dramatic change of style between some of the early and 
the later keyboard In nomines was of course because keyboard music had 
had its own identity for many years, long before instrumental consort 
music did. The raison d'etre for specific keyboard compositions was the 
adornment of toe liturgy, but there was little reasealte comoose secular 
music which was neither connected with songeor dance. Although the ' 
®^^lT*8t 'art' music appears to have been the In nomine, one iwonders 
how many of them were ever aotually performed ? There is no evidence for 
domestic music making other than in song and dance, before about the 
last quarter of the sixteenth century, by which time, the vast bulk of 
the early consort In nomines were composed. With consort music still 
inextricably bound up with vocal performance, and lacking any real reas­
on for a separate existence, there could have been little reason for the 
development of a specifically instrumental style for anything but dance 
music, and yet, as early as the I5$0^8,an emergent Instrumental style 
may be seen, for Instance, in some of the In nomines of Tye. Although the 
early consort In nomine may have found its way into one or two volumes 
of keyboard music, there are no keyboard In nomines to be found In any 
consort sources.
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Although the changes which took place in the evolution of the consort 
In nomine were more dramatic than those which characterised the key­
board In nomine's course, the main trends in both genres may be summed 
up in the same way.

1. Length. Later In nomines are generally much longer than early ones, 
in spite of the common cantus firmus.

2. Note values and rhythms. Greater variety of note values and rhythmic 
patterns ere available to the later composers.

3. lonallty. In the early works, the cantus firmus is almost always set 
on D. A greater variety of tonal centres exists in theJater works, with an 
increased use of chromaticism, and in some of the latest works of all,a 
tendency towards major and minor tonality.



4" Construction. Whilst imitation is tho basic constructional princi­
ple throughout the In nomine, the counterpoint in many of the later works 
tends to include motivic development, sequential extension, and a bass 
line constructed on harmonic figures, whose function is often one of und­
erpinning the structure rather than an equal partnership in the imitation.

It would seem difficult to achieve much variety in the length of a comp­
osition which is governed by fifty four plainsong notes, yet remarkable 
variety exists, particularly between the length of the early and the 
late In nomine, both keyboard and consort. Most of the early composers 
have found the fifty four notes sufficient to sustain their creativity, 
and lye has apparently even found them sometimes too long, and has left 
some out. With the greater resources available to the later composers, 
however, the plainsong becomes expanded, either by augmentation of its 
note values, delay in its entry, or duplication, where it is used twice 
in succession. Tomkins extends his In nomines in an unique way, by a 
free 'coda' after the end of the plainsong.

The general principle governing the structure of the consort In nomine, 
is one of a series of imitative points, often related one to another, 
but sometimes in deliberate contrast,the entries of which are continu­
ous,and usually become closer towards the end of the work. In the early 
consort In nomines, the note values rarely Involved anything but a semi­
breve, minim and crotchet, and it must be born in mind, when reading the 
printed editions, that in most of them, the note values have been halved, 
giving the Impression of greater activity. The imitation in the proto­
type is often approximate,with the curve of the melody taking precedence 
over the exact reproduction of the point. However, in most of the earliest 
In nomines, the approximate imitation of the prototype is replaced by 
strictly imitative counterpoint, and in some compositions just a single 
point is worked throughout.

The amount of contrast within a single work varies from comnoser to com- 
poser, and whilst;^Whytbroke, iArhite<uij unity
in each compo8ition,Byrd, Parsons and Woodcock, amongst others, all set 
out to demonstrate sections of contrast within individual works. Two of 
the most popular In nomines in the whole of the early consort repertoire, 
if popularity may be judged by the number of extant sources, are Parsons' 
a5 and Byrd's no $ eg, both ofiAukHi'Use contrasting material. Whilst 
both unity and contrast within a single work appear to be laudable aims 
for the early composer, the texture of many In nomines is of unrelieved, 
five part density, and many of the works include the remains of the
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legecy of the Tudor vocal style, in passages of complex simultaneous 
duple and triple rhythms, and in the use of hocket. In the later works, 
these complex and often lumpy demonstrations of skill are replaced main­
ly by crisp, airy phrases and bright melodic lines, which produce some 
light, clear textured works, in which the archaic hocket is transformed 
into the spiky arpeggios so beloved of the Jacobean composers.

aviWgnct an tL*. liWt PAjt LW
In spite of the^ that the early consort In nomine may have had to 
rely on voices for its performance (voices which, however, were very 
well used to performing feats of agility), there are some early consort 
works which suggest most strongly that the composer bad Instruments, 

and not voices in mind. For example, Tye's In nomine 'Crye' is based on 
aawmM^^ instrumental, repeated-note figure, in spite of
its inclusion in a book of sol-faing songs. There are, conversely, some 
In nomines by later composers in which the idiom is almost entirely 
vocal, and both Bull's and Gibbons' In nomlnes a^ could be sol-faed 
without undue difficulty. The early consort In nomines which come nearest 
to anticipsting the style of the later ones, are Byrd's numbers ^ and 
both 8$. Although the opening points in both are purely vocal, as indeed 
they also are in some of the later consort works,idiomatic instrumental 
writing grows from the vocal opening^, and although much of the figur- 
etion common to the late In nomines is as yet undiscovered, these two 
early works of Byrd point the way in which the consort In nomine will 
develop.
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One of the more immediately striking differences between the early and the 
late consort In nominee is the greater variety of rhythmic patterns 
available to the later composer. Not only was he able to use notes of a 
smaller value than his predecessors, but he was also able to use them in 
figuration which demanded greater agility from the performer. The seam­
less polyphonic lines of many of the early composers become brisk runn­
ing figures, leaping octaves, spiky erpegglated figures and rapid sequ­
ential chains in the hands of the later composers. As the genre develops, 
the use of sequence as a means of extending a melodic line becomes more 
marked. Sequential extension was not unknown in the early works, and may 
be found in the In nomines of Byrd (nos 4 and 5 a$), Tye (no 2l) end 
White (NBJZIJV no 63). There are numerous examples of sequence in the 
later works, one of the best being unique to the later period, and found 
extensively In the latter pert of Gibbons' In nomine ag as a point of 
imitation,—=—#—and also in various
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forms in the works of others of the same period.

Although imitation is invariably found at the start of the consort In 
nominee, there are indications of attempts to modify it. For example, 
in Sard's In nomine IZ no 29), the composer uses not one, but
three Imibative points simultaneously, at the opening, and as the music 
proceeds, these three points are heard in verid^combinations. In seve­
ral of Ward's consort In nomlnes he uses two points to open the work, 
though he tends to be more conventional in his larger scale In nomines, 
There is also a greater variety of texture in the later works, achieved 
not only by contrasting melodic material, but also by the use of protr­
acted rests in one voice or another, particularly in the six part works. 
In lewes'^b composition :ZZI no $), the texture is reduced to four 
parts between bars 58 and 71, when the two lower parts are silent, whi­
lst in Ferrabosco's composition ab (MB: IZ no 79), a really exciting 
textural change occurs in bars A1 - 44, when the three lower parts are 
silent. In Weelka^ a5 IZ no 53), the entry of the bass is delayed
until bar 17, so that the work has a four-part texture during its first 
quarter, a technique he also employs in some of his madrigals.

One of the most important trends however, is towards instrumental style 
accompanimental figures. These figures are mainly to be heard in the 
bass of the late keyboard In nomines,but have found their way into a 
few late consort works,and consist of the mechanical repetition of a 
short motif, under a rather more melodic line in the upper voices. The 
motif may repeat sequentially, and is unrelated to the counterpoint 
which it is accompanying. When it occurs in a consort work it has a 
strong baroque flavour.

(h : # f ..—f I - - - - - - p:- - - - - - - - - - - -

lawes In nomine a6. '
(KB,XII no 5)

A similar accompanimental figure is heard in the bass of Tomkins' 
consort In nomine a3, end is remarkably similar to passages in some 
of his keyboard In nomines.
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A comparison, at this stage, of some of the more popular melodic lines 
to be found in the consort In nomines, may help to clarify the difference 
in style between the early and t^e late works. The three main types of 
melodic figures found In the In nomine are (a) the scale ,(b) the repeated" 
note, 8nd(c) the arpeggio.

(a) The scale figure. This is widely used, both upwards and downwards, 
in both the early and the late works. Its most popular form is the down­
ward scale, preceded by the leap of a th^rd, as in the prototype, and this 
is the most widely used of any single phraae in the early works.

3:

It was popular before Taverner, and continued to be used, though much less 
frequently,until almost the end of the In nomine's life. It often anpears 
as the opening point, outlining, ss it does, the first four notes of the 
plainsong, and its use in so many In nomines may originally have reflec­
ted the esteem in which the prototype was held. This phrase, or a varia­
tion of it, is used as the opening in over forty early In nomines, and 
also by Gibbons, Lawes and Weelkes.
In order to Impose unity on the examples, all the note values have bean 
halved, as they are in most of the printed editions. -

Scale figures found in the early consort In nomine.
- n I -

(bar f)
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Scale figures found in the later consort In nomlnes.
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(b) The repeated-note figure. This is not a figure "which appears in the 
prototype, though there are about ten early In nomines extant in which it 
is the opening point. Tye uses it at the start of five of his works, and 
both Parsons and Woodcock show a fondness for it. When a repeated-note 
point is used in relatively long note values, it has a somewhat plaintive 
vocal quality, but when, as in Tye's no 12, the notes are short, it takes 
on a more specifically instrumental character. It is found less often in



the later works, though when it is, it is often for a special fanfare 
effect, #e in Ward's no $ a^, or as part of a more complex instrumental 
figure.
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Repeated-note figures found in the early consort In nomine.
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Repeated-note figures found in the later consort In nomine.
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(c) Arpeggiated figures. Short arpeggiated figures are often found in 
the early In nomine,and their extensive use, as in the works of Persons, 
Tye, Woodcock and others,is reminiscent of the hocket, so popular In 
vocal music of a rather earlier period, and quite unlike the widely span­
ned and often longer arpeggio figures of the later works. The later 
composers often use arpeggio figures as part of a longer motif, or as a 
harmonic bass ljrm,KbAress; ti^ early works the figure is fragmented.

-^rp*RRl8ted figures found in the early consort In nomine
0) (f)

VAnt* ^ 4 ^ ^ ^ V&w^icoek af
mo IS hofl H_6;yL;v mo 64

Arpeggiated figures found in the later oonsndt.In nomine.
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Tonality in the consort In nomine.

The trend away from the modes and towards a tonality based on major and 
minor scales (a trend which is evident throughout the mainstream of 
Tudor and Jacobean music),is reflected also in the In nomine. The early In 
nomine, almost exclusively in the Dorian mode, with its seventh and third 
raised at cadence points, generally makes little use of chromaticism out-
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aide the demands of musica flcta. The third of the final chord is invar­
iably raised, and it is not uncommon to find the final G of the cantua 
firmus raised to C sharp, as the seventh of the final cadence figure. 
There are some In nomines however, in which chromatic Inflexion is far in 
excess of the demands of musics fict8,and su^^ests a search for new tonal 
centres. In White's In nomines, for example, there is a tendency towards 
an almost consistent F sharp in the final bars, and particularly in In 
nomine a^ (MB:XLIV no 30) from bar $0 to the end,there is a distinctly 
major flavour. Again,in the same composers In nomine a4(MBiXLIV no 63) 
the almost consistent F sharp during the last five bars, whilst giving 
the Impression of a search for a new tonal centre, may actually be the 
result of a logically pursued point in which a semitone rather than a tone 
is used. In Strogers' In nomine ag (MB: XLIV no 60) there is an unusually 
marked tendency towards D major at the start of the work, where he has 
based his opening point on an inverted triad of D_ major, Ibctended massa­
ges of consistent chromatic lnflexion,however, are rare in the early 
works,and more usual are the momentary alternating major/mlnor tonalities 
which occur often, for example, in the works of Tye as the result of 
a cadential inflexion which is followed by an entry of the point,on the 
same note and in the same voice part. In no 2,for example, the chord of 
G major on the first beat of bar 46, is followed immediately by one of G
minor.

Tye.
In nomine no 2. 
Bar 46

A similar progression may be seen in no 9, where, in bar X2, the chord of 
A major, on the third crotchet beat, is followed by one of A minor on the 
fourth.
Much of the chromatic Inflexion, apart from that which is c8denti8l,results 
from a logical pursuance of a point which, when transposed, requires some 
alteration in order to reproduce,accurately,its intervals. Thus in Byrd's 
no 2 a^^the E flats in bar Sybase, and bar 9, treble, reproduce the open­
ing point, transposed up a fourth.

Chromaticism, then, in the early In nomine, was very much confined to the 
requirements of the mode, and extensive or consistent alteration was rare 
enough to be remarkable in a couple of In nomines by White and Strogers.

With Perrabosco II, however,the In nomine moves Into the realms of increa­
sing chromaticism,and his In nomine Fantasia (MBjIX no 79) is perhaps, in 
the whole of the consort repertoire, the one in which chromaticism is
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taken to its extreme limits,particularly between bars ^6 end $0, where 
the cantua firmus is based on E, end, starting in bar in the fourth 
part, : in the phryglan mode, gradually acquires some of the sharps of
E nwwM' as it oroceeds.

It is only in the two In nomlnes of lewes, however, that the modes are 
finally abandoned for modern major and minor tonality, and chromaticism 
at last becomes Modulation. One of Lewes' In nomlnes (MB:XXI no $) is 
quite definitely in B flat major, and very strange the plainsong sounds, 
transposed to the major model The other is in G minor, with the cantus 
firmus set more orthodoxly, on C.

The main trends In the evolution of the consort In nomine, then, are towa­
rds a lengthier, more substantial work, in which the cantus firmus is 
almost inevitably set in long, even notes, and the free material is prese­
nted in a greater variety of note values and rhythmic patterns. The trends 
are also away from the modes, and towards either increased chromaticism 
or, finally, major and minor tonalities, together with modification of the 
strict imitative principles of the earlier In nomines by the use of longer 
passa^e^ of free counterpoint and harmonic bass lines, once the invariable 
initial imitation had been stated.

In the later In nomlnes, there is a particular trend towards an especially 
elaborate bass line, which demands greater agility from the bass player 
than perhaps any other. Whilst the range of the upper parts does not 
change significantly,the range of the bass becomes particularly wide, the 
player often having to tune his lowest string down to C, end cover an
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overall $pen of about two and a half octaves.

The first real break with the vocal/lnstrumental style, and the establi­
shment of something more SDeoifioelly instrumental, was made by Tye, though 
the In nominee of the early period which most closely anticipate future 
developments are the last two 8$ of Byrd. One of the first signs of the 
break with the vocal musical tradition was the setting of the plainsong 
in even breves,rather than in the ornamented style of vocal music. The 
often rather approximate imitation of vocal music was replaced by more 
highly organised counterpoint,in which imitation was strict, entries of 
the point were symmetrically placed, and sometimes a work was based on a 
single point. These attempts to shake free from the loosely organised 
counterpoint of the vocal tradition, contributed to the rather rigid 
style of some of the early In nomines, so that some of the more musically 
satisfying of the early works are those.which are nearer in style to 
vocal polyphony. It is in the In nomines of Tye that one is able to see 
the earliest, most successful attempts to create a new. Instrumental style, 
though even he is not always able to sustain his imaginative ideas to the 
end,end in spit#, of his trend setting, none of his In nomines achieved 
the popularity of some other of the early works,if the measure of succe^ 
may be estimated by the number of extent sources.

The keyboard In nomine.

The early keyboard In nomine repertoire demonstrates the greet diversity 
of style possible in compositions ^written specifically for the keyboard 
during the third quarter of the sixteenth century. The two-part canonic 
works of Byrd, Tallis and Strogers, contrast sharply with the two-part 
In nomine of Garleton I, whilst the two four-part In nomines,(nos 2 and 3) 
of Alwood appear to be vocal in style, yet have characteristics in common 
with other contemporary organ music. Strogers' In nomines contain passages 
of rapid keyboard figuration, and also ornament signs, if rare tn such an 
early source.lt is, however, in the six keyboard In nominee of Blitheman 
that the seminal forpas lie.

Two things characterise the course of the keyboard In nomlne^firstly, the 
cantus firmus is set in semibreve units, rather than the breve units of 
the conaort works, and secondly, in the mainstream works,there is usually 
a section in triple.time rhythms, often as the conclusion,whereas a triple, 
time section is a rarity in the consort works.

The course plotted by the keyboard In nomine is not, perhaps, as dramatic



88 that of its consort counterpart. The keyboard In nomine had little 
efflnity with the prototype, even In Its earliest years, being derived 
from already established keyboard forms, and Its trends have therefore 
been more towards a refinement of styles and techniques rather than towards 
any real breaking of new ground. In Its progress one may see, as In the 
consort Ih nomine, a tendency towards greater length, quicker figuration, 
with greater demands on the technical skills of the performer, greater 
ingenuity in contrapuntal practice, particularly in the works of Bull, 
and an an Inoreaslng use of chromaticism. Much of the melodic material 
found in the later works may be seen in its embryonic state in the early 
In nomines of Carleten I and Blitheman from the Mulllner Book. Unlike the 
consort In nomine, which actually broke new ground, and from which an 
entirely new musical form evolved, the ground was already thoroughly pre­
pared fbr the keyboard In nomine, and keyboard composers were, not many 
years after its birth, already turning their attention to other free,sec­
ular musical forms. However, there are pointers in the later keyboard 
In nomlnes to the direction of things to come, and In Bulls compositions, 
with their several contrasting sections,culminating in a 'glgue' it is 
possible to fomcast the baroque suite, and in Tomkins' In nomlnes, the 
prelude and the toccata,whilst in Lugges no 7, the opening point, with
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its tonic and dominant entries, is almost worthy of a Bach fugue.
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The cantus flrmus of the In. nomine, the plainsong melody Gloria tibi 
Trinitas, is a Sarum antiphon sung at firdr vespers on Trinity Sunday.^ 
It is a fifty four note melody, neither one of the longer nor the shorter(USA
plalnsongs commonly used^in the Roman rite, a fact which may have been 
contributory to Its popularity. Its fifty four notes cover a span of an 
octave and a note, and move mainly stepwise, or by the leap of a minor 
third, in a series of arched phrases which reach their highest point at 
almost the half way mark, and then continue gently downwards to the end. 
The several sets of repeated notes fell only on the notes of the tonic 
triad of the mode, surely an aid to the satisfactory harmonisation of a 
passage where the cantus flrmus is static. This melody,short enough to 
be memorised without undue effort, yet also long enough to sustain a 
complete musical composition, and with its readily identifiable first 
phrase, is^flrst encountered in England, outside its seasonal liturgical 
use, in the late ISZO's as the cantus firmus of Taverner's mass Gloria 
tibl Trlnitas. Whilst other plainsong tunes had been used as the basis 
for masses and organ pieces for some years, it was only about half way 
through the sixteenth century, with the compilation of Thomas Mulliner's 

collection of pieces for organ, that we have any evidence of just how 
popular Gloria tlbi Trlnitas was to become, as the plainsong for both 
consort and keyboard, sacred and secular compositions.

Whilst vocal music had for its raison d'etre its text, and dance music 
its steps, the abstract composition had no such influences, and the cantus 
firmus provided the ideal framework which would contain and shape a com- 
position, dictating its duratlopAharmonic structureu ' _ ^ ,, and as
the backbone of the composition, provide the terms of reference within 
which a composer might exercise both his imagination and his technical 
skills.

15% Liber: p 914 por CnL



The composers of early In nomlnes, both consort and keyboard, were con­
tent to have their compositions limited to the fifty four 'bars' which 
result from setting the plainsong one note to a bar, as in the prototype, 
though slight deviations in length sometimes occur from a delayed entry of, 
or a few notes omitted from,the cantus firmus. Many of the later composers 
however,iinding a fifty fourvnote cantus firmus too short for a proper dis­
play of technical skills, extended their compositions by either increasing 
the value of each plainsong note, delaying its entry, or even using it 
twice through in succession.

The position of the cantus firmus.

The position of the cantus firmus helps to dictate the tessitura of the 
work as a whole, and when the plainsong is set on D, as it is in momt of 
the early keyboard and consort In nomlnes, its most comfortable position 
is in the second voice part down, as in the prototype, where it neither 
dominate# the melodic line too much, nor restricts the harmony unnecessarily. 
This is the standard position for the pleinsong in the early consort In 
nomine 8$, although by about 1600 the plainsong may more frequently be 
found in some other part. Writing circa 1695, Roger North says of the In 
nomine;
'And any part took the plainsong, except the base/Wch I never saw in 
that office,and seldom ye treble,but for ye most oart the tenor held 
ye plow'
For the most part, the tenor certainly held the plough, but in two of the 
earliest consort works a^, Wbytbroke's has the pleinsong in the bass, and 
Johnson's in the top part, a position which keeps the tessitura of the 
whole work so low, that scribes in later sources have transcribed th# whole 
work up a fourth.

In the earliest keyboard works, the cantus firmw^ set on D, is. placed 
more often in a middle voice than an outer one, though both Strogers and 
Blltbeman have set it in each part, in their several works. The later 
keyboard composers almost invariably set the cantus firmus on A, a fifth 
above the original pitch, thus ensuring that in wbich&ver voice the 
plainsong is placed,the work as a whole falls in the central pert of the 
keyboard.

Whatever the position of the cantus firmus, it is bound to exert certain 
restrictions on the harmonic and melodic structure of the music, and the 
early consort composers, and both the early and the late keyboard ones,
often sought to alter the plainsong,following the tradition of vocal music,

North: n g
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to accord with their chosen free material. Only in the later consort works 
does one find an almost consistently orthodox setting of the plainsong.

There are several ways of adapting the pleinsong to the needs of the free
material, and one of them is by what Morley calls 'breaking the plainsong'
and he is critical of thi# practice, as he writes in 1597, ^
'Many examples of this matter....are everywhere to be found in the works 
of Mr Redford, Mr Tallis, Preston^ Hodges, Thorne, Selbye and divers 
others, where you sha^find such variety of breaking of plainsongs as 
one not very skilled in music should scarce discern any plainsong at all,'
He then offers some advice upon how to set about breaking it correctly,^
' Ma. One rule, which is ever to keep the substance of the note oE the 

plainsong.
Phi. What do you call keeping the substance of the note ?
Ma. When, in breaking it,you sing either your first or your last note 

in the same key wherein it standeth, or in his octave.'
Morley then gives examples of how all breaks in the plainsong must begin 
or end on the note which is being decorated, or its octave. The consort 
In nomine composers could not have given Morley much cause for complaint, 
as they have, generally, observed bis rules meticulously, and it is only 
in the three two part keyboard works by Byrd, Tallis and Strogers, and 
one consort In nomine by Ferrabosco II, ^that the plainsong may scarcely 
be discerned.
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The cantos flrmus in the keyboard In nomine.

In the keyboard In nomine, the plainsong is set in semibreves, in the tra- 
oitlon of other cantos firmus organ music. The consort In nomine, however, 
follows the tradition of vocal music, with a cantos firmus set in breves. 
The In nomine plainsong may be broken in several ways, and at any point 
iu its progress, though it is unusual to find it broken during its first 
few characteristic notes. The breaks have no connection with the ends of 
the plainsong phrases, nor have the composers necessarily ornamented the 
repeated notes. The ornamentation is completely arbitrary, and varies 
from composition to composition, to comply with the demands of the cou­
nterpoint. The cantus firmus of a keyboard In nomine may be presented in 
several ways,

1. In long, even notes,faithful to the plainsong.
2. Maluly in long, even notes, but broken briefly by a rest or a note 

of different pitch or value.

3. Mbrlev P: p 117
4. Morlev P: p 178
5. In nomine Fantasia. MB: tz no 79
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3. With one or more notes decorated with counterpoint.
4. As the framework for a contrapuntal part, the plainsong merely giving 

the outline to the free melodic material*

Of the forty four keyboard In nomines, four are in two parts, twelve in 
four parts and twenty eight in three. The two and four part works belong 
mainly to the early composers,the later composers mainly setting in three 
parts. The plainsong may be found in any voice part, the earlier composers 
tending to use a middle part, and the later ones an outer one. The early 
composers, who Include Alwood, Carleton I, Blitheman, Byrd, Tallis and 
Strogers, invariably set the cantus firmus on D, as in the prototype, 
though their treatment of it varies considerably. The later composers,
Bull, Tomkins, Carleton II, Lugge end Anon, mainly, though not invariably, 
set the cantus firmus on A.

The position of the cantus firmus is more varied in the later works than 
In the earlier, and Tomkins never places bis in the middle, whilst Bull 
uses ell th# posalble positions equally. The transposition of the cantus 
firmus from D to A affords the later composers greater freedom in the 
positioning of the plainsong, which, in the mainly three oart textures of 
the later keyboard works, was also required to take a rather more active 
pert in the counterpoint if a fully contrapuntal composition was to result. 
One composition, however, by Bull has the cantus firmus set on D end in 
the top pert, whereas in those five of lugge where the plainsong is on A, 
it is also in the top part, and In the one where it is on D, it is in a 
middle part.

It is apparent,then, that there is no significant difference, either of 
position or tonality of the plainsong, amongst both the early consort and 
keyboard In nomlnes, and all the early composers tend to follow the trad­
ition of the prototype in the setting of the plainsong. With the later 
keyboard composers, however,the plainsong is usually set on A, and dispo­
sed almost equally amongst the traditional three voice parts. In the late 
consort works, there is a greater variety of tonal centres upon which the 
plainsong may be based, and greater scope for experimental positioning 
amongst the five and six part textures.

Presentation of the cantus firmus.

1. In long, even notes.
It is relatively rare to find the csntus firmus of a keyboard In nomin# 
set In even, unbroken notes. Of the earlier composers, only Garleton I



and Blltheman's no 2 treat bhe plainsong in this way, and in both these 
compositions the free material is limited to relatively simple counterpo- 
nt bese^mainly on scale figures. Of the later In nomineg, Lugge sets four 
of his cantus firm! in long, even notes, and seems to have enjoyed this 
challenge to his ingenuity, for in number seven, he sets the plainsong 
not once, but twice In succession.Only once does Bull ( no 6) set it un­
broken, and Tomkins never,so that out of f.oirty four keyboard In nomines, 
in only seven is the cantus firmus unbroken.

2. Mainly in even notes, but broken briefly by a rest or note of diff­
erent pitch or value.
The interpolation of a rest or a note of different pitch or value into 
the plalnsong appears to be a device purely for avoiding the musical 
solecism. It is curious that the isolated rest occurs mainly in the con­
sort In nomine, its appearance there avoiding consecutive progressions or 
other unAwbable sonorities. In the keyboard works however,with usually a 
thinner texture than their consort counterparts, the grammatical error is 
more usually avoided by the alteration in pitch of a cantus firmus note 
than by Its omission. For example, in Blitheman's no 1 there are minor 
adjustments to the plalnsong throughout, which suggests that the composer 
was primarily concerned with the accuracy of his rather novel imitative 
idea, and as well, this is one of the vey^rare instances where a foreign 
note is introduced into the very first characteristic plainsong notes. 
Blltheman's unusual step of introducing a passing note between the first 
and second plainsong notes, nicely avoids a bare fifth between the plain- 
song and the free material on the third crotchet beat of bar 1. The pass­
ing note B flat, added in bar 7, avoids the dissonance which would result 
rrom the re-sounding of the cantus firmus A on the third crotchet beat, 
under B flat and D in the free parts, and in bar 8, the F and G replace 
the cantus firmus A, providing a somewhat stronger harmoni# progression. 
Having decided on what is, after all, rather original free material, 
Blitheman was obliged t# alter his cantus firmus in order to pursue his 
ideas logically, to which end, also,the cantus firmus G on the first beat 
of bar 19, is replaced by a crotchet F. The final D's of the plainsong, 
which should start on the last minim of bar 27 become,in bar 27, a crotchet 
D and F, which incidentally create a blatantly consecutive progression with 
the top part,and are no Improvement on the original form of the cantus 
firmus.The D on the first mirnim beat of bar 28 becomes an E for harmonic 
reasons. There seems a stroi^g possibility that the grammatical error which 
is created in bar 27 as a result of altering the cantus firmus, might be 
attributed to scribal fallibility, as the plainsong 1# altered in exactly
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the same way in bars 26-27 In Bllthemen's In nomine no $, where it creates 
an altogether more acceptable sonority than the original cantus firmus 
notes would have done.

— —

Single foreign notes were not introduced into the cantua firmus only as 
a method of solving harmonic problems, but might also be used to convert 
the plalnsong, momentarily, into a ooint of Imitation, or help to fill out 
some rather thin texture. There are plenty of examples of this in the con­
sort In nomlnes, but in the keyboard works, when the plainsong is Involved 
in the counterpoint, it tends to be on a larger scale. In both of Alwood's 
conventional In nomines,nos 2 and 3,the addition of a passing note B flat, 
between the C and ^ of the cantus firmus, in bar 8, converts the plainsong 
into imitation, and larger scale involvement obcurs elsewhere. The single 
deviant note is rare in the cantus firm! of the late keyboard works. Bull 
introduces an occasional passing note into the oantus firmus of no 9 (in 
bar 42, for example),where the exceptional disposal of his plainsong in 
eleven beat measures creates particular harmonic problems,and the rare pass­
ing or auxlljCLry note finds its way into Tomkins' plainsong also.

3. One or more notes decorated with counterpoint.

The fewer the voice parts in a composition, the more Imperative it is that 
tney are all fhlly active. If a lively, full textured composition is to 
result. In the keyboard In nomine, with its mainly three part texture, by 
far the most popular treatment of the cantus firmus is breaking it with 
counterpoint, decorating one or more consecutive notes with figuration,which 
takes its duration from the notes it replaces. Counterpoint is never used 
to lengthen anything but the last note of the plain8ong,merely to decorate 
it, and this counterpoint may be either Imitative,in which case it reflects 
the current material in the free parts,or It may be unrelated material, 
used as part of a cadence figure. The decoration of the plainsong to form
part of a cadence figure is common in the consort In nomine, but rarer in 
the keyboard one.

When one or two notes of the cantus firmus ere to be decorated by imitative 
counterpoint, the point of imitation often fits neatly into the contour# 
of the cantus firmus, so that both the orlglhal shape and duration are 
retained. A good example of this may be seen in Gtrogers keyboard In nomine 

no 2, (TI 134), where the cantus firmus notes 0^—
are decorated to become.

w
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This example suggests that in this composition,in which, basically, a single 
point is U8ed,the material for the whole work may have been derived from 
the cantus firmus notes 5, 6 and 7, rather than the more usual praetlee. 
of some part of the counterpoint being derived from the opening notes of 
the plainsong.

In his In nomine no 5,Bull, most unusually,figures the second plainsong 
note, so that the characteristic opening of the cantus firmus is heavily 
disguised.

I.
becomes;

I.

imitating very closely the opening point in the bass. It is the C of the 
plAlnsong which is decorated, and again, its duration is not affected. 
Tomkins uses little in the way of ornament in his In nomine plalnsongs, 
but when he does decorate,like Strogers, he chooses a place where the 
cantus firmus leaps, and the point fits neatly into the gap. There appears 
no contrivance of the counterpoint in order to use it in decorating the 
cantus firmusjindeed/ because one always bears the imitation in the free 
parts before it appears in the plainsong,there is the suggestion that the 
impending plainsong notes suggest and shape the preceding free material.
Thus in no 8 3crc becomes me ?

EEEE; ^ ' o
Be/ B&r (6

with the imitation an exact replica of the figure heard in the toppart,
. . . ^ A A Aand again in no 9 becomes

Ik/ OuWw*
The figuration in Tomkins' centus firm! almost always occurs at the same 
place, that is, between the fourteenth and fifteenth plainsong notes, and 
at the end of the first plainsong^^^rase. There is one notable- exception 
though, and this is in In nomihe,no 7, where, in bar A of the bass, Tomkins 
decorates the very first plalnsong notes in exact imitation of the second 
entry of the point. The two part canonic In nomines apart, there are only 
six Instances of any decoration of the characteristic opening plainsong 
notes in all the keyboard repertoire, four of them being by Bull,and one 
each by Blitheman and Tomkins. In Tomkins'ana, it is also his only
la nomine where be has decorated more than one note of the plainsong at 
any one time. In fact, what he has done infSGuV^^is to base his opening 
counterpoint so closely on the opening of the pleinsong, that when the 
plainsong enters, it is as the^^Of^ hearing of the imitative point.



In order to effect this, the entry of the cantus firmns is delayed until 
bar 4, and when it finally enters it is as —

- ^3 -

instead of As in the prototype,this is a very clear 
example of the free material being derived directly from the plainsong. 
Although Tomxlns uses little in the way of decoration in his cantus firmi, 
he uses the last note of the plainsong in each of his In nominee in a most 
unusual way,which is unique to himself. This phenomenon falls outside the 
scope of the present discussion, And is explained fully at the end of the 
ahapter^ on page 46.

Blitheman's In nomine no 3 is a fine example of one of the more elaborately 
decorated cantus firmi in the early keyboard repertoire, and between bars
3 and 6, the plainsong notes are slotted into the uncorngrbomiging imitative 
material.

no 0.
.......fflgtrfe

:rrt '

In the second section of figuration however, which starts in bar 13, the 
first two notes of the cantus firmus fall naturally on the strong beats of 
the point, and it is the subsequent entries of the point which are altered 
to allow the cantus firmus to continue to be heard on the strong beats

wL. . .J.---------------- 1------------------ LJJ

jWlWtWlAh MO 3.

Where the cantus firmus is in the bass of a composition, special oroblems 
arise ii the 'work rs not to be dominated by a rigid and intrusive bass 
line. Blitheman solves this problem in his In nomine no 6, by the use of 
free material which, from bar 7 onwards, may quite easily be moulded 
round the outline of the plainsong, Involving it fully in the counterpoint, 
and providing a bass both active and flexible.

Of the later composers, iugge, like Tomkins, tends to be sparing in decor­
ating the plainsong, though in no 2, the cantus firmus is transformed (bar 
13),for a few bars, into a lighthearted dance. As the plainsong is in the 
top part, this transformation allows the composer to use his melodic mater-
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lal In thirds* sequentielly.

Bull is generally lavish in his use of decoration in thscantus firmus* 
particularly in In nomine no 2. In this composition* the decoration falls 
in three main areas, which include the cantus firmus notes, numbers $-10, 
15-18 and 25-30, The plalnsong moves between the left and the right hand, 
as the middle voice of three, and its active participation in the imitation 
intensifies the contrapuntal scheme. Like lugge. Bull figures his plain- 
song so that pairs of entries in thirds are possible between the two upoer 
voices, as in bar 1$. In bars 26 and 27 however,the G and A of the cantus 
firmus become the point, whilst the top part assumes the role of the 
cantus firmus, though a third above. This apparent role reversal avoids 
the crossed parts which would otherwise result as a consequence of the logi­
cal pursuance of the point.

Bull figures his cantus firm^ least when it is in the top part, and most 
when it is in the middle, with the exception of the unusual a^ composi­
tion, no 8, where the most intensively figured passage occurs during the 
first four plalnsong notes. It is unusual enough to find the epenlng notes 
of the plalnsong disguised, and in this work the disguise is even more 
remarkable, because it is not even the result of imitation,but is Indepen^ 
dent passage work. This unique opening sets the scene for an altogether 
unusual composition.

Bu.il no f.

Although this passage work suggests Tomkins' In nomine style, end there is, 
in the printed edition, an editorial suggestion that this work might be 
attributed to Tomkins rather than Bull, the treatment of the latter part 
of the cantus firmus quite definitely assigns the composition to Bull rather 
than to Tomkins.
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In Bull's set of twelve keyboard In uomineS) no regular pattern emerges 
for the decorstlon of toe plainsong* Rather, it would be more accurate to 
suggest that in each composition, the plainsong receives different treat­
ment.

In both the early and the late keyboard In nomine, the cantus firmus may 
be found set in long, even, notes, though this is relatively rare. Additln 
onal passing and auxlUdr^ notes may be adied as an aid to euphony.
Sparse imitative decoration of occasional, single notes is characteristic 
of Tomkins' In nomlnes, and also, to a certain extent, Iugg#*e, whilst in 
the early works both of Alwood and Strogers, and the later ones of Bull, 
the plainsong participates extensively in the counterpoint. In the conaort 
In nomine, however, it is only in some of the early works that a figured 
oantus firmus may be found, and in all the later works, with the exception 
of Ferrabosco's In nomine Fantasia,the plalusong is entirely unbroken.

A* As the framework for a contrapuntal part.

In three keyboard In nomines by Byrd, Tallis and Strogers, the plainsong 
is used as the framework for a contrapuntal part. Each of these works is 
in two parts, and the plelnsong is so involved with the counterpoint that 
it is almost Impossible in some places to decide just which of several 
notes it might be, as the two voice parts, fallowing each other either in 
canonic or close imitation, weave a pair of melodic threads, the contours 
of which loosely follow the cutline of the plainsong. As the cantus firml 
of these works are so bound up with the melodic lines, it is almost imp­
ossible to discuss their treatment without becoming Involved in the form 
and style of the work as a whole, and this is done in chapter A«

The oantus firmus decorated to form part of a cadence figure.

The decoration of tne plainsong with several notes unconnected with current 
imitation, may occur when it form^uart of a cadence figure. The p^^ctice 
of altering the cantus firmus at cadence points is common enough in the 
early consort In nomines, and accounts, particularly, for the sharpened G 
so often found before the final plainsong D. It is a less comrnmn practice 
in the keyboard In nomine, but may be found in Alwood's In nomine no 2,where 
in bar 25 the C of the cantus firmus is sharpened cadentially, in prepar­
ation for the close on D, which follows on the first beat of bar 26.



Slmll#r figures may be found in Lugge's no 4, bar 4, Bull's no 8,bar 32, 
and also in Bull's no 2, where, in bar 33, the penultimate G of the cantus 
firmus is sharpened,and altered rhythmically to form part of the cadence,

Tomkins' treatment of the final note of the cantus firmus#

One feature distinguishes the In nomines of Tomkins from those of all the 
other composers of keyboard In nomines, and that is his treatment of the 
last note of the plalnsong. Tomkins uses little depmretion during the course 
of his cantus firmu#,but once he has sounded the final plalnsong note, he 
continues the composition in a free style,during the course of which the 
cantus firmus all but disappears. This free section at the end of each of 
his In nomines is often long, and in one case, is a quarter of the entire 
length, and the only acknowlegement of the plainsong is an A, which is 
tossed from part to part, sometimes to disappear altogether for a while. 
This final, free section usually contains the most brilliant passage work, 
as if, relieved at last of the restrictions of the cantus firmus, Tomkins 
is able to Indulge bis creativity to the full.

The cantus firmus in the consort In nomine.

The consort In nomine attracted a great many more composers than its key­
board counterpart did. There are extant about one hundred end sixty consort 
works, the majority of them in five voice parts, and the treatment of 
their cantus firm! falls into the same four broad divisions that applied 
to the keyboard works, though the disposal of the compositions amongst 
these divisions is rather different. As a general rule, there is much less 
ornamentation of the consort plainsong than of its keyboard counterpart, 
and the plainsong is in long, even notes in almost all the late consort 
works,and in about a third of the early ones, whereas in the keyboard work, 
with its generally few number of yolce parts, the plainsong needed to be 
Involved in the counterpoint if a full textured composition was required.
In the consort work however, which was rarely in three, sometimes in four, 
and usually in five, or sometimes more, parts, plenty of activity was 
possible without involving the cantus firmus. In fact, the five part work 
may well sound complete without the cantus firmus part, and the consort 
player relegated to the cantus firmus part often had a dull time of it!

In the early consort In nomine, it has already been pointed out that the 
cantus firmus was usually in the second part, set on D, ss in the proto­
type. This tessitura, and that of the part above, suits the range of the 
treble viol admirably, and avoids the use of the two lowest, weakest, 
strings. The tessitura of these parts also suits soprano and alto

— —
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voice, and as the tenor and bass viols accord with the tenor and bass 
vecal ran^e, the interchange of oerforming media between voices and viols 
was a straightforward matter. With the plainsong in the second part, the 
treble viol or voice was at liberty to operate above It at a very com­
fortable pitch, and should the parts happen to cross, as they did sometimes, 
it was of no consequence to the consort performer. In Johnson's In nomine, 
with the plainaong on D,but in the top voice, the second part still falls 
within the range of the treble viol, and it is only in its literal trans­
cription for keyboard that the tessitura poses problems of execution.

The consort In nomlnes of Byrd and Tye, however. In which the cantus firmus 
is in the top part,both have the tessitura of the plainsong raised, in 
Tye's no 1, by starting and finishing the plainsong an octave higher, and 
only reverting to the original pitch in the highest, central section, and 
in Byrd's no 1 8$, by transposing the plainsong up to G. Of the later com­
posers, Weelkes, Gibbons and Lawes have also set their cantus firm! on G, 
although it is not in the highest part, in order to expand the entire 
range of parts. In the composition by Perrabosoo II f MB; 1% no 8$),the 
plainsong is in the top voice and on A,as it is in many keyboard works.
Here Ferrabosco would seem to be demonstrating the upper and lower limits 
of the consort's range,for not only is the plainsong unusually high, but 
he also requires the bass player to tune his lowest string down a tone to 
G, not, incidentally, an unusual request in late consort works.

Only in two In nomine;is the tonality of the cantus firmus altered sub­
stantially, and in these J B and Lewes have set the plainsong in the 
major mode, which gives to the cantus firmus of each work a most unfamil­
iar flavour.

The position of the cantus firmus is most varied in the keyboard and the 
late consort In nomines* In only a handful of the early consort works is 
there any deviation from the second voice part, and in only four works in 
the whole consort repertoire is the cantus firmus, or part of it, to ibe 
found in the bass,in those of Whytbroke, John Mundy,Deering (TI $7) and 
lawes (MB:XXI no 4c), This is quite unlike the keyboard repertslre, where, 
particularly in the works of Bull and Tomkins,the bass carried the plain­
song as often as any other part.

There are also three late consort works where the plainsong moves from 
part to part. In those of Ferrabosco II (MB:IX no 79) and Leering (TI $?), 
it appears in each of the six voice parts in turn, and in Laves work ( MB: 
XXI no 4c)it is heard in the two top end the two bottom of the six voices.
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1. The cantus firmus set in l#ng, even notes.

Of the composers of early consort In nomines, it is generally the lesser 
ones who have tended to set the cantus firmus in long, even breves, and 
the more celebrated composers such as Tye, White,Parsons and Byrd who have 
tended to treat it less rigidly, and rather more in the vocal tradition. 
Thdae earlyroompaaersjsuoh as Cocke, Hake, Mericocke, Mudd and Naylor, 
whose sole extant contribution to the consort repertoire is one or two 
In nomlnes, have been rigidly faithful to the reproduction of the plain- 
song in its original form. The practice of ornamenting the cantus firmus 
had disappeared completely by about 1600, so that the tradition establi­
shed by the lesser composers was adopted by the accepted masters of the 
later generation of consort composers.

2. The cantus firmus mainly in long, even notes,broken only briefly.

As in the keyboard In nominee,the brief breaking of the cantus firmus by 
a rest or a single note of different pitch or value, tends to be used as 
a convenient wa^ of avoiding a musical solecism. Unlike the keyboard com­
posers, who rarely break the plainsong with a rest, the consort composers 
tend to resort to a short rest as a solutien to a grammatical problem. 
Consecutive progressions then as now, were frowned on, and Morley wrote 
of them; ^

' Indeed I have seen the like committed by Nbster Alfonso [Perraboscg] ... 
but bis fault was only in pricking, for breaking a note in division, not 
looking to the rest of the parts, . made three fifths in the same order 
as you dldibut yours came of ignorance,his of jollity'.

Rather than modify his counterpoint, Byrd has inserted rests into several 
of his cantus firm!, in order to avoid consecutives. In no 2 the rest 
on the first half of bar 11 avoids consecutive fifths between the cantus 
firmus progression from G to A in bars 10 and 11, and the rising counter­
point in the third part, from C to D. Similarly, in bars 29-3p, as the 
cantus firmus rises from A to B, the rest on the first half of bar 30 
avoids consecutives with the D and E below. Rests in the cantus firmus of 
no 2 a5, in bars 11 and 19, avoid a harmonic clash, otherwise Inevitable 
if the point is to be pursued logically,

Tye uses rests in the same way, and in no 2, the crotchet rest in bar 47 
not only avoids the conflict of a cantus firmus D over the C's in the two 
lower parts, but also gives weight to the ensuing cadence. In no 3, slmila-
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rly,the rest in bar 20 avoids harmonic conflict. In White's In nomine ^4 
(MBjI no 87),the res^ on the first half of bar 9, avoids consecntive 
octaves between the cantus firmus and the top part, whilst the rest in 
bar 20 avoids a near collision with the third part, at least on the acce­
nted part of the tied note. The tradition of using rests in the cantus 
firmus may be traced back to the tradition of vocal music in general, and 
to the prototype in particular,where,c^n6k& lo, the second half of the 
cantus firmus 0 is missing, so that the cadence figure in the following 
bar may be completed logically. Taverner al8o;mw6«(i.rKtkp*i,W'a piMl D,which 
seems to be a fairly common practice, particularly apparent in Tye's In 
nomines. The absence of the penultimate D allows more freedom in the final 
cadence,and adds impact to the final D. There appears to be no connectlom 
between rests and the phrases of the plainsong.

In the consort In nomine it is a common practice to delay the entry of 
the cantus firmus for a bar or two. This allows both for a slightly longer 
composition, and an unrestricted start to the work. In Byrd's no 1 a5, the 
two bars of free counterpoint before the entry of the plainsong allows the 
imitation to establish its tonal relationship clearly as it makes its 
first entries. Again in Byrd's no 3 a$, the entry is delayed in the same 
way whilst the counterpoint makes a clear tonic/dominant statement, the 
impact of which would be blurred by the presence of the plainsong.

The delayed entry of the cantus firmus is common in both the early and the 
late consort works. Jenkins delays the entry in his no l,untll bar 12, and 
in MallorieW work, nine breve rests precede its entry, but as only the 
cantus firmus part survives, it is Impossible to tell what happens in the 
free parts prior to the plalnsonds entry.
The presence of rests both during the course of, and prec^jinq; the entry 
of the plainsong is in the vocal tradition,whereas the immediate entry of 
the plainsong, coupled with an almost entire absence of rests during its 
course, is associated only with the keyboard In nomine. However, in the 
late consort works, whilst the entry is almost always delayed, there is 
an almost entire absence of internal rests.

The cantus firmus broken briefly by a note of different pitch
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The Introduction of auxilloj^ and passing notes into the cantus firmus 
is in the tradition of English vocal music, and is practised only by the 
early In nomine composers. Byrd, for example, introduces auxilKin^y notes
Into the plaintongs of many of his In nomlnss to mould them to the require-



50

ments of his counterpoint. In no 2 a lower takes the
place of the cantus firmus A (33,2,3) thus avoiding the dissonant centus 
firmus A sounding through the close imitation. In hers 3$ end 36 the 
cantus firmus G is replaced on the last crotchet beat by the upper

A, so that the point may be treated canonically. There are 
numerous examples of the adaptation of the oentus firmus to the 
requirements of the counterpoint by means of additional single notes 
throughout the In nomines of the more celebrated of the early composers. 
Tye treats the plainsong more freely than Byrd does, and sprinkles his 
plainsong with auxilieury notes in order to avoid clashes with the 
counterpoint. It is rather strange that, by and large, the more cele­
brated of the early composers have retained the rather old fashioned 
treatment of the cantus firmus, whilst the more obscure composers have 
adopted what was to become standard treatment in the later works, and 
set the cantus firmus rigidly in even breves. The minor thirds in the 
cantus firmus positively Invite the insertion of a passing note, and 
whilst the conversion of notes 1^, 1$ and 16 produces an effortless 
allusion to that most popular musical cliche and orototypical point,

If it
pi

the minor thirds between the first three plainsong notes are rarely orna­
mented. Only in two early consort In nomines is there any attempt at 
ornamenting the opening notes, those of Tye (no 16), who places a passing 
note between the second and third note to comolete the harmony, and 
Bgglestone (TI 60),who introduces the plainsong uniquely, figured with 
the material of his first point.

Alterations to the note values of the cantus firmus

Occasionally, one or more notes of the cantus firmus may be lengthened 
or shortened. The simplest form of lengthening a note is to tie several 
notes of the same pitch together and in the consort In nomine the dur­
ation of the last two notes is often altered in this way. The prolong­
ation of the final D is a matter of great diversity in the consort work, 
but is the rule, rather than the exception. Notable exceptions are Tye's
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(nos 12 and 20; where the final D is heard twice as in the plainsong.
In the majority of In nomines for consort^ both early and late, the final 
note is prolonged by as much as six semibreves or,conversely,heard 
only once. These extra notes at the end are sometimes tied and sometimes 
separate, with an occasional mixture of both. In Tye's no I4 three sep­
arate D's are followed by five tied ones,whereas in no 5 eight D's are 
tied together. In no I6 five D's are separate. So arbitrary does this 
tying or separating seem, that one is tempted to wonder if it was done 
at the whim of the copyist. As many of Tye's In nomines are found only 
in one source there is unfortunately no means of comparing readings of 
most of them. However, there are variant readings of some of the ties 
in the several Byrd sources which suggest that the ties are fairly arbi­
trary. The final note is not orolonged in the same way in In nomines 
wnich are keyboard originals, Bull's no 12 being almost the sole example 
if one disregards the rather eccentric treatment Tomkins gives to the 
end of his works. The prolongation of Tye's last note rarely brings 
his In nomines up to the prescribed fifty four bars length, as he omits 
so much from the middle of the plainsong.

Alteration to the note values of the cantus firmus, whilst retaining their 
original pitch and order, is a common procedure in the early consort In 
nomine, (though by the late works, only the last D was extended), and 
these alterations may take three forms;
a) Tying together notes of the same pitch.
There seems to be no obvious reason for the tying together of certain 
Cantus firmus notes. Repeated notes appear both tied and separated indis­
criminately in various in nomines. There appears some suggestion that 
a tied note might be connected with a change of harmony. Having less 
Weight than a repeated one it might be used where a less prominent note 
was required, helping to bind together the sounds of different chords.
In Byrd's no 4 ag, for example, (bars A5-A9) the four F's are tied thus 

a o whereas in no 1 aA the A's in bars II-I4, like those in bars 
31-3A,sre tied thus, o
b) Prolongation of a note so that it takes part of the value of the note 
which follows it, even if it has a different pitch.
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tendad into the next bar, and the subsequentof a different pitch is 
shortened, so that the pitch of the note changes at the half bar rather 
than the bar. This occurs in Byrd's no 1 a^, (bars 17-18) where the 
cantus firmus G is delayed until the third crotchet beat of bar 18 to 
avoid a harmonic clash. In Tye's no 3, exactly the same thing happens, 
also in bars 17-18. The prolongation of one note and shortening of an­
other may also occur without the tie, as in Johnson's In nomine (MB:I no 
^5), where the cantus firmus A in bar A7 is repeated on the first half 
of bar 48, and the correct cantus firmus G is heard only on the second 
half of the bar, and thus avoids conflict with the tonality in the lower 
free parts. White, (MB;I no 87) extends his cantus firmus A from bar 17 
into bar 18, to avoid the oentus firmus G conflicting with the F's of 
his point in the third and fourth parts. Again in the same work (bar AO) 
the cantus firmus A of the previous bar is prolonged so that the cadence 
may progress from A to D. There seems no consistency in the placing of 
these alterations to the plainsong; they seem rather to be no more than 
the result of 'local' decisions.
c) Shortening the value of a note, or notes, thus affecting the length 
of the cantus firmus.

Whilst the prolongation of one note and shortening of another, as dis­
cussed above, leaves the overall length of the cantus firmus intact, 
Christopher Tye sometimes actually shortens the duration of the oantus 
firmus notes in order to avoid difficulties. He also frequently omits 
some of the notes from the central section of the plainsong, and one might 
suspect him of trying to keep his In nomine compositions to a minimum 
lengtn,were it not for the fact that he so often considerably extends 
the final D. For example, in no 3 (bar 25) the A and G of the plainsong 
have only half their correct value, so that there may be a D in the can­
tus firmus part in bar 26, to harmonise the rising four-note point. In 
no A* (bar I9) he follows just the same procedure when he shortens the 
cantus firmus G and A in order to complete his harmonic scheme in the 
second half of the bar, with a cadence from A to D. There are other 
examples of Tye's alterations to the plainsong, each of which appears to 
be a solution to a harmonic difficulty in a work in which the demands of 
the counterpoint are of greater importance that the accuracy of the plain­
song. Following, as he did, the very earliest of the In nomine composers.
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whose works were in an entirely vocal style, with loosely constructed 
counterpoinb and irregular entries of a soowtimes very approximately 
imitative point, Tye's works, with their often single points, and regular 
entries of strictly imitative counterpoint,suggest a newer style of 
consort composition, less vocal than instrumental, in which the demands 
of the free material the cantus firmus.

Notes omitted from and added to the cantus firmus

It is rare to find notes actually omitted from the cantus firmus of an 
In nomine, except in the works of Tye. Whatever he may do to the plain- 
song later in the compositions the first ten notes are almost Invariably 
sacrosanct, but once the identity of the work has been established, Tye 
feels free to omit a variety of notes, mainly the less memorable, repeat­
ed ones, from the middle of the plainsong. Out of the fifty four notes 
of Gloria tibi Trinltas, Tye uses on average, forty or so, not including 
the D's he so often repeats at the end. At first sight it would seem 
that he had an imperfect knowledge of the plainsong, but is it possible 
that such carelessness would win him any approval if, as is sometimes 
supposed, the In nomine was really some sort of test piece? In only one 
of his In nominee is the cantus firmus set in its entirety, that one 
being no 21, his most complex. In no 1, for example, he uses only two 
of the four repeated A's (cantus firmus notes II-I4) and also omits notes 
39 and 43. In no 2 the notes 41-45 are missing, whilst in no 4 Tye uses 
only eight of the possible fifteen notes between 3I and 46. Tye never 
omits any of the last nine notes, nor does he fail to set the notes 23- 
19, the section of the plainsong containing the central climax. This 
truncating of the plainsong suggests a desire to curtail the length of 
the compositions, and as it is never the same notes which are omitted, 
it can hardly be attributed to carelessness. No other composer takes 
such liberties with the plainsong, and it seems unlikely that a composer 
of Tye's stature made mistakes which other lesser men avoided. Because 
of omissions in the plainsong, and although Tye almost invariably allows 
the cantus firmus to enter in the first bar, each of his In nomines is of 
different duration, the variations in length being between 39 and 58 
bars. In Byrd's no 1 ^5 the notes 41-44 sre omitted from the plainsong. 
This is as unusual in the In nomines of Byrd as it is in those of any
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other composer excepting Tye. This omission occurs after bar 45, and 
just before the composition changes from duple to triple time. In the 
triple-time section each note of the cantus firmus is augmented by a 
dot, and by omitting the four notes from the cantus firmus, Byrd has 
achieved the standard length for an In nomine. AstrangeiMriojii^i occurs 
in the cantus firmus of several early In nominee when an extra A 1$

in Stk-f km
added after the twenty fourth note.^ there are actually two groups of 
four repeated A's, and one of three, and several composers, including 
Byrd, in his nos 1 and 2 ^4 and his two part keyboard work, Johnson, 

Blitheman in no 1, ocnd Tjt: (y, nog: <1 if k&vt
Hit IZeytiay, ep F^'g.

With a cantus firmus fifty four notes long, nevertheless many In nomines 
contain more or less than fifty four bars of music. It has been shown 
how Tye varies the lengths of his In nomines, and other composers have 
often extended rather than contracted their In nomines by the simple 
expedient of either delaying the entry of the plainsong, and/or repeat­
ing the last notes. The longest delay in the entry of the cantus firmus 
is in Parsons' a?, (^BlXLIV no 75), where the plainsong enters only in 
bar 17, after each of the six free voices. Of Mallorie's composition, 
(TI 93), only the cantus firmus part survives, but its entry is prece­
ded by nine breve rests, which suggests that, like Parsons', each of 
the free parts entered before the plainsong. Unusual length is achieved 
in the anonymous composition^glLIV 72) by augmenting each note of the 
cantus firmus by a dot, so that the plainsong is disposed in triple time 
amongst duple time free material. Baldwin, however, (TI 17) achieves a 
shorter work by reducing the note values of the plainsong in the second 
helf, to a tuird of their original value. Only in one consort In nomine 
has the cantus firmus actually been extended with additional material, 
that of lawes (no 2), where he has set the plainsong twice consecutively, 
and in each setting it is prolonged by a 'coda' of unrelated notes.

Chromatic alteration of a note of the cantus firmus

Occasionally, the plainsong may be altered by chromatic inflexion, to
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become part of a cadence. This is found mainly in the early consort 

works, and particularly in those of Parsons and Tye, who often sharpens 

the last C of the plainsong so that i& becomes the leading note of the 

cadence which is completed on the following D. Tye, with his predilec­
tion for alternating major/minor tonalities,often sharpens other notes 

of the cantus firmus in addition to the final C, so that the cantus 

firmus may provide the sharpened seventh^of a cadence, either by its own 
inflexion, or by being the central note in a group of three, the two 

outer ones being sharpened. The practice of sharpening notes of the can­

tus firmus, together with all other forms of alteration, became obsolete 

by the late consort In nomine period, and the cadence figure let into 

the cantus firmus in bar 6 of Bull's only consort In nomine helps us, 

amongst other things, to assign it to a very early period in the compo­
ser's life,

3. The cantus firmus broken with counterpoint

In addition to short breaks in the plainsong by rests, and single foreign 

notes, more prolonged breaks occur in the consort In nomine, as they did 

in the keyboard works, when the cantus firmus is decorated to a greater 
or lesser extent so that it operates as acontrepuntal part, with the 

exact character of the free parts. There are few consort In nomines, how­

ever, where the decoration is as orofuse as that in some of the keyboard 
In nomines. Of the earliest consort In nomlnes from the Mulliner Book, 

only White's cantus firmus,like those of his other In nominee, is deco­

rated with counterpoint, and that very briefly. Tye, like White, has 

decorated the cantus firm! of almost all his In nomines with counterpoint 

to a greater or lesser degree, and whilst he allows himself the liberty 

of omitting notes from the cantus firmus when it suits his free material, 

he is scrupulous in allowing figuration to take exactly the value of the 

notes it replaces. John Thorne (MB:XLIV no 26) has decorated his cantus 

firmus liberally, particularly in berp $ and 6, where it becomes the 

tnird entry of the point in a nltherto three part texture. Byrd tends, 

on the whole, to treat his cantus firm! austerely, but in two In nomines 

he has used imitation to decorate them. In no 2 (bar 19) the G of the 

plainsong is replaced by the point, whereas in bar 2$, the Imitation is
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in addition to it. This is the most highly decorated of all Byrd's In 

nomine plainsongs. His only other example of Imitative counterpoint in 

tne cantus firmus is in no $ a5 (bar I4) where the imitation neatly takes 

the plainsong from A to and might almost have been conceived to deco­

rate this particular bit of the cantus firmus.

fyiW h# faf.

Occasionally, but not very often, the cantus firmus will be broken with 

counterpoint which seems to bear no relationship to the imitative mater­

ial of the moment. An example of this occurs in Byrd's no 2 a4, in bars 
38/39, when the contrapuntal interruption is related to the latter part 

of the second point (I8,l,l) rather than the point of the moment. What 
By^d has actuarly oone is to use a contracted and rhythmically altered 

form of the cantus firmus, since the notes of his point will not fit the 

plainsong here, and the use of this contrapuntal figure cleverly avoids 
the necessity of sounding a cantus firmus G throughout bar 39.

ZC 31
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lye, on the other hand,breaks the cantus firm! of three quarters of his 

In nomines with imitation, often using points directly derived from the 

plainsong. For example, Tye's repeated note points are used to decorate 

the plainsong where their intervals are the same as those of the cantus 
firmus, so they may be incorporated into the plainsong without any real 

alterations in its pitch. In no A, the repeated note point contains a 

drop oi a third, and Tye uses it in the plainsong where it, also, drops 
a uhird (bars 2, lA and 2^). In no 7 the point drops a tone, and it is 

used to decorate that part of the cantus firmus which also drops a tone 
(bars 8-9). In bars lA-15, however, where the cantus firmus drops from 

G to A, the point drops a third in the cantus firmus part first, and is 

imitated in the free parts. There are other examples in Tye's in nomines 

01 the point both anticipating and imitating the plainsong, so that imi-
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tation in the cantua firmus does not actually alter the pitch of the 

plainsong notes. The figuration in bar 39 of no 1, however, although it 

starts and finishes on the cantus firmus note, also includes notes 

foreign to the plainsong, and is in close imitation with the work's 

single point. In no 6 the point of imitation in the cantus firmus Char 

23/ fits exactly inta the interval of the plainsong, but the undulating 

point Tye uses in no 11,and introduces into the plainsong (bars 3^-6), 

obscures the oantus firmus. Tye has omitted several of the plainsong 

notes here, and this curiously untypical break may serve to hide the 
omission. White breaks the cantus firmus in each of his In nomines, and 
in no 1 (MB:I no 8?) substitutes the point for the A of the cantus firmus, 

so that the cantus firmus and the bass run in parallel thirds (bar 42). 
All White's points are curved vocal figures (unlike Tye's, which often 

have a more instrumental character), and he uses them to decorate the 

cantus firmus rather than slot them in to the actual plainsong notes, 

and the most interesting and decorated plainsong of any early consort In 
nomine is white's ^5 (MBlZilV no 63), where he leaves the first fourteen 

plainsong notes almost in their original form and In place of the next 

five he substitutes an imitative sequential figure which follows the con­

tours of the plainsong very freely Indeed, and incidentally omits the top 
C, the first high spot of the oantus firmus. Sixteen more plain notes 

follow, and then there is another break of five bars of sequential imita­

tion. Another passage of imitation occurs near the end. In the second 

and third contrapuntal breaks, the imitative material slots effortlessly 

between the notes of the plainsong, at both its start and finish. The 

first break, however, has to start on a B instead of the plainsong A in 

order to conform with the harmonic scheme of the free material. In the 
first and second breaks, the two sequential repetitions are separated by 

an unadorned plainsong note. Not only is this an unique treatment of 

the cantus firmus, but it is also an unusual example of sequence in an
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Ihe practice of setting a cantus firmns in uneven note values and with 
slight alterations and additions is in the tradition of early Tudor vocal 

music, whilst a cantus in long even unbroken notes is nearer the tradi­

tion of e^r^y organ music. It is difficult to be precise as to when In 

nomine composers began to break their plainaong with imitation, and 

although Tye is possibly the earliest composer chronologically who did 

so, some of his In nomines need not have been composed before about 1560, 
when he rekireo irom music, whilst the early composers WhAtbroke and 

Johnson seu tneir cantus flrmi faithfully, their contemporary Alwood was 

using imiuetion, (ii. 5 and 6) in works in keyboard score. Where the 

majority of lesser known early composers have set their cantus firmi in 

long, even notes, many of the better known have broken the cantus firmus 
in one way or another, and those composers who have written sets of In 

nomines have tended to be the most Imaginative in their treatment of the 
plainson^, in the set of three, however, by Ferrabosco I, which mark 

the end of the early consort In nomine period, the plalnsong is unbroken 
throughout.

The cantus firmus used as the framework for a contrapuntal part

In only one consort In nomine is the cantus firmus used as the framework 
for a contrapuntal part, that of Ferrabosco II, his In nomine Fantasia 
(MB.IX no 79). This work, a6, and with the title 'In Nomine through all 
the parts' uses the cantus firmus six times, once in each voice part, 
moving from top to bottom. Bach entry of the cantus firmus is numbered 
in the source, and starts on G,D,A,E,A and G respectively. At each repe­
tition, the plainsong is notationally correct, and only its rhythm is 
altered. The first imitative point, (bar 1, bass) is derived from the 
first canuus firmus entry, and as the work proceeds, and the counterpoint 
in the free parts becomes more complex, the rhythmic pattern of the 
cantus firmus (varied at each entry) accords with the rhythmic patterns 
of uhe free parts, whilst the points pursue indeoendent thematic material 
unrelakeo uo the cantus firmus. This highly original composition has 
the texture of a fantasia rather than a cantus firmus work, and as the 
first four entries of the plainsong rise each time by a fifth, the com­
poser is led into some extreme chromaticism in the cPUtral section.
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the exception of this, the late consort works almost invariably set 
the plainsong in long, even notes, and where the texture is a six part 

one, as it often is by the late consort period, there is plenty of acti­
vity possible without involving the cantus firmus. Tomkins, even in 

his consort In nomines a3, leaves the cantus firmus unfigured. The set- 

Li^g of The cantus firmus in the consort In nomine is in contrast to 

that of its keyboard counterpart, where, both in the early and the late 

works, the plainsong is treated variously, and no real trends in its 

treatment may be traced. In the largest single collection of early oons- 

01t music \Add. )13vOj, with its forty one In nomine compositions by 

over a dozen different composers, the cantus firmus appears in long even 

notes without any figuration in a third of the compositions, and in long 
notes broken occasionally by single, added notes in another third, whilst 

longer, contrapuntal breaks occur in the other third. There seems no 

real chronological basis fdr the development of the figured cantus firmus 

in the early consort In nomine. However, with ferrabosco II and the 

beginning oi the lace consort work, one may see a change of attitude 
towards its treatment.

Where the breaks occur.

No overall pattern emerges for the breaks in the cantus firmus in the 

consort In nomine, but one rule seems to be to avoid disguising the first 
definitive notes. Tye, however, uses figuration, in no ^ on the second 

note, and no 7 on khe eighth. He also adds a G sharp 8poogi8tur& to nos. 
12 and 13 after the fourth note. Generally, though, any breaks which 

occur in the early consort repertoire are between the tenth note and 
the final C, with any contrapuntal Interruptions being brief, and well 

spread out within the individual works. However, an Interesting devia­
tion to the rule of leaving the first notes unfigured is found in In 

nomine a5 by Egglestone (TI 61) where the cantus firmus is first heard 

as the point oT imitation, before reverting to the more usual long notes.

0)
--1 g ^
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In over a hundred early consort In nomines, there are only a handful in 

which the first few notes of the plainsong are altered in any way.

Apart from the initial notes, the plainson^ may be broken anywhere, and 

there seems to be no connection between breaks and the phrases of the 
plainsong. Byrd tends to figure his cantus firmus in the central sec­

tion, where the plainsong reaches its highest notes, and the only notes 

that Tye never decorates are the final D's. One might imagine a corres­

pondence to exist between decoration and the repeated notes of the plain- 

song, but that is not the case, and no pattern seems to exist at all 

for the position of the breaks. In fact, decoration of the cantus 

firmus is related to the needs of the free parts, and often pursued in 

the cause of satisfactory counterpoint rather than the shaping of the 

plainsong. This suggests that the liturgical origin of the In nomine 

was being forgotten, not surprising^in a country where latin rites were 

no longer ooenly oractised.



- 61 -

Chapter three.

The Mulllner Book and its In nomines

^ny study of the In nomine must begin with the Mulliner Bnok^ for not 

only is it the earliest source of the genre, but it also contains the 

prototype. Comniled by Thomas Mulliner, orobably between 1$^^ and 1570, 
(the only contemporary record of whom is March the third I563, when he 

was registered Modulator Organorum at Corpus Christ!, Oxford), it is an 
anthology of music for keyboard. The first half of the volume represents 

the earlier Tudor composers such as Taverner, Bedford, Alwood, Farrant 

and ohelbye, and the latter half a later generation, including Nunday, 

Blltheman and White. Although this is a volume of music for keyboard, 

several of the pieces are transcriptions of vocal or instrumental con­

sort music, ana the contents fall into two distinct grouos; those works 

wnich appear to pe specifically for the keyboard and those which are in 

vocal or consort style. Mulliner obviously saw no anomoly in arranging 

lor two hanus at the keyboard^which was originally intended for four / 
voices or instruments, in spite of the fact that already a distinctive 

keyboard style was established, as may he seen in the English manuscriot 

source dated earlier than the Mulliner Boo^_ snd containing as well as 

music for lute, eleven compositions probably meant for spinet or virgi­

nals, and including Aston's Hornpipe, with its specifically keyboard 

fi^uTotion. A quantity of true keyboard music was also composed by 

ueuford, who aied in 154?, snd thirty five keyboard compositions in the 
Mulliner Book are attributed to him, the bulk of which appear in no 

other manuscript source.

Of the one hundred and twenty compositions in the Mulliner Book.^ fifteen 

are transcriptions of sacred vocal music and nineteen of secular part- 

songs. ^hese vocar transcriptions show that in spite of the emergence 

of the true keyboard composition, there was still a place in the organ­
ist's repertoire for the all-purpose composition, adaptable enough to do 

service in several different oerformlng media. The four consort In 

nomines in the Mulliner Book also show that there was considerable

Lbl Add 30513. Printed edition MB:I.
ibl Hoy App 58 —

J. ror a complete descriotlion of the Mulliner Bnntc see Btevenm:
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stylistic overlap between vocal and Instrumental consort music, and if 

the number of extant sources of any one composition are any indication 

of contemporary popularity, then the most successful compositions were 

those which were adaptable enough to do duty in several different ways. 
Thus Taverner's In nomine appears in many sources, adapted for keyboard, 

lute, instrumental consort end as an English anthem. Invariably, the 
In nomlnes found in the greatest number of sources are those in an adapt­
able vocal/instrumental style, and not those which are specifically for 

keyboard.

The eleven In nomines contained in the Kulliner Book fall into two quite 

distinct groups, those of Garleton and. Blithemsn, which appear to be 

original keyboard music, and those of Taverner, Alwood, Johnson and White 

which are transcriptions,for the keyboard, of consort music. The very 

obvious stylistic differences between the two groups shows quite plainly 

how, on the one hand, the specific keyboard composition was already 

established, end how, on the other, consort and vocal music were still 

very closely linked. It seems probable, at the seme time, that music 
was still being written for the keyboard, possibly more especially for 

the organ, in a largely vocal style, and there, are compositions in the 

Mulllner Book, particularly those three part works on a meane, (in which 

the middle voice, or meane, wanders from hand to hand) which are nearer 

in style to consort rather than keyboard music, yet must have been inten­

ded as original keyboard compositions by virtue of the meane, common 

enough in keyboard music, but non existent in the consort repertoire.

Ib is interesting that Mulliner uses the same black notation for both 

the cantus firmi and the meanes in his anthology.

ihat the prototype was vocal cannot now be disputed. That Alwood's In 

nomine had a consort original is harder to argue. Its only source is the 
keyboard transcription in Mulliner, and though its style is the continu­

ously overlapping four part polyphony associated with the vocal or cons­

ort music of the period, no consort or vocal source exists. There is 

no aaued voice part at the end, as there is in so many keyboard works, 

neiuner is the linal chord expanded. The overlapping parts in bar ^0 

are easier to menage in vocal or string performance than at the keyboard, 

a^d above a^l, ims title Is in nomine. All the keyboard originals in
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sre titled Gioris tlbi Trinltas, and only those which appear to 
be consort originals are In nomines. It seems unlikely that Mulliner 

himself would have given Alwood's In nomine its title, as there is 

nothing about it which suggests an In nomine composition. Mulliner has 

omilked the titles from some of his transcriptions, and had this one of 

Alwood's come to him titleless, it is reasonable to assume that it would 

have remained so. There is firmer evidence for believing that the In 

nomines of Johnson and White are consort originals, as both are extant 

in thot form in other manuscripts, as well as being in seamless vocal 

style polyphony. Johnson's is to be found in several consort sources, 

and contains several bars of crossed parts end widely spaced intervals 
(for example, bars 5-6 and the penultimate bar) which cause no problems 

to consort players, but create certain difficulties in a keyboard trans­

cription. The evidence for White's In nomine being a consort original 

rests again on its four oart polyphonic texture, with rather widely 
spaced voice parts (particularly in bars 20-21, 27-28 and 34-35) and 

its consort and lute concordances, ^ach of the consort In nomine trans­

criptions in the Mulliner Book is a four«part original, the a5 composi­

tion becoming standard certainly by the 1570's, when Add 31390 was being 
compiled, and many of the &4 works had a fifth part added to them.

Because these early In nomines were a4 rather than 85, they were parti­

cularly suitable for keyboard transcription, and whilst there is plenty 

of evidence of transcription from consort to keyboard, there is no evi­

dence of a keyboard In nomine ever having been transcribed for consort.

The consort transcriptions

The prototype, Taverner's In nomine, is an almost literal transcription 

of the section of the Benedlctus of his Gloria tibi Trinitas Mass 
(composed C 1526), which sets the words 'In nomine Domini'. It is im­

possible to tell who made the original transcription of the mass section 

as a separate piece, and if it wojr Taverner himself, one might assume 
that it wa§ made before 1530, when he left Oxford. There are no In 

nomines extant earlier than those fPund in the Mulliner Book, so the 

first record we have of the prototype is at least fifteen years later 

than the composition of Taverner's mass. As already mentioned in Chapter
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1, bad tbe keyboard In nomine been established as a form by 1$30, it 

seems probable thab Bedford, who died in 15^7 would have composed one.
He is widely represented in the Mulliner Book, and showed a marked fond­

ness for plainsonR compositions. There are compositions by him on about 

twenty three different plainsongs in the Mulliner Book alone, but not 

one on Gloria tibi Trinitas.

The keyboard setting of Taverner's In nomine differs from his Mass only 

in three small details. In bar 37 of the In nomine, three notes are added 

between the tenor and the bass, an E, fCand G, in thirds with the bass.
The top part is resting here, and this added part the four

part texture. In bar $3 of the In nomine the last two notes in the tenor 

are crotchets A and F. In the Mass the F is a quaver, followed by a 
quaver E. The final chord of the In nomine has an extra D added to it, 

making it five parts, a practice consistent with keyboard works of the 

period. The opening point is one which is encountered more often than 
any other singkmelodic line in music of the period, and stems from an 

earlier generation of composers (it is widely used in the Eton Choir 

Dookj, and continues to be used throughout the history of the In nomine.
It reflects the four opening notes of the plainsong melody, and Tgverner 

uses it in each of bis three free voice parts once, as his first point 
of imitation. The work is in one section, in smooth seamless overlap­

ping polyphony, with the imitative material closely based on various 
parts of the plainsong.

Ii»
fTTiryipi

Johnson's In nomine must be one of the earliest in the repertoire, the 

fact of his death in about 1560 giving a positive latest date for its 

composition. This In nomine is found in several consort manuscriots, 
mainly transposed up a fourth, and in one with an added fifth part as 

well. The transposed transcriptions (with the exception of that in Add. 
31390) are later sources, and it looks probable that Mulliner's transcrip-
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between the readings of the consort and the keyboard versions relate 

mainly to notes omitted from the Mulliner version in order to make the 

work easier to manage on the keyboard. The keyboard transcription presents 
a very cluttered appearance, with an unusually low tessitura and parts 

crossing. The cantus flrmus, which is in the top part,and set on the D 

above middle C, keeps the whole composition in an awkward part of the key­

board, as the free material never rises above it. Like Taverner's In nomine, 

this one of Johnson's is in one section of seamless vocal style polyphony, 

with the melodic material reflecting various parts of the olainsong. The 

imitative points are less strictly worked than Taverner's, and the imitation 

becomes very approximate in places. As in Taverner's In nomine, internal 

cadences separate one point from another inltially,but as the work proceeds,

"^eiz more frequent occurrence'Imparts a greater sense of urgency; they 
uo longer seem solely to mark the completion of the working of a point.

The In nomine by White, unlike those of Taverner and Johnson, which are 

the sole examples by each composer, is one of a set of six In nomines for 

consort. Like the other consort In nomine transcriptions in the Mulliner 

Bog^, this work is in four voice parts and in vocal style polyphony, but 

with a more clearly defined structure than the other two. White's counter­

point tends to be very systematically organised,with entries of the points 

occurring at regular intervals,and with several sets of points entering 

on the same note, in close imitation.

Alwood's In nomine is unique, as it is based not on Gloria tibi Trlnitas, 

but on a cantus firmus of bis own devising, that which he uses in his mass 

Praise Him Pralsworthy. I believe it to be an In nomine by Intention, if not 

by definition, and Include it in the In nomine repertoire in the belief

w^d. iw j'::

that although not in any way helping to define the style or progress of 

the genre, it has nevertheless some historical value, and may throw some 

light on the date of birth of the In nomine. Biographical details of Alwood 

are scant, but a tentative reconstruction of part of his biography might 
run something like this. 'Richard Alwood,Spriest. Born c I5O5. At Cardinal 

College, Oxford until c 1530. A fellow of Winchester College 1532-3.'

4. See ibid, appendix IV
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A fellow was normally between the ages of 2$ and 30, and his duties would 
have been to assist at the daily chapel services. This scant in­
formation suggests that he may have been a slightly younger contem­
porary of Taverner at Oxford, and may have gone to Winchester after the 
suppression of Cardinal College, as Winchester had strong Catholic 
leanings and provided shelter for certain recusant priests. The inclur- 
Sion of Alwood's mass Praise Him Praisworthy in the Forrest-Heyther 
collection, ^ the first mass of which is Taverner's Gloria tibi Trinltas, 
certainly lends weight to the theory that Alwood and Taverner were 
somehow connected, possibly at Oxford, though Alwood must have been 
quite a young man at the time.
Alwood must have been aware of Taverner's In nomine in order to have 
composed his own work. It is unlikely to have received its title from 
anyone but its composer as there was no reason for anyone else to conn­
ect it with an In nomine. Professor Apel writes ' The.... In nomine 
by Alwood has no apparent connection with the species.' And neither 
has it at first glance, though further investigation reveals its shared 
cantus firmus with that composer's mass Praise Him Praisworthy. That 
Alwood was aware of the correct In nomine plalnsong is evident from his 
other two In nomines. It would also seem that Alwood was aware of the 
prototype and as Stevens says,^ 'l^ay have sought to re-ahrange in similar 
manner the corresponding cart of the Benedictus, but something seems 
to have deterred him,'
The present writer euggests that what deterred him was the eomplem, six- 
part texture of considerable rhythmic vitality of his own Benedlctus, so 
unlike the smooth four-part texture of Taverners.

As stated, the only firm link between Taverner and Alwood Is in the Forrest- 
Eeyther collection of messes, in which Taverner's Gloria tlbi Trinitas is 
the first and Alwoodls th^a^^ohn Bergsagel establishes the origin 
of these"'&^::^&3:%&^1533, and suggests that this collection 

of eighteen masses was intended for use at Cardinal College, Oxford, 

when Taverner went theit in 1526.

5. Roarer Custance, Winchester College, ^ a letter to the ^^ter.
6. Ob Ilus 3cb 8 376-81, transcribed in 3ergsa,gel_T. vols. 1 and 2.
?! Oxford: footnote to page 622.
3. Stevens: p. 29.
9. Beresagel D: p. *-4-1-



- 67

In Alwood's mass Praise Him Praisworthy, the note cantus Pirmus is
repeatated as an ostlnato in the second part, practically thronghont. In 

the Benedictus, however, a figured version of the cantus firmus is us.^d as 

a point of imitation in all voices, then disappears completely at 'in nomine 

Domini',to reappear, again as an ostinato, at 'osanna'. The'in nomine'sec- 

tion of Alwood's Benedictns is unique, in that it is the only place in the 

mass where the cantus firmn8,or its figured version, is not heard. A separ­

ate transcription of this part, therefore, would not contain the identi­

fying cantus firmus which, presumably, gave its name to the mass.

Alwood's In nomine, though not a transcription of his Benedictus, is deri­

ved in part from both the Sanctus and the Benedictus of the mass. The imit­

ative point used each time in the mass to set the syllables 'in nomine Do' 

reappears in variow guises throughout both the mass and the In nomine.

This nolnt is used consistently throughout the in nomine section of the

g
In do

Benediotus,appearing altogether twenty times, each time setting the same 

five syllables. The point is used both singly and in pairs of entries, and 
in every voice part. It will be useful, at this point, to compare the simi­

larities in the imitative material that Alwood uses both in the In nomine, 

and in the Sanctus and Benedictus of his mass.

Mass. Sanctus.Opening points,

t&r I. ^

a
m

k&r 1. ka$s.
i

In nomine. Opening points.

I'o*..

I

The opening bars of the In nomine would appear to be an arrangement for 

four voices, of the six part opening of the Sanctus. Later on In the mass, 

we get the following similarities to the In nomine
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Mass. Sanctus.'plenl sunt cotll'
b&r it
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mirm
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In nomine.
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Alwood's five note cantus firmus exactly fits the five syUeblee qf hi* 

mass title, 'Praise Him Praisworthy',and one is led to wader if perhaps 

the words and tune were onoe combined in some long lost setting. This par­

ticular text has not come to light in any other context than Alwood's mass. 
The five note cantus firmus, however, used by Alwood in both his mass and 

his In nomine, is to be found extensively in several other compositions, 
including Taverner's mass Gloria tibi Trinitag.

I would suggest that the source of the 'Praise Him Praisworthy' cantus 
firmus might be the plainsong for psalm 41 in the vulgate.^This tone is 

also used for several psalms throughout the Church's year,and happens to 
be the tone for Dixit Dominus,^^ at second vespers on Trinity Sunday, 

the antiphon for second vespers of this day, of course, being Gloria tibl 
Trinltas. This somewhat tenuous connection may have been in Alwood's mind 

when he composed his mass.

The same short, and rather dull little melody^appears as an ostinato in 

one voice or another throughout Sweellnck's Fantasia, and Byrd uses it 

in his string fantasia no 3 a6, where, from letter E until the end, it 

is also an ostinato in the top voice,and a point of imitation in the lower 

parts. The melody also appears in Taverner's Gloria tibi Trinitas mass, as 

an imitative point, extensively in the Sanctus and Benedictus, and also in 

the first part of the Agnus Dei. The characteristic first five notes of 

this psalm tone may also have become extended to provide the melody for 

psalm 124, in the reformed church, as in the four part settings by Peebles, 
Kemp and Anon, and it also seems that the same psalm tone may have been

", P Tk« pSolm cinW cuilipLon SaccnJ m
11.. EWBj vol II p 297. ' ,, ^
12. Fell: vol K7II p 96. ^
13.. ̂ &:KV pp 138-9.

Paul ,S cF Pk, kkoi cl ,s tUr ^
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uaed to provide the tune for psalm I4O in the Dutch Reformed Church, 
which Sweellnck sets, using the pgulm as the cantus firmus. It has 
alsofound its way into a composition by Bach, where, in Cantata no 121, 
whristum wir sollen loben scbon',it appears as the cantus firmus in the 

first movement, and also as the chorale tune. It would seem more than mere 
coincidence that this brief melodic fragment should find its way into so
many compositions, and doubtless it had more significance once than it 
has today.

The connection between Alwood's In nomine and his mass has already been 
stressed. The connection between Alwood and Taverner is less easy to est­
ablish. There are, however, certain points of similarity between the In 
nomines of the two men, which suggest that they may have been more closely 
connected than the mere fact of their inclusion together in the Forreat- 
Heyther mass collection might imply.'.

In the Benedictus of Taverner's Gloria tibi Trinltas mass, (bars 124, 
ten 1: 12$, bass: and 130,sop) the point of imitation is the same as the 
one Alwood uses in bar 20 of his In nomine(ex 9). This is an almost exact 
replica, and occurs In the bass of both Taverner's and Alwood's In nomlnes 
at roughly one third of the way through each composition. What is more, the 
point Alwood uses, (ex g) for the 'in nomine' of his Benedictus, is the 
same as the point Taverner uses at the ^osanns' of his Sanctus,(b8r8 83,
ten:90, bass'l: 92, ten 2: 92, bass 1: 94, bass 1: and 96, sop) See ex.'ll 
to 14.

Alwood Benedictus. Taverner Mass. Sanotus.

b&r ff

Alwood, In nomine.

r-z-----ry—:------------- -eFT

Taverner, in nomine.

1 . ri —n --
tar n

In the Mulliner Book, Alwood's In nomine is chronologically earlier than 
laverner's. If Alwcod's had been written first, it is highly unlikely that

14. _FWB: vol II p igi,
15. Tav G: p $3.



it woula nave had the title In nomine, as its connection with the 'in 

nomine'section of his Benedictns is tenuous, to say the least.; ' - Alwood 

must have known Taverner's In nomine in order to have composed his own, end 

he must have known it from a source earlier than Mulliner's transcription, 

therefore it seems highly unlikely that it was Mulliner who made the first 

transcription a separate piece, of Taverner's In nomine.

The cahtus firmus of Alwood's In nomine is in the top pert of four, and 

as this never rises above B flatf, the tessitura of the work is kept rather 
low. It is repeated as an ostinato throughout the work, with altered note 

values at each hearing, and rests of different duration between each 

p%pce. In each of Alwoods other conventional In nomines, he has used but a 

single point, but in this unconventional one from the Mulliner Book he uses 

a number of points which rarely have the same shape twice, so that imitation 

is approximate and the individual points hard to identify. The movement is 

mainly stepwise,except in the bass, where there are some wide leaps. The 

cantus firmus overlaps both the entries of new points and cadences, and the 
style is nearer to Taverner's than to White's In nomines.

The specifically keyboard In nomines from the Mulliner Book.

ihere are six In nomines in the Mulliner Book which are in an idiomatic 

Keyboard style, five by Blitheman, his sixth being nearer to a consort 

composition than a Keyboard one, and one by Carleton. These six works pre­

sent an altogether different picture from those of Taverner,Johnson,White 

and ilwood, and are considered in detail in chapter four.

Most of the features of the style idiomatic to the later keyboard works 

may be seen in embryo in Blitheman's In nomlnes, and melodic embroidery, 

sequence,rapid melismatic passages,extended passages in thirds and sixths, 
triple-time figures, cross rhythms and arpeggiated chords are all to be 
found in these six works. There is also a distinction of title,the compo­

sitions of Blitheman and Carleton being Gloria tibi Trlnitas, and th*e#: 

which are consort originals being In nomine. This distinction Immediately 

suggests that originally sn In nomine was a consort composition, and the 
keyboard works took their title from the plainsong, as other keyboard plain- 

song settings do. In a later source, however,Blitheman's no 3 is given 
the title In nomine.

Carleton's In nomine is in two parts, and consists of rather rigid melodic 

16. FWB: vol I p 181.
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embroidery, under s cantus firmus in long, even notea.

Blitheman'a six In nominea are later works than Carleton'a, and as such,
17exhibit rather more sophisticated techniques. Lowinsky makes out a case

for these six works being a cyclic set of variations, and says
'The six settings by Blitheman are a well conceived and thoroughly unified 
cycle of variations written for organ....while he does not hold steady to 
one contrapuntal motif in one variation, he uses all contrapuntal figurat­
ion in a motivic fashionZrepeating, transposing, changing, elongating and 
condensing'.

He suggests that the motives in each In nomine derive, from material heard 

in the previous work,and that the last variation is closely connected 

with the first,thus completing the cycle. He also says that he believes the 

set to have been written for organ, and that the stylistic difference bet­
ween numbers 1 to $, and number 6, indicate that number 6 required a dlff-

13erent organ registration. Stevens, on the other hand, maintains that 

they are six separate settings, and that Blitheman acted hare 'like the 

eighteenth century composers, who so often published their sonatas and 

quartets in sets of six'. He also believea that they were Intended for the 

virginals rather than the organ, and points out the fact that two of them 

appear in virginal manuscript sources. He believes that the stylistically 
different number 6 might have been intended for strings.

Blitheman's In nominee are perhaps the most stylistically advanced of any 

of the organ music in the Nulliner Book.and the present writer feels that 

althoughi&ey appear florid by the standards of the rest of the Mullin»r 

Bpa^, they were nevertheless Intended for organ, and that their inclusion 

in virginal sources of a much later date is evidence of Blitheman's forward 

looking techniques. Other early composers have left sets of plalnsong 

organ compositions, though not as large as that of Blitheman, and as each 
of Blitheman's In nomines demonstrates a different compositional style, 

number 6 is an extension of this principle, and is in rather a conventional 

organ style. Ag there are no consort works extant at all by Blitheman, it 

seems unlikely that number 6 is an organ transcription of a solitary 
consort In nomine. Whether Blitheman intended the set as cyclical vari­
ations or not, it is possible to see a connection between the final point 

in each work, end the first point of the next,though with the stylistic 

limitations of music of the period, it is often possible to see connections

17. lowinsky: p $28.
18. Stevens: p 32.
19. Stevens: p 6$.
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where perhaps none were intended. Whatever Elltheman's Intentions may 

have been, there is no doubt that his In nomines numbers 1 to 5 are excel­

lent examples of stylistically advanced,specific keyboard writing.

In a comparison between the idiomatic keyboard music and the consort tran­

scriptions from the Mulliner Book, what emerges quite clearly is the fact 

that the keyboard had developed its own particular idiom well before the 

consort had. The early keyboard In nomines reveal in microcosm all that is 

to appear later in the monumental keyboard In nomines of Bull and Tomkins. 

A similar comparison between the consort transcriptions in the Mulliner'
Book and the later consort In nomines reveals a vast stylistic gap, with 

the later works based on a completely different compositional method. The 

only common bond between the consort transcriptions in the Mulliner Book, 
end the later works, is the cantus firmus. This indicates to some extent 
that the ambiguous performing media designated to the early consort works 

may have been partly responsible for retarding the development of a truly 

string idiom alongside that of the keyboard, or it might equally show bow 

rudimentary instrumental techniques inhibited the composition of tru^^ 

idiomatic instrumental consort music. There are, however, some early consort 
In nomines, mainly by Tye,which do suggest Instrumental rather than vocal 

performance, but in the main, 'apt for voices or viols'holds good for the 
early consort In nomine.

What emerges from these observations is, that although an idiomatic key­

board style had already evolved by the beginning of the sixteenth century, 
there was still a place in the ergenlsts'repertoire for the consort tran­

scription. ^he Mulliner Book, with the earliest examples of both consort 
and keyboard In nomines, shows clearly the evolutionary stages of both 

forms of the genre,and how, from Taverner's mass setting, two major inst­

rumental forms have evolved. Although the end products of the genre bear 
kittle resembience to the original, either in style or form, there can 

be no doubt as to their origins.
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unap^er lour.

Tbs keyboard In nomine.

The renertoire of the keyboard In nomine is spread thinly over about a 

hundred years^ and extends between the In nomine of Carleton,to be found 

in the ^bliiner Book, and those of Thomas Tomkins. Altogether there are 

far fewer keyboard works on Gloria tlbl Trlnltas than consort, in spite 

of the substantial sets of keyboard works composed by Ball, Tomkins and 

lugge. Whilst the early consort composers tended to write sets of In nomb 

nes, the later ones had already turned their attention to the fantasia, 

and in the main composed but two or three In nomines apiece. It was,how­

ever, mainly the later keyboard composers who left the large sets of In 

nomines, and the genre seems to have had but little anpeal to the early 
keyboard composers with the exception of Blltheman.

Of the early composers, Tallis, Byrd and Strogers all composed both 

consort and keyboard In nomines, whilst of the later ones, only Bull and 

Tomkins contributed to both ^he keyboard and the consort repertoire, 

Bull's only consort In nomine being an early and unimpressive work, and 

Tomkins' two, uniquely in only three voice parts, also slight in compar­

ison with his keyboard contribution.

There is greater diversity of style to be found amongst the early key­

board repertoire than amongst any other groups in the genre, and this 

diversity reflects the evolution of liturgical keyboard muslo generally, 

between about 1530 and 1570, The two-part organ composition, in which 

equal roles are established between the much figured cantus firmus and 

the free part, popular during the first half of the sixteenth century, 

and practiaed extensively by Bedford, is to be found in the two-part In 

nomines of Tallis, Byrd and Strogers. The two-part composition,in,which 

the cantus firmus was set in even notes above or below free melodic embr­

oidery, may be seen in the In nomine of Carleton I, and the four-part 

organ composition in vocal style counterpoint is found in the two conven­
tional In nomlnes by Alwood. It is, however, in Blltheman's set of six 

compositions that the large scale later keyboard works are anticipated.

In spite of the diversity of style in the keyboard In nomine repertoire, 

there are several characteristics common to the bulk of the compositions. 

The first one pertains to the cantus firmus,which is set in semibreve 

units, rather than the breves of the consort works, and In the early
ft. ^ btwo Ah AAfJy i&ort lits ,7, tncluSlOh th tk*
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compositions, slwsys on D, as in the prototype. In the later works,unl­
ike the later consort works in which it is set on a diversity of notes, 

it is almost invariably set on A. Secondly, the standard number of voice 

yorts fbr Loe Keyboard In nomine is three, though there are some deviat­
ions in the earlier works,end thirdly, the title of the early keyboard 

work is more often Gloria tibi Trinitas than In nomine. The later keyboard 

works have both titles indescriminately, whilst both early and late consott 

works are Invariably titled In nomine.

ihere is a marked difference in length and complexity between the early 

and the late keyboard works, making for easy classification into two 

clearly defined groups. The relationship of the keyboard In nomine to the 

prototype is tenuous, to say the least, the only common ground being the 
plainsong, and an occasional reference to the Taverner opening. I believe 

that the consort and the keyboard In nomine may have started life as two 

different species, and only mid-way in their histories were the two forms 

united under theit common title, In nomine. Throughout the development of 

the early consort work there is a constant reference back to the proto­

type, both melodically and stylistically, whereas the keyboard work pur­

sues an independent path right from the start. The Taverner In nomine in 
the Mulliner Book; is the first example of the use of Gloria tibi Trinitas 

as the cantus firmus of a consort composition,and what is probably the 
earliest keyboard work on that plainsong, Carleton's Gloria tibi Trinlas, ' 

is in the tradition of keyboard compositions, rather than in emulation of 

tne Taverner model. In fact, there is no reason why Carleton's composition 
should not have preceW%J the Mulliner transcription of the prototype. 

Carleton's work is earlier, chronologically, in the book, than Taverner's, 

and Garleton's use of the Taverner motif as his opening free material is 

only, after all, following the common practice of basing the free material 

on part of the plainsong. This might explain the distinction of titles 

between the consort and the early keyboard works, where the consort comp­

ositions,being directly descended from the prototype, take its title, and 

the keyboard works,stemming from the tradition of keyboard plainsong sett­

ings,adopt the plainsong title, traditionally.

The early keyboard In nomine.

There are fourteen early keyboard In nomlnes, their composers being Byrd, 

Tallis, Garleton I,Blltheman,Alwood and Strogers. Each one of these compo­

sitions 18 to PS found only in keyboard score, often in only one soukce,8nd



yet collectively(6^^ very dificrent cLarecteristlcs.

Carleton'g In Aomlne, like most of Blitbeman's, is in a specifically key­

board idiom, and some of Blitheman's even contain passages of rapid figur­

ation more usually associated with virginal music than organ. Alwood's two 

conventional works, whilst falling well under two hands at the keyboard,never­

theless contain little, save a cantus firmus set in semibreves,of a speci­

fic keyboard character, yet were probably intended for the organ. The two- 

part works of Byrd and Tallis,uncharacteristic of those composers other key­
board compositions, may well have been early exercises. The masterly hand­

ling of canon in Tallis' composition is reminiscent of some of his vocal 

music, and whilst the Byrd composition is harder to assign, there is some­

thing of the flavour of Byrd's mature keyboard style in the latter part of 
the work.

- 7$ -

The early keyboard In nomine is stylistically so diverse,that it is almost 

impossible to generalise about its structure. However, one thing is common 

to each except Tallis', and that is the length, determined in each case by 

the plainsong, which is set in semibreve units, and disposed, whether fig­

ured or hot,one unit to a bar. Certain similarities exist in the three 

two-part In nomlnes of Tallis, Byrd and Strogers, which suggest that Byrd 

was not unacquainted with Tallis' work, nor Strogers with Byrd's. Both the 
Strogers and the Byrd compositions are constructed on a similar pattern, in 

which the first half, like the whole of Tallis' work, is based on pairs of 

closely imitative phrases, which are abandoned half way through the work for 

a florid melodic line set over a harmonically conceived, freely contrapuntal 

bass. In both these works, a similar rhythmic disposal of the bass line,which 

effectively displaces the accent in the upper part, appears to be more than 
mere coincidence.

m
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The similarity between part of the Tallis and the Byrd compositions is even 

more striking, and Involves an almost exactly reproduced sequential phrase, 

though not at the same pert of the plainsong, Tallis' includes notes 38-45, 

and Byrd's, notes 24-28. In both compositions the phrase is reproduced in
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close Imitation in the lower nart.

The seminal keyboard In nominee, however, are those of Garleton and 

Blitheman, from the Mnlllner Book. These seven compositions are related to 

the prototype only by the cantns firmua. The characteristic first phrase 

which Taverner uses, based on the first four notes of the plainsong, whilst 

encounteraltime and time again in the consort works, is rarely heard in the 

early keyboard In nomine,and it is only in Carleton's work that it appears, 

in all the early keyboard repertoire.

The two-part keyboard works of Byrd and Tall:s, whilst being masterly 

exercises in the setting of a plainsong, do little to advance the cause of 

specific keyboard techniques, whereas the three In nomlnes of Strogers, 

whilst being more specifically for the keyboard than thos# of Alwood and 

Tallis, appear as the works of a gifted amateur, and lack the enterprise 

of Blltheman's In nomines.

Structure, style, and contrapuntal practice.

As already stated, the stylistic diversity of the early keyboard In nomine 

makes generalisation difficult,the influential compositions being those in 

which may be seen the seeds of later styles,and the style and form that 

were to emerge as standard in the later works was one where a simple, cont­

rapuntal opening statement was followed by more complex imitative counter­

point, often used to generate rapid passage work, which in turn often 

culminated in a section of triple-time dance rhythms. Each work contained 

a great diversity of material, in the course of which, both specifically 

keyboard, and more vocal style figures were woven into an elaborate web of 

both imitative and free counterpoint, in which complex cross rhythms, melody 

and accompaniment, and above all,brilliant, raoid passage work all featured. 
It is in the In nomines of Blitheman, particularly, that these late works 

are most closely anticipated.

John Blitheman, ^ teacher of Bull, and orobably a younger contemporary of 

Mulliner at Oxford, composed the earliest extant set of keyboard compositions

1. See vol ^ p 79A for new biographical details,
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on. Gloria tlbi Trinltaa. " Each of the six ^orks explores a different key­

board idiom. The structure of numbers 1,3,^ and'5 correspond with the patt­

ern which was to become the usual one In the later In nominee, with an open­

ing section in imitative counterpoint, followed by a section, often non- 

imitative,in which the note values become smaller or the rhythms more 

complex,or both,as the work proceeds. The structure of number 2, howevey, 

reverses this procedure, and this In nomine opens with running figures in 

small note values, and continues with a triple-time section in longer notes. 

Another unusual feature of this work is that the third voice part does not 

enter until bar lA,exactly half way through. The structure of number 6 is 

nearer to that of the consort In nomine, being in continuous imitation, of 

consistent rhythmic character, in which the entries of the point become 

closer, rather than the note values becoming smaller, as the work proceeds.

Characteristics of Blltheman's counterpoint.

Although the structure of Blitheman's six In nomines varies considerably 

from work to work, there are certain characteristics of his counterpoint 

which remain consistent.The most obvious of these may be seen in the open­

ings of several of his works, in which a specifically keyboard figure is 

used in strict imitation. This is in complete contrast to the curved,vocal 

phrases which open most of the early consort works. Because Blitheman's 

imitation is exact, there is a certain stiffness about these opening phrases, 

which follow one another without overlap, the main substance of each entry 

being completed before the next on* begins. This is particularly evident in 

no 5, where the top voice answers the bottom with monotonous regularity for 
three quarters of the composition. Again in no 3, the little arpaggiated 

figure which opens the work is heard in strict imitation, rarely with any 

overlap, for tne first naif of the composition, and in no 1,a short scale 
figure receives the same rather rigid treatment. It is noticeable that 

eacn of these strictly imitated keyboard figures is constructed almost con­
sistently on a single note value and rhythmic pattern, Whereas the points 

in the early consort works were made up of a variety of note values and 

rhythmic patterns^ .. .. _ , ' . _ . - . , , -. .

. In In nomine no 6, however, wh-re the counterpoint is more 

vocal than keyboard in style,Blitheman has achieved greater flexibility, 
by overlapping his entries, and adopting a less rigid attitude to exact 

imitation. No A, is perhaps the least characteristic, and most melllflaons 

oT olitheman's six In nomines, as here the opening counterpoint rises and

2. Transcribed in MB: I nos 91-96.
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falls in a freely imitative style which becomes, in. bar 9, a sequential 

melody with accompaniment, before the characteristic strict imitation of 
bars 19-21.

A particularly striding feature of much of blitheman's counterpoint, is its 

triadic nature. No 3 is a good example of the contrapuntal figuration 

being devised expressly to slot into a triad, thus making for easy harm- 

onisation of the plainsong notes, fhls^^uft,used consistently

as

throughout the first half of the work, the second point, also, being 

constructed on the^triad.
bar IfI)

The triadic point is also evident in no 5, in bars 15 and 16,bass and treble 

parts, and also in bars 17-23. In no 2, also,the figuration in the two part 

counterpoint completes the triad of which the cantus firmus is pert. 

Blitheman seems almost to be taking pains to avoid basing any of his mel­

odic material on the plainsong melody, and unlike so many of the consort 

and late keyboard In nomines, whose points are so often moulded round the 
first notes of the plainsong, Blitheman's counterpoint harmonises rather 

than imitates uhe cantus firmus. This is evident also in nos ^ and 6, those 
two of his works which are in a more vocal style of counterpoint,where the 

free material again harmonises rather than imitates the plainsong, and al­

though the opening point in no 4 bears a superficial resemblence to TavernerW 

opening pointy its relationship with the plainsong is more harmonic then 

imitative. The opening point of no 6 could easily have been base^on the 

i^rst three notes of tne plainsong, but instead, Blitheman has chosen to 

start the point on A,in order to complete the harmony on the first cantus 
firmus note. The second and third appearences of the point, on D and A 

respectively, are again in the interests of the harmony, and it is only in 
bar 6(secona part, fourth crotchety,with the entrance of the point,

that the imitation actually reflects the first plainsong notes,antlclnating

its appearence in a figured form in the cantus firmus part in bar 7 in the 
fourth voice part.

olibheman's running figures are also often conceived trl8dically,snd invo­

lve leaps of a third or a fifth in order to complete a chord of which the 

cantus firmus is an integral part. This is particularly evident in no 5

th. bar., tb.
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rather than melodically to the cantus flrmus. In bar 24 of the same work, 

the lowest part, whilst being based on figures from bars 18-23, is almost 
exclusively concerned with the harmonic structure, beneath the running 

scale figures in the top part. In nos 2, 3 and 5, Blitheman seems again 
to have been influenced almost solely by the harmonic implications of the 

plainsong in his choice of melodic material, and as^result, it is often 

Blitheman the teacher, rather than the inspired composer,who emerges.

In each of his In nomines except for no 6, Blltheman's aim seems to have 

been to write a speeifically keyboard work, unrelated to the prototype in 
all but the cantus firmus,

Blitheman's contrapuntal material,being mainly harmonically rather than 

melodically conceived, is therefore capable of extension and contraction, 

and it is by these means that the composer achieves much of his variety 

beteeen successive entries of similar points. Thus in no3, the first cont­

rapuntal figure:lathe bass,repeated in the top part,contains twelve semi­

quavers. The second, similar figure, heard again in the bass and top part, 
(bars 3 and 4)h88 an additional quaver at the beginning, whilst the third 

figure contains fifteen semiquavers, and the fourth, twenty. Again in no 3, 
the twelve quaver figure, the basis of the first point, becomes eighteen 
notes by bar $, (bass) and thirty in bars 13-15, Blitheman rarely extends 

his points by sequence, though many of them have a quasi-sequentlal aopear- 

ence. He reserves true sequence for the sections of free counterpoint, 

particularly in no 4,which is largely based on sequential repetition, over 
free accompanimental figures. In no 6, however, where the entire work is 

in vocal-style imitative counterpoint,H&theman has reversed the usual 

consort compositional procedures, and instead of opening the work with a 

statement of the complete point, only the first part is heard, the second 

part being delayed until bar 4* Only as the work proceeds are the ^wo halves 

of the point fused,and from bar ll(thlrd part, last crotchet beat),to the 

end, the point is heard consistently in its entirety.

ism

Isk p&rl-

O) J by M. A' ^
m 1

In this work, Blitheman has involved the cantus firmus in the imitation, 

and irom bar 7 onwards, the plainsong is given an equal part in the counter­

point.ihe only ouner un nomine in which Blitheman involves the plainsong 

in this way is no 3,bars 1 and 13.
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The repld meliamss with which most of Blitheman's In nomlnes end, are 

mainly non-imitative, and it is in these sections that he has made use of 
sequence, ^or example, in no ^^(bar 22) the semiquaver figure which starts 

in the last _p*rt of the bar and in the bass, continues more or less sequ­
entially to the end. With the completion of imitation in no l.Cbar 16) a 
long section of free counterpoint follow*, with much sequential repetition 
in the top part.

The characteristics of Blithemans counterpoint may be summed up thus^when the 

point of imitation consists of a florid keyboard figure, exact imitation 

occurs, each entry following its predecessor without overlap. Each succe­

ssive point is elongated until replaced by a new, shorter point. When the 

points are vocal in style. Imitation overlaps, in the vocal tradition. 

Imitation is mainly found only in the early cart of the work, and is foll­

owed by a section of non-imltative counterpoint, in which sequential rep­

etition is often used. The counterpoint in the later sections of the works 

sometimes takes the form of melody and accompaniment,whereas in the earlier 

part of the compositlonthere is sometimes an almost mechanical reoetition 

of imitative material which is often based on a single note value and 

rnythmic pattern. Tension is heightened towards the end of the works 

either by a shortening of note values, or more dense counterpoint, or both.

Garleton's In nomine is to be found only in the Mulliner Book, and may 

qpite possibly be the earliest keyboard composition to be based on Gloria 
tlbi Trinitas. already stated, there is nc reason why this composition 

should not ahtedate the prototype,being,as it is, in the tradition of other 

plalnsong keyboard compositions. It is in one continuous section of rather 

stiff melodic embroidery below the plainsong. The first half is in duple, 

and the second in triple^ time, the triple time section emerging directly 

from the duple, and the lower voice moves in persistent, though rhythmi­

cally varied running quavers, dotted quavers and semiquavers throughout.
The first melodic figure is an arched phrase, based on the first few notes 

of the plainsong, and similar to Taverner's opening phrase. Carleton has 

made good use of sequence,particularly in bars 3-5,where sequential repe­
tition nicely harmonises the movement of the plainsong,and in bar 19,where 

the descending sequence, though harmonically unexciting,explores the lower 

register of the instrument. In the running figures which constitute the 

bulk of the composition,the strong beat tends to coincide each time with the 

new oantus firmus note,and produces harmony entirely based on the notes of 

the triad, a common enough practice at the time, but one which sounds a 
little bland to the modern ear. The increasingly short note values which
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Garleton uses from bar 21 to the end, serve to heighten tension and lead 

the ear forward to the final cadence,whore an added voice part on the se­

cond half of bar 27 completes the harmony,and leads to a six part final 

chord. Carleton's style is mainly concerned with scale figures,both long 

and short, with sequential repetition mainly of the shorter figures.

The structure and style of each of the seven remaining early keyboard In 

nomines differs, both from those of Carleton and Blitheman and also from 

each other. Nearest in style to the emergent keyboard genre are the two part 

works of Byrd and Strogers. Both these works are similar in style to an 

early form of cantus firmus composition in which the census flrmus was 

figured so that it had an equal role to the free part, and both open in 

vocal style, close Imitation, continue with melodic material over a

end conclude with more specifically keyboard figures. 
The Byrd composition,however,also contains a triple time dance section, 

simultaneous duple and triple rhythme, and a section in which a little key­
board figure is repeated mechanically, on different degrees of the scale.

A third voice part enters in the fifth bar from the end, whose function is 

to enrich the harmony, end the work ends with a six part chord. Byrd's 
composition is extant in only one source,^ and whilst much of its melodic 

material is In keeping with Its somewhat archaic two part form, it also 

contains material which anticipates Byrd's more mature keyboard style, 
ihe symmetrical calling phrase, laced with quaver movement, is to be found

SjfxJ- tits-TVirt'-l'AE,

in vocal music of the first half of the sixteenth century, and its reoet- 

Ition at the end of the work,(bar 5l) bears a stro^resemblence to a 
phrase in Taverner's Western Wind mass.^

Iwur fl.

3. Pc 1122.
Tav W: p 2$ bars 3^-36.



The melodic figures which more closely anticipate Byrd's mature style are 

the sequential dotted triple-time figures, repeated over a harmonic bass, 
(bar 40) and the shortfigure, repeated on different degrees of
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bay 1*1.

the scale, over a rising cantus firmu8,(bar ^j).This four note melodic 

figure may also be seen extensively in two of Redford's plainsong comp­

ositions, nos 7A end 75 in the Mulliner Book.where. though each work is on 

a different plainsong,the melodic material is remarkably similar in both. 
In Redford's works, the cambiata figure is used at the end of the entry of 

the point, as part of the cadence figure,

b&f 1.

M8: I

Redford's use of this figure is purely cadential, but with Byrd it assumes 

^melodic character, and is expanded sequentially. It is also to be found 

in some of Byrd's later keyboard works where, for example, in the Fantasia 
and The Hunt's Hp, it always appears as a piece'of melodic embroidery, 

repeated rather than imitated. Its only other extensive appearence in an 
In nomine is in Bull's no 9,where it is to be found as a repeated melodic 

figure in bars 70 and 71, before being used as imitation In bars 73-78,end 

in Blitheman's no 1, where it forms a chain of melodic embroidery between 
bars 16 and 20.

In Byrd's oddly diverse keyboard In nomine, the Influence of Tallis is 

apparent in the strictly imitative,almost canonic counterpoint of the 
liist third, ano only in the latter half of the work do Byrd's own person&l 
trademarks appear.

Tallis' solitary keyboard In nomine is again extant in only one source,^ a 

diminutive organ book which shows alg%g of mRek'Wear, and also contains a 

keyboard version of the prototype, end Strogers three In nomines for key­
board.

5. FWB:2 p 188 bar 9O.
6. FWB:2 p 218, var 7.

7. Och 371.



Tallis' In nomine,'Gloria tlbi TrinitaszII partes on a rownde tyme' is, 

as its title probably implies, a canon. Its original pumose may have been 

pedagogical, and its interest lies mainly in its construction. The style is 

vocal throughout, and except for an added third part to complete the canon 
in bar 27,(so that the plalnsong may be completed in the bass) and a four 

part final chord, it has no specifically keyboard features. The plainsong, 

most fully heard in the bass, is disposed unevenly,(unlike that of Byrd's 
two part work/wh^re it falls into a pattern of one note to a bar) and so 

disguised that Morley seems justified as citing Tallis as one of those 
guilty of breaking the olalnson^ to such an extent that 'one not very 
skilled in music should scanb discern any plalnsong at all.' ^ The work 

is constructed on seven canonic entries of closely linked thematic material, 

announced each time in the treble, and answered in the bass, with a little 
free counterpoint between the entries. As a demonstration of canon it is 

masterly, and as a piece of music it has charm, but as a composition through 

which the development of specific keyboard techniques may be traced, it 
has little value.
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In his set of three keyboard In uomlne8,Strogers sets out to demonstrate 

three different constructional principles. In nomine no 1 has already been 

compared with Bytd's, and although it is a slighter work altogether, it 

CoS more affinity with the form of the later keyboard In nomines than many 
other of the early works.The three opening imitative entries are purposeful 

enough, as the points are snort, and have enough shape to remain interesting. 
It is in the sections of melodic embroidery over a harmonic bass that the 

music becomes somewhat aimless and repetitive. However, the musical impetus 

of the first pari of the work returns during the last two bard, and the 

composition ends with a fine,specifically keyboard flourish. In nomine no 2 
is based on a single point, which enters almost entirely on either D or(y, 

ano at the same part of the bars. The counterpoint is imitative throughout, 
and though the writing is not idiomatically vocal, neither is it specifically 

keyboard. It is nearer in style and form to Blitheman's no 6 than anything 
else in the repertoire. The main substance of both works is similar, end 

(k) barn.
m

8. Morlev P: p 177.
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the tonic^dominant relationship between the entries of the point are evi­

dent in both works, though in Blitheman's, the D end 1 entries of the first 

half become A and 2 in the latter part. The well defined point in both 

works lends itself only to repetition in one part or another, or simultan­

eous entries in two parts, and gives to both compositions a lack of vari&^y. 

What remains of Strogers' third In nomine indicates that it is a work of 

greater contrasts than its predecessor. Although it breaks off abruptly 
after the twentieth plainsong note,(the last pages of the source being 
misslng^and the opening imitation seems to be in the same foursquare style 

as that in no 2, it is evident that more promising material"is on the way, 
in the form of lively dotted rhythms.

Strogers can hardly be said, in his keyboard In nomines,to have added sig­

nificantly to the advancement of keyboard techniques,and although he may 

have had Blltheman's set in mind when he composed his own, by comparison 

Strogers' are amateurish efforts. Blitheman is exploring all the time.

Each of his In nomines covers different ground stylistically,and he is con­

stantly experimenting with rhythmic patterns, textures and sonorities, 

whereas Strogers, whilst being aware of the potential of the keyboard com- 

po8ition,lack8 the imagination of the real Innovator.

Two other In nomines remain in the early keyboard repertoire, both by 

Alwood, and both in a four part vocal style. Each one 1# based on a single 

Imitative point,apd may owe something to the influence of Bedford. Whilst 

Alwood could, and did,write in a more specifically keyboard style, there 

is plenty of contemporary organ music in the ^b21iner_Bopk stylistically 
similar to Alwood's In nomines.

Two other In nomines, both consort originals,have been given specifically 
keyboard arrangements, and these are Parsons' celebrated ag work,^ and 

the arrangement of the prototype to be found in Ocb 371. In both these 

works idiomatic keyboard embellishments have been added to an otherwise 

unaltered consort composition, and of all the keyboard transcriptions of 

consort works, these two are the only ones to have undergone any radical 
alterations.

9. See ' chapter 5 for further discussion.



Harmonic practice in the early keyboard In nomine.

In each of the early keyboard In nomines,the centos firmus is basejon D,a8 
it is in the prototype, and this necessarily establishes a harmonic scheme 

within the confines of the untransposed Dorian mode. The accidentals 

which result from the harmonisation of the mode are confined to G and F 

sharps, and B natural, end are used mainly at cadence points to raise the 

seventh of the penultimate, and the third of the final chord. The final 

cadence of the In nomine must always be a plagal one if the last D's of the 

plainsong are reproduced faithfully, and is always completed on a chord of 
D major. Cadences during the course of a work are often used to mark the 

end of the working of a point or other melodic idee. These inkenal caden­

ces often consist of a chord of A with its sharpened third,followed by D 
minor, and as they are often overlaid with continuous counterpoint, it is 

only the 0 sharp which makes any real impact on the ear. The final cadence 
is often elaborately constructed, and may be preceW^J' by several bars of 

repeated cadence figures. This cadential section often starts on the last C 
of the plalnsong, and so affords the opportunity of nrecej^^^ the final, 

plagal cadendR, with a perfect one. In the two part works, an added voice 

part somewhere near the end, and a much expanded final chord, serve both to 
complete the harmony more fully, and bring the work to an exciting conclusion, 

ihe auaed foice part in Byra's two part In nomine marks the start of an ex— 

tended cadential passage in which both a^perfect cadence(bar $6 last beat, 
bar 57 first beat) and a plagal one(last half of bar 58 to the end), bring 
the music to a close.

^he inflexion of the linal C of the plainsong to orovide the sharpened 

leading note of a perfect cadence which precsjas the final, plagal one, is 

widely practised whenever the final D of the plainsong is extended beyond 

its original duration. For example, in Alwood's In nomine no 2, the work 
might quite properly have ended with » perfect eadence on the first beat 

of bar 26, hut it appears that, having shortened the oantus firmus slightly 

by the omission of a note or two from the central section,the work had to 
be brought to the standard length by additional D's at the end, which necoess- 
itat#j a second, plagal cadence. Strogers has no such scruples about iLMMUs- 

ving uhe ^Inal D's of the plainsong.in either of his two complete works,and 

in fact has shortened them to one, so that the last G of the cantos firmus 

may be sharpened to provide the . first chord in a swift and decisive 
perfect cadence.
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The strange and unusual cadence with which Blitheman ends his In
nomine no 6,



results from the harmonic scheme of the latter part of the work, in which 

the point emphasises the tonal centres of A and S. The harmonic implications 

of the final bar of the work, are the chord progressions E, A and D,8nd the 

unusual sonorities are the result of the continuation of the point of imita­
tion into the cadence figure.

Non-cadential accidentals found in an early keyboard In nomine are nearly 

always the result of the strict pursuance of the point. The E flat in the 

ton part of Alwood's no 2(bar 11,first quarer beat),reproduces the semitone 

between the second and third note of the point, and the accidentals in the 

top part of Byrd's two part work (bars 22-26),make the sequential repetition 

more exact. Similarly, the E flat (i,l,3) in Blitheman's no i, makes for 

exact sequential repetition.

In only one early keyboard In nomine is there any real hint of a shift in 

tonal centre, and that is Byrd's/where, starting in bar 17, with the cantus 

firmus on A, a passage fluctuates ambiguously between A major and A minor, 

and culminates in a sequential passage ( bar 22),in which the accidentals, 

whilst making the sequence more exact, as stated above,also confirm the 
tonal shift to the dominant.

The relationship between the notes of entry of the points tends gen­
erally to be tonic/domlnant, and this is particularly evident in Byrd's 

two-part work, where the , scheme of the first entries is heading towards 
the passage of dominant tonality which starts in bar 17, and the notes of 

entry of tne first four pairs of points are on the tonic, dominant, and 
dominant of the dominant.

In lallis' In nomine, however, each pair of canonic entries occurs on a note 
of the D minor triad thus, D, F, A, A, D, F, A, with a final chord of D 
minor.

In the closely packed four part counterpoint of Alwood's In homines nos 2 

and 3, the notes of entry tend to^follow on the subdominant side, as they 
do in many consort In nomines, though in Alwood's more intensive working 

towards the end, entries appear both simultaneously and in stretto, and on 
the third and sixth of the key.

In tne very close imitation which opens Blitheman's nos 3 and the same 

.. scheme operates as in Byrd's, with entries of the point first on 
the tonic, followed by the dominant,and then by the dominant of the dominant.

Th. ..ham. of in no 6, ho«.T.r,=tarta with poioto on
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A and D, rather than the mor* usual D and A, though the tonic/dominant 

relationship is very evident between bars 11 and I4, when the point enters 
on 0, and then E,

Conclusion.
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The early keyboard In nomine, on the whole,exhibits disappointingly little 

in the way of advanced, specifically keyboard techniques, and only those 
of Garleton and Blitheman are really representative in any way, of the 

trends in secular keyboard music of the time. This may possibly be accounted 

for by the fact that most plainsong settings were Intended for the organ, 

ana even, possibly, for liturgical use. Wnen one considers the contents of1 n. ^ Vigysnai
^ in which sona of the early In nomine coHiposars arc

represented, it is apparent that the In nomine held little attraction as a 
compositional form. The two compositions by Tallis on Felix Namque,^'^ both 

dated at about the same time that the Mulllner Book wan being compiled, are 

major works in a truly idiomatic keyboard style. Byrd, on the other hand, 

turned his atuenulon almost completely to secular keyboard compositions, 

and his solitary In nomine remains almost as an early exercise in counter­

point. However, Tallis, Byrd and Strogers all composed sets of consort In 

nomines, works which stand beside the consort In nomines of apy of their 

contemporaries, whilst Blitheman's only contribution tb the In nomine rep­

ertoire 18 his SIX keyboard works. These six compositions ere, however, the 
most significant in the early repertoire because, between them,they demon­

strate almost every conceivable compositional technique available to the 

keyboard composer at the time. In each one of them, Blitheman says some­

thing different, and rarely repeats himself. Yet in spite of their origin­

ality, they appear not to have been dkseminated widely, and only nos 1, 2 

and 3 are extant in any source other then the MullinerBook. When Mulliner 
compilea his entnology, ne must have chosen Blithemen to represent bhe 

avant garde of English keyboard composers, as his works are by far the most 

up-to-date and ambitious pieces in this rather conservative collection.
Whilst the energies of the Tudor composer were going mainly into the comp­

osition of consort In nomines, only Blitheman was writing them for keyboard 

in a really forward-looking,progressive style, a style which may well be 

said to be anticipating the monumental keyboard In nomines of Bull and 
Tomkins.

10.p ^27, and fWEjII p 1.



The late keyboard In nomine.
The earliest surviving In nominee which appear to have been written 
specifically for the keyboard, those of Carleton and Blltneman ±rom 
the JKalllner Book, are followed chronologically by the ratner 
less significant works of Tallis, Btrogers and Byrd, and then
by those of John Bull, and Bull, like his teacher Blitheman,left a set of
keyboard In nomlnes. Bllthemaa's set of six seem slight compositions beside
the do%en of his pupil, and the In nominee of the two men together give
us a usefhl chronological record of the development of idiomatic keyboard
music based on a cantos firmus. If in Blltheman's In nomines the seeds are
sown, then in Bull's, germination has taken place, and there are signs
Dointlng In the direction of the keyboard suites of Purcell and even Bach*

It is probable that Bull's In nomlnes were composed before he left England 
in 1613, as he is unlikely to have written music in this uniquely English 
gente whilst employed on the continent. It is reasonable to suppose that 
his In nomines were composed anyway, by the first decade of the seventeenth 
century, and antedate the In nomines of both Tomkins and Lugge. It is prob­
able that Bull W83 born whilst the Mulliner Bpo^was being compiled, and 
his In nomlnes may postdate those of Blitheman by twenty five or thirty 
years.It is in this quarter of a century that the keyboard Fantasia evolved, 
and it is on the Fantasia that Bull has modeled his In nomines.

The similarities between the keyboard In nomines of Blitheman and Bull are 
most apparent in the overall form and structure of their works. Blitheman's, 
at a superficial level, appear to be mlnature versions of Bull's, based on 
the same contrapuntal opening, and followed by more complex counterpoint 
and rapid passage work, and often including a passage of triple time. Both 
composers seem intent on demonstrating, in each of their works,a different 
aoproach to the problem of setting a plainsong, and in the works of both 
men. there are examples of imitation, both close and approximate,figurative 
repetition, extension of melodic material by sequence,rapid passage work, 
simultaneous duple and triple rhythms, and triple time dance rhythms. In 
tracing the development of the keyboard In nomine through Blitheman and Bull, 
six main areas demonstrate the changes that took place,

1. The cantus firmus.
The early keyboard In nomine has the plainsong set on D, but in only one 
of Bull's, the simplest and possibly the earliest, is this the case, all 
the others being se^ on A. Both composers, however, set their plainsongs 
both in long, even notes, and broken by counterpoint.

2, Length and structure.
Bull's In nomines are very much longer than Blitheman's, and he a&bieves
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this by Ir^rckslng t.e duration of each plainsong note. The structure of 
the works of both composers is basically the same, being a through-composed 
single movement,which usually opens in simple counterpoint, from which more 
complex or more rapid melodic material evolves. The several ideas are usually 
separated by internal cadences, whose function is often also the stabilis­
ation of tonality. A section in triple time often ehds the work, and in 
Blitheman's is continuous, whereas in Bulls, a double bar usually separates 
the duple from the triple material.

3. Contrapuntal practice.
Blitheman's opening point is often in a style more specifically keyboard 
than vocal, is relatively long,and confined to notes often of a single 
value and rhythmic pattern. Bull's opening point isSomek^^K in a mtre vocal 
style, is often short and rhythmically varied, end is related more closely

tupiC-ifJto th5 opening points of a^consnrt In nomine than to Blltheman's first 
points. Where Blitheman expands his points at subsequent entries by repet­
ition, Bull uses his points to generate new material. There is little free 
material between the entries of Blitheman's points, whereas Bull often uses 
extensive passages of free counterpoint between groups of entries, and 
employs both complex, canonic imitation, and the simultaneous use of two 
points.

Melodic and rhythmic figures.
Bull has at his disposal a greater variety of note values and rhythmic 
figures than has Blitheman. Both composers rely heavily on scale and arpegg­
io figures. Bull's being in notes of smaller values, generally, than Blithe­
man's, and whereas Blitheman's arpeggio figures are based mainly on the 
note of the triad, Bull extends his figures to include rapidly repeated 
brokw chord and octave figures. Bull makes much greater use of sequence 
than Blitheman does, and employs extended passages of sequential repetition 
in both his imitative and his free counterpoint. Blitheman's sequences are 
restricted mainly to short passages in his free counterpoint.

. $. Harmonic and cadential practice.
Bliuheman's accidentals are mainly confined to the requirements of muslca 
ficta, and occur nrincipally at cadence points, whereas Bull's In nomines 
contain some extended passages where chromatic inflexion amounts almost to 
modulation. Both composers use Internal cadences, both to define and con­
solidate the harmony of the moment, as well as to separate different ideas. 
Internal cadences almost always contain the sharpened sevent^^in the pen­
ultimate chord, but are often without a sharpened third on the chord of 
resolution. Both composers tend to overlay internal cadences with oounter-
y^.nt. _ull, uowever, hag some of his internal cadences extra signif­



icance by usAq;elaborate cadence figures, and sometimes uses a double 
cadence, one following a few notes after the other, the two cadences often 
accentuating a change in the note of the plainsong. As the final In 
nomine cadence has to be plagel, to satisfy the requirements of the plain- 
song,both Bull and Blitheman occasionally alter the last notes of the cantus 
firmus to achieve a different close, and Bull has supplied alternative 
endings to no 6, the first with a perfect cadence around an altered plain- 
song, and the second plagal, with the correct centus firmus.

6. Title.
Blitheman's compositions on Gloria tlbi Trinitas all bear the title of the 
plainsong, whereas Bull's have either title Indescriminately, and the same 
work may have one title in one source, end the other in another.

If one is to consider Bull's In nomines as the successor to Blithemahs (and 
the line is direct through the pupil master relationship),it is evident 
that most of Bulls material is present in Blltheman's works, and that the 
late keyboard In nomine is there in essence, between the covers of the 
Mulliner Book.
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In the descriptions of Bull's In nomines which follow, it may be seen how, 
whilst using every compositional technique available to him. Bull was able 
to create from his diverse material a composition of remarkable integrity. 
The aescrlptlons will elsoaKa^^ to elucidate both Bull's contrapuntal tech­
niques, end his more specifically keyboard style. The numbering of Bull's 
works will be that of MB: XIV.

The keyboard In nomlnes of John Bull.

In In nomine no 1. the cantus firmus is placed in the lowest of the three
voice parts, and is heard in long notes until bar 13,when it is broken bv
the first of several passages counterpoint, the first three,end most
extensive of which occur when the plainsong is on static, repeated notes.
The work may be divided into three sections, the first of which is an inten­
sive working of several related points, followed, by a passage of brilliant 
semi and demisemiquavers, and ending on an extended cadence which starts on 
the last minim beat of bar 2), end finishes on the first beat of bar 2$.
The second section, which follows straight on, is a less intensive working

11. As in In nomine no 9,bars $6-60.
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of 8 point similar to the opening one, again followed by brilliant passage 
work. The third, and final section, is in triple time dance rhythm, and is 
separated from what goes before, by a double bar.
The first point,from which the first two sections derive, is one which is 
based on the first four notes of the plainsong, and bears a resemblence to 
the opening of Blitheman's In nomine no both in its melodic outline,and 
its treatment,but where Bull uses several related points in close imitation, 
each group of entries separated by free counterpoint, Blitheman's countsr- 
point is at first in close imitation, and then used to generate sequence 
over free accomnanimental counterpoint. The florid figures which both 
composers use in both cases begin imitatively, and continue freely and 
sequentially. Blitheman's composition ends after 27 bars, whilst Bull's is 
barely half way through.
The short middle section of Bull's work provides a contrast, and starts in 
bar 2%^ with the working in the two free parts, of a three note melodic cell 
which is derived from the middle of the opening point. This melodic cell is

OpwwwQ ^

first heard in bar 21, as part of the extended cadence with which the first 
section ends,and is wArked also in inversion, until in bar 35,quaver, 
top part) it becomes the nucleus of three bars of brilliant demisemiquaver 
figuration. The third section, in spite of its double bar, leads straight on 
from the second, its triple.time dance figures being an inversion of the 
point heard in bars 24-30, with sequential repetition in the middle voice, 
over a rising cantus flrmus,(bers 39-43). Bar 43 bints at the rhythmic dis­
ruption which is to follow when, in bar 4A, the accent in the second voice 
part is displaced, and again in bare 54 and 5$, when simultaneous duple and 
triple rhythms are heard. Brilliant semiquaver figures conclude the work, 
bringing it to an exciting end.

In In nomine no 2. the cantus firmus is in the middle of three voice narts. 
and is extensively broken by^counterpoint,especially during the first third 
of the work. The composition falls into four sections, the first two of 
which are short statements which might almost be said to be developed resp­
ectively in the latter two sections.
The first section opens with a point built ^hom the two note cell formed 
by uhe first notes of the cantus firmus, and worked in close imitatlon/whilst 
the second section, starting in bar 12, uses three florid points in pairs

i^^totion, very similar to the opening counterpoint of Blitheman's
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In nomine no $. The third section (bar 19)*Is a return to t^e intensive 
counterpoint of the first section, with the phrases extended by sequential 
repetition, and ends after bar ^0, when semiquaver figures lead into the 
triple time, final section of rapid, often sequential semiquavers.
The firstnotes of the cantus flrmus provide the cobtrepuntal material

for the first three bars of the work, and are only extended to their complete 
form in bar 3,(top part, last quaver beat). This figure however, though 
similar to the prototypical opening, once announced, permeates sections 
one and three almost exclusively, the contrapuntal dialogue of section thr?e 
becoming more intensive anj closely worked as it proceeds, by constant 
repetitive entries of the point in all voice parts. For example,the four note 
figure in the bass(bar 22),is times, and Imitated in the top
o8rt,with overlapping,identical repetitions (22,1,2). Repetition, matching 
the rise and fall of the cantus firmus, continues until the cadence on the 
first beat of of bar 32, when a variation of the point i# introduced, and 
used finally to generate the last few bars of free counterpoint (3$,3,sec­
ond quaver beat),with which section three ends. The thrice sequence
in the bass with which section four opens(bar 41),follows the rise of the 
cantus flrmus, end accidentals in the repetitions make&^t sa^^Z^^^^and hint 
at an attempt at modulation. The sequence in the top part(bars 44 and 4$), 
follows the fall of the cantus flrmus, and the work finishes with a flourish 
of brilliant figures above and below free counterpoint. The first three 
sections of this work suggest a search for unification, in ternary form, 
with the final section containing elements from those which prece^«J/ it.

In In nomine no 3. the cantus firmus is olaced in the top of three voice 
parts, and is broken only twice, briefly in the middle and at the end.
This composition may he divided into two main sections, the first being 
mainly passage work derived from a four note cell which is based on the 
first three notes of the cantus firmus, and the second in triple time and 
iree counterpoint. The four note cell from whicb^most of the music in the 
first section generates, originates as aixi imitation
IS only notkmel. The counterpoint unfolds by als^rles of shifting and alt­
ering patterns which all relate back to the original cell. This cell is 
first expanded in bars 2 and 3,in the bass,where its harmonic Implications 
are exploited to provide a definitive bass line. In bar 4(bas8),rhythmic 
alteration anticipates another of its forms. kw 4
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which is extended still further in bar $,(bass), 5) ^ ^

and inverted in bar 6. ^he latter part of its extended form(6,2,la8t
quaver) is closely connected with the original cell./^Tjp-^^^

A double cadence on A,completed on the first beats

of bars 13 and 14, is followed by a brief reappearence of the point in th^(^^^ 
01^ bass,which is extended into a passage of repeated keyboard figures in 

thirds(bar l6)and 8equence(bar 17),with a repetition of bar 16 in bar 18, 

in sixths, however,under a falling cantus flrmus. A radical change of style 

is anticipated, and to some extent prepared for, in these three bars of 

repeated figures, and follows in bar 19. This oansage of brilliant demi- 
semiquavers is related to the opening music by the repetition, in bar 23, 

of the two top parts of bar 3,transposed up a fifth,to match the cantus 

firmus* This echo of bar three marks the start of a passage in which the 

material of baph 4-8 is used again, extended and reshaped. Thus, bar 27 
(part 2),is a repeat,transposed up a fifth, of bar 8(p8rt 2),and bars 30 and 

32^p8rt 2) repeat, with some rhythmic variation, the bass of bar 8. Each of 

these phrases is derived from the original cell in bar 1. Florid semiquavers 

follow, in the bass,in which sequential repetition plavs a n8rt(b8r833-38), 

though not in order to follow the the movement of the cantus flrmus. The 

sequential repetition in bars 36 and 38(p8rt 2)however, lies a third below 

the cantus firmus, and the notes on which the first, longer,bass sequence 
starts(bar 35),comakte8 the triad. The first section of this work is remark­

ably united, in suite mf its varied look. It is an attempt at a three part 

form,A B A, with B being the section frpm bar 1$ to 23. The overall unity 

is achieved by constant referal back to the original four note cell, from 

which most of the music is derived. The triple-time section, mainly in free 

counterpoint, opens with a four bar melodic sentence, above accompanimental 

counterpoint based on the triad of the moment. The first melodic sentence 

divides itself into four slightly varied, bar long phrases, each one starting 
a third below the cantus firmus. The accompanimental figure(8tarting in bar 
41),recalls the original melodic cell, and has its accent thrown onto the 

second quaver beat, to provide four bars of constant rhythmic dislocation.
The long cantos firmus C(bar845-46), provides the third for the broken triads 

in the. A based tonality, whilst in bars 47-8, the sustained bass C,together 

with the cantus flrmus, roots the tonality firmly on G. A fourth part enters 

in bar 47,to give fullness to the counterpoint of the final nine bars, and 

expanded chords in the last two bars fill out the final cadence.
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In In nomine no 4, the cantus firmns,whose entry is delayed until bar 5^ 

is placed in the bass of three voice parts, and is occasionally broken both 

by^counterpoint and passing noteg. The work is in one main duple-time section 

based on a point derived from the opening notes of the oantus firmus,though 

the various treatments the point receives causes the work to fall naturally 

into four sub-sections, each of which concludes with a passage of heightened 

activity. The work starts in simple, imitative counterpoint, and continues 

with a more intensive and stylistically di^Terent treatment of the same 

material, with a return to a less brilliant, though rhythmically more comp­

lex section of imitation which culminates in a section of counterpoint in 

conflicting duple and triple rhythms, and the work concludes with a short 
passage of quaver figures.

The first four bare of the composition appear as an introduction to the work 

proper. In these four bars, the point is displayed in inversionfpart l,bsr8 
3 and 4),and the firstnotes of the cantus firmus are anticipated by 

the second voice. The first two bars are somewhat enigmatic^ and may be 

merely drawing attention to the pseudo oantus firmus entry which follows, in 

bars 3 and 4. The work starts properly in bar 3,with the cantus firmus enter­

ing in the bass, and the first point entering above it, in the second voice 
part. This point, based on the first four notes of the cantus firmus,

becomes extended and altered, to produce sections of free counterpoint 

between the entries, and results in a loosely woven contrapuntal texture. 
Tension begins to build up in bars 1$ and 16, with alternating major and 
minor ^ basej tonality, shorter note values and heightened contrapuntal 

activity: lead straight into the second sub-section of the work, which starts 

after the cadence on ^ in bar 16(thlrd crotchet beat), and consists of down­

ward scales, reminiscent of part of the first point, each scale being heard 
imltatively in the two free parts, entering on the current plainsong note.
The scale figures occupy half of each bar, end the bar is then completed 

with repetitive IxmBwbwtWy^figures, and it is these little figures which

tm Jtni- - _
provide the material for the ensuing few bars. The figures alternate.with 

each other, and follow the direction of the cantus firmus, which reaches its 

highest point in bars 30 and 31, so that the lower of the free parts Is some- 

times within a third of the plainsong, and each of the three parts is in very 

close contact. Sequential repetition of a rapid scale figure(on the first
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half of bars 32 and ^3),related to the original point, brings the music full 

cjrc^e, Lo a climax of heightened activity, before the return of^imitation, 
in bar ^.0, In which a new point is worked Intensively, together with a point 

derived from the first one. Bars AO to A5 demonstrate some of the most 

coherent counterpoint found in any of Bull's In nomines, and include simul­
taneous sequence and imitation, as well as canon. This new point,based on

the triad of which the cahtus firmus is the root, is repeated sequentially 
(bars A0-^l),ln the second voice part, and Imitated in the top part by a 

sequentially repeated variant version. This is followed by a similar point 

with three sequential repetitions in the bassfbar 42,part 2, second quaver), 

and imitated above by canonic repetition at the octave(bar 42,fourth 
quaver).Both the imitative and the canonic sequence follow the course of 

the cantus firmus. The major third in this passage, which is often used above 

the oantus firmus note, results in a passage of near modulation.
r% ^ BiM* U ft® It.

keyboard figuration, mainly based on sequence, and matching the rise and 

fall of the cantus firmus,occupies bars 45-51, and leads straight into a 

passage of brilliant demisemiquavers, which complete the third sub-section, 
and lead without break, into.the final oart of the wotk. The rhythmic figure 

used almost throughout this final section, is one which completes the triad 

of which the cantus firmus is the root. This figure repeats sequentially 

with the rise and fall of the plainsong, to produce an intense, rhythmic 

counterpoint, which is concluded in scale figures, and a cadence on A.

In In,nomine no 5, the cantus firmus is placed in the middle of three voice 

parts, and is broken by figuration,particularly towards the end. This piece 

may be divided into four sections, the first and third being an intensive 

contrapuntal dialogue, with the second exploiting tiny figures of two,three, 

or four semiquaver duration, which repeat, to dislocate constantly, the 

regular four crotchet pulse. The fourth, and final section achieves the 
climax of the work through the use of brilliant demiaemiquaver passage work 

in which sequence play# a vital part.
The first ten bars employ intensively, a four note imitative phrase shaped
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rouDd the triad
' ^ ^ T : E#

30 that it may easily fit the chord

of the moment. This point is also used freely in inversion. At bar six it 

is extended, and the extension is used sequentially in bars 7 and 8,to 

follow thr rise of the cantus firmus, the section concluding with a cadence 
on C in bar 11, This has occupied half the first major division of the work, 

and two further imitative passages, on new points, make up the remainder of 

this section. Neither of these points is used as intensively as that with 

which the piece opened, though the first is extended into new melodic shapes 

from bars 13-1$. The boundaries between the first two major divisions of the 

composition,*# not clearly defined. The second section has, however, cert­

ainly started by bar 21, and the repeated twd note figure,derived from 

previous points, is heard above a repeated triplet,which provides a triadic 

framework in which the major third is much in evidence, and which follows 

the movement of the cantus firmus with a constantly dislocated rhythmic 

pattern. The parts are reversed in bar 24, and the rhythms of each figure 

altered, the reversal taking place on a protracted cantus firmus E, which 
satisfactprarlly varies its treatment. A return to rhythmic stability is 

, in bar 30, in anticipation of the third section, which starts in bar 
31, with a brief return to the imitative dialogue of th* firstsection,using 

a point similar to th& first one, but now in close Imitation, and worked 

more intensively. These three sections have occupied just over half of the 

whole work, and the final, and longest division, starting in bar 35,consists 

entirely of one long passage of brillimat demlsemiquaver scale figures, 

rapid broken sixths, and repeated-note figures, above and below free harm­

onic counterpoint, in which both repetition and sequence are avoided, until 

the second half of bar 41, when a sequential repetition in the bass(bar 42), 
follows the rise of a tone in the cantus firmus, and repeated patterns 

occupy the second half of bar 42, and the whole of 43. This section is char­

acterised by the rapidity and extensiveness of the running figures, with 
their frequent, large leaps, and the unusual figur8tion(49,l,4), Involving 

a series of broken sixths. Bars 52 and 53 are particularly interesting on 

account of the suggested fingering for the rapid repeated notes. The textur# 

is expanded to four parts in the final bar, and the cantus firmus 
in... 6^^ counterpoint,its final A being placed an octave above its proper 

position. The final section of this composition contains the most extensive 

use of rapid passage work of any of Bull's keyboard compositions, and here, 
advanced vlrtuosic techniques are found, all of which have been in continu­

ous use in keyboard music ever since.
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In In nomine no 6, the cantus firmus is placed at the top of three voice 

parts, complete and unbroken. The composition falls clearly into two sect­

ions, the first, and longer, consisting almost entirely of scale and repeated- 

note figures, and the second of contrapuntal triple-time dance rhythms.
This work opens in a style unusual in Bull's keyboard compositions, and is 

reminiscent of an earlier type of two part cantus firmus composition, like 
that of Carleton in the Mulliner Book, in which the plainsong is heard in 
long notes, above continuous running figures.
The work opens, after the sounding of the first note of the plainsong, 
(duplicated in the b888)with running figures in parallel thirds. From bar 

3,the running figures enter imitatively, and are then extended by repeti­

tion and sequence, to form long phrases of passage work. The repeated trip­
let figures(bars 20-21),are similar to those heard in In nomine no ^(bars 

21-22),and serve to harmonise the mantus firmus note of the moment. The 

rhythmic disruption in bars 27 and 28.is caused by the sequential repeti­
tion of a bar which includes triplet figures, and which falls a minor third 

under the cantus firmus, over figures in duple time. Scale figures in imi­

tation complete the section with a cadence on A, which is completed on the 
first beat of the new section^<bar 37). This triple time, final section, 

opens Imitatively with a point based on the first four notes of tk plain- 
song,but continues as free counterpoint. Smaller note values in the bass 
(bar8A7-48)help to bring the work to a climax,whilst an added fourth voice 

part in the tenor(bar49) allows the bass a harmonic function during the last 

four bard. The alternative endings provide both a perfect and a plagal 

cadence, possible because of the alteration to the cantus firmus in the 
first ending,the second ending suggesting that either the composer or the 

scribe had scruples about omitting the penultimate plainsong note.

In In nomine no 7,the oantus firmus is placed in the middle of three voice 

parts, and moves from hand to hand as a meane,broken several times briefly 
by figuration. The composition may be divided into four main sections, the 

first being an imitative dialogue between several related points, the caden­
ce on A(bar 12),marking the middle of this section. The second section,in 

quaver passage work, starts in bar 2$, and ends on the first beat of bar 31 
with a cadence on A, Section three is a return to imitative dialogue, less 

intensive than that of the first section/between points made up of two,three, 
and four note cells, and the fourth and final section brings the work to a 

climax, with rapid demlsemiquaver figuration.

The first six bars emoloy an imitative point, a melodic figure evolved from 

notes of the triad of which the cantus firmus note of the moment is part.
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Its thr*e entries end with a perfect cadenceCbsrs 7 and 8),the final A of 
wbich(8,l,l),becomes the first note of the new, three note point. This new 

point is derived from the minor third so characteristic of the opening of
the plainsong, with an added passing note. Z—-j .

8o that the character of the point may be _T 

retained as tone, tone, semitone, F sharp has been added at its appearence 
in bar I0(top part), and the relationship has been extended also to its 

appearence in bar 11(bass),where the B has been flattened, giving rise to 

an unusual and beautiful cadence, in which the chord of G, with a flattened 

third, is followed by the chord of A, with a sharpened third. Bull has 
given this cadence more status than an Internal cadence usually has,by all­

owing it to come to rest on minims, without overlapping counterpoint. The 

second half of this first section continues with an increasingly Intensive 

imitative dialogue on four points, related to, and inversions of,the first 

two in the work,each set of entries being separated from its predecessor by 

a secondary, almost obscured cadence on A.

The second section of the work starts in bar 25, with quasi-sequential 

figures in both free parts(bars 26 and 27),which follow the rise of a tone 

in the cantus firmus, and continue as patterns of semiquaver figures, which 

are suddenly halted by the cadence which is concluded bn A^ in bar 31, and 

leads into the third section of the work. Here, tiny two, three, and four 

note cells, conceived harmonically, and completing the triad of which the 

cantus firmus note of the moment is part,are used to generate the imitation. 
The cells are rarely extended, and the whole section has an anrterity, 

relieved only by the scale figures in bars 38-39. The brilliant flourish of 
scale figures(bar 48), whichngo to make up the fourth and final section of 

the work, is made all the more Impressive by the rather bare counterpoint- 
which preceJe^i. it. The scale figures remain in the right hand, over accom- 

panimental counterpoint, in which many of the chords are expanded. This is 
the In nomine in which, perhaps, the greatest contrasts may be seen. The 

two final sections demonstrate the extremes of keyboard writing,in which 

both the least sophlsticated^perhaps, of the archaic figures, the hocket, 

and the most advanced florid, toccata style of composition are both used.

nomine no o.the cantus firmus is placed in the top of four voice oarts. 
It is extensively figured during its first three notes,and again, though-less 

extensively, towards the end. The composition may be divided into four sec­

tions,the first and third of which are passages of rapid keyboard figuration 

in broken octaves and scales. The second main divislon(bar 9),consists of an 

intensive working of several imitative points, whilst the fourth division 
(bar 61) is a return to imitation,when the points are worked with heightened
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intensity es the music draws to a close.
The structure of this work differs Crom that of most of the other Ih nomines 

in tnat here,as in no 6,the piece ooens with passage work rather than imit­

ation, and ends with a section of Imitative dialogue, rather than the more 

usual passage work or triple time free counterpoint.
The opening eight bar phrase is unique to Bull's In nomines, both in its 

treatment of the plain8ong,end in its free material, end takes up the dura­
tion of the flfst three plalnsong notes, decorating them so that they become 

pert of uhe figuration. The free material in this opening section is nearer 

in style to the prelude or toccata than it is to the opening of a fantasia 
or plalnsong composition.

The second major division of the work starts in bar 9, and the first point 
of imlt8tion(9,3,second quaver),is evolved from the figure first heard in 

the bass of bar 1, and more accurately anticipated in bar ^(top part,6th 
hemlsemiquaver). This second section is an intensive working of five points 
separated by secon^^u^g cadences. In bars 9-17 thetdree note point is based 

on the firs^two notes of the cantus firmus. This has a special significance 

here, as onlyfAm bar 8 is the plainsong heard as a separate entity, and 
free from involvement with the counterpoint. In bar 17 the first point is 

replaced by a similar three note point,which follows the rise of a tone 

^n tne cantus firmus, when bars 17 and 18 are transposed to become bars 19 

and 20,from whence the point is used to generate new material which inten- 

^Tfies the contrapuntal dialogue until a perfect cadence on GCbsr 34*Iir8t 
beat) concludes the third paragraph of the section. Another related point 

enters on the first heat of bar 34 in the third part, and becomes a simple 

two part dialogue, over the resting bass, which evolves into more complex 

patterns by bar 39 which, with a more intensive working, brings the sec­

tion to a close, with a cadence on A, in bar 44.

-he thiro major section of the work is in only three voice parts, with the 
le^t hand involved in rapid passage work, which includes broken octaves 

under less rapid free counterpoint.! cadence, completed on the first beat of 
bar 61,concludes the third section.

The fourth and final section opens similarly to the second, with a simple 

two part Imitative statement(the bass is again resting) on a point closely 

related to that heard in bar 33(lowest part), and again based on the first 

four notes of khe cantus firmus. Tn* fourth part re-enters in bar 63, in 

exact imitation, and the dialogue continues until bar 67, when the point 

abruptly becomes reduced to a three note cell, derived from its own first 

notes. This ce^i is worked imltatively,though not with any great intensitv, 
until bar 77, when it becomes rhythmically altered and extended to provide
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(ke bulk of the meterial for the remainder of the composition. An echo 

from bar 17(in bars @5-90), separates the germination of the final point 

from its full flowering^ which is used to bring the work to its final 

climax. This climax is achieved by an extraordinanly intense working of 

the final point, and this intensity 1$ achieved by highly organised imitation 

both in tonal relationship and point of distance.^ The point is organised 

in four groups, each containing three entries, and is worked thus:

Group 1, bar 91. Three entries at the distance of a guaver.

Bass on F, tenor on F, alto on 0.
Group 2, bar 93. Three entries at the distance of a quaver end crotchet

respectively.

Bass on G, tenor on G, alto on D.
Group 3, bar 96. Three entries, tenor and alto together, following the

bass at the distance of a quaver.

Bass on A, tenor on d, alto on C.
Group bar 93. Three entries, tenor and alto together, following the

bass at the distance of a quaver.

Bass on G, tenor on D, alto on B.
Groups 1 and 2 represent a transposition upwards as the cantus firmus rises 

whilst grouos 3 and ^ are a corresoonding downward transposition. The tonal 

centres of the two groups however, are different, the first group uses the 

cantus firmus as the fifth of the triad and the second group makes it the 
third. The inclusion of both F and C sharp in group ^ leads in bars 9? 
to 101 to real modulation through D to A which culminates in the perfect

cadence completed on the first beat of bar IO3. In a composition of tremen­
dous contrasts, Bull has deliberately sought to follow the last and most 
active part of each section with a thin textured simple opening to the next. 
The editorial suggestion that this might be attributed to Tomkins, Is not 

borne out by the treatment of the cantus firmus. Tomkins' treatment of 

this is unique, and is discussed on p ^6,chapter 2,
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nomin- no. 9, the csntDs firmus is plGce.i in the bass of the four 
voice perts and is slightly broken by fignrstion, mainly towards the end. 

^ach note oi the cantos firmus takes eleven crotchet beats and is rhyth­
mically disposed thus 0 (> J J making this the longest of

^ui^ a ^n nomines, ihe work falls into two main divisions, the first and 
longest, in uuple rnytnms, ending in bar IIS, and the second in triple 

time continuing from there to the end. Ihe first division falls into 

several sections seoarated by secondary cadences. The first and longest 
continues irom the beginning to bar /O and is a varied imitative working 

of one basic idea. The bars between 70 and 7R offer a little relief 

from the intensive counterooint of the first sectionyWith their less 

dense texture and ornamental figures. Bars 78-10^ are a return to inten­

sive conkrapunLal dialogue, bur with more varied subject matter than the 
first section, whilst the fourth and last section of the first main 
divisionlbers 104-139) consists of passage work, much of which is conceived 

on imitative principles. The second main divisionCbar 139),in trinle 

time, opens imitatively, and continues in rapid passage work, mainly in 

thirds and sixths. The duration of a point, or of the particular treat­

ment of a Doini, is related to the reneating rhythmic pattern of the 

cantus firmus, so that changes in the contrapuntal material (Coincide with 

one oeginning of each new note of the plalnsong. Thus, a point, or a parti­
cular treatment of ii, may occupy one or more of the protracted notes of 

the cantus firmus, and new ideas are only introduced on its first semi­

breve, the one exception being in bar IO4, when the section of passage 
work starts on the second semibreve of the cantus firmus. The first nine 
bars of the work,(corres ending to the first three notes of the plainsong) 

are occupied with a highly organised imitative dialogue on a four note 

point shaped round the chord containing the cantus firmus note of the 

moment. There are three groups of entries, each group starting simultan­
eously wits the first cantus firmus semibreve, and each containing three 
imitative figures. From bar ten the point is worked in inversion and 

more freely until 2 secondary cadence on k(b8r 24) orovides the C(2$,3,l), 
for a new six crotchet figure, imitated canonically, before a return is 

maoe bo uue original point in bar 2 . Ibis slight diversion provides a 
moment of contrast before the point, now shorn of its first note, returns 

as a downward scale figure in an extended passage of harmonic exploration.
The many repeated d's in the cantus firmus between bars 31 and $2 present 

COG cumooser witn a problem if he is to avoid monotony, and the simpli­
city of tne ^oint lends itself to tonal variation by dlFTerent disposi-
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^iu^ V ann u sn&rps in the point,give the whole possave a near 

^ rn^ior tonaiiLy. Ihe aouole cadence with its two elaborate cadence 
figures,(bars $6 and $9) forms one close on A, on the first beat of bar 

57, and a perfect cadence on D, on the first best of bar 60. The point 

continues, witn imitation on the half best producing rhythmic disruotion, 

until, with the two entries in bsr 67, rhythmic order is restored. The 

repeated ornamental figures (used in non-overlapping imitation, in the 

style of Blltheman^ which start in bar 70, lighten the texture and pro- 

viue some contrast before a return, in bar 79, to more dense counterpoint 
based on the work's first point, which is now,however, after three close 

entries in bar 79, used almost entirely to generate passage work. The 

working of this point is again Interrupted by the return of the orna­

mental figure of bar 70, this time in longer note values (bars 97-IO4), 
and when the original point returns in bar 107, it is as a double entry 

in the two uoper parts, with imitation in the third. Bars 107 and 109 

are repeated exactly in bars 112(third crotchet beet) and 113, snd ere 
transposed in bars 109(third crotchet beet) and 110, to match the fall 

of a tone in the cantus firmus. bxact repetition of a section is not 

uncommon in the later In nomine, and indicates some of the limitations 
imposed on a composer by the use of a cantus firmus. Two brief imitative 
passages (bars 120-127) serve as a reminder that the oassage work is 

generated by, end not independent of, the imitation. The last main divi­
sion of the work(bar 139j, is constructed on the same lines as the pre­

vious section, with an imitative point used to generate the passage work 
that follows. Brief returns to approximate imitation (as in bars 145 

aPo l^fV in wnicn une point is statea in tne third voice part and repeated 

Simultaneously in tniras in the two upper parts, alternate with passage 
work and bring the composition to its conclusion. This extensive work 
uses more conventmn^ melodic material than some of Bull's other In nomines, 

its originality being mainly in the disposition of the cantus firmus, 

with its control over the organisation of the whole composition, the 

unity of the melodic material, and the extended use of chromatici8m(b8r9 
29-55). The Initial imitative point provides most of the melodic mater­

ial, the ornamental figure of bar 70 Providing the first real contrast, 

but becoming Incorporated into the counterpoint subsequently. The dense 

texture of continuous imitation,mainly of a single point, is lightened 

0^ orie^ interpolations 01 contrasting counterpoint and ornamental cadence
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figures so tbst ths whole work exhibits o structursl onity which is so 

often absent in o work of this lennth.

In nomine no. 10, the csntus firmus is olsced et the too of three 

voice oerts. In bsr 1^, however, it moves temoorarily to the second 

part to allow figuration in the too oart, and near the endXbar $2) its 
penultimate note becomes pert of the counterpoint. The piece fells into 

two main sections of almost equal length, the first in duple units, and 
the second in triple. In the first section a simole Imitative ststement 

is used to generate the material until bar 16, when a new rhythmic 
figure appears, end is worked contrapuntaily to the end of the section.

The second section opens in bar 2": with an imitative triple-time point 

wnich 18 used^both whole and fragmented,to provide oessages of senuence 
and repetition. The first five barpAsre^o^icupied by a simple imitative 

figure, a six note point based on the chord of which the cantus firmus 

note of the moment is pert. An ornamental figure separates the first state­

ment o: the point from the three which follow, and also concludes the 

lirst imitative phrase. This is the only example of an extended orna­

ment in the opening bars of Bull's In nomines. Simple scale figures 
(at first reflecting the rhythmic pattern of part of the first point); 

in which sequence plays a pert, and broken chord figures, mainly below 

free counterpoint in longer notes^comolste the firsk paragraph. The 
second paragraphvbar 16) continues directly from the first one without 

cadence, and is made up of two and three note rhythmic cells which, in 

various juxtapositions, create a counterooint in which the rhythm is 
constantly dislocated. The seconJ major division of the work(bar 2d) 

continues without cadence from the previous one,and its first imitative 

±^gure is a urioie time variant of the point heard at the ooening of the 

work, used freely and in inversion and also fragmented(bars 35-36), be­

fore a new point replaces it(bar 36, bass, third dotted crotchet beat), 

inis new point, rising sequentially under a falling cantus firmus gene­

rates the new material which, together wibh that already heard, completes 

tne work. An additional voice cart enters in the tenor(bar 52) to increase 

the activity and so bring the work to a climax before the final cadence.

49_l^the cantus firmus is placed in the top of three voice

complete and unbroken except for a tiny three note fivure 
in oar tnirty^ ine worK is in two main sections, the first end longest 

being one 0:' great contrast, and the second, which starts in bar 47
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a new
time end in one style. In the first section imitation, 

in which seversl oointo meke brief sooearances, continues until bar 17 

when free counternoint reolsces it and develoos as figuration which be­

comes increasingly rapid,culminating in a brilliant toccata section In 

bar 32 which continues to the end of bar AO, when It is abruptly replaced 

by a passage of I widb which the first, main division

of the work ends. The first sixteen bars are occupied with imitative 

counterpoint loosely based on several similar points sometimes heard
simultaneously. The first point u _
is based on the major form of the ^

first three cantus firmus notes.

This is the only one of Bull's In nomines to use this major interval in 

the first point, and with the minor third of the cantus firmus, in bar 

two, three tonally ambiguous bars result. The pair of octave figures in 

the bass of bars four ani five are significant of the important part 

octaves are to play later on in the work. The second point(5,2,l) makes 

several brief appearances in the next five bars and is important mainly 
for the fact that it generates the two rhythmic figures ,^713 on^ 

on which much of the later music is based. A new point 
(13,2,l) is Imitated exactly at the half beat below, whilst the final 

point(lA,2, second quaver beat] brings the section of imitation to a 

close on the first beat of bar 17. The section of free counterpoint 

starts on the first beat of bar 17, when a pair of rhythmically similar 

two-bar phrases in the second voice part are heard over four rhythmically 

repeated one-bar phrases in the bass,which lead to a passage of semiquaver 

figures on broken octaves which, in bar 26, almost anticipate the alberti 

bass, and lead on to a passage, also based on octaves, of even more bril­

liant demisemiquavers under free counterpoint which is based on figures 

weara earlier in the work, bars A1-A7 are a section of constant

over a basically triadic bass, and anticipate the triple-time 

section wnich starts in bar ^7. This is in free counterpoint, and unlike 

the relatively simple dance rhythms which often conclude an in nomine, 

contains much rapid figuration with octave leaps end abundant chromati­

cism, particularly between bars 50 and the end. An added voice part in 

bar 53 heightens the activity before the final six oart chord. This work 

probably makes the most demands on the player of any of Bull's In nominee 

"Ob only is the passage work very rapid but also it involves many leaning 

figures and many accidentals. The contrast between the opening contra­

puntal section and the brilliant toccata(bars 32-Al) is in some measure
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prepared for by the central section(bars l5-3l) in which much of what 
is to follow is rehearsed in slow motion. If one were to try to esta­
blish a chronology for Bull's In nomlnes this one would come very near 
the end.

^n_^n^npmdne no. 12 the cantus firmus, the only one of Bull's to be based 

on U, 18 oiaced in the top of three voice parts. A passing note in bar 
25 is its only embellishment. The final D is extended to twice its normal 

ouration. The niece is in one main section which is composed of alter­

nating paragraphs of imitation and passage work. The imitation employs 

a three note triadic noint which is slightly varied in each new paragraph. 
The iirst imitative passage ends in bar 13, and is followed by passage 

work of almost equal duration. These two paragraphs, which end in bar 

31, occupy ;u8t over half the entire piece. The remainder of the work, 

in wnich the point is in shorter note values,cbnsists of three short 

imitative passages each of which generates the passage work which follows 

it. lension is heightened in the second half by a more Intensive working 

oi une point without a change in the Isslc note values or character of 
the passage work. The first eighteen bars^^r^'o^^^^ied with the contin­

uous working of a three note point, shaped round the triad of the moment 
and used freely in inversion. This point moves in continuous crotchets 

wpich start on the half beat under the cantus firmus, which is on the 

beat, to produce continuously dislocated rhythm which is carried on into 
the section of passage work which follows in bar 19. ^ secondary cadence

on tne first beat of bar 32 ends the paragraph. The point returns in 

notes of smaller value in the bass of bar 32 and is worked intensively 

oeuvre ueing usedfbar 34, bass, second semiquaver) to generate the next 

section of passage work. The point reappears(bar 39, second part second 
cromcbet beat) reshaped, and reproducing the first three notes of the 

c^nuus iirmus. ^gain it is used to generate the passage work on its 
last appearance at the end of bar 42, and when it reappears in bar 47 it 

assumes several related shapes before generating the final passage work, 
much of which is shaped around the triad of the moment. An added fourth 

part in tne penultimate bar leads to a seven part chord. This is the 
least complex of Bull's In nomines, end probably an early one,^^ firstly 

because he has set the cantus firmus on D, a practice rarely found in the 

later In nomines, and secondly because of its simple basic structure 

and lack of any really advanced keyboard techniques. It may of course

12. On * source, Pc 1122, bears the rubric doct: Bull; The First
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have been intended for the organ, but even so exhibits none of Bull's 

chromatic tendencies which are such a feature of the more complex works.

In Conclusion

Bull treats the plainsong comoosition and in particular the In nomine as 

a major musical form. Be composed small sets of works on other plainsongs, 

out none other of his sets of oantus firmus comoositions compare with his 

twelve In nomines for length, variety, complexity and the sheer techni­

cal aemands made on the olayer. There is a very close relationship be- 

uWeen ^ulr s ^n nomines and his keyooard fantasias in content, structure 

ana style, whilst some of the passage work in the In nomines suggests 

the Continental influence which began to be felt in England about the 

rurn of the sixteenth and seventeenth centuries. It is particularly inter­

esting the way that Bull has built up the sub-sections within the whole 

works, with each one culminating in heightened activity to bring it to 

a clrmax beiore Being replacea by a similar, or more often, contrasted 

section. This orovides several complete sections within the work and the 

acuuai separation oi the triple time section by double bars points towards 

tne next srage in the evolution of keyboard music, when expansion no longer 

oecame possioie a work was not to assume monstrous proportions, and 
tne division into shorter, contrasting movements, each one complete in 

itself, gave birth to the suite.

The Keyboard in nomines of John Lugge

John Lugge, about whom few autobiographical details survive, left seven 

keyboard compositions on Gloria tibi Trinitas. s John Lugge was vicar 

cnorai au ^xeter in 16]^^ and the name is sufficiently rare to suppose 
thai cnis was tne c-mposer of the In nomines. These seven works are 

extant in only one manuscript source,which consists of twenty folios, 

conuaining only Lugge's in nomines, end showing signs of much wear. 
Gnronologically, Lugge would appear to come between Bull and Tomkins, 

though his style is individual, and owes little to the former, and antici- 

peves ^^ss oi cue lacier, uugge's m nomines are humbler species alto­
gether, and are rather the output of the provincial organist than the 

professional composer, their very brevity suggesting that they might have 

oeen wriiien for practical, ecclesiastical purposes. Unlike Bull and 

^orn^ins, eacn 01 whose in nomines contain a quantity of contrasting material

11.
bornf consists of several unrelated manuscripts
oouno together.



uscB but one or two ideas in each of his compositions except no. 7, 
which is a much more subBtsntiai work then the other six, and is hosed 

on two successive hearings of the olainsong, with an alternative ending 

between the first and second. Number o is t^e odd one out in the set, 

and IS nearer to bull's in style than any other, end, oddly, is the only 

one to have the title in nomine. It may not be too fanciful an idea 

tnau cugre Knew blitneman'n set of six In nomines, and that his own set 

SIX Were, in Lact, a homage to blitheman. Though largely different 
in suyle, iugge's no. 6 has a first point not unlike that which Blltheman 

uses in his no. 1, end his no. 3 is in consort style, not unlike 

blitheman's no. 6. The fact that this set of six hes the title of the 

vlo^nsong, as oiitueman's nas (at a time ween the Keyboard In nomine bore 

eiuner uiuce, or botn, indiscriminately;, and that his more substantial 
no. 7, in structure nearer to an In nomine of Bull's, is actually titled 

In nomine, suggests that there was a distinction in the composer's mind 

between the first six, and no. 7. Nhllst each of Lugge's compositions 

18 uiEhcrenL irom ube others,there is often not much varied material 

wiinin tne individual works, end one is immediately struck by Lugge's 

predilection for triple time dance rhythms. Where both Blitheman and 

use a nance section to end a work, Bugge uses it as a substantial 
part oi three of his first six. A parallel may again be drawn between 

hue construction of^Lugge's no. 1 and Blltheman's no. 2, where both works 

open with melodic embroidery in the left hand, under a cantus firmus set 

in even noLes in tne style erived from Carleton's early In nomine. In 

both Bugge's and Blitheman's works, triole time figures are introduced, 
(the music remaining in two voice parts) at almost exactly the same 

part of the cantus firmus, the sixteenth and seventeenth note respect­

ively, ana tne ubird voice pert enters about half way through the work, 
whilst blitheman'8 work ends in three voice parts, Bugge introduces a 

fourbn part in oar 2y, and concludes the composition with some livelv, 

syncopated writing which culminates in a fine flourish of rapid scales, 
whilst the form of this work appears to be largely derived from Blitheman, 

some of tne style suggests Bull's In nomines. For example, the dotted 

figure over an acoompanimental bass is rare in the In nomine, hut is found 

in Bull's no. 10 (bars 16-20], though it derives from the secular com­

positions of Byrd. 14.

14. See ZXViII no. 81 (bars 6$-69)
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The melodic materiel from b&r 23 to the end of lu^^e's In nomine beers 

a striking resemblence to that of Bull's no. 6^ from her 37 to the end. 
Gloria tibi Trinitas no. 2(Ti VU, is in triple time dance rhythm.through­

out. Ih throe voice parts, with a fourth entering half way through, the 

cantus firmus, in the top part, is the only one in which Lugge hes used 

any extensive flgurstlon. The work is monotbemstic, and in imitative 

counterooint until the last four bars. There is a certain lightness and 

charm about this work, partly because the cantus firmus, being somewhat 

involved in the counterpoint, does not dominate the music, and pertly 

because the very nature of the melodic line invites interesting and lively 

movement, especially in a four part composition. The melodic material, 

derived from dance music.is similar to that wLich Byrd uses in some of 

his secular variations, end lugge may have had Eyre's 'John Come Kiss h*
Now ,15 in his mind when he composed this work.

The rather pedestrian and old fashioned look of Gloria tibi Trinites no. 3 

(T1 92) is in comnlete contrast to the lively and secular sounding no. 2, 

and in all the keyboard In nomine repertoire, is nearest in style and con­

struction to Elitheman's no. 6, both works being based on a four part con- 

sorb rather than a keyboard style, hugge's first point is hammered out 

sixteen times in as many bars, in quick succession, and without the bene­

fit of intervening free counterpoint. - r f —__
The cantus firmus, unlike Blitheman's 1'^-——

Which is discreetly figured, and in

1$. See 12: ZXVIll no. Gl (bars 94 to end of variation).



the bass, is Prominently set in even notes in the ten part, yet in spite 

ot its bnli and amateurish appearance, has achieved some smoothly

flowing counterpoint and some pleasant orogressions. Gloria t'bi Trinitas 
no. ^(Ti ^3; is the only one of Lugge's In nomines in which the centus 

firmus is set on D. The structure is similar to Blitheman's No, 1, in 

which initial imitation is followed by long melismatic passages with 

accompenying counterpoint. The first point that Lugge introduces is a 

downward scale figure similar to Blitheman's, though having set his cantus 

lirmus as the middle voice of three, lugge is not free to demonstrate 

the chains of thirds and sixths,as Blitheman is, without the pieinsong 

between the free oarts.

%
Uygt.. MkTfWk&s mo if,

(rlgfigL ^

The leaping figures in the bass of Lugge's work,starting in bar 10, covej 

an exceotionally wide range, and are derived from a fragmented form of 

the first ooint, heard imitatively in the too voice part, 

ba!^ 16.....^__ __, # .JL

Glaelo. (riki nrfuwka.* 1^,

An original moment occurs in bars 27-29, when the cantus firmus is involved 
in a series of suspensions over a florid bass line, an idea which would 
sound larticulerly good on an organ.
Ixu"

yypu.-...............
#

G-loria. tnkl TruLi+'as no 4.



Gloria tlbl Trinitsa no. 5(TI 9/J is in thr*e parts with the cantns 

firmns at the top. The third part does not, however, enter until nearly 

half way through. Ih is in two sections, one in duple time and one in 

triple, and like its predecessors, it is short by standards of Bull and 

fomklns, with the cantus firmus unfigured, and strictly one note to the 

bar. The first twenty two bars consist of some rather dull running figures 

in the left hand under the unadorned cantus firmus. These figures cover 

a wide range of notes, three and a half octaves . altogether, and lie 

sometimes within a tone of the cantus firmus(never actually.overlapping 

it though) and sometimes at the bottom of the bass stave. The triple­

time section with its persistent dotted note dance rhythm opens in two 

parts, the third part being added at its sixth bar. The cantus firmus 

is rather dominating in the whole of this work and some of the progres- 

sionSyespecially in the triole-time section^are a little contrived.

However, Tugge has managed to add interest to his falling sequential 
figure(used inevitably under a falling cantus firms) by the judicious use 

of accidentals and tied notes.

sHa

i

'~t-I

i
OS’’*

(TI 95),
Gloria tibi Trinitas no. 6^1n three carts with the cantus firmus at the 

top,is longer and more complex than any of the others and is in one sec­

tion, entirely based on a scale figure. This figure is heard imitatively 

at the beginning of the work, and Bugge immediately introduces it both 

in its upward and downward form which gives him the opportunity of ex­

ploiting all the oossibillties of nerallel and contrary motion right from 

the start. Surprisingly enough, though based on a relatively unimagina­

tive scale figure, lugge has produced in this In nomine a composition 

which no^ only has a satisfying unity about it, but also is full of inte­

rest right to the end. Lugge has achieved this firstly by using all his 

three parts at the beginning instead of, as in so many of his In nomines,
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bringlng in thf third pert only efter som^ r&ther dull two-u&rt writing, 

and secnndiy by varying the teBsitnra of his music so that on* section 

lies right under the cantus firmus whilst another is in thirds down at 

the bottom of the bass stave. Thirdly, he has a half way mark of slightly 

varied material after which he resumes his scale figure in doubled note 

values with a slightly different appendage and finishes with yet another 

variation, this time with a twist, of the original figure. The first 

two bars state rather baldly the subject of the composition,which is used 
bar,.

Of r—r I I ' , r -li

with much imagination for the first twenty eight bars. Lugge's counter­
point is continuous, the entries following almost always without a break, 
and his new ideas follow each other almost always without even a hint of 
a caoence, so that in bar 2^, a six bar interlude of a Sequentially rising 
figure which starts in the bass and finally arrives just below the cantus 
firmus, acts as a linz between tne first and the second, quicker version 
of the melodic material and also carries the ear forward over an awkward 
part of the cantus firmus, a succession of repeated d's. A complete 
cadence at the end of bar 4$ suggests that this might be a convenient stop­
ping place if tne music had been used as a voluntary, and the section(bar 5l)

k&r y, (L)

r sm%

I i#)
^ 1 QE

that follows usds a twisted version 6f the scale figure in a long chain 

of seouences, which follow one another with a logioality which leads the 

ear forward all the time, with a judioiowuse cf accidentals which keep 

the harmonic nrogressiom lively, so that the ear has the impression of 

modulating sequences which flow naturally without any contrivance. These 

six compositions give the distinct impression of being practical rather 

than academic music. Some ot them are, tc be sure,rather ddll In places, 

but as the series progresses, so it imrroves, the pieces becoming both 

longer and more interesting, until the final work in the set, an enor­

mously long composition, the only on^ with the title In nomine.
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In nomine no. 7(T1 unlika Lugg&'s other six. on this plainson.^,

has the duration and the vsriety of sn In nomine by Bull or Tomkins.

In It Lugge exolores almost nil the comoositional devices avrilsble to 

him, snd the overall impression is of an academic exercise rather than 

a piece of music for a Practical purpose. It is in three voice parts, 

with the cantus firmus in the middle, and two sections, the first duple 

and the second triple. These two sections are separated by a fermata, 

yet lead directly into one another, the only logical stopping place being 

on the first note of the second section. The cantus firmus is repeated 

in the second section. Clearly the work was conceived as one long compo­

sition, the lermata marking a place where a stco was possible rather than 

the end. The use of the title In nomine for this one work, so different 
from the others, may be significant and suggests that Lugge may have 

thought of an In nomine as an extended work of academic significance 

rather than a humble organ voluntary. The first and duple section of 

tnis work opens with a series of sharply contrasted points of imitation 

followed by a long section of florid toccata-like figuration. The imita­

tive writing takes two thirds of the first section and contains some 

nignly original melodic material. The first point(ex.c) is both impres­

sive and unique to the reoertoire, and Lugge introduces it twelve times 
on a variety of notes end with b&rL

the entries sometimes following 

one another and sometimes sep­

arated by unrelated and rather complex free counterpoint. For example, 

two of the entries ol the point ore separated by quite unrelated material 
(ex.dj. The second point is 

a four note melodic cell(ex.e) 

and its overlapping entries in 
bars 17-20 have the eCfect of 

hocket. The third point(bar 

is more conventional, and 

resembles the Taverner model, 

wnllst the fourth resembles the 

third but with a passing not*

PkCween una iirst two notes, and leads to some development of its first 
three notes in a sequential nassaj* over a syncopated dotted figure which 

is in turn imitated in the top part, and leads straight into rapid florid 

passage work which could never surely have been intended for the organ. 
Lugge'8 attempts at the development of melodic materiel may best be shown

W I
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u/ uuis wnicn is port of 8 abort passage which separates two
sections of rapid scale

figures. The second half 

of the work is in triple 

time throughout. The 

csntus firmus starts again 

in bar $$ and forms part of 

the harmonic accompaniment

tw running iigures in the right nena. imitation starts in bar 61 and is 

ireely cunceivea, tne imitative figure acting as accomoaniment counter­

point to scale figures between bars 71 and 77. This section is much less 

original cnan the iirst half of the work, and consists throughout of rather 

conventional working out of various possibilities within the confines of 

triple time figures. There is, however, an unusual accompanimental figure

a
in the bass between 

bars 97 and 98(ex 

though not much e 

of distinction takes 

place to relieve the 

tedium of bar after 

bar of triplet

figures, dotted or otherwise. The second half is much too long and undis­

tinguished, after the exciting first part, from a study of his In nomines, 

ingge emerges as an organist who probably composed for his own cathedral 
and in addition to bis organ music he has left sacred choral works. It 

sopears orobable that he knew the set of six In nomines by Blitheman, 

as well as those of bull, though neither composer has had a marked in- 

iiuence on nis styie. He shows some originality in his In nomines, but 
amongst tne flashes ol real insoiration there is much which is common­

place, 1: not downright dull, though never without a certain eraftsmanshio.

Of the three anonymous In nomines found only In keyboard score,only 

one is in a specifically keyboard style, and this is an unremarkable work 
which follows a oredictable pattern where imitation is followed by rapid 

scale figures in ever decreasing note values. In this work(TI 8), the 

entry of the cantus firmus is delayed until bar 6, but the work is given 

tn= nail mark of tne in nomine by the first two entries of the point, in

16. Cch 11^2a ff 13^, 19 and



treble end bass^ which anticipate the Tirst four notes of the plainsong. 

although this composition shares a manuscript source with Blitheman's 

in nomine no. 1, it couli have been comoosed a hundred years after 

Blirneman's, for, although the opening counterpoint is uneventful enough, 

as the work unfolds, there is an increasing awareness of definite G 

major tonality, particularly between bars 5^ and where both the free 

parts pursue a long and somewhat directionless path of unremitting quaver 

movement, much of it in thirds. This sense of modern tonality is repeated 

particularly in bars 92 to the end, where a repeated bar in D m8jor(b8r8 
92 and 93) is transposed bodily to G major(bars 9A and 95) as the cantus 
lirmus falls from ^ to G, and precedes a beautiful and modern sounding

cadence figur;

The anonymous work(TI 9), also found in the same source, is in strict 

four part vocal style counterpoint, with a cantus firmus set in the top 

part and on D, which keeps the tessitura of the whole work very low.
The style and also the low tessitura suggest that It might have been a 

consort original, though no consort version exists. Altogether this 

appears as a dull end amateurish composition which lies uneasily on the 

Keyooarq, ana does nothing to further the cause of the specifically key­
board style.

ihe anonymous work T1 7 is in four parts with the cantus firmus in the 

third part. The cantus firmus is much figured, end takes an equal share 

in tue counterpoint. The work is monothematic and continues in unbroken 
entries of the point without variation or any kind of relief whatsoever/ 
It is roughly constructed with a rigid _

adherence to the point which results in 

some crude progressions. The scribe has 

made some careless mistakes in note values.

This in nomine could well be a transcription from a string source, though



no oth%r version is extant.

^ Verse for two to play on one virginal or organ. Nicholas Carleton

"This duet is the only English csntns firmus composition for which a 
medium oT oerformance is designated - and here we are given a choice of
instruments!"^^

The Nicholas Carleton of this duet In nomine is not to be confused with

the composer of the same name whose In nomine is in the Mulliner Book.

The composer of this duet In nomine is of a later generation, and may
1^have been the friend of Thomas Tomkins. It so happened that Tomkins 

also composed a duet, though it is a fancy end not a pleinsong composition. 
The duet for keyboard is a rarity in Elizabethan compositions,^^ and this 

In nomine by Carleton, carefully written with the music side by side on 

two pages, but with every bar numbered in each part for easy reference,
is unique. It is in five parts, three for the top player and two for

the bottom, with the cantus firmus in the upper players oarts, the second 

voice from the top. The cantus firmus is broken several times with fig­

uration, three times by the addition of passing notes or appogiature), 

and four times ' elaborate figuration related to the current melodic

materiel. The work is in one section, conceived on imitative (though
not strictly so) counterpoint throughout/with figures becoming quicker 

towards the end but without the passages of rapid figuration which charac­

terise the In nomines of Tomkins. The top player's left hand and the 

bottom player's right ere set very close together sometimes, but never 

actually overlap. The work opens simply,with the first cantus firmus 

note.followed by entries of the first point 

three times in quick succession in the 

upper part,with the first entry of the ^

second player paired in thirds with the

second entry in the upper cart. All through this work there are a good 

many paired entries, and somr parallel writing, all of which occurs be­

tween the upper and lower parts and not between the right and left hands 

of the individual players. A short upward four note figure is heard in 
all the free parts in bar 10 with parallel entries in parts 3 and 3 and 

is replaced by an elaborate figure in bar 12, 3rd part, which is heard 

in all carts, even the cantus firmus, though not in strict imitation.

17. )Nillpr: o 44^. actually, Killer is not quite accurate in his asser­
tion, as in one of the sources of larsons In nomine aS,(Cu. Dd.2.1l) 
there is instrumental designation similar to that which Is found in

18. V no. 32 ' Morley's Consort lassoD^L
19. Another being by Giles Farnaby, printed in FWB:i. p 202
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The verioua latzrpretations of thi# point lead to some highly complex 

writing between the five parts,which become increasingly difficult to 

follow as the imitation becomes notional, with many different rhythmid 

and melodic Ideas appearing and disappearing in varied forms and combinat­

ions in the free parts, A less active passage follows in bar 26, in which 

for three bars,the bass player has a supportive, harmonic role, under the 

more lively writing in the upper players party then, in bar 29,the roles are 

reversed, and the bass player is given the more active part, under slowly 

moving chords in the upper part. Some lively writing follows,with all the 

parts sharing in the assorted contrapuntal figures which Carleton introdu­

ces in rapid succession, right to the end. The final eight part chord is a 

fitting conclusion to such a rich and exciting work.

If one remembers that the keyboard In nomines of the later composers were 

almost Invariably in three parts, one of these being the cantus flrmus, 

this work of Garleton's has really doubled the usual forces. Each player's 

part is complex, and complete in itself, so that when they are put together 

the effect is tremendously exciting. The rhythmic complexities alone must 

have justified the scribe's careful numbering of the bars! The texture, 

though very full,is lightened every now and then by a long rest in one or 

other of the parts, and by the section in slower notes, as in bars 26-32.

In character, this work has little in common with the In nomlnes of Bull, 

Tomkins or lugge. Although it contains a vast number of melodic and rhyth­

mic ideas, they are not contrasted in the way that they are in the works of 

Bull and Tomkins, and Carleton tends to use most of his material mest of 

the time, instead of introducing ideas one at a time, in the way many of 

the other composers do. The divisions of the work are not clear cut,ideas 

following each other without a break, and often running concurrently, and 

although the music never cesses to be contrapuntal, after about the first 

dozen bars, the points become Increasingly difficult to identify.

The keyboard In nomines of Thomas Tomkins,

20Tomkins' keyboard In nomines are extant in only one source, and of the

eight compositions, two are revised versions of others, and duplicate

fairly closely their originals, so for all practical purposes, Tomkins may 

be said to have composed six In nomines^^ Each of these works is dated, though 

whether the date is that of the composition or the copying is uncertain.

20. This source,a Tomkins hologranh, is fully listed and described in 
.MB^V p 155. (ms.Pc 1122)



If it were the date of composition, it would mean that Tomkins’ In nomines 

were all composed at the end of his long life, in which case, they could 

hardly have been written as an academic exercise. On the other hand, Tomkins 
appears to have been a great reviser of his own music, and may have spent 

the latter years of his life altering and correcting earlier works. As the 
In nomine is to Tomkins a major compositional form, with these works 

being composed on a grander scale than any other of his plainsong composi­

tions, and being comparable with his other large scale keyboard works, he 

may well have felt that they merited revision to bring them up to date.

Tomkins was a pupil of Byrd, end may be said to be the last of the English 

virginalists. His keyboard In nomines, composed possibly a. or so

after the birth of the genre, are in the tradition of Bull, with whose In • 

nomines they have much in common. Like Bull's, they tend to open with simple 
imitative counterpoint, and develop by a process of shortening note values 

until they become virtuosic keyboard compositions, from which imitation has 

virtually disappeared. One uhing, however, identifies Tomkins' In nomines, 

and that is his unique treatment of the last part of the cantus firmus.

His plainsong is set in long, even notes,almost completely unbroken, but 

once he reaches the final note, he continues the composition in a very free 

style, in which the cantus firmus almost, but not quite, disappears. This 

xree secoion at the end of his In nomines is often long,in one case a 
quarter of vhe entire length of the work, and the only concession to the 

cantus firmus is an A, which is tossed from part to part,(sometimes to dis­
appear altogetherjwhsrever there is a space for it amongst the welter of 

nooes. Tomlcins allows himself great freedom in these final sections,phrticv 
ularly regarding tonality, and in no 5" , in particular, he achieves a comp­

lete modulation to G minor in the last few bars,with a final cadence on D.

The In nomines of Tomkins may be considered the direct successors to those 
of Bull. Those of Lugge, Carleton II and the anonymous ones provide inter­

esting side lines, but it was Tomkins who polished and perfected the form, 

in the way that Bach was to do later with fhgue. In these six In nomines by 
Tomkins, the last in the genre for keyboard, and composed by the last of the 

English virginalists, we see a return to a simpler style of keyboard compo- 

sition, where unity rather than diversity is the aim. Between Blitheman and 
Bull we may trace the developing In nomine as a multi-sectional work, in which 
the contrasting sections anticipate the keyboard suite, with its several 

movements. In the In nomines of Tomkins, the trend is towards a work in one 

section of greater rhythmic and melodic unity, in which the counterpoint is

21. MB.: 7 no 11.
M6 V nos, \o c>r\ct II.

- 117 -



HE

often less rigidly Imitative, and there is a tendency towards melody and 

accompaniment. If the In nomines of Bull may be said to be stylistically 

related to his fantasias, then those of Tomkins relate to that composer's 
preludes.

Tomklnst Fancy,or Fantasia, was modelled on those of his master, Byrd, with 

much closely worked imitation separated by passages of relatively simple, 

keyboard figures,whereas his plainsong compositions, and in particular his 

In nomines, are in a very definitely keyboard idiom, with long, imitative 

phrases, which generate their own continuing counterpoint. Whereas in Bull's 

In nomines one may find passages of dense, closely worked imitation,academic 

canonic writing, and passages of great rhythmic complexity, as well as long 

sections of brilliant passage work, Tomkins' In nomines tend to be less 

cluttered,and more lucid texturally, with longer imitative phrases, less 

closely worked, and long sections of passage work which are often predomin­

antly melodic line and accompaniment. Though there are sections of rhythmic 

complexity in one or two of Tomkins' In nomines, they appear less signifi­

cant than those in Bull's works. In the latter parts of Tomkins' In nomlnes, 

the nreludial influence may be felt, so that in some of them the preludes 
of Purcell and even perhaps Bach are anticipated.

It is difficult to establish any sort of chronology for Tomkins' keyboard 

In nomines, and by the dates appended to some of them, they would appear to 

have been either written or revised during the last twenty years of his life. 
It does seem that Tomkins' keyboard style became simpler as he got older, 
and in some of his earlier works in the Fitzwilllam^B^^k there are passages 

of extreme chromaticism, not to be found in the In nomlnes. Several other 

of his keyboard works are in a closely worked,dcnm^ly polyphonic style, and 

one is bo look to the holograph 8oarce(Po 1122) for any chronological 
arrangement, the most complex^perhaps, of his keyboard compositions,Ft re mi^^ 

appears about ball way through, as the first composition in the section devo­
ted entirely to his own works. The second part of the source consists of 

works in a simpler, m^re soeoifloally keyboard style. Another highly complex 
work, the Offertory,is dated 1637,(this is the earliest date appended to 
one of his keyboard works) and is in a style similar to the Fantasias and 

In nomines of Bull. It seems therefore, that Tomkins refined and simplified 

his style as he developed as a composer, and that the In nominea may in fact

22. Particualarly in the Pavana(FWB:ii p $1),where a series of oadentlal pro­
gressions establishes tonalities on D,A and E ma1or verv clearly.
23. no 33.
2A..WBJV no 21.



_ II9 -

be the product of his msture years.

The particular characteristics of Tomkins' In nomine style are the 
long melodic lines* often generated by a single pair of imitative 
phrases* which flow in continuous free counterpoint* end which are often 
developed by their reappearance in altered note values* end the free 
quasi-preludial section at the end* when the obligations of the cantus 
firmus have been discharged* and the work assumes the form of a 
composition without cantus firmus.

The numbering of works refers to that used in column 2 of the Thematic 
Index,
In nomine no. I (MB: V nos. 5 end 6)
The two versions of this In nomine are dated respectively 16^7 and 1650,
As already stated* Tomkins appears to have spent much time correcting
and revising his In nomines* and version 2(MB:V no 6) has* in addition
to various minor alterations* five substantially different endings. For
the first fifty bars versions I end 2 are basically the same. In bars
55-56* version I has the shorter note values* and version 2 the fdller
chords. Between bars 60 and 63* repeated-note figures are only found in
version 2, In the several endings* four have repeated-note figures* one
rapid scale figures* and one is an extended form of the ending of version
I. The alternative endings are obviously intended to give to the work a
more exciting finish. Versions I and 2 will from now on be regarded as
one composition* and the rest of what follows will pertain to version I
(MB:7 no 5)* The work is in three voice parts, with the cantus firmus in
the top* in long notes until bar 54, when the final A moves to the second
voice part and becomes involved in the counterpoint. The work is in one
main section but may be divided into four sub-sections* the first and
third being in imitative counterpoint on several closely related points*
with a second sub-sectioh in triple rhythm (bars 31-40 )*with the fourth
and final division (starting in bar 55 to coincide with the disintegration
of the cantus firmus) being a passage of rapid keyboard figuration.
The first six bars ere occupied by the presentation of the point in a most
unusual manner. This point* remarkably similar to the final point in Gibbons' 

fiase bur f
MO f.

consort In nomine a5* Is first heard as a long sequence in the bass. By its 
nature* it lends itself admirably to sequential repetition* and in addition* 
can be made to outline the shape of the chord of the moment. Tomkins
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it five times in all, each entry starting on a note of the triad 

Oi o minor.It is only in bar 4 that the imitation is taken up by the other 
free^volce.^The remaining five points in this first division are closely 

related, and are treated in a more orthodox fashion, entering mainly in pairs, 
each pair generating the subsequent passage of free counterpoint, A cadeLoe 

on the last beat of bar 3O and first of 31, leads straight into the triple- 
tim cecb^on rn which, at first, a two bar phrase is prtS^^^dKbars 31-3$) 

in simultaneous duplo^and triple rhythms, with the duple and triple figures 

.,A ^.x^to give varied treatment to the repeated cantus fir- 

mus note above. A return to Imitation is made in bar A0,with a partial reo- 
edition of bar 16. A new point, still closely related to the others,enter8 
in bar 43,8nd is worked with greater intensity than any previous one,and is 

used to generate the rapid passage work which fellows. This nassare work is 

particularly interesting, as in bars 4? and 48 it achieves F major tonality 
with^a cadence on F in bar 48, fifth crotchet beat. A new point enters 

immediately after the cadence,the F flat of its second entry(bar bass 
last quaver beat)glving a tone between the first and second note, to match 

the firs* entry. This E flat gives the passage a bias towards G minor, which 

1^ con^irmeo oy the oaaence on G(but with a major third)on the first beat 
of bar $1. Extended passages of tonality on the flat sldeq*# unusual In a 
late keyboard In nomine,as the alteration of tonal centres is almost always 

on the sharp side, towards D,A and E.

Th. fln.1 imltatlv, phr.5. ends ip bar 54. wb.n th. cntua flrnu. tr=nef,rs 
to th. s.dond Tdic. pert. With th. plalnaopg .. .t th. top, th. rlrht
hood lo fw. to oxoond It. roogo, ood tho ton boro of rapid no.,.,, work,' 
oft.o ooqoootlol.vhloh oooolud. th. work, oor.r o roog. of two ootoroo ood 

*" ^^^ht bond alone. This paseaoe work is aocompanier] mainly by

often In thro, porto, with tho offoot of melody and ocoomponlment,
.•no ..ae piece enaa with a simple cadence onto a chord of A major.

an In nomine no %, the cantos firmus is placed in the bass of three voice 

perto, and does not enter until bor 4,when It lo broken briefly by imitotion

^ end. 5j,a, ter which it continues in lone; notes until bar 30 when it
disintegrates.

Thopleoe 1. In one o.otlon of olternotlng Inltotlon nud posoog. work,tho
imitative sections being used to generate the passage work. The points are 

ell related to the first one, and appear in notes of shorter value as the

work progrooe.., until th. end of the oontua firmno, whon th. ollmoz 1. 
roopoed, ond tho mnolo oontionoo freely in rapid koytoord flEnr.o, Iho work 
00 0^whol. lo otrnotnrolly nnlt.d,ond during It. poor.., oevorol nonont. of 
neign.onoo int.nelty ooonr.holplng to .hope and give point to th. .....ral
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rnGiOuic pnrases. T^e most brilliant passage work is reserved for the end, 

anu from oar 2Q, wibh the disintegration of the cantns firmus, the range of 

the bass part is considerably extended.

The first four and a half bars are occupied with working the first point, 

one which is based on the first four notes k&y, 

of the plainsong, as in the prototype. This
point is imitated exactly by the cantus firmu^^ %
when it enters in bar so that the bass in bars 4 and 5, to the third 
minim, is an exact repetition of the top part, from the opening to the end 
of bar 2, and of the bass at bar 3. It seems that Tomkins might originally 
have thought of placing the cantus firmus in the top part, particularly as 
the three voice parts are already present by bar 3, and one of them disapp- 
oars when the cantus firmus enters in bar 4.
The ilrst twelve and a half bars are occupied by the working of four related 

poinus, bases on the downward scale figure of the opening one, which are 
worked also in Inversion and syncopated. Sach point is in notes no shorter 
than quavers, and each generates some more rapid free counterpoint, before 

being replaced, the rapid semiquavers with which the section ends, both 

bringing it to a climax, and anticipating the next section, which, in bar 

14, last minim beat, opens with a new imitative point, closely based on 

material from the previous section. The new point, although related to its 

prenecessors, is in notes of shorter value, and is worked more Intensively, 
The note values become longer In bar 16, when imitation, less Intensive now, 

culminates in sequential repetition over a static cantus firmus. The repeated- 

note figure from bar 20 reappears in bars 22 - 23, altered, and in notes of 
shorter value, repeated sequentially to match the rise of the cantus firmus. 

TM.,. two paoBo... ly th.
material of the bar 1$, which has been transposed exactly, as

the last half of bar 21, to match the new cantus firmus note, and thus re­

quires additional chromatic inflexion(bar 21,fourth minim beat). Imitation 

IS replaced in bar 2$ by figures in rapid broken sixths, which are based 

on the material of bar 19. The close imitation at the beginning of bar 27, 
based on an inverted form of bars 15 and 21, provides a change^of treatment

for a static cantus firmus, and may be repeated sequentially, when the oantus 

firmus note changes.

ine final section of brilliant passage work is anticipated in bars 28-29, 
with ornamental cadence figures in which the cantus firmus Ishmodified. to 

permit a perfect cadence onto A(fir8t beat of bar 29) and G(fir8t beat of 
bar 30) at the start of another passage of broken sixths. The final note 

of .uc cunuus firmus is the A in the bass (second half of bar 30); after
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which It moves into the top part^to allow the bass greeter freedom of 

movement. The final bar echoes the mood of some of the earlier, imitative 

music, end the work ends on a plagal cadence of A. Structural unity in this 
wor^_ is achieved by the constant referral back to previously heard figures. 

As no triple-time section divides the work into definite sections, the uni­

fication is completed by related subject matter which derives its momentum 

from sevRml phrases,where tension is built up and released.

nomine noj), the cantus firmus is in tne bass of three voice oarts, 

and is in long notes which are figured slightly in bars 19 and 20. Its entry 
is delayed until bar 3, and during the final five bars it moves from part 

to part, and is sometimes absent altogether. The work is in one section of 

imitative counterpoint, which is used to genera^w the long lines of freely 

contrapuntal keyboard figures which become more rapid a* the work proceeds, 

and reach a brilliant climax once the cantus firmus is completed,

^he convus firmus is anticipated in the two free parts(bars 1 and 2), when 
its opening four notes precede the first imitative point. This ooint is

..... - ,,..rp-.u-................... I
T"hA V LO d

the first of ten related ones, each one of which is based on the curving 

figure suggested by the first point, and which may easily be shaped round 

the,triad of the moment. These ten polntsffollow one another rapidly, and 

are worked intensively, with little free counterpoint between them.
The first major change occurs in bar 21, when a sequentially repeated 

crotchet scaie figure, following the fall of the cantus firmus, marks the 

end of the first group of imitative points. What follows in bar 22 is 

sequential repetition, closely imitated in the second part, of a figure in 
smaller note values (the sequence following the rise in the cantus firmus) 

wh^cn leans.straight into farther Imitation, the point being that which 

wdg heord in oar 13, but now extended, and in halved note values. After 

some Intensive working, this is replaced(bar 2$, fourth minim beat) by the 

sequential repetition of two points, one based on the very first one, in the 
top part, and one oA that of bar 17, in the second part, and heard simulta­

neously. The second half of bar 26 varies and repeats the point of bar 12 
in shorter note values, and is used to generate the subsequent passage work, 

mainly sequential, which becomes more brilliant with the completion of the 

cantus firmus in bar 32. The final five bars are occupied with a flourish 

of scale passages, and conclude imitatively,with previously heard material.
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now in four voice parts, and with a six-part final chord. Like the previous 

one, this In nomine is highly united in structure,due to the close relation­
ship of all its imitative material, and the repetition of melodic figures 
from the early part of the work/^towards the end.

Iiln nomine no(^, the cantus firmus is at the top of three voice parts, 

entering on the first beat of the work,and broken briefly in bars $ and 10 
by imitation. In the last nine bars(from bar 21), the free music rises above 

the cantus firmus, which then moves from part to part, allowing the composer 

greater melodic freedom. The work is in one section, just over half in Imit­
ation, and the remainder, from bar 17,in quaver passage work.

The first sixteen bars are occupied by the working of five imitative points, 

each idea being completed by a secondary cadence, the first three all on 0. 
The points are less closely related,either to the opening notes of the cantus 

firm6s_or to one another, than is usual in an In nomine by Tomkins. This is 

because of the rather unusual nature of the first point, which is based,not 

on the opening notes of the olainsong, hut on some of the later ones. This 
first point(1,2,6), with its slightly ecclesiastical flavour, is very sim­

ilar to notes 28-39 of the plainsong, and its entrance in this In nomine

n If-34.)

J J 1

is prececlew^ by a more conventional four note figure in the bass, notlhow- 

ever, used as an imitative point, which does in fact echo the first three 
plainsong notes.

ih^ i^iSu polnu Is worked in close imitation, with two oairs of entries,each 

one starting on L. The symmetrical placing of each entry is arranged so that 
bne ilrst pair enters in bar 1, parts 2 and 3, crotchet beats 6 and 8, on S, 

and the second pair in bar 3, parts 2 and 3, crotchet heats 6 and 8, on E. 
Tpe second and third points also enter in pairs of close imitation in hers 

^ and 8, and are dliferent in character both from each other and from the 

first one, covering a wider span, and including larger leaps than is usual 
in a Tomkins In nomine.

k&f TlLrd pAlmk

IV) 4.

^ach of the points is used to generate the subsequent counterpoint, and the 

imitobive section finishes at the end of bar 16, the last two crotchet beats



outlining the triad of C, with an added B flat, which anticipates the change 

of tonal centre to F in the next two bars. The semiquaver figuration in 

bars 17 and 18 is rooted firmly firstly in F, under the cantus firmus C, 

ana then in G with a B flat, as the cantus firmus rises to D.
The passage work in this In nomine starts in bar 17, and tension is height­

ened in bar ^1, when the right hand moves above the cantus firmus in a 

sequentially repeated passage in thirds, which follows the movement of the 

p^^inwong. ine ooligations of tae cantus firmus are discharged by bar 23, and 
Tomkins moves the final A from part to part to allow himself maximum freedom, 

figures anticipating the Alberti bass occupy the left hand of bars 21 and 
24, and a long sequential figure, shared between the right and left hands,' 

brings tne work to a conclusion on a plagal cadence,ornamental, and slowly 

moving. The rather grave imitative opening bars of this work lead, through 

series of varied points end Increasingly exciting passage work,to a final 
section in an entirely keyboard idiom.

In nominee nodrf hg:&[,MX lo a ^

There are two versions of this In nomine which, unlike the two versions of 

no ^ ,differ.: only in minor details. The two versions . ' 

are dated respectively Feb I65O and Feb 14th I65O. The first version breaks 
off abruptly a few bars before the end, and as Tomkins must have been an 

old man when he copied out this work, it is possible that, having almost 
completed copying the first version, he put it aside for a few dlys, and 

wnen he returned to the task, started again, forgetting that he hod already 
almost completed it. There are instances of a scribe inadvertantly copying 
the same work twice in other sources,yet in Tomkins' second version thire 

are one or two very minor variations which suggest either that he revised 
as he went, or that he was so meticulous as to think a complete re-copying 

aovisable in order to correct perhaps a dozen notes. The holograph manusc­

ript source Is evidence that Tomkins was a great reviser and cofAector of 

CIS own works. The chief differences between the two versions are;
1. The barring is different.
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Passing notes in bar 6,7th crotchet beat, in version 1.

3. The crotchets are decorated in bar $,beats 2 and 4, in version 1. 
Slight harmonic alterations in .both vera^oha.: The addition and'rem- 

ov.± oi ^ B fiat(bar 12 ver.2, and bar 10 ver.l)and the slight altera- 

uion of the position of the bass chord(ver.1, bar 27,ver.2 bar 36).

25. Notably Ob D 212-6.
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With such mlnimul differtncos, one is led to wonder why two versions exist 

8t sll, 2nd the two versions will now be considered as one,references 
being made to W^^.'pirskonA'.

In nomine no.^^. the cantus firmus is placed in the top of three voice 

parts, and is broken briefly by auxilio^-y notes in bars 7, 8.and 9, It is 

concluded by bar 35, snd in the last quarter of the work it disintegrated, 
the final A disappearing altogether in the last five bars.

The work is in one main section which falls into four divisions, the first 

and third being in imitative counterpoint, whilst the second and shortest 
(bars 18,19 and 20) is a phrase of continuous cr&ss \ .L

simultaneous duple and triple figures. The final section 

starts in bar 35,with the completion of the cantus firmus, end consists of 
rapid semiquaver scale figures.

The four points whose working occupies the first division of the piece 
(bars l-l?) are all long, though diverse in construction, and are worked 

both in close imitation and more freely. The first point, a sequential fig­

ure which lends itself well to being shaped round the chord of the moment, 

makes several rather freely imitative entries, and is followed imediately 
by the second point( bar3,bass,eighth crotchet beat),which is quite differ­

ent in character, being an upward scale figure, whose three sequential 

entries in the bass lie under a freely contrapuntal second part. Both free 

parts culminate in a phrase which suggests melody and accompaniment(bar 6, 
9th crotchsu beat/,a phrase which Tomkins uses also in his consort In nomine

1

5^ i
TaekuM: ho.jT'

in bars 32 ahd 33,and again in bars 65 and 66.

Toe third point enters in bar 7,second part,tenth quaver beat, and is 

loosely related to the first, also being used sequentially in the bass, 

where it generates the subsequent, often sequential counterpoint, no* in 

semiquavers. The final idea in this first division is in bar 13,when a three, 

note figure in the bass,a fragment of the previous counternoint, is used 
imltati-ely to generate the passage work from bar 13-17.Sequential repet­

ition of the second half of bar l6 matches a rise in the cantus firmus, and 

uro/iocs tne beginning of bar 17, which leads to the short passage of . ,

n which constitutes the second division of the work. This whole 
passage lies under a static cantus firmus and, as in In ncmlne no Tomkins



reverses the placing of the figures to give varie*^ to the Immobile cantus 
firmus.

In the third division of the vork, a return is made to imitstionCbar 2l), 

with several points in rather more rapid notes, and more closely related 

to one another than those in the first division. The imitative figures are 

usually heard in oairs, which generate substantial passages of free counter­

point. This fiee counterpoint is more widely ranging and more difficult to 

execute than that of the first part of the work.
The fourth and final section begins in bar 3$, end marks the conclusion of 

the cantus firmus, and the beginning of a passage of rapid keyboard figures 

in which thd right hand is free to expand its range in a soaring melodic 

phrase above chords, mainly in three carts. The notional A of the cantus 

^irmus 18 finally abandoned in bar ^^,wnen tonal centres become D and G, 
remaining so during the final four bars, the work ending, uniquely for an 
In nomine by Tomkins, on a chord of D.

ihis 18 a work on a grand scale, being the longest and the most varied of 
the set. Unlike most of the others, it falls quite clearly into distinct 

^nd conurasuing sections, ihough the contrasts are never as marked as those 
in tu@ In nomines of bull. It is particularly noteworthy for the length and 

sequential nature of some of its points, and for the complete change of 
tonal centre to D in the last five bars.

In In nomine no 6., the cantus firmus is in the bass of three voice parts, 

rn long, unbrokep notes. It is completed in bar <8, end from there to the 

end is rarely heard. The work is basically in one section, the first twenty 

SIX and s half bars being occupied by imitative counterpoint, with the final 

quarter of uhe work in rapid keyboard figuration,

ine first fifteen bars of the music are taken up by the working of ten points 
in close imitation, each of which follows the other in quick succession, 

w±tnout intervening free material. The first six points are heard once in 
each of The two free parts(the second part answering the first), and the 
organisation of these six points/o^^ ^%^re to Tallis' two part keyboard In 

nomine than apy other work. The note values of the points become progress­
ively shorter, until the entry of the tenth noint(bar 14,10th quaver^beat, 

second part)which, after a pair of entries in bar Ig, generates the first 

passage of free counterpoint, which continues in unbroken semiquavers until 

nne second half of bar 23, when its progress is arrested by a short figure, 
in preparation for a cadence on G(bar 24,first beat), which marks the return 

to imitation, now in a quieter mood. The final point enters on the first 

beat of bar 26, and generates the rapid passage work which ensues from half 
way through bar 27 to the end. brom bar 29 the cantus firmus disappears



altogether, to allow for a shift in tonal centre from A to G, and then G, 

before returning finally to A, on the first beet of the last bar, with an 

extended plagal cadence onto A.
fhrs work is dated June 28th,16$2, and is the last In nomine to be copied 

i^to une source. It is both shorter and less complex than each of the others 

excepting noand would seem, both by its brevity and its style, to be an 

early m nomine, revised and copied, rather than composed, last.

In these, ihe last of the keyboard In nomines, there is a return to a simpler 

style, in which imitation is still the most influential force. Although 
conceived imitatively, however, there is a marked tendency towards logger 

melodic linos and a less fragmented contrapuntal style, the texture appearing 

less cluttered, and the whole composition exhibiting a lucidity sometimes 
lacking in the In nomines of Bull. Tomkins has achieved this change of style 

mainly by using rather longer points than Bull does, so that his In nominee 

appear more linear,in contr&at'wlth some of the rather more chunky count­

erpoint of Bull's In nominee. Characteristic of, and unique to Tomkins' In 

nomines, is his treatment of the latter part of the cantus flrmus, and it is 

interesting that in his consort works,he also extends the composition well 
beyond the end of the piainsong,though the final note of the cantos firmus 

is always present. Both Tomkins and Bull write more specifically for the 

virginals or harpsichord than for the organ.

-h^ significant composers of keyboard In nomines are Carlet&n I, Blitheman,
-ull one lomkins. The set of In nomines by Lugge are competent, but hardly 

brena-setting, or even completely reflective of current compositional tech­

niques, and their status in the repertoire is that of a provincial organist's 

. voluntary. Whilst the In nomine duet by Garleton II may be considered 
ds a fine piece, and an imaginative experiment, as a composition it does 
little to advance the cause of specifically keyboard techniques.

ine late keyboard In nomine Is a direct descendent of Blitheman, and the 
mainstreem passes straight from him to Bull, particularly via the pupil 

masuer relationship, and on to Tomkins, where it ends.

Luring Its lifesoan of a hundred odd years, the keyboard In nomine reflected 
all the major developments in specific keyboard techniques. In structure it 

.eusineo basically tne same, though the extremes of contrast found In Bull's 
lo nomines are tempered by Tomkins, into a less diverse style. What has 

actually happened to the keyboard In nomine between Blitheman and Tomkins is 

thau it has grown longer, and much more technically emanding for the player
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with its greater variety of rhythmic patterns and more complex combinations, 
and increased Opportunities for brilliant passage work as shorter note values 

became a real practical possibility. The In nomine form, with its opening 

imitative phrases, its triple time section, and its sections of rapid passage 

work, is there in essence in the early work of Carleton I, and was adopted 

and expanded by the later composers, who gave it the stylistic characteris­

tics of a secular keyboard composition, and translated it "rom the organ to 

tne virginals. The rather rigid melodic embroidery of Garleton's In nomine 

was replaced by rapid passages of brilliant scale figures in notes of much 

smaller value, and the somewhat staid triple-time sections of Blithmman's 

works emerged as the dance sections of Bull's, with their undisputable 

secular allegiance. Repetition was replaced by sequential extension, and a 

nost of specifically keyboard figures, such as rapid broken octaves and 
sixths, repeated notes, and short mechanical repetitive figures^^pilled over 

Irom the secular virginal compositions into t^e In nomlnes of Bull and Tomkins.

The early keyboard In nomine varied in texture from two to four voice parts, 
but by the late period three voice parts was almost the rule. Another clear ' 

Basic uistinction was in tonality, where the early keyboard works invariably 

uuc Cantus f^rmus set on D, and the later ones almost always on A. The 
position of the plalnsong,however,is equally oftem in any part, in both the 
early and the late works.

Whereas in the early works, accidentals were mainly related to cadence prac­

tice, or to achieve the strict imitation of a point, in the later works 

there ere sustained passages of chromatic inflexion which sometimes achieve 

something near to modulation. Both Bull and Tomkins write passages in which 

a sustained and nearly consistent use of F,G and G sharp almost tins the 
scales in favour of A major. Whilst Bull's modulatory attempts are"nearly 

always on tne sharp side, Tomkins, in addition to excursions into D and A 

major, may also be found in G minor. Internal cadences however, in both the

ear±y end the late compositions,are often without a third, which produces 
major/mlnor ambiguity.

In both.the early end the late works, the notes on which the points of 

imitation enter, although largely controlled by the plainsong, aooear some­

what random on occasions. Some of the earlier works appear to have the more 

logical scheme,and Tallis has used nothing but the notes of the D minor triad 

lor the first note of each of his entries, whilst Byrd builds on the dominant 

and the dominant of the dominant. Blitheman will sometimes set a series of 

entries on the same tone, and then again will exhibit strong leaning towards 
uonic and dominant entries. Both Bull and Tomkins have a marked preference
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for entering their points in pairs, so that they may run in thirds and 

sixths, a logical technique in a three part composition, and one which 

often demands that each of the pair of points enters on the same tone.

The note of entry from pair to pair, however, as often as not seems to 
follow no particular scheme of key relationships.

If the culmination of all oolyphonic keyboard music is to be found in the 

preludes and fugues of J.3. Bach, with their use of a single subject and 

formal pattern of key relationships, then these In nomlnms of Blitheman, 

Bull and Tomkins appear as wild and disorganised collections of unrelated 

ideas and outlandishly complex counterpoint, given coherence only by the 

cantus firmus. If, on the other hand, they can be seen in historical per­

spective, as part of a genre which leads from the Mulliner Book to the 

Forty eight, they appear as an integral and indispensible part of a logical 

rogression of forward looking ideas and advancing compositional tech­
niques, which keep pace with the developing technical skills of performers 

and the more sophisticated techniques of Instrument makers.

If Bull's In nomines represent the fantasia, then those of Tomkins are 

akin to the prelude and toccata. Tomkins' In nomines represent the end 

of the genre. The plalnsong composition could go no furthet in the direc­

tion of brilliance and variety, and it was only in the shorter,more co­

herent forms which succeeded it, that progress was possible.
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Chapter five.

The consort In nomine.

Tne consort In nomine, unlike the keyboard one, may be traced in a direct

and unbroken line,from Taverner, through Byrd, Ferrabosco and Jenkins, to 
Purcell.

The early consort In nomine is by far the largest group in the repertoire, 

consisting of 11$ works, most of them complete,by about fifty different 

composers. Some of these composers are known to us today for just one or 
two In nomlnes, all that survives, for instance, of the instrumental music 

of Alcock, Brewster, Cocke and Eglestone. Other of the early composers

^^^t oCuo o^ ±n nom^nes, in the way that later composers were to leave 

sets of sonatas and symphonies.

^here lewer late In nomines, the later composers having largely turned 

tneir attention to the fantasia, but the forty three late compositions 

extant, by about sixteen composers, are evidence that the form still held 

some attraction for at least a few of the major Jacobean composers.

The early consort In nomine.

ine earliest consort In nomines are probably those of Johnson, Alwood and 
Jhytbroke. The earliest first date it is possible to assign to an In nomine, 

apart from the prototype, is something pre 1$60, as three In nomine composers 

--r_ by use mionia of the sixteenth century, Johnson by 1$60,
and both Colder and Preston by about five years later. However, thls'se^ms'a 

late cate for the establishment of a genre whose prototype had been composed 

at least thirty five years before. It seems probable that an arrangement of 
Taverner's In nomine as a separate piece existed in a source earlier than 

vse Bog^, ana it was from this that Kulliner made his transcription^
On stylistic grounds alone,there is an argument for a date nearer to 1$30 

than 1560 for the establishment of the genre, for the earliest works are 

closer in style to the prototype than are any of the others, and by about 

15^5, when the early source Ibl Add 31390 was being compiled, the In nomine 

had already undergone a change of style, not to be altered fadically until 

the first years of the seventeenth century,the works from the Mulliner 
Bopk which were included in 31390 had to be brought up to date by the addit­

ion of a fifth voice part, to conform with the newer style of composition 

1. See ibid, chapter 3, page 66.
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included within its covers. In this source one of Tallis' In nomines 

hss also b?en modernised by the addition of s fifth part, so that when it 
appears i^ its original four voice form in another, Scottish source,^ a 

puzzled player, expecting a work ^5, writes, 'I never had the fyft pt hot 

it is rhyght well with out.' In fact, it is better without!

The stylistic connections between the prototype and the other earliest In 

nomines may best be seen in their four voice parts, their seamless, vocal 

style, polyphony based on several loosely connected imitative points, and 

their use, in all but Alwood's, of Taverner's onening free material.

TaVafna-f. I"*

As the genre developed and the consort a5 became standard, so also the 

counterpoint with which the works were constructed became more highly 

organised, with points of imitation often closely related one to another, 

or a work being constructed on a single point, the point o^ points entering 

often in both exact imitation a&at regular distances one from another, 

kuch of nne melodic material acquired specifically instrumental character­

istics, with short, angular figures replacing some of the vocal curves, and 
often a greater range within the individual voice parts. Chromaticism was 

often no longer relegated solely to the demands of musice flcta, and was 

being used in order to produce exact imitation, as well as at cadence points. 
Imitation was becoming useful as a means of generating melodic material, 

which might then be used Independently of the point, and melodic material 

Was also being extended sequentially. The In nomine became an exercise in 

the working of a single point,particularly by White, Tye and Parsons, and 

also oecame cne venlcle by which a composer could demonstrate unusual 

oeuagogical points, so that we have an in nomine by Picforth, in which 
each voice part la in a single, different note value, and works by Tye, 

^trogers and farsley, in which the cantus firmus is set throughout in five 
beat units.

me canuus iirmi of many of the early in nomines were broken by^ counterpoint, 
though this is not a feature of the very earliest, and the practice had 
almost entirely disappeared by the late consort period.

ihe existence of sebs oi In nomiAes by some of the major early composers, 

sets which, in most cases^demonstrate a different compositional technique

2. In manuscript Lbl Add 39933 f 73v.
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in each work, and single works by minor composers, whose sole claim to 

musical fame is often just one surviving In nomine, suggests that the In 

nomine may have been an academic exercise much in the way that fugue was 

later to become. There are as many early compositions on Gloria tibi Trinltas 

as thereare on all other plainsongs together, but it is Impossible to begin 

to connect the composition of an In nomine with the supplication for musical 

degrees without some very much more precise dates being available.

The earliest set of In nomines appears to be by Tye,wb.@ composed twenty 

four, twenty one of them complete today. It seems strange that Tye, that 

most prolific of all In nomine composers, should have his works confined 

mainly to one source, none of them appearing as keyboard or lute transcrip­

tions either. When one considers the number of transcriptions of some In 

nomlnes, and the variety of treatment they receive, it seems that Tye's In 
nomlnes made little impact on the musical world. This may possibly be 

because many of them are more instrumental than vocal In style, and the 

earliest works which are extant in the greatest number of sources are those 
of Taverner, Johnson and White, each of which is in a vocal style counter­

point which lends itself to easy transcription for a variety of performing 

media. However, it would be a mistake to try to asseathe popularity of a 

work solely on its number of extant sources, fbr the sources which survive 

are likely to be the sources which are least used. The pristine state and 

confused layout of some manuscripts suggests that they could never have 

been intended as playing scores. Much used sources are likely to have been 

destroyed as they disintegrated, and Tye's In nomines may well have circu­
lated more widely than it would appear.

The development of the early consort In nomine may best be traced by am 

appraisal of the more forward looking trends in some of the most Influental 

works, and probably the earliest works in which one may see the emergence 
of a specifically instrumental style are those of Tye.

The consort In nomines of Christopher Tye.

lye was born c 15C0, and died in 1$72 or 3. He was therefore a contemporary 

of some of those composers, Including Taverner, whose In nomlnes are in the 
^Mlliner Book, and was either a very old man, or dead, by the time the single 

aOuTce of mosu or nis nomlnes, Lbl ^dd ^1390, was being compiled. Most of 

Tyes In nomlnes have rather tanclful titles, necessary for identification, 

since he composed so many. Some of the titles, for example,'My Harwell' and 
'my dethe bedde' sur^est that he might have been an old man when he composed



them, and that many of %hem might be mature works is also suggested by the 

style, which is very different from that of the In nomines from the Mulliner 

JBook. ^n unique feature of Tye's In nomines is that the plainsomg is rarely 
absolutely correct, l^hereas most of the other composers set the nlainsong 

meticulously, Tye consistently leaves out sections, and what is more,different 

sections in each work. The beginning is always correct, and it is in that 
rather less memorable middle section that he makes his omissions. If these 

were the works of an old man, the inaccuracy'might he accounted for, but if, 

on the other hand, Tye composed his In nomines in later life, it would 

Invalidate any theory that the In nomine might have been primarily an ex#r^ 

else for an academic award. However, in these In nomines of Tye, there are 

certain stylistic differences which suggest that they might have been 

written over a period of years, and gathered into the source 31390 as 

homage to the very old, or lately dead,m8ster. The order in which they are 

copied into 31390 is probably not their order of composition, the simpler 

works being dispersed amongst the more complex. At his simplest, Tye uses 
only the note values o j j in the way that Taverner does, and at

his most complex he employs rapid dotted notes, triplets, syncopation, 

simultaneous duple and triple rhythms and rapid running figures.

Of Tye's twenty four consort In nomines, only one,(like the very earliest 
in the repertoire) Is in four voice parts, the twenty others which are 

complete being in five. The cantus firmus is almost alwa^^ in the second 

part, an^ is rarely correct, though missing notes from the central section 

are often compensated for by the prolongation of the final D. In many of 

his In nomlnes he uses a sing^ point throughout, though in some he makes 

use of contrasting material, hany of his points tend to be angular, and 

more suited to instrumental than vocal performance. Tye's counterpoint is 

more highly organised than that of Taverner, Johnson and Alwood from the 

^Plliner Book, and in his In nomine a^, perhaps his simplest, he demonstrates 
how the highly organised working of a single point ( the antithesis of the 

In nomlnes of Taverner, Johnson and Alwood) may yet result in a fluid and 

coherent composition.

In nomine a^ (RW: l) is s short work, contracted by the omission of some 

of the notes of the plainsong, and is the only one of Tye's In nominee to 

carry the cantus firmus in the top voice part, sn octave higher than is

usual. It is based on an angular point, more instrumental than vocal, of
(3) A '

wuich tue first three notes consistently drop a fifth 

and rise a third, to form a tried which will harmonise*^



zentus firmus note of the moment. oinm
variety of new melodic material, which is treated as free counterpoint.

The first three entries of the point ore placed at the distance of a bar, 

but subsequent entries though still regular, are closer. Between bars 21 

and 27 Tye has had to put the cantus firmus down an oct8ve(the disadvantage 

of having it in the top voice part is the awkward tessitura it places on the 
work as a whole), and in bar 29 the cantus firmus G has been sharpened as a 

cadential inflexion. The consistency in the presentation of the point, and 

its systematic working give to this In nomine the coherence, and structural 

unity which are not found in the very earliest works. This is the only one 
of Tye's twenty one complete In nomines which is not included in 31390 (the 

source contains nol^Mwm^a^^ those works which are included have been 
given an extra voice pert), and would appear to be, on stylistic grounds alone, 

an early work, in spite of the point being more instrumental then vocal.

In nomine 'Free from 8ll'(EW:ll) is in the more usual five voice parts, with 

the cantus firmus in mhe second oart. It is based on a single point,rather 

unusual in that is has its second note sharpened to produce a semitone
(9)between the first and second. ^ _

After bar 1$, however, the sharp ^ t ^ 

is sometimes omitted, to produce

I
"Ff** *11'

the effect of alternating major/minor tonality. During the first fifteen 

bars, the point enters in one voice or another at the distance of exactly 

two bars, anu although the entries become less regular as the work proceeds, 

they are never closer than two bars. The free material, mainly in quavers, 

which is generated by the point at the beginning of the work, is used at the 

end as florid free counterpoint, which,used in conjunction with the point, 

surrounds and almost overwhelms it, in a style which is nearer to that of 

the latemworks than the early. The sonorities in this work are unusually 

bold, as a result of the many false relations which the inflated point indu­
ces. The.unusual poinkwould appear to be derived from the usual cadential 

inflexion, though of course in this work its use is far in excess of caden­
tial practice.

In In nomine 'Grve'(RW;12). Tye has placed the cantus firmus in the second 

voice part and has omitted several notes from the central section. Tie work 

is in two distinct and contrasting sections, one in duple and the other in 

u^i^ue time, ^nis ^lone is unusual enough in an early In nomine, and suggests 

unat lye may cave nad in mind both the paired dsRce forms and the keyboard 

In nomines of Elitheman, when he composed his own work. What is even more 
unusual, nowever, is the single point which he uses in the dupl# time section
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which certainly suggests that he had instrumental perfoi
0)

rmance in mind,
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^his point enters regularly on the second beet of each bar, until bar 11, 

and during this time the accompanying counterpoint, freely based on the latter 

part of the point, weaves complex rhythmic patterns in varied note values.
The repeated-note figure, together with the leaping Intervals, sometimes as 

much as an octave, almost suggests the attack of some strident, outdoor 
instrument. The bass line is particularly interesting, and although it 

takes part in the imitation, its involvement is limited to the repeated- 

note figure, so that some of the other contrapuntal material which is found 

in the upoer four parts,never aopears in the bass, whose function is more 

narmonlc than meloolc, and technically less demanding.This suggests that 

une bass line may have been intended for some rather cumbersome wind instr­

ument, and not the relatively agile bass viol. The triple-time section is 
based on a figure similar to thet of the opening, and, /f) kw U. 
as in triple time dance forms, the counterpoint is ^ k J 

continuous, the entries rarely separated by rests, *
and the imitation approximate rather than exact. In this work, the distance 

that the consort In nomine has travelled from the prototyne is particlarly 

evident, and it hardly seems possible that Tye could have written this 

work early in his career, and yet, even at its latest possible date, no

more than a distance of about thirty years could have separated it from the 
prototype,

poii.ipe 'j. comme'(^: lYy the cantus firmus is in the second part, and 

is brokentimes with counterpoint. The work is baaed on one imitative 

point, used in conjunction with free material in widely varied note values 
and rhythmic patterns. The first six notes of the point r f T

are reproauced faithfully at each entry, and ape then 
used to generate music of a specifically instrumental Ijt. '! 

character. Tne point is one which:is shaped round the chord of which the 

contus iirmus is part. The first three entries are well spaced out, and it 

is ong^ at uhe end of bar four, when the third and fourth voice parts enter 

with the point in quick succession, that the couuterpoiut begins to be 

worked with any Intensity. The characteristic first four notes of the point 

are always present, though^%hat follows them may^differ considerably, for

example, in bar 9.
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bars 16-19 nrovide relief from the point, with 8 lotted note figure derived 
from.bar 10(see preview example), and the return of the point in bar 20,
(top part,second quaver) signifies the start of intensified'working, in 

which successive entries, starting in bar 30(top part), follow without a 
rest.,This is one of Tye's devices for heightening the tension near the end 

of a work. In this In nomine, Tye tends to avoid the symmetrically placed 

entries that characterise ^any of his oompositlons, and Instead makes more 

use of passages of free counterpoint of various lengths. The vocal style 

curved phrase of the point belles the instrumental character of much of 

wnan follows, and the agile lines, and frequent syncooations suggest the 
bite of the viol consort.

In nomine &5(h^:8)ha8 its cahtus firmus in the second part, unfigured and 

almost complete, only one or two of the repeated notes being missed out. 

lu 18 the first one to be composed on several points, and Tye has taken 

yoms uo ensure that there is contrast between his three points. The note 
values throughout the work are limited to o j j. J and there are.no 
complex rhythmic patterns. The first point, a simple falling scale figure, 

makes its appearence in all the free parts with symmetrically placed entries, 

mainly on D. A cadence, completed on the first beat of bar 17, marks the 

end of inis point, and the second one appears immediately in the bass. This 

new point is one which Tye uses more than any other single one,a rest,followed 
by three repeated notes. It is worked more intensively than the previous one, 

and enters on a variety of notes, often in tonic dominant relationship, but 

at irregular distances. The entries become closer until, in bar 29, two simul­
taneous entries occur on D and Ffparts 3 and i). The next new point, which 

en.e.u in wwi u^os, is again in contrast to its predecessor, and appears 
altered and in notes of smaller value(65,3,2), before being used to generate 

a return to the work's opening point(50,6,l). This work is more vocal in 
style than instrumental, with a particularly slowly moving central section.
It is unusual in that it returns at the end to the point heard at the open­

ing, thus achieving an overall cyclical form.

^„nomine 'Blamlep'(RW:6), one may see a return, as in the previOmone, to 

a more vocal style of composition, where several points are worked in a few 
simple note values and rhythmic patterns. The census firmus is in the second 

part, and is much more accurately reproduced than in most of the other works, 

celng mainly in long notes, but broken twice with Imitation. The first three 

entries oi the first point, on A,D and A, are at the distance of two bars, and 

the austerity of these opening bars, with their widely spaced entries, is only
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The working of this first point occupies the first thirty bars of the piece^ 

more than half of the entire work, during which time imitation becomes more 
intensive, with several paired entries of the point. The second point, first

TjL. ±gz:[=z: y.. ——P ■■ ......1 _

first, and is wor^eo in strict Imitation^ With each entry starting on F, so 

that the first two notes of the point always complete the triad of which the 

repeated cantus firmus A is the third, and even when the note of the plain- 

aong ouanges^ une point continues relentlessly on the same notes, to its 
iinal entry(36,^,^), The last point resembles the first one, and is worked 

in conjunction with other materia] in rather approximate imitation from bar 
40. Towards the end of the work, tension is heightened by some chromatic 

inflexion in the point, which then assumes a cadential character, and helps 
the forward propulsion of the music. Although this In nomine is the nearest 
of Tye's, perhaps, to the prototype, the title 'Blamles' [siamelesg , suggests 

uhat lb is not necessarily one of that composers earliest, but, especially 

in view of its more than usually accurate plainsong, may have followed a 

series of In nomines which had been received critically.

The In,nomine 'Follow me^CgWilO) ig, unlike many of the others, extant in 

several sources. The suggestion of a continuity of ideas implied in the title, 
is achieved py the use of a single point throughout. ^ 0)
This point, shaped around a triad, is one which Tye

m*'.'develops' later in the work, by filling in the "" ^

leap between the third and fourth notes. Groups of entries,in which the 

subject matter following the first three notes is varied in each group, make 

regnkir.' appearances, mainly at the distance of ohe bar. The chromatic pro­

gression in bar 27 in the second part is the result of a cadential inflexion 
on the first G, followed by the entry of the poipt, and this results in the 
major/mlnor sonorities which characterise so many of Tye's In nomines. From - 

bar 51 onwards, tension is heightened by half bar entries of the final form

of uhe point, which creates a busy texture __

round the buch prolonged final D of the 

cantus firmus. The precisely organised counterpoint,

all derived from one oolnt, makes it relatively easy to follow the injunction 
in the title.
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The In nomine'My death'(RW: 7), ig again based on a single point, a repeated- 

note figure, and one which Tye uses more than any other In his In nomines.
The entries are ggain highly organised in groups, 

first at the distance of a bar, them, in order to 

build up tension, at the half bar. The repeated 
E flats of the point in bar ^O^neceogsary if the tritone is to be avoided, 

produce an unusually strong major sonority. If this were a late In nomine, as 

its title might suggest, it contains none of the complexities of some of 
Tye's other works. It has, however, the formal organisation which 4S

of the early consort In nomine, and its single point, pathetic 
when played slowly, is more instrumental then vocal.

In nomine /Trust'(A^:13) is one of the three early consort In nomlnes to be 
constructed on a cantus firmus in five beat units. ^ This work is unusual, 

not only for the disposal of its plain8ong,but also for the organisation of 
its counterpoint, ihe poinu has an Instrumental rather than a vocalcharacter, 

outlining the triad of which the cantus firmus forms part, rather than 
. 6) b&n.
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Tj&. ' Trwtk.'

imitating Its melodic lines, and although it is introduced at the start of 

the work in close imitation, in its later appearances it is used to generate 

n^w material, whicn is tnen used Independantly of the point, becoming a 
regular feature of the counterpoint later in the work. For #xampl^ ^
which is first heard(5,l,l) as the latter part of the point, becomos ^ 

a bouncy uouuea figure(20,^^$) wnich only makes a single appearance, though 

the last quarter of the work is dominated by a similar figure. The bass 
(bar8.3Cu37), is purely harmonic until in bar 37, it leaps an octave to draw 

attention to the announcement of the final point, based on the precejjry 

counterpoint, but now heard sequentially extended. This final passage of 
imitation, coming as it does, after a long passage of freely conceived count­

erpoint, knits the work together for the final eleven bars. The variety^of 
material in this work, together with its rather free treatment, suggests a 

further development in the consort In nomine. awKy from the strict, highly 

organised imitation which abtek followed the very earliest works, and to­

wards the rauner more fluid, freely conceived contrapuntal stvle.

3. The other two being by Parsley(TI II4) and Stroger8(TI I38)



In. nomine 'Beleye reverts to a more formal stm.ctu.re than its

predecessor^ being based entirely on a single, repeated-note point, with 

regular, rather rigid entries. However, the point Itself, a favourite one 

^Ibn ^ye, is unusnau in that most oi its entries, after the first one, 

conclude with a cadence figure, the inflexions of which give the whole work 

^ ^uriously resv^^ss major/minor sonority. These cadences, generated by 

the point, are part of the continuous counterpoint, and not until the first 

beat of bar 19 is reached is there any real halt in the musical flow. 

Regular entries, mainly at the distance of two bars, continue until bar 29, 

when a double entry in the top and bottom parts is followed. In bar 30, by 

a cadence, which restores the rather ambiguous tonality of the first half 
of the work firmly to D, and introduces a section of more intensive

working, in which the points are shorn of their chromatically altered 

cadential endings, and now gener&te longer passages of free counternoint.

In bar 40, the point reassumes its first, chromatic form, continuing so to 

the end. This In nomine falls quite clearly into an A B A form, for, although 

the point remains almost constant, the two outer sections of the work assume 

tonality based on a sharpened seventh, whereas the central section,clearly 

defined by the two cadencem on D, in bars 30 and A3, is purely modal.

l^arweml my good I, lor evep'(Rw:A) is again based on a repeated- 

noue point, with other counterpoint in simple rhythmic patterns, almost 
entirely confined to the semibreve,minim and crotchet, with a minimum of 

quaver movement. Tye introduces his point in close imitation, almost always 

eibner oh F or B flat, and at the distance of two crotchet beats until the 

^nn Oi Oar 7, siter wnich,points continue to enter in the same regular 

issnion, mainly now on 1 and C, and interspersed with a little more free 

counterpoint. The single repeated-note point which Tye uses throughout this 

rather rigidly conventional work, is the one which permeates those of his 
In nomlnes with uhe more pathetic titles, and one comes to associate the 

repeated note,with its drooping fourth note,with a melancholy subject.

The nomine is considerably more complex than its nre-

deoessor/being based on counterpoint freely adapted from the original point, 

and in triple time throughout. The cantus firmus, unlike that in most of the 

otoer ±n nomines,15 in the middle one of five voice parts, and this is so 
tnet the two upper and the two lower voices may function as pairs, each 

pair containing rather different subject matter. The work is basically on 

one point, a downward scale figure, and this is introduced in the top part, 
and imitated in the second, at the same pitch. The pair of entries in the 
two lower parts are in close imitation with each other, and augmented
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note values, and it is this form of the point which next appears in the 

top part, as well as in the two lowest. The short figure 

whicn replaces the point in bar bXsecend oart,first beat), 

is a contraction of the figure heard in bar 3(second part 
first beat),and the first internal re8t(7,l,$),highlights a pair of entries 

in the two top parts, on th« last note of the bar, of an inverted form of 

the previously heard figure. Tye has now introduced all the material he 

inuenus to use, and the rest of the composition is devoted to various presen­
tations of it, in which the tw# upper parts are in more or less close imit­

ation, whilst the two lower ones pursue a rather more independant path,the 

bass in particular having a harmonic function. The final imitative entries 
(bar 17, bass,last five quaver beats) are followed by four bars of very 

definitely instrumental figures(from bar 20 to the end) in the upper two 

parts, over accompanimental free counterpoint in the two lower.
This In nomine deviates from Tye's usual plan of a closely Imitative opening, 

and this at once suggests that in this work he is about to break new ground. 

With the two upper parts sharing the same tessitura, and slightly less actlv- 

^uy in uhe lower pair, tne work is almost divided horizontally. It has none 

of the vocal qualities^of some of his other In nomines, and may be senarated 

chronologically from^of them by some distance of time.The smaller note 

values and rathet more angular contours,in particular, the leap of an 

eleventh in bar 15, top part, suggest that Tye must have had instrumental 

performance in mind.

The In_noK±ne 'Re la re/(RWbl6), as its title Implies, is based on a point 

wnich leaps up a fifth and beck again. Like its predecessor it is in triple 

time throughout, with the cantus firmus more conventionally placed in the 

second part. Tne firsbtwo entries of the point in parts 1 and 3 are indeed 

re la re, but the second pair in parts 4 and 5 are sol re sol, in spite of 
the continuous cantus firmus D, and provide a change of tonal centre in bar 
twe. The leaping fifth pdnt continues to bt heard, but ffom barjS it appears 

also with the notes between the leap filled in, as in bar 9.
bar 6 it app

■»l
An entirely new short, syncopated figure,(bar 15,top part)sometlme3 embraces 
the Interval of a fifth, and sometimes not, the leaping fifth of the opening 

point being more in evidence in the bass than'anywhere else. Tension is 

heightened in bar 20 by the introduction of a new, dotted-note figure,in which 

the original interval of a fifth is still evident, amd which is worked freely 

ana intensively in the free parts over a syncopated bas8,giviq;an exciting 
insurumenka^ texture. In this work, Tye has avoided strict imitation after the 

iirst few bars, and has used a continuous counterpoint of instrumental figures.
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The In nomine 'Rounde'CRW:9). like 'Saye so'^has the cantus firmns placed in 

the third voice part* so that the two upper and the two lower of the cont­

rapuntal parts form pairs, the top pair operating at the same pitch level. 
Like the In nomine 'Grye',it is in two distinct sections, one duple and one 

triple. In the ouple time section, the rather conservative appearance of the 

piece, based on several vocal style points, belies its unusual structure, 

for, as its title implies, uhe imitation is canonic, and occurs between the 
bwo u^per parts, the two lower being involved in more loosely wrought count­

erpoint. Tne lirst point,heard in each of the free voices in turn, echoes 

the Taverner model, but by bar 6, the two lowe^ parts become less active, 

and canonic imitation is introduced between the two upper parts(6,2,4, and 
8,1,4). Several points are pursued in canonic imitation between the upper 

Gwo voices, whilst the two lower ones are mainly accompanimental. The triple­

time section is a dance in continuous counterpoint, in which a two bar sequ­
ential figure enters in bar 39,concurrently in the top part and the bass, 
both of which rise with the rising cantus firmus. The abundant chromaticism 

in the last three bars pulls strongly in the direction of G major,

Although the first section of the work has a traditional appearance, its 

construction is far from usual in an early In nomine,and it is the triple 

time dance section which most strongly suggests that Tye had instrumental 

rather than vocal performance in mind.

la,nomine 'Surrexlt non est hice'(RW:14l is based on a single point,

0) I.

Lt mow $*

the first interval of which is a fourth.
This first interval becomes a fifth by bar 
$(bas8),8nd is heard as an oct8ve(l3,l,2) -/'Sun^#^mow 

anu a seventh^43,1,3;. As the music proceeds, so, generally,does the inter­
val between the first two notes of the point increase, suggesting the'rising' 

implied in the title. There id little variety of rhythmic pattern in this 

work, whicn is, on the whole, rather denady textured, particularly towards 
the end, when a more intensive contrapuntal working serves to heighten 

uension. however, three passages of rests in the bass, starting respectively 

in pars and ^2 add some textural variety.

homine'vjeldom 8ene'(#_:20) is perhaos one of the most unusual nf a]]

cl,_ou^u une point is the same long
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notes^une iree counterpoint g in smaller note values, with a cadence, 

concluded on the first beat of bar 33 marking the end of this section.
^rom here onwards, the point is fragmented, and heard in notes of different 

values and rhythms,including simultaneous duple and triple times,syncopation 
and quick dotted figures. The title indicates its unique structure, not only 

amongst the In nomlnes of Tye, but also in the whole repertoire.

The In nomine 'Reporte'(m:2l) is lu triple.tlr^ throughout, and contains a 

variety of note values and rhythmic patterns. In this work, the strict imit­

ation of some of his In nomlnes is abandoned in favour of a freer imitative 

style based on diversity rather than unity of subject matter. The first

point is conventional enough, though its entries are not symmetrically
k&rl.

l5I7TIhl~Ty=
placed, as in most of Tyeds other In nomlnes. The fourth entry(7,l,l),lR a 
more soecifically instrumental version of the point, and althoagi It filst 

appears in the top part. Its later appearances,between bars 8 and 1$ are

p.wt from bar 1. Frm bar 33 to tha and, Inltatlo. b.co..a varr 
approximate, with alm.ltan.eua duple and triple rhythma, both In lenr ar^ jn 
.carter note valnea. .return to the original polntk7,3,l),wlth exact
.ti-sticn above(4S,1,3), concludea the work es it beoan, helolnv to rn,fy
a compoaitlon baaed on anch dlvcrae mualoal idee,. 7rom bar 50 to the end 
eoa eonalatent b caturela auggest a search for G -ajor.

The ^0.1,. f.,t'(ail,) in baa«i on rhythmic Irregularity, which
Ve acates toe injunction contained in its title.' The cantus firms is in 
"7’“' ibroughout, whilst the free parts are mlnly in duple, asp the

work in baaed nnlnly on a single point, an Inetrumentel type acale figure, 
which disintegrates towards the end,becoming very fragmented, with only s'
notional reprea.ntetlcn of part of it, very fre.ly imitated. OnnnualTy for 
^.,th. entry Of thacantua firmunln .,..yadi.tll half way through th.
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second bsr, so that his point may make three imitative entries on G at ' 

Cue aistance of a bar and a half, before the demands of the plalnsong 
make this impossible. So that the Initial impact of the rhythmic disrup­

tion of the cantos flrmus entry shall not be lost, the first entry of the 

point,in tne tnira voice part, is prefixed with three notes which imitate 

the cantos firmns without disturbing the chosen tonal centre. The point 

IS an instrumental one, and its regular duple rhythms surrouhd the triple- 
time piainsong until bar 15, when, in the bass, it is used to generate 

some notes of a longer value, which almost coincide rhythmically with 
those of the cantus flrmus. This last figure is the basis for much of the

Ct) baf )%. ..

counterpoint which follows, and is heard in parts 1 and 4 in diminished 

note values, so that from bars 29-36, quick triple-time is heard in two 

parts,slow triple in the cantus firmus,and mainly duple time in the bass. 
There is a certain similarity between this work and Picforth's only In 

nomine,- in which each of the parts is set in a different time. These 
strange exercises in Ingenuity do seem to suggest that the In nomine may 

not always have been entirely artistically motivated,

Za-Rpmine rWeepe a? Rafbmll/(BW:2) reverts to an earlier pattern 

of closely imitative counterpoint, symmetrically laid out. The first droo­

ping Poiciis followed by two others, rather different, before it returns

j JI j
Fli'tl" pOLht:.

8t the end with its fourth note raised(as a symbol of hope V)in8tead of 

lowered. The chromatic progressions(13,1,1 and 46,l,l)may have been inten­
ded to reinforce the pathetic nature of t^e music implied in its title, 

out are in fact no more than cadential inflexions followed by an entry of 

tne^point, though as they are both in the top part, they are particularly 

audible. Although the first point is rather spiky, and is used as the 

material for a harmonic bass line(bars 14-23), the work as a whole has a 

vocai rather than an instrumental quality.

4. TI 122.



'Rachelle ig, like its predecessor, in a more

conventional style of closely imitative counterpoint, symmetrically laid out. 
Its title su-gegts a connection with the one before, and although the two 

titles are not connected logically in this order, the source in which they 
both appear(31390) has two sets of foliation numbers,one beginning at each^bd 
(une volume is reversable in its layout anyway), and using hhe second set of 

numbering, 'Rachelle weeplnge' is then followed by 'Weepe no more Rachelle'. 
The first point,(symbolic oerhaps of tear drops?) GO 

dominates the first two thirds of the composition, 

so that when it is replacedC4l,l,3) by the second, 
rising point, the contrast is very marked.

ine In_ nomine a^(#:3) carries the cantus firmus in the third part, which 

allows tne top two parts to share a tessitura, as do the two bass narts. 

ihe style is one of closely imitative counterpoint, more vocal than instr­

umental, with the two upper voices in close imitation with each other, and 
the pair of bass voices closer to each other than to the top parts. Whilst 

the horizontal relationships of parts 1 and 2, and g and 6, are close, there 

are vertical relationships established amongst the other parts by paired 
entries(9,1 and 5,2, and 14,1 and 4,2) whilst in bar 19, parts 2 and $ enter 

together. Paired entries continue until bar 42, when the purely horizontal 

relationship is re-eatablished. The six-part texture of this work allows for 

the pairing of entries without the'risk of turgid, stagnant counterpoint.

Tye's three incomplete In nomlne8(TI.176.177 and T78) are each extant in 

only one part ano. in one source. The source is not the one which contains 

the bulk of Tye's In nomlnes, but is one of a set of part books containing 
music 8$, ^ In each of these three incomplete In nomines there are differe­

nces to be seen, in spite of their incomplete state. In nomine 'The flatts* 
has a key signature of two flats and an arpeggiated first point, whilst 
I2%_.l'srrwell| omens with a curved phrase similar to Taverner's. The untitled 

one has for its first point a repeated-note figure.

The immediately striking thing about Tye's In nomine output is the tremen- 

uous variety he achieves within one genre. His imagination is ever fertile, 
no two of his In nomines being alike,end one is almost able to trace the 

course of the early consort In nomine through the works of Tye alone. At his 
most conservativeCBg:l),Tye has used a single point, shaped round the notes 

of a triad, in closely imitative,highly organised counterpoint, without 

obvious reference to the Taverner model. In other of his more complex works

5. Ms.T 146^ ff 8v 9v IGv.
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this highly organised counterpoint persists, and is used to demonstrate 

canonic imitation between two parts,paired entries in alternating parts, 

motiTic working of material derived from a point, sequence, and the con­

current use of a theme in augmented end diminished note values, in several 

of his In nomlnes he has used a single point throughout, and when more than 

one point hag been used,musical unity has sometimes been achieved by a return 

at the end of the work to previously heard material. In the two In nomlnes 

in which a dnple time section is followed by a triple time one, the triple 

time section has the character of a dance movement, with all the voices 

entering together, and the imitation approximate rather than exact, and this 

section of the work has been united with the main body of the work by using 

in it. a version of a previously heard point.

Specifically instrumental techniques are not to be seen in all of Tye's 

In nomines, though in many of even his more conservative works, the point 

is a more angular one than those normally associated with vocal,music. In 

one of his more vocally conceived openings, that of 'Rounde',however, the 

music becomes obviously instrumental as it proceeds,ending with an instru­
mental style dance movement. Specifically instrumental figures are evident 

in many,however, and include passages of notes in small values,repeated note 
figures end wide,unvocal leaps.

6If Tye retired from music in 1560,^ it is reasonable to suppose that all his 

In nomlnes were composed by then. If, as seems possible, they were composed 

over a number of years, then the genre must have been well established by 

about the l$A0's, a mere ten or so years after the composition of the 
prototype.

Tye's influence may be seen both in the highly organised In nomines of 

White, and also in those of Byrd, particularly no 1 a$,which ends with a 
section of triple time dance rhythm.

The consort In nomlnes of Robert Ifhite.

Robert White seems to have been a celebrated composer in his time, and is 

one of those mentioned by Baldwin in his laudatory poem at the end of his 
commonplace book, ^ in which he sings the praises of such great composers 

as shepherd,Tallis,Tye and Byrd. Morley ^ also mentions White amongst others

6. See EK/ P 1%.
7. Ms RH 24 d 2 f 204.
8. Morlev P: p I5I.



renowned for skill in composition, Robert White appears to have been conn­
ected with Tye, and may have been his son-in-law.^

^hite composed a set of six consort In nomines, four a^, one 8$ and one a7, 
this last one surviving only as a single part in a single source. White's 

in nomines are generally more conservative than those of Tye, and although 
being based on closely imitative, highly organised counterpoint, are less 

specifically instrumental, the melodic material often being closer to that 
of the prototype than to some of Tyes. Ifwas born c 1$38, then his In 

nomine whlcn is included in the Mulliner Book must have been a very earlv 

work, and as each of his other In nominee is stylistically similar, it seems 

reasonable to suppose that they were all the products of a short span of 

time, and were composed at the start of his brief career.

wnite's in hppijpe,,a^(^:;jg,:XllV no 27)is discussed in chapter 3, in connection 

with the other In nomines from the kulliner Book.

The In_nomlne_i&CMB:%II7 no 28) is of doubtful attribution, and is copied 

vUv uWise in che source Cb b 212—o, attributed cnee to Parsons end once 

anonymously. The style, however, seems closer to White's than to Parson's, 
and the work is based on a point similar to Taverner's, but with a three 

note prefix. The first imitative entries are symmtrlcally placed, two on G 

and two on D. When the second point enters(35,3,2),it is used to generate a 

three note melodic cell which permeates the parts between bars ^0 spd ^6, 

and which is finally expanded to form the final point(45^3,2) which is heard 
also, with sequential extension, in the oantus firmusfbars 51-2), The use of 

imitation . in the cantus firmus is one of the hall marks of WhiteW In nomine 

style, and Indicates that this work may be misattribpted to Parsons, whose 

cantus flrml #re treated rather more austerely.

Tn nomine a/!i.no 29), White uses one point throughout, a vocal 
styk one, reminiscent of Taverner's, which enters at regular intervals, the 

entries having a strongtonlc/dominant bias. The interval of a third between 

the first and second notes of the point is increased to a fourth in bar 14 
(third part),and becomes a fifth by bar 27(top part). This progressively 

expanding interval Is reminiscent of Tye's treatment of the point in his In 
nomine 'Surrexit non est hicc'.

42,nomine^ a/p(r^no 30) carries the cantus firmus in the top voice, 

transposed up to G, and Involved several times substantially in the counter-

9. ^ee.,^:p 7. Por further biographical details see also Mateer W: p IO74.
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point. The work falls into three distinct sections, corresponding with the 
working of the three joints, thd distinctions between the sections being tonalL 
rather than melodically edhiryrdt, The first noint,similar to that which 
White uses in his In nomine no 1 a^, enters regularly, reflecting the minor 
third 01 the opening of ine cantus. firmus. The second point,however, enters 
with a major third as its opening Interval, and almost always on B flat, so 
that the second section of ^he work, between bar 22 and the cadence on the 
first beat of bar 33, has a completely different tonal mood from the first.
The third section is rather more active then the first two,and here, bet­
ween bars and the end. White has used his two central voice parts as a 
rhythmically matching pair, with simultaneous entries of the point, mainly 
in thirds.

This unusual treatment of a oalr of parts ray slso be seen in Tye's In 
nomine 'Seldom sene'. Not only is White's organisation of the counterpoint 
in the latter part of the work unusual, but also is the liberal use of acci­
dentals, particularly from bar $0 to the end, suggesting a shift of tonal 
centre towards G major. This is the least conservative of White's a^ In 
nomlnes, not because it displays any particularly instrumental devices, but 
by virtue of its three distinct sections of tonal contrast.

Is in nomine a^(ky:Ailf no 63), White uses only one vocal style point,worked 
characteristically in highly organised imitation. The remarkable feature of 
this work lies in its use of sequence, particularly in the contvs firmus.
The point is one which lemds itself particularly well to sequential exten-

hSion, and in bar 27 it is extended for the first time, in part.

ykil't, Iw poL*,^ Peihlr ,

It is,however, in the cantus firmus that the longest sequential extensions 
are to be found, so that in places, "he plalnsong is able to take a fully 
active nart in the imitation.

What emerges as a consistent characteristic of White's In nomines is a 
predilection for a point more vocal than instrumental, which may be uaed in 
highly organised, seamless, imitative counterpoint, with movement mainly 
stepwise or involving only small leaps. Passages of extended chromaticism 
lO. ibid chap 2.
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unusual in the early In nomine,su'jesting a search for new, contrasting tonal 

centres, together with o particular involvement of the centus firmus in the 
imitation, are the hall marks mf White's In nomines.

The consort In nomines of William Byrd.

William Byrd composed seven In nomincs for consort, in addition to his one 

lor keyboard, ine two in nomines Li are conservative in style, and it is in 

the five-patt works, particularly nos 4 and $, that we see a style which 

approaches that of his consort fantasias. The In nomlnes may well have been 

early wor^^, lor terse of tne five ^5, including the two which are the most 

forward looking in style, are included in the early source Lbl Add 31390^ 

byrd's In nomine no 1 Li is closely modeled on the prototype. There is however 

a curiouserror in the cantus firmus of this work,his consort In nomine no 2 
Li, and his keyboard In nomine. The plainsong notes 22,23 and 24 are repeated 

A'8,and Byrd hag used not three, but four A's here. In other places in the 

plainsong there are in fact four repeated A's. This additional A is to he 

^ound in several ouner In nomines by early composers, and is discussed more 

fully in the chapter on the cantus firmus, and may perhaps be explained by 

the close relationship between Byrd's In nomlnas and Taverner's, for in 

the prototype the cantus firmus notes 22,23 and 24 are set as 0 
The bracketed note actually belongs to the point in the top 

paru, and this may possibly have given rise to a mistaken impression that 
there were actually four A's.

In nomine no 1 LifSll: 16) is attributed to Parsons in one source, 

out on grounds of style alone this would seem a misattribution. It has already 

oeen mentionen that Byrd's In nomines nos 1 end 2 a4 share an irregularity In 
the cantus firmus, making the same authorship probable, and it has also been 

pointed out that the cantus flrml of Parsons' two works a4 also share 
another, different irregularity.

uyrd's lirst point is modelled closely on Taverner's,and its working ends 

on the thirteenth plainsong note, vith a cadence onto D, without the third, 
just as Taverner's does. In Byrd's work, as in Taverner's, the bass is less 

involved in the counterpoint than the other parts are,its function being 
mainly harmonic. The downward scale figure which Byrd uses as a point of 

imitation once only between the tenor and the bass(bars 28-31) is also to 

be found in Taverner's composition(bar8 23-2$), heord^only in imitation bet­

ween the tenor and soprano.In both Taverner's end Byrd's works, the final 

II. Bee Neighbour: p 11.
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ImitatlTe point contains a pair of quavers,a ievice to heighten activity 

before the final cadence.

It seems possible that Byrd also had Taverner's In nomine in his mind when 
he composed his own no 2 a^(Ell:17),a8 the first point in Byrd's work is 

the one that Taverner uses as his second. In Taverner's work it is first 
heard in the tenor of bar I4,bnt it is on a later appearance(27,2,2), the

I"

In hwmiw no % 0l4. 
pmlmk

one which most closely echoes the first olainsong notes, that Byrd has con­

structed his opening material,expanding it to form a broad, arched phrase. 

As in the opening of Taverner's work,Byrd has also delayed the first imita­

tive answer for three and a half bars, so that the impact of the first phras 

shall not be lost. Byrd's second point,which is first heard in the tenor of 
bar 13,recalls the bass of Taverner's work(b8r 10),and also the second and 

10. kurIQ.  

third parts at bar 30,and where Taverner has used this distinctive little 

figure as part of some relatively free imitation,Byrd uses it canonically 
(bars 13 and 14,parts 3.and 4) initially. The cadence In bar 13 of Byrd's 

work,which signifies the end of the working of the first point,is the same 

chord, and on the same note of the plalnsong as it is in both his own no 1 

a4, and Taverner's. From bar 31 however,Byrd's work becomes less vocal in 

style,and his third paint owes more to Tallis than it does to Taverner, 
0)kar». AfO b&rlL

j I

(ywl, tkiref

particularly in its canonic entries(bars 34 and 35*3econd crotchet beat, 
tenor and bass),although Byrd has had to alter his cantus firmus to allow 

for the canonic repetition,a.thlRg Tallis never does in a consort In nomine. 

The final point is a little instrumental figure derived from the previous 

point, and is first heard(48,3,2) as one of four regularly AW; o&r .V#

placed entries which serve to heighten tension and bring 
the work to a close.

In this In nomine,the four-s^are,regular entries which characterised the



In nomines of White have been replaced by points which,although worked 

mainly in strict imitation,have s more flexible scheme of entry.

In the In nomine no 1 a5(211:13).the cantns firmns is in the top part,and 

IS transposed up to G in order to avoid the low tessitura that a cantus 

firmus set on D would impose on the top free part. In spite of raising the 

pitch of the cantus firmus,the second voice part is still unusually low, 

with a wide gap between it and the plainsong above. The second voice part is 

apt either for the treble or the tenor viol,the latter never having to move 
out of the first position.

The work is in two sections,the first in duple time and the second in triple, 

and the opening is remarkably like the opening of Palestrina's madrigal 
'Vestlva 1 Colli',even to the key signature. The duple-time section is 

based on one repeated-note point which makes,initially,three regularly 
placed entries which generate all the material to be used in this section. 
This work is more specifically instrumental than either of the two In 

nomine8,with running passages in thirds between the inner parts.Its counter­

point is also much more freely conceived,and from bar 39 to bar ^6 imitation 

is notional,much of the material being a sequential treatment of the dotted 

note figure generated by the first entries of the point. The first appearance 

of the sequential figure in the bass of bar 39 is followed by another in the 
bass (bar 42,last crotchet beat),and one in the second part(bar 43,second 

crotchet heat). The sequence in the bass provides a strong harmonic found­

ation which falls in contrary motion to the cantus firmus,and resembles the 

extended sequence found in White's In nomine 8$. In White's work,however,it

(f) 39. btf ^4

m pas
is part of the single point upon which the whole work is constructed,hut in 

s it 18 his chird point,ana he is using it as a harmonic bass line.An 
extended sequential pattern like this is rare enough in an early In nomine 

to.warrant some attention.
Tne triple-time section is based on material mainly taken Trom the latter 

bars of the first section,and is in instrumental non-imitatlve counterpoint, 

based on a dance rhythm. The formal opening of this work belies what follows, 

ana it is stylisiicaily closer to the less complex of Byrd's instrumental 
fantasias than to his In nomines kl.

IPmine no 2 :l9),j placer antus the
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uuira voice osrtfbut ss iye does,so that tho two upogr voices msv ooer- 

ate as-a pair),and has broken it in six places with a rest,in order to 

avoid a musical solecism which would otherwise occur as the result of a 

logical pursuance of the point.In this work,Byrd employs strict imitation, 

closely worked out,throughout.His first point(a)i8 one based on the first

k&rl. bar Y.

four notes of the cantus flrmus,and is heard concurrently with the second(b), 

both of which are also used in augmented and diminished note values. By bar 
20(8@cond part,third crotchet heat),the interval between the first two notes 
of point (b)has become an octave,and the point is being used to generate a 

running quaver figure. The third and contrasting point does not appear until 
bar I0(ba88y,when it makes several Irregularly spaced Identical entries 

amongst varied accompanlmental counterpoint. The sets of running figures, 
together with the wide leaps in some places,very definitely suggests instru­
mental performance.

the In nomine no 3 a$(Hll:20).thG entry of the cantus firmus is delayed 

until bar 4,so that the iirst four imitative entries may bo made, Prom the 

bottom upwards,on D, G and D,thu8 establishing a strop;sense of G based 

tonality,which pervades the whole work. The first point is remarkably' similar 

to the first point in the previous In nomine. When the second ooint enters, 
(bar 17,bass), it is always with a semitone between its third and^ 

fourth note,which results in some chromatic inflexion in bars 

24 and 25. With the appearance of the fourth point(39,4,2),whose first four 

notes are those of a 'major' triad,another passage of strongly major tonality 

occurs,and when, in bars 46 and 47,the fourth part repeats the notes of the 
same part (bars 39 and 40),substituting an S flat for the third E, and this 

E flat is maintained consistently through into bar 51,four bars of B flat 

tonality result,which are followed,on the first beat of bar 53,by the har­

monic progression G to A,around the cantus firmus E;Gto D,around the cantus 
firmus G;and finally a chord of C,around the cantus firmus C. These sonorities 
are audibly vertlGal,8nd the chromatic inflexion%^more than simply cadential. 

although rather more vocal in style than its predecessor,this work is harmon­
ically more progressive.

Ah nomine no 4 a^(4ll:^l),bvrd uses a more purely instrumental style 

than in any other of his In nomines. The counterpoint is almost entirely 

composed of sca'e figures in which the note values become smaller as the work
n,,„ ........

m
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strict lmit8tion,but at varied distances,and appears rhythmically altered 
(l3,l,2)jend in closely knit imitation,nermeeting all the carts until,in bar 

/5,it 18 heara again in its first form, more closely worked now. The four 
note cell which appears as the second point(32,^,second quaver) b»r%i. 

is introduced(32,l,fourth quaver) fused to the first point,as a

0)k*f r 1 r 1

fewr mate &6(L.

bridge between the two rather different ideas,end is then worked intensively 

before imitation disintegrates at about bar 36,when a passage of fragmented 

figures, based on the two original nolnts,leads to the final section of 

rapid scale figures, sometimes sequential, and often in thirds and sixths, 

which bring the work to an exciting close. There can be no doubt that this 

is soecifically instrumental music,almost certainly for a consort of viols, 

and in this work,more than in any other early consort In nomine,the future 
direction of the genre may be seen.

nomine no $ 83i^ll:22)i8,like its predecessor,instrumental in style, 

although opening with a vocal style point heard,unusually,simultaneously 

in thirds in carts 1 and 4.The second ooint,first heard in bar 13,third part, 

second beat,is extended sequentially in the top part between bars 18 end 21, 

and when the third point enters in bar 2i,it is again simultaneously in the 
first and fourth parts. As in the previous work,imitation disintegrates in 

the central section,and fragmented figures based on prevlooiy heard material 

weave a free counterpoint until in bar 41 a new point is announced in the 
top part,imitated in the bass,then heard only in parts one and five,whilst 

the inner parts are engaged in some rhythmically complex free counterpoint. 

Bars 43 to 46 are dominated by sequential trlple-tlme figures in parts 1,4 

and 3,and the four note cell,first heard in bar 43,last three quaver beats, 

aopears simultaneously in the %hree lower voices(last quaver beat,bar 43), 
giving the effect of a passage of homophony. The final section of the work, 

bar 47 to the end,uses fragmented figures and simultaneous duple and triple 
rhythms to produce a complex,syncopated texture,towards the end of which,the 

consistently sharpened Pknand naturalised B's result in G based tonality 
around the static D of the cantus firmus.

ihe evolutionary progress of the early consort In nomine may be seen almost 

completely in these seven In nomines of Byrd,from no 1 a4,8o closely connec­
ted with the Pr^tot^^gito no 2 ^4,in which the Influence of Taverner's work 
may still be felt,but^navertheless there is a looking forward to a more



specifically instrumental style of comnosition. The five part works conform 

to what was to become the standard texture, so that the scribe of Add. 31390 

was obliged to add a fifth voice part to those works a^. which he intended 

to include in his collection.

^ specifically Instrumental style becomes evident by Byrd's no 1 a3,wlth 

ima urigbm idktle running figures, and the section in dance rhythm with which 
he Goncluoes cne worx/but it is no A ^5 which most nearly pMdicts the later 

works. Here the shorter phrases and dotted rhythms suggest the bite 6f the 
bow on the string, and the unclutterd texture,in which notes In ever decrea­

sing values align themselves in chains of thirds and sixths,anticipatAe- 

some of the In nomine techniques of Gibbons.

In nomine no 5 8$ is far removed stylistically from the prototype, though 

mOic uhan ±iity years could separate the two compositions. It contains 

mosu of ,ne techniques to he found in the early repertoire,including extended 

sequence,quick dotted notes,passages of homophony,short fragmented figures, 
and the concurrent use of duple and triple rhythms. If the number of extant 

sources is evidence of popularity, then this wasix^^asr indeed,and there is 

even a literal keyboard transcription,a very cluttered affair. In Byrd's 

In nomines nos A shd $ ag the genre.has reached adolescence,from which its 
mature form will shortly begin to emerge.

The consort In nominee of Robert Parsons.

^arsons' main claim to fame as an In nomine composer lies in his only work 
^5,which is extant in more sources than any other single In nomine. Parsons, 

^no died in 1570,arowned in the River Trent,appears to have been connected 

with Byrd in some w8y,po8slbly in Lincolnshire,and then as Byrd's predecessor 

8S organist of the Chapel Royal. David Baker has pointed out also the 

many common manuscript sources of Parsons' In nomine and Byrd's no $ ag, 
and the association is evident also, in Byrd's keyboard setting of Parsons' 
celebrated consort work ag.

-orsons' In nomine output consists of two unremarkable works aA,one aS, 
and two &7.

In both Parsons' In nomines a4(^E^XlIV nos 18 and 19),the cantus firmus is 

in the top part,transposed up to G. Unlike White,Tye and Byrd,who all break 

Lheir cantus firmi to some extent with counterpoint,Parsons^ only breaks 

are orief alterations as part of a cadence figure. The characteristics of 

12. Baker P: p 21.
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both these works are in the counterpoint, which is largely arpe-giated 

crttchet figures which become fragmented as the work proceeds,and in the 

generally low tessitura of the second voice parts,so that the three free 

parts lie very close together, and there is sometimes the distance of an 

octave between the first and second parts. Here, as in the ^5 work,one feels 

that Persons thinks vertically, rather than in the linear way that is 

characteristic of most other consort In nomlnes.

Parsons' In nomine aSCWBzXUV $6) is an important landmark in the history 

of the genre, not only because of its unique construction and apparent 

nopuiarity,but also because of its keyboard transcription by Byrd. Bhllke 

the literal In nomine transafptlons in the Kulliner Book, this transcription 

becomes,a piece of idiomatic keyboard music. There is, in addition to Byrd's 

transcription another literal one, and also a consort setting,possibly by 

Morley,for a mixed group of instruments, and this is the only consort In 

nomine in which Instrumentation is actually designated.

The cantus firmus is set,traditionally enough,on D in the second voice part, 

and almost unbroken,but here conformity ends. The first point owes something 

to the first point in Tallis' no 2 a^,with its n
gi kj

I*. *1 f
repeated note, and drop of a fifth,and Parsons 

places simultaneous entries in the two bass 

parts,a third apart,concluding this first phrase on the first beat of bar 

14 with a final,complete chord of D major. In the second phrase,the pairs 

of bass entries are at the Interval of a fifth, and the phrase concludes 

in bar 19,with another complete chord,this time of D minor, A two-bar coda, 

in which the two bass entries,revert to the interval of a major third,ends 

this first section,with a complete chord of G major in bar 21. It is the 

harmonic rather than the contrapuntal structure of this section which is 

remarkable,as the point,by its very nature,when used in close and paired 

imitation,gives the impression of homophony rather than polyphony. The 

completed chords with which the phrases end are unusual also,most internal 

cadences in the early In nomine usually lacking some note of the triad.

Prom bar 2^ to bar 29,the three lower parts are rhythmically very close, 

providing a firm chordal structure under a florid melodic soprano line. The 

contrapuntal working of a two.and three^note figure which occupies the 

occono nail ur worx,i8 une stock in trade of many an in nomine composer, 

and Parsons has again organised this section so that at first the two 

lowest parts operate together to produce a strongly harmonic bass, and then, 

in bar 43,the thre^ lower parts unite to produce a homophonic structure



CO that which byrd us^s in the three lower parts of hla In nomine
no 5 85.

choraai structure of this work made a keyboard transcription of a con- 

compooiuion^5 8 possibility, though the literal transcription in 
Ibl Add 29996 is dena&y textured,particularly the first half. It is in 

this first half of the work that Byrd has relieved the close teztuted homo- 

phonic writing of the more literal transcription with keyboard figures*

,6.
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ine cauencs in Da^3l9Js a particularly good example of keyboard embellish 
ment.
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lUK wnoic 01 tee first section of this In nomiie is ornamented in thiA way, 
une keyboard flourishes mainly filling in the notes between the leaps In 

'arsons' original version, ^fter bar 36,when the character of the music 

cnanges ana karsons introduces his arpegglated figures,the differences 
ueiween oyra's version and the literal transcription are less marked,and 

Byro has just slightly rearranged some of the material in the left hand,so 
that the three lower parts are less condensed. The final cadence in Byrd's 
transcriotion is a good examole of idiomatic writing partlcularlv for the



horpsichord or virginals, and Byrd has enhellished Parsons' simple 
cadence and ended the piece with a splendid ilourish,

-j.................> ^ft
e
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Ih (kf, 1:4^ ^pwS: n p 'll)

Ip the popularity of a work may be gauged by the number of its extant 
sources, then Parsons' In nomine ag must have been very popular indeed, 
it(t influence spreading beyond the In nomine genre, so that we hove a 
puzzle composition'A Dial-song.In imitation of Parsons In nomine', '^based 
on its free material, and the In nomine Pavan and Galliard by Strogers, 
which appears to owe its title to its similarity with Parsons' In nomine 
style rather than to any connection with the In nomine plalnsong.

Parsons' two In nomlnes a? never apparently achieved the popularity of 
his ag work, possibly because compositions a? were^ln general,somewhat 
freakish, and both of Parsons', with their emphasis on the lower instru­
ments and consequent 'bottom heaviness',lack the balance of of the consort 
a$.

In nomine no 1 a7(MB:XLIV 7^) is constructed on two points, a falling-note 

point which is heard firstly in long note values, then in shorter,and a 

repeated-note point, similar to that which he uses in his composition a5.
The two points are at first worked independently,then fused to become one. 
The tessitura of the whole work is low, and the texture dense. Although 
much of the piece is based on a repeated—note point,imitative entries are 
less closely distanced than in the In nomine a^, and nowhere does Parsons 
aim for the homophonic effect which he achieves in that work.

In nomine no 2 a7(MB:XLI7 7$) has four true bass lines] The entry of the 

cantua firmus, based on G and in the top part, is delayed until bar 17,so 

that each of the six free parts may complete their Imitative entries,most 

unusually on G and & fiat amongst other notes,before the plainsong enters. 

The entries of the points are well spaced out,with rests in all parts betw­

een the entries relieving the inevitable density of a seven part workvl dow­
nward scale figure,as in his no 1 ^7,oervad8S the first pert of the work, 

and the second point,a typical repeated-note figure,is worked conventionally,

13. See Spurious compositions,ibid chap. 1 p 2^.
14. See Spurious compositions,ibid chap, 1 p 24.
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and without the homophonic r^ouping of the a5 composition.

The charscteristics of Parsons' In nomine style may be summed up in his 

predilection for a type of poin^i based on regular crotchet movement, and 

quite unrelated to the vocal curved phrases which open so many early consott 

In nominal His points are most usually ' ' 1 " "" " 'note figures

and he structures them with a strong bias towards the vertical, so that 

even in the more linear of his comnosltions,his choice of melodic material 

suggests that he is thinking harmonically rather than melodically. He is 

less adventurous tonally than for example, Hhlte, and any chromaticism he 

reserves for cadence points. Parsons emerges as a comnos^r whose innovatory 

techniques set him apart from the mainstream of In nomine composers. Whilst 

avoiding the flowing,curved vocal lines of White,and some of the In nomines 

*f Tye and Byrg^he nevertheless fails to achieve th^^specifically instrumen­

tal figures which characterise the most forward looking of the early works.

The three consort In nomlnes by Perraboso I,together with the sets of works 

by Byrd,Parsons and White,mark the end of the early In nomine period,

Ferrabosco I was an almost exact contemporary of Byrd,and in his three In 
nomines,each &5,and each with the cantos firmus In the second voice part, 

set on D,and in long,even notes,we see both the traditional,conservative 

element,and the desire to exmerirent. His three works,each of them using a 

different idea, appear to be more traditional than those of either Byrd or 

Persons,yet one strikingly unusual feature is found in his In nomine no 2, 

':XUV ^9)33 it is in triple time throughout.Whilst other composers have

0) b&f

concluded a work in this rhythm,an entire work in dance style is relatively
IIrare. ^ The opening point,which makes no reference either to the Taverner 

model or the first notes of the cantus firmus,is 

a lilting instrumental phrase which generates #- F -
some quick little running figures in bars 12-1$, ^ ^ = T i I Izniz

before being replaced by a new point,which 

belatedly reflects the opening notes of the 

plainsong. Running figures become more frequent 
as the work proceeds,sometimes being precej^^L 

by the leap of an octave. The work ends, not in a flurry of short notes, 

but with a version of the original point,now worked more closely.

In nomine no l(MB;kLI7 ^SOonens with a conventional five note upward scale

15. Others being by Tye(TI I66, 167, 17l),8nd Baldwin (TI 17).



- 153 -

ilgure/whlch is replaced(16,1,sixth quaver heat) by a four note figure 

very similar to the one which he uses at the start b&ril.

of In nomine no 2. The phrases become shorter in 

this central section,and entries are grouped to 

provide some contrasts of texture. Running

figures in short note values,similar to those which Byrd uses at the end 

of his In nomine no 5 a5,occupy the second half of the work, which ends 

as it began,with a return to the first point,now in shorter note values 
and more intensively worked counterpoint.

In nomine no 3 a5,(MB:%lIV 50) reflects the Taverner model in its opening 

point. It is altogether more vocal in style than Ferrabosco's other In 

nomines,with its several points based on the traditional material of the 

early consort In nomine. Some contrasts of texture have,however,been 

achieved,by the use of rather long rests between the entries of the point. 

The less conservative elements of Ferrabosco's style may be seen in his 

use of triple time rhythm for a whole work, the extended running figures 

in short note values, and the reintroduction,unusual rather than rare,of 

the opening material at the end of a work.

Several other works remain in the early In nomine reoertoire which merit 

description for one reason or another. The solitary In nomine hi by 
Whytbroke(^B:^lJ7 31),extant in only one source, and that a late one,is of 

historical rather than musical interest,for there was a Whytbroke content 

porary with Taverner at Oxford who,in 1531 was recorded as being at St. 
Raul's,London,possibly with Mulliner. It is tempting to imagine that he 

might have taken music from Oxford to London,including the prototype. He 

must certainly have been aware of Taverner's In nomine,as his own is based 

exclusivelv on Taverner's first point. He deviates from the prototype how­
ever, by placing the cantus flrmus in the bass.

The two consort In nomines by Tallis are constructed in the same Tault- 

less,seamless counterpoint as his one keyboard In nomine. In nomine nm 1 
23) has its cantus firmus set traditionally on D, and in long, 

even notes. The free material moves mainly stepwise,in long,closely imit­

ative lines,vocal in style, and with each point owing something to its pre­

decessor. Each point tends to have only one entry in each of the free voice 

parts before it is replaced. The several internal cadences are given prom­

inence by the ornamental figures which prece^^ them,and the first cadence
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is concluded on the thirteenth plainsong note,as it is in both the proto­

type end Byrd's two works. Tallis' bass line is more active than Taver­

ners,being very much an equal imitative part. Oaring the last eight bars,in 

which the last D of the cantos firmus is given a protracted hearing,running 
figures increase the tension before the work closes.

Tallis' In nomine no 2 aA(MB:%llV 2^ is less vocal in style than the orevicus 

one,and its opening point is one which Parsons may well haVe been aware of 
when he composed his own work a5. The first 6)k&f %. _ _. f: j H Zthree quarters of the composition is devoted

to this point,or a variation of it,and it is 

used to generate a variety of free counterpoint.

Its use in the bass,however, is more harmonic than melodic,end Tallis has 

used it,particularly between bars 36 and ^6,to define the harmonic structure. 
This most unusual bass line may have been Instrumental in suggesting to 

Parsons the harmonic implications of the repeated note point. The fragmented 

arpeggio figures which Tallis uses from bar 48 to the end are also to be 

found in Parsons' work,and it seems very probable that it was on Tallis' 
model that Parsons constructed his own In nomine ^5,88 the two structures 

are almost identical. Where Tallis has introduced his repeated-note point 

simultaneously in two parts he has tended to place the pair of entries in 

the two outer parts,whereas Parsons places them in the two lower parts.

The influence of both Tallis' In nomines may also be fel$ In the two In 
nomines ^4 of his pnpll, Byrd.

The In nomine by Clement Woodoock(MB^ZLIV 64) is unusual in its construction, 

and may have been influenced by Parsons' composition. At the opening of 

the work each of the entries of the point except that in the top voice,occur 

simultaneously, with the effect of homophony,as in Parsons' work,rather 

than po^phony. later in the work he employs the same arpegglated figures 
as Parsons. Woodcock, a pioneer of the instrumental style,uses a remarkable 

variety of rhythmic patterns,particularly towards the end,where short dotted 
note rhythms produce a complex syncopated effect.

The In nomine a4 by Colder(TI 80) is unusual in its tonality. With a key 

signature of F sharp,and the cantus firmus based on D,the addition of many 
G sharps in the counterpoint create a curiMK sense of hovering D major 

tonality. Colder was connected with the Chapel at Windsor,and his will is 
dated 1563, and although his In nomine opens with ^ 

a point which emulates the Taverner model,it V
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does not reflect the first notes of the pleinsong. The msterisl that follows 

is traditional and conservative,though in the last three bars the point is 

used to generate some long running figures which conclude the work on a 
rather more exciting note,

^d^uwin's ^n nomine 17/ ig 8 masterpiece of complex rhythms,and its

copying is concluded with'John Baldwine laus deo 1592' which might well be 
echoed by players who all arrive at the end together. The can^us flrmus, 

which starts in long,even notes,has its note values shortened half way 

tnrough,so that the second half of the work is considerably shorter than 
the first. The slowly moving counterpoint of the first six bars is differ­

ently accented in each part,producing severe rhythmic disruption. As the 

note Values become shorter,so the displaced accents become less violent,to 

settle down with only occasional disruption until bar 23,when rhythmic
order is restored in a section of triple time dance rhythm,with which the 
work ends.

In the rather unusual In nomine a6(MB:%LI7 72) the anonymous composer has 

set the five free parts in duple time,and the plainsong in triple,In the 

cid in uis in nomine 'nowld lag^'. fne rhythmic disruption in the 

anonymous work continues throughout this unusually long composition,in which 

eacn noue oi tne plainsong is extended. The several imitative points are 
instrumental in style,and the first one is strikingly similar to the dahce 
uune 'All in a garuen green'. The bass line contains a continuous indepen­

dent passage(bars l04-136),which might almost be a baroque continuo line, 

k*/ lot.

mm
and the passages of homophony(bars 49-57 and 100-10$) would sound well on 
brass instruments.

Strogers has some original ideas which he puts into practice in his consort 

In nomine5,onc of them being to base the first point in no 1 &5(MB:AldV 60) 

on the notes of the major triad,so that the first half of the w&rk has a 

surong sense of major tonality. In the second half of the work,in what 
might have been some unusually dense triple time counterpoint,be experiments 

wiun textures,allowing pairs of voices to rest,so that much of the time the 

texture is reduced to three patts,which he-alternates. In In nomine no 2 
_aj(kg:xiJV 6l) duple time melodic material surrounds a cantus firmus which 

moves in five beat measures,similar to Tye'g In nomine no 13, and also to 
that of Osbert Parsley(TI II4).
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Henry Stonings appears to have been another pioneer of the specifically 

instrumental style^and whilst his In nomine is conventional enough, 

his 29 comoo8ition(MB:ZllV $9) employs short arpeggiated figures similar 

to those which Woodcock uses,end an extended passage in lively short 

note values,which starts in bar 41,8nd leads to a triple time dance

section. 6^ b»y

V S".

The course of the early In nomine,between Taverner and Byrd may have 

occupied as little as J^orty ^ears,during which time a short section 

from a sacred vocal work grew into an Influential,specifically instru­

mental form. A comparison between the prototype and Byrd's no ^ 85,soon 

shows that only two features remain in common,the cantus firmus and the 

prototypical opening phrase,and in many works, even this characteristic 

first phrase has^disappeared.

Perhaps the most important single influence on the course of the In 

nomine is Christopher Tye,for although in Byrd's works we can see more 

clearly the course that the evolving genre is to take, Tye,in his vast 

output,more nearly covers all the many compositional devices available 

to the Tudor composer. Whilst,generally speaking,Byrd's In nomlnes are 

the more polished and satisfying musically,Tye'8 are perhaps more imagin­

ative,although his fertile Imagination can,and sometimes does,lead him 
into someeutravagently complex moments.

Although a great deal of Tudor Instrumental music was composed on a cantus 

firmus,Gloria tibi Trinitas was by far the most popular,end although it 

is impossible to be certain,it seems that the In nomine may actually have 

been the earliest form of untexted music which was neither for keyboard 
nor for dance.

During the evolution of the early consort In nomine, and the significant 

period is between Taverner and Byrd,the trend is towards more highly 

organised counterpoint,with entries of the point rather more accurately 

reproduced than than they are in the prototype,end groups of entries which 

occur at regular distances,and show evidence of an awareness of the tonic/ 

dominant relationship. Many of the works are conceived in long,vocal lines, 

und emoroy omer vocal tecnniqu@8,such as the hocket, ^^t many of them



are written in a specifically instrumental style,and make use of 
figures associated both with specific instruments,and with dance forms.

Although,with the exception of a few of Tye's,almost all the early In 

nomrnes open with counterpoint in a style more vocal than Instrumental, 
raoical changes often occur as the music progresses,end short arpeggiated 

ligures,florid passages in small note values,end leaping figures all 

contrioute to a more agile melodic line. Sequential repetition is used, 
particularly by Byru anu ^hlte, as a means by which a phrase may be 

developed,and not necessarily just as a convenient method of accommodating 
a rise or fall in the plainsong.

Ihe enmry or ihe cantus firmus may be delayed,partly as a means of exten- 

u^ng c worx,cub sometimes so that the initial counterpoint may be 

announced on notes other than those which the presence of the plainsong 

makes possible. In the early works, the cantus firmus is often broken 

by rests, additional single notes, or sections of imitative counterpoint. 
This is in bhe tradition of vocal music, and as the In nomine genre 

develops, so tne cantus firmus is more often set in long,unbroken notes, 

particularly by the lesser known composers,so that an unbroken plainsong 

becomes the norm in the late consort works.

Tonal experiments are seen throughout the early repertoire,from the 
alternating major/mlnor sonorities of Tye,through chromatic inflexion 

wh^cn is tue result of exact intervals being reproduced in a roint, to 

extended passages of chromatic inflexion which achieve near-modulation.

The influence of dance music may be seen in the triple.time sections 

with which some early In nomlnes conclude, and although this practice 

was not extended to the later consort works, it is widely used in the 
later keyboard In nomines.

^luhougu ucere is no instrumental designation for any early consort In 

nomine,save Korley's arrangement of Parson's 8$, it is clear that although 

many of them are deslgnated'Por voices or Instruments',nevertheless, their 

composers intended instrumental rather than vocal performance.
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The late consort In nomine.

The l8te consort In nomine moy be said to date Crom about l6C0,by which

time the genre was at least half a century old. The In nomine rose to a

peak of popularity during the last quarter of the sixteenth century/but

by the beginning of the seventeenth, csntus flrmus compositions were

being replaced by t^e fantasia. Roger North, writing c 169$, and

apparently no lover of the In nomine says,

upon bue wearing oun oi this null style (in nomine) there arose 
8 set of musicians who were deservedly famous for the advances 
they made In improving ye Musicall style as Alfonso Ferrabosco 
.... & others as may he found In old music books. But still 
ye manner of muslck was grave,tho somewhat enlivened by a 
maniiestetion of keys and proper changes,much more ayery rilke 
an alrj than the In nomine'.

in spite of tie tremendous popularity of the fantasia however,many 

composers of high reputation still composed In nomines, the principal 

ones of tne lirst decade or so of the seventeenth century being Ward, 

Peering, Weelkes, Gibbons and Ferrabosco ll.

^any of nne early In nomine composers were dead by the beginning of the 

seventeenth century,and although William Byrd had twenty odd years of 

llue stirl beiore nlm,his in nomines had been composed sarlv In his 

Career, ano oelong quine definitely to ^he early In nomine oerlod.

The latest of all the consort In nomlnes are those of Jenkins, mlco, Ives, 

uromoru, lawcs ana rurceil, after which the genre ceases entirely.

Ihe stylistic cnanges which occur between the ear^^and the late consort 

lu nominee correspona closely with those changes which occurred between 
the early and the late keyboard In nomlnes. In the keyboard works,a 

definite change of style may be seen between the works of Blltheman, and 

those of his Immediate successor, Bull. Similarly, in the consort works 

a stylistic change Is evident between the In nomlnes of Ferrabosco I, 

with whom the early period may be said to end, and Ferrabosoo 11, one of 

too earliest of the later generation of composers, ^s In the keyboard 

works, the most immediately dlscernable difference Is In the length, the 

later composers of both keyboard and consort works frequently extending 

their compositions by elongating each note of the plainsong.

^8 In the early consort period, several of the later composers also left 

sets of in nomunes in which each composition demonstrates a different

13. North: p 10.



upproaCu uo uXc probl^M of setting a plsinsong. The largest, and norhans 
the most varied of these sets is by John Ward, whose five one eg 
ana t^o a6 explore between tbem many different approaches both to the 

organisation of counterpoint, and to the actual melodic idiom. Of the 
set of six by Ferrabosco II, three 8$ and three a6, his'In nomine 
through all the parts' is perhaps his most ingenious, if not the most 

imaginative^in the entire late consort repertoire. The two In nomines of 
lawes are the most advanced,both In style and tonality, whilst those of 

Purcell are accomplished compositions in a deliberately archaic style.

Another distinction between the early and the late consort works is in 

the setting of the plalnsong. Whereas in the early works the plainsong 

was set equally often in long even notes, broken in some way,

in the later works it is almost unknown for the plainsong to be in any- 
uhing out long,even notes. It is also only in the later works that Ito 

moves from part to part,as it does in long, even notes in the works of 

lewes. ^ and Deering, and woven into a fully contrapuntal part by

Ferrabosco II. 16

ihere is a greater variety of key signature in the later works,tending 
mainly towards the flat side. Where the majority of the early works have 

uce cantus firmus set on D, and the key signature of one flat, as in the 

prototype, in the later works a key signature of two flats is common, 
with the cantus firmus set on G, In one of lawes' compositions however, 

the key signature of two flats implies B flat major, and what is more, 

the cantus firmus, set on B flat, is In the major mode I

ine extreme chromaticism of Ferrabosco's 'In nomine through all the parts' 

and the sense of actual modulation which one gets in the In nomlnes of 

DOuC Lawes and Jenkins,are new to the consort In nomine repertoire. The 

oasic tonality of the late consort works is very much more varied than 
that of the late keyboard compositions, in which a cantus firmus on A, 

with no key signature is the rule rather than the exception.

14. .MB:XXI no 4c,
15. TI 57.
16. ,NB:I% no 79.
17. KB:ZXI no 5.
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The actual ^^lodic material which goes into the construction of the 

late consort uorks includes extended passages of notes in smaller 

values than before, spiky, leaping arpeggio figures which may cover 

almost the entire range of the instrument, rapid scale passages and 

unuu^ablog sequential chains. Tnere is a tendency to break away from 

strict imitation once the initial points have been introduced, and Ward 

oven introduces several points at once, working them concurrently at the 
opening of the piece.

The complex academic experiments of some of the early In nomines, where 

euphony was all too often sacrificed for the sake of ingenuity, have been 

replaced mainly by uncluttered textures into which are woven clear, lively, 

Client lltkus pnrases, which keep the music full of interest to the end.

The consort In nomine c 1600.

Tne earliest of the later generation of In nomine composers were all 

dead within 8ev@n years of William Byrd, yet collectively their In nominee 
show very clearly the tremendous advances made In Instrumental composition 

in the thirty or so years between Byrd's In nomines and their own.

ine only consort In nomine of John Bull, though found in several relat­

ively late sources, is also to be found in two early ones, where it rubs 

shoulders with the In nomlnes of Taverner, Tallis and Parsons. As what is 

probably a very early, possibly even a student work, it is unremarkable, 

and its several vocal-style points resemble those used by Tye and White, 

the break in the cantus firmus in bars 5 and 6 also being reminiscent of 

^vyls, this In nomine belongs to the early period, and is 
quite uncharacteristic of Bull's advanced keyboard In nomine techniques.

The In nomlnes of Thomas Weelkes.

The ihree In nomines of Thomas Weelkea a^e contained in only two sources.

The most Interesting of these three works is the_^^ composition(kB/IZ $3). 

^his piece nas a key signature of two flats, and the cantus firmus, in 

uue middle voice part, is set on G, in long, even notes. The entry of the 

cantus firmus is delayed until bar $, and the entry of the bass, typical 
of some of his vocal music, is delayed until bar 17. The first point, the 

working of which occupies the first two thirds of the composition, is the

18. Mss T and Och 984-8.
19. See Tye In nomine,(hare 48-44).
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traditional one of th: prototype,based on be first notes of the cantns 

firmuea However traditions! the opening bers, nevertheless there are some 

original and unusual moments in the work. For example, in bars 15-16 the 

two top parts engage in a duet in thirds above the plainsong, whilst the 

two lower parts are resting. The first point continues to be worked after 

the entry of the bass in bar 17, exploring the opening material further, 

with the additional fullness of the fifth voice part. The final bars of 

the working of this first point(bars 37-40), with their frequent F sharps, 
culminate in a sense of G minor tonality. The introduction of a new point 

(40,4,2j, imltated^olosely only In the bass, leads to an unusual few bars 

"Where the two lower voices are paired, occupied with the new, brief point, 
(ex l), and the two upper voices(bars 42-46), engage in a duet which is 

rhythmically though not melodically exact(ex 2).

j.-; rjp iri

A short section of slowly moving, tranquil counterpoint(bars 50-5$), 

separates the ingenuity of the previous bars from the greater activity of 

the final nine bars, where the greatest activity is In the pair of upper 

parts, and increased chromaticism suggests both G major and G minor 
tonality. In tnls work, ^eelkes has paired his free voices above and below 

the centrally set plalnsong. In the way that Tye sometimes does. The 

counterpoint tends to be seamless,particularly in the two upper voices, 
where entries are rarely separated by rests, with much stepwise movement, 

and a minimum of virtuosity demanded ^rom the players.

Weelkes In nomine a4(Ti 18?) is in triple time throughout, with the cantus 

firmus,also in triple measures, set in the second part,on D, and broken 

in lour places by imitation. The work is mainly in vocal style counterpoint, 

excepb lor tne iatuer part of the bass, where there are some short running 

passages.The work has a conservative appearance, and is probably a very 

early composition.

The In nomine a5(TI 189),with its key signature of two flats, and cantus 

firmus in long, even notes, is much more forward looking then the previous 

one, and although it opens in slow, vocal style counterpoint, it oontinues 

in a more specifically instrumental style, with long running figures in 

pne bass, and some leaping, angular arpeggio figures,involving some awkward 
string Grossing. Characteristic of the late consort In nomine, Weelkes
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in these three In nominee of Weelkes, it is only in the last one that 

some of the more advanced techniques may be seen.

The In nomincs of John Ward.

John Ward is an important figure in the history of the late consort In 

nomine, for not only was he the most prolific of the later In nomine 
composers, leaving five ki, one a$ and two a6, but also, particularly 

through his set of five a^, one is able to trace the development of 

the later species of the genre from a conventional, quasi v&cal style, 

to one which is Idiomatically instrumental.

Ward's In nomines arc always constructed in four or five sections of 

continuous counterpoint, each section clearly defined by its particular 

point. His counterpoint tends to be strictly imitative, with exact 

repetition both of melodic phrases, and also complete vertical sections.

In each of Ward's five In nomines a^, the cantus firmus is set tradit­

ionally in the second voice, on and in long, even notes. Both the 

position and the tonality of the cantus firmus is varied in his larger 
scale works.

Characteristics of Ward's In nomines include a predilection for intro­

ducing two or more points simultaneously in the three free voices of his 

works. The initial counterpoint never imitates the opening plainsong 

notes, but rather, tends to provide the harmonic framework within which 

the cantus firmus may be contained. Contrast is achieved during the 

course of the work mainly by the inclusion of a passage of more tranquil 

counterpoint as the penultimate section, between two sections of greater 

activity. His counterpoint tends to be characterised by sharply defined, 

active figures, which include such idiomatic string writing as rapid 

repeated notes and arpeggio figures, with an inclination towards leaps, 

often of as much as an octave, within a figure.

In nomine no 1 a^(TI 179), is the only one of Wards set of works a^ to 

bear the title Fantasy. The first thirty bars are occupied with the 

working of a figure which covers the span of an octave.

Ik Ok ^
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This point is not heard initially in the third part, however, which 

f'Tst enters with a contrasting point, 

which is repeated in its entirety only 
once(3^1,3), though the first three 

long notes are to feature in much of 

the counterpoint of the first section.

The second,and most active section of the work opens with the intro­

duction of a new point, a contrasting, vigorous instrumental figure

which is pursued in close imitation by all the free parts, with entries 

often overlapping, or following hard on the heels of one another in an 

individual voice pert, to produce a busy, close textured section between 

oars 31 and 60. A section of more slowly moving, tranquil counterpoint 
(bars 60-68) separated the second from the fourth and final section, which 

Is introduced by an octave lean in the bass of bar 68, anticipating the 

new point, an arpeggiated figure which contains an octave leap between its 

fourth end fifth note, in the final bars the point is worked rather more 

freely, with a great deal of activity, during which the octave leap is 
still much in evidence.

In nomine no 2 a^(TI 180) is in five sections of continuous counterpoint, 

each section corresponding to the working of a new idea. The most unusual 

feature of this work is in the opening section(bars l-Zg), where two 
points,(a) and (b) are worked concurrently. Each voice part is given the

(0 %. 0*) k&r ^
t±:%

two points alternately, so that parts 1 and 3 start with (a) and continue 
with (b), and part ^ starts with (b) and comtinues with (a). The two 

points heard concurrently, produce some satisfying contrary motion, and 

the first twenty five bars are occupied entirely with the closely imita­

tive working of these two points* So close is the imitation,that bars 
9-10 are an almost literal reproduction of the two first bars, and bars 

$ and 1$ are also almost identical.

The second section of the work(starting 26,^,2) is conventional enough, 

close imitation, and it is only with the advent of the third point(60,^,^), 
that the!composition begins to exhibit mny truly idiomatic string writing.
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with the introduction of sn angular, leaping point, sometimes varied to 
give three repeated notes, and with a consistent C sharp.

^ i
%—■ liinuBi

lUC icurth point is less speciflcslly instrumental, and provides a passage 
of le sened activity before the introduction of the fifth and final 
point(78,4,2^a0in a clear cut.instrumental figure, during the working of 
which,between bars 91 and 106,entries are confined to the two lower 
Parts, ano che top part' sustains am unbroken melodic thread, based on 
tne point, but mainly in notes of longer value than those of the two 
imitative parts below.

,in nomine nn 3 I8l)l8 in a style more truly idiomatic to the string
player than either of its predecessors. It falls into several sections of 
continuous counterpoint, clearly defined by the individual points.
During the iirst lifteen bars three points are worked concurrently by 
the three free voice parts,each part starting with a different point, 
uno continuing with the other two in succession.

0) IwuM.

The top voice part announces the points in the order 8,b,c,a,b, and the 
tu^rd pare as D,c,a,b,c, whlls the lowest voice enters o,a,b,c,8,b, and 
tnis results in an almost complete repetition of bars 1-^ in bars 8-11. 
Ihe second sectlon(l6,4,2nd quaver beat),introduces a new point in all 
the free voice parts, its angular lines providing precise and shapely 
iigures, well suited to both exact and approximate imitation. This point 
IS intenuptedfbars 25-81) by the return of the three Initial points, 
each one of which enters at the interval of a bar, from the bottom up, 
ana are heerc in succession j^i^sch free voice part, so that bars 25 -31 

are a transposed version of bars 6-11. The third section of the work 
opens(Ac,with another angular instrumental point,and is followed by 
a mess active passage(bar 59),before the announcement of the final point 
in tne nass of bar 63. This point starts with an octave leap,and covers
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A particularly wide span* especially in the bass. In bar 67,the bass 
leaps first an octave, then a farther sixth, involving the player in 

some awkward string crossing. Imitation continues to the end, closest 

however, in the two lower parts, whilst the top part, marginally less 
active, continues in an unbroken melodic line, based loosely on the point.

^n nomine no ^ loi) r8,lrke its predecessor, in several sections

of continuous counterpoint, bhe sections clearly defined by the points.

Two points are again Introduced, and worked concurrently, in the first 

section of the piece. These two points are of a similar construction, and

Poin^ I.
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operate either as a pair of phrases, one answering the other, as in bars 
l-5(top part) and 8-11(third part),or independently of each other. The 
simultaneous working of these two points during the first thirty two bars 
produces a clear, crisp texture, with a good driving force behind it. The 
instrumental character of the music is further reinforced by the intro­
duction of the third point(bar 33), n
after which a more tranquil passage 
Ibars 6^-73^ follows, as a prelude to 
the final section, in which another specifically instrumental figure is 
ueard sequentially(qu,3,2, and 93,l,4)and then fragmented, as strict 
imitation disintegrates, bringing the work to a sparkling conclusion.

in nomine no ^ 29) is perhaps the most exciting of this set of
live works quotations are given in halved note valnes, to conform 
with those of the printed edition. Each of the six sections of this work 
contains music which is totally Instrumental, the central section suggesting, 
wiuh its ^aniare figures, the sound of brass instruments.
ihree points are worked initially, one In each of the three free voice parts, 
and are U8#d concurrently,each point being heard in turn in each of the 
uhree parts. The wording of these three points occupies the first fifteen 
and a naif bare, and is followed(I6,3,6th quaver) by an intensive working of 

^oino, G^milar, however, to that heard in the opening bars of the first 
voice part, and which leads straight into the central fanfare section with 
a double entry in parts 1 and 3, on the first beat of bar 21.
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most unusual figures of the prcccefinr .re renic
in bar 36, by a slow episodr, which rsloesGS tension and provides con­

trast, before the announcement of the final, highly active point, in 

bar 39. This point, one which is not found at all in any of the earlier 

In nominee, is announced in the two lower voices, on the fourth crotchet 

beat of bar 39, and Ward has made use of this undulating, sequential

¥

figure both in paired entries,and singly, rbove or below more slowly 

moving free counterpoint. In this secb^on,Ward has made greater use of 

chromaticism than in any other of his In nomines, end the consistent 
2 flate, between bars A5 and $0 almost result in a shift to B flat major 
tonality.

This is technically the most demanding of Ward's In nomines, as well 

as containing the most varied and original material, As a set, these five 

works are a valid chronological record of the evolution of the late . 

consort In nomine, and between them contain most of the instrumental 

figures to be found in the late consort repertoire.
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Wsrd's In nomine a5(7dGS:no 1$), is closer in style to that composers 

In nomines than to his works a6, and contains the leaping octave 

figures, particularly in the bass, similar to those which are found in 

the stylistically later of the In nnmines There is a consistent use

of F sharp throughout, and the bass is taken down a tone, to bottom C.

In Ward's In nomine a6, 'to the organ'(T^GG:no the cantos firmus is 

in the second voice part,in long, even notes, and based on G. It enters 

after all the other parts, and is written in full in the organ part. The 

organ part Is intended as an accompaniment to the consort,and is:a four 

part reduction of the consort score, and reproduces the top part almost 

faithfully,only substituting the third part when the top part is ocaslon- 
ally loss active. The fourth part, like the third, is almost excluded from 

the organ reduction, and is again only used briefly as a substitute, 
when parts one, five or six are inactive. The two bass parts, whilst not 

absolutely intact, are only subjected to minor alterations, and the 

cantus firmus is reproduced faithfully.

The very full texture of this work, made evR fuller by the four voiced 

organ part, is less specifically instrumental in style than some of the 

in nomlnss a^, end the one ag. The several points follow one another In 

almost unrelieved six part density, relieved only by a two bar rest in 
the top part(bars 17-18) and a bar and a half rest in each of the bass 

carts, between bars 48 and $0.

The most specifically instrumental writing occurs In the two bass parts, 

both of which are required to tune their instruments down to bottom 0, 

as in the 8$ work, and consists of the leaping figure characteristic of 
some of the In nomines L4, and the one a$.

(f) b&f
11 i 11 AT——• zt^z.

The tonality of the work is strongly biassed towards G minor,with E flat 

and F sharp much in evidence.

Ward's In nomine a6 'to the organ'C^gyll 86), has like tk previous one, 

a cantus firmus set on G, and an organ reduction intended as an accom­

paniment to the.consort.

Although bar numbers quoted will correspond with those in the printed 

edition, quotations will be in original note values, to correspond with 
those of %P^t,oi.tha a^, works, and the ^6 above.
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The work with its csntas firmus set, unuauslly, in the fourth voice 

part, is in nine sections of continuous counterpoint, each section clearly 

defined by the working of a different point. The organisation of the 

first three points results in three sections of clearly defined tonal 

centres, achieved by the entry of each point within a sedtion being made 

the same tone. Thus, the first point, a traditional ^

vocal one, makes twelve entries between bars 1 and 8, t
each time on a 0, which gives to this section of the ^ 

work a very strong sense of C minor.
In the same way, the second point, similar to the first, enters(lO,2 l) 

on B flat, with a resulting shift in tonal centre towards G minor. The 
third point, a lively, dotted figure, enters on 0(1$,1,third quaver), 

closely followed by two other similar entries, the two bass entries 

being delayed for three bars, and then breaking the pattern of similar 

tonality, when furthar entries occur on a variety of notes. The brief 

appearance of the fourth point on B(24,6,8i%th quaver beat) heralds a 

rather more tranquil section where, In bars 26 - 34, the new point makes 

a belated reference to the first notes of the plainsong, before the 

resumption of increased activity in bar 3$. Brom bar 35 to bar 5^ there 

is some virtuosic string writing,in which the two bass parts are partic­

ularly active, and are given some arpegglated passages which involve

41'

some awkward string crossing. In this latter part of the work there is 

greater textural variety than there is in the other 86 composition, 

with extended passages of rests in all but the third, part. The music 

ends with a fragmented figure, still worked in close imitation, but 

rather less active than the previons one. This final section tends to 

centre on 2 flat(bars 50-55) before ending, as it began, on the tonal 

centre C.

These eight In nomines by Ward, probably composed between about 1600 

and 1630, are the most significant step forward in the whole history 

of the genre since those of William Byrd, some forty years previously.

To be sure, the four part composition was outmoded, and had been repla­

ced by about 1570 by the five part work, but although five of Ward's 
In nomines are ^4, they are by no means, old fashioned in content, and it 

would seem that Ward might have chosen the rather more
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manageable four part texture deliberately in order to put hiS innovat­
ory contrapuntal ideas into practice. Three concurrently running points 
are easier to handle successfully amongst three free parts than five. 
Although Ward appears to have had an academic attitude to counterpoint, 
with his highly organised and closely Imitative material, his experiments 
mark him ouL as an original thinlcer as well as a first class composer.

'^^ilst his contemporaries, Weelkss, Bull, and to a lesser extent, Ferra— 
bosco II, were using melodic figures, some of which would not have been 
out of place in an In nomine of some thirty or forty years earlier. Ward, 
particularly in his nos 3,4 snd 5 a4» and no 2 a6, anticipates some of 
the baroque figures which may be seen in Purcell’s trio sonatas, and 
■iard’s bass lines, unlike those of the early works which were often the 
least active parts, are particularly agile, their arpeggiated harmonic 
figures beginning to anticipate the Baroque continue line.

The In nomines of Alfonso Ferrabosco II,

Alfonso Ferrabosco II, the son of Ferrabosco I, was of Italian extraction, 
though born in Greenwich. He was a contemporary of John Ward, and by I6O3 

he was the King's musician for the viols, and was held in high esteem 
as a lyra violist. He became composer of the King’s Musick in 1626, and 
died in 1628. Although he appears to have been employed exclusively at 
Couft, his music seems to have been widely disseminated, and much of it, 
including his In nomines, is extant in more sources than that of almost 
any other contemporary composer. It is an interesting chronological fact 
that William Byrd’s long life was almost exactly contemporaneous with 
those of both Ferrabosco father and son^^nd whilst some of Byrd’s In 

nomines are technically more advanced than all of those of Ferrabosco I, 
The In nomines of Ferrabosco II definitely represent the new generation 
of the later In nomine composers.

Of the six extant In nomines by Ferrabosco II, three a5 and three a6, 
the three works a3 are to be found in many more sources than those a6.

Characteristics of Ferrabosco's In nomine style Include the use, in a 
single work, of melodic material which is in a vocal style, as well as 
that which is more actively Instrumental. The vocal style material is 
usually at uhe beginning of the work, which becomes more active as it 
progresses, so tnat a smooth, mainly stepwise opening point, leads 
eventually to spiky, leaping instrumental figures. Tension is heightened 
tc^ar-ds the end of a work by both paired and stretto entries.and also
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by the introduction of a particularly elaborate bass line. Perrabosco 

also uses a sustained pedal note in one or more parts during the last 

bar or two, to give aoaed stability to what is often an elaborate cadence 
figure.

Whilst being characteristic of Fcrrabosco's style, some, or all of these 

compositional devices are common to many of the later In nomine comoo- 

sers. A comparison between the In nomines of Ferrabosoo and those of 
Ward show that Ward uses actively instrumental melodic material through­

out most of his In nomines, and maintains imitation right to the end, 

whereas Perrabosco uses a good deal of smoother, less highly active 

material as well as instrumental figures, is more concerned than Ward, 

with such devices as double entries and stretto, and allows imitation 

to aisintegrste towards the end. Perrabosco tends to be more adventur­

ous In^the use of chromaticism than Ward, and particularly in his a6 
work, takes it to its extreme limits. Such extreme chromaticism Is 

not found in another consort work, although it may be seen in some of 

the keyboard In nomlnes of Bull. Ward's tonal excursions are less extr­
eme than Ferrabosco's, and generally give a stronger impression of 'key' 

than Ferrabosco's.

Ferrabosoo's In nomines may be regarded as the direct descendents of 

gyro's, wi^h their lyrical openings, academic contrapuntal devices, and 

actively instrumental final sections.

Ip nomine no 1 a5tAB:il. the cantus firmus is in the second

yart, SGu on u, and in long, even notes. The opening point is a vocal
b&r , I

one, lound brauitionally ^n the music of an earlier generation, and in 

particular, as the second point in Byrd's In nomine no $ 8$(l3,3,2).
Its first four entries,soaced out at unequal distances^, and one in eack 

of the free voice parts, ere announced on G and answered on D, providing 
a nicely balanced tonio/dominant relationship. The final entries are 

overlapping in toe two lower parts(bars 9 snd 10) and simultaneous(parts 

3 and $, oars 12 and 13y, The second, and more actively instrumental 
point enters in bar 17(parts 4 and $,third to last, and last quaver beat

20. no 79,
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f«8peotlTe]y), end continues to use the G sharp from the previous cadence 
in order to achieve a short D-majorlsh passage. By the entry of the 
sixth and final point, whose appearance as the climax of the work Is 
anticipated by a cadence and fermata(bar 44),the figures become even 
more actively instrumental and the counterpoint more intensively worked, 
with simultaneous entries In.the^two^lower parts(bar 44,last two crotchet 
beats) heralding a passage which consists of six pairs of simultaneous 

w

m

^ if... ■Mi—

entries between various combinations of voices. In the eleven and a 
half bars between the appearance of this final point and the end of its 
imitative working, it makes thirty entries, and is particularly active 
in the bass line. This rapid succession of entries, both stretto and 
simultaneous, is characteristic of Ferrabosco's method of bringing an 
In nomine to an exciting conclusion. A short dominant pedal, an octave 
below the final plainsong D, and half way through bar 54, brings the music 
to rest with a cadence figure derived from the final point.
This work appears to have been extremely popular, as it is extant in 
a large number of sources*

In the In nomine no 2 a5(Con:no 2) we have a work constructed on the same 
principles as the previous one, and equally popular, if the number of 
extant sources is any indication. The first point is similar to that 
with which Byrd opens his In nomine no 4 ^5# Both Byrd's and Ferrabosco's 
points are a pair of complementary phrases, the first of which are
identical.

UlfflftTT
0) k&fH.

rJ j iP-f W i p

Iw m***i%4. mo f.
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The almost consistent flattening of E in Ferrabosco's work, from the 

start until the cadence on the first beat of bar 2$, results in a strong 

sense of G minor. The second section of the work starts on the second 

crotchet beat of bar 37, where 

rests in parts 1 and 5 highlight 
the simultaneous appearance of 

two new points in the third and 

fourth voice parts. These two new 
points make three further simultaneous entries(ll,l and 5,2)(^3,3 and 4, 

2) and (l8,l and 3*2) and the work becomes more actively instrumental, 

with some short running figures.

In bar $9* a short syncopated section starts, in which parts 3 and 4 

are paired rhythmically, followed by a similar treatment of parts 1 and 

3, in bar 60. This short section of contrast prepares the way for height­

ened activity, and by about bar 75, the melodic material begins to move 

less smoothly, as the final section of greatest activity approaches.
This final section, which starts in bar o8(tcp part, last crotchet beat) 

is given prominence by the pairsof entries, during which time the other 

free voices rest. The bass has a particularly active part from bar 92, 
with some widely ranging, spiky, octave figures.

UJf

By about bar 95, Imitation is becoming notional, with contrasting 

material in each individual voice part, so that whilst from bar lOl 

the third voice part is given a long, unbroken phrase, mainly in con­

junct motion, the two lower parts are engaged in a more active dialogue 
which covers a wider span of notes.

This In nomine, with its imitative vocal style opening and highly organ­

ised counterpoint, followed by music in a more specifically Instrumental 

style, in which imitation is replaced by long melodic lines, above an 

extrem#ly agile bass part is a fine example of the evolving In nomine 

form. A pedal G,(a consistent characteristic of Ferrabosco's instrumental 

music is his use of a pedal note towards the end of a work) matching the 

final note of the cantus flrmus, is sustained,first in part 3 end then 

also in part 5, whilst a duet in thirds, in parts 1 and ^ provide the 
final cadence figure.
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la the In nomine no 3 8$, t/e cantns flrmus is in the second voice 

part, set in long, even notes. T^e first half of the work is occupied by 

two points, the first of which reflects the first notes of the cantns 

firmus, and which are worked concurrently. The work follows the usual 
plan of Ferrabos«o's In nomines, in which melodic style material, mainly 

used in conjunct motion, is replaced by more actively instrumental mater­
ial as the work proceeds. Again, the bass player is given the most 

virtuosic part, and particularly towards the end, this part covers a 

wide span, in leaping, octave figures. The most unusual feature of this 

work, is the simultaneous introduction of two points at the opening, 

which, although commonly found in the In nomines of Ward, is unique 

here, In Ferrabosco's works,

in uhe In nomine no 1 no 8$), the plainsong is set in the high­

est voice part, on A, so that the second part sometimes rises above the 

top one. The first point, rather less vocal in style than those which 

^errabosco uses to open his a$ In nomines, is worked for an unusually 

long time, and in fact, occupies all of the first half of the composition, 

being replaced only after an elaborate cadence figure in thirds(bar 22, 
parts 2 and l), whilst the three lower parts are resting. The second 

point is worked intensively between bars 23 and 3A, with stretto entries 
(bars 26 and 2?) and pairs of simultaneous entries, also in stretto(b8rs 

32 and 33). These entries are organisesjhrexactly the same way as the 

passage of intensive counterpoint in In nomine no 1 ^5(bar8 47-50). The 

final passage of heightened activity is prepared for by a short section 
of less active counterpoint(bars 34 and 3$) which is supported by a 

short pedal nokin the two lower parts, matching th& cantus firmus F. 

ihe iinal point, in a truly string idiom, appears first in the bass of 

bar 40. This point is heard in its entirety only in the two bass carts,

the other parts working a fragmented version of it. Thus, the two bass 

parts carry on a private dialogue(bars 40-44), befeee a shortened form 

of the point enters from the bass upward(bar 47). The final, instrumen- 
taliy active aialogae(bar 49 to the end) is again between the two bass 

parts, whilst the uppgp carts move more slowly.
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The most striking feature of this work Is Its vlrtuoslc bass parts, 
and one Is tempted to wonder If perhaps Ferrabosco wrote this work for 
his own performance.
The consistent B flats between bars ^6 and $1, under the prolonged 
C of the plalnsong, suggest F major tonality, whilst the sharpened F and 
C In the five final bars hint at D major, before the final cadence 
on A.

The In nomine a6.'Fantasia In nomine through all the parts'no 79), 
Is unique In the In nomine renertolre on account of the way In which 
Ferrabosco has treated the cantus flrmus. The work Is titled both Fantasia 
and'lh nomine through all the parts^ In various sources, and the plain- 
song la used as an Integral part of the counterpoint, and appears six 
times In succession, once in each part, from top to bottom^ Its entries 
and conclusions being numbered in the script.
The most interesting thing about the plalnsong Is, that although it 
appears altered rhythmically at each entry, apart from some chromatic 
alteration in the central section. It remains faithful to the notes.

■ T j I j

It appears successively on the notes G, D, A, E, A and G.



- lao -

The writing Is not so obviously instrimentsl as that In Ferrabosco's 
other In nomlnes, although, as la the other a6 works, some of the 
greatest activity is in the dialogue between the two bass parts. 
Throughout this work, the two basses are the only parts which engage in 
any real imitation, the other parts being oecnpldd with rather freer 
counterpoint. The three bars of extreme chromaticism which occur during 
the third hearing of the plalnsong(bar8 35-38), seem to be not so much

the result of the plalnsong's appearance on A, but a deliberate attempt 
at an alteration in tonal centre. The ploinsong in fact, has to undergo 
chromatic alteratimhere, in ordeA to fit into the new harmonic scheme, 
so that m _---- r-m------------- becomes —-J!---------- ----------- -a-

V b&.f )&. '
in a passage of 'E major' tonality, the culmination of which is a section 
in which the three upper voices, on the completion of the plainsong 
(bars ^1-44), set the scene, as it were, for the next plainsong entry, 
on the rather unusual note, E.
In this fourth hearing, the^plainsong again has to be altered chromatically 
to allow for Ferrahosco's harmonic intentions.
By bar 5$, the plainsong is in the first bass, and the second bass is 
paired in imitation with the second voice part(bars 62,2,^th quaver, and 
63,6,4th quaver). This is the only real attempt at close imitation, other 
than between the two bass parts. The final hearing of the plainsong in 
the second bass(bar 73), is beneath very free vocal-style couhtcrpolnt in 
the five upper parts, in which all attempts at imitation have been aban-
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doned) in favour of a iBss densly textured six part counterpoint* more 

tranquil in character than that which preceeded it.

This work is less idiomatically instrumental in character than Ferrabosco' 

other In nomlnes* and may be considered as an ingenious exercise in the 

setting of a plalnsong, with a central section in which the composer 

explores the possibilities of a complete alteration of tonal centres.

The In nomine no 2 h6(TI 69)* unlike the rest of Ferrabosco's In nomines*
?1is extant in only one source* ^ and that an incomplete one* as one of 

the bass carts is missing. The key signature is two flats* and the cantus 

firmus* its entry delayed until bar 11* is set in the fourth patt* on 

the rather unusual note* 0. Its entry is anticipated in the three upper 

parts however* by the first point* whose three entries* each on 0* are 
based on the first notes of the plalnsong, ^ m l 1 4(11 ,bKf I.

This is the only one of Ferrabosco's In -

nomines to use the prototypical opening point* and it gives to the works 

opening a curiously conservative appearance. The bass entry however* is 

derived from the latter part of the first point. In bar 17 the music 

becomes more actively instrumental and* as in most of Ferrabosco' other 

In nomines* the bass is the most active of all the parts, and in ba^ I6- 

19 is taken from its lowest string to its highest* as it is again during 
kour It.-................................. ... ....................... .... . . i _ ^ ggb

i' ' ..... ........ ........... '■'■••I........—.... . .. ..~4......■■ ■ if I I Sill '1............................................................................................. 1 ^ =jj I ^ ( i ^
^ O m, ^ f / . "V

bne last live bars. The work as a whole has a G mlnorlsh flavour*particu­

larly in the second half* where A flat is much in evidence.

In these six In nomines, three 8$ and three a6* by Ferrabosco* one 

notices particularly tue new Importance given to the bass player* who 

is not only given a greater range than the upper players* but is also 

given the most active and virtue;ic part. This may possibly b/ accoun­

ted for by the fact that Ferrabcsco was himself a bass player.

Much of Ferrabosco's melodic material moves stepwise* in fluid* curving 

lines* cl&sely imitative* with more intensive working towards the end* 

achieved by both paired and stretto entries of the point. The most 

angular* leaping figures are in the main* given to the bass #f basses* 

particularly towards the end of a composition.

21. iPl Add ^955^ no 12,
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The In nomines of Orlando Gibbons.

Of the five In nomlnes extant by Orlando Gibbons, one is tde
other four a5, one of these being set to a 'Cries of London' texr.

The In nomine a^ is an unremarkable work, possibly an early, or stuaent 

one, in traditional vocal style counterpoint, based on the opening few 

notes of the cantus firmus. Of his In nomines a$, both no 2 and the 

'Cries of London' appear to have.been widely diapminated, and are extant 

in a number of sources.

In the In nomine no 1 a5(VdGd: no 781, the cantus firmus is in the 

second part, set on D, and broken in bars 33 and 47 by counterpoint.

The opening, vocal style point, is based on the Taverner model, and 

reflects the opening notes of the cohtus firmus. This first point domin­

ates the first three quarters of the work, and is replaced in bar 39 

(3rd part) by a shorter, contrasting point, capable of sequential repet­

ition which, together with stretto entries, heightens the activity, 

bringing the work to a conclusion.
The vocal style melodic material throughout, together with the contra­

puntal breaks in the plainsong, are the more conservative characteris­

tics of the late Ih nomine, and suggest, especially by comparison with 

some of Gibbons' other In nomines, that this wag an early work.

In the In nomine no 2 a3(bB:IZ no $2), Gibbons uses a key signature of 

two fiats, and a cantus firmus set on G, though the key signature is not 

consistent in all the sources. The opening point, a falling, stepwise
one, four notes, followed by five, k&f n _____________
pervades the work from start to ^T ^

finish, thoagh sometimes in altered
note values. This all pervasive phrase is used to generate a variety 

of active, instrumental figures such as this one, in bars 9 and 10,

4
0) b&T 4.

-T* . a....... : r—. . 4 ^ -grt- C= ^ * T
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which are later fragmented, and used as melodic cells in the central 

section of the work(bars 32-49).

Gibbons makes more use of sequential repetition than either Ward or 

Ferrabosco, and frequently extends his melodic fragments by this method, 

as in bar 40(top part).
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ihe uhird, snd final section of the work may be said to begin in bar ^9, 

with uhe introanction of a new imitative figure in the bass^ specifically

.#c _______ F:qi=f=
9 I

instrumental,sequential, and eminently suitable for heightening the 
tension of a work by strettoed and paired entries. It is presented in 

conjunction with the original falling phrase. This sequential point is 

a newcomer to the range of melodic figures foun# in the In nomine reper­
toire, its only appearance so far being in Ward's In nomine no $

^n this work, uhe spiky arpeggio figures of ferrabosco and Ward have been 

avoided, and Gibbond has concentrated on long melodic lines, mainly in 

conjunct motion. The four free parts are equally active, and the bass 

is no more uemanding unan any of the other free oarts.
Gibbons' harmonic scheme is conservative by the standards of Ferrabosco, 

and he has concentrated on an overall G minorish sonority, which togethervAk 

the continuous use of his first point, has unified his rather diverse 

melodic material into a satisfying musical whole.

In the In nomine no 3 ad(7dG8:no 77), a specifically instrumental style 

is evident right from the start. The cantus firmus is on D, in long, 

even notes, and in the second voice part.
The entrance of the first point, in the first bassf bar l) indicates 

ere demands that are to be made on the players, particularly the two 
basses. (The musical quotations are in original note values here, as in 

the printed edition).
/4) b&f 1. jL JL

-----#----



^errabosco and ^ard, who take their bass players down toG, 
udooons tenos to take them rather higher than is nsual, so that in bar
±7, tne inversion of the first point takes the second bass high up his 
top string.

(f) II

The second point is an inverted form of the final, sequential point of

In nomine no 2 and it enters first in bar 21, in the fourth part, 

ikO btr tu

and appears in all parts, extended sequentially, and in stretto entries 
between the varioK: voice parts.

ihe final section of the work is announced by the second bass(bar 3^), 

a alngla ra-appaaranca of the first, arpagglatad polot, end la followad
by a passage in which imitation is abandoned in favour of several spec­

ifically insurtmental figures which are worked concurrently, bringing 

the work to an exciting conclusion.
In these three In nomlnes ag, one may trace Gibbons' developing instru­

mental style, from the rather conservative vocal style counterpoint of 
no 1, wikn its rsuher, by now, archaic breaks in the cantus firmus, 

unrough no 2, more specifically instrumental, and unified by its all- 

pervading point, to no 1, whore imitation is less close, and greater 
technical demands are made on the players.

Gibbons'_In nomine 'Cries of Londnn«rMRTTVT 6?), is a work in which 

viols and voices are combined. The work is in two sections, each one

complete in itself, with its own text, and containing the whole of the 

plainsong melody.

la the stuqy of the In nomine as a developing Instrumental form, this 

vocal work shows very clearly how, by the later In nomine period, what 

was apt for viols was no longer apt for voices. Gibbons has confined his 

vioi players to eminently singable phrases, and the specifically Instru- 

^enuar writing of his other In nomines Is nowhere evident, 
ihe piainsong is in the second voice part, untexted, and in long, oven
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notes, it is however, frequently broken by texted contrapuntal episodes. 
Unlike the figuration found in the cantus firm! of many early In nomlnes, 

which embellished but did not orolong, in this work, the plalnsong is 

more or less complete without the contrapuntal sections, which are addi­

tional episodes designed to carry the text.

^s this is predominantly a vocal work, the melodic lines do nothing to 

lurthgr tno cause of an idiomatic instrumental style. The composition 

may be regarded as an interesting by-way in the history of the In nomine, 

and an example of the infiltration of Gloria tibi Trinitas into yet anoths] 
secular musical form.

The In nomines of Richard Desring.

veering's two In nomines are both a6, and would appear to have been

lluu^a crrculcced, ine in nomine no ifTI 5?) is, IjGce Ferra^iosco's 

^n nomrn^ uurougu arl nhe parts,unique in its treatment of the plainsong, 
bike Ferrabosco, Dcering shares the plainsong between the voice parts, 

ouu whereas ^errabosco sets the complete plainsong melody once in each 

part, as an equal contrapuntal voice, Deerlng breaks it into six sections 

oo tnsv uue canbus firmus is heard only once, each section being placed 

in a diflerent voice part, in Ferrabosco's work, the cantus firmus is 

^iiot nearu in cns lop voice part, and progresses downward, whereas 
beeriag^ cantus firmus, in long, even notes, is heard first in the 

third part, followed by entrances in parts two, six, four, one,and finally 

five. The work is without key signature, and with the cantus firmus 

basea on A. although based on A, the first two entries are transposed 

up to so inat the first twenty one notes of the plainsong are a fifth 
nlgher(or a fourth lower), and the correct pitch is only achieved by 

Luc entrance in nhe bass in bar,^^. This curlousokvJ^^i would appear to 

pe une resulc 01 tne narmonlc scheme of the free material, and appears to 
be deliberate, with the first entry of the point, second voice part, 

given ihe first two notes of the plainsong at the correct pitch. The pen­

ultimate section of the cantus firmus (bar 90 ,top voice), is also tranposed 

up a fifth, and remains so until the very last notes, which are then 

restored to their correct pitch, the final G unsharpened, amongst counter­
point with consistently sharpened G's and F's.

^ae vocal style counterpoint with which the work opens has, by bar/^^^ 

become specifically Instrumental, and includes the spiky, leaping figures 

which characterise so many of the later In nomines.
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The centre! section of the work Xbers ^2-60) Is, like the central 

sectlen of Ferrehosco's In nomine through all the parts, an attempt at 

modulation, with almost consistently sharpened F, C and G'Sc 

Deering's Imitation tends to be exact, and his sets of simultaneous 

and stretto entries are usually between adjascent parts, and not, like 

most other of the later composers, in varied combinations between all 

the parts. Also one notices how often Dcering uses sets of enisles, 

each on the same tone as the cantus firmus, as for example in bars

54-57.
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The instrumental figures become longer by bar 74, 3nd reach an exciting 

climax by bar 92 when, still In strict Imitation, a succession of entries 

of a rapid, sequential descending scale figure brings the work to a 

conclusion. As In the In nomlnes of Ferrabosco and Ward, there is virtu- 

oslc writing for the two bass players, especially between bars 76 and 

81, when the tension is being built up. Unlike Ferrabosco and Ward 

however, there is no attempt to abandon strict imitation for a freer 
type of counterpoint.

In Deerlng's second In nomine a6(Tl $8),the cantus firmus receives rather 

more orthodox treatment than in his first, being set in the top part,on 

A, and in long, even notes. It is however,'rather inaccurately reproduced
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towards the end, and nhe scribe in the Oxford source has misplaced Lhe 

final notes, so that they do not accord with the counterpoint. As in no 1, 

this work opens with vocal style counterpoint, which is replaced with 

rather more specifically instrumental writing, the most virtuosio passages 

being allotted to the second bass, with its long mellsmas towards the end. 
The most interesting feature o^ the work is the almost consistent use of 

C and G sharp throughout.

The consort In nomines of Thomas Tomkins.

ihomas iomxins holds a significant place in the history of the keyboard 
In nomine, wiuh his set of forward looking compositions, probably the 

last in the genre. His two consort In nomines are insignificant by 

comparison, but nevertheless have some historical value, as they are the 

only consort In nomlnes a3. Whereas the three part fantasia was common­

place, the three part In nomine is unique to Tomkins.

These two In nomines of Tomkins' are somewhat puzzling, as they are 

nearer in style to his keyboard works than to his other consort composit­
ions. If indeed, they are keyboard originals(and if they are, they are 

the only keyboard In nomines to survive in consort transcription), they 

narwly seem to oelong to nis set of large scale keyboard In nomines, all 

of which, with a cantus firmus based on A, are found in a common source. 
These consort works, with their cantus firm! on D, oould hardly be 

transposed from an A based keyboard work without the tessitura having 
been impossibly high or low.

On the ot^er hand. Bull composed one keyboard In nomine, possibly his 

first, with the cantos firmus set on 3, and thgs&work^of Tomkins' could 
have been an ear^rattempt at th: keyboard genre, discarded by the composer 

wnen he compiled the source which contains his mature, large scale kev- 
board works.

ihe two inaications that they may possibly have been keyboard originals 

ll^ ^^r^tly in che number oi voice parts, and secondly in the style, 

unlike anything else in the consort repertoire, and nearest to that 

which Tomkins uses in his keyboard In nomines.



1. Imitation is minimal. Ag in most of Tomkins' keyboard In nomines, 

a point is used -ainly to Introduce a melodic idea, which is then derel- 

oped rather freely, sometimes culminating in a mellsmatic passage, or a 

passage of melody and accompaniment. It is these passages of melody and 

accompanrmenu whicn set rnese works apart from the usual consort style* 
k&r tL

The keyboard characteristics in these works may be summarised thus;

mm
as

r-“ t m

hoiMh* mo I Al, (cohlort)

Although this type of writing is a rarity in the consort repertoire, 

it is to be fbund in two of Tomkins keyboard In nomlnes, nos. 5 and 10 

bars ^3 ana tne last part of bar 23, resoectively.

2. The central section of the consort In nomine no. 1 is in triole 

uime, anu whilsk it was not uncommon for an early consort In nomine to 

have a triple time section, the practice was abandoned by the later 

consort composers. Tomkins' keyboard In nomines however,(nos. $ and 10) 
also have central triple time sections.

3. The long mellsmatlo figures in the consort work no. 2, which Tomkins 

uses in both the free parts to produce chains of thirds and sixths, 

common enough in Keyboard works, are nevertheless unusually long and 
florid for a consort comnosition.

0^



1 omkinE iracteristic treatment of the cantns in nj
^n nominee, In wnlcn nne plalnsong is more or less abandoned towards the 
end of the work, is not apparent in the consort works, although he does 

continue the composition after the completion of the plainsong, prolonging 
the final U for several bars.

ootn these consort In nomines fit well under two hands at the keyboard, 

and one has a strong impression of Tomkins the organist, rather than 

Tomkins the consott composer at work.

The consort In nomine of Richard hfeo.

Richard Mlco appears as a shadowy figure today, though in his lifetime 

he seems to nave been highly thought of both as an organist and a composer, 

and may^hnve succeeded Eyrd in the service of lord Petre at Etondon, in 

^ssex. ' he appears to have been a composer for the viols rather than 

the keyboard, and amongst his considerable output of consort music, there 

is one In nomine extant. This work is ag, with the cantus firmus set, 

traditionally, in tne nhira part on D, in long, even notes, but the work 

is without the usual key signature of one flat, thoogh B flat appears as 

8n accidental throughout much of the music.

ihe ^irst point, reflecting tne opening minor third of the cantus firmus, 

id ^irst heara on D and a, ana without E flats, end it is only when the 

contuo lirmus eniers in bar 6 that n flat appears in the free materisl.

^s in so many of the late consort In nomines, the bass parts are the 

most elaborate, and Mioo gives his two bass olayers a range of over two 

octaves, whilst restricting the upper parts to an octave and a half each. 
Imiuuvion is particularly close between the two bass parts, whu, towards 

tne end, continue a aiaiogue in imitation which the upper parts had 

sharped, oum now extended by a melismatic passage.

polnb ™ ' C E'hgt no x")

El. Bennett: p 2^.
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The leaping arpeggiated figures, found also in the In nomines of Wwrd 

and Perrabosco, ere taken almost to extremes by Mico in some of his bass 

lines, Involving the player in some awkward string crossing.

boA* I.

^rco makes no use of double entries or sequential extensions, and little 

of stretto. The work is closely woven, with little or no contrast of 

texture, either by the use of long passa -es of rests, or sections of 

contrasting material. Th: whole work has a mellifluous, homogenous charsc- 
Ler, created, one feels, by a competent craftsman rather than an Innovator,

The consort In nomine of Simon Ives.

^s Simon Ives was not born until 1600, his single extant In nomine 8$
(-1 rauc ^n uue history oi rne genre, and was composed perhaps a

uunoreo years eirer prototype. Ives' composition is extant in half a 
dozen sources, with attributions to both Cranford and Ives in one source^ 

where it follows, chronologically, Cranford's only extant In nomine.

22

With a key signature of two flats and the cantus firmus set on G, in long 

even notes, in the second voice part, Ives' composition presents a trad­
itional appearance, with its several contrasting points worked in close, 

or lairry close, imitation, the slower, introductory figures being followed 
by more lively ones as the work unfolds. 65 in many of the late In nomines, 

tue 0088 part is particularly active, and has a wider range of notes than

any other part, the olaycr heimg required to tune his lowest string down 
a tone to C.

^ particular characteristic of this work is the use of sequential repetit­

ion of ine point, ^or example, the second point is repeated sequentially
in all parts for severe! bars, without the 
use of any other figures. r r f

—.... ----

-gain, the penultimate point is repeated sequentially in each part, though

22. Ob C 64-9.
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not, here, without contrastlqraccompanloental material. Unlite many of 

the later In nomines, in which initial imitation is replaced by a freer 

type of counterooint, Ives continues in more or less strict imitation 

throughout. This gives to the composition a traditional, careful, work­

manlike air, in which conformity and craftsmanship predominate over 
imagination and ingenuity.

The consort In nomine of tilliam Cranford.

william Cranford was a contemporary of Ives, who flourished as a composer 

during the second quarter of the seventeenth century. His one extant 
In nomine a5(TI $6), opens conventionally enough with vocal style count­

erpoint set around a cantus firmus in long, even notes, on G. The first 

point is identical with that of an anonymous early In nomine (TI ll). 
However conventional the opening of the work is, it becomes noteworthy 

^auer on, in unat it nas, as part of its central section, a bass line 
w^icn contains running figures in notes of a smaller value than those 
found in any othur consort In nomine.

CfAhfArj, Ik hok,

whilst being particularly evident in t'e bass, these rapid runs ere also 

lound in the other parts, as an imitative point. They appear in the 
fourth part as the following; F] ^ rUZIL

'^^aver runs are commonplace in the late In nomine repertoire, and passages 

01 running semiquavers are frequently to be found in the late keyboard 
In nomines, but extensive use of semiquavers in a consort work is unloue 

in this composition of Cranford^.

Two anonymous In nomines id (TI 12 and 1])

23These two works are each found in only one source, in which they 

^alAow, Chronologically, the in nomines of Cranford and Ives,

In the first of these two anonymous In nomines there is an almost

23. Cb C 6^-9 nos 9 and 10.
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consistant use of advanced^ specifically instrumental techniques through­

out, The opening point, which makes its first entry in the bass, shaped 

around the first four notes of the plainsong, but in spite of this, it 

has been given an instrumental, rather than a traditionally vocal, char­

acter, and is qhite unlike the prototypical opening, although it uses 
j^st the same notes.

Fu^l" l.
m

The spiky, leaping figures, similar to those found in the In nomines of 

both Ferrabosco and Ward, and particularly evident in the bass parts, 

are, in this work, longer, and sometimes cover a wider span of notes 
than those in other In nomines.

w

m
mewwh*, AO I.

The two upper parts contain passages which anticipate some of the char­

acter of baroque instrumental music.

n

Iw hA I.

altogether, this anonymous composition is a flee example of early seven­
teenth century instrumental writing.

The second anonymous In nomine, with its cantus firmus in the second part, 
set on G, bears a striking resemblence, both in its construction, and

in the oharaoter of its melodic material, to the four part In nomines of 
John Ward,
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The first, and most immediately obvious similarity is in the use of two 

ooints simultaneously, 8$ the opening of the work. The imtroduotion of 

more than one point at the start of a late consort In nomine is almost 

unique to Ward. It is true that in Gibbons' In nomine a5, the 

fourth voice part enters with material different from the imitative point, 

but this is free material, rather than another point, and indicates that 

Gibbons is thinking along lines that lead away from strictly imitative 

practices, and towards a freer style of counterpoint, and has intentions 

quite different from Ward's deliberate use of more than one point of 

imitation simultaneously. In both Ward's and the anonymous In nomine, it 

is only in the first section of the work that more than one point is 

introduced together, and for the remainder of the compositions, points are 
worked singly.

The second similarity of this anonymous In nomine to the four part works 

of Ward is in its division into a great many clearly defined sections, 

each one characterised by a more or less strictly imitative working of

a point, with no attempt to abandon imitation for a free^ type of count­

erpoint. Whereas in many of the later In nomines imitation is apparent

at the beginning of a work, and is later replaced by freer counterpoint,
in Ward's four part In nomines, imitation continues throughout.

Thirdly, the character of the points is similar to'those which Ward uses, 

and are specifically instrumental rather than vocal.

That the anonymous work is found in the same source as Ward's In nomines 

8$ ana a6, may be of little significance, as Sard's In nomlnes arc grouped 

together, and the anonymous work is separated from Ward's ag In nomines 
by several folios.

The anonymous work opens with the introduction of two ooints, (a) and Cb).

0) (3)

2^. The other example being In nomine no 3 8$ by Ferrahosco^Tl 6?). 
2$. hB:I% no $2.
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Point (a) appears first in parts one and five, where it is followed by 
point lb). Point (b) first appears in parts three and four, where it is 

followed by point (a), almost a dozen points follow the opening ones, 

each one being heard in each of the free parts before being replaced by 

the next. The points are well contrasted, and many of them are similar to 

those found in Ward's In nomlnes. One point however is, in all of the late 

consort In nomine repertoire, only to be found extensively in one other 

work, and this is the fanfare figure, which is also to be found in Ward's 
In nomine no $ L4.

Ih omoh , h* 1,
( orWnoi hot* v&iuts.)

This fanfare, or repeated-note figure, found &n the early consoft In 

nomines amongst the works of Tye, Woodcock, Parsons and Byrd, is a rarity 

in the later consort works. It is used, however, in this anonymous comp­
osition, and also, in various forms in Ward's In nomlnes, no 1 &4 (bars 
91-59), CO 2 a4 (oars 62—679, no 4 c4 (bars 74-86), and in addition, 

prominently in the central section of no $ a^ (bars 27-3$). In the anony­

mous work, the lanfare figure is in the central section of the composition, 

and to my knowlege, there is no other late consort In nomine apart from 
Ward's no g ^4, which contains such distinctive writing.

Another instrumental figure common to both Ward's and the anonymous In 

nomine is the spiky double or triple octave. Broken octaves, particularly 

in tne bass, may also be found in the in nomines of Ferrabosco II and 

the other anonymous work, but in both Ward's no 2 a6, and this ananymous 
In nomine, the broken octave figures suggest a dominant/tonic progression.

W A
s A s E

WwW, Ih ne %. t. &

The leaping octave figure is one of the characteristics of the late 

consort In nomine style, but the figure is confined mainly to one leap, 

followed possibly by leaps smaller than an octave. The double octave lean, 

when used by Ferrabosco II, is sometimes decorated with auxllliary

^6. As in In nomine no 2 a$, bar 103, fifth part.
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notes, as It is in no 1 whilst in Gibbons' In nomine the leaps are
5% (y) a b&fik

F&ff&keSeo, In hami** •»«> s &■ i. G-iW»6h*, L n#wwk* no 1. a, C.

decorated still further, and rarely involve a double octave.

The third unusual figure to be found in the anonymous work is the undula­

ting sequential one which occupies much of the second half of the plsce.
0)

....

on. nowwK< Ko 1 & T.
This figure is only found extensively in two other consort In nomines, 

those of Gibbons and Ward. In Gibbons' no 2 a5 it occupies the final 
third of the work, and in Wards no 5 ^4 inverted form is heard during 

the whole of the latter part of the composition.
0) b*r ^4 0) b&rk*

P # *]%

Vicund, Ih no 2k IfOiktohC, Ih hAhiih* ho 1

( MoFf Vaiwtg

If this anonymous composition may indeed be attributed to Ward, it is 

8dd that it survives in only a single source, for although it is true 
that each of Sard's In nomines a4 is an unicum, his In nomines a5 and ^6 

are extant in a good many sources, albeit some of them either anonymous 

@r wrongly attributed. With the In nomine composers predilection for 

sets of worKs, it is perfectly possible that Ward might have composed 
two, and not one a5, to match his two a6.

The In nomines of John Jenkins,

John Jenkins' position in the English school of consort composers is 

similar to that of Bach and the baroque instrumental style, although a 

hundred years separates the two composers. Both men may be said to be 

masters of their particular idioms, and to have polished and perfected 

the styles they respectively inherited. Both composers stand at the 

end of an era in which an Important musical genre has come to maturity, 

and Bach says the last word on fhgue, so Jenkins does on the fantasia 

and'the In nomine, beyond which it is Impossible to go further in the 

same direction.
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Jenkins was extraordinarily prolific, and it is particularly in 

his music for smaller forces that he may be said to be an exponent 

of emergent style and form. His compositions for one or two stringed 

instruments above a bass line, with organ accompaniment, for*bbddow 
the somqta and trio sonat^, being in several contrasting movements, 

some of which contain rapid runs in small note values and agile 

leaping figures. It is apparent how conservative Jenkins' In nomines 

and some of his fantasias are, when one considers that Purcell 

died less than twenty years after Jenkins.

nnger ^iorth, that voluble pupil of Jenkins, writing c I69O, has crit­
icised his master's compositions by comparison with those bearing the 

stamp of the Italian Baroque, end writes of Jenkins;

iiilipiiii:
■fcr. one conslfero thot the first half of the aerenteenth cent,fry sav 

, le birth, on the Continent, of Gabrieli-s canzonea end the trio sonata, 

=n.ongat otner things, North's criticise of Jenkins' mnsio seems less harsh.

Jenkins' two In nomines are both 'a6, with an organ aceomnaniment. Both

"""" "Circes, the organ parts in the two
sources, however, being different.

Both the organ parts are basically,two part reductions of the rial ports 

mainly the two outer voices, filled in with another part during rests.

■e noon source, however, the organ part has, in addition to the 
wo viol parts, the complete Cantus firmus. This suggests that on some

occasions, anyway, the plainsong may have been allocated to th.e organist 
rau-isr than a string player,

27. North: p 2^.
28. Ibl Add 29290.
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Jenkins' contropuntal style Is simpler than that of many of his older 

contemporaries, and In his In nomines we need not look for complex count­

erpoint, dramatic melodic or rhythmic figures, or leaping octaves, hut 
inntead, clearly defined, conventional imitative counterpoint, much of 

which moves stepwise in long, sonorous phrases.

Unlike many of his contemporaries, the particular demand that Jenkins 

makes of his bass players is not so much one of super agility, as of 

increased range, like several other later In nomine composers, Jenkins 

requires the basses to tune down a tone, to bottom G, but he also requires 

them to play up to the B flat almost an octave above middle G, which 

gives the basses a range of almost three octaves.

In the In nomine no 1 86(MB:XXXIX no 15),the cantus firmus, in bhe second 

voice part, and set on G, does not. enter until bar 12. During this time 
the free parts enter imitatively in pair*, each ^Ir on G and D, parts three 
and four flrst^ followed by parts one and five, and finally the ba88,Q^SW#r@d. 

by the fourth part. Although the cantus firmus is absent, it is anticipated 

by the first point, a traditional one, basafon the -first four notes of the 

plainsong. A first point based on the opening of the plalnsong, whilst 

commom enough in the early consort In nomine, has become something of a 
rarity in the later works. A new point(bar ll) heralds the entry of the 

cantus fifmus, and tension begins to build up by the use of notes in smaller 

values, so that the composition reaches the height of its activity between 
bars 56(the highest pitched section of the plainsong) and 66, when a cadence 

on the first heat of the bar concludes the most active section and leads 

straight into calm, reflective music in which a.slow, repeated-note point 

makes frequent entries, both singly and paired, and is finally used to 

generate some slightly more active figures before the music ends.

In the In nomine a6 no 2(MB:mIZ no 16), the cantus firmus, set onE in 

the top part, enters in bar five, after the announcement of a slowly 

moving vocal style repeated-note point has clearly established the E minor
tonali^yupon which the work is based. This poini —or a variation
of it dominates almost the entire work, and is used, almost

throughout to generate a variety of contrapuntal ideas. The first forty bars 

or so take their tone from the solemn, almost ecclesiastical first few 

bars, and activity begins to mount only gradually after, in bar 41, the 

repeateu-note point begins to generate quavers rather than crotchets. This
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work, unlike many of its contemporaries,does not fall into clearly defined 
sections in which a distinctive point is worked, but rather, builds up 

graduariy towsras a central section of ths greatest activity by means of 
longer, more complex phrases, In which imitation is often only approximate, 

uhe unifying lacbor oeing the three—note point, from which most of the music 
sterna. Between bars 75 end 95, the original point is temporarily abandoned 

and a rising scale figure is heard in various forms, sometimes used Imita- 

tively and sometimes as a freer type of counterpoint, before a return to 

the original point in bar 95,(parts 3 andb) brings the music full circle.

A simultaneous triple entry in bar 96(parts 2, and 5), followed by 

lurtner uriple entries in oars IvO and lu2,recall the gravity and dignity 

oi the opening bars, and allow for some homophonic writing from which some 
rather unusual harmonic progressions result, so that the keys of F, B flat, 

and G are all briefly touched upon,between bars 100 snd 10?, the final 
few bars before the cadence.

b&r loo. Ih 4.
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The conservative elements of Jenkins' style may be seen in the mainly 

smooth, stepwise melodic lines, with the use of imitative points that 

would not be out of place in the In nomines of Byrd. Whilst there is 

greater harmonic freedom in Jenkins' In nomines than in some of the earlier 

ones, li Is surange to notice tnat he still employs the device of chromatic 
alteration, so beloved of Tye, in order to effect a major/minor shift.
Bar 102 might almost have been written by Tye, and in bar 9 also, the 

crude alteration in the bass from G to G sharp could be attributed to a 

composer a hundred ysars older than Jenkins.



- 199 -

The In nominee of William lawes.

If John Jenkins msy be considered to be a traditional and rather 

conservative composer, content to polish and perfect existing musical 

styles and forms rather than break new ground, then lewes appears just 

the very opposite - an Innovator,influenced by the new Italian styles, 

and composing, in addition to instrumental fantasias, masques, theaire 

music, trio sonatas and part songs.

lewes was Musician-in-ordinary to Charles the First, and appears to 

have admired Ferrabosco II iwho became composer to the same King, on 
his accession), and may even have been a pupil of his, for Lawes makes 

use of a number of Ferrabosco's themes in his own works.

The Italian influence may particularly be seen in lawes' sonatas for 

violin, bass and organ, and in his suites for two division viols and 
organ.

lawes' compositions are amongst the earliest to be given specific instr­
umental designation, and in the autograph sources^^ Lawes is careful to 

specify the instrumentation he has in mind.

lawes' two In nomines are more conservative in style than most of his 

other instrumental music. This seems to indicate that the consort setting 

of a plalnsong was, by the end of the second decade of the seventeenth 

century, fast becoming an archaic form, and had become a useful student 

exercise rather than the exciting test of ingenuity it appears to have 

been in the hands of Gibbons, Ward and Ferrabosco II.

lawes In nomine no 1 a6. (MB:XXI no $)

The most immediately striking thing about this six-part work for viols 

with organ accompaniment, is that it is in the key of B flat major, ^nd 

what is more, the pleinsong is also reproduced in E flat major, and the 

familiar melody is ne longer recognisable. The traditional opening minor 

thlru of the cantus firmus becomes major, and the unexpected effect on 

the ear throws the listener momentarily into confusion.

29. Oh Mbs Sch B2, and Ob Mus Sch D 229.
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The organ part ia a four-part reduction of the viol: parts, and includea 

the cantua firmua.

The work opens with conventional enough imitation, the point being a 

uownward octave acaie ligure, until, in bar 2$, the point suddenly gener­

ates a jaggep little figure of 3 specifically instrumental nature, and
0)
i:

1^ RAW*, 6. m# I.

irom bor ^7 to bar $3 the original scale becomes a mere three notes, with 
the arpeggiated figure in various forms dominating the music. This figure 

often demands great dexterity in execution, as in bar $$ of the bass part,

as it involves much string crossing. Between bars A9 and $$ there is a 

complete modulation t# A flat major, unique in the history of the In nomine,

iue cadence en ihe first beat of bar $7 restores the music firmly back to 

its original B flat major before the start of a new section of the work 

in whlcn ine two bass parts are resting. This four-part interlude of
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zn. wnich a variety of scale figures are woven 
together in mainly free counterpoint, continues until bar 71, when the 

oaSo re—enters witn a new poinn which may be seen as either an inversion 
oi tne work's first one, or a continuation of the previous section in 

au^^enteu noue values, ^nis point is again used to generate a variety 

inotrumenubl iigures, some of them in a distinctly baroque idiom.

The work ends as it began, with a downward scale figure, but now in a 

more closely woven texture.

The structure of this work is more coherent than that of some of its 

contemporaries, and has unity imposed on it by the similarity of its 

points. The principal idea, the scale figure, is used in conjunction with 

on^y one other ligure, une arpeggiated one. T^is use of only two sharplv 
contrasting ideas sets tne work apart immediately from many of those of 
the earlier generation of In nomine composers, in which a series of cont­

rasting points followed one another.

harmonically, this is the most advanced of any In nomine, with its definite 

major tonality, which abolishes the necessity for sharpened thirds and 

sevenths at cadence points, and its true modulations, rather than passages 

of chromatic inflexion. Roger North must have approved the augmented 

chord on the first beat of bar 103, which is certainly a 'dash on harsh 

noteo , ana his compiaint that ' (in the In nomine] there wants the urop#r 

change of keys, without ^ch consort is lame,..' is unfounded in this 
work of lawes.

^0^*5 In nomine no 2 a6 (MB/kXI no ^o)

^uia In numine, witn iGS cantus lirmus set on C, key signature of tw@ 

flaus, and a consistently flattened A, is undoubtedly in 0 minor. The work 

18 in two clearly defined and contrasting sections, and each section 

contains the entire plainsong, so that each half may stand as a work 
complete in itself.

30. North: p 9.
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In the first section ef the work, the cantus flrmns starts in bass 1, 

and is transferred to bass 2 half way through, and in the second section 

it starts In treble 2, and moves to the top part. In both sections ef 

the work, the oantns firmus is concluded several bars before the end of 

the music, and the cntus firmus part ends with a short cod# of unrelated 

material. This particular treatment of the plainsong is unique to this 
composition,

Tne first section of the work, which ends with the cadence in bar $9, is 

is devoted to smooth, sonorous, mainly imitative counterpoint, much of it 

in stepwise motion, with a dignified, almost ecclesiastical flavour* Some 

sequential extension of a new point(26, 3, l) results in chains of thirds 

from the paired entries in bars 31 and 32, in the fourth and fifth parts. 

The second section of the work, which stgrts in bar 60,1s in complete 

contrast, and opens with a double entry of a brisk, specifically instru­

mental point in the nignest and tne lowest parts, From bar 70, the two 
bass parts carry on a lively imitative dialogue, the first point of which 
has a distinctly Purcelllan quality, whilst the upper parts weave their

own different and rather freer counterpoint above. The material in the 

six voice parts becomes unified again in bar 87, when a new point pervades 

une f^ee parts from the top downward, and initiates some lively instrumental 

bribing, ^rom bar 103, lewes pairs the voice parts, so that the two basses 

engage in some virtuosic Imitation, whilst parts three and four imitate 
each other with counterpoint quite different from the basses, and the second 

part moves mainly a fourth below the plainsong, to imitate it rhythmically 

in bar 110; thus the work ends, with three contrasting ideas woven together 

amongst the six voice parts.

In cnls worx, not only is the treatment of the cantus firmus unique, the 

construction unusual, and the latter part of the counterpoint ingenious, 
but also some of the melodic lines are the most forward looking of any 

encountered in an In nomine.
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ine In nomlnes of Henry Purcell,

^oLh. Haro and ufboone haa been dead for some twenty years^and lawes for 

more than ten, and ^enkins waa approaching old age, by the time Purcell 

was born. There was probably a gap of between forty and fifty years between 

the last of the Jacobean In nomines and the two of Purcell, Considering 

the wealth of Purcell's musical output, in some of the most modern forms 

and styles of the day, one may well wonder why not only the antiquated 
In nomine form, but also the Fantasia held any attreetion at all to a 

composer of Purcell's stature, with all the new compositional devices 

which were available to him. The answer must be for Purcell, just as it 

was lor all those firs^and second-rate composers who flooded the market 
with vneir In nomin#$; a desire to solve a problem in a new way, and to 

create something new and original from the traditional plainsong form.

^y ^urcel^is liietime Doth the Fantasia and the instrumental plainsong 

compesiilon had been replaced by the trio sonata, and the Italian 

Influence was pervading all forms of English music. So it comes as rather 

a surprise to find these two In nomines of Purcell's not only reverting 
to an earlier form, but also employing the traditional style, and using 
melodic material which might well have been found in the In nomines of'

Byrd, Parsons and Ferrabosco I. Indeed, Purcell's treatment of the cantus 
iirmus in his in nomine ^6, with its tied, prolonged and additional notes,

18 nearer to Byrd than to any other composer. In both works however, Purcell 
reveals an imperfect knowlege of the plalnsong's last few notes.

in his two In nomines, Purcell employs the traditional key signatures 

lor tne consort In nomine, one and two flats respectively, the traditional 

note values where minim and crotchet mainly prevail, and several C clefs, 

a legacy of the viol consort. Both the works are in smooth, mainly stopwise, 
vocal-style Imitative counterpoint throughout, and are without the mere 
Tirtuoslc features of the In nomines of Ward, Cranford, Gibbons or Ferrabosco 

In fact, although fine works in their own fights, only the key sequences, 

witn their definite major and minor implications, give any indication 

that the works could not have been composed a hundred years earlier.
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In nomine a6 (Dart P:'n 3?)

This work opens with a traditional point based on the first five notes 

oi the plainsong i i, — which is heard ono<
in each voice part m

and which is then used
to generate all the material which is to be heard subsequently. This first 

section of the work, which might almosed be termed an exposition, is con­

cluded on the first beat of bar with a cadence onto G minor, ^he remain­

der of the composition is taken up with the working of two more imitative 

points, both of which are derived from the free material which follows the 

announcement of the first point. Tension is heightened net with shorter note 
values or more virtuosic figuration towards the endy hut as in the earliest 
consort In nomine, with a more intensive working of existing material.

In nomine a? (Dart P: p 39)

The In nomipe a? opens with a point remarkably similar to the first points
60 b&ri.

Pwfwll, K
in hotn Cranford's In nomine and an anonymous work (TI ll). As this point is 

shaped round the first four notes of the plainsong, the similarities may be

more coincidental bnan Intendeu. kurcell introduces the point in inversion
6)

on its first appearence in the top voice part, and then continAes to work 

both forms concurrently in all the parts until bar ID, when it is replaced 

by a double entry in parts 2 and 5 (last two crotchet heats) of the new point 

and its Inversion, both of which are worked until bar 22.
kkr

imzm m
oint.

Between bars 22 ahd the cadence on the first beat of bar 29, Purcell 

employs an arpegglated point and a repeated-note point, both of which are 

reminiscent of the main substance of Parsons' In nomine ^3. Bars 3$-37 form

. in tb. entua fli^ m ,,,, ,,,
:ion.
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sion predominate. Purcell relies on changes of key to build up the tension 

towards the end, rather than greater activity amongst the melodic lines, 

ihis work, witn its closely imitative style, sets out to demonstrate the 

concurrent wording of a point and ius inversion. Other In nomine composers 
have used the same device, but none other has maintained it right through­
out a composition#

It would appear that Purcell was familiar with early contrapuntal methods, 

and it seems probable that a study of early counterpoint may have been 

some part of a composar's education In tha mid seventeenth century,as it 
still is today.

In conclusion.

From this survey of the In nomine repertoire, it is easy to see that 

the consort works suffered a sharp decline in popularity after about 1600. 

There are 116 In nomines extant from the early period, between about I54O 
and 1600, and only ^3 from the slightly longer period of time between 1600, 

from when the late consort works may be said to date, and the last works 

in the genre, those of Henry Purcell.

Amongst the composers of late consort works, there are few names which are 

unknown cooay, yet amongst nhe many early In nomines, there are many 

composers whose names are entirely unfamiliar today. This does seem to 

^Wg^esb uhat, at least during nhe early In nomine period, any musician 
wortn his salt composed an In nomine, possibly as part of a soeoiflc 

ocaaemio exercise, ^ery many of the earliest composers appear to have 

been uatnedral organists, yet most of their In nomines are consort works,

6 ^acb wuicu supporcs rhe theory That many of the early comoositlons were 

acho^asbic rather than practical pieces, demonstrating counternoint Im 

more voice parts than were practicable in a keyboard composition.

The earliest In nomines were based on the current vocal style of writing, 

yet many of them, though vocal in style, may have been intended for instr­

umental performance. The early period produced many compositions of a 

complex, experimental kind as the genre moved from a vocal to a speclficallv 
Inotrumentdl sbyie, whereas in the later period, only the 86 work of 

Ferrabosco II,'In nomine through all the parts', may be said to be in any 

way an ingenious experiment.
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The late consort composer was, by and largOyconcerned with musical expr­

essiveness, which he achieved by variety and contrast both of melodic 
lines and of textures. The rhythmic complexities of some of the early 

In nominee, for example, the latter part of Byrd's no $ ^5, or Baldwin's 

composition a4, are entirely absent in the later consort works, and have 
been replaced by clean instrumental phrases, neat figuration and unclutt­

ered textures, in whrcn periodic rests in one or more parts help to achieve 

textural variety. The demands made on the players in the late consort 

works are not so much those of unravelling rhythmic complexities.as those 
of sheer technical agility.

Although many of the earliest consort In nomlnes must have been written 

with Instrumental rather than vocal performance in mind, the demands on 

uhe players techniques were modest compared with some of the po8t-l600 

compositions.

Of the early consort works transcribed for keyboard, most were a. faithful 

reproduction in keyboard score, even if the results were cluttered and 

awkward to play. The two exceptions are Parsons' ag and Taverner's, both 

of which have been given a more specifically keyboard transcription, 

emoe^lishen witb qypical Keyboard figuration. In the later consort works, 

une keyboard transcriptions would seem to be accompaniments to the consort 

rather than keyboard works in their own right, and the texture has been 

reduced by several voice parts, and is often without the cantus firmus. 
Where the plainsong is present, as it is in one or two of the very latest 

works, the suggestion is that the organ relieves one of the consort players 

of what is, after all, rather a dull part.

Although there are several instances of oemsert' In nomines transcribed 
Cor Keyboard, there Is no evidence for any keyboard In nomine having been 

vianscribeo for consort, although the two consort In nomines a3 by Tomkins 

resemble his Keyboard rather than his mature consort style, end are 

eminently playable on the keyboard, the present writer feels that, in a 

comparison between them and Tomkins' keyboard In nomines, they are dissim­

ilar enough to have been composed originally for @mn6*rt^and not keyboard.

The history of the consort In nomine unfolds in a line parallel with the 

History of instrumental music generally in England up to the end of the 

sixteenth century. Whilst the very first instrumental abstract music (as 

opposed to that with a text or connected with dance) may well have been 
the In npmi$e, it was very soon joined by other Instrumental forms, and



ana in particular, the Fantaaia, which eventually replaced the In nomine, 

During the later In nomine period, although the genre had declined in 

popularity, the style and form of the Fantasia was being used in In nomines.

^itn the In nomines of Lawes, the consort In nomine bears as little resem- 

blence to the prototype as the keyboard works do, 11th the viol consort 

as an established performing medium, the music is no longer 'apt for voices' 

and has followed a course which began with a vocal Mass section, through 
Tye, pyrd and Ferrabosco II to the large scale string works, sometimes with 

organ accompaniment, which were finally to be replaced by the trio sonata.

The. keyboard In nomine in general, attracted fewer composers than its 

consort counterpart, probably because keyboard music was already established 

specifically, before the blrthoof the In nomine. The keyboard In nomine 

orobably reached its maturity a little later than the consort, in the 

works of Bull, and finally Tomkins. It is interesting to notice that although 

the consort In nomine was falling to attract composers after about the 

second or third decade of the seventeenth century, Thomas Tomkins was 

either composing or revising his keyboard In nomines as late as I65O.

Whereas the consort In nomine reached its full maturity in the works of 

Ferrabosco II, Gibbons and Ward, and then slowly declined over a period of 

some forty years before its isolated revival by Purcell, the keyboard In 

nomine ended abruptly, at the height of its full flowering, and whilst it 

was still representing all that was forward-lroking in English keyboard 

music of the time. Tne pride of place, held by the consort In nomine for 

so many years, was gradually usurped by the Fantasia, yet Tomkins ensured 
that the era of the keyboard In nomine ended not with a decline, but with 

a splendid flourish, worthy of the tradition of the last of the English 
virgihalists.



appendices I and II. Explanatory note.

Manuscript sources are referred to by their RIEM ^i^Is, followed by 

8 full reference. The list of libraries and their si^la is to be 
found at the end of appendix II.

rrinted editions re referred to by underlined, the key to

which IS at the end of appendix II.

In appendix I, the important sources are described briefly. Other 

sources may be consulted in their respective library catalogues, whore 
it has not been possible to inspect a source, the list of contents has 

been reconstructed from the information in the thematic index. 

Acknowlegement has been made where a description is taken from another 
author.

In several of the sources there exist both page and folio numbers. To 

avoid coniusion, both these sets of numbers are quoted.

In appendix II, the second column indicates the type of In nomine, 

thus C a5 = a consort In nomine of five parts, and K indicates an In 

nomine which is found in keyboard score, A number in brackets, ie.(2), 

indicates the second voice part. This is used either when a source Is 

incomplete, or to indicate the part from which a quotation is taken. 
Voice parts are numbered from the top, downwards.

Eolio numbers are given in order of their library press marks. This 

aoes not necessarily imply the order of voice carts.

In column 2, appendix II, the sign ^1, 2 or 3, indicates the classi­

fication of a work in Meyer M;.

in the text, and In aopendix I, specific works will be referred to by

yrmved ^dibions, wncre one exists, and otherwise by their numbers 
in the ihematic index, eg. (TI 6lj. xll other material in brackets is 
editorial.

The musical Inciplts are the top parts unless either the top part is 

toe cantus flrmus, onl^ another nart is extant, o^ as in the case of 

some keyboard works, another part makes identification easier. Musical 

inciplts are in original note values. Original rests have been retained 

but in the interests of clarity the original which indicates a b 

has been altered to , thus becomes

in appenuix li, the iitie of nne work is only given where it deviates 

in any way from ihe usual one of In nomine, or an abbreviation of 
In nomine.



Appendix i. The Manuscript Sources of tie In ^onlne.

Chelmsford: Essex County hecord Office.
OF D/DP.Z.6/1.

A bass part book mainly containing texted motets. The contents arc listed 
by Fell; ' in derived. Sec olso Edwards.
Ivol. 1 P lop;

f 27v
f 60v
f fVl.

In nomine Stroyors (TI 136
In rominoiattr.in index only) Whisht (TI 19^)
In nomine Stroycrs (TI I39)

OF B/DP.Z.6/2.

For a full description of this source son Edwards (vol 1 p 170)

F 1 In nomine Master Ehipht(TI 193)

^,
Cfm.32.G.29.

A volume of keyboard music known os the Fitzwillicm Viryinel Book. This
of musical forms, end is believed to have 

r Francis Treylan durlny his imprisonment in 
the Fleet (InOg-ig). The compositions ranye in date from c 1550 to c 1620, 
ana are prosenned In imoeccable calligraohy, riyht acrods the ooen os^yn 

orintcd edition exists.(FVB) and the manuscript is fully described by 
editors in vol.l (pp 7-XIX)

p 69

the

In nomine Doctor Bull(TI Z/)
Gloria tibi Trinitag Doctor 3ull(TI Zd)
In nomine Blitheman (TI 2l)
In nomine Doctor Bull(TI ^l)
In nomine Parsons.Persons(at end)(TI II9'

Gkc. Cambridge: Kings College, Rowe Music Library.

Ckc.111-7.

no 37 
no 11 p 81 
no 5O 0 91 
no 119 0 219 
no I/O p 257

Four out of a set of five(?) part books

no G ff 60v 
no 9 ff 61 
no 25 ff 69

In nomine a5 
In nomine a5 
In nomine at

Fcrrabo8co(Il) (TI 65) 
Ferrabosco(ll) (TI 66) 
Ferrabosco(ll) (TI 67)

Ckc.316.

^ meaius part oook, the contents of which are mainly texted English
h ' _ tj^ '' ' . 1,- 1 '' 'i ' hr B ^ y' ^

(yol. 1 pp 92-97;from whom this information is derivod.

f 30v 
f 30v 
f 31 
f 33v

In nomine a5 Mr Parsons (TI II9)
In nomine a5 Mr Poyntr (TI 12l)
In nomine a5 D Tyo (TI I62)

Master Malerys In nomine.(Mallorie) (TI gO)
#G.321.
une of a set of part books,another in the same set being L Auo C 6^63 El.

P 62 Gibbons(Orlando)(TI 76]Cryos of London 

Gu. Cembridme: University Library,

Cu.Dd.2.11.
A lute book, one of a set of cart books with instrumental designation 
similar to that in Morlev G.

" 19 
f 73v

in nomine 
!n nomine

Taverner (TI I15) 
Parsons (TI II9)



appendix I.(cont.j 

Cu.Dd.A.23.
A cittern book of the came set.

f 2^v In norine. for consorte 

tni. tublinttrchbishop Marsh Library. 
Dm.Z3.2.13.

A volume of lute music.

P 274 
P 426

Urn.23,4.1-6.

Persons (TI 119)

In nomine 
In nomine

Persons (TI 119j 
TsvcrnerClI l^g)

A set of^1#
,instrumental part book:3^

no f f f f t f
15 63v 63v 63v 13v - 41v In nomine S3 Ferrabosco(ll) (TI 65)
^ 62v 64v 64v I2v - 22v In nomine op Ferrabosco(ll) (TI 66)
23 71v 71v 71v 21v - 29v In nom i.n.o so Ferrabosco(ll) (TI 67)
36 ^3v 33 V 33v 33v - 6lv In nomine 85 Orlando Gibbons (TI 74)
37 S2v o2,.v 34? 34v - 62v In nomine e5 Ferrabosco(Ij (TI 62)
22 pgv 33v 3'3v 33v - 66v In nomine o5 John Ward (TI 134)
2.3 I9v 39v 39v 39v - 67v j::n nomine ap bimon Ives (TI 32)
6 96v 96v 96v 46v 6v 72v In nomine a 6 Peering (TI 53)
19 I03v 103v I08v 53v 13v 36v In nominn an John Ward (TI 135)
20 I09v I09v lOov 59v I9v 37v In nomine a 6 John Ward (TI 136)
Dm.23.4.7-12.

^ set of six :part books.
no 2 Iri nomine a6 (Ferrsbosco II) (TI 63)
no 3 In nomine ab (Ferrabosco II) (TI 70)
no 27 In nomine 83 Tomkins (TI 123)

pm.24.n.lc.

ff r 23 In nomine a5 outr. Cranford (lorrabosco II)(II 67
Dtc.Publin: Tri.nity 

Dtc. 216 

A lute book.

p 130

Dtc.212

lold.erre.

In norPno st Psrsons ( 'I ilp)

puinnus part oooK,one ot a got known an the Thornes ^ode pert b^oks.

Thornes Teilis(TI l/l) 
Thomas Tall is(TI 122)

f 17
f I7v

In nomine el
ino utkor In nomine s4

f 63 In nomine s2. (n second copy) Thomns Tallis(TI 123) 

2u. Edinburgh: University Library,

Lu.Ls.iii 233.

usntus,tenor and bass part bonks,bound together,of a set known as the
, end, together with Dtc,212,ipomas woce books. This is a Scottish souroo. end

is reviewed.by Llliot 

Tenor book 

Bass book

- 163 In nomine 82. Tallis (TI 143)
P 163 in nomine a4 (Tallis) (TI 124)
P 143 In nomine an TGllis (TI 123)
P 169 nne uthcr In nomine s4 (Tallis) (TI 122)



Appendix 1 (cent./

Jsmes ms.

A single Ccntus nert book from the seme set eo T 399. In the orivnte

'n ^ ^ ( p ]79j

p 76 In omine (1/ Thomas Tallis iTl

John Brown ms.
A set of part books in privets bends. This infer;etion was derived from 

Gordon Dodd, the Viola da Gambe Society Index. (London 1980]

no 5 
no IT

In nomine 86 
In nomine 86

Lidliem Lewes (TI 88 
Gilliam Laves (Tl 89

Kl, Kassel: landes Bibliothek und Hurherdsche Bibliothek.
K1.12g (1-5)

A set of mart books containing, amongst other things, three In nomlnes, 

tun of which, originally a^, have hod a fifth oert added by a later hand, 
This informetinn was derived from MB XLIV (p 179/,

do 68 In nomine a5 (or'^t 8/) Taverner (TI 1A5)
Pi) 70 In nomine ap Parsons (TI 119)
po 72 In nomine 85 (orig. 87/ Brewsters (TI 29)

LAnc.Los Angeles: University of California.
Id. '

One of a set of part boohs.Another in the same set is Che 31L,

Cryos of London (UriondolGibbons (Tl 76l

Ibl Add. Lon.-nn: trit.ish Library,^ ':'!]!-]^;-^;! Cod lection.

Lbl Add h9QQ.

This I:': cijscc'ipt sos'-istv. reinlv of" e';t',l''i'{ue of Ihe Diehoos of Cngle'nd, 

with some music for voice and lute bound in ;t the end.

f 6lv In oomine Domini (text un-^rlaid) hr Tavrn-r (TI lyd)

Ibl ^dd 11586.
Known -s Dr. Burney's Commonolace Book, ^his is a miscellaneous collec­

tion of all sorts of music, together with the Doctor's copious and crit­

ical comments, which includo several oxamplos of what he considers to be 

'deformities' in the works of John Blow, 

p 11 f 8v

0 55 f 3Cy 
o 70 f 33v

In nomine a5 Robt.Parsons.Secundum Korley,
Persons. (TI II9)

In nomine a5 John BuIliTI 32
In nomine Rob.Uhite(TI 19A)



Lbl.Add 15166

The mcdins part book of o oot conteirinr in^lish ankhomo.

p with text 'In trouble an- odveroity' Tsverner (TI 1^$)

Lbl.Add 17792-6

rive out of a set of,orobably six,nort books containing,rmon^pt olher 

things,fantasies for consort froT, cl to o6,music in lute intabulation, 

a duet for treble and bass viols and texted vocal compositions, incl­

uding some anthems by John Luyge. further information see the

71-7 $.

^

Appendix I (cont.) iy

ff Iv 

ff 2v

ff e$v 
ff ^Qv 
ff 90v 
ff 109

rbntesia In nomine ml Mr ThozTomkine
(TI 177)

2v no 2 (of as above) In nomine al

91v 93v 90v 78v no 2$ 
92v 9^v dlv 79v no 26 
93v 95v 32v 90v no 27 
lllv 117 lOlv lC6v

Mr Tho:Tomkins (TI 1^8) 
Inomine of Simon Ives (TT 32)
Inomine Mr A F(errabosco II)(TI 6$) 
Inomine n F(errabosoo II) (TI 66) 
The London Orye (Gibbons) (TI 76)

Lbl.^dd 17798

A small quarto volume, the paper dating from who first half of the

seventeenth century. It contains the hasp

' ' ^ " ' "" ' (p

no 26 f 17v Inominy a6

parts of sixteen composi-

:d j

no 32 f 19v 

Lbl. Add 22597

Inominy a6
w Lewes (TI 39) 
W lewps (TI 33)

A tenor part book containing texted English anthems and motets, and

some music for consort.ddwards.(pp 133-160)sugvests ; date c 1530.

(TI 160) 
(Tllf^) 
(Tl 52)
(TI 119) 
(TI 17d) 
(TI 190) 

Ai-6 fly)
(III J.gi.) 
(TI 177)

Lbl.Add 29276

A lute book. This volume contains transcriptions of vocal and instr- 

um-nta] music for lute. The contents are listed by Hughes-Hughes(p 59)

f I3v In nomine a 5 (Tye)
I 34v In "omine (a 5) t^ynts
f 35v In, nomine (a 5) Birdp
f 36v In nomine (a 5) Ir rarson:
f 57. In ;]omLtie zL (Tallis)
f 57v In n'.'mine a 7 (Jhite)
f 55v 1- nomine nL (ot/tr. to Jhite in Ob- 

kroons
f’ 56 In n'mine a) 4 (T&llis)

f 53 In nomine Mr White (TI IbO)
I 53v In nomine( an ) Mr Tallis (TI173)
I 57 In nomine (a/) Mr White (TI 193)
I 57 V In nomine (a/) Mr Taverner (TI 173)
7 7. !■: in "om i.ne (55) Mr darsons (TI 119) 

(TI m)f 55v In nomine (a 5) Mr Otrogers
f 56 In nomine (a 5) Mr Whyte (TI 197.)



^poend\x I( cont.' v

Lbl.Add 29290

A volume of oropn sccompsniments. For a doscrlotion see VdGG J:o xli. 

no 10 f in ram ne a6 Mr Jenkins(fl
no 11 f 60v In nomine m6 Mr Jenkins(TI 86

Lbl.Add 29372-7
A set of six oart books centainlng sacred end secular vocal music in

tin^lish and latin.
ff 32

Ibl.Add 29^01-5
A set of

The London cry Orlando OibbomslTl 76

Mve part books containing mainly vocal compositions. These 

four In nomines are at the end.

ff 52v 
ff 53v 
ff
ff <9v

in nomine 
In nomine 
In nomine 
In nomine

Ibl.Add 29A10-5
set of six part books.08]

no 11 
no 12

In nomine a6 
In nomine a6

Mr ^arsons ITI 119, 
Dr Bull (TI 32)
Mr White (TI 19A) 
Mr Bird (TI 92)

lawes (TI 88j 
lawes (TI 89)

Ibl.Add 29A27
Altus and contra tenor oart books bound together, and consisting of 

English anthems,Jacobean consort music and London and Country Cries, 

ihe title nage is dated l6l6.
f ^3 The London Cry (altus only) Or'ando Jihbons (TI 76) 
f 54 Innomine a5 A]fanso Ferrabosco junior(TI 66)
f 54v Innomine a5 Alfon(so Ferrabosco junior(TI 65)
f 55 innomine 85 Alfon(so Ferrabosco)signior(TI 64)
f 55v Innomine 85 Alfon(so Ferr8bnsco)signior(TI 62)
f 68 (in nomine) with text underlaid'If that a sinners

sye' Milton (TI lOl)

Lbl.Add 29996
A keyboard book, fully described, listed and transcribed by Caldwell B.

who suggests that it may once have belonged to Thomss Tomkins, in

whose hand some of the latter oart is written.

f 68 In nomine a5 Parsons (TI II9)
f 68v In nomine a5 Mr Bird (TI 52)
f 196v A Verse for two to play on one virginall or organa.

The lower keyes together with the higher keves.
Nicholas C8rleton(Il)(TI 54)

Ibl.Add 30480-4
L set of five oart books containing texted English services,anthems 
end instrumental music.

ff 53 59v 55 5Bv - (In nomine)with text'O give thanks'Taverner
(TI 1^5)

ff 71 78 72 75 - Innomihe (anon) (IT lO)



LblJidd ?0Z,95

vuluuu oi '.oyDO^r^ ^usic^c severs I written reteroncoG
to its bcin^ for virainels. The cnnbonts ero ms inly of original keyboard 

pieces, tbourh there ore a few transcriptions of consort works. Part of 

the oriyina] veilum cover is glue^ to the flyleaf, anf it is inscribed 

'Extracts from virpinal book' and'Lady Nevil's Music Book'. Many of the 

exhrects would seem to be from the Pitzwiiiiam Virginal Book, for 

further information see_MB XXVIII (p XV)

f'^^v In nomine Mr Vlwoodc (TI $)

I (cont.)

f tv
IZOxiv

in nomine 
In nomine

Mr hlMood (TI 6. 
Mr Blithemen(TI

Ibl.Add 10513
This volume is known as the Mulliner Book. Compiled by Thomas Mulliner,
it contains s collection of comnositions for several different meKbods
01 oerformcnce, ai! transcribed for keyboard.The dste of the compilation
of this source has been the subject of discussion.Stevens (o 20) mcinte- 
ining that it was copied over a wide soon of time (c 11X5-70) and Werd.
Ipo P25) suggesting e shorter period (c ll60_70j. In either cess it may 
hr considored to be bhe earli-ot source of the In nomine. For a full 
description see Stevens.

f 6y Gloria tibi Trlnltas Nicholas Carleton(l) (TI 93)f 27v In nomine Alwood (TI 4)f llv In nomine Taverner (TrU9)
f 92 In nomine Johnson (TI 87)f 85v in nomine (%hite) (TI 190)f 88v Gloria tibi Trinitae Blitheman (TI 22)f 90v Gloria tibi Trinitas Blitheman (TT 23)f 91v Gloria tibi Trinitas Blii:heman (TI 24)
f 93 Gloria tibi Trinitas Blitheman (TI 29)f 94 Gloria tibi Trinitas Blitheman (TI 26)f 96 Gloria tibi Trinitas Blitheman (TI 27)

Tbl.Add 30390

A volume in the autograph of Henry Purcell.

no 38 ff ^6v 
no ^2 ff ^8v

In nomine a? 
In nomine a6

Purcell (TI 12?) 
Purcell (TI 126)



Lbl.Add 31390
A table book of consort music containing, in addition to In nomines, 
other nieces including text]ess motets ond anthems by both Kn^llsh and 
continental composers. The contents arc listed by Noble (op 91-ll^J, 
and the source is listed and fully described by Edwards (pn 90.97).

Apoendix I.(cont.)

The volume is reverssble, an- 
The title nage (f l) reads

On f the date 1578 
In VI part;

IS

has two title pages, one at each end.
A bookeof In nomi 
nos & other solfain^son 
ges of V:vi;vil:&viii:pts 
for voyces or In 
strumenta^

apnended to a correction.
9

In Vll oarts 

In V narts

f
f 10 
f 21 
r 21,
f 25 
f 27
f 28 
f 29 
f /;2. 
f A6 
f 27 
f 28 
f 53 
f 55 
f 56 
f 57 
f 59 
f 61 
f 61 
f 63 
f 64 
f 65 
f 65

f 66
f 67
f 70
f 72 
f 73
f 72 
f 77 
f 78 
f 79
I 92 
f 93 
f 97
f 99 
f 100 
f 101 
f 109

In nomine 
in nomine 
lin nomine)
(In nomine) 
in nomine 

hree Trom all 
Crye 
I comme 
Innomine 
Innomine
InnominezBlamles
Innomine
Innomine
Innomine
Innomine
Innomipe
Innomine
Innomlne:Follow me 
Innomine:My death 
InnominezTrust 
(nnominezBeleve me 
Innomine:Saye so 
Innomine:F8rwoll my good

(anon (TI,16) 
Strogers (Tl I2l) 
(Tya)(TI 175)

2ar8ons(TI 12l) 
Mr 2ar8on8(TI 120) 
D Tye (ll I56)
D Tye (TI I57)
D Tye (TI I58)
Mr Bird (TI 28)
D Tye (TI I59)
B Tye (TI I6O)
Mr Poynte (TI 122) 
Johnson (TI 87) 
Stro^ers (TI I39)
Mr 3troger8(TI 137) 
Stonlngs (TI 132)
Mr Byrde (TI 51)

:TT 161)

Innomine:Re la re 
innomine:Rounde 
Innomine:Surrexit non 
InnominezSeldom sene 
InnominezRenorte 
InnominezHowld fast 
Weepe no more Rachel 
Tnnomine:Rachelle weepinge 
Innomine 
(In nomine)
(in nomine) 
in nomine 
in nomine 
In nomine fomine 
In nomine
In nomine iiii parts

Tye
Tye (TI 162)
Tye (TI 163)
D Tve (TI 162)
_D Tye (TI 166) 
i.Tor ever 
B Tye (TI I65)
D Tve (TI I67)
D Tye (TI 168) 
hicc 6 TyeiTI I69)
D Tye (TI 17O)
D Tye (TI 17l)
D Tye (TI 172)
D Tye (TI 173)
D Tye(TI 172) 
Bicforth (TI 122) 
(anon) (TI I5) 
(Tallis) (TI 122) 

Robert Rersons(TI lig) 
Clement Woodcoke (TI 199) 
Clement Woodcoke (TI 200) 

Mr Taverner (TI 125) 
Brewster(crossed out)

(TI 28)

(31390 cont)



itl.Add 31390 Icont,
r IIG 
f 117 
f 121

^opendix I'(cont.) viil

Inomine 
In nomine 
In nomine

Malery (TI 9?) Mr Mudd '(TI IO3) 
Wylliam Byrd(TI $2)

Lbl.Add 31A03
^ volume of keyboard music,both snored and secular, with bioprsoh- 
icel doteils of several cqmcosere on the flyleaf.The contents incl- 
ude music by Byrd,Tellis,Gibbons,Bull and Blow,and probably dates 
irom the first half of the eighteenth century.

f Inominy Blitheman (TI 23)
Ibl.Add 32377
^ nart book,one of a ret, contsininv mainly treble oarts.The dates 
l^B^ and 1$38 are on the lest osye.
(op 13A-137)

dully described by Edwards.

f 7 In nomine (ad)
f 7v In nomine a5
f Bv In nomine 85
f 9v In nomine on the s^^rne
f 10 In nomine a7
f lOy In nomine 87
f 11 in nomine a5
f lly in nomine(a5i
f 12 In nomine a5
f 13 In nomine a7
ff 13v,14 In nomine a6(2 parts
f l^y In nomine 85
f 15 In nomine a5
f 15y In nomine a5
f l6v In nomine a5
f 17 In nomine 87
ff 13v,19 In nomine e6(2 parts.
f I9y In nomine 85
f 20 in nomine a5
f 20y In nomine 85

I)^lfon8o(Terrabosco 
(TI 64)

Aironso(Berrabo8co 1(TI 62 
Mr Byrd (Ti $2)

5 Mr Byrd (TI ^9)
Mr Dyrd (attr. Persons 

in Add 31390 f 2A)(TI 12l)
D ^hvte (TI 195)
D Tye (TI IBO)
D Mbyte (TI 19^)
Mr Brusters(TI 29)
Mr Parsons (TI 120'
D Tye (TI 175)
Mf Parsons (TI 119)
Mr Neyler (TI 111)
Mr Poynts (TI 12A)
Mr D Tye (TI I63)
Mr Alcock (TT l)
Mr Strogers (TI ]yl)
Mr Stror^rs (TI I37)
Mr Stronyrs (TI l/O)
Mr Parsley (TI II6)

Ibl.Add 33933
^ue ^luus uori COOK 01 a set xnown as the Thomas Wo^R part books.
This is a Scottish source and is reviewed by Billot. The rest of the 
set is Btc.F.5.13 and Eu.La.iii /33.

In nomine sM
In nomine aA ^

f 73 
f 73v Tallis (TI 1^3) 

Tallis (Tl'lyy)
Ibl.Add 3A0A9
A cantus part book containing five part masses and motets. There are three 
In nomines near the end.

T.
f
f A7v

In nomine 
in nomine 
In nomine

(Bull)(TI 32) 
(White)(TI igy) 
(Byrd) (TI 52)



Apoendix I (cont.

Lbl.Add 37A02-6

^ set of five part books containing songs,madrigals and motets,both 

texted and with textual incipits only.

ff A6 66v Cryes of london Orlando Gibbons(TI 76)

Lbl.Add 39550-A

PP 3? 
PP 39 
PP 56 
pp;57

PP 38

PP 59

PP 60 
PP 93

Five out of n set of six part books(the second bass book ia missing),con­

taining consort music by Wsrd/dilliem White,Cranford and others. This 

source is described by Wjllets S.who dates it tentatively at c 1640.

ff 19 13 19 19 19 Innomyne:2' Alfonso:Ferr3bosco(Il)(TI 66)
ff 20 19 20 20 20 Innomyne:! Alfon:FerrEbosco(II)(TI 6$)
ff 2$v27v28v23v2gv In nomine $ pts WillzBird (TI $0)
ff 29 29 29 29 29 In nomine $ pts Alfonso(Ferrabosco)Si?nior

(Tl'64)
ff 29v28v29v29v29v In nomine 6 ots Alfonso(Ferraho8co)Sipn1or

^(TI 63)
In nomine 5 ots Alfonso(Ferrabosco)Gi^ninr

(TI 62)
ff 30v29v30v30v30v In nomine Will:Bird (TI 51)

In nomine 5 pts Will:Cranford (TI $6)
innomine:1^6 pts JocWard (TI 17$)

ff 30 29 30 30 30

ff ^7 46 47 47 47 
po 147 ff 71 no 7 
PP 149 ff 72 no 9 
PP 176 ff 93v no 4 
PP 190 ff 9$v no 9

Innomine 2^ 6 pts Jo:W8rd (TI 196]

pp 19$ ff 99 no 12

Innomine 6 pts A:Ferr8(boscO'Il) (TI 69) 
Innomine through all narts 86

Alf:Ferra(bosco Il)(TI 70) 
In nomine 6 pte ^lf:Ferra(bo8co Il)(TI 69)

Ibl.Add 406$7-6l

Five out of a set of six part books(one bass book is missing),cont­

aining Jacobean consort music.

no $ ff 77 47 33 47 27 In nomine a6 Ward (TI 196)
no 7 ff 43 49 33v49 29 In nomine a6 Alfon8o(Fcrrabosco II)

(TI 69)

Ibl. Add 47944

A single contratenor part book containing motets,textless but for Incipits, 

and some consort music.Six of the pieces are dated 1$91.

no 2 f 2v in nomine a6 Mr Strogers (TI l^l)

Lbl.Eg. London: British Library.Fgerton Collection.

Lbl.Eg 249$

A volume of music in keyboard score titled'Coperario's Fenceys'. Each of

the In nomines is a keyboard transcription of a consort work. The muAlc

IS witbout both titles and ascriptions from f 13 onwards.

f 20v (in nomine a$) (Ferrahosco II) (TI 67)
1 ^Iv (in nomine e$^ (Forrahosco II) (TI 6$)
f 22v (In nomine 8$) (Ferrabosco II) (TI 66)
f 23v (In nomine a$) (Mico) (TI 100)
f %ov (in nomine 8$) (Orlando Gibbons)(TI 74)



Appendix I (coat.

Lbl.ER 3665

A score book in two volnmes, summarised by Schofield, who su^pests bbot 
it is copied by the same hand as that uhich copied the Fitgwillian 
Vitglnal Book. The music is laid out right ao: , as it
is in the Fitzwilliam Book, a layout which suggests an anthology for 
preservation 'rather than playing. It contains o vast collection of 
of consort music, all in open score, and includes compositions by both

Alfonso Forrabosco Ben 
(TI 63)

AlTonso Ferreboeco Sen 
(TI 62)

Alfonso Ferrabosco Son 
(TI 64)

Persons (Robert Parsonsj 
(TI 119)

William Bvrd(TI 52) 
Mundoy (William)(TI llO) 
Nicholas Stroyers

(TI 138)

Alfonso Ferrabosco Jun 
(TI 66)

Alfonso Ferrabosco Jun 
(TI 6$)

ea "ly and later generation of In nomine
1.
no 13 P 118 f 59v In nomine 1
no If P 121 f 61 In nomine II

no 21 P 1C3 f 67 In nomine

no 64 p 307 f 156 (In nomine)

no 65 P 308 f 156v (In nomine)
no 66 P 311 f 198 (In nomine)
no 69 P 313 f 199 (in nomine)

2 .
no 1, P 1009 f 910 In nomine 1
no 2 P 1010 f 9l0v In nomine 2

bbl.H. London: British Library. Harley Collection.
Lbl.H 7578

^ part book, no 7 in a volume of eight unrelated manuscripts. It contains 
the upper part of English sacred and secular vocal music. Described by 
Edwards.(pp 1^2-3),from whom this information is derived.

f 115 In nomine Domini (cf part only) (Johnson?) (TI 87)

Lbl. RM,'. London: British Library. Roya] Lurie Library.
Ibl.RMy 2b.d.2.

An:anthology of vocal en^ instrumental music collected by John Baldwin, 
the scribe and singing men of Windsor, and now known as Baldwin's 
Commonplace Book.The music is a heterogeneous collection, and is laid 
out both in score and in separate parts, often right across the open 
page. A poem at the beginning asserts the ow^-^ ^ of the volume, and
8 longer poem at the end, signed by Baldwin and dated 1591,praises 
veriWG contemporary composers, particularly Byrd. The date 1606 is on f 3v



^^ncndix I (cont.j

and 1)9^ in on f 1^3v. The onem Crom ho end, ^oe^thor with d'toils oC 

ORidwin's lite,mny be found in Brennecke (pn 33-hO),

f 22v
t 24
f 60v 
f 609-
X 63
f 639 
3 6^9 
f 65v 
f 559

f 123v

In nomine 
in nomine a/ 
bt 8%necto (e6j 
Osanns (a6j 
In nomine a6 
In nomine 0$
(In nomine) a6 
in nomine ad

Taverner (TI 139/ 
Kr 9oldar(TI 8O) 
Taverner 
T89ernsr

hr John bundle(TI 10?) 
(8non)(TI 11/

"' ' ^ 'I I"
hr John Mundie(TI 109/

In noie:canon in eubdiooaaon ag
laudes Deo:finl8 Jo:baldwin:l606 (at end) Baldwin(TI 18) 
Upon In nomine ^ voo 
John BawdwinG:lBude8 Doo 1992
or baldwine (at end) John Baldwine (TI 1?)

Tho two pieceo by Taverner on 9 6O9 ar^ lilera] transcriotions,but text- 

less,of thoee oectione of bis maso Gioria Tibi Trinitao.In these sections

the oantue tirmuo hoard comolet^ /nd unbroh :xn. it is in the nroto-
tynical In nomine.Teohnicaliy^ therefore,

In nomines, ihough they arm not inclu-ed in hho thematic Inoex of this work. 

Lbl.RM 24.d.3

This source is known as Will.Foster's Virrinel Book. The table of contents 

xs sipnzo 'J1 Januarie l62^,Wiil.^oster'. ^or 0 comoleto d'sorioiion see 
KB XXVIII (p 191).

P 272 (In nomine at) Parsons(TI II9)

Ibl.Rl cop. 73-6

Three out of a pdls source

contains mainly sacred music with In^llsh texts. Thrro is some music for 

consort at tho end. The manuscript is described in detail by Edwards 

loo 2l9-292),who estimates tho main section, the texted liturpical music, 

to 00 c 1539-92. tor a complete inventory of the secular layer, see
MB %1IV (p 197)

f /h
(In nomine a?, 
(in nomine 03,

(Parsons) (TI 121) 
T P(oints)(TI 123)

hem. London: Royal Collere of basic. 
1cm 63/

ff ^9v 90v 26? 87? ^ 

Lem 11/9

missinm) Tho London Cry Gibbons(TI 76)

p 62 ^f 29v(cantus,situs -nd tenor only) (in nomine a9)Pcrrabosco(ll)(TI 67)



I (cont.)

2O49
^our of E set of five(?j oort books contElnin? ^n^lish son^s enb toxt- 
less continentBl compositions. The contents are listed bv Brett W^Crom 
whom this is derived, end who su^^ests a deto in the early seventeenth 
century for its compilation.
Vol. I
If
ff
ff

Lem 2O59

II III iv
15v 12 13
Ifv 12v 13v 
- lA lAv

(In noniree s'
(In nomine 
(In nomine af/

hr folrt (fl 12A)
^ hr W Bird (TI'52)
(Berrsbosco Ij(TI 62j

f lOv (b; ss only) The London Cry 76)

Lms. London: The London Msdridal Society.
Lms G 37-i2

no 1 (In nomine eg) Ferr8bosco(li) (TI 67)
no 7 (in nomine af) Ferr8bosco(Il) (TI 6d)
no 9 (In nomine 0$) Ferrabosco(ll) (TI 66)
no 5 (In nomine a6) Ward (TI 196)
no 6 (In nomine 06) Ward (TI 195)

Mynshall: Mynshall lutelManascrlpt.
f lOv In nomine

NH Fllmer. Mew Haven: USA Fllmer mss, 
ME Fllmcr ms.hlsc.ms 17U,i.a-e.
five out of n set of six part boo^s. Microfilm at the Bondlebury 
Library,fambrid^e. This information is derived from the Idbrsrlan, 
Yale University Library.
ff i9v 50v A9v Z9v 50v 
ff 5Gv 5].v fOv 5Gv 51v 
ff 51v 52v $lv 51v d2v

Li (lj(Ti
Alfonso Ferrabosco (l)(TI 62)

ff 60 60 9v 61

In nomine eg 
In nomine aS 
In nomine a$ L]fonso Ferrsbosco (l)(Tl 163 
Set to "he text'Lxaudl voce meam'
In nomine ag Woodson (TI 20l)

i)

MYp. Hew York: Public library. Brexel Collection. 
NYp

L set of six part books. For 0 full descrlotlon of this source see 
Edwards (oo 22i-5j,rrom whom most of this information is derived.

ff 75 75v 77v 70v 52 Innomine
^75v 76 73 71 52v - Innomine
'T 53 '/6v 73v 71v 53 - Innomine

If 59v 77 09 72 53v - innomlne
"f 109vl25vl29 llAv 99v - Cries of

hr Birde
Li-

(TI
fr'arsons iTI 119) 

Alfonsos(Ferrabosco 1)
(TI 62)

Brusters(Brewster)(TI 29) 
idnn Gibbons (TI 76)



NYp 5061

This Inforpotisn Is hsrlvc^ "rom

I (cont.)

D 57
P 59

P 194

Libr-rion, New York Public Library.
In nomine 6 
in nomine 7 ports

Giorin tibi Trinit^s

ib Purcell (TI 1261 
ib Purnell (TI IP?)

Ox.Cord: Bod.leian Library busic MsmiacriptB. h .

Ob e.1-5

^ set of five nnrt books mo inly contsinln? texted motets.The date I565

18 to PS found on f 5lR.ll.Tor e full description see bbteor (n 285).

ff b 6 6 5 6 in nomine PominizBencdictus qui venit in nomine 
Pomini. Amen.(f l) John S8d]er(TI 129)

Ob. Oxford:Bodlmi>n Pibrary bus 

Ob B2
nnuc or i.nt[

A score book in ^he sutoqrsph of WiTiiom lawos. Althouqb the bar lines 

sre pro ruled, they do not influence t'e duration of the contents of the 

bsrs. The front cover bears the initials W.b. and the arms of Charles 

the First. For further information GPe_b^XXT. (p xxiii).

no X P 1C In nomine 26 Will.Iewes(TI 89)
no 36 p 102 In nomine s6 ill.Inwes(TI 88)

Ob c 61—'2
,0 ;<ot of s ix "lert books
is bo und. in vellum. and
flyleaf. There is some
sistent joumbe:rinq.
no ff ff ff ff
1. 135v 115v 3v 72v
2 137v ll6v 4v 71v
3 139v 117v 7v 76
2 11: Iv 113v 9v 76v
5 lljv 119y llv 77v
6 115v ]%» 1.3 70v

11: 7 V 121v 15-0 81v
3 lX9v 12 3 V 17v 83v

9 151 121v 19v 35v
10 153v 125v 21 37v
11 I55v 126v 23v 39v
12 156 127 34 90
17 22lv I66v 97v i.Olv
20 227v I69v I03v I68v
23 237v 17lv 113v 178v
29 239v 175v 115v 180v

on it:

ff
11.'^v
l/5v
l/7v
]V,9v
150v

191v

15PV -
15^/ -
160 _
161 -
231v 26v 
2l0v ^Iv 
219v lOv Innomine a

:on-

In nomine 25 FerrGbosco(Il)(TI 65) 
In nomine 25 Hr Forrabosco(ll)(TI 66) 
In nomine 25 Mr Ferr2boEco(Il)(TI 6?) 
In nomine 25 (Gill) (TI 78)
(In nomlnelab hr Orlando(Gibbons)

(TI 71)_
Innomine a5 Fantaxie Mr Word (TI I81) 
innomino al Mr Cranford (TI 56) 
innomine 25 Ives (sttr. to both

Cranford and Tves) III 82' 
Innomino 25(nnon; (TI 12)
Innomine a5(anon) (TI 13)
Innomino s5 Mr Weelks
Innomine 25 Mr ^eelks
(In nomine) 56 (Oeerinq)
Innomino a6 (Deerinq)

Mr John Chrdo

ITI IbS) 
(TI 189) 
(TI 57) 
(TI 58) 
(TI 185) 
(TI 186)



^ooenil% i

Cb C ^3
nsrt bookG sn or^Pn bonk bound together, end containing music 

by John Jenkins. The orgen oert is so designated, end is the sccomoan- 
iment to the consort. For s comnlete descrintion see VdQ8 J p XI.
no ff ff ff ff ff ff ff
5 lAv 36v 56v 102v 126? 151? (orronj iln nominej86 Mr Jenkins

(TI 95)
6 15? 37 57? 31? 103? 127? 153 (ornenj In nomine a6 Mr Jenkins

(TI 36)

Cb D 212-6
Two sets of fi?e part books bound together, the second set containing 
anthems.The first set is the only source de?oted solely to In nomines. 
Full? described b? Edwards (p^ 201-207) who suggests a dete in the 
first decade of the seventeenth century for the first oart of the In 
nomine section. Fsch composition occupies a separste page, and is titled 
'In nomine'.

no if (?ol3.212-5)
1 3 Tye ^(TI 155)
2 4 John T8?erner (TI M5)
3 5 Thomas Tallis (TI 143)
1 6 hobert Farsons (Thomas T

crossed out in ?ol 214)
5 7 Thomas Peekes (TI 137)
6 3 Robert White (TI 190)
7 9 Henry Stoninge (TI 131)
3 10 John Thorne (TI146)
9 11 Roh'rt White (TI 191)
10 12 Orlando Gibbons (TI 72)
11 13 Henry Mudd (TI 102)
12 14 William Byrd (TI 46)
13 15 Thomas Orestone (TI 125)
34 16 Robert "arsons (TI 191)

15 17 William Byrd (TI 47)
16 13 Robert White (TI 192)
17 19 Osbert Ferslye (TI 112)
13 20 Thomgs Tallis (TI 144)
19 21 Foynts (TI 143)
20 22 Johnson (TI 37)
21 23 Robert Farsons (TI 113)
22 24 John Bucke (TI 30)
23 25 Whitbrooke (TI 196)
24 26 Gsbert Parsley (TI 113)

(TI 117)
been

( 8 second coo? of 
no 9/

heere endeth the songes of fower osrtes and heere begin those songes 
of fi?8 paries.



iniendix I (cent.) 
Ob D 212-6(cont.'
In nomines 
Ifirst series)

XV

In nomines 
(second series.

no ff (212-5) ff (216)
1 29 3 John Fglestone (TI 60)
2 30 4 Nichollas Stropers (TI 137)
3 31 5 leonarde Woodesonn (TI 201)
4 32 6 John Mnndy (TI 106)
5 33 7 William Byrd (TI 49)
6 34 2 Flwey Beven (TI 19)
7 35 9 nlfonso Ferraboscoil) (TI 62)
3 36 10 William Byrd (TI 50)
9 37 11 3.1ion3o Ferrabosco (ij (FI 63)
10 33 12 bdwerd Gibbons (TI 71)
11 39 13 Alfonso Forrabosco (1) (TI 64)
12 40 14 William Byrd (TI 51)
13 41 15 Thomas Merricocke (TI 99)
14. 42 16 Henry Stonynye (TI 132)
15 43 17 t^chollas Stro^ers (TI 133)
16 44 13 John Gibbs (TI 77)
17 45 3.9 William Handall (TI 123)
IS 46 20 John Bull Doctor (TI 32)
19 47 21 Hobert Barsons (TI 119)
20 4,3 22 William Stannar (TI 130)
21 49 23 Tye (TI 161)
22 50 24 Arthur Cocke (TI 55)
23 51 25 Orlando Gibbons (TI 73)
24 52 26 Kobert White (TI 194)
25 53 27 William Byrd (TI 52)
26 54 23 loonarde Woodeson (TI 202)
27 55 29 Rruster (TI 29)
2S 56 30 ieonarde Woodeson (TI 203)
29 57 31 Hake (TI 31)
30 53 32 leonarde Woodeson (TI 204)
31 59 33 Nichollas Strogers (TI 141)

(06, third part missing)
32 60 34 William Mundy (TI 109)
33 61 35 Hicharde Allison (TI 3)
34 62 36 Nichollas Strogers (TI 139)
35 63 37 Thomas Weekes (TI 133)
36 64 33 Clemente Wcodcocke (TI 198)
37 65 39 Osbert Parsley (TI 115)
33 6$ 4O dlway Seven (TI 20)
39 6?% 41 Thomas Weekes (TI 189)
40 68 42 John E^lestone (TI 6i)

f f f f f
1 69? 69? 69? 69? 43? 21fonso Ferrabosco ()

(TI 65)
2 69? 70 70 7C1 44 Mf'Alfonso Ferr8(bosco )

II)

, (TI 66)3 bw ?0v VUv ?0v Al(fonso)FerG(bosco H)
(TI 67)

4 70 71v 71? 71? 45? 
$ 70 72? 72? 72? 46?
6 70? 73? 73? 73? 47?
7 70? 74? 74? 74? 43?
3 71 75? 75? 74? 49?

(A second 
9 71 76? 76? 75? 50?

(^ second

Orlendo Gibbons(TI 74) 
Mr 0rla(ndo)Gibbon8(TI 75) 
(John Ward) (TI 18^J 
(Simon Ives) (TI 32) 
(Ferr8bo8coI)(TI 62) 

copy of.no'7,first series) 
(Ferrabosco 1) (TI 63) 

copy of no 9,first series)



I (:
OhD2P9

i,.

or'^n bounb in leniicr, %': a .rie X);:' t oT vbnri! the

hirst, end the initials h.L. on the cover. The music is in th= hand of
^illinm Lowe id the volume is rcverssblc^ the music bein^ cooled in
from both ends. The first na^e is Inscribe^

Tho Or^sn pert: 
tor the violins:
& Bnsso ^iol]:

no 2^ p 2$ Inominy o6 
Inominv 26

Icves (TI 13) 
loves (ri 19:

O'b :h

no 30 p ^3

245-7
Three of 2 sot of oart books containing instrumental music, and inscri­
bed 'William Isles 1673'. The volumes contain music in lute intcbulation 
ss wel] os music designated for tenor end boss viols; Inside the front 
cover is written 'hr Ullliam Isles sent those ten books to Dr. fell,
Desne of Christ Church in Oyvb^j yg y publlcke musicke scoole'.

ff ]2^v Iblv h^v In nomine s' 
ff ll5v Ib2 T7 In nomine e'

Thomas Tomkins (TI 1/7j 
Thomas Tomkins (TI l^l)

Ob E ^23

A contratonor oart book containing anthems, 
fully by Eduards (p IlU,vho suggests that the collection

ongs and motets. Deccrlbed 
started

after 1577, a nd continued until well after I5CO.
no 4^ D jbO In nomine hr ^oynte (TI 124)
no 19 0 131 In nomine Doctor Tyc (TI 161)
no 50 D 182 in nomine dilliam Birde (TT 52)
no 51 D 144 In nomine dr Robert Prrsonc(TI 119

Ob d 417-^2

A set of si% oart books, bound in vellum, an' containing mainly 
fantssias by Jacobean composers.
no 11 ff 32v 37v l^v 12v 3/v 43v In nomine 26 
no 12 ff 33v 3Cv l^v llv 35v 64v In nomine a6

Mr Warde (TI II5) 
kr Warde (TI 186)

Och. Oxford 
Och 2

Ihrist Church library Kunic Konuscripts.

A huge volume of consort music, aid im cmen score. This is on^ of the
manuscripts in the hand of John Lilly and associates. For further
information see kjllets 1. The In nomines are without titles or ascriotion.

no 53 f 149v (In nomine ad) (Orlando Gibbons) (TI 7^)
no 1? f 236v (In nomine 26) (Jbrd) (TI ICf)
no 18 f 2"8y (in nomine 56)
ric
no 25 f 2A8v

f 2/7, (in nerdne af
nomLn-

(Orlando 
(Jord)
Cderd i
(Fer^ehoeco ^Ij 
(Ferrabosco ilj

(TI 1^6) 
(TI 63) 
(TI 7C)



I (con±.j

Och ^9

This volume consists or rev rhl uuroL^lco r^uuocrlpts bound Loo^Lbor, cod 

contains,amongst otbor things, a Latin Mass by Csrlssimi and English 

solo.songs by Purcell,Loc^e and others. The latter o^rt ot the volume

1 ' ^ , M'

of thn volume, end badly cronrvy Uy y,-. y; These last folios are

the sedr source of the seven In nomines organ by John Lugee, and were
copied and y:, 1.1.^

fZO^v
r do/v
f 206v 
f 20^v 
f dlOv

1 dl6v 
f 211v

lldCyposoilnly by J.-ux'-- hx.'-s.elt'.

Gloria tibi Trinibas J Lugge (TI bO)
Gloria till Trlnlbcs J Lunge (TI oi)
Gloria tibi Trinitas J Lu^ge (TI 92)
Gloria tibi Trinitas (TI 93)
Gloria tibi Trinltas Play this if you will(fivo 

notes lower?) J Lugge (TI 9^J 
Gloria tibi Trinitas J Luggo (TI 9$)
In nomine J Lugge (TI Qb)

Och 6I-6

^ set of six part boobs consisting mainly of vocal music, followed 
by a few Jacobean consort comoos it ions.

ff 91 ^9 59 79 19 79 (In nomino) a6

Och 67

tdv The londc

Ferr3bosco(lIj(TI 68) 

Orlando Gibbons(TI 76)ion try

Och ^71
^ urmlnutlve organ book of only toenty five folios. This volume shows 

signs OI muen wear, and the 'act n-g- or pages are missing.In uniform 

paper, bordered with ^lowers, and covered in single vallum, this source 

contains twenty five compositions, mainly plalnsong settings, by vari­

ous comnosers. Caldwell K. (op 129-153) dates it at c 1$60.

I 6v In nomine Taverner (TI lyg)
f II parts on a rowndo tyme.Gloria tibi Trinitas

Tallis (TI 1/2)
f 22v In nomine Gtrognrs (TI I33)
I ^3v in nomine ^ Gtrogers (TI 13^)
f 25 In nomine (incomplete) Gtrovers (TI I35)

Och 103-9
^ set of six mart boots copied by John Lilly and associates. The In 
nominos are all ^ attributions, dor further Informa-
tlon see Wjiiets L. \ o 307-1IJ

I3v I5v 15v igv 15v (In nomine 85) (Micoj (TI 100)
l6v l6v j,6v 16v I6v ““ (In nomine 35) (Ferrabosco II) (TI 67)
l7v 17v 17v 17v 17v (in nomine 85) (lerrobosoo IT) (IT 65)
IGv I9v I8v I3v 1% (in nomine a 5) (Ferrabosco II) (TI 66)
^9v 69v 69v 69v (in nomine 8 5) (Gibbons) (TI 74)
93v 93v 88v 92v 90v l6v (in nomine a61 i'Gar.d) (TI 19^)
91V 94v '9? 93v 917 1.7v lin nomino ady (hard 1 (TI 1961
99v 99v 03 V 97v 92 V 21v (in nomine a 6 (Ferrsbosco II) (TI 69)
lOlv lOOv lOlv lOOv lOOv 2/,v (in nomine a6j (Forrsbosco IT) (TI wo)



konendix 1 (cont.)
Pch
A of six o^ri hoc' .'OUT!.:- in cnl.f.

pmrt ote^pod tupco on coch cover. For e
'ih %he inibinis of ench voice 
--oocriotion o ;o VdGS J (p xll).

no ff
It 53v 32v 53 V 6v fOv In nomine a5 A Ferrabosco (IT) (TI 65)
13 59 33 55 7 51^ In "omino a5 n Ferrnbosco (II) (TI 66)
13 59v

60
33v 55v 7v 51v in nomine a5 A Farabosco (I) (TI 62)

15 33 56 2 - 52 In nomine a5 9 Cranford (TI 56)
3 3 70 44v 66 12 -- 62 Innomine the first c it Orlando Gibbons (TI 74)
34 70v / 5v 66 V 12v - 62v Innomine the second 95 Orlando G ibbons

12 6
(I I 75)

ff 60
60v

27 39 70 Innnmine 06 John Word (TI 125^
13 ffv f7v 29v nv 7Dv Innomine a6 John herd (TI I'f 6)
21 92v 64v 91v 43v lOv 73;v InnominoO.f ith text) 'If that a sinner's r jq;hs'Kr Milton (Tl'lOl)
Och ^36
r huge volume ,of Jncoboen coneort mneic e^l transcribed ibr keybosrd.
The sheer size of this volume supreots thot it woo never intended for 
prncticel use. iheo is one of tno volumes copied by John Lilly end ssoo— 
cdstes, end the In noainos ore without cither titles or escriptions. For 
further information nee Wjdlots 1. PP

Och

f 66v (In nomine) @5 (Mico) (TI 100)
f 67v (J71 nomine) f 5 (Ferrabosco II) (TI 67)
f 68v (In nomine) a I (Forrabosco (TI 65)
f 69v (In nomine) f 5 ( (TI 66)
f 123v (In nomine) a 5 (Orlando Gibbons )(TI 73)
f I56v (In nomine) 16 (Ward) (TI 125)
f 152v (In nomine) a 6 (Ward.) (TI 126)
f I6lv (In nomine) f6 (Ferrsbosco II) (TI 62)
f I62v

.7

(In nomine) a 6 (Ferrabnsco II) (TI 70)

five oart books conta ining motets and Italian part son.gs, r^^nb
by Ferrabosco. Tbe two In nomlnes arc the only music without c text in 
the volume.

no ff
2^ lOv IPv iPv lOv 12v 
2f 11 11 11 11 13

Och t6A-72
A set of five nart book
ff

In nomine (cfp 
In nomine (at)

(Ferrebosco I) (TI 62) 
IFerrabosco l) (TI 63)

containing consort music.

t7v 17 $2 (In nomine at.leaf missing from t68 and ^op)
Ferrabosco(ll) (TI 6

3v tOv tlv 1^ 33
ff cq 59 19

(In nomine at) 
(in nomine of/

Ferr8bosco(lT) (TI 66) 
Ferr8bosco(ll) (TI 6?)



A^oen'ix I (cout./

Och A73-9

A 3et of nix nerb boobo, hounb in c^lf xikh ''olb boolln; -nd contain-
in^ Jocobesn consort music. For 2 5' scriotion IdGS J (o xii).

no if
1 51 innomine 25 Jo.libhy (TI 197)
2 ^v Innomine eg ^lohonsolForrnbosco li) 

(TI 67)
5 52v Innominc eg 8vm:lves (TI 82)
1 53v Innomine eg hr Gill (TI 78)
22 71 Innomine fanbegio 8g(vitb rubrid'dreg' and'come on')

J B^John Brown:)(TI 31)
15 89v Innomine ohBntsgir 26 ^lohonsolFerrabosco II)(TI 68
16 90v innominc 06 hr Ward (TI 186
17 91v Innomine 26 hr Gill (TI 7g)

Och 179-89
A set of oert books.

no 5 (in nomine) eb lawcs (TI 83)
fH3 12 (In nomine) 26 Lewes (Ti 89)

Och 527-30

Four out of e net of (possibly six) cart books.

no 3 8 (In nomine) ng Frrrshosco (II) (TI 6g)
no 39 (in nomine) eg Ferrabosco (ll) (If 66)
no lO (in nomine) eg Ferr5bo8co(lI) (TI 67)
no 11 (in nomine) ng Fico (TI 100)

Och 716-20

A oet of five oert bnoko contoininv consort munlc.

no
no
no $0 
no $1

Och 9RA.

(In nomine;
(in nomine)
(in nomine) eg 
(in nomine) eg

Ferrobooco(II) (TI 6g) 
Forrebo3co(Il) (Tl 66) 
Simon Ives (TI 82) 
(Word, Gttr.Ives)(TI 18A)

A set of five osrt. book; 'fully de:.icribnv.) 'nn bbo contents listed
by Brett W.-(0 273)
nos 2/ «5 84 82 In nomine (sg) hr 7ob(ert)I2r3onG (TI 119)
nos 8g ^6 8g 8g In nomine (eg) hr hillinm Byrd (TI 52)
nos 86 87 86 86 26 In nomine (25) Mr Nicholas Strovers (TI 137)
nos 87 88 87 87 87 In nomine (sg) Mr Nicholas Strogers (TI 139)
nos 88 '89 88 18 28 In nomine (sg) Nicholas Strogers (TI 136)
nos 89 90 89 29 29 In nomine (ng) Fohn Bull - (TI 32)
nos 90 91 90 90 90 In nomine (og) Mr Rbb&rt White (TI 1^4)
nos 91 92 91 91 91 In nomine (sg) Mr .Doctor Tye (TI 161)
nos 92 93 92 92 92 In. nomine (eg) Woodcock (TI 198)
nos 98 ^9 92 92 92 In nomine (ag) hr Brusters (TI 29)



Aopendlx I (contj 

Gch 100^
^ ot mu3ic in
01 consort works, snd s]though of the piocoo orn described en
uhis IS 3 description of the oriyinnl. consort version rethor then these 
ARyoosro ur^nscriouions, which ore considerably thinned out in teztnre, 
end are probably intended as accompaniments to the consort. On f 115, a 
^Uviic lewod cinis. ^r, ino, eup^oj his fcnts^ics for 5 vvells to ye 
orn^n'.

in nomine 5 pts 
In nomine 5 pts

wlphonso Ferabosco (II) (TI 65) 
dlphonso Ferabosco (II) (TI 66

In nomine 3 nsrts (Tomkins) (TI 1^?)
In nomine 3 nnrts two trebles (Tomkins) (TI l^g)

p 116
P 119

Och 1018-20
no 5 
no 12

Och 10?^
no ^1

Och 1113
^ volume of keyboard music, compiled c 16^0, by WilliBm Fills, orynnist 
of 3t. John's College,Oxford,(1639-16^6). See MB XIV (p 159)

('No tiWtj Mico (TI 100)

no 78 p 165 Ijioi/e Dr Bull (TI 36)
79 167 Inoie (Bull) (TI 37)90 171 Innoie (Bull) (TI 38)
91 173 Inomie Dr Bull (TI 33)82 176 Innoie Dr Bull (TI 34)
93 179 Innie Dr Bull (TI 35)^4 181 Innoie Or Bull on Inomlne 

(Bull) olainsony 
(TI ^1)

Och 11A2A

. It
in 3:^oiwion lo blow's venus end Adonis end music by Feousch, 

four keyboard In nomines.

f Av 
f 13v 
f 19 
f 20

( No title, ennn)
I No title, anon) 
Innomine (anon)
( No title, Blitheman

(TI 7) 
(^I 8) 
(TI 9) 
(TI 22)



r^ooe ndlx I (cent. )

5c. Paris Gonserv'ertoire.(Nss. 're loc^t
Nationalc.)

Pc F 770
A sc ore book dating from the later years 1
MB 1% D 2:2U Some of the mus ic in this soi
nation similar to that of th'e trio sonata,
Ward 's In nomines a4*
f P. no.
190 2$$ 1 Fent8S:lnnomine a/
l$lv 2 $8 2 innomine r4I$3v 262 3 Innomine 84
15 $v 266 4 Innomine 34l$7v 270 5 Innomine aZ,

Pc 1122

oc^ted at t/e Blbliotheque

J Ward 
J Ward 
J Ward 
J Ward 
J Ward

3le source of

(TI 179) 
(TI 180) 
(TI 181) 
(TI 182) 
(TI 183)

A volume of music In the bond of Thomas Tomkins, detiuR, orobobly, 
from tne second quarter of the seventeenth century, anjcontaining 
music by Byrd, Bull and Tomkins. The contents are listed, and the 
source described in MB V (pp 161-1$$),from which this information 
is derived.

o 36 
P 41 
P 43 
P 4$
0 44
P $0
a 53

P $$
p 60
P "2

p 66

p 68
P 90

P 110

D 112
P 115
p 121 
P 144

P 1$4
P 1$8

n 163

hr William Byrd.Two ots.gloria Tibi trinitas. (TI ̂.$)
yloria Tibi trinitasidoct BulliThe First. (TI
In nomine:The second doct.BulI. (TI 39)
The Thdrd In nomine.(Attr.Bull in table of contents)(TI ^6) 
doct.BulI.gloria tibi trinltas. (TI ̂2)
In nomine, (tttr.Bull in the tabic of contents) (TI 33)
(No title,anon.^ttr.to Bull in the table of contents)

(TI
(Bull) (TI

of contents^ (tl
in the table of contents)

(TI
in tPe table of contents)

Gloria tibi trinitas.
In nomine(Attr.BulI in tabi 
(Wo title,anon.Attr,to Bull

14)
35)
36)

37)

Plorla tibi trinitas 
In nominezqloria tibi Trinite;

(No title,anon.Attr to Bull
(TI 38) 

Bull (TI 13)
January 20-28 1647

^3mkins (TI 149)gloria Tibi Trinitas.\Fragment:the first four measures of
the comoosition on p ll$,c8ncelled)Tomkins(TI 140) 

gloria Tibi Trinitas.Junc 16 I648 Tomkins
Gloria Tibi Trinitas.Hay I648 Tomkins (TI ]$0)
Gloria Tibi Trinitag.October 27 1648 Tomkins (TI 1$2)
In nomine(Aeecond version of the comnosition on p 9O)

January 20 I647.August 2 16$0. Tomkins' (TI I/9) 
iGloria tibi trinitas in index)ksbruary 16$0 Tomkins(TI 1$3) 
Gloria tibi trinitas.(A second version of p 1$4)

February 14 16$0 Tomkins (TI l$l) 
Innomine.June 28 16$2 Tomkins (TI 1$4)



^npendlx T'(cont,)

Pc 1]85

^ volume of keyboard music which once belonged to Benjemin

^osyn,who listea itc contends In l652,rn"t of this source Is thought 

to be In the outogreoh of John Bull.The source probebly dotes from 

1611 or so, end is listed fully, rnd described.in MB XIV (p 159),from 

which this information Is n rived.

D 11^ In nomine:nri^5 oors
P 139 (In nomine)
P 1^3 (In nomine)
p 14b (in nomine)
p 151 Inois
p 156 In nolo
P 159 In noie
P 166 In noie (A second copy of p 13^)
p 175 In noie:Tertis oBrs(A secon-

John 3ull(rl 
John Bull(TI 
John Bullill 
John Bull(TI 
John Bull(TI 
Johh Bull(TI 
John Bull(TI 
John Bull(TI 

copy of p 113)
John 3ull(TI

33)
34)
35)
36)
37)
33)
91

31

Bk 11: San Marino,California, 

SM 21 25A 16-51

ff 33 In nomine a5 
ff 33v In nomine a$ 
ff 34 In nomine 85

Cranford (TI 56) 
/errabosco(II)(TI 65) 
berrsbosco(II)(TI 66)

_T^TGnhury:St Michaells College Library.

T 302

A score book. The contents are listed by Fellowes C ( p ys)

f y7v In nomine 1 Orlando Gibbons(TI 74)
f 43v In ominc 2 ag Orlando Gibbons(II 75)
f 52v In nomine(See sourlous works,ibid,chap l) :Ji]l Lowes,

T 354-3

^ set of five mart books 

Bellowes C ( pp 61-62) 7

ff 16 
ff I6v 
ff I7v

ff I3v 
ff 19v 
ff 20v

ff 21v
ff yivyCvyivIlv 
ff 42vyivy2vy2v 
ff 43v42v4iv43v /Cv 
kf 44v43v4yv 44v //?

, the contents of which are listed by

or 8 full descrlotion see Idwards (op 132-3)

Lr"! nomine(84) i:r Johnson (Tl 37)
In nomineta/) inr Jlh i.te (TI 193)
In no^Gno(e4) Mp Parsons 46 J
(Attr. Byrd i.n Cb ) 212-6)
In nomine (a/,) 3.1’ white (TI 130)
I(n) nomine(ay Mr Tallis (TI 1430
In nomine(a4) Mr 9h ite Mil
(Attr. John Thorn in Ob B 21: !-6)

nomine(n/) :\r Taverner (TI 145)
I'' nomine(a5) uoctour Bull (TI 32)
In nomine(a5) Mr Marsons (n 119In nominelag) Mr .h i t- (■Mf 194)
An nomine(an) Mr Bird (TI 52)



^jpeniix I (cont.)

T 3%
^ single discantns nert book. The contents are lioted by Fellowes C 
IPP 6x_/uy one ndwards (pp 127-133). This source contains both music 
vitb a letln text, ann untexted censorL music.

Robert Persons(Tl'llS) 
StroFcrs (TI 139)
(Tye) (TI 167)
(Byrd) (TI $2)
(Byrd) (TI Ag)

p 7 Innomine 8$ (cf only)
p 13 Innomine a5
p 70 Innomine 8$
p 71 Byrds Innomins^ct
p 72 Byrds Innomine^fsg
p 73 Tsverners Innomine:Mr Tcyerncr a5 (uith en added fifth oert)

(Tsverner) (TI 1A3)
p 7A Johnsons InnominoiMr Johnson ^5 (with an added filth part)

(Johnson) (TI 87)
P Tallis (TI ly/J
p 76 Hnwkcs Innomine: Mr Hawkes 8$ (Hawkes) (TI Bl)
p 7B Innomine:de orofundls(attr. in index only) Mr Mudd (TI lOi)
p 194 lu nomine a6 (Set to text) 'With yayling^yoice from out of'

the depth of sinne'
^ Blankes (TI 2l)

p In nomine 85 Alfon3o(Forr8bo3co (l)
(TI 62)p 205 Innomine 8$ Brewsters (TI 29)

T 1018
A score book containing motets, madrigals and consort music. The 
contents are listed by Pellowes C (pp 213-4).

f 25v In nonane a5 (Ferrabosco I) (TI .63)
T 1/64

A bass port book containing music with both Latin and Lnglish texts.

(pp 98-100).

8v
f « 
f 
f 9
f 9v 
f 10 
f lOy
f 11
f 12

innomine ag 
Innomine (a5?)
My deathe bedde
My farrewell
Holde fast
In nomine:The flafts
In nomine:uppon V minoms a$
In nomine 89

bents are list ed by
c 1575, and Ldwsrds.

Mr Byrd (TI 49)
doctor Tye (TI 176)
doctor Tye (TI 162)
Doctor Tyc (TI 177)
Doctor Tye (TI 172)
Doctor Tye (TI 173)
Mr Berseleye (TI 111)
Mr Whyte (TI 194)



W8ohington:Fol?er ohskespe^rc Library.

V.5.

A vnlu-e or textlass treble rerts, listed anb ^escriboH by ^idwarbs, 
loo 15d-6u; from whom thlH information is derived.

in nomine a; AlKfonso Ferrabosco Ij
I 15v In nomine (e?) Mr Alkocke (TI 2)
f l6v In nomine Mr Msllsrie (TI 97)
f IRv in nominees?) Mr Jeffries (TI 83)
f 21 In nomine a5 (anon) (TI l/J
I 25 in nomine:Cranok(?j (a?) Jeffries (TI 8A)
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Appendix ll. Key to the Nenuscript Sources,

RISMSlglu.
OF D/DP.2.6/1 
OF D/DP.2.6/2
Cfm 32.0.29
01c 116-7 
Ckc 316 
Ckc 321
Cu Dd.2.11 
Cu. Dd.6.23 
On Dd.9.33
Dm Z3.2.13 
Dm 23,6*1-6 
Cm Z3.6.7-12 
Dm 26.2.16
Dtc 610(Formerly D 3.30 
Dto 612(Formerly P 5*13
Zn I^.Hi.693
James ms,
John Brown ms.
K1 125 1-5

3 C 1)969 IF,

11)1 Add 6900
Lbl add 11596
Lbl odd 15166
Ibl Add 17792-6
Lbl Add 17799
Lbl Add 22597
Lbl Add 29266
Lbl Add 29290
Lbl Add 29372-7
Ibl Add 29601-5
Lbl Add 2961CL5
Lbl Add 29627
Lbl Add 29996
Lbl Add 30680-6
Ibl Add 3CF85
Lbl Add 30513
Lbl Add 30930
Lbl Add 31390
Lbl Add 3I6O3
Lbl Add 32377
Lbl Add 33933
Lhl Add '36<%9
Lbl Add 37602-6
Lbl Add 39550-6
Lbl Add 60657-61
Lbl Add 67866

ChelmsCord:3ssex County Record Office.

CKmbrldye:Fit%wllliam Husoum. 
Cumoridfe:Kinry Collo-o,Rowe Music library.

CKmbrid-e:Dniversity Library,

Dublin:6rchbishop marsh Library.

Dublin:Trinity College.

Sdinburyh:bnirorsity Library.
Mr.Kici

'p
In orivsto custodr of Mr.Kichoel James. 
In nrivete hands.
Lendosbibliothek und Murhardsche. 
Bibliothek dor Stadt Kassel,6^*
los 6nyeles:University of California, 
Ji]]'- " ' ^ '
Iondon:British library Music Manuscripts, 
additional collection.



^C'endix to the ^^nuscrlpt (cont. xxvill

tbl 2485
Lbl Eg 366$
Lbl H 7573

Ibl R 000 7A-6 
Rti2^_d.2 

Lbl RM 2^.d.3

I.CTD 63/.
1cm 1145 
1cm 2049 
1cm 2059

Ima G.37-/2

iT-nohoIl

MH 170 l.c-c

/130_5 
Eyo 5061 
lyp 5612
Gb 0.1-5
Ob B 2 
Ob C 64-9 
Ob C 33 
Ob D 212-6 
Ob D 229 
Ob 1 245-7 
Ob 2 423 
Ob E 437-42

Och 2.'^
Och 49 
Och 61-6 
Och 67 
Och 371 
Och 403-3 
Och 423-8 
Och 436 
Och 463-7 
Och 468-72 
Och 473-8 
Och 479-83 
Och 527-30 
Och 716-20 
Och 984-8 
Och 1004 
Och 1018-20 
Och 1024 
Cbh 1113 
Och 11/2 A

tendonlErltlch Hbr^ry luslc Ksnuccripts 
Egerton Collection.
tendonzBritish librnry Innic Manuscripts 
Horley Collection.
tendonzBritish librHry Music Monuccriptc 
Roycl Muclc Lihrury,

tendonzRoyol Collego of Music.

tendonzThe tendon Mhdripel cocimty.
Mynchsll lute Konuccrlpt.In the poWBsoion of 
Mr. Robert Gpenccr.

/ heronzYule tniyercity tlbrery^Eew HevenyConn. 
tibrrry of ttc dchool o'" tuotc. 
tMil.T-' r Collcctiof! now r":^fcri"od to no M'lsc.'. 

17C.)
tbw YorkzBublic tlbrnry.Drexel Collection.
(donned in -"he Ij.ncolnr.riu'; CentT'oj

OxfordzBodleion tibrory Music Mnnuncrlpts. 
Oxfordzdndloian Idhrnrr Mhoic Bchool Monucc:

Ghford: Christ Church tlbrery*



Apoendix to the Manuscript Sources (contj XX1%

Pc P.770 
Pc 1122 
Pc 11%5

Peris: The Peris Conservetoire^Prence. 
Manuscripts ere loceted at the Hiblloth- 
eque Nationsle.

3M EL 2$A y6-51 Sen Me^unc' t ' . " end
Art Gallery,San Marino,CallFornie, 
(Microfilm at Pendlcbury Library,Cambridgej

T 302 
T 35A-S 
T 389 
T 1018 
T 1/64

Tenbury:3t Michael's Collep^ Library. 
(Manuscripts now located at the Bodle'an 
Library,Oxford!

We 7.8. 4O8 Washington:Polyer Shakespeere Library.



Appendix II. Key to the printed editions of the musio.
XXX

J^rnold: Cecily Arnold and Marshall Johnson.eds. Tomkins.In nomine
(London,1949) -------------------------- -

_BergiM_nn: W.Bergmenn,ed. Purcell,Innomines (London,I968)
Arranged for recorders.

JBrldge: Sir F. Bridge,ed. Orlando Gibbons.The London Crv (Tendon,I9I9) 
haven^ Zwai In nominea/Cnn<m^tinm D 252g (Wilhelms-

.Lanksi Harry Banks,ed, Tomkins, In nomine a3 (London, I96O)
Dart_F^ Thurston Dart, ed. The Works of Henry Purcell, vol XZXI, The 

Purcell Society (London 1959)
jDewes: F Dawes,ed. Two Elizabethan Keyboard Duets (London, I949)
jDayj John Day, printer, Certalne Notes (Tendon, I56O)

Dolmetsch, ed. Fantasy for Five Viola on the In Nomine Theme 
VdGS Series no. 4 ( Schott, London, 1951^ ----------------------------

Kenneth Elliot, ed. The Collected Works of William Byrd vol.XVII 
(revised edition, London,I97I) '
gichard Mdco.Three Pavans, T^c Fantasias and In Nomine. English Consort 
Series, (Jordan ^arly Music Centre Publications, London)

_Fhll^ E^H. Fellowes, ed. The Collected Works of William j&vnd vnl.XX 
(London I9$0) -------------

_F^Bp J.A.Fuller Maitland and W. Barclay Squires, eds. The Fltzwilliam
... Trginal Book,2 vol, (Leipzig, 1894-9, reprint New York, I963)

jClyn: ^^rg^ret Clyn, ed. Early English Organ Music. Plalnsong and 
Mediaeval Music Society (London 1939)

In nomine :01d English Chamber Music.Hortus Musicus UJL&XIY (Kassel, I9$J)
Just G: H.Just, ed. Orlando Gibbons, Londoner Strafenruffe (Mklntz,I933)

_Just P: H.Just,sd. Fantaslen fur Streichlnstrumente. Nagels MuslksArchlv 
$8-103 (Hanover, I930:l9$9j

_MB^ Mhslca Britannlca (London, I9$I - )
The Mulllner Book.ed. Denis Stevens, (2nd. rev. ed. 1973)
Thomas Tomkins.Keyboard Music.ed. Stephen D.Tuttle.
(2nd. rev. ed. I964)
Jacobean Consort Music, eds. Thurston Dart and William Coates. 
(2nd.rev.ed. I9&b) *
John Bull.Keyboard Music I,eds. John Steele and Francis Cameron. 
j2nd.rev,ed. 1967) *

Scotland IgOO-T/CO, ed. Kenneth Elliot, (2nd,rev.ed.1964) 
Tl^Iiam lawes.aelect Consort Muaic.ed. Murray Lefkowitz,(l963)

-- consort dongs, ed. Philip fTcAv^
Byrd.Keyboard I'ltsic li.ed. A]an Brnurn^ (I97I)

I
?

n

xiv

X7
XXI
XXII



xxxi

-^.ppendjjc II. Key to the printed editions (cont)

John horehen^ed. Osbert Parsley, In nomine (London, 197$)

—^lanm Poulton and Basil Lam.ed8# Collected Lnte Music of John 
Dowland (London 1974) --------------

RW: Robert Weldner, ed. Christopher Tye. The Instrumental Music.
hecent Researches in the Music of the Renaissance ZII,A-R Editions 
inc. (Madison,Wis.UBA,1973) *

SRec: Irwin Bpector, ed. Robert White. The Instrumental Music. Recent 
researches in the Music of the Renaissance ZI,A_R Editions inc. 
(Madi8on,Wl3.USA,1973) ' "

8te7_G: Denis Sterens, ed. Orlando Gibbons. The London Cry (London I9$6)
Stev_T: Denis Stevens, ed. Thomas Tallis. Comnlete Keyboard Works 

(London I9$3) ' --------------------

Terry: Richard Terry, ed. Robert Parsons and Osbert Parsley. In Nomines 
for String Quartet (London 1923j ----------- ----------

_7dC8x Viola da Gamba Society Supplementary Publications,London.

ip Thomas Tallis,Two In Nomlnes. ed. Francis Baines.
T; John Ward. In nomine a5. ed. Gordon Dodd.

Bpbept Parsons. Two In Nbmines a7. ed. Gordon Dodd. 
yohn Ward. In Nomine ab. ed. Gordon Dodd.

77 .Orlando Gibbons. In Nomdne a5 no. 3.
7S Orlando dlbbons. In Nbmln6"a5 no. I.

.7dG8_J: Richard Nicholson and Andrew Ashbee, eds. John Jenkins. Consort 
Music for Viols in Six Parts (London, 1976]
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Appendix IV,

Biographical details of some of the lesser known composers of 
In nomines,

Allison.Richard, (fl. 1592-1606)

A contributor to Thomas East's Whole Book of Psalms,1592, Also gee 
Groveivol. 1 p 2$9.

Alwood,Richard« (?-?)

A Richard Alwood is mentioned in the Oxford University Records fbr 
1501-15^0 (see Emdentn 7),and was also admitted as a fellow of Win­
chester College on July 6th 1532 (see Kirby:
He is also mentioned in connection with the parish of St. laurence, 
Reading (EmdenZn 7). The sextus part of his mass, Praise Him Prais- 
worthy,is concluded by the scribe, Baldwin, with 'Finis Mr Alwood.Pri­
est.' (See Bergsa^el T: p ZII)

B.J.Brown.John. (1608-1691) (Bannister.John,?)

Of the two possible owners of th# initials, John Brown seems the more 
likely, John Brown was Clerk of the Parliament from 1633-1691, and com^ 
poser/copyist of part of the music manuscript Och A73-3 (see 7dG8 J: 
p xll). He seems a likely candidate for the authorship of this one In 
nomine, whose only source is Och A73-3, and in which this composition 
is the only one without a full ascription. There seems to be no reason 
for the modesty of this In nomlne's ascription other than a certain ret­
icence on the pert of the copyist about Including one of his own works. 
(See also 'John Brown.' Andrew Ashbee.M .^L L : Jan 1977 (pp A3-59)

Baldwin,John, (b pre.1560 d 1615)

A scribe and singing man of Windsor, and compiler of music ms.RM2A d.2. 
He was admitted Gentleman of the Chapel Royal in 1594.(See Grove:vol 2 
p 65) also Brennecke: (pp 33-4C).

Bevin.Elway. (C 1554-1633)

See Grove:(vol 2 p 66?) also Flood: (vol 63 p 796).

Blitheman.John.(C 1525-1591) Formerly known as William.

Gentleman of the Chapel Royal C 1553—1591* Teacher of John Bull,Records 
show that Blitheman's name was probably John, not William.(see Grove: 

(vol 2 p 794))



Appendix IV cont.

Brewster.George, (?-?)

This composer may be synonymous with a man of this name born in the 
parish of 8t Saviour, Southwark,C who came under suspicion as a
Catholic recusant in 1580, and was comltted to prison. See Flood:(vol 66 
p 6O9) and also Grove:(vol 3 p 273).

Garleton.Nicholas,(1) (?-?)
A contributor to the Mulllner Book. Not mentioned in Grove:

Garleton.Nicholas,(II) (C I57O-I63O)

One of the children of the Almonapy House at St. Paul's Cathedral in 
1582. A friend of Thomas Tomkins. See Grove:(vol 3 p 79A).

Cocke. Arthur, (?-?)

Organist of Exeter Cathedral 1589- C I6OI.

Granford.Williem, ( fl 1620-^0 )

A singing man at St. Paul's Cathedral. See Grove: (v6l 5 p 23). 

Ferrabosco. Alfonso, (I) (baptised 1543 d I588)
A highly esteemed composer of Italian extraction, he was Involved in 
various political intrj^ges, A 'vertuous contention' between him 
and William Byrd resulted in each of the two composers setting the 
plalnsong Miserere in forty different wavs.See Grove: (vol 6 p 478).

Ferrabosco. Alfonso, (II) (b pre.1578 d 1628)
Son of the above,one of the King's Musicians, and an expert on the lyre 
viol. On the accession of Charles I, was made composer to the King.
See Grove: (vol 6 p 482),

Gill, George. (?-?)
Perhaps a musical Instrument maker to the King in I64I. See Arkwright:
(p 53).

Golder,Robert. (C I5IIL after I563)
One of the players of the organ at Windsor.See Grove:(vol 7 p 5OO).

Ives, Simon. (1600 - 62)
A prominent musician of his day, he was a vicar choral at St Paul's 
Cathedral C I63O. See Arkwright:(D 53) and Grove: (vol 9 p 429).
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Jeffreys.Matthew, ( fl G 1$9G)
Vicar choral of Wells, Gethedral. Supplicated Mua.Bac. at Oxford,1593-4. 
See Arkwright: (p 64) also Grove: ( vol 9 p 536).

Johnson. Robert, (C I49G - I56O)
A Scottish composer of this name fled to England the Reformation
and wag made Chaplain to Anne Boleyn. There is a reference to a Robert 
Johnson by Baldwin,( ms. RM 24 d. 2 ff 92y and 93) appended to a vocal 
work with letin text,'Mr Johnson of Windsor' and 'Mr.Ro,Johnson,Prists'. 
Also see Grove: (vol 9 p 680).

Lurge. John, (C 1587 - after 164?)
Organist, and possibly Vicar choral of Exeter Cathedral (1603 - 1647), 
See Grove: (vol 11 p 310).

Mdco.Richard, (C I59C - I661)
In the service of the Petre family in Essex, and later, a musician to 
Queen Henrietta Mbria. See Chelys: (vol 7 pp 24 - 45), also Grove:
(vol 12 p 271).

Milton. John, (1562 - 1647)
Father of the poet.Educated at Christ Church, Oxford,Milton later remo­
ved to London,where, a scrivener by trade, he was also a composer, contr­
ibuting to the Triumphs of 0ri8na,(pub. I6OI). There are several of his 
compositions in manuscripts at Christ Church, Oxford.See also Grove:
( vol 12 p 329).

Parsley. Osbert, (1511 - 1535)
A singing man at Norwich Cathedral. See Grove: (vol I4 p 247).

Parsons. Robert, (C 1530 - 1570)
Gentleman of the Chapel Royal. He appears to have been connected with 
William Byrd at some stage of bis life. He died by drowning in the River 
Trent at Newark.See Baker P: (o 4) also Grove: (vol 14 p 248).

Sadler. John. ( 1513 - alter 1585)
Graduated BA from Cambridge in 1537-8, and a Fellow of Jesus College 
from 1539 - 46. He was the compiler of ms Ob.e.1-5, which is the only 
source of his single, extant In nomine. See Mateer: (p 280),

White.Robert, ( C 1538 - 1574)
Suoposed to have been Tye's son in law,he supplicated B Mus at Cambridge 
in I56O,Organist at Ely Cathedral,156I, and Master of the Choristers at 
Westminster Abbey in 1570, See Mateer W:(n 1077),
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Wbytbroke. Wllllsm, ( fl 1$20 - $0)
Whytbroke was at Cardinal College, Oxford,before 1530, and whilst 
Taverner was there. Subsequently he was a Canon of St Paul's Cathedral, 
between 1531 and 1535. He was a contributor to Day's Certain Note8(l560), 
See Arkwright: (p 123) also Grove: (vol 20 p 392).

Woodcock. Clement, ( fl 1575)
Named as Choirmaster of Chichester Cathedral in 1571, and a Vicar Choral 
in 1574. See Dart W: ( p 225), also Grove: (vol 20 p 52l). He may well 
have been the compiler of ms Dbl Add 31390, ge# Edwards: (vol I p 96).

Woodson.Leonard, ( C I565 - I64I)
A singing man of Windsor from 1535 - 1633, and organist of Eton College. 
See Grove: ( vol 20 p 522).
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No, Page.

1. Gloria tibl Trlnitas, John Lugge. 1.
2, Gloria tibi Trinitas, John Lugge, 3.
3. Gloria tibi Trinitas. John Lugge. 5.
4, Gloria tibi Trinitas. John Lugge. 7.
5. Gloria tibi Trinitas. John Lugge. 9.
6, Gloria tibi .Trinitas, John Lizgge, 11.
7. In nomine. John Lugge, 13.
8, (In nomine). Anon, 21.
9. In nomine.. N.Strogers, 25.
10, In nomine. N.Strogers, 26,
11, In nomine. N.Strogers, 27.
12, In nomine a3. Thomas Tomkins .23,
13. In nomine &4. Robert Golder. 31.
14,"In nomine a4. no. 1, John Ward, 34.
15# In nomine 94, no.'2, John Ward, 39.
16. In nomine a4, no. 3, John Ward, 44.
17. In nomine 34. no. 4. John Ward, 49.
18, In no.mins Jcanon in subdiapasen a5. John Baldwin, 55.
19. (In nomine). CH.Deeriag). 59.
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Editorial method.

Each of these nineteen In nomincs, with the exception of the one by 
Thomas Tomkins, is to be foimd only in a single source, a fact which 
considerably simplifies the task of transcription. Again, with the 
exception of the Tomkins work, each is also unpublished.

The justification for including the Tomkins In nomine lies in its being 
one of only two In nomines a], and also in the antiquity of the published 
edition, which 16 almost unobtainable nowadays, . ^

..r c ■ .

I have given considerable thought to the vexed question of original 
note values versus halved ones, and as a result, have retained the 
original values wherever it was possible to do so, and yet retain an 
appearence acceptable to the contemporary reader or player, I feel that 
halved note values generally, give to the music a deceptively active 
appearance. However, I have consistently reduced the triple-time dance 
rhythms to accord with compound duple, triple,and quadruple time In 
modern notation, as its appearance in its original notation is dutiandish 
to the twentieth century reader.

Original pitch is retained throughout.

A compact incipit at the beginning of each composition shc?v;s the original 
time signature, clef, and pitch, and also the value of the first note.
Where it has been necessary to halve the note values during the course of 
a piece, if, for example, duple time becomes triple- dance rhythm, ^ between 
the staves Indicates this,

editorial accidentals have been kept to a minimum, and are shown in 
brackets, Hedundant accidentals have been omitted without comment. 
Cautionary accidentals are shown ip brackets, but are not mentioned In 
the critical commentary.

Modern ^ signs are employed in place of the original sharps or flats, 
for example, F b becomes end B* becomes B If without further 
comment,

A few editorial bar lines have been added to exceptionally long bars, and
are shown as dotted lines.

In the critical commentary a number in brackets,eg (2), indicates the 
second voice part down from the top.
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Critical commentary.

1, J. Luf’ge, Gloria tibi Trinitas no 1, Cch 49 f 2Q3v.
No rests on last beat of bar 34 or first of 35,(2) in source.

2. J. Lue.ge, Gloria tibi Trinitas no 2, Och 49 f 2C4v,
Bcr ID,no rest on last &o: u otcktfr btoJr, o-Lta, Sou-i-i-A 
Bar i%<ino b&iZS; in Sod-rc^ -

3. J.Luggo. Gloria tibi Trinitas no 3. Och 49 f 2C6v, 
Ear 33, no rest,second minim, bass, in source.

4, J.Lugge. Gloria tibi Trinitas no 4, Och 49 f 208v. 
Ear 8, bass, 14th quaver beat in source.

5. J.Luggs. Gloria tibi Trinitas no 5. Och 49 f 2l0v,
‘Flay this if you will (five notes lower).' The page h
cropped, end this rubric is partly incomplete, 

Bar 55, aantu;

l8s been badly

missing in soui'cc.

6, J. Lugge. Gloria tibi Trinitas no 6. Cch 49 f 2l6v. 
Bar 13,4th quaver beat (<) Ftj in source.
Bar 15,cantus lirmus G missing in source.
Ear 22,6th quaver beat (2) in source.
Ear 22,8th quaver beat (3). Pk in source.
Bar 23,1st quaver beat (3) G^ in source.
Bar 23,2nd quaver beat (2) G^ in source.
Ear 23,3rd quaver beat (3) F M in source.
Bar 53,7th semiquaver beat (bass) 0^ in source.

7, J.Lugge, In nomine. Cch 49 f 2l8v.
This is in a di^icrent hand from the previous six In nomines. It is 
less carefully copied, with carelessly ruled bar lines end different 
clef signs .

Otia-
Bar 3,/leantus firmus A' missing in source.
Bar 7C^ second eantus firmus G missing in source.
Bar 7o, cantua firmus 2 missing.in source.

8, Anon, (In nomine), Och II42 A f loy'^
Bar 11, cantus firmus G missing source.
Bar 27, first note of bar,bass,indscluhcrable.
Bar 31, cantus firmus 0 missing in source.
ar 33, cantus ^irmus n,first minim beat, missing in source.

Bar 50, cantus fhrmus F missing. 2nd not:,(l) B^ in source, 
oars fk-54, cantus firmus n'g nissinr^.
Bar 59, cantus firmus D missin?.
Bars 66-67, cantus firmus D's misrin?
Bar .7:T0),H<- 5^*0 .v .p,4>bo.bW F
6ar ,00, hU c o{L tu a-c-a ^ 1 L tourc<



9, Strowgsr. In nomine. Cch 371 f 22v.

10, l-i* Strov;gers. In nomine, Och 371 f 23v,

11, (Strogers, In nomine.) Och 371 f 25.
This In nomine is incomplete, the lost folios of the source being 

. miss in".
Bar 8 (2) 6th quaver, 3r in source.
Bar 18 (2) last quaver, G ij in soui'ce.

/ 12. Thomas Tomicins. In nomine a3. Cb lius sch D 245-7 ff 134v, l6lv,36'/
Lbl Add 17792-6 f Iv,
Och 1013-20 no 5.

The transcription was made from Ob D 245-7, referred to here as 
the source. The nwo other sources follow the same text remarkably 
closely, and their variant readings ere noted in brackets. In ;idd 
17792-6, the third voice part is missing.
Bar 4 (1) 5th quaver beat ?»?in source (# in 1013).

16 {3) 4th. quaver in source# '
(Bar 23 (1) 3rd crotchet beat in 17792).

Bar 24 (1) 1st quaver P# in source. (in 1013).
Bar 31 (3) 4th quaver 3^ in source,
(Bar 33 cantus firmus A missing in 17792).

Bar 36 (1) 2nd quaver E*' in source, 
oar 36 Cl-) 3*'*^ quaver beat C^-in soui’ce.

13.

14.

15.

16.

(Bar 41 (3) 1st crotchet* in 1013),
(Bar 43 (1) 4th crotchet in 17792),
Bar 44 (l) 1st beat omitted in source^
(Bar 45 (l) change of time indicated by 6 in 17792),
(Bar 47 (1) 2nd crctcU^- P l>4oio, in I7792).
(Bar 48 (3) 2nd crotchet A in 1013). & tn 
(Bar 56 (1) 3rd crotchet beat Ptj in 17792).
Bar 62 (3) 7th quaver Ptj in source,

Goldar. in nomine a4. Ibl RK24.d.2. f 24.

Pcntas:Innomine no 1. ?c P 770 f 15C.
Bar 42 (4) clef in source,

BO-r loz. ^<4-7 1.H.CI r no t? W fourcA .
Jon.Ward.Innomine no 2. Pc F 770 f

If iisasihfis; "...
qO (ijf^ C \oe.f.c>r^ Z*\ct m Sourtt. fJar lifu) F diC

Bar 45 (3' inso^^c.
^ resumed.resumed ^ crotchet beat in source. Ear 69 F clef

Bar 36 (4) C clr 
Bar 99 (4) G clr

in
in

:urc!
mjrcc

Bar 33' P clef resumed, 
•d-r IC3 ? clef resumed.
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17, J.Ward. Innoraine no 4. Pc F 770 f 155v,
Bar 2 (4) 0 clef. Bar 4 (4) F clef resumed in source. 
Bar 59 (4) 0 clef. Bar 62 (4) F clef resumed in source.

18. Baldwin. In nomine:canon in subdiapason. Lbl gM 24.d.2 f 84v.
Bar lines as in the source, with a six-beat measure in the first 
and last bars.
Bar 13 (1) the minim C is given only half its proper value in the source.
Bar 20 (l) the first note is written ^ in the source.
Bar 24 (3) 2nd quaver 2 missinjT in source.
Bars 27-28 (5) the tied D's cT? (sic) in source. The 2nd crotchet 
D in bar 28 missing.
At end; Laudes deo. Finis:Jo :3aIdwin I6O6,

19. (Richard Deering). (In nomine). Ob Mus sch.C 64-9 no 17 a6
ff 224v, I66v, 97v, 162v, 234v, 26v.
This In nomine, like.so many of the works in this source, is 
without either title or ascription.

Bar 26 (5) 2nd minim in source,
3?r 33 (1) 2nd minim F^in source.
Bar 5B (2/ 5th quaver beat G in source.
Bar 80 (5) 4th quaver F4 in source.
Ear 80 (6) 5th quaver beat G *} in sourco, - 
3sr67^'4-13)t <xn CMkroL £ ^PP
B CLtoci M Sow.rt<. ,
fta.r S’5' (*) Isir jD i*v iou-rt-t. .
0CL/’ ^ ujitV\Ou,V dot » Sov(./'C4
&0.r to") (0 "J tU b^is-b F ^ ion-rc-i: .

:'V'
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