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TEE IN NOMINE FROM TAVERNZR TO PURCELL:ITS SQURC..S &£ND ULVELOPMENT

By Virginia Brookes,
This study presents the In nomine in its historicel context, snd shows
how an uniquely English instrumental form evelved from a section of a
Mass setting, filtrating the two main aress of instrumental music
(keyboerd and consort) at every level for a period of sbout 130 years,
reflecting clearly all the developments which took place within the
two genres,

The In nomine repertoire, deriving es it did from +the benedictus of
Teverner's mass Gloris tibi Trinites, probably represented some of the
esrliest music for vocel/instrumental consort which was unrelsted either
to dence steps or 2 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 technicelly demanding large scale keyboerd works of
Bull and Tomkins from the simple two-part composition of Nicholas Carletén I,
Thus wh%ét the In nomine mey not be seid 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
end keyboard music in England from sbout 1530 to 1660,

An up-to-date index of a1l extant In nomines is presented, complete
with menuseript 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 wss not possible, acknowlegments heve been
made,

Also included are examples of hitherto unpublished In nomines for both

consort and keyboard,
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Introduction

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 ite
life cycle may be plotted quite precisely between Taverner and Purcell,
a span of about & hundred and fifty veers, during which time both
congort and keyboard music in England expended and developed in quite
a2 remsrkable way. DBetween these two mejor FEnglish composers lies a
continuous streem of In nomines by both the most celebrsted and

obscure composers, end in almost every conceiveble contemporary idiom.

The prototype was, of course, an srrangement,as & separate piece, of
that pert of the Benedictus of Taverner's mess 'Gloris tibi Trinitas'
which has for its text 'In nomine Damini'.l In this section of the
mess, 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 Teverner's msss

appears as 8 geperate plece is the Mulliner Book,2 a volume of musie
for organ which contains, besides specifically keyboard music, arrenge-
ments of both consort and vocal music for the keyboard. The Mulliner
trenscription is almost a litersl one, but in other early sources the
composition appears in various disguises. In Och 371 (circa 1560), a
diminutive volume of organ musgic, it has acquired keyboard embellishe-
ments, whilst Lbl Add 31390, which dates probsbly from pre 1578,
contains & consort transcription with an added fifth part, and an
English text 'In Trouble and Adversity' 3 transforms it into an anthen
suitable for use after the Reformstion, when much Latin music wes texted

in the vernscular.

This is not the only section of Teverner's Gloria tibi Trinitss mass
to achieve sn independent existence, however, for in addition to the

prototype there are two other transcriptions,A untexted and both from

. Donington; pp 101-6, and Reege: pp 7-22
MB:1.
. Ag printed in Day: ©

. Ibl Roy 24.4.2.
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the six part sections of the mass where once again the cantus firmus
is heerd complete, 'BEt expecto' from the credo and 'Usemna' from the
benedictus. Bach piece has the incipit of the text between the firgt
two staves, end not underlaid, (as meny texts are in much of the rest
of the source) and mey well have been intended for instrumental Per-
formence. These two six.part extracts are not to be found in any
other source, unlike the celebrated prototypicel four-part extract,
from which grew a genre which spresd fenwise and infiltrated slmost
every ares of Tudor music. Why the prototype should have been so
immensely populer is difficult to eppreciate, but it mey hseve been
connected with Taverner's reputation both personal end political, as
well as his reputation as a composer. The fifty four notes of the
plainsong tune Gloria tibi Trinites, with its arched phreses, must
haeve provided just the framework to hold a textless composition to-

gether.

Although derived from a vocal source, the In nomine msy be defined as

an instrumental composition based on the plainsong meledy Gloris tibi
Trinites. The earliest keyboard In nomines were given the title of

the plainsong, 'In nomine' being reserved for consort compositions,

but as the genre developed, the title In nomine became used indiscrimi-
nately for both keyboard and consort compositions alike. The extsnt

In nomine repertoire consists of two hundred odd compositions, vagtly
more than were composed on eny 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 kevbhoard and consort,
rather in the way that later composers left sets of sonatas and SYMPROm™
nies. Through the In nomine may be traced on the one hand the developing
keyboard style, which progresssd from the keybosrd In nomines of Carleton

and Blitheman in the Mulliner Book, to the complex and often techni-

cally demending large scale kevboard compositions of Bull and Tomkins,
and on the other hend 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 'Ferewell in
nomine' for lute, but no further. Fileces 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 consort works do, but are gquoted as evi-
dence of the fascination the In nomine had for the Tudor and
Jacobean composer, and the tremendous variety of compositional forms

which fell within the definition of the In nomine,

That the early consort In nomine may have been the medium by which an
aspiring youne composer waa able to demonstrate his paces is confirmed
by the existence of one or two In nomines by composers who would be
otherwise guite unknown today, and by about 1570 the genre hsd become
the medium for compositional experiment and techniecal display, the
only remaining resemblance to the prototype being the cantus firmus.
Meny of the early In nomines by minor composers consist of chains of
rigid crotchets, orgamised into inflexible imitation, and some of them
include the complex cross rhythms assoeiated with Tudor voecsl music.
The early consort works also included such unpromising academic exer-
cises as thet of Picforth, in which each of the five voice parts is in
a different time, those of Whybroke and Mundy in which the cantug firmus
in breves is in the bass, and that of Golder, who sets the free parts
in the major mode. Both Tye and Strogers set the cantus firmus in
five-beat notes, and amongst the late keyboard works, Bull sets one of
his cantus firmi in eleven beat measures. Tye, Woodcock and Baldwin,
amongst others, all indulge in complex cross rhythmic exercises, and

Tye's two In nomines 'Trust'and'Hold Fest' 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

& 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 perticular method of performance.

The term consort will, throughout, imply & composition which is set out
either in open score or in parts, and where the method of performence
may have been instrumental, voecal, or s combination of both., The musi-
cal incipits 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, snd some have halved them. The semiquaver is a rarity in the
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consort In nomine, and where note values have been halved, the music
assumes a highly active character, based on a centus firmus in S6mi~
breves rether than breves, and whilst appearing more readily compre-
hensible to the twentieth century reader, loses much of its original
cheracter. In both the VdGS:editions and in FWB: the original note
values heve been retained, whereas in most of the MB:editions, note
values have been halved, except in the case of Tomkins keyboard In
nomines, in which originel values are retained, This disparity Iin the
printed editions has caused some difficulty in the musicel guotations
used in this text. In order to lessen the confusion, and in assuming
thet the reader is more likely to go to the printed edition than the
manuseript source, all musiecel quotations from a work with a printed
edition will eonform to the values in that printed edition, whereas
quotations from a menuseript source,together with those in the thematic
index, will be in original values. This system will slso be used in
reference to note velues and rests in the text, and notes and rests will
be referred to by their modern editorial equivalents, end will corre-
spond with the printed edition if there is one, and otherwise with the

menugeript source.

Also in the interest of clarity, it will be convenient to refer to tonsa—
1ity in terms of modern kev systems. This of course does not imply that
key systems as we know them were necessarily in existence, but will be
an aid to the ready spprecistion by the reader of such matters as
cadences, moduletions end tonal centres cenerally. In the text, speci-
fic works will be referred to by their number in the printed edition,
where one exlists, and where one does not exist, by their number in the
themetic index, e.g. TI 26, Voice parts will be referred to from the
top downward, end reference to specific notes will be made, wherever
possible, thus: bar, psrt, crotchet beat, thus (2,4,3) will indicate

bar two, fourth part from the top, third crotchet beat, Values of less
than a crotchet best 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 esch printed edition.

As this work was largely completed before the publicstion of both the
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new Grove's Dictionary and volume XLIV of Musica Britannica, it was
with some chagrin thet I read the excellent entry by Warwick Edwards
in Grove, under In nomine. However, it is some consolation o me

to discover that my findings are born out almost exactly by

Dr. Edwards. Since the publication of MB: XLIV, meny of my own trans-
criptions of hitherto unpublished In nomines 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 hes been impossible, acknowledgements

have been msade,

I should like to thank Gordon Dodd of the Viola da Gamba Soclety for
his help in the compilation of the themetic index, and Mr. Wing of the
Librery, Christ Church, Oxford, for asllowing my frequent visitsto
inspect his sources., I should also like to thank the staff at both the
British Museum Students room, and the Bodleisn Library, Oxford, for
their unfailing help and courtesy.
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Chapter One

The Background

214 Trinity Sunday.
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Gloria tibi Trinites, the antiphon for second vesper;uof Trinity

Sunday, is also the cantus firmus of the In momine. Compositions
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 waes the only music of the church and comoosers first began to

add other partas to it, Plainsong was lester to become the basis of
complex contrapuntal messes 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 instrumentael form was possible,
ebstract and unrelated to dance movements, which paved the way for the
fantssis, & composition which wes able to exist solely on free material,
without the support of a cantus firmus. Of all the plainsong tunes
used in Englend es cantus firmi, Gloris tibi Trinitas was ultimstely
to become the most popular. The tremendous influence this melody had

on English music between about 1530 end 1670 must in part be due to the

L}.G—, F:Wf};’ \fﬁﬁfﬁjﬁ i Ehe Carwm n&'a
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nature of the melody itself; its brevity, the shave of its well
balanced opening phrases which can be so well imitated contrapunt-

ally, end its relstive leck of repeated notes,

By definition, the In nomine is en instrumental compoaition based on
the plainsong tune Gloris tibi Trinites. It is first encountered in
the Mulliner BaekA where it is sometimes titled In nomine and some~

times Gloria tibi Trinitas. In this source, those works which are con-
sort originals are In nomine and those which are specifically 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 end 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 lest quarter of the sixteenth century,
and Ben.Cosyn was uging the title In nomine 2s & generic term for a
plainsong composition whose title he eould not identify when he come
piled an index to one of his books.5 If Ben Cosyn in the sixteenth
century was not aware of the origin of the In nomine, how can M@yaré be
blaﬁed for writing in 1946 'The origin of the species is totelly
obscure'? Hawkin37 nicely sums up the confusion experienced when he

writes:

"The term In nomine is a very obscure designation of a musical compogi-
tion, for it mey signify a fugue in which the principal and the reply
differ in the order of solmisation; such s fugue being called by musi-
clens a Fugue In Nomine, as not being & 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 senctissimi nomini Jesu' has
the beginning "In nomine Jesu omne genu flsctatur”; end this letter
circumstence seems to be the decisive of the question. But in looking
into an old In nomine of Master Taverner in that venersble old bhook
entitled "Morning and evening prayer and communion set forth in fower
perts, to be sung in churches" printed by John Day in 1565, it clearly
appears that the term refers to the nineteenth psalm eg it stends in
the vulgate, though it is the twentieth in our translation, and that by

. Ibl Add 30513, Transcribed in MB:1 )
Ibl Roy 23.1.4. See also Spurious compositions, ibid Chap, 1

. Meyer E: p 23,
. _Hawkins: Footnote to p 464

~1 O\ b~
2
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reagon of the following verse in it "Laetebimur in seluteri tuo; et
in nomine Dei nostri magnificabimur."

Hawkins hes offered us three explenations of the origin of the In
nomine, and though wide of the mark, he at least in one instance

connected it with Teverner.

9.
Roger North™ also was clearly puzzled by the obscurity of the term In

nomine, and complained thet

"There is no scheme or designe in it [in nomié@; for beginning
middle end ending are all alike, and it is rether & murmer of
accords, then musick; there wants the proper chenge of kevs, without
which consort is lame .... But in the In nomines I never could see
a cadence complest but proffers & Baulks Innumerable. "

4nd egain, writing on the In nomine, be feils to distinguish between

the hexachord end the plainsong cantus firmus.

“The plein song wag an order of plaine notes .... very often the gamut
notes sgcending or descending which were sung to the syllebles of In
Nomine Domini, "9

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

the cause of so much speculetion;

“The In nomine is & cantus firmus motet written for instruments. The
cantus firmus of 211 In nomines is identical. This centus firmue is
not only common to &1l In nomines; it is peculier to them for it cecurs
in no other vocal scores. In nomines zre thus original compositions
for instruments, '

Meyer wes wrong when he stated thet the ceptus firmus of the In nomine
ocecurred in no vocal score, for Hewkins had already found it in one,

and of course the prototype was vocal.
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Taverner's mess 'Gloria tibi Trinitas! from which the In nomine
derives, exists as the first in & collection of eighteen festal
masses, now in the Forrest Heyther collection at Oxford.
John Bergsagel, in the introduction to his edition, estimetes that
this collection of messes was bound together between 1526 and 1533,
A note in one of the books tells us that they were in the possession
of Williem Forrest in 1530, (the year that Taverner left Oxford) who
was gt Cardinal College then. Taverner went to Cerdinal College in
1526 and it is possible that this collection of messes wes intended
for his use there. It seems significent that in this collection of
eighteen masses, only this one by Taverner is embellighed by portrait
initiel letters, three of which ere sccompenied by ribbons besring
the composer's name., Taverner himself came from Lincolnshire, and
some of the other magsses in the collection sre by composers with asso-
ciations with that part of England. Three messes are by Teverner,
four by Fayrfex, 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 wes sssoeisted with both Lincoln and Durham,
The lest mass in this collection is 'Praise Him Preisworthy' by
Alwood, of whom practically nothing is known, but who has e special
significence in the history of the In nomine and is discussed in detsil
later on.

derived from Toveoner's pratobqpe
In trying to establish a dste for the first In nomine,we heve two

early menuscrict sources to go by. 4dd 30513, the Mulliner Book, the

date of whose compilation has been the subject of much discussion,
but which mey be conservatively estimeted at a span of between Cl5/5 -
7512 end Och 371, deted at C 1560, Both volumes contain several In
nomines including Teverner's, and the Mulliner Book contezins ope by
Johnson, who is known to have died in 1560, Sz ,

: Thomas Mulliner, the compiler of 30513 ig thought to
have been zssociated with St. Paul’s, and is known to have been regi-
stered at Corpus Christi Collere Oxford on March 3rd, 1563, where he

is described ss 'moduletor organorum’.lz The Mulliner Book then would

11. Bergsagel T: p VIII
12. Stevens: p20
13. See ibid, chenter 3 for s full discussion.
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appear to heve been complied pertly in London and partly in Oxford.
We have no meens of knowing who it wss who mede the first transcrip-
tion of that pert of Taverner's mess which wes to become the In
nomine, and Teverner mey have done it himself, before he left Oxford
in 1530. Another clue supporting an earlier rsther thasn a later

date for the original is that W@)ﬁbroke, e contemporary of Taverner's
at Cerdinal College, Oxford, also composed an In nomine. On the
suppression of Cardinal College in 1530 whgtbfake became sub~desn of
St. Pauls in London, on June 29th 1531. He may have been responsible
for bringing some of Taverner's music to London, and there seems to
be the possibility, through him, of & connection between Teverner and
Mulliner. Whgtbrok&'s only In nomine is extant, unfortunately, only
in e comparastively late source, otherwise it might heve provided e
clue to the first trenscription of Taverner's In nomine. On the
other hand, if the In nomine was esteblished before Taverner left
Oxford, why wes is that Redford composed none? Redford, who died in
1547 was successively chorister, viecar choral and organist of

St. Paul's Cethedral, snd it seems probsble thst he wes there as

Mulliner's senior. The Mulliner Book contains more musgic by Redford

than by sny other composer, and all Redford's compositions are plain-
song settings, yet there is nothing by him on Gloris tibi Trinitss,

Redford probably died shortly after the Mulliner Boolk wes sterted and

thirty five of the pieces in it ere attributed to him, most of which
are not found in eny other source., Redford has left compogitions on
at least twenty three different plainsongs, snd it seems more than
likely thet had the In nomine been established before his desth he
would heve composed on thet, too. The inclusion of the In nomine of

Taverner and Alwood in the early part of the Mulliner Book suggests

that Mulliner, anyway, was swere of the genre before he went to Oxford.
Whatever the precise dste for the birth of the In nomine, it was al-
most certainly e product of the second querter of the sixteenth cen~

tury, & decisive one in the history of the reformstion in England.

The reformation had a profound effeet on the musicel life of England.
When Henry VIIT declsred himself hesd of the Church in 1534, and two

years leter begen the suppression of the Monasteries, not only were
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volumes of music destroyed, but also the musicel estsblishments
themselves were threastened, and many were slso destroyed, end the
inhibitions imposed on the composition of Church music must have hsd
a discouraging effect, and no doubt turned some composers' thoughts
awey from the sacred and into the seculer vein., Taverner's own
cereer as & musician was affected when, as Msster of the children in
Wolsey's Cardinsl Collece, he wes in 152% sccused of Luthersn heresy
and imprisoned, but finally relessed on the grounds thet he was but s
musician, It was into this climete of religious unrest that the In

nomine was born.

The performing medis of the In nomine.

The In nomine falls into two fairly clear categories in terms of the
medien. of performance, thet 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 performsnce, but merely that the parts are set out ss individual
lines, « = . . o . The keyboard In nomine
1s one which is found only in keyboard score. There sre & few works,
all of them clearly consort originals, which are also found trenscribed

-

for keybosrd, but these are of course classified ss consort works.

The keybosrd In nomine.

The keyboard In nomine, that which is found only in keyboerd score,
mey appear as & specifically keyboerd work, full of guick figures,
long runs and unvocel leaps, or it mey appesr more like 2 consort work
in style, with long lines of imitative counterpoint and nothing in the
way of special keyboard cheracteristics. A specificelly keyboard
style was already developed by the birth of the In nomine, and those

works of Cerleton and Blitheman in the Mulliner Book are & continustion

of it. However, there are . pieces in the ssme volume which are
vocal in style (apart from the works which sre actusl transcriptions of
vocal works),and which suggest thet not 21l music for the organ wes
necessarily full of rapid runs. Two of Alwood's In nomines (TI. 5 and

6) appear to be in this rather vocal. consort stvle vet have no cone
VL&,
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sort gource extant. A comparison of these two In nomines with some
of &lwood's orgen music in Mulliner shows thet whilst he could, end
did, write in & more specifically keyboard style, much of his music,
including his Voluntery, is in & style more consistent with consort
than with keyboard music. Thus, though & piece may have the appesar—
ance of a four part comsort work, it mey nevertheless have been com-

posed for the organ. It is only in the Mulliner Book that one

encounters these two styles of keyboard composition, sud only in
this same source that e distinction is mede between In nomine, @
work with & consort original, and Gloria tibi Trinitas, e keyboard
originel., This suggests thet in the earliest days of the genre, the
keyboard work may have been a descendent of the already established
tradition of keybosrd pleinsong setting rather than the of fspring of
the prototype, and that the compiler of the kevboard source Och. 371,
heving transcribed Teverner'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 leter keyboard works only one actually specifies s performing
medium, the 'Verse for Two to play on one Vireinel or Organ' by
Carleton II, Even this title suggests an alternative, and ﬁill@rlA

writes of it

"This duet is the only English centus firmus compogition for which a
medium of performance is designated, and here we are civen & choice of
instrumentsg,”

The Consort In nomine

In none of the @arly In nomines is there any indicetion of instrie
mental desisnetion. Only in the In nomine Paven and Gaelliard by
Stroger (which is not an In nomine by definition) sre the instruments
of & 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

coo . \ . . o . . 1
nomine &5, It is not until the publicetion of Morley's Consort uessans&ﬁ

14. Miller: p 440
15. Morley C:
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in 1599 (in which the 3trogers Pavan and Galliasrd zre to be found)
that specific instruments are designeted. The early source Ibl.
&dd 31390 has on its title page

'h book of In Nomines end other sol feing songs ..., for voyces or
instruments,’

which suggests that 2 certain flexibility existed between what could
be sung and what played. A song did not necessarily imply to the
Tudor composer music with s text, or even music for vocal performence,
as Morley's obviously instrumental consort lessons are described in
the dedicetion ss 'songs' and the six two~-part textless compositions,
in style more instrumental than vocal,16 are preceded . by this dis-

logue;

Phi. T pray you then, give me some songs wherein to exercise myself
at convenient leisure,

Ma, Here be some following of two parts which I heve made of purpose,
thet when you have any friends to sing with you, vou mey
prectise together,

\ 17
However, & rubric in an early 17th centur sourcel‘ suggests that by
’ ry

[t

then, snyway, music was written with string performance in mind;

'Alfonso Ferrabosco Fancyes to the vyolls. All of them excellent
good, but mede only for the vyolls and organ which is the reason that
he takes such liberty of the compsss which he would have restrayned
1ff it had been mede for voyces only'

The often quoted 'apt for the viols snd voyces' was first used by
Weelkes in 1600 to describe his madrigals. Michsel East's 'Tifth set
of books' (1618) contains 'Songs full of spirit and delight, so com-

. . ; 8
posed in three perts thet they are as ant for vyols as voxceail

There is no evidence to show that the viel congort was either markedly
populer 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, Horley P: p 48
17, Ibl Add 29996 £ 72v
18, Oxford: p 74
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of whose In nomines have both the tessiture snd melodic figures
which suggestsan msumental consork rether then the voice., It seems
highly probeble that the early In nomine, as & new form of art
(rather than dance) music,was performed with whatever wss to hand,
including voices. Morley must have the lsst word on performsnce in

general, when he writes in the dedication of his Consort Lessons

'They be set for divers instruments: to the end thst those whose
skill or liking regerdeth not the one, may attempt some other!

Zven in the lete sources one does not find the specific instrumental
designetion that was to become standard with z later generation of
composers. 1t 1s true that the viol is mentioned on the pages of

some of the later sources, end the Lswes Consort Suites, of which one
movement in each is an In nomine, besr the rubric "For Ye Violls",

but the importent source Ub. D212-6, contzining seventy three In
nomines, like so meny other sources, makes absolutely no mention of
instrumentetion at all. The keyboard transcriptions of the In nomines
of Ferrabosco I and Mico, unlike the keyboard transcriptions of +the
early consort In nomines, which were literel, end intended ss complete
works in themselves, must be intended ags accompasniments to the consort
parts, as they are incomplete, only three parts being vrovided for
much of the time, with the voice parts coming and going in & rendom
fashion, and the centus firmus missing. The rubric "Set to ye organ'
appears in these transcriptions, and the keyboard book containing
Ward's In nomines éé, eggain an accompaniment bock rsther thsn a com-

. ¢ 3
plete transcription, has on its cover Orgsn Book.

The #xtant In nomine repertoire.

the work of
The extant In nomine repertoire is repregented by&between sixty five

and seventy composers, the precise number being hard to determine as
there sre several enonymous compositions. There are two hundred odd
In nomine compositions, end the number compoged by each composer varies
from . twenty four, which was Tye's output, through the sets of be-
tween & dozen and five which were left by Bull, Byrd, Parsons, White,

Tomkins, Strogers end others, to the single compositions, often the
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only extant consort work, of composers whoge nsmes are barely known
today. Who today has heard of Neyler, 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-
seript source with the works of Byrd, Tallis and Teverner. Other of
the lesser known In nomine composers heve, however, left compositions
of another sort. Willism Cranford, for example, wrote & number of
anthems. Richard A1lison (who slso left = volume of medrigals)
contributed to Thomas Eest's 'Whole Book of Psalms' (1592), whilst

Thomes Lupo composed some eighty fantasiss for consort. Both John
Lugge and Osbert Persley, neither of them household nzmes today, left
seven and six In nomines respectively, amongst other compositions.

The In nomine contlnued to etiract composers long after the plainsong
composition hed gone out of fashion, and was still being composed
when the fantasia or freely based composition had largely replaced the

cantus firmus works,

Of the better known composers, blographieal msterial is resdily avail-
able. It is scant for the bulk of the lesser known, and non-existent
for some. Working periods mey only in some cases be guessed at by the
inclusion of a composer in & menugeript source for which we have an
approximate date. Biographical details are given for some of the

legser known In nomine composers in appendix IV.

The In nomine repertoire falls into two broad cetegories, those for
keyboard and those for comsort, listed in eppendix III. £ complete
thematic index of all extent In nomines is contasined in appendix IT,
A deseription of the sources, together with their contents,; is contained

in appendix I,
The Keybosrd In nomine

The keyboard In nomine falls quite cleerly into two groups, an early
the dividing defe baing € iboo - .
and a late one,” The early keyboard In nomines are to be found in four

. 19
manugcript gources,”” and the composers represented sre Blitheman,

Byrd, Carleton I, hlwood, Strogers end Tallis. Byrd, Strogers snd

19. Ibl £dd 30513, Ibl 4dd 30485, Och 371, Pe 1122
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Tallis have also left consort In nomines, The later keyboard In nomine

is represented primcipaldy by Bull, Tomkins end Lugge. These later works,

like the early keyboard ones, sre found in relatively few manuscripts, . .

and the entire out™put of Bull and Tomkins is confined mainly to two

SOQTC@S%Owhilﬂﬁ the seven In nomines of lugge are extant in only mn@“ZI
appear fo

The chief characteristics whichydistinguish & keyboard original from a

keyboard transcription are;

l.Number of wvoice parts. Keyboard originels are almost always in three
voice parteg. Four of the early works are in two parts, and four in four
parts, but the vast mejority of the later ones are in three,

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

3. Title, In the Mulliner ngij,i%ﬁgéﬁa originals salweys have the
title Gloria tibi Trinites, end consort originals In nomine. Elsewhere,
consort works are invariably In nomine, whereas keyboard works heve either
title ind@scriminately, and sometimes, like those of Bull and Tomkins,
both,

4. The keyboard original usually contains a greater variety of melodie

material within & single work then does its consort counterpart, with
extended passages of rapid scale figures,in extrs part, or parts, often
enters right et the end, and the final chord is, more ofien than not,

filled out with extra notes.

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 nomines sre in four parts, and in & voeal style, which, howevemr,
corresponds to the style of his orgen Voluntary.zz There is e greater
variety of style between the early keyboerd works then there is between

the later ones.

20, Pe 1185 and Pe 1122
21, Och 49
22, MB:T no 17
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The early consort In nomine,

The esrly consort In nomine is represented meinly by those composers

whose In nomines are to be found in the early source Lbl Add 31390. It is
the early works also, which are meinly found elso in keyboard transeription.
Whereas the keyboard In nomine repertoire falls easily into two clear divi-
sions, merly snd 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 eerly and some of the later composers, it is safe to assume thet
his In nomines are eerly works, zs eventhe one showing the most advanced
techniques, (no 4 %5) is to be found in the early source Add 31390, The
radicel stylistic changes which are found in the In nomines of Ferrabosco
1T, help to define tl® boundaries, and the division between the early and

late consort works will therefore come bhetween the Ferraboscos I amd IT.

A consort In nomine is defined ass one which is found in consort, rether
than keyboard score., It implies no particular medium of performance, and
may be transeribed in either pert books, open score book, or table book.
The early sources are numerous, as this 1s by far the largest section of
the repertoire, and is represented by e1l but twelve of the comsort In
nomine composers. lhere are more than a hundred compositions extent in
this group, three quarters of which are 55, with only a hendful é},éé,
86 and 37. From this it mey be deduced that the consort 85 became the
standerd, rather in the way that the string quertet was to become later,
Some consort In nomines &4 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 cen be certaein that the {ifth
part in Teverner's work wes & later addition, zs we know the prototyps
was in four parts. With Johnson's In nomine it is less eagy to be certain,
except that the earliest extant transcription,thst in the Mulliner Book,
is in four parts, and the extrs part in the later source, fourth from the
top, is not only of inferior quality, but algo it enters at the seme time

ag the bass, giving the work & clumsy, lop-sided sppearance.

The early consort In nomine is cheracterised by seamless pdyphmny in
smooth, vocal curves, meinly'apt for veoices or viols.' There are, however,
strong Indications in & few of them that the composer might have had
ingtrumental performence in mind. Tye, Woodcock,Parsons,Byrd snd others,
8ll ocecasionally employ figures which ere more suited to instruments than
voices, but in the mein, the consort In nomine remeing largely vocal in

style until about the last decede of the Sixteenth century,
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The late consort In nomine,

Ferrabosco IT mey be considered to be the first exponent of the late con-
sort In nomine, and s he was born e 1575, it seems likely that the late

In nomine hag an earliest date of ¢ 1600, With this leter generation of
composers, the In nomine hes more affinity with the string fantasis than
with the vocal pleinsong work. Not only are the later consort In nomines
longer, but also the counterpoint is conceived more freely, with shorter
phrases of motivic meterisl, sequence, end leeping, 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 comnsort and keyboard score,

Five early consort In nomines are to be found transcribed for keyboard,
Three,each %4, are those by Johnson, White and Taverner in the Mulliner
Book. The other two, both &5, are by Byrd and Parsons. These ¢ive. works
ere all more or less literel transcriptions, though in some sources those
of Taverner and Parsons have been given keyboard embellishments. Bach of
the five must have been populer, as they are extant in a good meny sources,
Of the later works, three by Ferrabosco II, and one each by Mico and
Gibbons ere transcribed for keyboard, but in these ceses the transcript-
lons are intended &8s accompaniments to the consort as,although described
ag éﬁ, the part writing is sometimes reduced to three or four voices,with
parts appesring and dissppearing in s random fashion, & rubric in a

23

volume containing meinly instrumentsl fantasias, reads 'Finis Mr.
Lupfo] his fantasias for five vyalle to ye orgen.'
Independent organ parts also exist to the consort In nomines of Lawes and

Jenking, and are certainly intended as accompaniments.

Whilst it wes vossible to trenscribe some of the early consort works fer
keybosrd, perform them vocelly or instrumentally, and £ind early keyboard
originals which were nearerto & vocael style than & keybosrd one, with the
development of more sophisticeted compositionel and playing technigues,
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 Bull gnd Tomkins, two

23. Och 1004 £ 115
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distinct instrumental styles emerge.

There are, however, a handful of In nomines which fall outside the main-
stream of instrumental compositions, John Dowland's single In nomine is

for lubte, and the one In nomine of Carleton II is & 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 besed on the centus firmus. Blankes' In nomine is set
to the text 'With wailing voice from out of the depth of sirme.' John
Milton, father of the poet, 'composed an In nomine of forty psrts for
which he received & watch and chain from & Polish Prince,’ < This un~
usual work, however, has not come to light, but we have the ssme compo-
sers In nomine, the centus firmus part of which is underlaid with the

text ' If that a sinner's sigh sent from & soul.!

That the In nomine mey heve had some pedagogical significance, ak least
during its early period, cannot be ruled out. Both Tallis' and Byrd's
masterly two pert settings demonstrete canonie writing, amongst other
things, and the sets of In nomines by other composers demonstrate a1l
available compositional technigues. The several solitary In nomines by
composers whose names might otherwise have been long forgotten, might
possibly be the sole survivers of some qualifying exercise, Who has heard
of Pieforth or Brusters{?rewst@éﬂ? Yet their In nomines found & place in

25

the same volume 7 @s those of Taverner, Byrd snd Tve,

The sources of the In nomine repertoire,

The menuseript sources in which the In nomine mey be found are set out
as part books, table books, books in open score, and volumes in keyboard
score. Although apparently no lover of old music, Roger Northgzé writing
circa 1728, laments:

'This so general sbrenonnciastion of all elder, tho lately bygone musick,
is the cause that almost all the ancient copys, tho very finely wrote,are
lost end gone, end that little weh is left by pastry end waste paper

uses 1is weering out,& in 2 short time none at 8l) will be lefh.!

2. Hawkins: vol 2 p 504
25, Lbl Add 31390
26. North: v
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It is evident from the incomplete sets of part books that mueh old music
has been lost, and it is tantalising that much will never be reconstruce

ted a3 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
86 composition begen to succeed the éi,so a set of gix boocks beceme the
rule, It is rare to find sn early part book devoted entirely to consort
music, and the In nomines, often grouped together, have to be searched
for amongst vocal music, both sacred end secular,and often music for lute
as well, Many of the later pert books are, however, devoted entirely to
consort music, and one 27 to the In nomine alone. In nome of the part
books conteining In nomines is there eny instrumental designetion, thou~
gh one scribe hes left us a comment both as to performing method and his
own performing ability, when he writes,against e textless hexachord

piece by Parsans,z '"The second parte is good:ibut thet it is so harde:

I will not sing this parte,'

Meny of the part books show little sign of wear, are exquisitely penned,
and a few have initiels stamped on the covers, which suggests that some
of these co.lections were private anthologies and were never intended

for general or professionsl use, In the Tudor part boeks it is ususl to
find en unsorted mess of music for any medium but the keyboard, standing
shoulder to shoulder on the seme page, and indeed, sometimes on the same
line.The writing is often cramped and difficult to read, and the music
squeezed into as litble space as possible, one work following another
without a bresk other then a double bar, and sometimes without even a

new title,

The later vert books sre both more highly orgenised, and more clesrly
laid out than the early ones. The contents are meinly consort music, and
works are grouped according to the number of voice parts,starting with
those éB, and working upwards. 4s already mentioned, only one gource, &
late one (Ob D 212-6), is devoted solely to the In nomine, and these giwe
part books are particularly well laid out, with each composition on & new
page, clearly numbered. The source is in two layers, the first, and esr-
lier one,devoted mainly to the early In nomine composers also contains
works by Gibbons, Weelkes and Bull, which sucgests,ss indeed, their style
confirms,that these mey heve been student compositions. The second layer

27.0b D 2126
28.Lbl Add 30483 £ 66
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is.confined to lster compos@rs. There is an indicetion that this source
was copied by more then one hand, end from more then one source, firstly
by dfferences of seript, and secondly by the duplicetion of three works,
one of which has been attributed to both White and Psrsons., The other two,
both by Ferrabosco I,have been duplicated several pages apart, one copy

of each withoub #cription, and en uncorrected error in one version only.

The early source, Ibl £dd 31390,is a table book of music for consort,
and conteins, smongst other things, In nomines by most of the early

In nomine composers. It is eminently practicel, since each of the parts
faces outwards, so that the performers, seated round s 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,g9 on the otherhend,could never
have been intended as anything bub a collection, ag this vast volume is
written in ymmeculate, tiny script, in close score, right across the
open page, and is difficult enough to read, let alone to play from, with
compogsitions following one another in close succession without & break.
This vast collection of consort musie represents both the early snd the
late In nomine composers, and is the consort counterpart of the F
williem Virginal Book, Dr Burney's Commonplace Boak,ao containg three

early In nomines amongst a miscelleneous collection of his personal
taste, and snother collection, deted at 1640 31
lete In nomines. Although a few later sources still contain In nomines

conteins both early and

by the earlier generation of composers, by end large, the esrly works
which are to be found over and over agein in the esrly sources, begin to
disappear from m&ny 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 &5, and the three of Ferra-

bogeo I,

In the cerly sources, most of the music without text is based on a
centus 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 212-6,8re scattered amongst vest quentities of fantasies sayreg, and
other free musical forms. The early part books reflect the 0133@ relation-

ship between vocal and instrumental music, end in particuler, the inviol-
able position of the centus firmus composition in the field of ‘art!
29. Ibl Eg 3665

30, Ibl Add 11586

31. Ibl Adad 39550
aja. Exaeff’ Drevel nito
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music. The later sources show quite clearly the change from cantus firmus
to free compositions, which took plece sbout the beginning of the seven-
teenth century.

Whilst the esrly consort sources often conteain 2 mixture of vocel end
instrumental music, the esrly keyboard sources contain only music inten-
ded for performence on a keyboard instrument, though thet music DEY SO
times include arrangements of consort works. The two earliest keyboerd

sources, the Mulliner Book and Och 371, show signs of weer, end, pertic-

ulerly the latter, appear to have scen much service in the organ lofs,
The sources of the keyboard In nomine are few, and the works are mainly
to be found grouved in sets, where sets exist, in & single source., One

of the exceptions is the Fitgwillism Book, which conteins, emongzst its

vast collection of seculer keybosrd music, In nomines by Blithemen,
Parsons and Bull. The only extznt source for Alwood's two conventionsl

In nomines is an oddly lz%e one, ¢ 1610, 3 This is 2n snthology of
"Extracts from virginal book,' snd the inclusion of Alwood's two In nom-
ines, composed ;ve{j"wmaqzjiy years before the books compilation, refle~
cts somewhat old fashioned teste in the compiler,

There is one menuscript source, however,33 in which some lete keybosrd

In nomines by Lugge are bound together with a letin mass end some Eng~
lish solo songs. The keyboerd In nomines sre the last leyer,on different
paper, and much more worn than the rest of the volunme. They must heve had
8 separate existence once,and have been bound with the vocsl works rela-
tively recently. Another late source,34 is also a mixture of vocel angd
keyboard music, end Blow's Venus snd Adenis is bound together with three
anonymous keyboard In nomines! Such strange bedfellows are the work of
an economical binder rather than en indicstion of enything more signifi-
cant,

The striking difference between the sources of consort end keyboard In
nomines, is the number of sources in which some of the consort In nomines

are found, end the relatively few sources of most of the keyboerd works,
Parsons' In nomine 25 has twenty extant sources, and there are 2lmost as
meny for the works of Teverner,Byrd, snd Ferrabosco 1T, 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 keyboerd,yet this

seems an unlikely explainstion. What is more likely is that music for

32. Lbl £dd 30485

33, Och 49
34. Och 1142 A
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keyboard, and especially for the orgsn, was well used, and was discarded
when worn out, and thet, often being used snd kept in churches, it nob
only disintegrated quickly, but it wes also less likely to have survived
the Reformetion then secular musie for privete or domestic use, This
hardly accounts for the single source of all Tomkins' keyboard In nomines,
though it sppears that Tomkins, as a great reviser end corrector of his
own music,ﬂmay have been responsible for the destruction of earlier,

unreviged sources,

What emerges quite clearly from these observations, is the almost comp-
lete division of the sources into keyboard and vocal/consort, In only
twe early sources, the Mulliner Book and Och 371,do keybosrd and consort
originals share the same cover, whereas the early consort In nomine is

found,more often then not,in the same volumes as vosal music,

Souricus compogitions,

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

81wood, Mulliner Book. no 23, The eanbtus firmus is the seme as thet which

the composer uses in his mass Praise Him Praisworthy. The present writer
feels this to be an In nomine by intention. For further discussion see
ibid,chapter 3, |

Bull. Pe 1135, Two of the compositions titled In nomine are actually
based on the plainsongs Salvator Mundi and Veni Redemptor Gentium, res-
pectively.

Byrd. Ibl A4dd 30480 and Cfm 32.G.29. A composition titled In nomine is
to be found in each of these sources,but the plainsong is Clarifica me
Pater.

Cobbold, Ibl Add 18936, With the title 'Anome of V vo,' this is an inste
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 centus firmms. Both Hughesmﬁughaﬁ?g
and Meyer 36 suggest that it is an In nomine, though the plainsong cannot

be made to fit the free material.

35. Hughes-Hughegs P <<5
36. Meyer MZ p 135
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Gibbons., Lbl RM 23.1.4. Ben Cosyn's Book., With the title In nomine,

the plainseng is unidentifisble,
Lawes, T 302, The plainsong is unidentifiable,

Strogers, Morley's Consort Lessons, no 13. In nomine Paven and Galliard.

These compositions are not based on & plainsong, but bear a structural
resemblance to the opening of Parsons' celebrated 45 In nomine, They may
have acquired their title for this resson.

Syddeel. A disl song composed in imitetion of Parsons In nomine. This
puzzle composition,which aovpeers in Charles Butler's Principles of musie,

p 42, may have been composed by Bubtler himself. 7 It hes no centus

s s s . . %
firmus,but it is based on the free materisl of Parsons' In nomine a5,

The spurious In nomines by Bull, Byrd, Gibbons and Lawes appesar to be a
copyists attempt to assigm a title to a plainsong composition which he
failed to identify correctly. The composers themselves were well sware

of the correct plainsong,as each of them had written other In nomines,

It appears that the three works by Gibbons end Bull may heve been wrongly
titled by Ben Cosyny as esch of these works appear in other sources
without title, and it is only in the volumes compiled or owned by him
that the title is incorrect, Pc 1185 appears to heve belonged to him at
gsome time, as he made an index of its contents in 1652, and here also

we mey also find an incorrectly titled In nomine,

If Cosyn was spparently uneware of the origin of the In homine by the
middle of the seventeenth century, then Roger North 38 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 asscending or

descending for which were sung the syllables of In Nomine Domini,'

The main trends in the evolution of the In nomine,

The mein 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
srowth of the In nomine genre can be traced guite clearly from the

37. Baker §: p 590
Bga Nor"th: P 4
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Benedictug of Taverner's mess setting, with its meny, 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 thé monumen-
tal keyboard compositions of Bull and Tomkins, end on the other hend, in
those equally gignificent consort works of Werd, Jenkins end lawes., In
both the later keyboard end consort In nomines are to be found the most
advanced contemporary English compositional technicues, The changes that
oceurred in instrumentel compositions generally, and in the In nomine
specifically, during the hundred and fifty odd years of the In nomine's
life saw the esteblishment of & charscteristic style both for the keyb-

oard and the viol conaort.

The staertling difference between the consort transcription of Taverner's
In nomine and, for exemple, Ward's consorts 56, make it hard to belisve
thet the compositions are in fact the seme genre. The contrast between the
two gtyles mey be likened to that between a Haydn symphony and one by

all Taverner's music 1s simple) little resembles the complex instrumentel
writing in the later works., What, then,hes the early consort In nomine in
common with the later one ? Very little but the cantus firmus and the

conbrapunial texture.

The most significant difference between the prototype and the later works
is that the former wes intended to be sung, end the latter to be played,
A vest body of In nomines come somewhere in between, and it ig in this
vast area of music 'apt for voices and vieols' 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 ranze of voice perts, for viol music, unlike that for violins,
rerely strays outside the vocal renge in sny one part,but in the agility
demended of the player. What is immedietely striking Iin & comparison of
the prototype and the later In nomines,js the grester veriety of note
velues end rhythmic patterns avalleble to the later composers. Whilst the
prototype, end many of its nesr contemporaries, employ mainly semibreves,
minims, crotchets and a sprinkling of guavers, often in smooth, mainly
stepwise motion, the later composers sre sble to use quavers profusely,
and alsc notes of smaller value, in figures which leap and twist in s

thoroughly unvocel way,

There is, however, a less obvious stylistic distinetion between the early
and the later keyboard In nomine, as a specifically keyboard style had

already emerzed by the birth of the keyboard In nomine, and the keyboard
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was, unlike the consort composition,independent of ties with the voesal

tradition.

The earliest keyboard In nomine is probably thet by Carleton I, which,
though not veryadventuroua by later stendsrds, nevertheless, is constru-
cted on rumming end leeping keybosrd fisures in small values, Though posg=
ibly forty or fifty years separsted the keyboard In nomines of Blitheman
from thoge of Bull, .. .. the stylistic differences asre not as
dramaticelly different as those betwsen the early and the later consort
works, This less drematic change of style between some of the early and
the later keyboard In nomines was of course because keyboard musiec had
had its own identity for many years, long before instrumental consort
music did. The rzison d'etre for specific keyboard compositions wes the

edornment of the liturgy, but there was little reasen te compose secular

earliest 'art! music eppears to have been the In nomine, one wonders

how many of them were ever actually performed ? There is no evidence for
domestic music making other then in song and dance, before shout the
last qusrter of the sixteenth century, by which time, the vast bulk of
the early consort In nomines were composed. With consort music atill
inextricably bound up with vocal performsnce, end lacking any resl resg-
on for a separate existence, there could heve been little reason for the
development of & specificelly instrumentsl style for enything but dance
music, end yet, =s early as the 1550%s,sn emergent instrumentel atvle
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 op two volumes
of keyboard music, there are no keyboard In nomines to be found in any

consort sources,

A1though the changes which took place in the evolution of the consort
In nomine were more drametic then those which characterised the key-
board In nomine's course, the mein trends in both genres may be summed

up in the same way,

1. Length, Later In nomires are venerally much longer then early ones,
in spite of the common cantus firmus,

2. Note values and rhythms., Greater variety of note velues and rhythmic
patterns sre sveilaeble to the later COMPOBETS o

3. Tonality. In the early works, the centus firmus is &lmost glways set
on D, & oreater veriety of tonsl centres exists in thelster works, with an
increesed use of chromaticism, end in some of the latest works of all,e

tendency towsrds major and minor tonality.,
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4. Construction., Whilst imitation ig the basic constructionsl oringi~
ple throughout the In nomine, the counterpoint in meny of the later works
tends to include motivic development, sequential extension, and & bass

line cénstructed on harmonic figures, whose function is often one of und-

erpinning the structure rather then an equal partnership in the imitstion,

It would seem difficult to achieve much veriety in the length of & comp-
osition which is governed by fifty four pleinsong notes, yet remarkasble
b of the early end the

late In nomine, both keyboard snd consort. Most of the early composers

variety exists, particulerly between the lengt
heve found the fifty four notes sufficient to sustein their crestivity,
end Tye has epparently even found them sometimes too long, and hasg left
some out. With the grester resources eveileble to the leter composers,
however, the plainsong becomes expanded, either by sugmentation of ite
note values, delay in its entry, or duplicetion, where it is used twice
in succesgion. 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 & geries of imitative points, often releted one to another,

but sometimes in deliberate contrast,the entries of which are continte
ous,and usually become closer towards the end of the work, Tn the early
consort In nomines, the note values rerely involved anything but a semi-
breve, minim end crotchet, and it must be born in mind, when reading the
printed editions, that in most of them, the note values hsve been halved,
giving the impression of grester ectivity. The imitation in the proto-
type is often approximete,with the curve of the melody teking precedence
over the exesct reproduction of the point, However, in most of the earliest
In nomines, the approximete imitetion of the prototype is replaced by
strictly imitstive counterpcint, end in some compositions Just o single

point is worked throughout,

The smount of contrast within a single work varies from composer to com~
some., for instance ) : '

poser, and whilst)Whytbroke, White osd Tye aim for thematic © unity

in each composition,Byrd, Parsons end Woodcock, emongst others, all set
out to demonstrate sections of contrest 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 gources, are Pargons'
85 and Byrd's no 5 &5, both of which  use contrasting meterisl, Whilst
both unity end contrast within & single work gopesr to be laudable sims
for the early compoger, the texture of many In nomines is of unrelieved,

five part density, snd many of the works include the remains of the
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legacy of the Tudor vocal style, in pessages of complex simultaneous
duple end triple rhythms, and in the use of hocket. In the later works,
these complex snd often lumpy demonstretions of skill are replaced main~
ly by erisp, airy phrases and bright melodic lines, which produce some
light, clesr textured works, in which the erchaic hocket is transformed
into the spiky srpeggios so beloved of the Jacobean composers,

aviddence  ou the bitle pege of Lbl. Add. 3390
In spite of they . that the early consort In nomine nay have had teo

rely on voices for its performence (voices which, however, were ver
well used to performing feats of aﬁ?iity) there are some esrly consort
works which susgest most strongly that the composer had ingtruments,
and not voiceg in mind, For exsmple, Tve's In nomine "Crye' is based on
aqywmﬁy instrumental, repeated-note figure, J377J3?7 J? in spite of
its inclusion in a book of sol-faing gsongs. There eére, conversely, some
In nomines by later compogsers in which the idiom is elmost entirely
vocal, and both Bull's and Gibbons' In nomines %4 could be gol-faed
without undue difficulty. The early congsort In nomines which come nearest
to anticipating the style of the later ones, are Byrd's numbers 4 and 5,
both &5, Although the opening Doints in both are purely vocal, as indeed
they also are in some of the later c@nsort works, idiometic instrumental
writing grows from the wvocal opening®, end although much of the figur-
ation common to the late In nomines 1s as yet undiscovered, these two
early works of Byrd point the way in which the consort In nomine will

develop.

One of the more immediately striking differences between the sarly and the
late consort In nomines is the greater veriety of rhytkmic pstterns
available to the later composer. Not only wes he able to use notes of &
smaller velue than his predecessors, but he was also able to use them in
figurstion which demended grester agility from the performer, The seam-
less polyphonic lines of many of the early composers become brisk runn-
ing flgures, leaping octaves, spiky erpeggiasted figures and repid sequ-
ential chaing in the hands of the later composers. As the penre develops,
the use of sequence as 2 meang of extending a melodiec line becomes more
marked, Sequentisl extension wes not unknown in the early works, and mey
be found in the In nomines of Byrd (nos 4 and 5 85), Tye (no 21) and
White (MB:XLIV no 63). There are numerous examples of sequence in the
later works, one of the best being unique to the later period, and found

. ; ﬂ R
extensively in the latter part of Gibbons' In nomine &5 as 8 point of
3
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forms in the works of others of the ssnme period,

Although imitation is invarisbly found st the start of the consort In
nonines, there are indicetions of attempts to modify it. For example,
in Ward's In nomine %4, (MB: IX no 29), the composer uges not one, bub
three imitative points simultaneously, at the opening, and ss the music
proceeds, these three points sre heard in veri®is combinations. In seve-
ral of Werd's consort In nomines &4 he uses two points to open the work,
though he tends to be more conventional in his lerger scale In nomines.
There is also a grester variety of texture in the later works, achleved
not only by contragting melodie material, but slso by the use of protre
acted rests in one voice or another, particularly in the six vart works,
In Lewes' 36 composition (MB:XXI no 5), the texture is reduced to four
perts between bars 58 and 71, when the two lewer perts are silent, whi~
18t in Ferrabosco's composition 36 {(MB: IX no 79), = really exciting
textural chenge oceurs in bars 41 - 44, when the three lower parts are
silent. In Weelkes' 35 ( MB: IX no 53), the entry of the bass is delayed
until bar 17, so that the work has s four-part texture during its firest

querter, a technique he slso employs in some of his madrigals,

One of the most importent trends however, is towards instrumental style
accompanimental figures., These figures are mainly to be hesrd in the
bass of the late keyboard In nomines,but heve found their way into a
few late consort works,and consist of the mechanicel repetition of a
short motif, under & rather more melodic line in the upper voices. The
motif may repest sequentially, and is unrelsted to the counterpoint

which it is sccompenying. When it occurs in & consort work it has e

(6)0 2
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strong beroque flavour,

4 similer accompanimental figure is heard in the basg of Tomking'
» b o ] 23 & #*
congort In nomine a3, and is remarzably similar to pessages in some

of his keyboard In nomines.
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A comparison, et this stage, of some of the more popular melodic lines

to be found in the consort In nomines, may help to clarify the differencs
in style between the esrly end the late works., The three main types of
melodic figures found in the In nomine are (a) the scale ,(b) the repeated~
note, and(c) the srpeggio.

(8) The scale figure, This is widely used, both upvards snd downwards,
in both the early and the lete works, Its most popular form is the down-
ward scale, preceded by the leep of & thjird, s in the prototype, and this
is the most widely used of eny single phrase in the early works.
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It was popular before Taverner, end continued to be used, though much less

frequently,until slmost the end of the In nomine's 1ife, It often svpears
as the ovening point, outlining, ss it does, the first four notes of the
plainsong, end ite use in go meny In nomines may originally heve reflec—
ted the esteem in which the prototyps was held, This phrase, or & varie~
tion of it, is used ss the opening in over forty esrly In nomines, and
also by Gibbons, lLawes end Weelkes,

In order to impose unity on the exemples, all the note values have been

halved, as they are in most of the printed editions,

Scele figures found in the early consort In nomine,
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Scale figures found in the later congort In nomines,
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(b) The repested-note figure, This is not a figure which appears in the
prototype, though thers are about ten eazrly In nomines extant in which it
is the opening point. Tye uses it at the start of five of his works, and
both Persons and Woodcock show & fondness for it., When & repeated-note
point 1s used in relatively long note values, it hes & somewhat plaintive
vocel quality, but when, as in Tye's no 12, the notes are short, it takes

on & more specificelly instrumental character, It is found less often in
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the later works, though when it is, it is often for a gpeciel fanfare

effect, @& in Ward's no 5 éé, or as part of & more complex inshrumentel

figure,
Repeeted-note figures found in the early consort In nomine,
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(e) Arpeggleted figures, Short arpegciated figures are often found in
the early In nomine,and their extensive use, ss in the works of Pargons,
Tye, Woodcock and others, is reminiscent of the hocket, so popular in
vocal music of & rather esrlier period, end quite unlike the widely 8D& N
ned and often longer arpegeio fipures of the later works, The later
composers often use arpesgio figures ss part of & longer motif, or as a

hermonic bass line whéreas, in the carly works the figure is fragmented,

Arpeggisted figures found in the early consort In nomine
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Arpeggieted ficures found in the later -consert In nomine,
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Tonality in the consort In nomine,

The trend awsy from the modes and towards a tonality baged on major and
minor sceles (a trend which is evident throughout the mainstresm of

Tudor end Jacobesn mugic},is}r@fl@c sed also in the In nomine, The early In
nomine, slmost exclusively in the Dorian mode, with its seventh and third

raised at cadence points, generally mekes little use of chrometicism out-
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gide the demands of musice ficta, The third of the final chord is inverw
iably raised, 2nd it 1s not uncommon to find the finel C of the centus
firmus raised to C sherp, &s the seventh of the final cedence figure,
There are some In nomines however, in which chrometic inflexion is far in
excess of the demsnds of musice ficta,snd susgests a sesrch for new tonal
centres., In White's In nomines, for example, there is a tendency towards
an elmost consistent ¥ sharp in the final barg, and perticulerly in In
nomine &, (MB:¥LIV no 30) from ber 50 to the end, there is a distinctly
major flevour. Agein,in the same compos&f% In nomine &5(MBiXLIV no 63)
the almost consistent F sharp during the lest five bars, whilst giving
the impression of a search for a new tonsl cenbtre, mey sctually be the
result of a logicelly pursued point in which & semitone rather than & tone
is used, In Strogers' In nomine a5 (MB: XLIV no 40) there is an unusually
marked tendency towards D mejor at the start of the work, where he has
based his opening point on en inverted triad of D major. Extended passa-
ges of consistent chromatic inflexion,however, are rare in the early
works,end more ususl are the momentary alternating mejor/minor tonslities
which occur often, for exemple, in the works of Tye es the result.of

a cadentisl inflexion which is followed by an entry of the point,on the
same note and in the same voice part, In no 2,for exsmple, the chord of

G major on the first beat of bar 46, is followed Immediately by one of G

&

0 { ]
minor, i e o M
Tye, S—Feve iy
In nemine no 2., %, hie -
Bar 46 ¥ 13 | -
P

A similar progression mey be seen in no 9, where, in bar 42, the chord of
A major, on the third ecrotchet best, is followed by one of A minor on the
fourth,

Mach of the chrometic inflexiom, epart from that which is cadential, results
from & logical pursuance of a point which, when trensposed, requires some
alteration in order to reproduce,accurately,its intervsls, Thus in Byrd's
no 2 éa,ﬁh@ B flats in bar 5,bess, snd bar 9, treble, reproduce the open-

Ing point, trenspvosed up & fourth.

Chrometicism, then, in the early In nomine, wes very much confined to the
requirements of the mode, and extensive or consistent slteration was rare

enough to be remerksble in a couple of In nomines by White and Strogers,

With Ferrebosco II, however,the In nomine moves into the reaslms of inecrea-
sing chromaticism,and his In nomine Fantesis (MB:IX no 79) is nerheps, in

the whole of the consort repertoire, the one in which chrometicism is
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teken to its extreme limits,particularly between bers 46 end 50, where
the centus firmus is besed on E, and, starting in ber 44, in the fourth

part, . .. in the phrygisn mode, greduslly ecquires some of the sharps of
E mirer as it nroceeds.
Ferrobosco 1L, In nomine Fantasio.,
T t 0 Y f“ﬁ"r-! 3 r IS 4
‘P; [ ¥) 1 1 R ’ £ H’:ﬂ. 5.
G R —— =il =4 RS S
o =2 1 # st 3
Bar b ;
9 T 4 " ne Py AQ ?‘ g; N i )| 3 L i )3y
P T . 7 5. H e b s 1 £ A W ol B K L3N o=
fo S s o — T r 3 Y8 Y -pan——«
S . i - | ke S 4 . i b e RV T
Y] ¥ ! i A Lﬂ 14 u e mh——

B, P 2
. 1 T3 b H‘gﬂ‘ = :'f"““‘r
[ MHM B 1 N | 1 1
Lo 1 A § 1 3 1 1 M
94 i A SR e 5 I ) s )l M by
% i
H PO i | b
1?0 | - 1 1 o - Soo—
I — S ov—— 1 1. i T
R P 1 3 Dol 8 31
vi i i 1 I S | T T I 1 7 300 4 1 1 i b 1
o i = = e f b
: e T
— e - .Y 1
G Fe e O B e P He——T—y—
& 80" 00 i 1, P r. £
Ll % § S— D s I N 7 ,E b ﬂa'n I L Nl s
& { 3
8 . he 4
4 ' L 1} ol Y
JAPLE )4 £ - o - 1 i & bl
. 1 0. i )| 1 N
\,  — i 7 20 D V. | v

It is only in the two In nomines of lLawes, however, thet the modes are
finally ebandoned for modern mejor snd minor tonslity, snd chromsticism
at lest becomes godulation. One of Lewes' In nomines (MB:XXI no 5) is
quite definitely in B flat mejor, and very strenge the plainsong sounds,
transposed to the mejor mode! The other is in C minor, wiﬁh the cantus

firmus set more orthodoxly, on C,

The méin trends in the evolution of the consort In nomine, then, sre towaw
rds a lengthier, more substantial work, in which the cantus firmus is
almost inevitably set in long, even notes, and the free meterisl is prese-
nted in a greater veriety of note velues and rhythmic patterns. The trends
ere also sway from the modes, snd towards either incressed chromaticism
or, finally, major and minor tonalities, together with modification of the
strict imitative princiﬁles of the earlier In nomines by the use of longer
passéges of free counterpoint and hermonie basg lines, once the invarishle
initial imitstion had been stated,

In the lster In nomines, there is a particulsr trend towsrds an especielly
elsborate bess line, which demsnds grester agility from the bass player
than perhsps sny other. Whilst the rense of the upper verts does not
chenge significantly,the range of the bass becowes perticularly wide, the

player often having to tune his lowest string down to C, and cover an
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overall spen of about two and & half octeves,

The first real bresk with the vocal/instrumentsl style, end the establi-
shment of something more specificelly instrumental, wes mede by Tye, though
the In nomines of the esrly period which most closely enticipete future
developments zre the last two 85 of Byrd., One of the first signs of the
bregk with the vocal musical tradition waes the setting of the plainsong
in even breves,rether than in the ornemented style of vocel mugic, The
often rather soproximete Imitation of vocel music was replaced by more
highly organised counterpoint, in which imitstion wes strict, entries of
the point were gymmetrically placed, and sometimes a work wes bssed 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 esrly In nomines, so that some of the more musically
satiafying of the esrly works are those which are nearer in style to
vocal polyphony., It is in the In nomines of Tye thst one is sble to see
the earliest, most successful attempts to creste s new, instrumentsl style,
though even he is not alwsys able to sustain his imaginetive idess to the
end,snd 'in spite of his trend setting, none of his In nomines achieved

the popularity of some other of the early works,if the measure of success

may be estimeted by the number of extant sources,
The keyboard In nomine,

The esrly keyboard In nomine repertoire demonstrates the great diversity
of style possible in compositions written specifically for the keyboard
during the third quarter of the sixteenth century, The two-nart cenonic
works of Byrd, Taellis and Strogers, contrast sharply with the two-part

In nomine of Carleton I, whilst the two four-psrt In nomines, (nos 2 and 3)
of Alwood appear to be vocal in style, yet have characteristics in common
with other contemporary orgen music. Strogers' In nomines contain nagsages
of rapid keyboard figuration, and a2lso ornement Signs,?f rare in such sn
esrly source.lIt is, however, in the six keybosrd In nomines of Blitheman

that the seminal forgpes lie.

Two things characterise the course of the keyboerd In nomines firetly, the
centus firmus i1s set in semibreve units, rether then the breve units of
the consort works, and secondly, in the meinstresm works,there is usually
& sectlon in triple-time rhythms, often as the conclusion,whereas a triple.
time section is & rarity in the consort works,

The course plotted by the keyboard In nomine is not, perhaps, as drematic
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as that of its consort counterpart., The keyboard In nomine had little
affinity with the prototype, even in its eerliest yeers, being derived
from alresdy esteblished keyboard forms, and its trends have therefore
been more towards e refinement of styles and techniques rether than towards
any real bresking of new ground. In its progress one mey see, 2s in the
consort In nomine, & tendency towerds grester length, quicker figursetion,
with greater demsnds on the technical skills of the performer, grester
ingenuity in contrapuntal practice, particulsrly in the works of Bull,

end en en ineressing 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 Blithemen from the Mulliner Book. Unlike the

congsort In nomine, which actually broke new ground, and from which an
entirely new musicel form evolved, the ground wes elready thoroughly pre-
pared for the keybosrd In nomine, and keyboard composers were, not meny
years sfter its birth, already turning their sttention to other free,sec-
uler musical forms, However, there are pointers in the later keyboard

In nomines to the direction of things to come, and in Bulls compositions,
with their several contrasting sections,culminating in e 'gigue', it is
vogsible to fomeest the barogue sulte, and in Tomking'! In nomines, the

prelude end the toccata,whilst in Lugges no 7, the ovening point, with
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its tonic and dominent entries, is almost worthy of & Bach fugue,
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Chapter two.

The Cantus Firmus.

! § 1) 15 7 2.0 25
[b e ‘
- - & 7 o 6 B
3 @ 8 8 4
30 KEy 8O u5 50

o 8 e

The cantus firmus of the In nomine, the pleinsong melody Gloria tibi
Trinitas, is & Sarum antiphon sung at ;jrst " vespers on Trinity Sundsy.
It is a fifty four nmt@(ﬁggody, neither one of the longer nor the shorter
plainsongs commonly used,in the Roman rite, a fact which mey have been
contributory te its populerity. Ite fifty four notes cover a span of an
octave and 2 note, and move mainly stepwise, or by the leap of & minor
third, in & series of arched phrases which reach their highest point at
almost the half way merk, and then continue gently downwards to the end.
The several sets of repsated notes fall only on the notes of the tonic
triad of the mode, surely an aid to the satisfactory hermonisation of a
passage where the centus firmus is stetic. This melody,short enough to
be memorised without undue effort, yet also long enough to sustain a
eompleﬁ@‘ﬁiiécal compogition, end with its readily identifiable first
phrase, is,first encountered in England, outside its sessonal liturgical
use, in the late 1520's a8 the cantus firmus of Teverner's mess Gloria
tibi Trinites. Whilst other plainsong tunes had been used ss the basis
for messes and orgen pieces for some years, it was only about helf way
through the sixteenth century, with the compilation of Thomas Mulliner's
collection of pieces for organ, that we heve any evidence of just how
popular Gloria tibi Trinites was to become, as the plainsong for both

consort and keyboard, sacred and secular compositions,

Whilst vocal music hed 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 ﬁuratiog;%armcnic structure, = . . 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.

18 Liber: p 914 $Wfﬁm}&fy Frbﬁw} version, and used et Second m%?&fgﬂﬂia
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The composers of early In nomines, both consort and keyboard, were con-
tent to have their compositions limited to the fifty four 'bars' which
regult from setting the plainsong one note to & bar, ss in the prototype,
though elight devistions in length sometimes occur from & delayed entry of,
or a few notes omitted from,the cantus firmus. Meny of the later comnosers
however,finding a fifty four note cantus firmus teo short for a proper dis-
pley of technical skills, extended their compositions by either incressing
the value of each plsinsong note, deleying its entry, or even using it

twice through in succession.
The position of the cantus firmus.

The position of the cantus firmus helps to dictete the tessitura of the

work as a whole, and when the plainsong is set on D, as it is in most of

the early keybosrd end consort In nomines, ite most comfortable position

is in the second voice part down, ss in the pvrototype, where it neither
dominates the melodic line too much, nor restricts the harmony unnecessarily,
This is the standerd position for the pleinsong in the early consort In
nomine 35, glthough by sbout 1600 the plainsong may more frequently be

found in some other pert. Writing circs 1695, Roger North says of the In
namine;z

'And any part took the plainsong, except the bage,Weh I never saw in
that office,end seldom ye treble,but for ve most part the tenor held
ye plow'

For the most part, the tenor certainly held the plough, but in two of the
earlisst consort works éA, Whytbroke's has the pleinsong in the bass, and
Johnson's in the top part, a position which keeps the tessiturz of the

whole work so low, that seribes in later sourees heve trenscribed the whole
work up a fourth.

In the eerliest keyboard works, the centus firmes, set on D, 1S placed
more often in e middle voice than an outer one, though both Strogers and
Blithemen heve set it in esch pert, in their several works. The later
keyboard composers almost invariably set the cantus firmus on &, a fifth
above the original pitch, thus ensuring thet in whichever wvoice the
plainsong is placed,the work ss & whole fells in the central pert of the

keyboard,

Whatever the position of the cantus firmus, it ig bound to exert certsin
restrictions on the hermonic and melodic structure of the music, and the
early consort composers, snd both the early and the late keyboard ones,

often sought to alter the plainsong, following the tradition of vocsl musics

ENd
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to accord with their chosen free meterial., Only in the later consort works

does one find an almost consistently orthodox setting of the plainsong.

There are several ways of adapting the plainsong to the needs of the free
material, and one of them is by what Morley cells 'breaking the plainsong?
and he is critical of this prectice, as he writes in 1597, 3

'Many exsmples 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 shall find such variety of breeking of plainsongs as
one not very skilled in music should searce discern any plainsong at all,t

He then offers some advice upon how to set about bresking it correetly,é

" Ma. One rule, which is ever to keep the substance of the note of the
plainsong.
Phi. What do you call keeping the substance of tre note 2
Ma, When, in bresking it,you sing either your first or your lsst note
in the same key wherein it stendeth, or in his octave.'

Morley then gives exsmples of how all breaks in the pleinsong must begin
or end on the note which is being decorsted, or its octave., The consort
In nomine composers could not hsve given Morley much cause for complaint,
&g they hsve, generally, observed his rules meticulously, snd it is only
in the three two part keyboard works by Byrd, Tallis end Strogers, and
one consort In nomine by Ferrabosco II, 5that the plainsong may scarcely

be discerned,
The centus firmus in the keyboard In nomine.

In the keyboard In nomine, the pleinsong is set in semibreves, in the tra-
dition of other cantus firmus organ music, The consort In nomine, however,
follows the tradition of wvocal music, with a cantus firmus set in breves,
The In nomine plainsong may be broken in several ways, and et sny peint
in its progress, though it is unususl to find it broken during its first
few characteristic notes, The bresks have no comnection with the ends of
the plainsong phrasses, nor have the composers necessarily ornemented the
repeated notes, The ornsmentation is completely arbitrary, snd varies
from composition to composition, to comply with the demands of the cou-
nterpoint, The centus firmus of & keyboard In nomine mey be presented in
gseveral ways,

1. In long, even notes,faithful tc the plainsong.

2. Mainly in long, even notes, but broken briefly by & reat or a note

of different pitch or value,

3. Morley P: p 177
4o Morley B: p 178

5 In nomine Fantasia, MB: Ix no 79
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3., With one or more notes decorated with counterpoint,
L. As the framework for a contrepuntel pert, the plsinsong merely giving
the outline to the free melodic materisl,

Of the forty four keyboard In nomines, four are in two parts, twelve in
four parts end twenty eight in three. The two and four pert works belong
mainly to the early composers,the later composers meinly setting in three
parts, The plsinsong mey be found in any wvolce part, the earlier composers
tending to use & middle part, and the later ones en outer one, The early
composers, who include Alwood, Cerleton I, Blithemen, Byrd, Tallis and
Strogers, invarisbly set the centus firmus on D, as in the prototyve,
though their treatment of it wsries considersbly, The lster composers,
Bull, Tomkins, Carleton II, Lugge and inon, meinly, though not invariably,

set the cantus firmus on A,

The position of the cantus firmus is more veried in the later works than
in the esrlier, and Tomkins never places his in the middle, whilst Bull
uses all the possible positions equally. The transposition of the cantus
firmus from D to 4 affords the later composers greater freedom in the
positioning of the plainsong, which, in the mainly three vart textures of
the lster keyboard works, wss also required to taske a rather more active
part in the counterpoint if & fully contrapuntel composition wes to result.
One composition, however, by Bull hss the centus firmus set on D and in
the top pert, whereess in those five of Lugge where the plainsong 1s on A,
it is elso in the top part, and in the one where it is on D, it is in &
middle part,

It is apparent,then, that there is no significent difference, either of
poaition or tonality of the plainsong, smongst both the early consort and
keyboerd In nomines, and all the eerly composers tend to follow the trad-
ition of %the prototype in the setting of the plainsong. With the later
keyboard composers, however,the pleinsong ls usuelly czet on A, and dispo-
sed almost equally amongst the traditional three voice perts, In the late
consort works, there is a greater veriety of tonal centres upon which the
plainsong may be based, and greater scope for experimental positioning
amongst the five and six part textures,

Pregentstion of the centus firmus,

1, In long, even notes,.
It is relstively rere to find the cantus firmus of & keyboard In nomine
set in even, unbroken notes., Of the earlier composers, only Carleton I
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and Blithemen's no 2 treat the plainsong in this way, and in both these
compositions the free materigl is limited to relatively simple counterpo-
nt basel meinly on scale figures, Of the later In nomine§, Lugge sets four
of his cantus firmi 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,sc that out of fowby four keybosrd In nomines,

in only seven lg the centus firmus unbroken.

2. Meinly in even notes, but broken briefly by & rest or note of diff-
erent pitch or value,
The interpolation of a regt or 2 note of different pitch or value into
the plainsong appears to be & device purely for asveoiding the musical
solecism. It is curious that the isolated rest occurs mesinly in the con-
sort In nomine, its appesrance there svoiding ccnsecutive progressions or

other widedmble sonorities, In the keyboard works however,with ususlly s

thinner texture then their consort counterparts, the grammetical error is
more usually avoided by the alterstion in piteh of & cantus firmus note
than by ite omission. For example, in Blithemesn's no 1 there are minor
adjustments to the plainsong throughout, which suggests that the composer
wag primerily concerned with the accuracy of his rather novel imitative
idea, and ag well, this is one of the very rare instances where a foreign
note is introduced into the very firstcharacterigtic plainsong notes,
Blithemsn's unusual step of introducing 2 passing note between the firsth
and second plainsong notes, nicely avoids a bare fifth between the plaine
song ond the f{ree material on the third crotchet beat of bar 1, The pass-
ing note B flat, added in bar 7, svoids the dissonance which would result
from the re-gsounding 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 centus firmus A, providing & somewhat stronger harmonie progression.
Having decided on what is, after all, rether originsl free moterial,
Blitheman was obliged te alter his centus firmus in order to pursue his
ideas logicelly, to which end, also,the cantus firmus G on the first best
of bar 19, is replaced by a crotchet F, The final D's of the plainsong,
which should start on the last minim of ber 27 become,in bar 27, a crotchet
D and F, which incidentelly create a blatantly consecutive progression with
the top part,end are no improvement on the originel form of the cantus
firmus.The D on the first mimim beat of bar 28 becomes an E for harmonic
reagons. There seems » strong possibility thet the grammetical error which
is created in bar 27 ss a result of altering the centus firmus, might be

attributed to seribel fallibility, es the pleinsong is altered in exsctly
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the same way in bars 26-27 in Blithemen's In nomine no 5, where it crestes
an eltogether more acceptable gsonority then the originsl cantus firmus

netes would heve done,

Single foreign notes were not introduced into the cantus firmus only as

2 method of solving hermonic problems, but might also be used to convert
the plainsong, momentarily, into & point of imitstion, or help to fill out
some rather thin texture, There are plenty of exemples of this in the con-
sort In nomines, but in the keyboard works, when the plainsong ls invelved
in the counterpoint, it tends to be on a lsrger scale. In both of Alwood's
conventionsl In nomines,nos 2 and 3,the addition of s passing note B flat,
between the C and &4 of the centus firmus, in ber 8, converts the plainsong
into imitation, and larger scale involvement oteurs elsewhere, The single
devient note is rare in the cantus firmi of the late keyboard works. Bull
introduces an occasional passing note into the cantus firmus of no 9 (in
bar 42, for @x@m@l@),wh@ra the exceptional disposal of his plainsong in
eleven beet measures crestes particular harmonic problems,and the rare pasgs-

ing or suxilj@ry note finds its way into Tomkins' pleinsong also,
3. One or more notes decorasted with counterpoink,

The fewer the voice parts in 2 composition, the more imperative it is that
they are all fully active, if s lively, full textured composition ig to
result. In the keyboard In nomine, with its mainly three vart texture, by
far the most populsr treatment of the cantus Tirmus 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 vlainsong,merely to decorate
it, and this counterpoint may be either imitative,in which case it reflects
the current meterial in the free varts,or it mey be unrelsted material,
used as pert of 2 cadence figure. The decoration of the pleinsong to form
part of & cadence figure is common in the consort In nomine, but verer in

the keyboard one,

When one or two notes of the centus Firmus sre to be decorated by imitabive
counberpoint, the point of imitation often fits nestly into the conbours
of the centus firmus, so that both the origihal shape and duration are

retained. A good exeample of this mey be seen in Strogers keyboard In nomine

-
w 2, \TI 134), where the cantus firmus notes - b -
r‘% * ! ? 3. 14
+ ( 0 } i v
are decorated to become P = ; R 5
3. i f
Tt
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This exemple suggests that in this composition, in which, basicelly, & single
point is used,the meterial for the whole work may have bsen derived from
the cantus firmus notes 5, 6 and 7, rether thsn the more ususl practies
of some part of the counterpoint being derived from the opening notes of

the plainsong,

In his In nomine no 5,Bull, most unusuelly,figures the second plainsong

note, so that the characteristic opening of the centus firmus is heavily

digpuised,
isgg 4
o &
(2) Bullroly » w
o S . - PR 5
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e T 1 )
—t becomes ~7
Bar 1. Conbus Lirrmur. Bar 1.

imiteting very closely the opening point in the bass. It is the C of the
pléinsong which is decorated, and agein, its durztion is not affected,
Tomkins uses little in the way of ornament in his In nomine plainsongs,
but when he does decorate,like Strogers, he chooses a place whers the

cantus firmus lesps, and the point fits neatly into the gap, There appesars

ot

s
ne

no contrivance of the counterpoint in order to use it in decorating

]
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cantus fifmu5§1nde@d; because one alweys hesrs the imitation in the free

Y

parts before it sppears in the plasinsong,there ig the suggeation that the

(>4

impending pleinsong notes suggest and shave the 3r@6@é4ng free material.

( . Tomking . . MBI no %
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hus in no 8 e - becomes v g o
7 ; C ; .. -I ; LA SN I
S [y ol )} £ H H ) 3
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with the imitetion an exact replice of the figure heerd in t“@ tcpoartﬁ
& n fnmk«éh ne 9.
and agein in no 9 L — e becomes s
e
-J Bar 5. Cantus [irmus. ./ Bar 5.

The figuration in Tomkins® centus firmi slmost always occurs at the same
place, thet is, between the fourteenth and fifteenth plainsong notes, anpd
at the end of the first plainsozéﬁgﬁrase. There is one notsble exception
though, end this is in In n@minggno 7, where, in bar / of the bass, Tomkins
decorates the very first pleinsong notes in exsct imitation of the second
entry of the point. The two part canonic In nomines apart, there are only
six instances of any decorstion of the characteristic opening plainsong
notes in all the keyboard repertoire, four of them being by Bull,snd one
each by Blithemsn end Tomkins., In Tomkins 'case, Mgs aé]7, 1t is slso his only
In nomine where he has decorated more then one note of the plainsong at
any one time. In fact, whet he has done inm¥a]],is to base his opening

counterpoint so closely on the opening of the pleinsong, thet when the

pvlainsong enters, it is aa th@fmhéh hearing ©of the imitative point,
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In order to effect this, the entry of the cantus firmus is delesyed until
P Tomklng ne 7,
i

kB

bar 4, and when it finally enters it is zs & 1 §f ; = i
$
e 3(10;{ L 3 & )
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ingtesd of == As in the prototype,this is a very clsayr

exemple of the free materisl being derived directly from the plasinsong.
Although Tomkins uses little in the way of decoration in his centus firmi,
he uses the last note of the plainsong in esch of his In nomines in a most
unusual way,which is unicue to himself. This phenomenon falls oubside the
scope of the present discussion, and is explained fully st the end of the
oo b,

chapter, on pa

Blitheman's In nomine no 3 is & fine example of one of the more elaborestely
decorated cantus firmi in the early keyboard repertoire, and between bars
3 and 6, the pleinsong notes are slotted into the uncom romising imitative

material,
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In the second seetion of figuration however, which sterts in ber 13, the
first two notes of the centus firmus fall neturally on the s’trong bests of
the point, and it is the sibsequent entries of the point which ere sltered

to allow the centus firmus to continue to be hesrd on the strong beats,
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Bar 13,

Blithemoanr ne 3,

Where the cantus firmus is in the bass of a composition, specisl oroblenms
arise if the work is not to be dominsted by & rigid and intrusive bass
line. Blithemsn solves this problem in his In nemine no 6, by the use of
free meterial which, from bar 7 omwards, mey gulte essily be moulded

round the outline of the plainsong, involving it fully in the counterpoint,

and providing e bass both active znd flexible,

Of the later composers, Lugse, like Tomking, tends to be spering in decor-
ating the plainsong, though in no 2, the centus firmus is transformed (bar
13),for a few bars, into & lighthesrted dence, As the plainsong is in the

top part, this trensformetion allows the compoger to use his melodie mater
I i ? i
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isl in thirds, sequentislly.
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The canbus firmus notes are ringad.
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Bull is renerally levish in his use of decorstion in tiecantus firmus,
particularly in In nomine no 2. In this composition, the decoration fzlls
in three mein sress, which include the centus firmus notes, numbers 5-10,
1518 and 25-30. The plainsong moves between the left and the right hand,
as the middle voice of three, and ites sctive perticipstion in the imitation
intensifies the contraspuntsl scheme, Like Lucge, Bull figures his vplsin-
song so that pairs of entries in thirds are possible between the two upver
voices, &#s in ber 15, In bars 26 and 27 however,the G end &4 of the cantus
firmus become the point, whilst the top pert sssumes the role of the

cantus firmus, though 2 third above, This apparent role reversal svoids
the crossed parts which would otherwise result as a consequence of the logi-
csl pursusnce of the point.

Bull figures his cantus firmus least when it is in the top pert, and most
when it is in the middle, with the exception of the unusuel a8/ composi-
tion, no 8, where the most intensively figured passage occurs during the
first four plainsong notes, It is unusuasl enough to find the epening notes
of the plainsong dlsguised, and in this work the disguise is even more
remerkeble, because it is not even the result of imitetion,but is indepen~
dent pessage work, This unique opening sets the scene for an altogether

unususl composition.

Bull no €.
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Although this passage work suggests Tomkins® In nomine style, and there is,
in the oprinted edition, an editorisl sucgestion that this work might be
attributed to Tomkins rather then Bull, the trestment of the latter part

of the cantug firmus quite dzfinitely essigns the composition to Bull rether
than to Tomkins.
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In Bull's set of twelve keyboard In nomines, no regular pattern emerges
for the decoration of the plainsong. Rather, it would be more accurste to
suggest thet in each composition, the plainsong receives different treat-

ment,

In both the early end the late keyboerd In nomine, the centus firmus ney
be found set in long, even, notes, though this is relatively rere. Additi~
onal passing and 5uxiliafy‘ notes may be sdied as sn sid to euphony.
Sparse imitetive decoration of occasionsl, single notes ig characteristic
of Tomkins' In nomines, and slso, to & certeim extent, Lugge's, 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 consort
In nomine, however, it is only in some of the early works that & figured
cantus firmus may be found, snd in all the later works, with the exception

of Ferrabosco's In nomine Fantasia,the plainsong is entirely unbroken,
Lo hs the framework for a comtrapuntal part,

In three keyboard In nomines by Byrd, Tsllis and Strogers, the plainsong
is used es the framework for a contrapuntel part, Each of these works is
in two perts, and the plainsong is so involved with the counterpoint that
it is elmost impossible in some places to decide Jjust which of geveral
notes it might be, as the two voice parts, fellowing each other either in
canonic or close imitation, weave a pair of melodic threads, the contours
of which loosely follow the sutline of the pleinsong, As the cantus firmi
of these works are so bound up with the melodie lines, it is almost imp~
osgible to discuss their treatment without becoming involved in the form

and style of the work ss e whole, and this is done in chepter 4.
The cantus firmus decorated to form part of s cadence figure,

The decoration of the plainsong with several notes uncomnected with current
imitation, may occur when it formsoart of 2 cadence figure. The practice

of altering the cantus firmus at cadence points is common enough in the
eerly consort In nomines, and accounts, perticularl s for the sharpened C

so often found before the finsl pleinsong D. It is a less comm®n 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 sharvened cedentially, in prepar-

ation for the close on D, which follows on the first beat of bar 26,

(-
Pluwood ne 2, 5P —
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Bar 2.5,



Similar figures may be found in Lupge's no 4, bar 4, Bull's no 8,bar 32,
end also in Bull's no 2, where, in bar 53, the penultimaste G of the cantus

firmus is sharpened,end altered rhythmicelly to form part of the csdence.
Tomking' treatument of the final note of the canbus firmuse

One feature distinguishes the In nomines of Tomking from those of sll the
other composers of keyboard In romines, and that is hig treatment of the
lest note of the pleinsong. Tomkins uses little deceorstion during the course
of his cantus firmug,but once he has sounded the final plsinsong note, he
continues the composition in & free style,during the course of which the
cantug firmus all but disappears, This free section &t the end of esch of
hig 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 &, which is
togsed from part to part, sometimes o disappesr altogether for s while,
This final, free section ususlly conteins the most brilliant passage work,
ag if, relieved et last of the restrictions of the céntus firmus, Tomkins

is able to indules his crestivity to the full,
The centus firmus in the consort In nomine,

The consort In nomine attracted & pgrest many more composers than its key-
board counterpart did, There are extsnt zbout one hundred snd sixty consort
works, the meéjority of them in five volce perts, and the  trestment of
their cantug firmi fells into the seme four brosd divisions that spplied
to the keyboard works, though the disposal of the compositions amongst
thegse divisions is rather different. Lz & general rule, there is much less
ornamsntation of the consort pleinsong then of itz keyboard counterpart,
and the pleingong is in long, even notes in almost all the lete consort
works,end in sbout a third of the early ones, whereas in the keyboard work,
with its generelly few number of voice parts, the plainsong needed to be
involved in the counterpoint if & full textured composition wes reguired.
In the consort work however, which was rarely in three, sometimes in four,
and usually in five, or sometimes more, parts, plenty of asctivity was
possible without invelving the centus firmus. In faet, the five pert work
mey well sound complete without the centus firmus part, and the consort

player relegeted to the centus flrmus vart often hed a Adull time of it!

In the early consort In nomine, it hes already besn pointed out that the
centus firmus wes usually in the second part, set on D, es in the proto-

type. This tessiture, end that of the part sbove, suits the range of the

treble viol admirably, and svoids the use of the two

strings. The tessiture of these parts also suits U0

&3
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voice, snd as the tenor end bess viols accord with the tenor snd bass

vecal renre, the interchange of nerforming media between voices and viols
wag & straightforwerd metter, With the pleinsong in the second pert, the
treble viol or volce wes et liberty to operste sbove it at & very come
forkable pitch, and should the parte happen to cross, as they did sometines,
it wes of no consequence to the consort performer. In Johnson's In nomine,
with the plainsong on D,but in the top voice, the second vart still falle
within the range of the treble viel, and 1t is only in its literal trans-

eription for keyboard that the tessiturs poses problems of execution.

The consort In nomines of Byrd and Tye, however, in which the cantus firmus
is in the top part,both heve the tessiturs of the pleinsong raised, in
Tye's no 1, by starting snd finishing the pleinsong an octave higher, and
only reverting to the originsl pitch in the highest, central section, and
in Byrd's no 1 %5, by transposing the plainsong up to G, Of the later com-
posers, Weelkes, Gibbons and Lewes have also get thelr cantus firmi on G,
although it is not in the highest part, in order to expend the entire
range of perts. In the composition by Ferrabosco I1 ( MB: TX no 25),the
plainsong is in the top voice and on f,as it is in meny keybosrd works.
Here Ferraboseco would seem to be Jemonstreting the upper and lower limits
of the consort's range,for not only is the plainsong unusually high, but
he slso requires the bass player to tune his lowest string down & tone to

G, not, incidentally, an unusual request in lete consort works,

Only in two In nominesis the tonality of the centus firmus altered sub-
stantially, and in these J B and lewes have set the pleinsong in the
ma jor mode, which gives to the ceptus firmus of easch work & most unfamil-

iar flavour.

The position of the centus firmus is most vaeried in the keybosrd and the
Jate consort In nomines, In énly & hendful of the early consort works is
there any deviation from the second voice pesrt, and in only four works in
the whole consort repertoire is the centus firmus, or part of it, to be

found in the bassg,in those of Whytbroke, John Mundy,Deering (TI 57) and

Lewes (MBsXAT no 4e). This is quite unlike the keyboard repertsire, where,
particularly in the works of Bull and Tomkins,the bass carried the plain-

song as often ss any other psrt.

There are also three late consort works where the plainsong moves from

part to pert, In those of Ferrabosco IT (MB:TX no 79) and Deering (TI 57)

e

it eppears in each of the six volce nerts in turn, asnd in Lewes work ( MB:

.

IXT no 4e)it is heard in the two top and the 'wo bottom of the six voices.



1. The cantus firmus set in leng, even notes,

Of the composers of esrly consort In nomines, it is generally the lesser
ones who have tended to set the centus firmus in long, even breves, and
the more celebrated composera such as Tye, White,Parsons and Byrd who have
tended to treat it less rigidly, and rather more in the vocal tradition.
Those ‘early compesers. such as Cocke, Hake, Mericocke, Mudd and Naylor,
whose sole exbant contribution to the consort repertoire is one or two

In nomines, heve been rigidly fasithful to the reproduction of the plain-
gong In its original form. The practice of ornementing the centus firmus
haed dissppesred completely by about 1600, so that the tradition establi-
shed by the lesser composers was adopted by the asccepted masters of the

later generation of consort composers.
2. The cantus firmus mainly in long, even notes,broken only briefly,

bs in the keyboard In nomines,the brief bresking of the centus firmus by
& rest or & single note of different pitch or value, tends to be uged as
a convenlient way of evoiding @ muslical solecism. Unlike the keyboard com-
posers, who rarely break the plainsong with & resh, the consort composers
tend to resort to e short rest as & solutien to o grammeticel problem,
Consecutive progressions then as now, were frowned on, and Morley wrote
of them;

" Indeed I have seen the like committed by Mester Alfonso [?@rrabasmél cee
but his fault wes only in pricking, for bresking & note in division, not
looking to the rest of the parts, . made three fifths in the seme order
ag you did:but yours came of ignorence,his of jollity'.

Rather thsn modify his counterpoint, Byrd has inserted rests into several
of hie cantus firmi, in order to sveid consecutives, In no 2 é&s the rest
on the first half of ber 11 avoids consecutive fifths between the canbus
firmus progression from G to A in bers 10 and 11, end the rising counter-
point in the third part, from C to D, Similarly, in bers 29-30, as the
ceantus firmus rises from & to B, the rest on the first half of bar 30
gvoids consecutives with the D and B below, Rests in the cantus firmus of
no 2 85, in barg 11 end 19, avoid & harmonic clash, otherwise ineviteble
if the point is to be pursued logically.

Tye usesw rests in the same way, and in no 2, the crotchet rest in bar 4T
not only avoids the conflict of & centus firmus D over the C's in the two

lower parts, but also gives weight to the ensuing cedence, In no 3, similes’

6. Morley P: p 148
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rly,the rest in bar 20 avoids hermonic conflict, In White's In nomine 84
(MB;T no 87),the resy on the first half of ber 9, asvoids consecutive
octaves between the centus firmus end the top pert, whilst the rest in

bar 20 svoids @ near collision with the third part, at least on the sacce-
nted part of the tied note, The tradition of using rests in the cantus
firmus mey be traced back to the tradition of vocal musie in general, and
to the prototype in particular,where, of ncke 20, the second half of the
cantus firmus G is missing, so thet the cadence figure in the following
bar may be completed logically. Taverner also inserts a restheore the finol D,which
seems to be a fairly common prectice, particularly epparent in Tye's In
nomines. The absence of the penultimate D allows more freedom in the final
cadence,and adds impsct to the final D, There sppesrs to be no connection

between rests and the phrases of the plainsong,

In the congsort In nomine it is a common practice to delay the entry of

the centus firmus for e bar or two. This allows both for a slightly longer
composition, and an unrestricted stert to the work. In Byrd's no 1 éS, the
two bars of free counterpoint before the entry of the plaingong allows the
imitation to establish its tonal relationship clearly as it makes its
first entries. Agein in Byrd's no 3 25, the entry is delayed in the same
way whilst the counterpoint makes = clear tonic/dominent statement, the

impact of which would be blurred by the presence of the pleingong,

nd the

late consort works. Jenkins delays the entry in his no 1,until bar 12, end

The deleyed entry of the centus firmus is common in both the carly

@

in Mallorie's work, nine breve rests precede its entry, but as only the
cantus firmus part survives, it is impossible to tell whet happens in the
free parts prior to the plain&ogﬁs entry,

The presence of rests both during the course ef, and pr@eeding; the entry
of the plainsong is in the vocel tredition,whereas the immediste entry of
the plasinsong, coupled with an almost entire sbsence of rests during its
course, is essociated only with the keybosrd In nomine. However, in the
late consort works, whilst the entry is slmost always delayed, there is

an almost entire ahsence of internal rests.
The centus firmus broken briefly by & note of different pitch

The introduction of &uxilianl and passing notes into the cantus firmus
ig in the tradition of English vcesl music, end is prectised only by the
early In nomine composers. Byrd, for example, introduces auxjjjaij/' otes

i BRI 3 ~ S 2 N
nto the plainsongs of meny of his In nomines to moulg them to the require-
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ments of his counterpoint., In no 2 a4, & lower QuithCLrﬂ tekes the

vlace of the cantus firmus A (3332,3} thus evoiding the dissonsnt cantus
firmus & sounding through the close imitation., In bars 35 and 36 the
cantus firmus G is replaced on the last crotchet beat by the upper
ggiﬂiaty A, so thet the point mey be trested canoniczlly. There are
numerous examples of the adaptation of the cantus firmus to the
reguirements of the ccunterpoint by meens of sdditional single notes
throughout the In nomines of the more celebrated of the early composers.
Tye trests the plainsong more freely then Byrd does, and sprinkles his
plainsong with suxiliaury notes in order to avoid elashes with the
counterpoint. It is rather strenge thet, by end large, the more cele-
brated of the esrly composers have retained the rather old fashioned
trestment of the centus firmus, whilst the more obscure composers have
adopted what was to become stendard treatment in the later works, and
set the cantus firmus rigidly in even breves. The minor thirds in the
cantus firmug positively invite the insertion of 2 passing note, and
whilst the conversion of notes 14, 15 and 16 produces an effortless

»}

allusion to that most populsr musiesl eliche and prototypical point,

UL L n {
4 3.
o 1

the minor thirds between the [irst three pleinsong notes are rarely orng-
mented. Only in two early consort In nomines is there any ettempt ot

ornementing the opening notes, those of Tye (no 16L1£he nlaces s passin

jile’

note between the second and third note to comnlete +the hermony, and

- . A\ . . N - .
Zgglestone (TI 60),who introduces the plainsong unicuely, [igured with

the meterisl of hig first voint.
Alterations to the note values of the canbus firmus

Occasionally, one or more notes of the centus firmus mey be lengthened
or shortened. The gsimplest form of lengthening o note is to tie seversl
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 1s e metter 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 es much as six semibreves or, conversely, heard

only once. These extra notes at the end are sometimes tied and sometimes
seperate, with an occasionsal mixture of both. In Tye's no 14 three sep-
erete D's ere followed by five tied ones,whereas in no 5 eight D's are
tied together. In no 16 five D's sre separste. So arbitrary does this
tying or seperating seem, thet one is tempted Lo wonder if i1t wes done
at the whim of the copyist. As meny 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

fexs

in the several Byrd sources which gest that the ties are fairly arbi-
trary. The final note is not nrolonged in the same way in In nomines
which are keyboard orizinals, Bull's no 12 being almost the sole example
if one disregards the rether eccentric trestment 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 omitg

so much from the middle of the pleainsong.

pau!
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hlterstion to the note velues of the cantus firmus, whilst reta

original pitch and order, is @ common vrocedure in the early consort In

nomine, (though by the late works, only the laest D was extended), and

these slterations may take three forms;

a) Tying together notes of the same pitch.

There seems to be no obvious resson for the tying together of certsin
cantus firmus notes. Repesated notes appear both tied and sepsrated indig-

criminately in various In nomines. There appears some suggestion that

& tied note might be connected with s change of harmony, Hasving less

Wweight than a repested 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 &5, for example, (b@rb L5-42) the four F's are tied thus
5558 whereas in no 1 a4 the A's in bars 11-1/4, like those in bars

31-34,8re tied thus, o 65 o.

b) Prolonzation of 2 note so that 1t takes part of the value of the note

which follows it, even if it has 2 different pliteh,

The rhythm of the cantus £ rmon »
rhythm of the cantus HIPMUS may alse be albered when one note ig ex—
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tended into the next bar, end the subseguent aste of = different piteh 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 &/, (bsrs 17-18) where the
centus firmus G is delayed until the third crotchet beat of bar 18 to
avoid & harmonic clesh. In Tye's no 3, exactly the same thing happens,
also in bars 17-1%. The prolongstion of one note and shortening of an-
other may also occur without the tie, ss in Johnson's In nomine (MB: I
45), where the centus firmus 4 in bar 47 is repested on the first half
of bar 48, and the correct cantus firmus G is heard only on the second
helf of the bar, end thus evoids conflict with the tonality in the lower
free parts. White, (ﬁ@gl no 27) extends his cantus firmus 4 from bar 17
into bar 12, to avoid the cantus firmus G conflicting with the F's of
his point in the third snd fourth parts. tgain in the same work (bar 40)
the cantus firmus A of the previous ber is prolonged so that the cadence
may progress from A& to D. There seems no consistency in the placing of
these alterations to the plainsonz; they seem rather to be no more then
the result of "locsl' decisions.
¢) 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, ss dige-
cussed above, leaves the overall length of the cantus firmus intact,
Christopher Tye sometimes actually shortens the duration of the cantus
firmus notes in order to avoid difficulties. Fe 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 & minimum
length,were it not for the fact thet he so often conslderably extends

the final D. For ewmemple, in no 3 (bar 25) the A& and C of the vlainsong
heve only helf 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 4, (bar 19) he follows just the same procedure when he shortens the
cantus firmus G and A in order to complete his hermonic scheme in the
second half of the bar, with a cadence from 4 to D. There are other
examples of Tye's alterstions to the plainsong, each of which appears to
be a golution to 2 harmonic difficulty in & work in which the demends of
the counterpoint szre of greater importance that the accuracy of the plain-

song, Following, es 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
counterpoint end irreguler entries of 2 sometimes very approximetely
imitetive point, Tye's works, with their often single points, and regular
entries of strictly imitative counterpoint,suggest & newer gtyle of
consort composition, less vocal then instrumentsl, in which the demands
of the free nmaterisl paeme¥®?to the cantus firmus,

%/ ﬁ@qﬁﬁ,ﬁx“ﬁ’;"ﬂé{f P2

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-
sonz later in the compositions the first ten notes are almost invarisbly
secrosanct, but once the identity of the work has been established, Tye
feels free to omit a variety of notes, meinly the less memorable, repegt-
ed ones, from the middle of the plainsong. Out of the fifty four notes
of Gloris tibi Trinitas, Tye uses on average, forty or g2, not including
the D's he so often repests at the end., At first sight it would seem
that he had en imperfect knowledge of the plainsong, but is it possible
thet such carelessness would win him any approval if, as is sometimes
supposed, the In nomine wes really some sort of test piece? In only one
of his In nomines is the cantus firmus set in its entirety, that one
being n0‘21, his most complex. In no 1, for exemple, he uses only two
of the four repested A's (cantus firmus notes 11-14) and also omits notes
39 and 43. In no 2 the notes L1~-A5 are missing, whilst in no 4 Tye uses
only eight of the possible fifteen notes between 31 and /6. Tye never
omits any of the last nine notes, nor does he fail to set the notes 23-
29, the section of the plainsong contsining the cenmtral climex. This
truncating of the plainsong suggests a desirs +to curtail the length of
the compositions, and as it is never the same notes which are omitted,

it cen hardly be attributed to carelessness, No other compeser takes
such liberties with the plainsong, and it seenms unlikely thet a composer
of Tye's stature made mistekes which other lesser men svoided., Because
of omissions in the pleinsong, and although Tye almost inveriebly allows
the centus firmus to enter in the first bar, each of his In nomines is of
different duration, the variations in length being between 39 and 5%
bars. In Byrd's no 1 éS the notes 41-44 ere omitted from the plainsong.

This is as unusual in the In nomines of Byrd s 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 centus firmus is sugmented by a
dot, and by omitting the four notes from the cantus firmus, Byrd heas
achieved the standard length for en In nomine. Astrange veriakion occurs
in the cantus firmus of several esrly In nomines when an extra & ig

tn Ehe Sarum version

added efter the Twents 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 paert keyboard work, Johnson,

© Blithemen in no 1, and 'T;-jté in nos: G and 15 have used.

the Reman  varsion with bhree . growps of four repeated -R's.

With & cantus firmus fifty four notes long, nevertheless meny 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, snd other composers have
often extended rather than contrscted their In nomines by the simple
expedient of either delsying the entry of the plsinsong, and.J or repeat-
ing the last notes. The longest delsy in the entry of the cantus firmus
is in Parsong' 87, (MB:XLIV no 75), where the plainsong enters only in
bar 17, after each of the gix free voices, Of Mallorie's composition,
(TI 98), only the cantus firmus part survives, but its entry is orece-
©°

ded by nine breve rests, which suggests that, like Parsons', each of

o

he free psrts entered before the plainsong., Unususl length is achieved
in the anonymous compositimn&@ﬁLEV 72) by sugmenting each note of the
centus firmus by & dot, so that the plainsong is disposed in triple tine
amongst duple time free material. Baldwin, however, (TI 17) schieves a
shorter work by reducing the note values of the plainsong in the second
helf, to a third of their originsl velue. Only in one consort In nomine
bas the cantus firmus actually been extended with additionel material,
thet of Lewes (no 2), where he has set the plainsong twice consecutively,

and in each setbting it is prolonged by s 'coda' of unrelsted notes.
Chrometic alterstion of & note of the cantus firmus

Occasionally, the plainsong mav be altered by chromstic inflexion, to



become part of & cadence. This is found meinly in the early congort
works, and particulsrly in those of Parsons and Tye, who often sharpens
the last C of the plainsong so that ik becomes the leading note of the
cedence which is completed on the following D. Tye, with his predilec-
tion for alternsting mejor/minor tonelities, often sharpens other notes
of the cantus firmus in addition to the finsl C, so thet the cantus
firmus mey provide the sharpened S@V@nizfg? a cedence, either by its own
inflexion, or by being the central note in a group of three, the two
outer ones being sharpened. The praetice of sharpening notes of the can-
tus firmus, together with zll other forme of aslteration, becsme obsolete
by the lste consort In nomine period, snd the cedence figure let into
the cantus firmus in ber 6 of Bull's only consort In nomine helps us,
amongst other things, to essign it to & very early period in the COMDO=

ser's life,

3. The centug firmus broken with counterpoint
In addition to short bresks in the plesinsong by rests, and single foreign
notes, more prolonged bresks occur in the consort In nomine, as they did
in the keyboerd works, when the cantus firmus is decorsted 4o a greater
or lesser extent so that it operstes sg acontrepuntel part, with the
exact character of the free parts, There are few consort In nomines, howe
ever, where the decorstion is as orofuse as thet in some of the keybosrd

In nomines. Of the earliest consort In nomines from the Mulliner Book,

only White's cantus firmus, like those of his other In nemines, is decow

B

rated with counterpoint, and thst very briefly. Tye, like White, hes
decorated the centus firmi of almost &1l his In nomines with counterpoint

to @ grester or lesser desree, and whilst he allows himself the 1iberty

of omitting notes from the centus firmus when it suits his free material,
he is scrupulous in ellowing figurstion to take e exactly the value of the

notes it repleces. John Thorne (MB:XLIV no 26) has decorsted his cantus
firmus liberally, perticulsrly in bsrs 5 and 6, where it becomsg the

third entry of the point in & hitherto three pert texture. Byrd tends,

3
o

terely, but in two In nomines

o

on the whole, to trest his csntus firmi aue

g

®

the point, wheress in bar 25, the imitstion is

\
b2

(

he hes used imitetion to decorste them. In ne 2 44, (bar 18) the G of the
L byt

leinseng is replac



in addition to it. This is the most highly decorated of all Byrd's In
nomine plainsongs. His only other exsmple of imitetive counternoint in
the centus firmus is in no 5 a5 (bar 14) where the imitation neatly takes
the plainsong from 4 to C, and might almost heve been conceived to deco-

rate this particuler bit of the csntus firmus.
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Uccesionally, but not very often, the centus firmus will be broken with
counterpoint which seems to bear no relstionship to the imitetive mater-
ial of the moment., An example of this occurs in Byrd's no 2 54, in bars
38/39, when the contrspuntal interruption is relsted to the latter part
of the second point (18,1,1) rather than the point of the moment. Whet
Byrd has actuelly done is to use a contracted and rhythmicelly altered

1@ notes of his point will neot fit the

-~

Torm of the cantus firmus, gince t
pleinsoneg here, and the use of this contrapuntel figure cleverly avoids

the necessity of sounding a cantus firmus G throughout bar 39.

. ) bar W8 ,
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Tye, on the other hand bresks the cantus firmi of three quarters of his

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

pleinsong. For exemple, Tye's repested note points ere uged to decorste
the plainsong where their intervals are the seme ss those of the cantus

Tirmus, so they mey be incorporsted into the plainsong without eny resl

alterations in its pitch. In no 4y the repeated note point containg e

Fal

drop of e third, and Tye uses it in the pleinsong where it, also, drops
& third (bars 2, 14 end 24). In no 7 the point drops e tone, and it is
used to decorate that part of the centus firmus which slso drops 2 tone
(bars 8-9), In bars 14=~15, however, where the centus Firmus drops from
C to &, the point drops & third in the cantus firmus pert first, and is
imitated in the free perts, Thers are other examples in Tye's in nomines

of the point both enticipating end imiteting the vleinsong, so thet imi-
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tation in the centus firmus does not actually alter the pitch of the
lainsong notes. The figuration in ber 39 of no 1, however, although it
terts end finishes on the cantus firmus note, also includes notes

-

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

&

single point., 1In no 6 the point of imitetion in the cantus firmos (bar
fits exactly inke the interval of the vlainsong, but the undulating
point Tye uses in no 11, end introduces intc the plainsong (bars 34m6},
obscures the csntus firmug. Tye hes omitted seversl of +he oleingong
notes here, and this curiously untypicel bresk may serve to hide the
omigsion. White bresks the centus firmus in each of his In nomines, and
in no 1 (MBI no 87) substitutes the point for the & of the cantus firmus,
so thet the centus firmus and the bass run in perallel thirds (bar 42).
411 White's points are curved voesl figures (unlike Tye's, which often
have a2 more instrumental cherscter), and he uses them to decorete the
cantus firmus rather than slot them in to the sectual plainsong notes
and the most interesting and decorated plainsong of eny early consort
nomine is White's 35 (MB'"TIV no 03), where he leaves the first fourteen

»

plainsone notes slmost in their orig rinal form and in olasce of the next
five he substitutes an imitative sequential flgure which follows the con~
tours of the plazinsong very freely indeed, and incidentelly omits the top
C, the first high spot of the centus firmus. Sixtesn more plein notes
follow, &nd then there is another break of five bers of sequential imits-
tion. Another pesssage of imitetion occurs nesr the end. In the sscond
and third contrapuntal breaks, the imitstive material slots effortlessly
between the notes of the plaingong, et both its start and finish, The
first break, however, has to start on & B instesd of the pleinsong A in
order to conform with the harmonic scheme of the free meterisl, In the
firgt and second bresks, the two geguential repetitions are separated by
an unadorned plainsony note, Not only is this an unique trestment of

the centus firmus, but it is also an unusual example of sequence in an

esrly In nomine,
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he practice of setting a cantus firmus in uneven note values and with

a

slight alterztions end additions is in the tradibion of sarly Tudor voeal
mugic, whilst e cantus in long even unbroken notes is nesrer the tredi-
tion of early orgesn music. It is difficult to be precise as to when In
nomine composers began to break their plainsong with imitation, and
although Tye is possibly the eerliest composer chronologically who did
80, some of his In nomines need not have been composed before about 1560,

when he retired from music. Whilst the early c&mwosers‘ﬁh}+brhk@ end

Johngon set their cantus firmi faithfully, their contemporery Llwood was
using imitsztion, (TI. 5 and 6) in works in keyboard score, Where the
majority of lesser known eerly composers have set their cantus firmi in
long, even notes, meny of the better known heve broken the canbus firmus
in one wey or another, and those composers who have written sets of In
nomines heve tended to be the most imsginstive in their treatment of the

plainseng. In the set of three, however, by Ferrebosco I, which merk

2

the end of the easrly consert In nomine period, the plainsong is unbroken

throughout,
Lo The centus firmus used as the fremework for a contrapuntal nart

In only one consort In nomine is the centus firmus used as the Pramework

ir
for a contrapuntal part, that of Ferrebosco II, his In nomine Fantasia
(MBIX no 79). This work, 86, and with the title 'In Nomine through all
the pearts' uses the centus firmus gix times, once in each voice part,
moving from top to bottom. Hach entry of the cantus firmus is numbered
in the source, and startson G,D,4,E,A and G U respectively. At esch 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 centus firmus entry, and es the work oroceeds, and the counterpoint
in the free parts becomes more complex, the rhythmic pattern of the
centus firmus (varied at each entry) sccords with the rhythmic patterns
of the free parts, whilst the points pursue indenendent thematic material
unrelated to the cantus firmus., This highly original composition hes
the texture of a fantasis rather then a cantus Firmus work, end ag the
first four entries of the plainsong rise each time by & fifth, the com-

poser is led into some extreme chrometicism in the céntral section.
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With the exception of this, the late consort works almost inveriably set

e

the pleinsong in long, even notes, and where the texture is & six part

one, &g it often is by the lste consort period, thers is plenty of schi-

et

vity possible without involving the cantus firmus. Tomkins, even in

; . \ oy
his consort In nomines a3, lesves the canbus firmus unfigured,. The set-
ting of the cantus firmus in the consort In nomine is in contrast to

that of its keyboard countervert, whers, bhoth in the early and the late
¥ s ;

works, the plainsons is trested variously, end no real trends in its
treatment mey be trsced. In the larpest single collection of sarly cong-

ort music (4dd. 31390), with its forty one In nomine compositions by

end in long

es broken occesionally by single, added notes in snother third, whilst
longer, contrapuntel bresks occur in the other third., There seems no

reael chronological baesis for the develo of the figured cantus firmus
& b =

in the early consort In nomine. However, with Ferrsbosco II and the
beginning of the late consort work, one may see s change of asttitude

towards its trestment.

Where the breaks occur,

Ta

No oversll pattern emerges for the breasks in the cantus firmus in the

consort In nomine, but one rule seems to be to svoid disguising the first

definitive notes. Tye, however, uses fig At

*3

ation, in no 4 on the second
note, eznd no 7 on the eighth, He slso adds & C sharp avpogisture to nos.
12 and 13 after the fourth note. Generslly, though, sny breaks which
occur in the esrly consort repertoire are between +he tenth note and

the finsl C, with any contrepuntsl interructions being brisf, and well
spread out within the individral works. However, sn inter
tion to the rule of leaving the first notes unfigur@d is found in In

N % = ;
nomine a5 by Egglestone (TI 61) where the cantus Firmus
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&g the point of imitation, before rever ting to the more usual long notes.
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szarly consort In nomines, there ere only & handful in

2

d
which the first few notes of the plsinsong sre altered in any way.
apart from the initial notes, the plsinsong maey be broken anywhere, and
no connection between bresks znd the phrases of the
pleingong. Byrd tends to figure his cantus firmus in the centrsl sec-

£

¢
tlon, where the plainsong resches its highest notes, and the only notes

that Tye never decorstes are the s. One wight imsgine & corres~

ct

pondence to exist between decorstion end the repssted notes of the plain-

song, but thet is not the case, and no pettern ssems to exist &t all
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for the position of the bre In faet, decorstion of the cantus

eeds of the free varts, snd often pursued in

O
o
jaxd
B
s

b
the cause of setisfactory counterpoint rether than the sheping of the
This suggests thet the liturgical origin of the In nomine

not surprisingdyin e country where Latin rites were

no longer openly practised,



The Mulliner Book and its In nomines

. 1
Any study of the In nomine must begin with the Mulliner Book™ for not

only 1s it the esrliest source of the genre, but it 2lso conteins the
prototype. Comoliled by Thomss Mulliner, orobably between 1545 and 1570,
(the only contemporary record of whom is March the third 156 3, when he
was registered Modulstor Orgsnorum &t Corpus Chris ti, Oxford), it is an

x

anthology of music for kevbosrd. The ¢
e €

a3

irst helf of the volume reoressnts
the earlier Tudor composers such as Taverner, Redford, Alwood, Farrant
nd Shelbye, snd the latter hslf e later generation, including Munday,

ite. Although this is & volume of music for keyboard,
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several of the pieces are transcrintions of vocal or instrumentsl 0Tt

a

sort musie, and the contents fzll inte two distinet groupg; those works
which appear to be specifically for the keyboard and those which are in
vocal or consort style. Mulliner obvicusly saw no snomoly in arranging

g M.
for two hands at the keyboa ﬁﬂnwhfﬁﬁ was orliginally intended for four

volces or instruments, in spite of the fact thet slreedy e distinetive

keyboard style wes wmﬁ&bf1gh@d, as may be seen in the English menuscrint
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ons probably meant for spinet or virgi-
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including sston's Hornpipe, with its specifica 1ly keyboard

figurstion. & quantity of true keyboard music wes algo composed by

Redford, who died in 1547, and thirty five keyboard compositions in the

s

Mulliner Book are sttributed to him, the bulk of which appear in no
other menuscrint source,
%

U the one hundred and twenty compositions in the Mulliner Book,” fifteen

transcriptions of sacred vocal music snd nineteen of ssculser a1 h

o

)
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songs. These vocsl trenscriptions show that in spite of the emervence

"

& nlace in the organ-

ja-

of the true keybosrd composition, there was atil

ertoire for the all-purpose composition, sdapteble eno ugh to do
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Terent verforming mediz, The four consort In

| 1iner Book also show thet there was considershle

descriobio
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~umental consort music, and if

stylistic overlan
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the number of extant scurcss of
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mositlon are any indication

T &

of contemporary nopularity, then the most successful compositions v

ifferent ways,

those which were adan
Thus Taverner's In nomine sppeers in meny sources, sdepted for keybosrd,
lute, instrumental consort snd ss en English enthem. Invsriably, the

In nomines founl in the greatest number of rces zre those in an adaphb-
able vocal/instrumental style, and not those which are specifically for
keyvboard,

Y

The esleven In nom

nes conteined in the Mulliner Book fell into twe guite
£ Gar

distinet gr leton snd Blithewsn, which appear to be
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original keybosrd music, and those of Tavernsr, &Llwood, Jobnson snd White

which are trenscriptions, for the keybosrd, of consort music. The very
obvious stylistic differences between the two grouns shows quite plainly
how, on the one hand, the soecific keybosrd composition wzs already
egteblished, and how, on the other, consort and vocsl nusic were still
very closely linked, It seems probable, et the sanme time, thst music
was still being written for the keybosrd, po ssibly more especially for
the organ, in a largely vocel style, and there sre compositions in the

Mulliner Book, partieculsrly those three part works on & mezne, (in which

the middle volce, or meane, wanders from hend to hend) which are

arer

<]

in style to consort rether then keybozrd mus ¢, yet must have been inten-

i
ded es originel keyboard compositions by virtue of the mesne, common

5 2 2

mosic, but non existent in the consort repertoire,

It is interesting thei Mulliner uses the seme black no

the centus firmi end the mesnes in his entholopgy.
wes vocel cannot now be disputes

“ulliner, snd though its s%ylﬁ is the continue

lepping four part polyphony essocisted with the vocal or cons-
period, no consort or vocel source exists. There is

et the end, &s there is in so meny keyboard works,

chord expsnded. The overl

in vocal or strine performance thar
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Mulliner are titled Gloris tibi Irinites, and only thoss which ar Go
be consort originals are In nomines, It seems unlikely thet Mulliner
himself would have given Alwood's Tn nomine its title, as there is
nothing ebout it which suggests en In nomine composition., Mulliner has

omitted the titles from some of his trenscrintions, end had this one of
slwood's come to him titleless, it is ressonsble to asssume thet it would
have remeined so, There is firmer evidence for believing thet the In

nomines of Johnson

in thet form in other menuscripts, as well as being in sesmless vocel
style polyphony. Johnson's is to be found in several consort gsources,
and contains seversl bars of crossed parts snd widely spaced interve

(for example, bars 5m6 and the penultimete bar) which ceuse no problens
te consort players, but creste certsin difficulties in = keyboard trans-
crivtion. The evidence for White's In nomine being a consort originel

o

our vert polyphonic texture, with rather wid ely

rests ssalin on its

/"‘s, iy

spaced voice verts (perticulsrly in bars 20-21, 27-2% and 34-35) and

s

its consort and 1ut@ concordances, fach of the consort In nomine trange-

criptions in the Mulliner Book is & four-part original, the &5 compos i~

tion becoming stendard certsinly by the 1570%s, when Add 31390 wes being

. ; - \ . .\
compiled, and maeny of the &4 works hed & £ifth part added to then,

s P

Because these esrly In nomines were a/, rather then mi, they were verti-
cularly suiteble for keybosr: 1 transcription, and whilst there is plenty
of evidence of trenscription from consort to kevboerd, there is no evi-

dence of a keyboard In nomine sver heving been transcribed for consort.

The consort transcriptions

The prototype, Teverner's In nomin e, 1s an elmost literel transcription

1651
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the section of the Benedictus of hi
(composed C 1526), which sets the words 'Tn nomine
possible to tell who made the original trenscription of the mass section
as & separate plece, and if it was Taverner himse £y one might sssume
thet it wed med b@f@rﬁ 1530, when he left Oxford., Thers are
A

r
nomines extent esrlier then those found in the Mulliner ook, so the

1
first record we hesve of the prototype is at lesst fifteen yesrs later

than the composition of Taverner's messs. As alresdy mentioned in Chepter
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1, had the keyboerd In nomine been estsblished zs a form by 1530, it
seems probeble thet Redford, who died in 1547 would have composed ons.

»

He 1s widely represented in the Mulliner Book, snd showed s merked fond—

ness for plainsong compositions. There sre compogltions by him on about

@

twenty three different plainsongs the Mulliner Book alone, but not

one on Gloria tibi Trinitas,

The keyboerd setting of Teverner's In nomine differs from his Mess only

in three small details. In ber 37 of the In nomine, three notes sre
vetween the tenor and the bess, an L, Fand G, in thirds with the bsss.

The top part 1z resting here, and this added part 1conqﬂ@}es . the four

pert texture. In bar 53 of the In nomine the lsst two noteg in the tenor
are crotchets & and F. In the Mass the F is a quaver, followed by @

£

quever B. The final chord of the In nomine has an extra D added to it,

making it five parts, s prectice consistent with keybosrd works of the

"y

period. The opening point i1s one which 1s encountered more often that

i

any other singemelodic line in mugic of +he period, and stems from an

-

earlier generztion of composers (it ie widely used in the Eton Choir
Book), and continues to be used throughout the history of the In nomine.
It reflects the four opening notes of the pleinsong melody, and Taverner
uses it in each of his three free voice parts once, as his First ooint
of imitetion. The work is in ome section, in smooth seamless overlap-
ping polyphony, with the imitative material closely based on various
parts of the plainsong.
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Johnson's In nomine must be one of the esrliest in the reo ertoire, the

fact of his desth in about 1560 giving e positive let

&l

test dete for its

composition., This In nomine is found in several consort manuscrints,

inly transposed up & fourth, and in one with en added fifth part as
well., The transpos&d trenscriptions (with the exception of thet in Add.

31390)

\'\'k

re leter sources, and 1t looks probsble thet Mulliner's trenscrio-

ol
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tion wes made from & now extinet source, The various smell differences
between the resdings of the consort and the keybosrd versions relate

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

work easier to manage on the keyboerd. The keyboard transcription presents

a very clubttered appearance, with an unusually low tessiture and parts
crossing. The cantus firmus, which is in the top part,end set on the D

above middle C, keeps the whole composition in an ewkwerd part of the key-
board, as the free materlel never rises above it. Like Taverner's In nomine,
this one of Johnson's 1s in one section of seamless vocel style polyphony,
with the melodic meterial reflecting various paerts of the plainsong. The
imitative points are less strictly worked then Taverner's, and the imitation

4

becomes very approximat@ in places, ks in Taverner's In nomine, internsl

5
adences seperete one point from another initially,but as the work proceeds,

5"1“

b
‘elr more frequent oceurrence imparts a grester sense of urgency; they

a3

no longer seem solely to merk the completion of the working of a polnt.

The In nomine by White, unlike those of Taverner and Jeohnson, which are
the gsole exemples Dby each composer, is one of a set of six In nomines for
consort, Like the other consort In nomine treanseriptions in the Mulliner
Book, this work is in four voice parts end in vocal style polyphony, but
with & more clearly defined structure then the other tweo. White's counter-
point tends to be very systematically orgenised,with entries of the pointe
occurring at regulsr intervels,end with several sets of points entering

on the ssme note, in close imitation,

&lwood's In nomine is unique, as it is besed not on Gloris tibi Trinites,
but on & centus firmus of hils own devising, that which be uses in his mess
Praige Him Praisworthy. I believe it to be en In nomine by intention, if net

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

Mwaod. I NOPmi i 4
no b,

The canbus [Lirmus

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

)

the genre, i1t hes nevertheless some historicel value, end mey throw some
light on the date of birth of the Tn nomine. Biogrephical details of &lwood
are gcant, but s tentative reconstruction of part of his biography might
run something like this. 'Richsrd Alwaﬂé,épri@sﬁ. Born ¢ 1505, 4t Cerdinal

College, Oxford until ¢ 1530, & fellow of Winchester College 1532-3,°

e See ibid, sppendix IV
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A fellow wes normally between the ages of 25 and 30, and his duties would
have been to assist at the daily chapel services. 2 This scant in-
formation suggests that he mey have been a slightly younger contem—
porary of Taverner at Oxford, and may have gone to Winchester after the
cuppression of Cardinal College, 2s Winchester had strong Catholie
leanings and provided shelter for certain recusant priests, The inclu~
sion of Alwood's mass Praise Him Praisworthy in the Forrest-Heyther
collection, 6 the first mass of which is Taverner's Gloria tibi Trinitas,
certainly lends weight to the theory that Alwood and Taverner were
somehow connected, possibly at Cxford, though Alwood must have been

quite 2 young man at the time,

Alwood must have been sware 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 2s there was no reason for anyone else to conn-
ect it with an In nomine, Frofessor Apel.7 writes ' The...., In nomine
by Alwood hzs no apparent connection with the species,' And neither

hes 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 plainsong is evident from his
other two In nomines, It would also seem that Alwood was asware of the
prototype and as Stevens says,8 May have sought to re-arrange in similar
manner the corresponding part of the Benedictus, but something seems

+o have deterred him.'

The present writer suggests that what deterred him was the complex, 8ix—
part texture of considerable rhythmic vitality of his own Benedictus, so

unlike the smooth four-part texture of Taverners.

As stated, the only firm link between Taverner and Alwood is in the Forrest-

Heyther collection of messes, in which Taverner's Gloria tibi Trinitas is

the first anddﬁizigg
AU 3 . . .

of these books)| & eI a 1533, and suzgests that this collection

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

agéj John Bergsagel 9 establishes the origin

when Taverner went bthere in 1526,

ge, in a letter to the writer,

g

. Poger Custance, Jdinchester Colle
hed in Bergsazel T: volse 1 and 2.
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4. Oy Mus 3ch e 376381, transcribe
7. Oxford: footnote to page 622,
2, Stevenss D. 2T
9, Bergsagel D: p. a2k
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repestated s an ostinato in the gecond »art, vracticslly throughout. In
the Benedictus, however, a figured version of the cantus firmus is us:d as
a point of imitetion in all voices, then dissopears completely at 'in nomine
Domini',to reappear, sgein s an ostinsto, at 'osanna', The'in nomine'sec-
tion of Alwood's Benedictus is unicue, in thet it is the only place in the
mags where the cantus firmus,cr its figured version, isg not heard. 4 separ-
ate trangcription of this part, thesrefore, would not contain the identi-

fying centus firmus which, presumebly, geve its name to the mass.

#lwood's In nomine, though not a transcription of his Benedictus, is deri-
ved in part from both the Sanctus and the Benedictus of the mess, The imit-
ative point used ezch time in the mass to sebt the syllables 'in nomine Dol
reappears in variows gulses throughout both the mags and the In nomine.
This point is used consistently throughout the in nomine section of the

1)
e

]
J  ln ne-minse  do

Benedictus,appsaring altogether twenty times, each time setting the same
five syllebles. The point is used both singly and in pairs of entries, and

i
n n

in every voice pert. It will be useful, at this point, to compare the gimi-
1

larities in the imiftative materisl that Alwood uses both in the In nomine,

E+4l.

Mags, Sanctus,COpening points. In pnomine, Opening points.
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The opening bars of the In nomine would eppeer to be an grrangement for
four voices, of the six vart opening of the Ssnctus. Later on in the maass,

we get the following similarities to the In nomine

o™
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Yags, Janctus,'nleni sunt coeli', In nomine.
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Benedickus, ab 'ln namine.

Alwood's five note cantus firmus exectly fits the five syllables of his

ryd

mass title, 'Praise Him Praisworthy',and one is led to wosler if perheps

the words snd tune were once combined in sone long lost setting. This psp-

ticular text has not come to light in sny other context than Alwood's mess.

The five note cantus firmus, howsver, used by £lwood in both his mess and

(j]
o
C‘?‘
Cé
s
i
e

his In nomine, is to be found extensively in seversl other COmpOs

»

including Taverner's mess Gloria tibi Trinitss.

I would sugrest thet the source of the 'Praise Him Pre s isworthy ' cantus

{30,
firmus might be the pleinsong for psalm 41 in the vulgate, This tone is

163

also used for several psalms throughout the Church's year,snd happens to
10

2

be the tone for Dixit Dominus, at second vespers on Trinity Sundey,

the entiphon for second vespers of this day, of course, being Glorias tibi

2

Trinites, This somewhat tenuous connection may have been in Alwood's mind

wien he composed his mass.,

The szme short, end rether dull little melod dy,appears s sn ostinato in

. . A - s L ;
one voice or snother throughout Sweelinck's Fentasia, L and Byrd uses it

N . . \ 12 o . .
in hig string fentssia no 3 a6, where, from letter E until the end, it
is elso en ostinate in the top voice,and a point of imitetion in the lower
verts. The melody slso avpesrs in Taverner's Gloris tibi Trinitas mass, as

z

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

ik

the {irst part of the Agnus Dei, The charscteristic first five notes of
this psalm tone mey also have become extended to provide the mnelody for

pselm 124, in the reformed church, as in the four pert s ettings by Feebles,

13

Kemp and fnon, and it elso seems that the same pselm tone mey have been

10, &i_bﬁ__w,j,_p 128, The Pﬂcﬂm and ah!réf;i:mx occtar ook S@M,‘moi vas:fx:\ag tn ke ﬁomsxm

11. FUB: vol IT p 297,

12, Fell: vol XVII p 96,
o MBXV pp 138-9,

2o, Pawd Doe, however, 13 of the opimicn Hab Ui inconceivable Hhat o

?"&” &é,ﬁi‘"m%m% Eﬁf}%&?ﬁ mass méo%? be based on & ?Sagm tone .

refe, and net  He Barum .
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used to provide the tune for psalm 140 in the Dutch Reformed Church,

Loop

Tt oo
[piehe]

which Sweelinck sets, using the psalm as the cenbtus firmus,
alsofound its wey into a compogition by Bach, where, in Canteta no 121,
'Christum wir sollen loben schon', it appears es the cantus firmus in the
first movement, znd also ss the chorale tune. It would seem more than mere
coincidence that this brief melodic fragment should find its way into so
many compositions, snd doubtless it had more significance once then it

hes today,

1,

The connection between Alwood's In nomine and his mass has slresdy been
stressed, The connection between Alwood and Teverner is less sasy to est-

ablish. There are, however, certain points of similarity between the In

nomines of the two men, which suggest thet they may heve been more closely
connected than the mere fact of their inclusion together in the Forrest-

Heyther mess collection might lmply.’

In the Benedictus of Taverner's Gloria tibi Trinites mess, 15 (bars 124,
ten 1: 125, bass: and 130,s0p) the point of imitetion is the seme as the
one Alwood uses in bar 20 of his In nomine (ex 9), This is an slmost exacth
replica, and occurs in the bess of both Taverner's and Alwood's In nomines
at roughly one third of the way through each composition. What ig more, the
point &lwood uses, (ex 5) for the 'in nomine' of his Benedictus, is the
same &5 the point Taverner uses st the fosanna' of his Senctus, (bers 22,
ten:90, bass'1l: 92, ten 2: 92, bass 1: 94, bass 1: and 96, sop) See ex, 11

to 14.

slwood Megs,Benedictus., Teverner Mags, Senctus.
’)l t‘WTM 1 Q‘: 5
Exu, e d— Exis (yP &  ——
3 )
J bor 55 sop. “ bar 91 ten.a.
£lwood, In nomine., Taverner, In nomine,

-
Pt noonsd
.
E =
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o ' Evip —fp z
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bar 26 bast bar 1 bass

In the Mulliner Book, £lwood's In nomine is chronologically esrlier than

Taverner's, If Alwood's had been written first, it ig highly unlikely thet

14, FWB: vol IT p 151,

m—————

15. Tav G: p 573,
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it would have had the title In nomine, as its connection with Tthe 'in
nomine'section of his Benedictus is tenuous, to gey the least,
must heve known Teverner's In nomine in order to heve composed hi

he must have known it from s source earlier than Malliner's $renseris

therefore it seems highly unlikely thet it was Mulliner who made

transcription a8 e separete nisce, of Taverner's In nomine,
by by i 4

The cehtus firmus of Alwond's In nomine is in the top pert of four, end

as this never rises sbove B flaty, the tessitura of the work is kept rather
low., It is repested ss an ostinato throughout the work, with altered note
velues et each hesring, and rests of different duretion between each bppea~—

rance, In each of Alwoods other conventional In nomines, he has uged but a

single point, but in this unconventionsl one from the Mulliner Book he uses
a mumber of points which rarely have the same shape twice, so that imitstion
1s approximete snd the individual points hard to identify. The movenment is
mainly stepwise,exceot 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 nsarer to Taverner's than to White's In nomine

The specificelly kevboard Ir nomines from the Mulliner Bool,
X y

2

There sre six In nomines in the Mulliner Book which sre in an idiomatic

keyboard style, five by Blithemen, his sixth being nesrer to & consort
compogition than & keybosrd one, &nd one by Cerleton. These six works pre-
sent an altogether different plnfur@ from those of Taverner,Johnson,White

i

and &£lwood, and are considered in detail in chepter four.

Most of the festures of the style idiomatic to the later keyboard works
meay be seen in embrye in Blithemen's In nomines, and melodic embroidery,
sequence,repid melismetic passages,extended vesseres in thirds end sixthe,

triple~time figures, cross rhythms snd arpesgisted chords are all to be

tle,the compo-

$eis

found in these six works. There ig slso = distinetion of %

sitions of Blithemen and Carleton heing Gloris tibi Trinites, snd these-
which sre consort originsls being In nomine, This dis tinction immediately

suggests that originelly sn In nomine was & consort mposition, snd the

keyboard works took their title from the plaingong, &s other keybosrd plaine-
16 .., s
n a later source, however,” Blithemen's no 3 is gliven

s

song sebttings do.
the title In nomine.

Carleton's In nomine is in two perts, end consists of rather rigid melodic

16, FiB: vol T p 181,
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embroidery, undsr & cantus firmus in long, even notes.
Blithemen's six In nomines are later works than Carleton's, end @s such,

* more sophisticated t

for these six werks !

"The ¢

ng & cyelio ¢

g

hein
six settings by Blithemen are
i

cycle of varistions written for orgsn....while he does not
all contrapuntal figurat-
chenging,

motif in one veriation, he
Tashionirepseting

(=]

one conbrapuntal
ion in a motivie

o

set of ver

sechniques. Lowing

AR

ugses
trensposing,

17

makes out a CHHS

tions, and says

g well conceived end thoroughly unified

hold steady to

elongating and

condensing'

He suggests that the motives in esch In nomine derive from meterisl hesrd
in the previous work,and that the last veristion is closely connected

with the first,thus completing the cyele. He also says thet he helieves the
set to haeve been written for orpen, and thet the stylistlc difference bet-

diff-
on the @ﬁhﬂf hend, meintaing that
tlike the
elghteenth century composers, who so often published their sonstas and
for the

ween numbers 1 Bo 5, and number 6, indicete *hat nunber 6 required s

. 18
erent orgen registration. Stevens,
that Blitheman acted here

they are six separate settings, and

&

He also believes thet they were intended

and points oub the fact thet

quartets in sets of six'.

virginals rether than the orgsn, two of them

. N 1 . s
appear in virginel menuscript sources, 9 le believes that the stylistically

different number 6 might have been intended for strings.

Blithemen's In nomines are perhaps the most stylistically advanced of any

of the organ music in the Mulliner Book,and the present writer feels that

althoughthey appear florid by the standards of the rest of the Mulliner

Book, they were nevertheless intended for organ, and thet their inclusion

2 3

in virginal sources of & much later date is evidence of Blithemen's forwerd

looking technigues, Other esrly composers heve left sets of plainsong

organ compositions, though not ss lerge ss thet of Blitheman, and ass each

]

of Blithemen's In nomines demonstrates & different compositionsl style,

number 6 is an extension of this principle, end is in rether a conventionsl
are no congort works extant at

organ style. Ag there 11 by Blithemen, it

seems unlikely that number 6 is an orgen trangerintion of =

seh

solitery

consort In nomine, hemeén intended the

&8

&y
atlons or not, it is possible +o

see & connection between the final point
in each work, and the first noint of the next,though with the stylistic
limitations of music of the period, it is often possible o see connechions
17, 2
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where perhaps ncone were intended., Whatever Zlitheman's intentions mey

heve been, there is no doubt thet his In nomines numbers 1 t6 5 are excel~

lent exsmples of stylistically sdvanced,specific keybosrd weiting.

iomatic kevbosrd music snd the consort tran~

[
Qs

In a comperison between the

I3

scriptions from the Mulliner Bock, what emerges quite clesrly is the fact

that the keyboard hzd developed its own perticuler idiom well before the
11 that is

=51 In microcosm a

consort had., The sarly keyboesrd In nomines
to appesr leter in the monumental kevboerd In nomines of Bull
£ similer comparison between the consort transcriptions in the

1

Book and the later consort In nomines reveals a vast stylistic

the leter works based on & completely different compositionsl method. The

onl mmon bond betwaeen the congorb trenscriptions in the Mulliner Boak
by ?

o

and the lster works, is the cantus firmus. This indicates to some extent
thet the embiguous performing media designsted to the early consort works
mey have been partly responsible for reterding the development of & truly
string idiom alongside that of the keyboard, or it might equally show how
rudimentary instrumentsl technigques inhibited the composition of truly
idiomatic instrumental consort music., There are, however, some esrly consort
In nomines, mainly by T ‘ve,which do suggest instrumental rather then vocal

performence, but in the mein, 'ant for voices or vicls'holds good for the

aarly consort In nomine,

What emerges from these observetions 1is, thet & glthough an idiometic key-
board style hed elresdy evolved by the \égin;ihg of the sixteenth century,
there wes still & vlace in the eresnists re nertoire for the consort tren-

scription. The Mulliner Eook, with the earliest ewam of both consort

§
u
-

.

j&3
=
Qs
g
R

eybosrd In nomines, shows clearly the evoluticnery stages of both

forms of the cenre,snd how, from Taverner's mess setting, two majo

rumental forms have evelved, Although the end products of the genre
little resemblence to the originel, either in style or form, there cen

be no doubt zs to their origins,
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compositions, always on D, s#s in the prototype, In the later works,unl-
ike the leter consort works in which it is set on & diversity of notes,
1t is elmost inveriebly set on 4, Secon ndly, the stendard number of voice
parts for the keybosrd In nomine is three, though there are some deviat-
ions in the earlier works,end thirdly, the title of the esarly keybosrd

"

work is more often Cloris tibi Trinites than Tn nomi ne. The later keybosrd

works heve both titles indescriminat ely, whilst both early znd lste consopt

works ere inveriably titled In ~omine.

= -

is & merked difference ‘n length and complexity between the early

he lete kevbosrd works meking for sssy clessificstion into two
2 7

®
e
o
o
¥
%
1
IS
o
o
&
1“4
el
&
=
O
Co?,.
sy
3

irly defined sroups. The relations hip of the ke
prototype is tenuous, to say the least, the only cemmon ground being the
pleinsong, and an ocecesionel reference to the Ts averner opening, I believe
that the consort end the keybosrd In nomine mey have started life sz two
different species, and only mic-wey in their histories were the two forms
united under theikr common title, In nomine, Throughout the development of
the esrly consort work there is a constant reference beek to the proto-
type, both melodicelly end stylisti ically, whereess the keybosrd work pur~
sues en indevendent peth right from the start. The Taverner In nomine in

the Mulliner Book: is the First example of the use of Gloria tibi Trinites

as the cantus firmus of a consort composition,and whet is probebly th
earliest keyboard work on that nlﬂ}nﬁanw, Carleton's Gloris tibi irlnpa59
the Tav&rn@r model. In fact, there is no resson why Carl&tun’s composition
should not heve per%ded the Mulliner transcrintion of +the prototype.,
Carleton's work is esrlier, chronologicelly, in the book, than Taverner's,
and Car! ﬁtﬂn use of the Taverner motif ss his ovening free material is
only, after all, following the common nractice of basing the free meterial
on part of the pleinsong, This might explain the distinchion of titles

)

betw&en the consort and the early kevboard works, where the consort comp-
ositico

icons,being directly descended from the prototype, take its title, and
the keyboard works,stemming from the tredition of keyboerd plainsong sett-

a

ings,edopt the plsinsong title, treditionally,
he early keyboard In nomine.

There are fourteen eerly keyboard In nomines, their composers beins Byrd,

Tellis, Cerleton I,Blitheman,Alwood and Strogers, Zach one of these compo-

sitions is to be found only in keybosrd score, often in o only one soubce,and

B
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vet c@il&ctivaly{bfy @dﬂEHQ,V@ry different charachteristics.

Cerleton's In nomine, like most of Blithemen's, is in & specificelly key-

board idiom, and some of Blithemén's even contein passeges of rapid figur-

s

ation more ususlly essocieted with virginel music then orgen, £lwood's two
conventional works, whilst faelling well under two hands at the keyboard,never-
theless contein little, save & cantus firmus set in semibreves,of & speci-
fic keyboard character, yet were probasbly intended for the orgen., The two-
part works of Byrd and Tsllis,uncheracteristic of those composers other key-
board compositions, mey well have been esrly exercises. The masterly hand-

11

»

ling of canon in Tellis' composition is reminisce

s

t of some of his vocal
music, snd whilst the Byrd composition is harder to assign, there ig some-
thing of the flavour of Byrd's mature keybosrd style in the letier part of

the wark,

The eerly keyboard In nomine isg stylistically so diverse,thet it is almost

T

impossible to generelise gbout its structure. However, one thing is common

L

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

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

o

ured or mobt,one unit to & bar, Cortein similerities exist in the three

two-part In nomines of Tallis, Byrd and Strogers, which suvgest that Byrd
was not unscquainted with Tellis' work, nor Strogers with Byrd's. Both the
otrogers and the Byrd compositions are constructed on & similar nattern, in
which the first helf, like the whole of Tallis' work, is based on pairs of
closely imitative phreses, which sre sbandoned half wey throush the work for

-

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

1623

1 i 3 Iy
i

begs. In both these works, & similer rhythmic disposel of the bass line,which
effectively displaces the sccent in the upper part, appears to be more than

mere coincidence,
bar 42 bar 14

~
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The similerity between part of the Tellis and the Byrd compositions is even
more striking, and involves en slmost exactly reproduced sequential phrese,
though not at the seme part of the plainsong, Tallis' includes notes 3845,

in

and Byrd's, notes 2/-28. In both compositions the phraése is reproduced



ls. —
, bor 0. : 0, bas AP Pl T Pt
i 3 I } IO Pt { ) :S' :-’ll - I:I'l] Ill.';l
k) ry
A?# I - :i ¢ O~ ;f:i | - e hr 48 | S Ll
1 d 4 i | LAY O
J ¢ ! »

. . : L b mankas .
Tollis. Cleria Eibe Trinibas:, ij‘ Glorio bibi Trinitor

W portes on o rovnd« &ymo

The seminel keybosrd In nomines, however, asre those of Carleton end

Blithemen, from the Mulliner Book., These seven compositions are related to
the prototype only by the centus firmus. The cheracteristic first phrase

which Teverner uses, bssed on the first four notess of the pleinsong, whilst

encountersd time aend time sgsin in the consort works, is rerely heard in the
early keybosrd In nomine,end it 1s only in Carleton's work that it appears,

2

in all the esrly keyboerd repertoire,

The two-part keyboard works of Byrd and Tallis, whilst being masterly
exercises in the setting of s plsinsong, do little to sdvence the cause of
specific keyboard techniques, whereszs the three In nomines of Strogers,
whilst being wore specifically for the keybosrd than those of Alwood and
Tallis, appear as the works of & gifted smeteur, end lack the enterprise

of Blitheman's In nomines.

Structure, style, and contrapuntal practice.

& H

43 already stated, the stylistic diversity of the ssrly kevboard In nomine

makes genersalisstion difficult,the influential compositions being those in
which may be seen the sesds of later styles,and the style and form that
ere to emerge es stendsrd in the later works was one where & simple, conte-

rapuntal opening statement wes followed by more complex imitetive counter-

o

2

point, often used to gensrate rapid passag

®
£
S

rk, which in turn often
culminated in & section of triple-time dence rhythms. Zach work contsined

& grest diversity of meterial, in the course of which, both specificelly

5

keyboard, end wore vocal style figures were woven into an elsborate weh of

s

both imitetive end free counterpoint, in which complex cross rhythms, melody

i

and accompaniment, and above ¢ %u,driillﬁnu, rapid passage work all festured,

v}
E..,J

It ig in the In nomines of theman, nerticulsrly, thet these late works

are most closely anticipated,

a s 1 - ,
John Blitheman, = teacher of Bull, and probsbly & younger conbemporary of

composed the carliest extent set of keyboerd compositions

< ~
Lo 288 Droves: wval 2 » 707 ¢
€ HLQve: vol 2 p 79 for new b Lograp
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n Gloria tibi Trinitss. mach of the six works explores s diffsrent key-

board idiom, The structure of numbers 1,3,4 and 5 correspond with the peth-
ern which wag to become the usual one in the later In nomines, with an open~
ing section in imitetive counterpoint, followed by 2 section, often non-

imitative,in which the note velues become smeller or the rhythms more

complex,or both,2s the work procesds. The structure of number 2, howevey,

3

reverses this procedure, and this In nomine opens with running figures in
small note values, end continuss with & triple-time section in longer notes
fnother unusval feature of this work is thet the third voice part does not
enter until bar 14,exactly haelf way through, The structure of number 6 is
nearer to that of the consort In nomine, being in continuous imitation, of
conslstent rhythmic cheracter, in which the entries of the point becone

closer, rather than the note velues becoming smeller, as the work proceeds,

Charecteristics of Blithemen's counterpoint.,

"

Although the structure of Blithemen's six In nomines varies considerably
from work to work, there are certein charscteristics of his counterpoint
which remain consistent.The most obvious of these mey be seen in the open~

»

ings of seversl of his works, in which a specifically reyhosrd figure is

3

used in strict imitetion, This is in complete contresst to the curved,vocal
1]

imitetion is exact, there is 2 certein stiffness sbout these opening phrases,

0
j 5

consort works, Becasuse Blitheman's

3

phreges which open most of the

@
o

S

which follow one another without QV@rlap3 the main substance of each entry

2

being completed before the next one begins. This is perticulsrly evident in
no 5, where the top volce sngwers the bottom with monotonous regulerity for
three quarters of the composition. Again in no 3, the 1little erpeggisted
figure which opens the work is heard in strict imitation, rerely with eny

t

2

overlap, for the first half of the composition, end in no 1,2 short scale
the

Pl
fizure receives the game rether rigid treatment. It iz nobicesble

1

each of these strictly imiteted keybosrd figures is constructed almost cone
sistently on & single note value and rhythmic pattern, Whereas the points
in the esrly consort works were mede up of & veriety of note values end
rhythmic p&ﬁi@rns, CL e o

n In nomine no 6, howeve er, where the counterpoint is mors

vocal than keyboard in style,Blithemen hss achieved grester flexibility,

by overlapping his entries, and ¢ sdopting & less rigid attitade to exact
imitation. No 4, is perhaps the lesgt characterisgtic, end most mellifluous

of Blithemsn's six In nomines, &s here +the opening counterpoint rises and

2, Transeribed in MB: I nos 91-96,
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falls in a freely imitetive style which becomes, in bar 9, & sequentisl

R S

melody with accompaniment, before the characteristic strict imitetion of

bars 19-21,

A particulerly striking feature of much of Blitheman's counterpoint, is its
triedie neture. No 3 is & good example of the contrapuntel figuration
g devised expressly to slot into a triad, thus making for @auy harme-
’ i the inkerval of oo+
onisation of the plainsong notes, This figire, which Lills, is used consistently

~ (1 bara.

Yoy T A
é"'b 'IJ" - -.rr‘;r'_,l
«  Blithamaw wo 1,
throughout the first half of the work, the second point, zlso, being
Fulf .
constructed on the,trisd.
bor .
&y : e —
) | B 1 | | ¥ " y
LW i |4 o ) 4
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Blithamon na I
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The triadic point is also evident in no 5, in barg 15 gnd 16,bezss end treble

3

varts, and elso in bars 17-23. In no 2, slso,the figurstion in the Huwo part

L5

o

counterpoint completes the triad of which the centus firmus is vart,
Blitheman seems almost to be taking peins to avoid ba sing any of his mel~
odic meterisl 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 plsinsong, Blitheman's counterpoint harmonises rather
than imitetes the cantus firmus. This is evident also in nos 4 end 6, those
two of his works which are in & more vocal style of counterpoint,where the
free material again harmonises rether then imitates the pleinsong, snd al-
though the opening point in no /4 besrs a superficizl resemblence to Taverners
opening pointy its relstionship with the pleinsong is more harmonic than
imitative. The opening point of no 6 could eesily have been basedon the

first three notes of the plainsong, but instead, Blithemen hass chosen to
start the point on 4,1in order to complete the harmony on the first centus
firmus note. The second and third sppearences of the point, on D and A
respectively, are again in the interests of the harmony, and it is only in
bar 6(second pert, fourth crotchet),with the entrance of the exfendmig‘poimt,
that the imitation sctuslly reflects the first plainsong notes,antici

its appesrence in a figured form in the centus firmus part in bar 7 in the

fourth voice nart,

Blitheman's running figures are also often concelived triesdicelly,and invoe

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

cantus firmus is an integral part, This is sarticularly evident in no 5,

where, during the first few bars, the

5

counterpoint is relsteq Normonically

> N



- 79 -

rather then melodicelly to the centus firmus. In ber 2/ of the sane work,

the lowest pert, whilst being based . from bars 12-23, is alnost

o
Q
3
=y
f o

o
o
4
o
0

exclusively concerned with the hermonic structure, beneath the running
scale figures in the top part, In nos 2, 3 and 5, Blitheman seems again
to have heen influenced almost solely by the hermonic implications of the
plainsong in his choice of melodic material, and ag&result, it is often
Blithemen the tescher, rather than the ingpired composer,who emerges,

In each of his In nomines except for no 6, Blitheman's aim seems to hsve
been to write a spevifically keyboard work, unreleted to the prototype in

all but the cantus firmus,

Blitheman's contrapuntel meterisl,being meinly harmonicslly rether than
melodically conceived, is - therefore cepable of extension and contraction,
and it 1s by these means that the composer achieves much of his varisty
between successive entries of similer points, Thus in no5, the first cont-
repuntal figure’'inthe bass,repeated in the top pert,contains fwelve semi~
quavers, The second, similar figure, heard again in the bass and top part,
(bers 3 and 4)hss en additional quaver et the beginning, whilst the third
figure containg fifteen semiquavers, and the fourth, twenty, fgain in no 3,
the twelve quaver figure, the basis of the first point, becomes eighteen
notes by bar 5, (bass) and thirty in bars 13-15, Blitheman rerely extends
his points by sequence, though meny of them have a quasi-sequential sopear-
ence, He reserves true sequence for the sections of free counterpoint,
particularly in no 4,which is largely hased on sequential repetition, over
free accompanimental figures, In no 6, however, where the entire work is

in vocal-style imitative counterpoint,Bliithemsn hes reversed the ususl
consort compositional procedures, and instead of opening the work with a
statement of the complete point, only the first pert is heard, the second
part being delayed until bar 4. Only as the work proceeds are the two halves
of the point fused,snd from bar 11(third part, last crotchet best),to the

s s ° s 5 4 .
end, the point is heard consistently in its entir@ty,
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In this work, Blithemen hass involved tre cantus firmus in the imitation,
and from ber 7 onwards, the pleingong is given &n equal vart in the counter-
point,The only other In nomine in which Blithemsn involves the vleinsong

T
in this way is no 3,bars 3 and 13.
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T repld melismas with which most of Blithemen's In nomines end, are

{8

-

meinly non-imitetive, snd 1t is in these sections that he has made use of
sequence, For example, in no 4, (bar 22) the semiguaver figure which steris
in the last part of the bar and in the bass, continues more or less sequ-
entially to the end, With the completion of imitation in no 1.(bar 16) a
long section of free counterpoint follows, with much sequential repetition

in the top part,

The cheracteristics of Blithemsns counterpoint mey be summed up thus jwhen the
point of imitation consists of a florid keyboard figure, exsct imitation

occurs, each entry following its predecessor without overlsp, Sach succe-

5

&

ssive point is elongeted until replaced by a new, shorter point. When the
points are vocal in style, imitetion overlaps, in the vocal tradition,
Imitetion is meinly found only in the early pert of the work, and is foll=-
owed by & section of non-imitative counternoint, in which sequentis L rep-
etition is often used. The counterpoint in the later sections of the works
sometimes tekes the form of melody end accompeniment,whereas in the earlier
part of the compositionthere is sometimes an slmost mechanical renetition

2

of imitative material which is often based on & single note value snd

rhythmic pattern. Tension is heightened towerds the end of the works

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

Carleton's In nomine is 4o be found only in Lliner Book, and may

quite possibly be the esrliest keyboard composition to be based on Gloris

there is no reason why this composition

tibi Triniteg, 4s alrsady
should not shtedzte the prototype

e,being,es it is, in the tradition of other
plainsong keyboerd compositions, It

is in one continuous sechtion of rather

,,

stiff melodic embroidery below tha olainsong. The first helf is in duple,
and the gecond in triple, time, the triple time section emerging directly
from the duple, =nd the lower voice moves in persistent, though rhythmi-
cally veried running quevers, dotted quavers and semiguevers throughout,
The first melodic figure 'is an arched phrase, baged on the first few notes
of the plainsong, end similar to Taverner's opening phrase, Carleton has
mede good use of sequence,particularly in bars 3~5,vwhere sequential repe-
tition nicely hermonises the movement of the plainsong,end in bar 19,vhere
the descending sequence, though hermonically 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 esch +ime with the

-

new eantus firmus note,snd produces harmony entirely besed on the notes of

L

the triad, & comwon enough prectice et the time, but ons which sounds @

peel

Little bland to the modern esr, The incressingly short note velues which
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Garleton uses from bar 21 to the end, serve to heighten tension snd lead

2]
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ded volce oert on the ge-

-

the esr forward to the final caéane@,whef@ &n &
final
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cond helf of bar 27 completes th
chord, Cerleton's style is weinly concerned with scale figuy@s,ooih leng

end short, with sequentisl repetition meinly of the shorter figures,

The structure snd style of ezch of the seven remeining early keyboard In
nomines differg. both from those of Cerleton and Blitheman snd zlso 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 centus firmus composition in which the canfus firmus wae

figured so thet it hed an equal role to the free nart, end both open in
vocel style, close imitetion, continue with melodic meterisl over a
mae}&wfwmﬂ,;EGSS' end conclude with more gpecifically keyboard fig gUTBSE,
ime dence section,

fox s
ot

The Byrd composition,however,zlso containg riple

simultaneous duple end triple rhythme, end & section in which a little key~
board figure is repested me chenically, on diff-rent degrees of the scale.
4 third voice part enters in the fifth bar from the end, whose function i

2 T " e a 3 2 -, S ? 7
to enrich the harmony, end the work ends with 2 six pvert chord., Byrd's

composition ig extent in only one source,” and whilst much of its melo dic

meterial is in keeping with ite somewhet srcheic two pert form, it also

{‘}
1 which enticivates Byrd's more mature ke eyboard style.
+
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The melodic figures which more closely enticipste Byrd's meture style are

the sequentisl dotted triple-time figures, repssted over & hsrmonic bass,
r

(bar 40) end the short semquaver

bﬁ.f »3. [y i
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5er. Glorion tibi Trimikas.
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the scale, over & rising centus firmus, (bar 45 This four note melodic

figure may ealso be seen extensively in two of Redford's plainseng comp-

osdtions, nos 74 and 75 in the Mulliner Book wh@r@, though each work is on
cably similer in both,

is vged et the end of the entry of

the peint, ag part of the cadence figure

o —
- —

7 He: | no\”";y., ’

%@.fara s use of this figure is purely cadentisl, but with Byrd it sssumes
frear
g, melodie cheracter, and is expsnded sequentizlly. Tt is slso to be found

in some of Byrd's leter keyboard works where, for exemple, in the Fantasi

and The Hunt's Up, ~ it slusys appears ss a piece of melodic embroide IV,

i

repested rather than inmitated, It:

b

n nomine is in Bull's no 9,where

=

{igure in bars 70 and 71, be

in Blitheman's no 1, where it forms & chein of melodic embroi idery between
bars 16 and 20,

In Byrd's oddly diverse keyboerd In nomine, the influence of Tellis is

apparent in the strictly imitative,almost canonic counterpoint of the

iy

irst third, znd only in the latter half of the work do Byrd's own personal
trademsrks sppear.,

i~

Tallis! @olitary keyboard In nomine is again extent in only one source, ' a

diminutive orgen book which shows gigns of maeh wear, and slso conteins a

Ty

k@ybaerd.V@rsien of the prototype, end Strogsrs three In nomines for ey
board.
» JUB:2 p 128 bsr 90,
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Tellis' In nomine, 'Gloria tibi Trinites:II pa
as its title probably impliss, & canon.
nedagogicel, and its interest lies mainly
vocal throughout, and except for an zdded third
in ber 27, (so that the plainsong may be completed in

in its conastruction.

the bass, &

part final chord, it hes no specifically kevbosrd f
most fuily hesrd in the bass, is disvose
two pert work,where it falls into & patbtern of ons note

festures,

+oy
o

Y.
J.x

bar)

artes on & rownds tyms'

Th

o R

is,

Its originel purpose msy heve been

g stvle is

part to complete the canon

nd & four
plainsong,

d unevenly, (unlike thet of Byrd's
b4

and so

Tellis 85 one of those

Tone not very wel
I

The work

nked themstic meterial,

with

1

1ittle

tion through

disguised thet Morley seems justified ss citing

guilty of bresking the nlainsons to such sn extent that

skilled in music should scant discern any plainsong st all.

is constructed on seven cenonic entries of clcg%Ly 1is

ennounced each time in the treble, snd asnswered in the bege,

free counterpoint hetween the entries. As s ‘emonstration of é&non it is
masterly, end ss & plece of music it hes cherm, but as & compos

which the ﬁ@w@iammawﬁ of specific keyboard techniques mey be treced, it
heg 1ittle velue,

In his set of three keyboard In nomines,S*rogers sets out to 4

three different constructionsl principles, In nomine no 1 has :

antri

slighter work altoge

the

WAL

ﬁ}

mus

compared with Byrd's, and although it is = 0

has more affinity with the form of the later keyboard In nomi
other of the esrly works.The three opening imitetive

enough, as the points sre short, snd have

Tt is in the sections of melodic embroidery over s

muslc becomes somewhet eimless and titive. However,

of the first part of the work returns duri

g

-

}_,:a

g the lest two beré, and

onstrete

ready bee
er, it

& than meny

g ars purposeful
enough shepe to remsin interesting

hermonic bags thet the

1

ce

composition ends with a fine,specifically kevbosrd flourish., In nomine no 2
s based on a single point, which enters =lmost entirely on either U or G,
and at the ssme part of the bers, The counterpoint ls imitstive throughout,
and though the writing is not idiometicelly vocel, neither isg it specifically
keybosrd, It is nesrer in style end form to Blithemsn's no 6 than anything
eilse in the repertoire. The mein substance of both works is gimilar, and
(W) bari. o, n (1) bar 3
¥ e E A | .
SRS = ===
Blitheman. ne. b, ~ ¢~z
no. 2,

177,
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G a
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the tonic,dominant relationship between the entries of the point sre evi-

dent in both works, though in Blithemen's, the D snd &4 entries of the first
half become A and E in the lstter psrt. The well defined point in both
works lends itself only to repetition in one pari or snother, or simultan-
eous entries in two parts, and gives to both compogitions & lack of verisby.
What remains of Strogers' third In nomine indicetes thet it is & work of
greater contrasts then its predecesgor. Llthough it bresks off abruptly
efter the twentieth plainsong note, (the last pages of the source being
missing)and the opening imitation seems to be in the seme foursqusre style
ag thet in no 2, it is evident that more promising meterisl is on the way,

in the form of lively dotted rhythms,

Strogers can hardly be said, in his keybosrd In nomines,to have added sig~
nificently to the advancement of keyboard techndgues,and although he may
have hed Blitheman's set in mind when he composed his own, by comparison
Strogers' are emeteurish efforts, Blithemsn is exploring &ll the time.

Fach of his In nomines covers different ground stylistically,end he is con-
stantly experimenting with rhythmie patterns, textures and senorities,
whereas Strogers, whilst being awere of the potential of the keyboard come

position,lacks the imagination of the real innovator,

&

Two other In nomines remaéin in the early keyboard repertoire, both by
klwood, snd both in & four psrt vocal style, Hach one i based on o single
imitative point,and may owe something to the influence of Redford. Whilst
Alwood could, and did,write in a more specifically keyboerd style, there

is plenty of contemporsry orgen music in the Mulliner Book stylistically

similer to Alwood's In nomines.

Two other In nomines, both consort originals,have been given specifically
teyboard srrangements, and these are Parsons' celebrated s werk,g and
the arrengement of the prototype to be found in Och 371. In both these
works idiomatic keyboard embellishments have been added to an otherwise
unaltered consort composition, and of a1l the keyboerd transeriptions of

eal

1

consort works, these two are the only ones +o have undergone any red

}»«h

elterations.,

9. See ' . chepter 5 for further discussion.
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Harmonic practice in the sarly keybosrd In nomine,

In each of the early keyboard In nomines,the centus firmus is basedon D,as
it is in the prototype, #nd this nscesserily estsblishes s harmonic scheme
within the confines of the untrensposed Dorien mode, The asccidentsls

e} J ‘{;ﬁ

which result from the harmonisation of the mode are confined to C and I

sharps, end B naturel, end are used mainly at cedence points to reise the
seventh of the penultimete, snd the third of the finel chord., The final
cadence of the In nomine must slweys be & plegal one if the lest D's of the
plainsong sre reproduced faithfully, end is slweys completed on @ chord of

D major. Cedences during the course of z work are often used to mark the

end of the working of @ poimt or other melodic ides. These inkwnal caden—

¥

ces often consist of a chord of A with its sharpened third, followed by D
minor, and ss they are often overleid with continueus counterpoint, it is
only the G sherp which makes sny resl impact on the ear, The finsl cadence
is often elaborately constructed, znd may be prece -ded by several bars of

repested cedence figures. This csdential section often starts on the last

4]

of the plainsong, snd so affords the opportunity of pre c@duﬁy the final,
plagal cadende, with 2 perfect one. In the two part works, en added volce
part somewhere nesr the end, and e much expanded finsl chord, serve both

rmony more fully, and bring the work to en @xciﬁing conclusion.

s two part In nomine merks the shart of an exe—
quasy
in which both s,vperfect cadence(bar 56 last beat,

and & plagal one(lest half of bar 53 to the end), bring

4 $1 | PR . 3
vide the sharnened

leading note of a2 nerfect czdence ich preceads the fingl, plagsl one, is

-

widely prsctised whenever the finsl D is extended bevond

its original durstion. For exsmple, in Alwood's Tn nomine no 2y the work

might guite properly have on the first beat

of bar 26, but it appears thet, heving shortened the cantus firmus slightly

by the omission of & note or two from the central section,the work had to

be brought to the standerd length by additions] D's at the end, which neccesg-

itated o second, plagal cadence., Strogers hes no such scruples about &lber-
cing the final D's of the plainsong.in either of his two complete works,and

in fact hes shortened them to one, so that the laest C of the centus firmus

may be sharvened to provide the - flrst chord in a swift end decisive

perfect cadence,

-

The strange and unusuel cadence with which Blitheman ends his Tn nomine no 6
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from the harmonic scheme of the latter part of the work, in whic

=
"

mphasises the tonal centres of A& and E, The hermonic implicstions

&

e
B
[t

&

: work, are the chord progressions £, A and Dye
unusual sonorities are the regult of the continustion of the point of imita-

tion into the cedence figure,

Non-cedentiel accidentals found in an sarly keyboard In nomine are nesrly

o e
The & flat in the

alweys the result of the strict pursusnce of

i

top part of Alwood's no 2(ber 11,first quaver b%%*; reproduces the semitone

o !/

between the second and third note of the point, end the sccidentals in the
top part of Byrd's two part work (her 6

22m2v}?mak@ the sequential repetition

i
c"%*
oy

)
=
Sl
fon
[
ot
fe

~ o
-
=
0
)
&
w0
iy
o
5

3
imilarly, the & flst (4,1,3) in Bli

more exacht, S5i
exaet segusntial repetition.

In only one early keyboard In nomine ig there : any regl hint of & shift in
tonal centre, and that is Byrd's,uhere

firmus on 4, a oassage fluctustes ambiguous be

and culminetes in & sequential passage ( bar 22},in which the accidentals,
whilst moking the seguence more exact, as stated above,2lgo confirm the

tonel shift to the dominant

L

s

nin
rk, where the . scheme of the first @nﬁri@s is hea éim@ towards
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the passage of dominant tonelity which starts in bar 17, end the notes of

::'r

entry of the first four pairs of points are on the tonic, dominant, and

deminent of the dominsnt.

In Tallis' In nomine, however, sach nair of cznonic entries oceurs on & note

By Ay, with 2 final chord of D
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In the cleosely packed four pert counterpoint of Alwood's In nomines nos 2
and 3, the notes of entry tend to follow on the subdominent side, gg they

do in meny consort In nomines, though in Alwood's more inten nsive working

towards the end, entries avpesr both simultaneously end in stretto, and on

the third and sixth of the key,

In the very cloge imitation which opens Blitheman's nos 3 and 5, the sene
schems operates 2s in Byrd's, with entries of the point first on
tonie, followed by the dominent,snd then by the dominsnt of the dominant.

O

The scheme of entrieg in Blithemsn's no however,sterts with points on



4 end D, rather then the more ususl D and ﬁ9 though the tonic/deminant
relationship is very evident between bars 11 & d 14, when the point enters

on U, 4, and then E,

Conclusion.

L3

The early keybosrd In nomine, on the whole,exhibits disappointingly little
in the way of sdvenced, specifically keyboerd techniques, and only those
of Cerleton and Blitheman are really revresentative in any way, of the
trends in secular kevboard music of the time, This may possibly be accounted
o the fact that most plainsong setbings were intended for the oreen,

ihen one considers the contents of

repregsented, it is epparent that the In nomine b& Ld little aﬁtr&cﬁioﬁ ag @
‘s . N 10
sitional form, The two compositions by Tallis on Felix Namoue, both

s inl

o o
dated et sbout the same time that the Mulliner Book was bein

g compiled, sre
major works in & truly idiomstic keybosrd style, Byﬁé, on the other hand,
turned his sttention almogt Qmpi@taly to seculsr keyboerd compositions,

10

and his solitery In nomine remains leOwi ag an early exercise in counter

I ol

point, However, Tallis, Byrd and Strogers all composed sets of

ol

nomines, works which stend beside the consort In nomines of eny of their

's only contribution tb the In nomine rep-

"@

contemporaries, whilst Blithems

oo
b

erteire is his six keyboerd wor These six compositions ere, however, the
most significent in the eerly repertoire because, between them,they demon-
strate almost every conceivaeble compositional technic jue aveilable to the
keyboerd composer at the time, In each one of them, Blitheran seys some-
thing different, and rerely repezts himself., Vet in spite of their origin-

o+

ality, they appear not to heve been disceminated widely, and only nos 1, 2

end 3 are extant in eny source other then the MullinerBook. When Mulliner

compiled his enthology, he must have chosen Blitheman +o represent “the
avant garde of Inglish keyhoard composers, o8 his works zre by far the mosk

] 3

up-to~date and am

+

bitious pieces in this rether conservetive collection,
Whilst the energies of the Tudor composer were going mainly into the o
osition of consort In nomines, iny Blithemen was writing them for keyboard
in e reslly forward-looking,orogressive style, & style which mey well be

said to be enticipsting the monumental keyboard In nomines of Bull and

10, BT p 427, and FWB:TT p 1,
i0a. Tju:ber with hig Hisereres , FWB: rr 30 and 232,




The
The esrliest LfV‘Vlnm In nomi
specifically for the &
the Mulliner Book, er
less significant works
by those of John Bull, and Bull, like h‘

the dozen of his fupils and the In nomir
useful chronologicsl record of the
f

irmuse. Lf in Blitheman's In nomines the seeds are

gsown, then in Bull's, germination hes taken place,

nointing in the direction of the keyboard suites of Purcell and even Bach,

It is probsble that Bull's In nomines were composed before he
in 1613, 28 he is unlikely to heve wriitten music in this unique

continent. It is

hig In nomines were composed anywey, by the fip
century, and antedate the In nomines of both To

able that Bull wes born whilst the Mulliner Book wag being complled, and

hiz In nomines mey postdate those of Blitheman by t
years.lt is in this guarter of & century that the keyboard Fentasia evolved,

Fantegis that Bull has nmodefled his In nomines,

man and Bull are

between the keyboerd In ne

5 oin the averall form and structure of their works. Blitheman'

level, appear to be minature versions of Bull's, based on

iel
the sawe contrapuntal openi

o

2, and followed by more complex counfterpeint

and rapld pe=sage work, and often including & pessage of triple time, Both

intent on demonstreting, in esch of their works,s different
goprosch  to the oroblem of setting & plainsonz, and in the works of both

wen. there sre examples of imitation, both cloge end approximste, figurative

®
i
&
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joy
w3
w0
B
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repetition, extension of melodic meterial by seq ,repld passaze work,
simulteneous duple and triple rhy ﬁhis, and éfipl@ time dence rhythms. In
racing the development of the keybosrd In nomine through Blithemsn and Bull,

gix main ereas demonstrete the changes thet took plece,

&

1. The cantus firmus.

The early keyboard In nomine he olainsong set on D, but in only one

of Bull's, the simplest and possibly the earliest, is this the cagse, all

i §
5 1. , T2 ey o s Y o . P "
the others being set on £, Both composers, however, set their plesinsongs

poth in long, even notes, and broken by counberpoint.
2. Length and structure,

Buill's In nomines orve ve i1ty e
Bull's In nominssg sre very much longer then Blitheman's, snd he sehisves



duratlion of each pla

@

this by increcsing t

the works of Dboth composers is besically ti

single movement,which usually opens in simp

e

e

comnlex or more repid melodic meterial evo

separgted by internzl cadences, whose funct

ation of tonality,

o

£ section in triple time often ehds

ingsong note. The structure of

e &

i

thr

from whiech nmore

same, heing ough-composed
ple counterpol
The

often slso the stabilis-

. ideas are usually

\%

AACES N (235
ion is

the work, and in

Blithemen's is continuous, whereas in Bulls, a2 double bar usually seperates
the duple from the triple meterial,
3. Contrepuntal vractice,
Blithemen's opening point is often in & style more gspecificelly keyboard
then vocal, is relstively long,snd confined to notes often of = single
point is somekimes in & mére voecsl

velue end rhythmic pattern. Bull's opening

style, is often short and rhythmicelly ver

. tyupical
to the

ried,

opening points of d,consort In nomine then

Iy

o

end is related more clogely

to Blitheman's first

points. Where Blitheman expends his voints st subsequent entries by repet-
ition, Bull uses his points to generate new meterisl, There is little free
material betwsen the entries of Blithemsn's points, wheress Bull often uses
extensive free counterpoint between groups of entri 25, and
employs bo canonic imitetion, snd the simultsneous use of two

points.

o
er veriety of note velues end rhythmic
compogsrg rely heavily on szcale and
lo figures, Bull's being in notes of smaller veluegs, ~enerslly, than Blithe—
men's, and wheress Blithemen's Lgureg sre based mainly on the
note of the ﬁriad, Bull extends his figures to include pidly repested
broken chord snd octave 3. Dull uge of nee
then Blitheman does, snd employs exte guentisl repetition
his free cmunt@rpainﬁ. Blitheman's
free counterpoint,

fiete, and occur orincipelly cadence points, wheress Bull's In nomines
contein some extended passe wvhere chrometic inflexion smounts &lmost +o
modulation. Both composers use internsl cadences, both to define and con~
solidate the harmony of the moment, ss well =s *o

Internzl cedences slmost zlwsys conteain the shs rpened @ven*,Alﬁ the pen-
ultimste chord, bub are often without & sh

resolution, Both composers tend to ovarlay

k.

.
point,

23T I » Y e s
Bull, however, hasg Zlven some of hj

L&




and sometimzs uses & double

the other, the two cadences often

. 11, . .
leinsong. Ag the final In

e, ons following &

c
accentusting a change

nomine ca hes to te plegel, to setisfy the requirements of the plaine

n occegionglly alter the lset nobes of the cantus

song,both Bull snd Blithenm

firmus to achieve & diffsrent close, end Bull hes supplded alternative

around an saltered plain-

endings to no 6, the first with s
song, end the second plapsl, with the correct centus firmus,
6. Title,

vt s ~

Blithemsn's compositions on Gloris tibi Trinitss &l
e

pleinsong, wheress 31‘1'0 have eith

woric mey have one title in one gource, and the

thet mozt of Pulls meterisl is

lete keyboard In nomine is

Mulliner Boolk,

n the descriptions of Bull's In nomines which follow, it mey be seen %01,

compositional technique available to him, Bull wss @

=
it
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n
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hig diverse meteriel o composition of remerkeble integrity,

}7“"

ions will alaca&mwi to elucidate both Bull's contrapuntal tech-
niques, end his mors specificelly keyboerd style, The numbering of Bull's

\
works will

In In nomine no 1, the centus firmus is placed in the lowest of the three

voice parts, snd is in long notes until bar 13,vhen

) whud\ o gka@ in the

the first of

e e e o
SELENSIVE OF

a
vevers, and ending on an extended czdence which startd on
the lest minim beet of bsr 2%, end finishes on the first beat of ber 25,

The second section, which follows straight on, is & less intensive working

11. &s in In nomine no 9,bars 56-60,



ed by brillisnt passage

dence rhythm, znd is

based on the first four notes of the plainsong
the opening of Blitheman's In nomine no 4,
its trestment,but where Bull uses several re
gach group of entries zensrated by free counterpoint, Blithemen's counter-

S

point is at first in close imitation, end then used to generste sequence
over free accompanimentel counberpoint. The florid figures which both

composers uge in both csses begin imitetively, and continue freely and

[N
fexs

sequentially. Blitheman's composition ends &ft@r 27 bers, whilst Bull's

barely half way through.

;hy

Yhe short middle section of Bull's work provides & contrest, and sterts in

ber 24, with the working in the two free parts, of & three note melodic cel
% ey y b1

&

which is derived £ om the middle of the opening point. This melodic cell is
4y (l) Jba"’v‘h 1

J OP‘:‘“’_‘j peint.

first heard in bar Z1, as pert of the exter sdsnce with which the first
section ends,and is wérked elso in Inversion, until in bar 35, (second gquaver,
top part) it becomes the nucleus of three bars of brillisnt demisenicuave

figuration, The third section, in soite of its double bar, lezde straight on
2 A % 3

from the second, its triple~time dence fisures being sn inversion of the

point hesrd in bars 2/-30, with sequentisl repetition

over & rising cantus firmus, (bers 39-43), Ber 43 hints by
ruption which is 4o foll second voice

ow when, in bar 44, the sccent in the s
t

:in in bars 54 and 55, when simultbeneocus duple and

}_;.
g
o
®
g
&

ythms ere hesrd, Brillisnt semiquaver figures conclude the work,
bringimg it to en exciting end,

In In nomine no 2, the centus firmus is in the middle of three voice parts
povéics pa.Hon i Ehe

and 1s extensively broken by,counter rpoint,especislly 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 ssid to be developed resp-
ctively 1in the latter two sections,

The first section opens with & point built from the two note cell Formed

by the first notes of the centus firmus, and worked in close imi itation,whilsth
the second szction, sterting in bar 12, uses three florid vointe in pairs

O ame itk - v S 3T N s
f close imitetion, very similsr to the opening counternoint of Blitheman's
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In nomine no 5. The third section (bar 19),is & return to the intengive

v

counterpoint of the first section, with the phroses extended by sequentisl

repetition, and ends zfter bar 40, when semicqusver figures leed into the

e
3
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e
o
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triple tine, . finel section of rapid, often seque quavers.
The firstthree notes of the centus firmus provide the cahbrapun*' meterisl

- bor 3,

o f .. §

for the first three bars of the work, end are only extended to their complete
form in ber 3, (top part, lest quaver best). This fi-ure however, though

similar to the prototypicel opening, once announced, permestes section

w0
!
)

one 2nd three almost exclusively, the contrapuntel dislocue of section throe

becoming more intensive and proceeds, by constant

repetitive entries of the poin . Tor example,the four note
sep 22) iﬁ,ﬁzﬁer . four timss, nd teted in the top
resetitions (22, ion, metching
firmusg, continuss ence on the

when & varistion of the point is Introduced, and
used finally to generste the lagt few bars of free counterpoint (35,3,sec~
ond quever beat),with which section thres snds., The thrice heard sequence

c»memd'
cantus firmus, and accidentals in the revetitions make tha 5&wemz,,cmﬁ hint

m
3

at an sttempt 2t moduletion, The secuence in the top part(bars 44 end 45),

17
{

of the centus firmus, end the work finishes with 2 flourish
G below free counterpoint. The first three

n
st & search for unificetion, in ternary fx”m,

2ining elements from  those which r@cﬂded

3

In In nomine no 3, the centus firmus is olzced in the top of three voice

varts, and 1s broken only twice, briefly in the middle and st the end.

I
This composition may be diviisd into two mein sections, the first being

£

5

rom & four note cell which is based on the

meinly passe-e work dar:
Tlrst three notes of the centus firmus, end the second in triple time and

free counterpoint, The four note cell Ffrom which most of *the music in the

P ,.”*“M .

first section generates, originstes ss o . N S o and imitetion
LW - b
is Only notimel, The counterpoint unfolds by & series of shifting and alt-
ering vatterns which 21l relate back te the originel cell. This cell is

&

first expended in bars 2 and 3,in the bags,where its harmonic implicetions

are exploited to nrovide a definitive baas line., In ber 4(bzss), rhythnic
. . L, Py s
alteration enticipstes another of its forms, Nwp—t—7 -
oy ) T S V2 ba-rio
| P2 Y~~~ 3
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bar s, £ 4
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which ig extended still further in bar 5

4 9 2
snd inverted in bar 6, The latter part of ite extended fanm(o,wglagw

2 - . 0 s 2 ﬁ o g e -
Quaver) is clesely connected with the originel cell. it £
1§ I 4
s = M"
b double cadence on A,completed on the first beats bar b Lorigmal cal

end 14, is followed by 2 brief reappserence of the point in the olte

however,under & felling cantus firmus. & redicel chenge of shyle
is snticipated, and to some extent prepared for, in these three bars of

repeated figures, end follows in ber 19.

semiguavers ls related to the opening music by the repetition, in bar 23,

K

of the two top perts of bar 3,transposed up & fifth,to metch the cantus
firmus. This echo of ber three merks the start of & pzssace in which the

& is used again, extended and reshaped, Thus, bar 27

@
=
.

i

&

meterial of b

(part 2),1is & repest,transposed up a £ifth, of bar 2(pert 2),snd bers 30 end

w28

32(pert 2) repeet, with some rhythmic varietion, the bass of bar 8. Bach of
these phrases is derived from the originsl cell in bar 1. Flerid semicuavers

»tition plevs a Dsrtfb&r335m3%>p

follow, in the bess,in which sequential rep
though not in order to follow the the movement of the cantus firmus. The
sequential repetition in bers 36 and 32(rart 2)%0:6V@r, lies & third below
o

irst, 1«

the centus firmus, end the notes on which the
starts (bar 35)

ably united, in s
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ite af its varied look. It is an attempt at a three part

CC:’Q

form,& B &, with B being the section from bar 15 to 23, The overall unity
£
L

is achieved by constent refersl bsck to the originsl four note cell, from

which most of the music is derived, The triple-time s

&

etion, mainly in free

counterpoint, opens with & four bar melodic sentence, above accompanimental
counterpoint baged on the triad of the moment. The first melodic sentence
divides itself into four slightly varied, bar long ph aseg, easch one sterting
& third below the centus firmus. The accompenimentel figur ure (starting in ba

41),recalls the original meledic cell, and hes its asccent thrown onto the

8
constant rhyvthmie dislocation,

cond quaever best, to provide four bers of t
The 1 cantuz Firmu Ol e/ £ '/> s 3 An 5 A S +1 ‘
~ne long centus firmus Clbers/5-46), vrovidss the third for the broken trisds

in the A based tonality, whilst in bers 47-8, the sustained bes G, tegether
with the cantus firmus, roots the tonslity firmly on C. 4 fourth pert enters
in bar 47,%t0 give fullness to the counterpoint of the final nine bars, and

g

chords In the last two bars Fill out the finzl cedence,
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layed until bar 5,

In In nomine neo 4, the centus firmus,whose sntry is

is pleced in the basg of three voice perts, and is occasionally breken both

P‘lrhupab&an in tha . . " . :
Dyy counterpoint end passing noteg. The work is in one main duple~time section

based on & point derived from the opening notes of the centus firmus,though
the various trestments the ooint receives csuses the work to fell nsturally

i
into four sub-gections, esch of which conclules with & pesssage of heightened
activity. The work starts in simple, imitetive counterpoint, snd continues
with a more intensive and stylisticelly different trestment of the same
material, with a return to a less brillisnt, though rhythmiaally nore Compe

lex section of imitstion which culminetes in & section of counterpoint in

conflicting duple and triple rhythms, =nd the work concludes with 2 shert
passage of gquaver flpures,

The the composition appesr es en introduction to the work
roper. In these four bars, the point is displa: in inVéfﬁion(parg Lybars

5

3 and 4),end the first three notes of the centus firmus sre

the second voice, The first two bars sre somewhat @nigmatic) and mey be

merely drewing attention to the pseudo cantus firmus entry which follows, in

bars 3 and 4, The work starts oroperly in ber 5,with the centus firmus enter
1y

ing in the bass, end the firgt point entering sbove it, in the second voice

part., This point, baged on the first four notes of the cantus fiv S ER
by & @ -~ %
&y } - O e
i 1 | DR | i 5 |
[d - b : 4 g i
bar §.
bscomes extended and sltered, to produce sechtions of free counterpoint

between the entries, and results in e loossly woven contrapuntsl texture.
Tension begins to build up in bers 15 and 16, with elternating mejor snd

minor £ bssed tonality. Shorter nots velues and heirhbened ontrapunt

activity  lead streight into the second sub-section of the work, which starts
after the cadence on B in bar 18(third crotchet b eat), and consists of down-
ward scales, reminiscent of part of the first point, esch scale being heard
imitetively in the two free perts, entering on the current plainsong note,
The secale figures occupy aﬁon of ecch ber, end the bar iz then completed
with repetdtive bmnwuﬁﬁgfflg;regy and 1t is these 1ittle figurss which

a ;’ '!f i — o-nd :: Tt |$§
0 bor 20. (1) bar [ ¥

provide the meterial for the ensuing few bers. The figures zlternste with
each other, and follow the direction of the centus firmus, which reachesg its

highest point in bers 30 and 31, so thet the lewer of the free parts is some-

<
times within & third of the pleinsong, snd esch of the three parts is in very

b

close contzct, Sequentiel repetition of s d scale figure(on the first




brings the music full
& more vocad Shyle of
return ofy imitation

[
o
oy
&

g

s
[

R

intensively, toge

1

', in which 2 new point
derived Trom the f r

irst one, Bars 40 to 45 demonstrete some of the npost

coherent counterpoint found in sny of Bull's In nomin

13

taneous sequence end imitetion, ss well =8 cenon. This

(2) borke £ % e
P W) 1 H
hoodlh 03 P | oo
4 4 | 2l o

ahtus firmus is the root, is repested

sequentislly

e gecond voice part, and imiteted in the top part by &
rlent version, This is followed by & similar point
& 2 2 1 -, 3
petitions in the bass(bar 42 <,pert 2, second quaver),

2

nonic repetition et the octave (ber 42,famrth

AY s - -
quaver).Both the imitstive and the cenonic sequence follov the course of

the cantus firmus. The major third in this res sgage, which is often used above

P

the centus firmus note, results I nesr modulation,

Bodl. Momwz_ ne L.

ﬁ-‘
£ 8

e

Clguration, mainly besed on sequence, and metching the rise and
ne cantus firmus,occupies bars 45 d

rillisnt demisemisusvers

®
and lesd without break, into.the finsl nert of the wobk. The rhythmic figvra

G

ielly
with the rise and fall of the pleinsong, to prédu

ugsed elmost thro ghout this final section, is one which completes the tpiad
of which the cantus firmus is the root, Thie

tuce en intense, rhythmic

counterpoint, which is concluded in scale figures, and a cadence on 4,

In In nomine no 5, the centus firmus is placed in the middle of three voice
parts, and is breken by figuretion,perticulsrly towerds the end. This piece

may be divided into four sections, the first and third being en intensive
the

ontrepuntal dislogue, with second exploiting tiny figures of two, three,
0

or four semiquever duretion, which repeat, to dislocate constantly, the

regular four crotchet pulse, The fourth, and fine tlon achisves the

climex of the work through the ugse of brillisnt demisemiquaver passage work
in which sequence playe e wvital part.
The firgt ten hars employ intensively, o four note imitstive phrase shaped



s
o5
sl

ot
jitn

t may easily fit the chord

round the triad, ’ : 850 %

of the moment. This point is also used freely in inversion., &% bar six it
is extended, end the sxtension is used sequentially in bars 7 and &,to

1

follow thr rise of the cantus firmus, the section concluding

on C in bar 11. This has occupied half the Ffirst mejor k,
and two further imitetive passages, on new points, make up the remsinder of
this section. Neither of these points is used as intensively ss that with
which the piece ovened, though the first is extended inte new melodic shapes
rom bars 13=-15, The boundaries between the first two mejor divisions of the
composition are not cleerly defined. The second section hes, however, cert-
ainly started by ber 21, and the repeated twe note figure,dsrived from

0

previous vpoints, is heerd sbove 2 repeeted triplet,which provides a triadie

Jodie

framework in which the major third is much in evidence, and which follows
the movement of the centus firmus with e constently dislocated rhythmie
pattern. The parts sre reversed in ber 24, and the rhythms of each figure
altered, the reversal taking place on a protracted cantus firmus B, which

t

8

Jobe

satisfactorarily veries its trestment, A return to rhythmic stability

L)

! B4
inibiated in bar 24 and Finally aclieged
~in bar 30, in anticipetion of the third section, which starts in

o5t

ar
31, with & brief return to the imitetive dialogue of tha firstsection,using
& point similar to the first one, but now in close imitetion, and worked

more intensively, These three sections have occupied just over half of the

2

whole work, and the final, and longest division, sterting in bar 35,consiaty
$ ¥ b4 o] 2

-

entirely of one long passege of brillisst demisemiquaver scale Tigures,
rapid broken sixths, and repeated-note figures, above and below free harm-
onie counterpoint, in which both repetition and sequence are avolded, until
the second half of bar 41, when a sequentisl repetition in the bass (bar 42}$
follows the rise of & tone in the cantus firmus, and repested patterns
cccupy the gecond Balf of ber 42, end the whole of 43, This section is char-
gures, with
their frequent, large leaps, znd the unusual figuration(49,1,4), involving

acterised by the rapidity end extensiveness of the running fi

a series of broken sixths. Bars 52 and 53 are particularly interesting on

account of the suggested fingering for the rapid repeated notes, The texture

i

$ expanded to four parts in the final bar, and the cantus firmus ﬂu%&nPakﬁ
. the

position, The finsl section of this composibtion conteins the most extensive

1

]

ounterpoint, its final & being placed en octave sbove its proper

3

use of rapid passage work of any of Bull's keyboard compositions, end here,
advenced virtuosic techniques are found, all of which heve been in continu~

oug use in kevyboard music ever since,
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In In nomine no 6, the centus firmus is pleced at the top of three voice

parts, complete and unbroken., The composition falls clesrly into two sect-
ions, the first, and longer, consisting almost entirely of scale and repsated-

note figures, and the second of contrapuntal triple-time dance rhythms.

This work opens in 2 style unusual in Bull's keyboard compositions, and is

o

reminiscent of an earlier type of two part cantus firmus composition, like
% 9

2

thet of Carleton in the Mulliner Book, in which the plainsong is heard in

long notes, sbove continuous running figures,

The work opens, after the sounding of the first note of the plainsong
Py 3 A (o8 4

(duplicated in the bess)with running figures in parallel thirds. From bsr

- ,, & 5] by
3, ~the running figures enter imitatively, end ere then extended by repeti-~
tion and sequence, to form long phrases of passage work, The repeated trip-
N ~ A B2 N .

let figures(bers 20-21),are similar to those heard in In nomine no 5(b

>,Jnd serve to hermonise the gantus firmus note of the moment, The

rhythmic disruption in bars 27 and 28 is ceused by the sequential reneti-

tion of a bar which includes triplet figures, end which falls & minor third

der the cantus firmus, over figures in duple time, Scale figures in imi-

o g

ation. complete the section with & cadence on 4, which is completed on the
first beat of the new sectiong(bar 37). This triple time, final section,
opens imitetively with & point based on the first four notes of tle plain-
song,but continues es free countervoint, Smaller note values in the bass
(barss7-48)nelp to bring the work to = elimax,wbilgt an adied fourth voice
pert in the tenor(bari9) s2llows the bass a harmonic function during the last
four baré. The alternative endings provide both a perfect snd & plagal
cadence, poszible because of the slterstion to the cantus firmus in the
first ending,the second ending suggesting thet either the composer or the

-

scribe had scruples about omitting the penultimste pleinsong note,

In In nomine no 7,the cantus firmus is placed in the middle of three voice

- o

parts, and moves from hend to hand s8 & mesne,broken several times briefls

)

by figuraetion. The composition mey be divided into four mein sections, the

‘“.)

5

first being zn imitetive dialogue between several related voints, the caden-

iy

2

;

ce on Alber iZ),markinf the middle of this sectiom. The second section,in

0
[
CD

quever passage work, starts in bar 25, end ends on the first beat of bhar 31
with & cadence on &, Section three is a return to imitative dialogue, less
intensive than thet of the first section,between points made up of two,three,
and four note cells, end the fourth and final sechion brings the work to a
climex, with revpid demisemiquaver figurstion,

The first six bers employ an imitative point, & melodic figure evelved from
£

notes of the tried of which the cantus firmus note of the moment is parh.



Its three entries end with & perfect cadence(bars 7 snd 8),the finsl A of
which(8,1,1),becomes the first nobe of the new, three note point, This new
point ig derived from the minor third so characteristic of the opening of
the plainsong, with en added passing note p ‘. :3 v

So that the character of the point may be bar @ ?

retgined eg tone, tone, semitone, ¥ sharp has been added ab its earence
in bar 10(top part), and the relationship hzs been extended lsm to its
sppearence in bar 11(bass),where the B has been flattened, giving rise to
en unusuval and beautiful cedence, in which the chord of Q, with & flattened

come

5P
J4ton

second h
imitative dialogue
two in the work,es
almos

& secondary,

in the can
are suddenly halte
leads
note cells,
firmus note
The cells are

relieved only

centug

scale figures(bar
the work, is mad

which pr%cedéd.

of this first =

second section of the work ¢
g in both free

ug firmus, and continue

into the thir

conce l

rely extended,

by bhe scale figures in b

alb

by the chord of 4, with & sharpe

-

gtatus then en int i1 eadence asually has,by all~

without

MeTe

o rest on minims, overlapping counbterpoint. The

ly intensive

section continues reasingl;

on fo related and inversions
ch

8t obscured cadencs

to, of,the Ffirast

P

LA
&

of ted from iis

sat apar

on A,

stapte in bar 25, with quasi-s

=
Jcﬁ

rts(bers 26 and 27),which follow the rise of & tone

o

g petterns of which

ieh

semiquaver fipures,

d
rd section of the work,
ha

S,

the moment

L

by the cadence wh

and four

ved harmonicsll of which the

of the imitstion.

[
e

7

n has en austerity,

s

he brilliant flourish of

o

i

4?), which go to make up fourth end final section of

it. The scale figures remain in the right hand, over accom-
penimental counterpoint, in which meny of the chords sre expanded, Thig is
the In nomine in which, perheps, the grestest contrasts méy be seen, The

two final sections

both the least sophisticeted,perheps, of the srchaic fi

and the mosbh ad
In In nomine no &,

by

t is @xt@nsivgly

extens

tiens,ﬁh@ firet snd third o

3 e
in

tenglive
(?\{; i r\l)

demonstrate the exbremes of keyboard writing,in which

y ures, the hocket,

nced florid, toccata style of composition

g
; sed
$ A @

~are both n

the cantus firmus is placed in the top of four voice parts.
figured during ite first three n@t&&,and sgain, though less
ds the end. The composition mey be divided into four sec-

f which sre passages of rapid keyboard figuration
and scales, The second mein division(bsr 9),consists of an
of seversl imitetive pointe, whilet the fourth division
urn to imitaticn,when the points sre worked with heightened



T . 3 EIR T, LI
rom thet of most of the other Th nomines

in thet here,ze in no 6,the piece with passege work rather then imit-

ation, end ends with & sectio dialogue, rether then the more

usual passage work or tri

[

L
L8

In nomines, both

tr@atm@nﬁ of the plaimscng sand in it ee material, end tekes up the dura-
tion of the fifst three plainsong notes, decorstin ng them sc that they become
pert of the figuration, The free materisl in this opening section ig nearer
in style to the prelude or toccate than it is 4o the open ning of & fentasia

or plainsong composhbion.

2 2

he second major division of the work shtarts in ber 9, end the first point

of imitetion(9,3,second quav&r} is evolved from the figure first heard in

the base of bar 1, and more accuretely anticinated in bar 6 (ton part,oth

demisemiquaver), This second section is sn intensive working of five points
separated by S@comiaxy cadences. In bars 9-17 thethree note point iz based

on the firsftwo notes of the cantus firmus. This has & special significance
here, as onlypom ber 3 is the plainsong heard es e geparate entity, and
free from involvement with the counterpeint. In ber 17 the first point is
replaced by & similar three note point,which follows the ri

in the centus firmus, when bars 17 and 12 zre transposed to becoms berg 19
and 20, from whence the point is used to generste new msterial which inten-
sifies the contrapuntsl dialogue until a perfect cadence on G(ber 34, first

beat) concludes the third maragraph of the section. Another related point

&

enters on the first beat of ber 34 in the third pert, end becomes & simple

two part dialogue, over the r@sﬁiﬁg bzss, which evolves into more complex
ke c

i

ns by bar 39 which, with & more intensive working, brings the sec-
0105@, with & cadence on 4, in bar 44.

o

d
left hend involved in rapid pagsace work, which inclodes broken oc

under less rapid free counterpoint.i cedence, completed on the first beat of
bar 61, concludes the third section.
The fourth end finsl section opens similerly to the second, with & simple

two part imitstive statenment (the beegs is again resgting) on & point clesely
related to that heard in bar 35(lowes part), end sgain besed on the first
four notes of the cantus firmus. The fourth part re-enters in bar 63, in
exact imltetion, 2nd the diaslogue continues until bar 67, when the point

abruptly becomes reduced % ! from its own first

c‘l*
@

23, This cell iz worked

until bar 77, when it becone extended to provide
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ﬁhe bulk of the meteriel for the remeinder of the composition. 4Ln echo
from bar 17(in bers 35-90), sepsrztes the germinstion of the final point
from its full flowering, which is used to bring the work to its finsl
chieved by en extrsordinarily intense working of

climex., This climsx is &

the finel point, snd this intensity is echieved by highly orgenised Iimitetion

both in tonel relestionship end voint of distence.™ The point is orgsnised
in four groups, esch contelining three entries, and is worked thus:
Group 1, ber 91, Three entries at the distence of & jusver,
Bagss on ¥, tenor on F, 2ltc on C.
Group 2, bar $3. Three entries at the distence of & quaver znd crotchet
respectively,
Bess on G, tenor on G, elto on D
Group 3, ber 96, Thres entries, tenor and alto together, following the
bass et the Jlstance of & qusver.
Bess on h, tenor on 3, elto on C,
Group 4, bar 98, Three entries, tenor ani alto together, following the

bass et the distance of & quaver,
Bess on G, tenor on D, 2lto on B.
Groups 1 and 2 represent a trensposition upwerds ss the cantus firmus rises

~

whilst grouos 3 end 4 sre & corresvonding downwerd trenscosition. The tonal
centres of the two groups'however,are different, the first group uses the
centus firmus as the fifth of the trisd and the second grouo mekes it the
third. The inclusion of both ¥ end C sherps in group 4 leasds in bers 99

to. 101 to resl modulstion through D to A which culminates in the perfect

Bull. In nomine ae %,
p doe R ) . 66 o
e s s == g =Tt ¢ t S
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cadence com:leted on the Ffirst beat of bsr 103. In e conposition of tremen~
dous contrests, Bull hes deliberstely sought to follow the lest snd most
active part of esch section with e thin textured simple orening to the next.

The editorisl suggestion thet this mizht be attributed to Tomkins, is not
borne out by the treatment of the centus firmus, Tomkins' trestment of

this is unique, snd is discussed on p 4b6,chzpter 2,
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of thid polnt ls highly complex
writing between the five parts,which become increassingly difficult t

follow as the imitstion becomes notionsl, with many different rhythmie

-

and melodic ideas appearing and dissppesring in varied forms and combinate-
o

se follows in bar 26, in which

portive, harmonic role, under the

er players party then, in bar 29,the roles are

reversed, end the bass plaver is given the more sctive part, under slowly
I8}

sy part, Some lively writing follows,with all the

rted contrapuntel |

o
oo
=3
C..%q
w
1]
&3
[
g
[
o3
[#18]
fotn
fnd
ot
o
&P
o
w
W
Q

7,

ces In repid succession, right to the end, The final eigl

fitting conclision to such a rich and exciting work.

If one remembers thet the keyboard In nomines of the later composers were
almost inmvariably in three parts, one of these being the cantus flrmus,

this work of Carleton's has reslly doubled the usual forces. Tach player's
part is complex, and complete in itself, so thet when they are put together

tremendously exciting, The rhythmic complexities alone must

have justified the scribe's careful numbering of the bars! The texture,

L very full, is light@m%d every new 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 hag little in common with the In nomines of Bull,
o

though it conteine a vest number of nmel

i

, they are not contrasted in the way thst they are in the works of
Tomkins, and Carleton tends to use most of his material mést of
, instead of introducing idess one et & time, in the wey meny of

the other composers do, The divisions of the work sre not clear cut,idezs

e

following esch other without a break, and often running concurrently, an

to be contrapuntal, after shout the first

dozen bars, the noints become incressingly difficult to identify.

e

af Thomes Tomking,

Tomking' keyhbe

P,
e e

)
eight compositions, two

tairly closely their originels, so fo E all practical purposes, Tomkins mey
which bave Survived .
be said to heve composed n nomines, Zach of these works ig dated, though
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be the produect of his mature years.

The particular charsclteristics of Tomkins' In nomine style are the

long melodic lines, often genersted by & single pair of imitative
phreses, which flow in continuous free counterpoint, and which are often
developed by thelr resppearance in altered note values, and the free
quagsi-preludial section at the end, when the obligetions of the centus
firmus have been discharged, and the work assumes the form of a
composition without centus firmus,.

The numbering of works refers to that used in colum 2 of the Thematic
Index,

In nomine no, I (MB: V nos. 5 and 6)

The two versions of this In nomine sre dated respectively 1647 and 1650,
&g already stated, Tomkins asppears to have spent much time correcting
and revising his In nomines, and version 2(MB:V no 6) has, in sddition

to various minor slterations, five substantially different endings. For
the first fifty bers versions 1 and 2 sre basically the seme, In bars
55=56, version I has the shorter note values, and version 2 the fuller
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 sn extended form of the ending of version
I. The alternstive endings are obviously intended to give to the work a
more exciting finish. Versions I snd 2 will from now on be regarded as
one composition, and the rest of what follows will pertasin to version I
(MB:V 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 & moves to the second
volice part and becomes involved in the counterpoint. The work is in one
main section bub may be divided into four sub-sections, the first and
third being in imitative counterpoint on several closely related points,
with & second sub-section in triple rhythm (bars 31-40 ),with the fourth
and final division (&% tarting in bar 55 to coincide with the disintegration
of the cantus firmus) being a passsge of rapid keyboard figuration,

he presentation of the point in a most

unusval menner, This ?°¢“t remarkably similer to the final point in Gibbons'
Bass bar 1 PP P L ol i
o e i Tosmlane no. <.
s S s e e

consort In nomine a5, is first heard as a long sequence in the bass, By its

B

jonsd
o
ot
B
@
A3

it lends itself admirably to sequentisl repetition, and in addition,

can be made to outline the shape of the chord of the moment, Tomking
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e bass grester freedon of
some of the earlier, imitative

O

A, Structural unity in this
work.. is achieved by the figures,

48 no triple-time section

fication is completed by related wa} Lt matter which derives ite momenbum

from gevpsl phrases

i

In In nomine no 8, the cantus firmus is in the bess of three voice parts
r

snd s in long notes which are figured slightly in bers 19 and 20. Ths entry
e £

1s delayed until ber 3, and during the final five bars it moves from nart
to part, and 1s sometimes absent sltogether, The work is in one sectlion of
imitetive counterpoint, which is used +o generabe the long lines of freely

i
contrapuntal keyboard iigures which become more rapid as the work proceeds,

and reach a brilliant climax once the cantus firmus ompleted,

A
Tomking he T. o e | ,
_}Bnﬁcipww cantus P‘;m I

the first of ten related ones, each one of which is besed on the curving

()
figure suggested by the first point, and which may easily be shaped round
the triad of the moment, These ten points follow one snother rapidly, end
are worked intensively, with little free coun terpoint between them,

The first msjor change occurs in bar 21, when & seguentislly repeated

crotchet scale figpure

s following the fall of the cantu s firmus, merks the

of imitetive points. What follows in ber 22 is
closely imitsted in the aecond vart, of & figure in
es (the sequence following the rise in the cantus firmus)
nto farther imitetion, the point being that which
wag heard in berp 12, but now extended, and in halved note valu@ Afte
ntensive working, this is replaced{ber 25, fourth minim best) by the

£ two points, one based on the very first one, in the

o the
top pert, and one of that of har 17, in the second vart, snd hesrd simulta-

aaaaa e L

neously, The second helf of bar 26 varies snd repeats the point of bar 12

}.4
i
w
jn
o
L
ot
®
4

note velues, an

£

ainly sequential, which becomes mare brilliant with the completion of the
cantus firmus in bar 32. The final five bars are Qccupi@ﬁ with a flouvjﬂh

of scs



novw in four voice parts, and with a six-vert finsl chord, Like the previous
one, this In nomine ig in structure,due to the close relstion-

2

ship of all its imitative msteriel, and the repetition of melodic figures
t

from the esrly part of the s

b In nomine nolp, the cantus top of three voice paris

2
entering on the first beat of the work,snd broken briefly in bars 5 and 10

ast nine bers(from bar ZEX the free muslc rises shove

et

by imitetion. In the
the cantug firmus, wnich then moves from pert to vart, allowing the composer
greeter melodic freedom., The work is in one S@ction, just over helf in imibe
ation, and the

five imitetive points,

first three 211 on G,

o
The points are less closely r@lat@d,@ they > opening notes of the canbus
Tirmgs or to one another, than 1 nomnine by Tomking, T

e

beczuse of the rather unusval nasture of the first point, which is based, nok
ixel
Ao

on the opening notes of the vlainsong, bub on some of

5]

firgt point (1,2 6,, with its slightly ecclesiastical flavour, is very sim-

ilar to notes 28-39 of the nlainson and its entrance in this In nomine
£ 3

N Plainseng. (Nobes 2.%-134.) (2) bar 1, (88 crobchat beot)

i
o)

i i i .',
R e e———< - Mga‘l.;ﬂi
Tombans na 4. Forch P@inh

is preceded by & more conventionsl four note figure in the basg, not. how-

s

ever, used as an imitetive point, which does in fact echo the first three
plainsong nohesg,

.
)
he first point is worked in close

1

one starting on L. The symmetrical placing of each entry is arranged so that

the firet pair enters in bar 1, parts 2 and 3, crotchet beats 6 and 8, on E,
and the second pair in bar 3, parts 2 and 3, crotchet bhesat

2 Y

ts 6 and &, on E,
The second and third points also enter in vairs of close imit
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fespectively), and continues to use the C sherp from the previous cadence
in order to achieve & short Demajorish passege, By the entry of the
sixth and finsl point, whose appearsnce ag the elimex of the work is
anticipated by a cadence and fermata(bar 44),the figures become even
mere actively instrumental and the counterpoint more intensively worked,
with simulteneous entries In' the two.lower parts(bar 44,lest two crotched

beats) heralding a passage which consists of six pairs of simultaneous

57 80
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entries betwesen various combinations of voices, In the eleven and &
half bars between the appsarsnce of this final point

imitative working, it mekes thirty entries, snd is particulsrly schive

in the bass line, This rapid succession of entries, both stretto and
simuldaneous, is cheracteristic of Ferrabosco's method of bringing an

In nomine to an exciting conclusion, & short dominant pedal, zn octsve
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, zs it is extant in

a large number of sources,

In the In nomine no 2 35(Conino 2) we have & work constructed on the sanme
principles as the previous one, and equally popular, if the number of
extant sources is any indication., The firstvpcinﬁ is similer teo that
with which Byrd opens his-In nomine no 4 45, Both Byrd's and Ferraboscofs
points are a pair of complementary phrases, the first of which are

identicale
(VDbara, & +o n Q)BarL . ;

) : P e & lgn‘;n
EEsiE e ! EEidsmimcomme

"J E?er, In nomine no 4 o %, Ferraboscd, In nomina ne 2. o 5.
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most striking feature of this work is its virtuosic bass parts,
one is tempted to wonder if perhaps Ferrabosco wrote this work for
own verformance,

consistent B flats between bars 46 and 51, under the prolonged

of the plainsong, suggest F major tonality, whilst the sharvened F and
C in the five final bars hint et D major, before the

on A,

final cadence

The In nomine a6, 'Fantssia In nomine through all

is unique in the In nomine repertaire on account

the parts'(QE:IX no 79,

of the way in which
Ferrebosco has treated the cantus firmus, The work is titled both Fantasis
end ‘In nomine through all the parts, in various sources, and the plain-
song is used as an Integral part of the counterpoint, snd appears six
times in succession, once in each part, from top to bottom, its entries
end conclusions being numbered in the script,

The most interesting thing asbout the plainsong is, that although it
appears altered rhythmically st each entry, spart from some chromatic

alteration in the central section, it remains faithful to the notes,

A(B)bcw‘b :
[ e T T
S e AP T T T
J Plainsong .

7

It eppears successively on the notes G, D, 4, Z, 4 and 3.
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The writing is not so obviously instrumental as thet in Ferrabosco's
other In nomines, although, ss in the other 36 works, some of the
greatest sctivity is in the dialogue between the two bass parts,
Throughout this work, the two basses are the only perts which ensezge in
" any real Initetion, the other parts being cccupiéd with rather freer
counterpoint. The three bars of extreme chromaticism which occur during

the third hesring of the plainsong(bers 35-38), seem to be not so much

»8

@l
Bour

v g

the result of the plainsongls sppesrance on &, but g deliberate attempt
by © ] 8
at an alteration in tonal centre, The plainsong in fact, has to underge

chrometic slteratim here, Iin orde@ to fit into the new harmonic scheme,

S Y

¥

go thet n becomes

o 1 vi
Plainsong notes 3ip— R2. J bar 3b.
In & passeze of 'L mzjor' tonality, the culmination of which is & section

-

P

B e

L=
B

-

et

1 [

in which the three upper veoices, on the completion of the plainsong

(bars 41-44), set the scene, as 1t were, for the next pleinsong entry,

on the rather unusval note, E,

In this fourth heering, the plainsong again has to be altered chromatically
to allow for Ferrabosco’s harmonic intentions,

By bar 55, the plainsong is in the first bass, snd the second bass is
paired in imitstion with the second voice part(bars 62,2,4th quaver, and
63,6,4th quaver), This is the only resl attemps at close imitation, other
than between the two bass parts, The final heesring of ths nlsinsong in

the second bags(bar 73), is beneath very free vocslestyle counterpoint in

the five upper parts, in which all attempts at imitztion have been shape
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The central section of the work f(bers 42-60) is, like the central
section of Ferrabosco's In nomine through sll the varts, an attempt at
modulation, with almost consistently sherpened F,
Deering's imitetion tends to be exact, snd his se us
and stretto entries are usually betwesn adjascent parts, and neot, like
most other of the later composers, in varied combinations between al
the parts, 4lso one notices how often Do

8
each on the ssme tone as the cantus firmus, s for exemple in bars

( bor Sua
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s becomse lonvir by bir 74, :nd resch sn excitin

climex by bar 92 when, still in strict imitetion, a succession of entries
of a rapid, sequentisl descending scale figure brings the work to a
conclusion, £s in the In nomines of Fer
osic writing for the two bass players, especlally betwsen bars 76 and
81, when the tension is being built up, Unlike Ferrabosco and Ward
however, there is no attempt te abandon strict imitstion for & freer

type of counterpoint,

3 b’ d i k-3 3
In Deering's second In nomine a6(TI 58),the centus firmus receives rather

more orthodex treatment than in his first, being set in the top part,on

A, end in long, even notes, It is hewever, rather inaccurately reproduced
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Jenkins wes extrsordinerily prolific, end it is particularly in

his music for smeller forces thst he mey be said to be an exponent
of emergent style snd form, His compositions for one or two stringed
instruments sbove & bass line, with organ accompeaniment, foreshédow
the somgte and trio sonaté, being in seversl contrasting moverents,
some of which contsin repid runs in smsll note vslues and agzile
leepine figures., It is anparent how conservetive Jenkins' In nomines
end some of his fantesiss sre, when one considers that Purcell

died less than twenty years efter Jenkins,

7 T 2 k3 » . ) 1 .
Soger North, 7 that voluble pupil of Jenkins, writing ¢ 1590, hes crite
icised his mester's compositions by comsarison with those bezring the

stemp of the Itslizn Barogue, end writes of Jeniins;

'enother more considershle feiling is the mermer of novenent.... it
[ 4 . 3\ . ;
5 chieflyigs it were/zoing up res, &and had less of
S

£ end & 1
sault [Geasoning, spicy] or itter het the Itellians have;....

&nd it may be slledzed zlso ac 2 defect, that Jeniins did not dash
upon harsh notes, ss the Ttallisns doe, which mskes their consorts
more sapporite [salty] then *he music was when the parts did but hunt
one znother, from concord to concord, '

“When one consifers thet the first half of the seventeenth century saw
_ the birth, on the Continent, of Gebrieli's cénzonss and the trio sonata,

amongst other things, North's criticism of Jenkins' music seems less harsh.

. N A . .

Jenkins' two In nomines sre both &b, with en organ accomoaniment, Both

In nomines zre extant in the same two sources, the organ parts in the two
sources, however, being different,

Both the organ parits are basiczlly,two part reductions of the viol perts,
mainly the two outer voices, filled in with enother part Jduring rests,

In the Lendon source, however, < the orgen part has, in addition to the
two viel paerts, the complete cantus firmus, This suggests that on some
occasions, snyway, the pleinsonz may have becn gllocsted to the orranist
rather than g string plaver,

27, North: L 2l
28. Ibl A4 29290,
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dppendix II, Key to the orinted editions of the music,

Arnold: Cecily Arnold and Mershall Johnson,eds. Tomkins, In nomine
(London, 1949 )

Bergmann: W,Bergmann,ed. Purcell, Innomines (London, 1968)
Zergmann s
arranged for recorders.,

Bridge: Sir F, Bridge,ed, Orlando Gibbons,The London Cry (London, I919)

Con: Helmut Monkemeyer,ed. Zwei In nomines,Consortium D 2528 (Wilhelms—
haven, I972)

Danks : Harry Danks,ed, Tomkins, In nomine a3 (London, I960)

Dart F: Thurston Dart, ed. The Works of Henry Purcell, vol XXXI. The
Purcell Society (London 1959)

Dawes : F Dawes,ed, Two Elizabethan Keyboard Duets (London, I949)
Day: John Day, printer, Certaine Notes (Londen, I560)

Dol: Carl Dolmetsch, ed. Fantasy for Five Viols on the In Nomine Theme
V4GS Series no. 4 ( ‘Schott, London, 1951

E11l: Kenneth Elliot, ed. The Collected Works of Willism Byrd vol,XVII,
(revised edition, London,I97I)

Bng: Richard Mico,Three Pavans, Two Fantasias and In Nomine, English Consort

Series, (Jorden Zarly Music Centre Publications, London)

Fell: E,H, Fellowes, ed. The Collected Works of William Byrd vol.XX
(London I950)

fWB: J.A.Fuller Maitland and W, Barclay Squires, eds, The Fitzwilliam
Virginal Book,2 vol,(leipzig, 1894~9, reprint New York, 1963)

Glyn: Margaret Glyn, ed. Zarly English Organ Migic, Plainsong and
Mediaeval Music Society (London 1939)

Mz Denis Stevens, ed, In nomine :01d English Chamber Music, Hortus Musicus
CXXXIV (Kassel, IO@I)

Just G: H,Just, ed. Orlando Gibbons, Londoner Strafenruffe (Maintz, 1933)

Just P: H,Just, ed., Fantasien fur Streichinstrumente, Nagels Musik-Archiv
58-I03 (Hanover, 1930:1959)

MB: Musica Britannica (London, I95I - )

I The Mulliner Book,ed. Denis Stevens, (2nd. rev. ed, I1973)

v Thomes Tomkins,Keyboard Music,ed, Stephen D,Tuttle,
\{nd, rev. ed, I96/)

X Jacobean Consort Musie, eds, Thurston Dart and William Coates,
(2nd,rev.ed, 1966)

XIV John Bull,Xeybosrd Music I,eds, John Steele and Francis Cameron,
(2nd.rev,ed, I1957)

XV Music of Scotland I500-17C0, ed, Kenneth Elliot, (2nd.rev.ed. 196 )

A1 Willism Lawes,Select Consort Musie,ed, Murray lefkowitz, (1963)
XZII Tonsort Songs, ed, Philip Brett, (I967)

AXVIIT William Byrd,Keyboard Music II,ed. Alan Brown, (I971)

LLXIX John Jenxins,Consort Music of Six Parts,ed, Donald Peart, (1977)
XLIV  =lizsbethen Consort lusic I, ed, Feul Doe, (I979)
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Appendix II, Key to the printed editions

Mop: John Morehen,ed. Osbert Parsley, In nomine a’ (Lendon, 1975)

Pou: Diana Poulton and Basil Lam,eds, Collected Lute Music of John
Dowland (London 1974)

3]

-t

R : Robert Weldner, ed, Christopher Tve, Th nental Musie

&

DaLr

D
o0y

R Tye, The Instrumental ,
lecent Researches in the Music of the Rensissence ATT AR Editions

inc, (Madison,Wis,USh,TI973)

The Instrumental Music, Recent

2pec: Irwin Spector, ed, Robert W y
Renaisgance XI,A.R Editions inc.

1

Hesearches in the Music of ih
& 5 Ty T Y
(Madison,Wis,USA, 1973)

e
&

Stev G: Denis Stevens, ed., Orlsndo Gibbons, The London Cry (London I956)

stev T: Denis Stevens, ed, Thomas Tallis, Complete Keyboard Works
(London I953)

™

Terry: Richard Terry, ed, Robert Parsons and Osbert Parsley, In Nomines
for String Quartet (London 1923)

Tud: Tudor Church lMusic vol, I (London I922) Appendix with Supplementary
Notes by T.H.Fellowes (London J9.8)

VdGS: Viols da Gemba Society Supplementary Publications, London,

13 Thomas Tallis,Two In Homines, ed. Francis Baines,
15 John Ward, Tn nomine a5, ed, Gordon Dodd.

24 Robert Parsons, Twe In Nomines a7, ed., Gordon Dodd.
6/, John Ward, in Nomine 86, ed, Gordon Dodd.

77 Orlando Gibbons, in Nomine 25 noe 3.

78 Orlando Gibbons, 1n Nomine a5 no. I,

VdGS J: Richard Nicholson and Andrew Ashbee, eds, John Jenkins, Consort
Music for Viols in 8ix Parts (London, I1976)
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Ropendix IV,

Biogrephicael details of some of the lesser known composers of

In nomines,

Allison.Richard, (fl. 1592-1606)

A contributor to Thomss Esst's Whole Book of Psalms, 1592, Also see

Groveisvol. 1 p 259,

Alwood,Richard, (?-7)

A Richard Alwood is mentioned in the Oxford University Records for
1501-1540 (see Emden:p 7),end was slso sdmitted as & fellow of Win-
chester College on July 6th 1532 (see Kirby: P.g) ‘

He is slso mentioned in connection with the perish of St. Lsurence,
Reading (Emden3p 7). The sextus part of his mess, Praise Him Prais-
worthy, is concluded by the scribe, Baldwin, with 'Finis Mr Alwood,Pri-
est,' (See Bergsacel T: p XII)

B.J,Brown.John, (1608-1691) (Bannister.John,?)

Of the two possible owners of theé initisls, John Brown seems the more
likely., John Brown was Clerk of the Parliament from 1638-1691, and com=
poser/copyist of part of the music menusceript Och 473-8 (see V4GS J:

p xii). He seems a likely candidate for the authorship of this one In
nomine, whose only source ig Och 473~-8, and in which this composition
is the only one without & full escription, There seems to be no resson
for the modesty of this In nomine's escription other then & certein ret-
icence on the part of the copyist about including one of his own works.,
(See alsc 'John Brown.' Andrew Ashbea.M“Q; L : Jan 1977 (pp 43-59)

Baldwin.John, (b pre.1560 d 1615)

A scribe snd singing men of Windsor, end compiler of music ms.RM 24 4.2.
He wag admitted Gentlemsn of the Chapel Royal in 1594.(See Grove:vol 2
p 65) also Brennecke: (op 33-40).

Bevin,Elway, (C 1554-1632)
See Grove:(vol 2 p 667) also Flood: (vol 43 p 796).

Blithemén.John, (C 1525-1591) Formerly known as William,

Gentlemen of the Chapel Roysl C 1553-1591, Teacher of John Bull,Records
show thet Blitheman's name wes probsbly John, not William, (see Grove:
(vol 2 p 79))
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Appeniix IV cont.

Brewster,George, (?7-7)

This composer mey be synonymous with & men of this neme born in the
parish of S8t Seviour, Southwerk,C 1545, who ceme under suspicion as a
Catholic recusant in 1520, and was comitted to prison. See Flood:(vol 66
p 609) end also .Grove:(vol 3 p 273).

Carleton.Nicholsas, (I) (?-?)
A contributor to the Mulliner Book. Not mentioned in Grove:

Carleton,Nicholas, (II) (C 1570-1630)

One of the children of the Almonary House at S$t, Raul's Cathedral in
1592, & friend of Thomss Tomkins., See Grove:(vol 3 p 794).

Cocke, Arthur, (?-7)

Organist of Exeter Cathedral 153%9- C 1601,

Cranford,William, ( f1 162040 )

A singing men at St. Paul's Cathedral, See Grove: (vol 5 p 23).

Ferrabosco, Alfonso, (I) (baptised 1543 d 1538)
A highly esteemed composer of Italien extraction, he was involved in

various political Intriuges. 4 'vertuous contention' between him
and Willism Byrd resulted in esch of the two composers setting the
plaingong Miserere in forty different weys.See Grove: (vol 6 p 47%).

Ferrabosco. Alfonso, (II) (b pre.1578 4 1628)
Son of the above,one of the King's Musicisns, and an expert on the lyra

viol. On the accession of Cherles I, was made composer to the King.
See Grove: (vol 6 p 482).

Gill, George, (7-7)

Perhaps a musical instrument meker to the King in 1641. See Arkwright:

(p 53).

Golder,.Robert, (C 1510~ after 1563)
One of the players of “he orgen at Windsor,See Grove:(vel 7 p 500),

Ives, Simon, (1600 - 62)
A prominsnt musicisn of his day, he was & vicer chorsl st St Paul's
Cathedrsl C 1630, See Arkwright:(p 53) and Grove: (vol 9 p 429),
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Aopendix IV cont.

Jeffrevs,Matthew, ( f1 C 1590)
Vicar choral of Wells Cathedrsl. Suppliceted Mus.,Bac, at Oxford,1593~4.

See Arkwright: (p 64) slso Grove: ( vol 9 o 536),

Johnson. Robert, (C 1490 - 1560) time of

A Scottish composer of this name fled to England at bhe , the Reformation
and wee made Cheplain to Anne Boleyn. There is a2 reference to a Robert
Johnson by Beldwin, { ms. RM 24 4, 2 ff 92v and 93) appended to & vocal
work with Latin text, 'Mr Johnson of Windsor' and 'Mr.Ro.Johnson,Priste’.
Also see Grove: (vol 9 p 6%0),

Lucge, John, (C 1587 - after 1647)
Organist, and possibly Vicar choral of Exeter Cathedral (1603 - 1647).

See Grove: (vel 11 p 310).

Mico.Richard, (C 1590 ~ 1661)

In the service of the Petre femily in Essex, and later, & musicien to
Queen Henrietta Maria. 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,Milten later remo-
ved to London,where, & scrivener by trade, he was &lso & composer, contr-
ibuting to the Triumphs of Orisns, (pub., 1601), There sre several of his
compositions in menuseripts et Christ Church, Oxford,See slso Grove:

( vol 12 p 329),

Parsley, Osbert, (1511 = 1585)
A singing men st Norwich Cathedral. See Grove: (vol 14 p 247) .

Parsons, Robert, (C 1530 - 1570)

Gentlemsn of the Chapel Royal, He appears to have been connected with
William Byrd &t some stage of his life, He died by drowning in the River
Trent at Newark.See Baker P; (v 4) also Grove: (vol 14 p 24%).

ST

Sadler. John, ( 1513 - after 1595)
Graduated BA from Cambridge in 1537-8, end a Fellow of Jesus College
from 1539 - 46, He was the compiler of ms Ob.e.l~5, which is the only

source of his single, extant In nomine, See lMateer: (p 230},

White,Robert, ( C 1538 - 1574)

Suvposed to have been Tye's son in law,he supplicated B Mus at Cembridge
in 1560,0rcanist st Ely Cathedksl,1561, end Master of the Choristers at
Westminster Abbey in 1570, See Mateer W:(p 1077),
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brpendix IV cont,

Whytbroke, Williesm, ( f1 1520 - 50)

Whytbroke was at Cardinal College, Oxford,before 1530, and whilst
Taverner was there, Subsequently he was & Canon of St Paul's Cathedral,
between 1531 and 1535, He was & contributor to Day's Certain Notes(1560),

See Arkwright: (p 123) also Grove: (vol 20 p 392),

Woodecock. Clement, ( f1 1575)

Nemed &s Choirmester of Chichester Cathedral in 1571, and & Viear Choral
in 157,. See Dart W: ( p 225), also Grove: (vol 20 p 521). He may well
have been thé compiler of ms Ibl Add 31390, see Edwards: (vol I p 96).

Woodson. Leonerd, ( C 1465 - 1641)
A singing men of Windsor from 1585 ~ 1633, and organist of Eten Gollege,
See Grove: ( vol 20 p 522).
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Editorial method.

Each of these ninetcen In nomines, with the exception of the one by
Thomas Tomkins, is to be found only in a single source, a fact which
considerably simplifies the task of transcription. hgain, with the
exception of the Tomkins work, each is also unpublished,

The justification for includinﬁ the Tomkins In nomine lies in its being
one of only two In nomines a}, and also in the antiquity of the publiuhed

edition, which i3 almost unobtainable nowadays, . . v e,

ST R

"I have given considerable thought to the vexed question of original

note values versus halved ones, and as a result, hove retained the
original values wherever it was possible to do so, and yet retain an
appearsnce accepteble to the contemporery 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 witb compound duple, triple,and quadruple time in
rodern notation, as its appearance in its original notation is dutlandish

to the twentieth century reader,
Originel pitch is retained throughout,

A compact incipit st the beginning of each cémpcsition shows the original
time signature; clef, and pitch, and also the value of the first note.
Where it has been necessery to halve the note values during the course of

a plece, if, for example, duple time becomes triple dence rhythm, 4 between
the staves indicates this,

Editorial accidentals have been kept to a minimum, snd are shown in
brackets, Redundant sccidentals have been omitted without comment,
Cautionary accidentals sre shown in brackets, tut are not mentioned in
the criticzl commentary.,

Modern Y sizns sre ePplOde in place of the or1«1181 sharps or flets,
for example, Fb becores Fly end B# becomes B & without further

comment,

A few editorial ber lines have heen added to exceptioraTL/ long bars, snd

are shown &g dotted lines,
In the critical commentary a numhsr-in brackets, eg (2),indicetes the

second volice part d~wn from the top,
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Criticel cormentary,

1. J. Luage, Gloria tibi Trinitas no 1, Cch 49 £ 2Qv,
Ko rests on last beat of bar 34 or first ef 35,{2) in source,

2, J, Lugge, G
Bar W00 r
Par {3, no !

3. Jeluzes, Gleris t1bi Trinitss no 3. Och 49

leria tibd T
est on 12
ra

rinites no 2, Och 49 f 2C4v,

on 125t dottad. CI"OECLQJ‘ bn.aJ.- alta, v Source .
2sh on last bealk, bass, in source .

T 2C6v,

Zar 33, no rest,secend minim, bass, in source,

be *ug

Gloris tibi Trinitas ne 4. Och 4G £ 208v.

r &, bass, 14th quaver beat Bp in scurcs,

5e J.Lugge.
'Flay this
eronpad,

Gloria tibi T

if you will

n"1 this rubric

Ber 35,cantus lilraus A

b"

6. J. Ingze. Gloris tibi Trinit

Bzr 13,4th
Bar 15,canu
Bar 22,5%th
Bar 22,%th
Ber 23,1st
Bar 23,2nd
Bar 23,3rd
Rar 53,7th

Te T 1 uzgs . In
This is in

iless carefully copied, with carel lessly ruied bhar lines

clef signs
- one

Bar 3,pacsntus
Bor 70, sec

quaver bea+
vs Tirmus G
suzver bcat
cuaver beat
quaver beat
quaver heet
quaver beat

semijuave. bea

norine. Cch

ri
4
{

nites no 5, Och 49 £ 210v,
five notes lower),' The page has been badly
is partly incomplete.

ag no 6, Cch 49 £ 214v,
(2) Tl in source,
missing in scurce,
(2) T in source,
(3). Fh in source,
(3) Gg’ in source,
2) G¥ in source,
(3) Fu in source
t (bass) Gl in source,

43 £ 21%,

¢ different hand from the previous six In nomines, It is

Sirmus AT
ond csntus 7

Ber 78, cantus firmus &

Ber 08, sec
Dars 23

8

ond c2ntus §
and (27,

Anon. (In nomine)., Och

Tirmus C i

gnd ¢éifferent

missing in source,

in sourcs,
uissing. in souprce,

Firgus g in source,

sine~
o

[‘1

cantus fvrmub m(CSh\C, tn Towsce .

»

L2 & £ 13y,

Bar 11, centus :lrrms G missing in source,

Bar 27, first note of bar,b
Bar 31, cantus
Bar 32, cantus
Bar 50, cantus
Bars 52-54, centvs firpus o
Bar 59, contus firmus D miss

!

firmus O niss
Lirmus E,Lirs
firmos T miss
1

b =
%55, indsciphcereble,
ssing in sourcs, .
o t minim beet, nissing in cource,
ing, 2n¢ note, (1) Bl in source

Bars £6-67, cantus firrug Dis miseing,

Bar .77701),

Bar 100, the C of” the final clovd T wle

the  Bsig

T e e e

n e placea ambx uouS\i probobh’ refaers bo F,
F oo # in the Source

P e g o e g g T .

g g

e St et on

C e e e o

e

sy s . ogpey

R

et e e MY e
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Mr Strowger. In nomire, Cch 371 f 22v,
Mr Strowgsrs. In nomins, Och 371 f 23v,

(Strogers. In nomire,) Och 371 f 25.
This In nomine is incomplete, the lest follos of the source being

. missing,

13,

15,

16,

Bar 8 ?2) 6th quavef, Bb in source.
Bar 12 (2) last qusver, Ch in source,

Thomas Tomkins. In nomine 213. Ob Ius sch D 245-7 £f 134v,161v, 36v,
: Ibl Add 17792-6 £ lv.
Och 1013-2C no 5,
The transcription wes mede from Cb D 245~7, referred to here as
the source. The Lwo othar sources follow the same text remarkably
closely, end their voriant reedings ere noted in bracksts, In 4dd
177926, the third voice part is missing,
Bar /, (1) 5th quaver best TR in source (# in 1013).
Bar 16 (3) 4th quaver Bb in source.
(Bar 23 (1) 3rd crotchet beat § in 17792).
Ber 24 (1) 1st quaver F¥ in source, ({ in 1013),
Bar 31 (3) 4th quaver Bp in source,
{Bar 33 cenbus firmus 4 missing in 17792,
Bar 36 (1) 2nd quover E¥ in source,
Bar 16 (ﬂ dvd cusver beat CH in source,
{Bar 41 {3) &% crotehet 2¥ in 1074),
(Bar 43 (1) 4th crotchet CY in 17732,
Bar 44 (1) 1st beat omitted in source.,
(Bar 45 (1) changze of time indicated by 6 in 17792),
(Bar 47 (1) 2nd crokcket ¥ botsw, in 17752),
“(Bar 42 (3) 2nd crotehet A in 1012), @ n Sowrce.
(Bar 56 (1) 3rd crotchet bsat, Fy in 17792).
Bar 62 (3) 7th quaver Th in source,

- - s i M
Mr Goldar. In nomine ab. Ibl BM 24,2,2, f 24.
A1trouct i3 cev 53 : 3
Although there is a key sicnature of one sterp in the free parts,
the cantus {irmis is uithoyus signeture
@) sk v ok & ourcs .
Bar L Q) ish crovchak Wikhowt § th SOw

Jo.Wurd, Tentas:Innouine no 1, Pe # 770 ¢ 15C,
Igar 2 (4) C clef in source,

Bar F 5 ‘

Ba.rf;jg’ ((é; P lggaﬁf}ma% Hoin (ouvrce .

Bor 102w ) Lrel quaver no B tn fourcz .
Jen Ward,Innorine no 2, Pe P 70 £ 152y,

Bzr 5 (4) C elef.Brp 7 (4) F clef resumed,

pd

Bar 15 (4) 3 clef, Bep 1% F © resume
Por NO (1) Lnma quaver ?\oa)q 'u&le{a:rccsfn.l d'

JonMard, Innomine ne e ¥ 770 £ 155v,

3. P
Bzpr 2C (1) C cief in souree,Ber 21 (4) T clef resuned in source.
Ber 25 {4) 3ed crotclhat bea b Chl in Somrce . s
Bar 36 (4) C elef before 1nd quaver in Source . Bar Bfu)Fdef resumed .
Bar 45 (3} Bb in source,
Bar 64 {4) G clef in couree, Bew 65 (4) T clef resumed,
Bar 67 ) C clef afiep “nd crotchet best in source, Bar. 69 F clef
resumed,
Ber 26 (4} G cle? in stares, Brir 390 F clef resumed,
Ber 99 (4) C olnl 1n Teures, Lop 1'3 T 2laf rogunad,

Lk} yoror T e



i s " _L il R e
17, J.Mard, Innomine no 4, Pe¢ ¥ 770 f 155v,
Bar 2 (4) C clef. Bar 4 (4) T clef resumed in source,
: Ber 59 (4) C clef, Bar 62 (4) F clef resumed in source.
R 18, Baldvin, In nomine:conon in subdiapasen. Ibl BM 24.d.2 £ '3iv,
. ‘ Bar lines as in the source, with 2 six-best messute in the first
w3 ~and last bars,
Bsr 13 (1) the minim C is given only belf its proper velue in the source,
Bar 20 (1) the first note is written g in the source.
Bar 24 (3) 2nd quaver B rissing in source,
Barg 27-28 (5) the tied D's d & (sic) in source., The 2nd crotchet
D in bar 28 mizsing,
) At end; laudes deo. Finis:Jo:Baldwin 1606,
‘1‘ 3 19, (Richord Deering), (In nomine), Ob Mus sch.C 649 no 17 36
AN £f 224v, 166v, 97v, 162v, 234y, 26v.

This In nomine, 1i¥%:.so msny of +he works in this source, is
without either titls or ascription,

Bar 26 (5) 2nd minim D& in source,

Ber 33 glz 2nd 1inin F ¥ in source.

Ber 53 2/ Sth cuaver beat G4 in cource.

Bsr 80 (5) 4th cusver PR/ in source,

Bar 20 (6) 5th nusser beat & B in sourco, bek
Bers @3- 84 L3) on exbra crotchat £ appears Pelween
E ancd F W jn socwrce, .

Bar €5 (1) 1sk D s o« Semibreve in  Source .
Bar §5(3) mininn D withoutr o dot 1w Sourca .
gor 107 0) Tk quaver beat F  in fourcx.
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