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ABSTRACT

The twenty anthems of Thomas Ford which are kept in Oxford, Christ Church
Library (Mss. 56-60 and Mss. 736-738), provide the primary material for the present
study. Fourteen of those pieces are full anthems written for three-voice chorus of
contratenor, tenor, and bassus. Four three-voice verse anthems are incomplete because of
missing instrumental parts, and the two six-voice anthems (one is a verse anthem, the other
one is a full anthem) are also missing bassus parts.

'Ford's brief biography and a survey of his works, found in Chapter I, provide a
context for the study of his anthems. Chapter II contains an overview of the anthem
literature from the middle of the sixteenth century to the middle of the seventeenth century.
The anthem has undergone many changes since its inception, and the overview reflects
these changes in anthem style, illuminating the place of Ford's works in the anthem
literature of the period.

In Chapter III, the sources of Ford's anthems, the editorial approach to
transcriptions, and the anthem texts are described. Various aspects of melody, harmony,

counterpoint, form, and rhetorical devices, as well as performance practice of Ford's

anthemé are presented. Some musical features of Ford's anthems are compared with
features of his ayres, madrigals, and instrumental music in Chapter IV. In addition, Ford's
anthems are compared with works of his contemporaries--Thomas Tomkins, Thomas
Weelkes, Orlando Gibbons, Francis Pilkington, Robert Ramsey, and Martin Peerson. The

comparative study highlights the compositional style of Ford's anthems demonstrating that

xvii
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some of them are masterful and comparable to great works of the seventeenth century. All
are conscientious works of a skilled composer and they deserve a prominent place in the

anthem literature.
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CHAPTER I

INTRODUCTION

BRIEF BIOGRAPHY OF THOMAS FORD

Little is known about the personal history or ancestry of Thomas Ford (ca. 1580-
1648), an English composer of vocal and instrumental music. His date of birth is not
certain, although it is usually assigned to ca. 1580. Ford was appointed in 1611 as one of
the musicians of Prince Henry of Wales, the eldest son of King James I. In the list of those
who attended the funeral of Prince Henry in 1612, Ford's name is found (Lord
Chamberlain's Records, vol. 555).1 The appendix to Dr. Birch's The Life of Henry,
Prince of Wales shows that Ford's salary in 1611 was 30 pounds per annum, which was
later increased to 40 pounds.2 In 1625, Ford was appointed as one of the eighteen chamber
musicians for King Charles I's Chapel Royal.3 There, he was led by Master of Music
Nicholas Lanier (1588-1666) and specialized in lute, viol, and voice.

Ford received a salary of 80 pounds per annum in 1625, "for the place which he

v
soma

1Henry Cart de Lafontaine, The King's Musicke: a Transcript of Records Relating to Music and
Musicians, 1460-1700 (New York: Da Capo Press, 1973), 50.

2Thomas Birch, The Life of Henry, Pri les, El n of King James I. Compil
Chiefly from his Qwn Paper, and Other Manuscripts, Never Before Published (London, Printed for A.
Millar, 1760).

3Charles I was an amateur musician who studied viol with Coperario (Jeffrey Pulver, "The Viols

in England,” Proceedings of the Royal Musical Association 47 (1920-21): 12).
1
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formerly held, fortie pounds yearly, and the place which John Ballard, lately deceased,
held, and now bestowed upon him, the said Thomas Foord, fortie poundes yearly."4 The
following year, his annual salary was raised to 120 pounds according to the Calender of
State Papers of July 11, 1626. Ford's salary apparently remained the same at least until
1641, as stated in the records of Michaelmas of that year (Lord Chamberlain's Records, vol.
476).5 _
Ford served King Charles I from his coronation in 1625 until the Civil War in 1642.

In November 1648, Ford died and was buried on the 17th of that month at St. Margaret's,
Westminster. With the restoration of the crown, Ford's former post was shared by Charles
Coleman (ca. 1605-1664) and Henry Lawes (1596-1662), as stated in Lord Chamberlain's
Record, vol. 477, dated June 16, 1660:6

Dr. Coleman appointed for the viol, among the lutes and

voices in Mr. Thomas Ford's place. Mr. Henry Lawes

composer in the private musick for lutes and voices in Mr.

Thomas Ford's place.
Ford's will, which was located at Somerset House, comprised mostly bequests to some of
Ford's contemporary musicians, including Walter Porter (ca. 1587?-1659, see p. 59) and

who owed him.7 Ford's will indicates that he was not only a generous man but that he had

a close personal relationship with his colleagues.

4CharlesBume.y, neral History of Music, from the Earliest Age he Present Peri
(LLlondon, Printed for the author, 1789), 3: 361-362.

SLafontaine, The King's Musicke, 111.

6bid., 118.

TCecil S. Emden, "Lives of Elizabethan Song Composers: Some new Facts," Review of English
Studies 2 (1926): 416-22.
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THE MUSIC OF THOMAS FORD

Musicke of Sundrie Kind

After the success of Dowland's First Book of Songs or Avres of 1597, a number of
composers devoted their efforts to the compositions of ayres.3 These works combined
melody and English lyric verse in "one of the most perfect fusions of music and poetry that
has ever been witnessed in English culture."® Ford, one of these many composers of
ayres, published Musicke of Sundrie Kindes in 1607 in London.10 This was the only

publication of Ford's works published during his lifetime apart from two anthems in Sir

William Leighton's Tears or Lamentations of a Sorrowful Soul. Musicke of Sundrie

Kindes was published as a single volume in two parts. The parts, or "kindes," are

explained in the subtitle, as follows:

The first whereof are, Aires for 4. Voices to the Lute,
Orpharion, or Basse-Viol, with a Dialogue for two voices,
and two Basse Viols in parts, tuned the Lute way. The
second are Pavens, Galiards, Almaines, Toies,11 Jigges,
Thumpes,12 and such like, for two Basse-Viols, the Liera
way, so made as the greatest number may serve to play
alone, very easie to be performed. Imprinted at London by
John Windet at the Assignes of William Barley and are to be
sold by John Browne in Saint Dunstons churchyard in
Fleetstreet. 1607.

8The ayre, a form simpler than the madrigal, as Edmund Fellowes differentiates, is for a single
voice with instrumental accompaniment played by a lute and bass viol, or for voices in homophonic style
(Fellowes, The English Madrigal, repr. ed. Salem, New Hampshire: Ayer Co., Publishers, Inc., 1984, p.
41).

9Vincent H. Duckles, "English Song and the Challenge of Italian Monody,” Words to Music:
Papers on English Seventeenth-Century Song (Los Angeles: University of California, 1967), 6.

10The collection is reproduced in facsimile in 1971 by the Scolar Press (Thomas Ford, Musicke
of Sundrie Kindes, 1607, English Lute Songs, 1597-1632, vol. 21, ed. by David C. Greer. Menston,
England: Scolar Press, 1978).

115 toy is a piece for lute or virginal, simple in form and light in texture; many of them have the
character of the alman, coranto, or jig. The style is always straightforward with limited contrapuntal
elaboration.

127 thump is a seventeenth century piece which used left hand pizzicato and was limited to open
strings. In the last piece of the second book,with the alternative title "Mr. Richard Martin's thump," the
thump is to be executed with the first or second finger of the left hand.
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The first part was dedicated to Sir Richard Weston, the first Earl of Portland; and the
second one to Sir Richard Tichborne.13 Ford and other composers during the seventeenth
century dedicated their collections to celebrated persons, expecting "to find patronage for

their work among the nobility, . . . and the minor government officials of the day."14

The first part of Musicke of Sundrie Kindes contains ten ayres which are intended
for performance either by a solo voice with lute or bass viol accompaniment or by four
unaccompanied voices. The ayres are listed as follows:

1. Not full Twelve Years

2. What then is Love?

3. Unto the Temple of thy Beauty

4. Now I See thy Looks were Feigned

5. Go, Passions, to the Cruel Fair

6. Come, Phyllis, Come into these Bowers
7. Fair, Sweet, Cruel

8. Since first I Saw your Face

9. There is a Lady Sweet and Kind15

10. How shall I then Describe my Love?

A footnote at the bottom of the Table of Contents in the original edition explains
how the bass player must accommodate the vocal part to his instrumental style and

technique:

When you sing alone to the Basse, such notes as are broken
or divided by reason of the words, must be sung or plaide in
one stroke according to this Direction

A
Tk e

] !
174 | A

13gir Richard Weston (1577-1635) was knighted by James I in 1603 and became the first Earl of
Portland in 1633. An important official of James I and Charles I, he made great efiorts to stabilize the
financial and political position of the kingdoms. Ilie remained a high government official for nearly two
decades and served in all the parliaments of the 1620s. Little is recorded about Sir Richard Tichborne except
that he was known as a depenident and cousin of Weston.

14g, D. Mackemess, A Social Histor ry of English Music (London: Routledge & Kegan Paul,
1964), 67.

15"Fair, Sweet, Cruel" is also copied in British Library Add. 31806; "Since first I Saw your Face"
in Add. 29291 and 31415; "There is a Lady Sweet and Kind," in Add. 29291.
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Fellowes had the highest praise for Ford's ayres: "This set of ayres is one of the
most beautiful of the song literature, it may be compared with that of Dowland for beauty
of melody."16 Three ayres appeared in modern notation in Noah Greenberg's An
Elizabethan Song Book.17 The ninth one, "There is a Lady Sweet and Kind," was also
published in modern editon by Philip Wilson and Philip Heseltine (pseudonym Peter
Warlock).18

The first part ends with a piece entitled "a Dialogue," for two voices with an
accompaniment by two bass viols played lyra way, i.e., in multiple stops from a tablature.
The dialogue is a setting of lyrics involving a conversation between two characters; in it the
two voices answer each other and join at the end.

The second part of Musicke of Sundrie Kindes contains eighteen so-called
"lessons,"19 which are pieces for instrumental ensembles. At the end of some pieces in
this collection, Ford entered names associated with the pieces as a sign of respect and
friendship. "And if you do Touch me I'll Cry" (no. 11) was designated Sir Richard
Tichborne's toy, the dedicatee of the second part. Other titles at the end of some pieces in
the second part also include names of friends, acquaintances, important people, or

musicians.

16Fellowes, The English Madrigal Composers (Oxford: Clarendon Press, 1921), 321. Fellowes
was the first to publish Ford's ten ayres in modern edition in The English School of Luteni ng Writers,
1921.

17Noah Greenberg ed., An Elizabethan Song Book: Lute Songs, Madrigals and Rounds, music ed.
by Noah Greenberg; text ed. by W. H. Auden and Chester Kallman (New York: Douticday, 1956).

18Ford, "There is a Lady Sweet and Kind," ed. by Philip Wilson and Philip Heseltine (London:
Oxford University Press, 1923).

1915 the Table of Contents, Ford called the pieces "lessons.” Generally speaking, these lessons are
“pieces of easy rhythmical structure, originally presumably intended for educational purposes, with
melodies easy to play . . ." (Ernst H. Meyer, Early English Chamber Music, from the Mi
Purcell, 2d rev. ed. London: Lawrence & Wishart, 1982, p. 151).
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A Pavan (no. 1, M. Southcote's pavan)

The Galliard (no. 2, [M. Southcote's] galliard)zo

An Alman (no. 3, M. Westouer's farewell)

A Pavan (no. 4, M. Mayne's choice)

A Pavan (no. 7, Sir Richard Weston's delight)

An Alman (no. 8, Mounsieur Lullere his choice)

The Wild Goose Chase (no. 9, Sir John Philpot's delight)
The Bag-pipes (no. 12, Sir Charles Howard's delight)
Why not Here (no. 13, M. Crosse his choicce)

Whip it and Trip It (no. 15, M. Southcote's jig)

Cat of Bardy (no. 16, The Queen’s jig)

A Snatch and Away (no. 17, Sir John Paulet's toy)

A Pill to Purge Melancholy (no. 18, M. Richard Martin's thump)

Much early seventeenth century music for instruments was written with the amateur
performer in mind. Members of the gentry and lesser nobility kept and played viols; they
also helped support composers of viol music. In the title page of his Musicke of Sundrie

Kindes, Ford explained that the pieces were "very easy to be performed." The nature of

the compositions, their instrumentation, and their dedications all indicate that Ford and his
publisher expected their buyers to be of the gentry.21

As stated in the title page of the original edition, the last piece of the first part and all
the pieces of the second part are written for two bass viols. These pieces reflect the
growing importance in the early seventeenth century of the lyra viol or the bass viol played
"liera way."22 The viol music played lyra way is "related to lute music of the time, in that
music for lyra viol and lute were both written in French lute tablature, [a series of letters in
alphabetical order to indicate the fret at which any string is to be stopped]. The use of the

tablature facilitated the reading of multiple stops, implied polyphony and broken chords that

207his pavan and galliard for viol duet have been transcribed in Musica Britannica, 9: 205-206.

21walter Woodfill, icians in English iety from_ Elizabeth harl (Princeton:
Princeton University Press, 1953), 227.

22The lyra viol was a member of the viol family, It had six strings and seven frets. The strings
of a lyra viol were lighter and the bridge less round than division or consort bass viols (Christopher
Simpson, The Division-Viol or_th f Playing "ex tempore" upon round. 1667, a lithographic
facsimile of the 2d ed. London: J. Curwen & Sons Ltd., 1955, pp. 1-2). There were various tunings of the
instrument during the seventeenth century; about sixty tuning variants in use were investigated by Frank

Traficante (The New Grove Dictionary of Musical Instryments, s.v., "Lyra Viol," by Frank Traficante).
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are characteristics of the style of lyra viol music. The tablature also made it possible for a
variety of tunings to be used to facilitate the playing of chords."23

There were only a few composers from the beginning of the seventeenth century
known to have written for the lyra viol: Tobias Hume (ca. 1569-1645), Alfonso
Ferrabosco II (before 1578-1628), Lanier, Thomas Lupo (fl. 1605), William Corkine (fl.
1610-12), and Ford. The lyra viol remained popular through much of the century, with
works by such notable composers as John Jenkins (1592-1678), William Lawes (1602-
1645), and Christopher Simpson (ca. 1605-1669), among others.24

2311a H. Stoltzfus, "The Lyra Viol in Consort: an Example from Uppsala, Universitets-biblioteket
IMhs 4:3," Journal iol m iety of America 17 (1980): 47.

241dem, "The Lyra Viol in Consort with Other Instruments” (Ph. D. dissertation, Louisiana State
University, 1982), 3.
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Sacred Canons

Ford wrote four sacred canons. All were included in John Hilton's anthology of
catches, rounds, and canons--Catch _that Catch Can, which was published by John
Playford in 1652. The pieces were"Haste Thee,O Lord” (a canon at the unison, p. 101), "I
am so Weary" (a canon at the fifth, p. 102),25 "Lord, I Lift my Heart to Thee" (a canon at
the unison, p. 102), and "Look Down, O Lord" (a canon at the unison, p. 111).26 "Haste
Thee, O Lord," anonymous in Hilton, is attributed to Robert Ramsey (fl.c. 1612-44, see
chapter IV) in Harley Ms. 7337, but it bears an ascription to Ford in many other
manuscripts in which it appears.27

Canon was considered at this time to be a musical technique of the prima prattica in
Italy, but in England the vocal canon as an individual piece still made significant
appearances in catch collections. Thomas Ravenscroft's Pammelia (1609), an anthology of
one hundred anonymous pieces, was the first collection to contain individual vocal
canons.28 That collection was followed by two others, Deuteromelia (1609) and
Melismata (1611), also by Ravenscroft. Afterwards many other collections were
published, the most successful one being Catch that Catch Can. The vocal canons of Ford
and other composers of the period provided music for social gatherings and festivities; they
functioned as musical entertainment, even though many have sacred or serious texts.29 In

addition, some sacred canons may well have served teaching purposes in religious

25This canon is also preserved in British Library Add. 11608, 29291, 31819, and Harley Ms.
7337.

26" am so Weary" and "Look Down, O Lord" were reprinted in Burney's A General Hi £
Music, 3: 415416.

27The canon ascribed to Ford is preserved in British Library Add. 11608, 29291, 29386, 31462,
31463, 31806, 35038, and Harley Ms. 7337 (Augustus Hughes-Hughes, Catalogue of Manuscript Music in
the British Museum. London: The Trustees of the British Museum, 1964, 1: 117).

28N§w Grove Dictionary of Music and Musicians, s.v., "Canon," by Alfred Mann and J. Kenneth
Wilson.

29Besides the one hundred catches and rounds in Catch that Catch Can, forty-two sacred hymns and
canons are also included in the collection; some of those pieces with sacred texts are in Latin.
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education for the young.
Madrigals

Twenty-one secular madrigals by Ford are preserved in Oxford, Christ Church
Library, Mss. 56-60 and Mss. 736-738. Seventeen are three-voice settings and four are
for six voices; they are preserved in the same manuscripts side by side with the anthems.
Some of the vocal parts of the madrigals are of interest equal to those of the anthems and
are developed from the same melodic ideas; others are homophonic pieces. One of them,
"Sigh no more, Ladies," for two tenors and a bass without accompaniment., appears in
modern edition for vocal soloist with keyboard accompaniment in Four English Songs
of the Early Seventeenth Century (1925).30 Three of Ford's madrigals, "Oh, How my
Soul," "Sweet yet Cruel,” and "What Greater Joy," are included in this study (see chapter
V).

Another group of ten three-part madrigals now in the Fellows' Library at
Winchester College bears the ascription "Mr. Ford's three part."31 Fellowes believes that
these are not the work of Thomas Ford, pointing out that Ford is a common name, that the
madrigals are written in a "later hand," and that the madrigals are "not of much merit and
therefore it seems unlikely that they are the work of Thomas Ford."32
Instrumental Music

In addition to the eighteen dance movements for two bass viols in the second part of
Musicke of Sundrie Kindes, several pieces for viol ascribed to Ford appear in various
manuscripts. These include six incomplete fantasias for five viols in Royal College of

Music, Ms. 1.145 (the missing part can be added from British Library Add. 17792-6,

30Heseltine, ed., Four English Songs of the Early Seventeenth Century (London: Oxford
University Press, 1925), [8-11].

31The set of partbooks preserved at Winchester College also contains about seventy Italian canzoni
and seventeen French chansons.

32pellowes, The English Madrigal Composers, 322.
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where the pieces are complete, though anonymous); one fantasia for two bass viols
(Oxford, Bodleian Library Mss. C. 59-60), an ayre a 4 (British Library, Add. 40657-61,
presumably for viols),33 and an alman a 3 (Oxford, Christ Church Library Mss. 379-81).
The fantasias display admirable contrapuntal skill, and they are sometimes more serious
and complex than Ford's other instrumental music. Jacobean Consort Music includes in
modern edition one five-voice manuscript fantasia and two of Ford's consort pieces from
the second part of Musicke of Sundrie Kindes.34

Ford was a versatile composer, writing not only tuneful ayres but also sophisticated
consort pieces. The pieces composed after Ford joined the Chapel Royal in 1625 reflect,
according to Meyer, the state of intellectualism and over-development that had been reached
under Charles I;35 the trend can be noted in his contrapuntal fantasias as exemplified in the
Fantasia a 5 in Jacobean Consort Music (see chapter IV, p.124).
The Anthems

Twenty-six anthems by Ford are known, and they are listed in table 1:

Table 1.--Anthems by Thomas Ford

————

Title Type & No. of Part Source
I. Complete
Almighty God, which Hast me Brought f4 Tears36
At Night Lie Down 3 Mss. 736-738
Bow Down Thine Ear f3 Mss. 736-738
Forsake me Not f3 Mss. 736-738
Glory be to the Father f3 Mss. 736-738
Go Wounded Soul f3 Mss. 736-738
Hear my Prayer f3 Mss. 736-738
How Sits this City f3 Mss. 736-738
My Griefs are Full f3 Mss. 736-738

33The piece has been transcribed by Gordon Dodd for two treble, tenor, and bass viols, entitled
"Aire G" (Viola da Gamba Society Publications, SP 62).

34Thurston Dart and William Coates, eds., Jacobean Consort Music, Musica Britannica, vol, 9
(London: Stainer & Bell, published for the Royal Musical Association, 1962).

35Meyer, Early English Chamber Music, 194.

36Cecil Hill, ed., Sir William Leighton: The Tears or Lamentations of wful Soul, Early
English Church Music, vol. 11 (London: Stainer & Bell, Published for the British Academy, 1970).
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My Sins are Like f3 Mss. 736-738
Not unto Us f5 Tears
O Clap your Hands 3 Mss. 736-738
O Praise the Lord f3 Mss. 736-738
Praise the Lord, O my Soul f3 Mss. 736-738
Strike Thou the Anvil f3 Mss. 736-738
Why art thou so Heavy 3 Mss. 736-738
II. Missing the Instrumental Parts
Hail, Holy Woman v3 Mss. 736-738
Let us with Loud and Cheerful Voice v6 Mss. 56-60
Say Bold but Blessed Thief v3 Mss. 736-738
Strike, Lord, Why wilt Thou v3 Mss. 736-738
Yet if His Majesty v3 Mss. 736-738
HI. Missing the Lowest Parts
Let us with Loud and Cheerful Voice v6 Mss. 56-60
Miserere my Maker f6 Mss. 56-60
IV. Text and the Bass Part Only
All Glory be to God f
V. Texts Only
Blessed be the Lord v
Look, Shepherds, Look v
VI. Doubtful Work
Let God Arise f5

Of those that are incomplete, the full anthem "All Glory be to God" survives only
with the text and bass part.37 The verse anthems "Blessed be the Lord" and "Look,
Shepherds, Look" lack all the vocal parts, but their texts are contained in two manuscripts,
Harley Ms. 6346 and Oxford, Bodleian Library Ms. Rawl. Poet. 23. The latter one also
survives in James Clifford's collection of anthem texts, The Divine Services and Anthems
usually Sung in the Cathedrals and Collegiate Choirs of the Church of England, 1663.

Two of Ford's anthems have appeared in a modern edition of Sir William L eighton:

The Tears or Lamentations of a Sorrowful Soul, “"Almighty God which Hast me Brought"
and "Not unto Us."38 The five-voice full anthem "Let God Arise,"39 which appears in

37The text is located in both British Library Harley Ms. 6346, and Oxford, Bodleian Library Ms.
Rawl. Poet. 23; the bass part is in Lambeth Palace, Ms. 764 and Christ Church Library, Ms. 181.

38" Almighty God which Hast me Brought" is from British Library Add. 31415. The piece has
been transcribed and arranged in no less than ten different versions (Nancy K. Nardone, Sacred Choral Music
in Print. Philadelphia: Musicdata, 1981), 353. "Not unto Us" has also been collected in Sacred Motets or
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Rimbault's Collection of Anthems (1846), is attributed to Byrd in a post-Restoration bass
partbook compiled in ca. 1670 (Oxford, Christ Church Library, Ms. 1012); the bass part
only is included in vol. 16 of the Collected Vocal Works of William Byrd. However, the
piece is probably the work of Thomas Ford, as John Merro suggested in an annotation on
the manuscript, London, British Library, Mss. Add. 17792-6 and New York Public
Library, Drexel Mss. 4180-4185.40
& Kk ke k kK

Ford's anthems are the focus of this study. Although Ford has been considered a
prominent composer of ayres and viol music, his anthems have been treated only rarely in
studies of the anthem in the seventeenth century. Fellowes listed only two of his anthems,
preferring to categorize Ford as "one of the great group of English lute-song
composers."41

In order to understand the style of Ford's anthems and the position of his works in
the anthem literature, the writer will give an overview of anthems to ca. 1650. The
development of full and verse anthems, the important sources of early anthems, and some
individual works will be discussed.

The survey of early anthems will be followed by a description of Ford's anthems
according to the following categories:

(1) sources of the anthems
(2) editorial approach to transcriptions

(3) texts
(4) expressive effect, rhetoric, and affection

Anthems (Sir F. Bridge, ed., Sacred Motets or Anthems. London: Novello & Co. Ltd., 1922).

39Edward F. Rimbault, ed., A_Collection of Anthems, for Voices and Instruments (London:
Chappell, Printed for the Members of Musical Antiquarian Society, 1846), 61-69.

40Both manuscript collections were compiled by John Merro of Gloucester in the early
seventeenth century (William Byrd, the English Anthems, the Byrd Editon, vol. 11, ed. by Craig Monson.
London: Stainer & Bell, 1983, p. viii).

41Fellowes, nglish h 1 Music from Edward VI to Edward VII, 5th ed., rev. by J. A.
Westrup (London: Methuen & Co. Ltd., 1969), 106.
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(5) melody

(6) harmony

(7) counterpoint

(8) form

(9) performance practice

Afterwards, Ford's anthems will be related to his other vocal and instrumental
music according to such features as melodic pattern, style, and expressive effect. The use
of contrapuntal and other techniques of Ford's instrumental music will also be noted in his
anthems.

In addition, his anthems will be compared with works of some of his eminent
contemporaries, such as Thomas Tomkins (1572-1656), Thomas Weelkes (1575-1623),
and Orlando Gibbons (1583-1625), and some of his lesser known contemporaries, such as
Francis Pilkington (ca. 1570-1638, three anthems), Robert Ramsey (fl. ca. 1612-1644,
fifteen anthems), and Martin Peerson (ca. 1572-1650, twenty-one anthems). Following

the summary and conclusions of the study, an appendix will include a complete list of

Ford's works, transcriptions, and a critical commentary of the anthems of Thomas Ford.
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CHAPTER II

A SURVEY OF ANTHEM COMPOSITIONS TO CA. 1650

The anthem originated during the time of Edward VI (1547-1553) and evolved
continually through the middle of seventeenth century, the time of Ford's death. An
overview of this development illuminates the place of Ford's anthems.

Two types of anthems were produced in the Elizabethan and Jacobean periods--the
full anthem and the verse anthem. A form growing out of the motet, the full anthem was an
unaccompanied, entirely choral piece. The verse anthem, on the other hand, had passages
for soloist(s) with organ or instrumental ensemble accompaniment alternating with other
passages for full chorus.

The Development of the Full Anthem

The full anthem originated during the Reformation in England. Early reformers
promoted the use of native language and syllabic church music in the service in an attempt
to enable the congregation to understand and presumably take an active part in the worship.
The new vernacular church music produced a simple homophonic style of music for the
expanding middle classes who becoming prosperous and learned. Some of the anthems in

the new style were also composed for private family devotions.

14
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At the same time, Latin church music continued to be composed and sung in
England. The Latin language was still used, and motets were sung in the collegiate chapels
of Oxford, Cambridge, Eton, and Winchester, as well as in the Chapel Royal. The
Cantiones Sacrae of Tallis and Byrd (1575) as well as the latter's Gradualia (1605, 1607)
provide evidence that motets and other Latin church music were still in demand.

In the first few decades of the Reformation, a number of anthems were set
homophonically and syllabically,1 not unlike the metrical psalms of the period. Anthems
written in the middle and late sixteenth century by Tye and Tallis were generally simpler in
style than motets. The texture is also often homorhythmic and syllabic with clearly
demarcated phrases. The anthem texts were taken from either Scripture or the Book of
Common Prayer.

In the Elizabethan period, a more sophisticated style of anthem was produced by
composers such as Byrd, Tomkins, Weelkes, and Gibbons. Their anthems were quite
similar to the motet of the period. Milsom states:

Early composers of anthems . . . had already produced substantial
quantities of music by the time of the Reformation. It is therefore
hardly surprising that they should have drawn upon familiar and
well-tried compositional techniques and formal structures in the

creation of a new repertoire, selecting elements which met the
requirements of the church reformers and discarding those which

did not.2

IThis type of texture had already been seen in many secular songs and instrumental pieces in the
so-called "Henry VIII's Manuscript” (London, British Library Add. 31922). The modern edition of the
collection appears in vol. 18 of Musica Britannica, Music at the Court of Henry VIII, ed. by John Stevens,
1962). :

250hn Milsom,"Songs, Carols and Contrafacta in the Early History of the Tudor Anthem,”
Proceedings of the Royal Musical Association 107 (1981-82): 34.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



16

Later, in the Jacobean period, when the verse anthem became the predominant form of
polyphonic church music, the full anthem continued to be widely cultivated, and was greatly
influenced by the style of the Elizabethan madrigal. Dramatic and emotional texts were often
chosen for anthems by composers such as Lanier and Porter, who increasingly used musical
word painting techniques. This kind of anthem simultaneously allowed the composers to
create dramatic effects and convey personal religious experiences, while recognizing the

anthem tradition and maintaining the seriousness of its content.

The Development of the Verse Anthem

While the full anthem in the Elizabethan and Jacobean periods consistently extended
the vocal resources of the full chorus, the verse anthem provided opportunities for
imaginative treatment of solo voices. The verse anthem also afforded considerable
opportunities for the creation of a dramatic style and the extension of traditional polyphonic
techniques.

Scholars have not determined the origin of the verse anthem.. They agree, however,
that the consort song played an important role in the early development of the verse
anthem.3 For instance, Morehen regards the interrelationship between these two forms as
follows:

The contemporary verse anthem proper, . . . is . . . an offshoot of

the consort song, though the reasons for this assumption and
processes by which the two forms are connected, have never

satisfactorily been explained.4

Around the end of the sixteenth century, the form of the consort song with the

3The consort song is a type of English secular song of the late sixteenth and early seventeenth
centuries for solo voice(s) with an obbligato accompaniment of a consort of viols (New Grove Dictionary

of Music and Musicians, s.v., "Consort Song," by Philip Brett).
430hn Morehen, “The English Consort and Verse Anthems,” Early Music 6 (1978): 381.
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addition of a full chorus is identical to that of the verse anthem with instrumental ensemble
accompaniment, sometimes called the "consort anthem." Consort anthems differ from
verse anthems in the designation of accompanying forces as well as in the performance
function. The consort anthem with viol accompaniment is written for domestic use, while
the verse anthem with organ accompaniment is for liturgical use. In addition, the vocal
ensemble of the consort anthem has one singer to a part, whereas the chorus sections of the
verse anthem are sung by eighteen or twenty singers.5

The usual structure of a verse anthem employed by early composers such as
Farrant, Mundy, and Byrd often begins with an instrumental introduction, followed by the
solo verse and its instrumental accompaniment. The chorus, with the instrument(s)
doubling the choral parts, follows the first verse. The verse-chorus pattern is repeated
several times. Besides doubling the chorus and providing an independent accompaniment
for the soloist(s), the instrumental part often has interludes that anticipate the musical
motiyes of the succeeding verse sections, as located in Mundy's "Ah, Helpless Wretch"
(see p. 39 ). The close relationship between the solo verse and chorus appears in many
verse anthems in which the choral material, both music and text, is drawn from the end of
the preceding verse and develops it. However, some verse anthems, such as Gibbons', are

through-composed, having no thematic connection between verse and chorus sections.

SIbid., 382.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



18

Anthems Adapted from Motets
In addition to the newly composed full and verse anthems, some pieces existing in
the Elizabethan period were contrafacta of Latin church music with English texts. Milsom
speculates that the contrafacta anthems may well have been written to fill a temporary gap at
times of liturgical reform until new music became available.6 Unlike its frequent use in
Lutheran music of the sixteenth century, contrafactum played a less significant part in the
early development of English anthems; there are only about thirty examples of contrafacta
anthems that have been identified from the middle of the sixteenth century.’
It is unclear why there were so few motet adaptations in England. Daniel proposed
some possible answers:
1) the earliest examples of contrafacta had not survived,
2) there was not a great demand for choir music in England

because of the disruption of choir schools of cathedral
and collegiate churches,

6Milsom, "Songs, Carols and Contrafacta in the Early History of the Tudor Anthem," 35,
7Ra1ph T. Daniel, "Contrafacta and Polyglot Texts in the Early English Anthems,"” Essays in

Musicology. A Birthday Offering for Willi Apel, ed. by Hans Tischler (Bloomington, Indiana: Indiana
University, School of Music, 1968), 101.
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3) English composers were remarkably facile in furnishing
new music,

4) some of the early anthems were in fact contrafacta but the
models on which they are based have either not been

identified or have not survived.8
Some anonymous contrafacta in the incomplete Wanley Partbooks (tenor book
missing, see p. 24 ) which borrow from the structures of Sarum rite, have been identified.
As noted by Milsom,
plainsong and derived faburden may have served as a

foundation of several anthems in the Wanley Partbooks,
although the loss of the tenor book from this set has

prevented any definite identifications from being made.?

Some texts of the pieces are translated from Sarum ritual items: "In no Kind of Creature do
we Trust and Hope" is translated from the respond "Spem in alium;" "The Spirit of the
Lord has Replenished the Compass of the Earth" uses both the text and form of the
Whitsunday Introit "Spiritus Domini replevit orbem terrarum." 10

The earliest known examples of contrafacta anthem were the two pieces based on
the "In nomine" portion of "Missa Gloria Tibi Trinitas" by John Taverner (ca. 1490-1545).
These two anthems were included in John Day's Certain Notes of 1560 (see p. 27 ). One
setting begins with the text "In Trouble and Adversity,"11 the other with "O Give Thanks
unto the Lord, for He is Gracious." The former text is attributed to Thomas Caustun (ca.
1520/25-1569) in the medius partbook, but described as "In Nomine of Master Taverners"
in the bass part. Caustun was also named as the composer of the second setting in the

medius and tenor books, so he must also be the one responsible for the adaptations.12

81bid.

9(1;/Iilsom, "Songs, Carols and Contrafacta in the Early History of Tudor Anthem,” 35.

10mpid.

Hyohn Taverner, ¢. 1495-1545, Tudor Church Music, vol. 3 (London: Oxford University Press,
Published for the Caregie United Kingdom Trust, 1924), 199-200.

12Danel, "Contrafacta and Polyglot Texts in the Early English Anthems," 101.
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Two other full anthems by Taverner are motet adaptations: "I Will Magnify Thee," adapted
from "Gaude plurimum,"” and "O Most Holy and Mighty Lord," from "Mater Christi."
Only single voices of both pieces survive in King's College, Cambridge, Rowe Music
Library Ms. 316.

Thomas Tallis (ca. 1505-1585) adapted no fewer than fourteen anthems from his
own motets, most of which were taken from Cantiones Sacrae of 1575. Of his contrafacta
anthems four are adaptations of "Absterge Domine" and two are of "O sacrum convivium."
The identified contrafacta anthems are listed in table 2:13

Table 2.--Tallis' Contrafacta Anthems

Anthems Motets
Arise, O Lord, and Hear Salvator mundi: I
Blessed are Those that are Undefiled Beati immaculati
Blessed be Thy Name Mihi autem nimis
Discomfort them, O Lord Absterge Domine
Forgive me, Lord, my Sin Absterge Domine
I Call and Cry to Thee O sacrum convivium
If ye Love me Caro mea vera est cibus
0O God, be Merciful Absterge Domine
O Praise the Lord, All ye Heathen O salutaris hostia
O Sacred and Holy Banquet O sacrum convivium
Sing and Glorify Spem in alium
When Jesus Went Salvator mundi: IT
Wipe away my Sins Absterge Domine
With all our Hearts Salvator mundi: I

William Byrd (ca. 1542-1623) had at least twelve contrafacta anthems, three from
the motet "Ne irascaris." Most of his adapted anthems were early works, and it is possible
that the adaptations were made by Byrd himself soon after the originals had appeared.14
The contrafacta anthems "O Lord, Turn Thy Wrath" and "Bow Thine Ear" appeared in

numerous sources, including Thomas Myriell's manuscript . istitiae Remedium (1616), in

13New Grove Dictionary of Mysi Musicians, s.v., "Tallis, Thomas," by Paul Doe.

14peter te Huray, Music and the Reformation in England 1549-1 (New York: Oxford
University Press, 1967), 241,
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which both Latin and English versions are preserved in the same collection. Byrd's known

motet adaptations are listed in table 3:15

Table 3.--Byrd's Contrafacta Anthems

Anthems Motets

All ye People, Clap your Hands Alleluia, Ascendit Deus
Arise, O Lord, why Sleepest Thou Exsurge Domine
Behold, I Bring you Glad Tidings / Ne irascaris /

And there was with the Angel civitas sancti
Behold now, Praise the Lord Laudate pueri
Be not Worth very Sore Civitas sancti tui
Bow Thine Ear Civitas sancti tui
Let not our Prayers Nos enim pro peccatis
Let not Thy Wrath Ne irascaris
Let us Arise from Sin Attollite portas
Lift up your Heads Attollite portas
O Lord, Give Ear to the Prayers Memento, homo
O Lord, Turm Thy Wrath Ne irascaris

Others also made contrafacta adaptations of motets. Christopher Tye's "I Lift my
Heart to Thee" was originally titled "Amavit" in London, British Library Add. Ms.
31390.16 John Sheppard's (ca. 1520-ca. 1563) "I Cried unto the Lord" was preserved in
the beginning folio of King's College, Rowe Music Library Ms. 316 with the title "Voce
mea ad dominum."17 Robert White's (ca. 1535-1574) "O Lord, Deliver Me" is an
adaptation of the "Cognovi Domine" section of his motet "Manus tuae." The anthem is
contained in Oxford, Christ Church Library Mss. 56-60, the same collection which also
includes Ford's two six-voice anthems. Another motet adaptation of White, "Praise the
Lord, O my Soul,” was taken from the "Speret Israel" section of the motet "Domine non est

exaltatum."

15New Grove Dictionary of Music and Musicians, s.v., "Byrd, William," by Joseph Kerman.
16paniel, "Contrafacta and Polyglot Texts in the Early English Anthems," 106.

17Only the cantus partbook of this manuscript is extant. The first thirty-one folios of the
collection are devoted largely to Latin works and to motets with English words substituted.
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The motet adaptations by Taverner, Tallis, Byrd, and other composers suggest that
"there must have been a need for large-scale anthems in motet style, a need that could not

be satisfied from the contemporary repertory of English anthems."18

The Anthem in the Church Service

In the earliest years of the Reformation, anthems were sung at the close of Moming
and Evening Prayer, unofficially taking the place of the votive antiphon customarily sung
by the English after certain Offices.19 The practice was not made official until the reign of
King Charles II (1660-1685). In the Prayer Book of 1662, the rubrical provision was
made for the anthem: "In Quires and Places where they sing, here followeth the Anthem,"”
that is, the choir sings the anthem after the third Collect (between the third Collect and the
Litany of Morning and Evening Prayer). Although a second anthem had been sung after
the sermon in the Chapel Royal, only one anthem was performed in the church service

around the middle of the seventeenth century.

181 ¢ Huray, Music and the Reformation in England, 194.
19Doe, Tallis (London: Oxford University Press, 1968), 50.
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The Church Choir

The early Anglican church choirs were not greatly different from the choirs before
the Reformation, since the church tended to preserve the tradition of the past. But
monasteries were dissolved during the years from around 1536 to 1558, the year of the
accession of Elizabeth I, and many choir schools of cathedral and collegiate churches were
disbanded as a result of the Chantries Acts in 1545-1547. While choir schools of
cathedrals and collegiate churches were closed, the Chapel Royal still retained and
employed a number of singers and composers. The maintenance of the Chapel Royal as a
musical institution gave opportunities for the best musicians and composers to work in an
ideal environment. It regularly employed thirty-two men and twelve boys from the mid-
sixteenth century until.the Civil War.20 In addition, since the smaller choirs had
disappeared with the dissolution of the monasteries and collegiate churches, the cathedrals
and Chapel Royal remained the places where many early anthems were performed.21

The size of cathedrals and collegiate church choirs varied from place to place.
According to James Smith, cathedral choirs of sixteen men and eight boys were the average
size in 1540s. Some small choirs comprising twelve men and six to eight boys were
formed at the cathedrals of Bristol, Carlisle, Chester, Gloucester, and Rochester; larger
choirs of twenty to twenty-four men and ten boys were established at Westminster Abbey
and at the cathedrals of Canterbury, Durham, Winchester, and Worchester.22 Of course, it
is possible that the official choristers may have been supplemented by additional singing

boys from the outside for festive occasions, and that not all members sang at every service.

20New Grove Dictionary of Music and Muysicians, s.v., "Chorus," by James Smith.

211n the cathedrals established by Henry VIII and his successors, more than thirty choir schools
were constituted and allowed to continue on the old model.

rove Diction Music an icians, s.v., "Chorus," by Smith.
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Sources of Early Anthems
Although the anthem had become a major genre of church music by the beginning
of the seventeenth century, music for the English rite had been composed since the middle
of the sixteenth century. The most important sources of the early anthem are the Wanley
Partbooks, Lumley Partbooks, and John Day's Certain Notes Set forth in Four and Three
Parts to be Sung at the Morning Communion and Evening Prgygr.23 The first two

collections were of particular interest for early English church music, since both were
copied around the period of the Act of Uniformity and the publication of the first Book of
the Common Prayer in 1549.24
Wanley Partbooks

The Wanley Partbooks, Oxford, Bodleian Library Music School E. 420-22, were
compiled in ca. 1546-1548. It was originally a set of four partbooks, but the ‘cnor book is
now missing,25 leaving only the parts for contratenor I, II, and bass. The collection
contains works of a wide variety of forms and styles. Of about ninety sacred pieces with
English texts in the collection, ten are settings of the complete Office of Holy Communion
(including Kyrie, Credo, Gloria in excelsis, Sanctus, Benedictus, and Agnus Dei) and
occupy the most prominent position in the collection.26 Also included are five Morning
and Evening Canticles, three settings of the Lord's Prayer, and seventeen anthems with

prose texts from the Psalms or Gospels. No composers are named in the Partbooks;

231bid., s.v., "Anthems," by Le Huray.

24The Act of Uniformity of January 21, 1549, directed that after June 9 the first Book of
Common Prayer be used, and none other" (Gustave Reese, Music in the Renaissance. New York: W.W.
Norton Co., 1959, p. 796).

25The tenor partbook was already lost before Humfrey Wanley, librarian to Lord Harley, owned
the set in the early eighteenth century.

26Three of them are adaptations with English texts of Latin Masses. Two are by John Taverner,
one is "Sine nomine, " or "The Meane Mass", transcribed in Tudor Church Music, 3: 143; the other is
"Small Devotion Mass " which is also found in the same collection, 3: 169. The third one is by John
Heath (fl. 1550), entitled "Communion Service. "
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however, a few of them have been identified through concordances in Certain Notes,
which contain attributions. Composers thus identified include Tallis, Sheppard,27
Taverner, Robert Okeland (fl. 1532-55),28 Caustun, Robert Johnson (ca. 1500-ca.
1560),29 and William Whybroke (fl. 1520-1550).30

Most of the pieces in the Wanley Partbooks are simple syilabic and chordal settings,
but some are more elaborate and contrapuntal. The canticle Nunc dimittis (Lord, let Thy
Servant now Depart) by Tye is a consistently contrapuntal piece with lengthy inﬁta;ive
passages.31 Tallis' "If ye Love Me," also in the Partbooks is discussed below in the
chapter (see p. 32 ).

27Sheppard was Informator choristarum at Magdalen College, Oxford from 1543 to 1548. He
went to the Chapel Royal afterwards, for his name was in the list of the Gentlemen of the Chapel Royal in
1552, and he was at the Chapel Royal throughout the 1550s.

280keland was a Gentleman of the Chapel Royal between 1546 and 1548 and the organist at St.
Mary-at-Hill between 1553 and 1555. Both his "Praise we the Father" and "Praise the Lord, O our Souls"
are collected in both the Wanley Partbooks and Day's Certain Notes.

2930hnson was a Scottish priest and composer. He was accused of heresy and fled to England
about 1535.

3()Whybroke was one of the Minor Canons of St. Paul's Cathedral in London from 1531 to 1535.

311t has been suggested that this piece is one of Tye's earliest English works. The text comes
from the Marshall Primer of ¢. 1535. The piece is transcribed by Jeremy Noble in Le Huray's The Treasury
of English Church Music (Cambridge: Cambridge University Press, 1982), 1-6.
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Lumley Partbooks

The Lumley Partbooks, London, British Library, Royal Appendix 74-76, were
compiled in 1547-1552. This set of Partbooks, approximately contemporary with the
Wanley Partbooks, is also incomplete, missing the bassus book. The three remaining parts
are the triplex, contratenor, and tenor. A variety of pieces were copied in the manuscript--
three hymns, one Magnificat with English text, twenty-two anthems, Services, madrigals,
and instrumental music. The instrumental pieces include lute music and string duets, trios,
quartets, and quintets, as well as a septet. The lack of music for the Communion Service
included in the Lumley Partbooks suggests that the collection may have been intended for
private use rather than for church.32 Nearly all of the music is anonymous; Tallis is the
only composer named in the vocal part of the manuscript. The pieces known to be written
by Tallis are the Benedictus for men's voices and the anthem "Remember not, O Lord."33

Twenty-nine sacred vocal pieces of the Lumley Partbooks have been published in
modern edition by Blezzard.34 She has reconstructed the bassus parts for all the twenty-
nine pieces in a simple harmonic style. In certain pieces, the tenor parts constitute the
harmonic bass of the piece so that no bassus part is required.

Most of the sacred vocal music in the Partbooks is homophonic and syllabic, in

keeping with the restrictions of the Reformation.35 Two anthems from the Lumley

321 & Huray, Music and the Reformation in England, 181.

33The keyboard version of "Remember not, O Lord" is in The Mulliner Book and transcribed in
Musica Britannica, 1: 36-37.

34Judith Blezzard, ed., The Tudor Church Music of the Lumley Books, Recent Researches in the
Music of the Renaissance, vol. 65 (Madison: A-R Editions, Inc., 1985).

350ne of the principal promoters of Reformation, Archbishop Cranmer wrote a letter to Henry
VIII advocating the syllabic style of English church music. In the letter of 1545, he suggested that "the
song should be made thereunto would not be full of notes, but, as near as may be, for every syllable a note,
so that it may be sung distinctly and devoutly.” This was adopted under Edward VI in 1547, when it was
ordered that "no anthems were to be allowed but those of our Lord and they in English, set to a plain and
distinct note, for every syllable one" (Oliver Strunk, ed., Source Readings in Muysic History. New York:
W.W. Norton Co., 1950, pp. 350-351).
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Partbooks that illustrate the note-against-note style are "O Lord Christ Jesu" and "Praised
be God."36 In these lengthy antiphonal anthems, chords in root position dominate;
inversion and altered chords appear very rarely.

There are no anthem adaptations from Latin originals in the Lumley Partbooks, but
some pieces are constructed on the basis of contrapuntal, imitative texture, notably in the
simple setting of the Magnificat which intersperses one or two brief homophonic
passages.37 Two settings of the canticle Nunc dimittis are partially set in imitative style.38
The structure of the two canticles is identical: both open homophonically for four measures,
with contrapuntal and homophonic textures alternating throughout the pieces.

Certain Notes

The earliest printed collection of English church music, Certain Notes (London,

1560), was published by John Day.39 The complete title reads as follows:
Certaine notes set forthe in foure and three partes, to be sung
at the Momnyng, Communion and Evenyng Praier, very
necessairie for the Church of Christe to be frequented and
used: and unto them added divers Godly Praiers & Psalms in
the like forme to the honor & prayse of God. Imprinted at
London over Aldersgate, beneath S. Martin's by John Day.
1560. Cum gratia et privilegio Regiae Maiestatis.

The collection was widely used in cathedral and collegiate choirs, so the 1565 second

edition, which was identical in contents to the first edition, bore the new title:
Mornyng and Evenyng Praier and Communion, set forthe in
foure partes to be song in Churches, both for men and

children, wyth dyvers other godly praiers and Anthems of
sundry men's doyngs.

36Blezzard, ed., Tudor Church Musi Lymley Books, 84-89; 90-98.
37mvid., 44-51. Numbered 12 by Blezzard, it is the only Magnificat setting in the Partbooks.
381bid., 101-103; 117-119.

39Day (1522-1584) was an early printer who also published many religious works. Between the
years 1562 and 1583, he printed thirty-six editions of Sternhold-Hopkins psalter (New Grove Dictionary of

Music and Musicians, s.v., "Day, John,” by Miriam Miller).
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About twenty anthems are included in the collection, some of which are also found
in the Wanley Partbooks. This publication includes many works by Thomas Caustun--two
full Services (one for men, the other for children), Magnificat and Nunc dimittis (an
alternative setting of the Evening Canticles of the Service for men), and six anthems.40 It
seems that Caustun enjoyed a great popularity during that period, yet little is known about
him. He was a Gentleman of the Chapel Royal from the period of 1550 to 1569; he was
succeeded in his position, in October 1569, by Richard Farrant (see p. 35 ). Besides the
pieces contained in Certain Notes, two other anthems of Caustun, "O Most High and
Eternal King" and "Yield unto God," are known. Sheppard's "Submit Yourself' and
Tallis' "Hear the Voice and Prayer" are also contained in the publication; they are discussed

in detail under the headings of each individual composer.

sfesle ok sk e ke sk

In order to represent a survey of the development of anthems from the beginning of
the Reformation to the time of Ford's death, certain anthems of several composers are
described. Some composers chosen for this study are well known, such as Tye, Tallis,
Byrd, Tomkins, Weelkes, and Gibbons. However, other lesser-known composers, such
as Sheppard, Farrant, William Mundy, and Porter, also contributed a great deal to the
anthem literature. Features of selected anthems of each of these composers are presented in

chronological order.

Christopher Tye (ca. 1500-1573)

Thirteen extant anthems are attributed to Christopher Tye,"'1 all of which are for full

40Daniel & Le Huray, The Sources of English Church Music. 1549-1660, Early English Church
Music, suppl. vol. 1 (London: Stainer & Bell, Published of the British Academy, 1972), 2: 90.
410f his English church music, Tye translated fourteen chapters from The Acts of the Apostles in
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choir of men and boys, most in four parts. Tye's anthems generally fall into short sections
each consisting of canonic imitation in syllabic style. In "I Will Exalt Thee, O Lord,"42 the
subject that opens the anthem is followed by other parts in canonic imitation, and all four
voices cadence at m. 10 (Example 2-1); afterwards, a new series of subject entries on the

next phrase of text follows in a like manner.

] will ex «alt thee, Q__ Llond, e = Mt thee,

Example 2-1. Tye, "I Will Exalt Thee, O Lord," mm. 1-4.

Generally speaking, Tye's anthems are in motet style; the texture changes from
contrapuntal to homophonic only for contrast or to articulate formal division. In "I Will
Exalt Thee, O Lord," after a series of contrapuntal passages, the first section of the piece is
concluded by a homophonic passage. The second section, however, is not terminated by a
setting on the words "Amen" or "So be it," as usually found in Tye's anthems.

Closely adhering to Cranmer's precepts, syllabic text setting prevails in Tye's

anthems; long melismas are extremely rare. Melismatic passages occur on the penultimate

1558, the music was dedicated to King Edward VI for appomtmg him Music Master to the royal family.
The modern edition is done by John Morehen and included in Early English Church Music, vol. 19,

Christopher Tye: English Sacred Music, I. "I Lift my Heart to Thee" and "O Lord, Deliver Me" are
musically identical.

42Tye., English_Sacred Music, I, Early English Church Music, vol. 19, ed. by John Morehen
(London: Stainer & Bell, Published for the British Academy, 1977), 125-145.
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syllable in cadential formulas in some pieces. Melodic movement is mainly stepwise; all
leaps are confined to the common practice.

A number of imitative subjects in Tye's anthems have upward leaps, especially
between the first two notes. Subjects containing leaps and ascending melodies are often
associated with the texts in praise of God or rejoicing, examples of which can be found in

"I Will Exalt Thee, O Lord" (see Example 2-1) and "Praise ye the Lord, ye Children,"

among others (Example 2-2).

Paise ye Ow lord.ye child « rem, yo child

Example 2-2. Tye, "Praise ye the Lord, ye Children," mean part, mm. 1-3.

Many cross relations appear in "I Will Exalt Thee, O Lord," such as at m. 55
(Example 2-3). The use of cross relations including simultaneous cross relations is not
only a characteristic of Tye's harmonic style but also of the other composers of the
sixteenth and seventeenth centuries.

ottty - o 1& lho-

= 2 *
m~ednn.\o-

b

sty = o me, thou

| e e
sty = o me thow

Example 2-3. Tye, "I Will Exalt Thee, O Lord," m. 55.

A textual phrase or a single word often provided inspiration for Tye to use text

painting devices. He wrote a descending line for the text "from them that descend into the
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pit" in "I Will Exalt Thee, O Lord" (Example 2-4). Another example that shows Tye's
attention to text painting is found in "I Have Loved."43 The composer has used downward

melismas in all the voices to express the sliding of the feet at mm. 105-111 (Example 2-5).

X ——

o me from them  that dee=scend in - 10 the it

Example 2-4. Tye, "I Will Exalt Thee, O Lord," bass part, mm, 47-49.
»

A, L3 ———:
" + e —

eyes from  teans, {OM e fe31,

E]
eyes from team,
= e —— — ——
tears, my feet
ﬂ £ x x
! e - :
my feet from dd -~ - ing,

Example 2-5. Tye, "I Have Loved," mm. 105-106.

Tye's "I Will Exalt Thee" and "Sing unto the Lord" are grouped together as the first
and second sections of one anthem, a practice clearly derived from the motet. Tye's
grouping of two pieces, which expanded the scale of the early anthem, is followed by
Byrd, Ford, and other composers in the Tudor and Jacobean periods. Byrd's "Christ
Rising Again" and its second part "Christ is Risen," Ford's "Bow Down Thine Ear / Be
Merciful unto Me" and "O Clap your Hands / He Shall Choose out an Heritage for Us" are

only a few of the numerous examples.

Thomas Tallis (ca. 1505-1585)

Besides the fourteen motet adaptations (see p. 20 ), eleven full anthems can

431bid., 77-98.
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definitely be attributed to Tallis. A wide range of style characterizes his church music. Doe
notes at least three styles apparent in Tallis' anthems and Services: (1) the short anthem
style for four vocal parts, (2) the elaborate anthem style with richer texture, perhaps
intended only for the Chapel Royal, and (3) nine Psalm tune settings for four vocal parts in
simple, mainly chordal style.44

The anthems of Tallis composed during the experimental years, when the English
language was first introduced into the services of the church, are in the simple settings for
four vocal parts; examples include "If ye Love Me," "Hear me, O Lord," "Hear the Voice
and Prayer," and "Purge me, O Lord." These simple anthems serve as brief interludes after
the third Collect. The texts are set syllabically with very little repetition of text; melismatic
passages are used mainly at cadential points.

"If ye Love Me" has a homophonic beginning for four measures;45 from measure
5, the contrapuntal technique prevails in the rest of the piece. The various phrases of the
text are set forth polyphonically by successive points of imitation, just as in a motet. While
keeping the note-against-note text underlay, some words are set melismatically so that all
the voices declaim the same word at the end of the phrases. The vocal range of the anthem
is limited to an octave, and with the exception of the bass part, the motion of the vocal parts
is mainly stepwise.

A common rhythmic pattern of repeated notes in the sixteenth century is often a
subject for imitation. The repeated notes at the beginning of the phrase "and I will pray the

Father" are imitated by the other three parts (Example 2-6).

44Doe, Tallis, 50.
45This anthem is located in Le Huray 's Tr f English Church Music. 1545-1650, 11-13. It
is identified by Bumpus as an adaptation of Tallis' motet "Caro mea vera est cibus" (John Bumpus, A

History of English Cathedral Music, 1549-1889. London: Gregg International Publishers, 1972, p. 46).
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Example 2-6. Tallis, "If ye Love Me," mm. 5-9.

The formal structure ABB, which involves the block repetition of the second half or
final section of a work, is used in the anthem. This form had become common during the
later years of Henry VIII's reign, and its popularity continued in the Elizabethan period, as
evident in the repertories of the consort song and lute song. Tallis used the form quite
extensively for his anthems, as did Ford, who applied the form not only to his anthems but
also to his madrigals.

In a similar style, "Hear the Voice and Prayer" commences with canonic imitation,
and each section closes with bldck harmony.46 As far as the text underlay is concerned,
the piece is kept primarily in syllabic style until the last few measures, where the melismatic
phrases are observed.

An important characteristic of Tallis’ anthems is the rhythmic interplay among the
voices that results from the variety of rhythms in the individual voices and the less rigorous
imitation. In addition, Tallis usually employed the longest notes at the beginning and the

end of a piece. Long notes are also given to important words, such as "true God" and

461 ¢ Huray, ed., Anthems for Men's Voices (London: Oxford University Press, Music
Department, 1965), 1: 2-4. Identified by Bumpus, the anthem is based on the ancient hymn "Christe, qui

lux es et dies” (Bumpus, History of English Cathedral Music, 46).
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"Christ" (Example 2-7) in the anthem "O Lord, Give Thy Holy Spirit."47 The long notes
set these words apart from the words near them, making an example of the expressive use

of thythm.
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Example 2-7. Tallis, "O Lord, Give Thy Holy Spirit," treble part, mm. 20-22.

John Sheppard (ca. 1520-ca. 1563)

Sheppard's English church music is of considerable importance as shown by the
printing of his anthems in several collections. Of his nine complete full anthems, seven are
for four-voice, two are for three-voice chorus.#8 Some of his anthems are preserved in the
early manuscripts (e.g. Wanley Partbooks) and printed sources (Certain Notes). Some are
collected in John Barnard's The First Book of Selected Church Music (1641) and in James
Clifford's The Divine Services and Anthems (1664).

As in Tallis' early anthems, the words of the anthem "Submit Yourselves" are set
contrapuntally and with syllabic text underlay."*9 Although this anthem is in ABB form,
the second section has a shortened second ending or B section.

Sheppard's Easter anthem "Christ Rising Again," whose text is derived from the

Book of Common Prayer (1549), has an essentially contrapuntal texture punctuated by

47Tallis, English Sacred Music I: Anthems, Early English Church Music, vol. 12, ed. by Leonard
Ellinwood (London; Stainer & Bell, Published for the British Academy, 1971), 25-28.

480ne of the three-voice anthem "Steven First after Christ" is preserved in the Royal Music
Library, London, Ms. 24, d3 and printed by Sir John Hawkins in his A General History of the Science and
Practice of Music (London: Novello, Ewer & Co., 1875), 358-359.

49L¢ Huray, ed., Anthems for Men's Voices, 1: 5-7.
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short chordal passages.S0 On a larger scale than "Submit Yourselves," the two-part
anthem "Christ Rising Again / Christ is Risen Again" for men's voices is written in a
solemn liturgical style and ends with two florid settings of "Alleluia," one at the end of
each section. Like "Amen," the text "Alleluia” inspired numerous composers of the period
to employ complex contrapuntal writing and sonorous treatment of the word. Of the
fourteen early anthems on the text of "Christ Rising Again" known uﬁ to 1660,71 one is by
Sheppard, the other one by Byrd. Sheppard's piece shows fewer attempts at dramatic
word painting than Byrd's setting (see p. 41 ), except at the beginning of the second part,
where the ascending melodic line expresses the words "Christ is risen again" (Example 2-

8).
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Example 2-8. Sheppard, "Christ Rising Again," baritone part, mm. 44-45.

Richard Farrant (ca. 1525-1580)

A contemporary of Sheppard, Farrant wrote full anthems that show his assurance in
Reformation style.52 "Hide not Thou Thy Face" is one example of the simple style of
Reformation service music which characterizes his full anthems.”3 This anthem is set
homophonically, and the few non-harmonic notes are used mainly as passing tones.

Derived from Psalm 27:9, syllabic text underlay is observed except at the cadential points

5bid., 2: 5-11.

S1paniel & Le Huray, The Sources of English Church Music, 1: 46.

52Farrant was one of the Gentlemen of the Chapel Royal during the reigns of Edward VI, Mary
Tudor, and Elizabeth. He resigned the post in 1564 and became the Master of the Choristers at St.

George's Chapel, Windsor; but returned to the Chapel Royal as Master of Choristers in 1569. The two
four-voice full anthems "Call to Remembrance" and "Hide not Thou Thy Face" both were printed by

Barnard in the First Book of Selected Church Music and by Clifford in the Divine Services and Anthems.
53Le Huray, ed., Treasury of English Church Music, 46-47.
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where two eighth notes are used.

Farrant's four-voice anthem "Lord, for Thy Tender Mercy's Sake" combines
homophonic and contrapuntal textures in an ABB form.54 Using the words from John
Bull's Christian Prayers (1568), the anthem opens with homophonic phrases, but the
repeated second section begins with imitations. This brief imitative section relieves the
anthem from the sﬁffness of the pervasive homophony. The style of this piece is common
in many other anthems. It seems to anticipate the later fuging tune in form and style.53

A trait found rather frequently in Ford's anthems can also be located in "Lord, for
Thy Tender Mercy's Sake": the tenor and bass parts have a brief passage of parallel thirds
from m. 16 to m. 17 (Example 2-9). Farrant also employed the devices of parallel thirds
and sixths in "Call to Remembrance" 6: parallel thirds between the soprano and alto parts
at mm. 12-13; parallel sixths between the soprano and tenor parts at mm. 15-16 (Example
2-10). This technique of using parallel motion of a third or sixth between parts can be
located frequently in Ford's anthems (see p. 105).
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Example 2-9. Farrant, "Lord, for Thy Tender Mercy's Sake," tenor & bass parts,
mm. 16-17.

541bid., 48-49. The anthem is also ascribed to John Hilton the elder (d. 1608).

55A fuging tune also begins with a first section in plain homophony, and after a cadence and a
pause, proceeds to the second section, in which voices entered imitatively.

56Cnristopher Morris, comp., The Oxford Book of Tudor Anthems; 34 Anthems for Mixed Voices
(New York: Oxford University Press, 1978), 50-54.
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Example 2-10. Farrant, "Call to Remembrance," soprano & alto parts, mm. 12-13;
soprano & tenor parts, mm. 15-16.

Although Byrd is generally credited with beginning the new form of the verse
anthem, several early examples having characteristics of the verse anthem are found in
sources antedating Byrd's. Farrant and Mundy (discussed below) are the first composers
to experiment with composing verse anthems. The former's "When as we Sat in
Babylon," reconstructed by Le Huray from two extant organ parts,57 is considered to be
one of the very earliest verse anthems and is dated from the 1560s or early 1570s. This
anthem is an embryo of the verse-anthem form. Here the last phrase of the solo verse the
music of which is repeated by the organ part has a text. It is supposedly intended for the
chorus (Example 2-11). The strophic verse section with independent organ accompaniment
is rather straightforward; the brief chorus (or the texted organ part) is chordal with the

upper voice containing the melody.
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Example 2-11. Farrant, "When as we Sat in Babylon," mm. 21-25.

571 e Huray, Music and the Reformation in England, 221.
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William Mundy (ca. 1529-1591)

Mundy composed five extant full anthems and one verse anthem.58 Written for
Compline, his widely disseminated four-voice anthem "O Lord, the Maker of all Things" is
composed for decani and cantoris choirs on a text that first appeared in the King's Primer
of 1545.59 The anthem is in the usual ABB form and concludes with a brief melismatic
"Amen." Both choirs simultaneously sing the opening sixteen measures and the entire
second section in four-part imitative polyphony. The decani and cantoris sing short
phrases alternately in a homophonic style in the middle section (mm. 16-27). This change
of texture is similar to the polychoral music of the Venetian School of the late sixteenth
century.

"Let us now Laud" is mainly built on short imitative phrases with each new text
section featuring a different subject.60 Based on a poetical text of unknown authorship,

the anthem closes with the Lesser Doxology and a florid setting of "Amen."61

53Mundy had been a chorister at Westminster Abbey from 1542 to 1543. From 1548 he was a
parish clerk at St. Mary-at-Hill in London. A few years later, he went to St. Paul's before accepting the
appointment at the Chapel Royal in 1563.

59Le Huray, Treasury of English Church Music, 22-27.
601dem, Anthems for Men's Voices, 1: 15-21.
61The Lesser Doxology is usually sung following the Psalms or paraphrase of Psalms.
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Mundy's strophic verse anthem "Ah, Helpless Wretch" is scored for contratenor
solo, five-voice chorus, and organ.62 The anthem begins with an organ introduction
whose uppermost melody contains the opening phrase of the solo part (Example 2-12).
The low tessitura and narrow range of the solo voice are aimed to depict the deep penitence
of the text, which is taken from The Poore Widowes Mite (1583)--a collection compiled by
William Hunnis, Master of the Children. In the verse sections, the music of the organ and
the solo voice are related by the interlocking of musical motives. Examples are found in
some brief interludes where the musical motives appear first in the organ and are then
imitated by the solo voice. The chorus and the solo part are also closely related, as the alto

part of the chorus often imitates the last phrase of the solo voice (Example 2-13).
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Example 2-12. Mundy, "Ah, Helpless Wretch," mm. 1-7.
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Example 2-13. Mundy, "Ah, Helpless Wretch," mm. 46-49.

William Byrd (ca. 1542-1623)

Byrd is one of the greatest composers of English church music. He wrote both

621 ¢ Huray, Treasury of English Church Music, 28-32.
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anthems and Latin church music,63 reflecting both his Catholicism and his membership in
the Chapel Royal. Nearly seventy anthems and anthem-like pieces were published in the
three collections: Psalmes, Sonets. and Songs (1588), Songs of Sundrie Natures (1589),
and Psalmes. Songs. and Sonnets (161 1).64 These three large collections contain a total of
one hundred and fourteen pieces and include both sacred and secular pieces. The
collections are significant because of their "maintenance of a line of development which led
from the court and domestic music of Henry VIII's time to the Jacobean verse anthem and
ayre. "65

Psalmes, Songs, and Sonnets is particularly significant, since, in this collection,
Byrd put a greater emphasis on full anthems. One such anthem, "Sing we Merrily unto
God," a five-voice setting of Psalm 81: 1-4,66 includes as its second part "Blow up the
Trumpet in the new Moon." Because of the unusual voice grouping of three sopranos, one
alto, and one tenor, Byrd may have written the anthem with a specific choir in mind, or
perhaps he intended it for domestic rather than church use. Both parts of the anthem are set
contrapuntally, and all the phrases are organized so that the voices reach the cadence
together at the end of each textual phrase.

The opening subject of the anthem has a feature which is found frequently in
Byrd's anthems. Many subjects of ascending melody which are built on diatonic scales are
related to the texts of praise, joy, and thanksgiving. In this piece, the subject is set to an

ascending G major scale (Example 2-14).

63Byrd’s motets were collected in Cantiones Sacrae of 1575, 1589, and 1591, as well as in the
Gradualia of 1605 and 1607. ‘

64 About fifty anthem-like pieces are classified as consort songs by Joseph Kerman (New Grove
Dictionary of Music and Musicians, s.v., "Byrd, William").

65Frank LI, Harrison, Church Music in England, The Age of Humanism, 1540-1630, ed. b<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>