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I. Introduction / Background
I composed the song “Nottinghill Coill” originally as a dedication to Their Excellencies Geldamar
and Etain in 2011. The purpose of the composition was to provide a somewhat patriotic placesong for the Barony of Nottinghill Coill, with reference to both the geography and people of
that fine Barony. The original composition (figure 1) consisted of the melody and guitar chord
accompaniment. My interest in period instrumental compositions for lute, vihuela, four-course
and five-course guitar and the lute songs of Dowland, Johnson and others has recently piqued
my curiosity for composing in a period style. Additionally, I have transcribed numerous pieces
for those instruments (especially for the period guitar) from facsimiles of the originals. Through
this undertaking over the past several years, I have developed a more sophisticated “feel” for
the late period music of the fretted stringed instruments, and for late period compositional
styles, than I had when I drafted the original version of Nottinghill Coill in 2011. Although my
current understanding of late period music is by no means perfect or complete, nonetheless, I
have endeavored to revise my original accompaniment for the song, to present a more period
lute song style accompaniment. This attempt is documented, in brief, over the following pages.
II. The Song
I chose the traditional Irish melody “Slane” as a setting for Nottinghill Coill. I have found no
consensus or definitive proclamation for the “age” of this melody. Various resources claim an
origin for the melody dating back centuries, but I have found no hard evidence for an
approximate date for the piece, or even a scholarly estimation of a range of dates. The earliest
appearance of the Slane melody in print appears to be in Patrick Joyce’s 1909 publication of Old
Irish Folk Music and Songs. The melody does not have the feel of a Dowland lutesong, but I
chose the Slane melody as a setting for Nottinghill Coill because of the beauty and emotion of
the piece, rather than for its supposed centuries – old history. Also, at the time of selecting the
melody, I had no plans to compose a lute accompaniment to the piece. The song lyrics are as
follows:
O my dear homeland of Nottinghill Coill
I’ll live and I’ll die on thy blessed soil
Through many long years with good friends I’ll toil
Until I rest well in Nottinghill Coill
By the Broad River such beauty abounds
Nature harmoniously sings her sweet sounds
Green grasses laden with wildflower crowns
In this my homeland such beauty abounds
Such noble gentles in this land I love
Coronets rule with grace like the dove
Good lords and ladies I think kindly of
Dwell here beside me in this land I love
3

Figure 1: Original version of Nottinghill Coill, with guitar chord accompaniment

III. Lute Accompaniment
I have attempted to emulate the style of John Dowland’s lute songs with the lute
accompaniment for Nottinghill Coill. Figure 2 shows my “composer’s draft” of the piece, with
lute accompaniment in French tablature (the most common style of lute notation in England
during the late SCA period – all of Dowland’s publications are in French tablature). Figure 3
shows the piece with lute accompaniment in standard notation.
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Figure 2: My draft copy of Nottinghill Coill with lutesong style notation and French tablature
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Figure 3: Nottinghill Coill melody with lute accompaniment in standard notation

A full discussion of Dowland’s (and others) compositional styles is well beyond the scope of this
documentation. In short, I have borrowed rhythmic, chordal and melodic elements from
various Dowland pieces, where appropriate. For example, the first five beats of the lute
accompaniment for Nottinghill Coill are very similar to the first five beats of Dowland’s “Now O
Now I Needs Must Part” (1597, figure 4). Choosing these opening chords set the tone for the
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Figure 4. First line of “Now O Now I Needs Must Part” transcribed from Dowland (1597)

subsequent segments of the lute accompaniment, although, due to significant differences in
the Slane melody and Dowlands “Now O Now,” my lute accompaniment very quickly diverges
from the referenced Dowland piece. I have also attempted to use a combination of chords,
ornamentation, and “semi-polyphonic” passages in Dowland’s style, so far as is allowed by the
Slane melody. The dotted eight note followed by sixteenth note and quarter note is a common
ornament in Dowland’s music (also used in Dowland’s “Now O Now” and other pieces in his
First Book of Songs). Also, Dowland oftentimes utilizes sequences of chords in his lute songs
(numerous examples in the First Book, etc.) and solo lute works (e.g. Dowland’s Midnight, etc.)
that sound quite comfortable to the modern ear. I have used similar chord sequences and
ornamentation in the lute accompaniment, where the melody dictated (especially the first two
lines of the song). For the final two lines of the song, I attempted to use the “semipoloyphonic” style of lute accompaniment (as much as possible) that was so prevalent in late
period lute and guitar compositions, with a sense of opposing movement between the vocal
and lute accompaniment parts, while giving breath where necessary, and avoiding unnecessary
dissonance. The final measure of the lute accompaniment is a very common ending, found in
numerous pieces by multiple composers for lute and guitar (e.g. Dowland’s Frog Galliard,
etc.,etc., etc.). I thought this a most fitting (and period) end to the piece. While the Slane
melody I selected for Nottinghill Coill is significantly different than the melodies we find in
Dowland’s collection of lute songs, I believe the final product is a believable approximation of
an accompaniment that Dowland himself might have written for Slane (although, admittedly
with less “genius flare” than we typically find in Dowland).
I have used French tablature with a lute tuning for the final piece (figure 2 and the illuminated
copy). See figure 5 below for a comparison of the French tablature in Dowland’s “Come Again”
(1597) and modern standard notation of the same piece. French tablature was by far the most
common style of tablature used by English and French lutenists and guitarists during the SCA
period. Dowland, Morley, Le Roy, Morlay, Brayysing, etc. all used French tablature in their
compositions. In short, French tablature uses letters, as opposed to numbers, to represent
frets of the instrument. For example, the letter “b” above the uppermost line of the lute
tablature indicates that the performer should play the first fret of the first string (the note “F”).
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Note values were typically halved for printing in French tablature. As an example, from the lute
accompaniment to Nottinghill Coill (figure 2), the first chord in the first measure is a half note,
while the second chord is a quarter note (even though to a modern musician, it would appear
at first glance that a quarter note followed by an eighth note is depicted). For a more thorough
discussion of French tablature, please refer to Tyler (1980) and Tyler and Sparks (2002).

a

b
Figure 5: a) Facsimile copy of first 3 measures of “Come Again” from J. Dowland (1597)
b) Lute accompaniment for first 3 measures of “Come Again” transcribed to standard notation

IV. Style of the Final Product
The final presentation of the piece (Figure 9 and “illuminated print”) is based on examples of
the printed lute song in period. See Appendix A and B for examples of J. Dowland and Morley
lute songs from 1597 and 1600, respectively. The notation and tablature styles, measure
divisions, and overall appearance is in keeping with these period publications, save one detail.
The period examples shown in the appendices were block printed in mass. Since I do not have
block printing capability, I elected to have the final product illuminated. I prepared the
8

“composer’s draft” of the piece (figure 2) as a guide for the illumination. I also elected to
incorporate a short dedication within the page, styled after the introductions shown in Robert
Dowland’s “Varietie of Lute Lessons” (1610, see Appendix C).
Lady Helena Isabelle de Soleure completed all of the calligraphy and illumination work on the
final product. Without her assistance, the final product would have been completely lackluster
in appearance. My talents lie outside the realm of scribal arts. The following section (Section
V) is by Lady Helena, and describes her work in preparing the final print.

V. Calligraphy and Illumination of the Final Print (by Lady Helena Isabelle de Soleure)
Throughout this documentation the final product is referred to as “illuminated” due to a lack of
a better word, although in the strictest sense of the word, “illuminated” refers to a page
decorated with either gold of silver.
Much of my work was to take the elements given to me by Johann and arrange them to a
visually pleasing piece of artwork. These elements included the dedication and the actual song
with notes and lyrics. The decorative touches were my own decisions.
The whole document is made with ink. I chose colors that mimic period inks as closely as
commercially possible; therefore I used brown, red, green and yellow ink. I chose to work with
dip pens with multiple tips and handles due to the multiple color changes throughout the
document. This made it somewhat easier to change colors, than with cartridge pens.
For the title, I wanted a font that had capitals with more visual interest than the main body of
the document. I chose dual stemmed Rotunda capitals with the accompaniment of Rotunda
minuscule. Rotunda hand was a relatively popular hand in medieval and Renaissance Italy and
Spain. I chose to make the dual stemmed capitals stand out even futher by making them
different color than the rest of the title, as is often seen in period manuscripts. The title is a
perfect example of why I did not want to use a hand I was not at all familiar with for the whole
document. In such a short section as the title, I have made a significant error that I fixed the
best I could (a very period way of fixing mistakes, mind you). Unfortunately ink cannot be
erased, only scraped off if the surface allows, or covered over with darker ink.
I chose Insular majuscule (a.k.a. Insular half-Uncial) as the type set for most of the document,
because I have dabbled with it before and it required less of a learning curve for me than most
other hands would have. Insular majuscule originates from the British Isles and it dates back to
the seventh century. Some famous examples of this hand include works such as the Book of
Kells. Insular majuscule is a beautiful font, and since this particular piece is not set to any
specific historical time or location, I did not see the need to learn another hand from scratch. I
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am a beginner when it comes to period calligraphy and if closely examined by learned
individuals my attempt at recreating proper form of Insular majuscule might fall short of ideal.
The wording of the dedication is purely a dictation from Johann, but I did take the liberty of
embellishing a few of the letters in a manner that might occur in a period text such as the book
of Kells. The “Ex” of the word Excellencies is actually modeled after an “Ex” found in the Book of
Kells. Another piece that was inspired by the book of Kells is the knotwork corner design. I
found a similar corner design in the book of Kells and made a slight modification to it to make it
fit my purpose. I chose the knotwork design and the color green to mimic and echo the feel of
the badge of Nottinghill Coill, which I included (with the best of my ability) in the “O” of the
beginning of the song lyrics. The “O” is modeled after the copy I received from Johann in other
details except for where I changed the center design.

Figure 5. This image shows my work space with some of the tools and references.
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Fig. 6.

Close up of the font

Fig. 7. One of the nibs used, resting on scrap/test paper

Figure 8. Final document with some of the references.
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Figure 9: Copy of Final Print. Scribal work by Helena Isabelle de Soleure.
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VI. Contact Information
Feel free to contact Johann or Helena if you would like to discuss (or criticize) any aspect of this
project in more detail than is permitted in this short document.
Johann von Solothurn: johann_von_solothurn@yahoo.com
Helena Isabelle de Soleure: helena_isabelle_desoleure@yahoo.com
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Appendix A
Excerpts from John Dowland’s First Book of Songs… (1597)
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Title page of Dowland’s First Book of Songs (1597)
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Appendix B
Excerpts from Thomas Morley’s First Booke of Ayres… (1600)
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Appendix C
Excerpts from Robert Dowland’s Varietie of Lute Lessons… (1610)
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Cover Page of Robert Dowland’s “Varietie of Lute Lessons” (1610)
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Appendix D
Dedication to Their Excellencies, Geldamar and Etain
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Herein is presented the song “Nottinghill Coill,” a lute song composed by Lord
Johann von Solothurn, lutenist, guitarist and bard to Their Excellencies of Black
Diamond, Baron Aldemere and Baroness Juliana, and set to an Irish melody.
Dedicated to the illustrious patrons of musick, Their Excellencies of Nottinghill
Coill, Baron Geldamar and Baroness Etain.
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