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ABSTRACT 

This study explores the effects of editorial procedures on 

performances of Renaissance Music, using William Byrd's Mass for Three 

Voices as the exemplar. The study attempts to answer the following 

question: do editions notated that use modem notational conventions enable 

stylistically authentic performances, or do the modem conventions awaken 

singers' biases and make authentic performances more difficult to realize? 

The participating choir prepared five excerpts from the Mass for 

Three Voices using five different editions, each containing different 

editorial procedures (i.e., barlines, score format, and reduced or non-

reduced note values). Each edition was evaluated based on the choir's 

ability to achieve a predetermined set of performance goals. Included are 

the author's personal rehearsal journals and the empirical data gleaned from 

the experience. Based on his findings, the author offers suggestions for the 

rehearsal and conducting of Renaissance music. 
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CHAPTER I 

ESTABLISHING PERFORMANCE GOALS FOR RENAISSANCE 
MUSIC 

The Importance of Textual Prosody 

Performance practice issues have become increasingly important 

over the last several decades. Distinctions between conductors and 

musicologists have blurred. Musicologists have moved out of the library 

stacks and onto the performance stage; conductors can no longer ignore 

matters of performance practice. The breadth and depth of recent research 

has debunked or modified long-held ideas about early music; as a result, it 

has become incumbent upon conductors to also function as musicologists -

to understand and seek proper performance practice conventions in their 

work. 

In early music, one can observe significant changes in performance 

ideals. "Mendelssohnian-size" choruses, for example, are no longer 

considered appropriate for most Baroque music; the purely a cappella 

tradition of Renaissance music has been refuted; and studies of Renaissance 

and Baroque fingering and pedaling practices have changed the way 
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keyboardists articulate the music of these periods. In addition, we know 

more about issues such as tuning, ornamentation, text underlay, and vocal 

production. Yet. despite these discoveries, not much attention has been 

given to the effect of verbal prosody' on the shape of a musical line. Horst 

Leuchtmann, a noted Lassus scholar, says, "It is especially striking that 

stresses derived from the text, so important for composition as well as 

performance, have received and continue to receive so little attention in 

writing as well as in performance."' 

Vocal music differs from instrumental genres because text is an 

essential part of the composition. Words distinguish vocal music from 

absolute music,'^ and add another dimension of meaning for performers and 

listeners. Consequently, text intelligibility in a choral performance must be 

a paramount consideration. In his delineation of four important rules for 

the composition of sixteenth-century vocal polyphony, Leuchtmann states: 

"Vocal polyphony means texts sung by singers; texts are the occasion for 

and content of vocal music and precede its composition. The delivery of 

' Prosody is the rhythmic and intonationai aspect of language. 
• Horst Leuchtmann. "Correct and Incorrect Accentuation in Lasso's Music: On the 
Implied Dependence on the Text in Classical Vocal Polyphony," in Orlando di Lasso 
Studies, ed. Peter Bergquist. (Cambridge: Cambridge University Press, 1999), 229 

Instrumental music free of any explicit connection with words. 
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the words is the main purpose of vocal music."'* The correctness or 

incorrectness with which the words are sung affects the shape and contour 

of musical line; therefore, it is critical for conductors to ensure correct 

accentuation in their performances. 

Many texts set to music by Renaissance composers were familiar to 

them and to their singers. Latin Mass texts, for example, were codified 

long before the sixteenth-century polyphonic masters composed their 

masterpieces; the composers would have known both the vocalic and 

rhythmic sounds of these texts. Hence, achieving Leuchtmann's goal of 

delivering the text artistically and clearly becomes an important part of a 

performer's quest. 

The practice of singing words with correct accentuation is well 

documented. In his 1597 treatise, A Plaine and Easie Introduction to 

Practicall Musicke, Thomas Morley (1557-1602) wrote: 

We might also have a care so to applie the notes to the wordes as in 
singing there be no barbarisme committed: that is, that we cause no 
syllable that is by nature short, to be expressed by many notes, or 
one long note, nor so long a syllable to be expressed with a short 
note.^ 

Leuchtmann, 228. 
" Thomas Morley quoted in Curt Sachs, Rhythm and Tempo: A study in Music History 
(New York: Norton, 1953), 254. 
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Morley's sentiments were echoed by his contemporary William Byrd 

(1543-1623), in the preface to his Psalmes, Songs and Sonnets of 1611, 

when he said his music was "framed to the life of the words."^ In his book 

on Renaissance music, Gustave Reese tells of Adrian Willaert's 

"cultivating a 'modern' style emphasizing faultless declamation of the 

text."^ Legend relates that intelligibility of the text was Palestrina's main 

objective in his well-known Missa Papae Marcelli, which reputedly saved 

polyphony from extinction. It seems logical that if composers went to great 

lengths to preserve proper text accentuation and text underlay, they would 

expect performers to make every effort to assure the words were 

intelligible. 

Prosody vis-a-vis Rhythm, Meter, and Accent 

The problems with text-stress in Renaissance music stem directly from 

modem performers' misunderstandings about rhythm, meter, and textual 

accentuation in the Renaissance era. In his book. The Technique of Byrd's 

Vocal Polyphony, H. K. Andrews compiled a list of five factors that control 

^ William Byrd as quoted in Sachs, 254. 
^ Gustave Reese. Music in the Renaissance (London: J.M. Dent and Sons, 1954), 372. 
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the rhythm and accentuation of sixteenth-century vocal lines. Number five 

has particular relevance to this study: 

. . .  i n  t h e  w o r k  o f  t h e  b e s t  p o l y p h o n i c  w r i t e r s  t h e  m u s i c a l  
accentuation of the line usually fits the verbal accentuation of the 
text closely; but it must be remembered that the rhythm of the text is 
in itself mainly responsible for the rhythmic formation of the line, 
and can overrule the purely musical accentuation within reasonable 
limits. Bad accentual setting of the text occurs only when verbal and 
musical interests are irreconcilably at variance. . . . ^ 

Achieving proper textual accentuation in contrapuntal Renaissance 

music is largely reliant on an ensemble's ability to maintain independence 

of the voice parts. Renaissance manuscripts reveal that choral music of this 

era was not usually performed from scores with barlines, but from unbarred 

partbooks. The singers saw only their individual part, similar to today's 

orchestral players. This required "every concurrent singer [to sing] his own 

individual part without a share in the accentual patterns of his fellow-

performers."^ Taken in isolation, each vocal line can appear quite simple, 

but when all the lines sound simultaneously, the text and melodic contour 

can become confused because the contrapuntal writing produces rhythmic 

stresses in different parts at different times. It is this very independence of 

® H. K. Andrews, The Technique of Byrd's Vocal Polyphony (London: Oxford University 
Press. 1966). 55. 
^ Sachs, 257. 
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the parts that is characteristic of sixteenth century polyphony, as Elizabeth 

V. Phillips and John-Paul Christopher Jackson state in Performing 

Medieval and Renaissance Music: An Introductory Guide: 

Most music of this period gains interest in performance by revealing 
the alternation of regular and irregular stress patterns. Often these 
patterns do not coincide in the various parts. The rhythmic interplay 
of contrasting simultaneous patterns characterizes most Renaissance 
polyphony.'® 

The concept of independently functioning vocal parts is difficult for 

modem performers to achieve because they tend to confuse the concepts of 

meter and stress when singing Renaissance music. The word "meter," to 

modem performers, implies a stress on the "downbeat" of a measure; in the 

Renaissance, meter was merely an organizational tool that had no direct 

affect on the rhythmic accentuation. The modem concept of meter, when 

arbitrarily applied to Renaissance music (i.e., when an editor casts an entire 

piece in 4/4 meter, ignoring the rhythmical accentuation, which was based 

on the words) often directly conflicts with the rhythmic stress of the text. 

H. K. Andrews summarizes the problem this way: 

The key to the problem of rhythmical structure in sixteenth-century 
polyphony lies in the recognition of a double system of accentuation: 
{a) the metrical. . . rhythm which applies to the composition as a 

Elizabeth V. Phillips and John-Paul Christopher Jackson, Performing Medieval and 
Renaissance Music: An Introductory Guide (New York: Schirmer Books, 1986), 41. 
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whole and particularly to its vertical organization and ( b )  the stress 
[accentuation] rhythm which belongs to the individual strand [voice 
part]. The metrical rhythm [(a) above] consists of regularly recurring 
patterns of strong and weak accents formulated at the beginning of a 
work by a mensuration signature. . . The stress rhythm [(b) above] of 
the individual strand is free and variable, and is governed only by 
aesthetic considerations." 

Morris compliments Andrews's idea by comparing the rhythm of 

polyphony to that of poetry: 

Between the rhythmical accent and the metrical accent there is a 
continual interplay; sometimes they coincide, sometimes they are at 
odds, and the rhythmical problem before the poet is to strike the just 
balance.'" 

Although today's performers confuse rhythm and meter in 

Renaissance literature, it is possible (and even likely) that sixteenth-century 

performers did not confuse them. The rhythmic accentuation of each part 

was free from the implied metrical accents rendered by the modern barline. 

Because the barline is fundamental in contemporary musical 

training, it can be difficult to avoid metrical stresses implied by barlines 

when performing Renaissance music. "[When they did occur in 

Renaissance partbooks] bar-lines did not always immediately precede the 

main accented beat; in other words, the first beat of the bar and strong beat 

" Andrews, 55. 
'• Reginald O. Morris. Contrapuntal Technique in the Sixteenth Century (Oxford: The 
Clarendon Press, 1934), 18. 
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did not always coincide, particularly in the late 16th and early 17th 

centuries."'"^ In more recent music, the metrical accent is very important. 

As a result, when performing Renaissance music, it is easy to allow the 

meter to dominate the accentuation of the text. These accents may or may 

not line up with the "implied" metrical accents. 

If performers wish to phrase Renaissance music correctly, they 

should consult the text, not the meter. The accentual pattern of the words 

may switch between groups of two and groups of three as in the following 

example. Figure 1.1 contains an excerpt from the "Sanctus" movement of 

William Byrd's Mass for Three Voices barred in 4/4. Notes grouped by a 

bent line imply "triple" rhythmic groupings; those grouped by a straight 

line imply "duple" rhythmic groupings.'"^ It is important to note that the 

same word is not always accented in the same manner (i.e.. the tenor 

accents the word "'Deus'' as if singing within a triple metrical structure, 

while the bass sings the same word using a duple metrical structure.) The 

performer should endeavor to place a slight accent at the beginning of each 

The New Grove Dictionary of Music and Musicians, s.v. "Barlines." 
'•* The terms "duple and triple rhythmic groupings," as used by this author, are 
synonymous with meter at a very localized level. The "meter" of the voice parts changes 
with every word! 
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rhythmic grouping, thus creating a phrase shape determined by the prosody 

of the words. 

T 

Figure 1.1 

Tenor 

Bass 

r Do - mi-nus Dc us Sa ba - oth. Di) 

Do mi-nus Dc - us Sa ba - oth. 

If each voice part is able to combine these accentual patterns 

independently of the other parts, the polyphony will be enriched; 

essentially, each part must exist in its own meter. Alexander Blachly, an 

expert in Renaissance performance practice, highlights the necessity for 

independence: 

The problem facing the director of a chorus singing Lassus (or Byrd 
or Willaert) is not so much in getting the singers of an individual 
line to phrase musically in isolation from the other parts, but in 
training them to maintain their independence — especially when the 
line calls for a falling-off (decrescendo) — at a point where other 
lines are singing other motives or other words. 15 

Blachly's final statement begs some interesting questions. For example, is 

it possible for singers to sing the unaccented syllables of words as such, if 

Alexander Blachly, "On Singing and the Vocal Ensemble I," in Jeffery T. Kite-Powell 
ed., A Performer's Guide to Renaissance Music (New York: Schirmer Books, 1994), 18. 
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those syllables fall on an accented beat of the implied meter? Furthermore, 

do our modem printed editions of music hinder this ability by forcing 

Renaissance music to conform to a consistent metrical structure? Do the 

modem notational practices developed after the Renaissance (i.e., barlines 

and score format) prevent modem singers from achieving independence of 

vocal parts? 

Goals for Renaissance Performance 

Differing opinions exist regarding the use of modem notational 

devices when performing Renaissance music. Some hold that anachronistic 

editions that use original note values of Renaissance music confuse modem 

performers, while others argue that using the original notation is the only 

way to realize the music appropriately. To seek conclusions about which 

notational procedures are most successful with modem performers, it is 

perhaps best to establish a set of performance goals toward which the 

singers can strive. Notational procedures can then be evaluated according 

to their ability to deliver the desired performance goals with a choir. A 

primary goal of this study has been to achieve the following performance 

goals with several editions of William Byrd's Mass for Three Voices: 
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(1) independently functional vocal parts; (2) vertical rhythmic organization; 

(3) proper accentuation of the words; (4) prosody-based phrase shapes; and 

(5) dovetailed cadences. A complete description of these goals may be 

found in Figure 1.2. 

Figure 1.2 

1. Independently Functional Vocal Parts 

Each vocal part should function as an independent entity. It appears likely 
that, in the Renaissance era, each vocal part achieved independence because 
the singers could only see their own parts. Consequently, the singers would 
have made musical decisions based on their part's inherent shape and 
musical structure. 

2. Vertical Rhythmic Organization 

Since dissonance treatment in the Renaissance was predicated on the 
vertical and horizontal alignment of the music, it was obviously important 
for the parts to align vertically. Vertical alignment was achieved with the 
presence of a tactus.'^ Modem editions often rely on barlines and a 
conductor's metrical gesture to achieve vertical alignment. (Obviously, 
vertical alignment is important harmonically.) 

3. Proper Accentuation of Words 

The proper pronunciation of the words enables considerable nuance within 
a phrase. To assist in this, singers should make every attempt to have all 
accented syllables of words diminuendo, and all unaccented syllables 
crescendo. This may seem illogical, but it is the diminuendo of an accented 
syllable that makes an unaccented syllable sound unaccented to the 

The concept of tactiis relates times signatures to a fixed unit of real time, such as a 
person's pulse. Performers were instructed to beat time so that one down-up cycle (the 
tactus) would equal one pulse beat, normally corresponding to the semibrevis. (Phillips 
and Jackson. 42). 
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listener's ear. The converse is true as well. 

4. Prosody-Based Phrase Shapes 

The natural prosody of the text would have been one of the best guides 
available to Renaissance singers in determining the shape of their own 
musical line. Alexander Blachly lends credence to this idea by saying: 

In music of the generation of Willaert and later, many problems of 
phrasing in vocal music are solved merely by pronouncing 
[enunciating] the words correctly, and this for the simple reason that 
after about 1550 most vocal music was written predominately with 
one note per syllable.'^ 

The natural accentuation of the text will allow each voice part its own 
identity. Additionally, correct accentuation of the words can enliven the 
texture of the music and maintain a sense of rhythmic freedom and natural 
phrasing. 

5. Dovetailed Cadences 

Music of the Renaissance was highly imitative, and vertical cadences 
usually occurred only at the ends of sections. More typically, one voice 
part completes an idea as another part enters to begin the idea again. Great 
effort should be made by the voice part completing its idea to diminuendo 
to its completion, thereby enabling the entering part to emerge from the 
texture. 

Blachly, p. 18 
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CHAPTER II 

AN OVERVIEW OF MODERN NOTATIONAL DEVELOPMENTS 

While this study in no way attempts to trace the history of notation, 

it is important to have a clear understanding of the notational devices 

available to modem musicians, and how today's devices differ from those 

of the Renaissance era. Most present-day performances of Renaissance 

music use editions that superimpose modern conventions upon early music. 

While these modem conventions may assist in some areas of performance 

(e.g., rhythmic security), it is possible they may hinder others (e.g., verbal 

accentuation). This study examined various notational methods used in 

modem editions of Renaissance vocal music and observed the responses 

these different methodologies elicited from a choir during the rehearsal 

process and, ultimately, in performance. 

To understand the differences between the editions utilized in this 

study, it will help to review briefly the development of some modem 

notational conventions. The developments of modem notation most 
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relevant to this study include the barline, score format, and the reduction of 

note values. 

Barlines 

The barline, as defined by the New Grove Dictionary of Music and 

Musicians, is "A vertical line drawn through the staff to mark off metrical 

units."' Many factors influenced the development of the barline. but it 

developed over many years, bom of necessity. For example, in vocal 

polyphony, the barline helped make organization, music reading, and 

rehearsal easier. Maurice Emmanuel notes, "[Prior to the use of the 

barline,] each chorister had no other resource for keeping his place than his 

feeling." As vocal lines became more complex and independent, the 

choristers and the choir director needed help." 

' The New Grove Dictionary of Music and Musicians, s.v. "Barline." 
" Maurice Emmanuel. Hisiorie de la Langue Musicale (Paris: Librairie Renouard. 1911). 
434. Translation found in James Morgan Thurmond, Note Grouping: A Method 
forAchieving Expression and Style in Musical Peiforniance (Ft. Lauderdale: Meredith 
Music Publications. 1991), 32. 
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The effect of the barline on performances of Renaissance music is a 

much-discussed subject. It is undeniable that modem musicians (not just 

singers) have become inordinately dependent upon the barline. Reginald O. 

Morris goes so far to suggest that, "For three hundred years or so we have 

been slave to the bar line, and our conception of rhythm has become purely 

metrical.""^ For instance, instead of determining a musical phrase by its 

inherent shape or textual accentuation, musicians often divide long phrases 

into segments determined by barline placement and metric accentuation. 

Paul Hillier, a reputable scholar and performer of Renaissance choral 

music, has said: "The barline not only divides it [a long musical line] up, it 

also suggests a regular emphasis or a beat which is inappropriate to the 

music most of the time. Visually, the flow of the line and phrase is 

impeded by these barlines.""^ Consequently, listeners hear a succession of 

measures or musical gestures instead of musical phrases. 

In Renaissance music, artificially imposed barlines obscure natural 

text stress by placing unaccented syllables on the downbeats of the 

artificially imposed measures. Alexander Blachly notes that: 

Morris, 3. 
Quoted by Bernard D. Sherman, ed.. Inside Early Music: Conversations with 

Performers (New York: Oxford University Press, 1997), 105. 
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. . .  B a r l i n e s  i n  m o d e m  e d i t i o n s  o f t e n  i m p l y  i n c o r r e c t  s t r e s s ,  f o r  t h e  
phrasing of Renaissance music is different from music of later times, 
especially that of the last two centuries. Frequently in editions of 
Renaissance music, barlines appear to come at the wrong place, that 
is, before the final syllable of a Latin word, which is almost always 
weak.^ 

Score Format 

Another modem notational convention imposed upon editions of 

Renaissance vocal music is score format (where all the parts appear 

adjacent to one another on the same page). The New Grove Dictionary of 

Music and Musicians says the use of the word score 

derives from the act of marking vertical lines through one or more 
staves of music to form bars. . . . The noun 'score' means: (a) a 
form of manuscript or printed music in which the staves, linked by 
barlines, are written above one another, in order to represent the 
musical coordination visually.^ 

The development of modem score format has an interesting history. 

Score format was used in the notation of early polyphonic repertoires (e.g., 

Notre Dame and St. Martial). The rise of the thirteenth-century motet, with 

its quickly moving upper parts and slower moving tenor, led to the 

abandonment of score format. Each part was subsequently notated 

' Blachly, 19. 
^ The New Grove Dictionary of Music and Musicians, s.v. "Score." 
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separately on its own staff, and the various parts were usually arranged on a 

single page or on facing pages. These large manuscripts came to be known 

as partbooks or choirbooks, and the practice continued through the end of 

the sixteenth century. Gradually, score format replaced partbooks as the 

standard for vocal music, but the older practice still lives today in 

instrumental music; musicians in an orchestra see only their own part while 

performing, and only the conductor has a full score. 

James Thurmond writes about the development of the score in his 

book. Note Grouping: A Method for Achieving Expression and Style in 

Peiformance: 

As long as all music was monodic (in a single voice style, as in 
Gregorian Chant), or note against note (as in organiim), there was no 
real need for a barline, since the division of phrase was made by the 
verse accents; however when one part began to be more florid than 
the rest, it was necessary to superimpose the parts in a score form in 
order to show how the voices were to combine. This practice 
naturally led to the use of the barline running the full length of the 
score. ̂ 

It is important to realize that the developments of the barline and score 

format were related to one another. Curt Sachs observes: 

Barlines are intimately connected with vertical hearing and score 
arrangement. Based on an exact one-below-the-other array, the 
score is meant to show the notes to be played and heard at the same 

^ Thurmond, 32. 
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moment and to facilitate the simultaneous reading by means of 
barlines cutting through the staffs.^ 

Modem editions of Renaissance vocal music usually appear in score 

format; therefore, performers of this repertoire are able to track what other 

voice parts are doing. This greatly assists rehearsal and performance. For 

example, when one part has a long pause, it is easy for them to keep their 

place in the music by watching the other parts. The use of partbooks 

requires singers to count all printed rests carefully, something to which 

modem singers are simply unaccustomed. Score format also helps singers 

by allowing them to see how the first pitch of their entrance relates to notes 

occurring in other parts. In partbooks, each part needs to audiate its pitch 

based on its understanding (and assumption) of the tonality. 

Note Values 

Modem editors of Renaissance music often alter the original note 

values of the music, choosing to present the music to singers in more 

familiar note values. Richard L. Crocker, in his article "Note Values" in 

the New Grove Dictionary of Music and Musicians, says: 

The notation of the last 700 years has been characterized by a 
general trend towards the adoption of smaller notes values as the 

Sachs, 257. 
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basic unit of movement. As a result most music composed before 
the 16"^ century is printed in modem editions with the note values 
reduced to conform to the wide (though by no means universal) 
acceptance of the crochet [quarter note] as the standard pulse. The 
extent of this reduction varies between one-sixteenth for early 
medieval music to a half for music written in the 16''^ century.^ 

Although the reduction of note values has become standard for 

modem scores, many editions with the original note values are available for 

purchase. Thurston Dart offers a list of '"Hints to the Editor," wherein he 

argues that reducing note values is essential for the modem performer: 

.. . the musical notation of our own time is more or less based on the 
crochet [quarter note] as time-unit. . . the fifteenth century 
semibreve was roughly the equivalent of what a crochet is to us. To 
publish old music as a string of breves, semibreves and minims is 
wrong . . . because it gives the performer a misleading idea of the 
proper tempo.. 

Dart also discusses how a modem performer might become confused by 

non-reduced note values: 

For instance, we are brought up to think as semibreves as long notes; 
but to print a modem edition of fifteenth-century music in its 
original semibreve note-values is to suggest to the twentieth-century 
performer that the music is slow, whereas to a fifteenth-century 
composer and performer a semibreve meant the same thing that a 
crochet does today. It was the standard unit of time; nowadays the 
most commonly used unit of time is the crochet, which may 
therefore suitably replace it.'' 

The New Grove Dictionary of Music and Musicians, s.v. "Note Values." 
Tiiurston Dart, The Interpretation of Music (New York: Harper Colophon Books, 

1963), 22. 
" Dart, 15. 
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CHAPTER III 

THE EFFECT OF MODERN NOTATIONAL CONVENTIONS ON 

RENAISSANCE MUSIC 

Consi derable debate exists among performers regarding the use of 

original or modem notation. This chapter relates opinions of influential 

Renaissance scholars and performers regarding the role of notation in 

realizing accmrate performance. 

A twe^ntieth-century composer uses notation in accordance with 
conve ntions of his own time, and there is therefore litde chance that 
a twentieth-century performer will misunderstand him. A composer 
of the eighteenth or sixteenth or fourteenth century also used 
notaticon in accordance with the conventions of his own time, but 
there as therefore every chance in the world that a twentieth century 
perforrner will entirely misinterpret his music through an inadequate 
knowUedge of these conventions, for the most part long obsolete and 
forgotzten. (Thurston Dartf 

Modem notation puts a bias on the information you're receiving that 
is very different from what the original notation tells us. (Paul 

'Dart. 13. 
"Sherman, 105.. 
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Barlines 

It seems obvious that barlines placed in Renaissance music can give 

modem singers faulty information about the accentuation of the music. The 

question then becomes, is it better to use editions with added barlines, or 

ones without? If one chooses to retain barline organization but still wishes 

to deal with this issue, another option exists: re-bar the music, or - more 

specifically — each part. As mentioned above, all music from the sixteenth-

century is organized in duple or triple meter; the re-barring of music would 

help clarify the changes between duple and triple rhythmic grouping (on a 

word-to-word level) in each part. The resulting score, of course, would not 

have barlines that lined up visually; this visual quagmire could lead to 

confusion on the parts of singers and conductors, and may not ultimately 

solve the problem of mis-accentuation, as Alexander Blachly notes: 

Some editors have therefore attempted to write irregualrly spaced 
bar lines that are intended to avoid this problem. Others, including 
some performers, have experimented with editions that do away with 
bar lines altogether. Both of these approaches, in my opinion, are 
unnecessary and create new problems in tum."^ 

Paul Hillier aggress that re-barring does not solve the problem, but 

Blachly, 19. 
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disagrees on the best remedy. Hillier believes that all singers should have 

the opportunity to sing from a facsimile or transcription of the original 

notation, while Blachly believes that singers "can be taught in a relatively 

brief time that the words are the proper guides to stress patterns."'^ 

Regarding the ability of a choir to overcome the barline, Blachly says: 

Surely singers of Renaissance music are as able as performers of 
other repertories to master the particular conventions of the music 
they perform. Learning to overlook the unintended stress 
implications of modem bar lines is no more difficult than learning 
the springing rhythm of a gigue or the lilt of a Viennese waltz.'' 

Blachly also writes, in a personal E-mail to this author: 

My feeling for some time has been that regular barring 
presents the fewest hurdles in the long run. Singers . . . can 
easily leam to ignore bar lines that come at "wrong" places, 
just as a sophisticated performer of Beethoven will present 
lines and phrases rather than notes accented rigidly in 
accordance with their placement within a bar.^ 

The author hopes that the reader will join in disagreement with Dr. 

Blachly. The examples he notes are all based on genres reliant on a 

consistent metric structure. As stated above. Renaissance music was not 

based on the same concept of meter as the music of later times. Learning 

Ibid. 
^ Ibid. 
^ Alexander Blachly, E-mail letter to the author, April 28, 2000. 
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the hit of a waltz is to leam a recurrent pattern of accentuation; properly 

accenting words in Renaissance music requires Che ability to change 

accentuation with each phrase of text. 

The opinions of Blachly and Hillier were quite influential in the 

choice of editions for this study. One of the issues addressed in the 

conclusion of this document is whether the use of barlines, or the lack 

thereof, influenced the choir's ability to attain th^ performance goals 

outlined in Chapter I. 

Score Format 

Score format also has implications on the performance of 

Renaissance Music. As always, musicologists Eiave differing opinions, as 

evidenced by the following quotes by Alexander Blachly, Paul Hillier, and 

Alejandro Planchart. 

Alexander Blachly comments on the use of partbooks: 

What can be learned from singing from part-books? I have found 
that singers experience a tremendous thrill when they first find they 
are able to make music reading mensural notations with ligatures. 
Moreover, singing from part-books frees the ear from the tyranny of 
the eye and allows the sound of the music as it is happening to serve 
as the guide to pulse and tempo. On the olher hand, reading from 
part-books greatly slows down the learning process, necessitating 
more rehearsals to prepare music to concept level. Also, a photocopy 
of a facsimile of a Renaissance part-book is usually not sufficient for 
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performance. Often the photocopy needs so much editing, primarily 
in the form of adding missing words, that one is in effect working 
from a modem edition. If one has the luxury to indulge in the 
practice, singing from part-books can be a great boon to phrasing, 
for the ear, following the sound of other voices, instructs the mind to 
imitate more effectively than does the eye — a highly desirable 
thing, inasmuch as imitation forms the underlying basis for almost 
all late fifteenth — and sixteenth-century composition.^ 

Another noted early music specialist, Alejandro Planchart, suggests that; 

It is also important that the director begin to train the performers to 
sing at least some pieces from original notation [score format 
without barlines] as early as possible. This is well worth the initial 
extra time and frustration with regard to the sense of linear 
independence and of engaging the tonal and rhythmic ear of the 
singers in the ensemble.®^ 

Paul Hillier offers: 

It would be wonderful if people wanting to perform early 
music could use either a facsimile or a transcription (known as 
"diplomatic") using a more readable adaptation of the original style 
of notation. It might be impractical to do that all the time; but it 
would be a very informative experience if singers would once or 
twice work their way through a piece in its original notation 
[partbooks], and just leam the kinds of information that are 
conveyed by that notation.^ 

Four of the editions used for this study appear in score format, and one is a 
transcription of the original partbooks. 

^ Blachly, 20. 
® Alejandro Planchart, "On Singing and the Vocal Ensemble II," in Kite-Powell, 38. 

Hillier quoted by Sherman, 106. 
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Note Values 

The decision to maintain or reduce note values is a crucially 

important aspect of creating editions of early music. Despite the fact that 

modem performers are unaccustomed to the old notation, some scholars 

believe that singing from earlier notation can actually improve a modem 

singer's ability to perform in the appropriate style. In an E-mail to the 

author, dated April 29, 2000, Paul Hillier stated: 

"I urge you NOT to use reduced note values! We are recording the 

Byrd Masses next month, and several of the students are singing — 

without problem [sic] — from [a] photocopy of the original partbooks; so at 

the very least, original note values should be retained in my opinion."'^ 

Based on his interview with Bemard Sherman, it is clear that Hillier favors 

using the early notation. Perhaps he feels that shorter note values cause 

singers to sing in a more detached style than they would if they were seeing 

longer notes. Because longer note values are not the norm, a present-day 

singer interpreting whole notes as "long" notes, might be more inclined to 

sing in a legato style. Of the five editions used in this study, three contain 

the original note values, and two reduce the original notes values by half. 

Paul Hillier. E-mail to the author. April 29, 2000. 
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CHAPTER IV 

THE FIVE EDITIONS 

Creating editions of Renaissance music requires numerous decisions 

about notation. Willi Apel, the pre-eminent scholar on notation, believed 

that "There are only two sensible ways of presenting old music: either in a 

facsimile reproduction or in a readable modem score."' Walter Collins 

disagrees: "Apel's statement is representative of an even wider and more 

important conclusion - being adopted at last by most scholars and serious 

performers - that an edition must satisfy both performer and scholar 

simultaneously."" While it is important for editions to be scholarly, a 

choral conductor pressed for time could argue that the best editions achieve 

speedy results, regardless of their inherent scholarship. It is in any case 

imperative that an edition be comprehensible to singers; confusion about 

notation can result only in frustration. The present author believes that it is 

possible for an edition to be both scholarly and user-friendly. 

' Willi .A.pel, ed.. French Secular Music of the Fourteenth Century (Cambridge. MA; 
Medieval Academy of America, 1950), 20. 
" Walter Collins. 'The Choral Conductor and the Musicologist," in Choral Conducting 
Symposium, 2"'' ed., ed. Harold A. Decker and Julius Herford (Englewood Cliffs, NJ: 
Prentice Hall, 1988), 131. 
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Because most choral singers are not experts an performance practice, 

it falls to the conductor to find ways to achieve stylistically appropriate 

performances while maintaining the singers' interest. An appeal to the 

basic human desire to do things correctly can be successful in this regard. 

Once a conductor has convinced a choir to accept hns performance practice 

goals (even though they might be different from ide=as to which the singers 

have previously been exposed), it is incumbent upom the conductor to make 

meeting the performance goals as easy as possible. 

Choosing the proper edition can be an easy v^^ay to enable this to 

happen, but many conductors underestimate the importance of this 

decision. As previously discussed, some experts feel it is impossible to 

overcome notation that is incongruent with the desir-ed outcome; others feel 

the implications of modem notation can be overcorme with relative ease. 

This study does not intend to prove either of these o pinions right or wrong, 

but to report the successes and failures a typical colliege choir experienced 

with diverse editions, thus assisting conductors in choosing appropriate 

performance editions of Renaissance music. 
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The Mass for Three Voices 

William Byrd's Mass for Three Voices provided the musical 

excerpts for this study. Byrd's music seemed an appropriate choice for a 

study of this nature because it contains complicated text settings that test a 

choir's ability to phrase according to textual accentuation either because of 

— or despite - the given notation. The reduced texture of the Mass for 

Three Voices simplified the process of teaching the choir to sing with 

desired textual accentuation, and also with evaluating their efforts. More 

information about the Mass for Three Voices appears in Chapter V. 

The study examined five different editions of William Byrd's Mass 

for Three Voices. The selected editions include: Edmund H. Fellowes's 

1922 edition, published by Stainer and Bell; Henry Washington's 1961 

edition, published by Chester Music; and Philip Brett's 1981 collected 

works edition, also published by Stainer and Bell.'^ Each edition utilizes 

different editorial markings and procedures. Additionally, the author of this 

study created a new edition, using other editorial procedures, and 

^ William Byrd. Mass for Three Voices, ed. Edmund Fellowes (London: Stainer & Bell, 
Ltd.. 1922); William Byrd, Mass for Three Voices, ed. Henry Washington (London: 
Chester Music, 1961); William Byrd. Mass for Three Voices, ed. Philip Brett (London; 
Stainer & Bell, Ltd., 1981). 
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transcribed a new set of partbooks. Figure 4.1 details some of tiie 

differences in the selected editions."* 

Figure 4.1 

Fellowes Yes, bars are of 
irregular length 

Original note 
values 

Slurs for text underlay 

Washington Yes, time signature Note values Vertical episima placed 
changes throughout reduced in half above accented syllable 

Brett Yes, time signature is 
4/2 throughout 

Original note 
values 

No markings 

Mehaffey Mensurstriche Note values 
reduced in half 

Font enlarged on 
accented syllables 

Partbooks No Original note 
values 

No markings 

Figure 4.2 details the peuticular sections of the Mass for Three Voices used 

in this study. 

Figure 4.2 

Fellowes Gloria "Qui sedes ad dexteram patris " through the end 
Washington Credo Beginning through ^^omnici facta sunt" 
Brett Credo ''Et incarnates est" through "ef sepultus est" 
Mehaffey Sanctus Entire movement 
Partbooks Gloria Beginning through ^^Jesu Christe " 

Pitch, or key is another variable between all of these editions. The author chose not to 
include this variable in the study. 
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Edmund Fellowes 

Edmund H. Fellowes was the editor of the first collected works of 

William Byrd (Stainer & Bell, 1922). His work in the first half of the 

twentieth century spawned many discussions regarding the performance of 

English Renaissance Music. The Byrd collected works was a model of its 

kind for almost sixty years, eclipsed only by the appearance of the new 

Byrd collected works, edited by Philip Brett (Stainer & Bell, 1981). 

In the preface to his performance edition of the Byrd Masses, 

Fellowes discussed Byrd's music as well as some of his own editorial 

decisions: 

The present edition has been prepared from the copy of the original 
partbooks ... In these partbooks there are, of course, no bars, but the 
barring inserted here in the present edition is in conformity with the 
practice actually prevailing in this matter in vocal scores in Byrd's 
life-time. A good example of contemporary barring of this character 
is to be seen in Gibbons's manuscript in the Library of Christ Church, 
Oxford (M.S. 21). The bar-lines were placed at irregular intervals, 
and the size of the bars usually varied between lengths of three or 
four semibreves [whole notes], though occasionally they included 
only two, or even one semibreve, and sometimes they were extended 
to include five or more. . 

Although barlines existed at the end of the sixteenth century, Byrd's 

partbooks for this Mass do not employ them. Fellowes rightly felt that 

^ Fellowes, preface. 
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regular barring would cause problems with accentuation of the words. He 

also observed that, although barlines were already in use at the end of the 

Renaissance, their meaning differed significantly from their modem 

counterparts. While modem performers usually over-accent the 

"downbeat" after a barline, sixteenth-century performers would likely not 

have done so. 

Any system of barring introduced into the vocal scores of 
sixteenth century music must inevitably interfere to some extent with 
the rhythmic outline of one voice-part or another, but it must be 
clearly understood that the bar-lines meant far less to the Tudor 
musicians than they do to us from a point of view of rhythmic 
control. Their main purpose was to provide the minimum of 
guidance which is indispensable to the human eye for reading a 
vocal score of several parts; but since this purpose made their 
practice essential, they were inserted at irregular intervals so that 
they might interfere as little as possible with the rhythmic features of 
the music.^ 

Fellowes acknowledged the necessity of barlines for modem 

performers, but made the decision to use measures of irregular length so the 

barlines would interfere as little as possible with textual shape. Almost all 

of the measures in Fellowes's edition are 3/1 or 4/1, but althoush the meter 

constantly changes, Fellowes never places a time signature in the music. 

The conductor can tell the difference between the 3/1 and the 4/1 by 

^ Fellowes. preface. 
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observing the piano reduction, in which Fellowes draws a "half bar" line (a 

dotted barline) in the 4/1 measures. Measures without the "half bar" are 

grouped as three whole notes. Figure 4.3 from the Credo of the Mass 

provides an example of Fellowes score. 

Figure 4.3 

ei 

torrex-i' o . aemnor • ta.o 

ta -

el vi . t^m ven-la tu 

tarn ven - tu et l;im ven - tu 

vi - tarn vea - iti 
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Fellowes made his barring decisions based on textual accentuation. 

He tried to make as many accented syllables appear on "strong beats" as 

possible. However, he admitted in his preface that he v^as reluctant to 

change the length of the bars too often. In essence, Fellowes was unwilling 

to rebar each part according to its individual implied metrical structure. 

Although he admits his edition is not perfect, Fellowes tried hard to assure 

that voice parts would not be "slaves" to the barline in his edition. His 

edition was, in his day, revolutionary. 

Henry Washington 

Henry Washington's 1961 edition - the second oldest used in this 

study - arguably employs the most modem notation of all. Washington 

reduced the note-values, used barlines at regular intervals, added a piano 

reduction, and arranged the vocal parts in score format. Washington's goal 

in creating a modem edition is stated in the preface to his edition: "This 

new transcription of Byrd's Masses for three, four, and five voices 

respectively has been prepared mainly to meet the demand for a practical 

choir edition." 
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Washington created his edition from the original partbooks, and tried 

to assure that all of the editorial material was distinguishable from original 

material: 

Although these masterpieces of Tudor polyphony have long been 
familiar through earlier transcriptions ... a few textual uncertainties 
have persisted. I have therefore used this occasion to make a 
definitive score by reference to the set of original part-books in the 
British Museum. Thus for the first time in a separate publication of 
these works any editorial suggestions are readily distinguishable 
from the original text.^ 

All of Washington's editorial marks and performance suggestions are 

located inside of the Rediictio Partiturae (piano reduction). Washington 

did this to enable the conductor "to insert such guides to performance as he 

thinks expedient, and singers are spared the confusion induced by his 

insistence on, say, a pianissimo reading when the edited score demands a 

contrary effect."^ 

Washington had definite ideas about the ideal barring for this music. 

Although he claims to have used regular barring, this is not quite accurate. 

In actuality, Washington employed two meters; most of his edition is barred 

in common time, but he frequently inserts a bar of 2/4 to accommodate the 

^ Washington, preface. 
Ibid. 
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natural textual and musical lines. Washington reduced Byrd's original note 

values. Instead of using whole and half notes (Byrd's values), Washington 

reduces the note values to half and quarter notes, making the quarter note 

the pulse-note.^ Because of the superimposition of barlines, Washington 

was often forced to transform one long note into two shorter ones, tied 

together across the barline. In other words, what Byrd wrote as one longer 

note frequently appears in Washington's setting as two smaller notes 

values, tied together, one on each side of a superimposed barline. The tied 

notes equal the same value of Byrd's one note. In such instances, 

Washington calls attention to this alteration by placing a short vertical 

stroke above the tied notes. 

The idea of proper accentuation must have been important to 

Washington because of his use of a vertical stroke [' ] above the note of an 

accented syllable to indicate the accented syllable of a word. Washington 

also places an accent mark [ ̂  ] in the text of each voice part over the 

accented syllable of each word. He did not, however, employ the vertical 

stroke above an accented note when it fell on beats one or three of his 

superimposed bars. Figure 4.4 is an excerpt from Washington's edition. 

^ Refer to the quote by Thurston Dart at the beginning of Chapter III. 
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Figure 4.4 
60 

E( ho -  mo fac-Vir gi - ne cto 

Vi'r Ma- ri  El ho -  cto gl mo ne: 

El ho mo fac ' -cto ex 

65 

ci -  rf -  xus Cru t i-am pro no tus est .  

Cru- ci - fi' - lus t i  -  am pro tus est .  

Cru -  ci -  ff -  xus e -  t i-am pro no 
a tempo 

sub bis: -  tns ext.  

Philip Brett 

Philip Brett's edition of the Mass for Three Voices appears in 

Volume IV of The Byrd Edition (Stainer & Bell, 1981). Brett compares his 

edition to Fellowes's by saying: 
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The present edition is intended to replace the one by Edmund H. 
Fellowes first printed in 1922 ... It emulates its predecessor in 
preserving original note-values, but it adopts modem conventions in 
the form of prefatory staves .. regular barring, and small editorial 
accidentals. 

"Regular barring," means that all of the measures are the same 

length; Brett has cast the entire Mass for Three Voices into 4/2 bars. Unlike 

Fellowes, Brett does not consider word accentuation in his barring; he feels 

it is easier for the singers to read (and ultimately achieve proper text stress) 

from a score that employs regular barring. 

There is no need to claim too much for this 'implied barring' in 
terms of accentuation: as with irregular barring, the problem 
remains that when one part is 'correct' in terms of the modem 
interpretation of the bar, another is almost bound not to be so 
properly accentuated. The words, Byrd's rhythmic interpretation of 
them, and the melodic contour of his points are the best guides to a 
sensitive interpretation." 

Brett used modem notational conventions in his edition, with one 

exception: he did not reduce the note-values. While the note-values are all 

tme to Byrd's original score, some of the printed notes in Brett's edition 

differ from Byrd's because of Brett's barring. Brett did not follow 

Washington's lead to give the singers any indication that the note values. 

Brett, xi. 
" Ibid., xii. 
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while tied together, are actually different from those written by Byrd. An 

example of Brett's eKiition appears in Figure 4.5. The reader should note 

frequent occurrence of misplaced textual accents. 

Because Brettt's edition was published almost sixty years after 

Fellowes's, the diffeirences clearly highlight a change of approach in 

numerous ways. In light of the phenomenal increase in knowledge about 

performance practice garnered between 1922 and 1981, it seems odd that 

the newer edition msakes less of an effort (in its presentation) to assure the 

proper accentuation oof the text. 

Figure 4.5 

—1 f ^ 1 1 ^ •' 
De - us 

\ rh  -  P-  r  

rex cae - le - siis. rfiY 

r ^ • p p" F [: — 
V 

Do - mi - ne Dc - us rex cac -

f f f 

1' 1 : r r 
Ic -

Dc - US rex cac - Ic - - stis. 

Dc us pa - tcr 

St is, rex pa - tcr us om • m -

cae - le - sris. Dc rex tcr us pa om-ni -
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Matthew Mehaffey 

This edition was created especially for this project. Editorial 

decisions were designed to fill voids in editorial practices left by the other 

editions. The most notable common practice absent from the three 

I 0 published editions utilized was mensurstriche. ~ Mensurstriche can assist 

singers' counting while not directly interfering with the printed notation on 

the staff, and they also allow editors to maintain all the original note values 

of a composition — instead of being forced to tie two shorter notes together 

to produce a longer value across a barline (a practice used in the Brett and 

Washington editions). 

Because this project is concerned with text stress, the editor made 

deliberate efforts to assist the choir in achieving this goal. For accented 

syllables, the font size was increased; the enlarged syllables were also 

rendered in bold typeface. Thus, the appearance of accented syllables is 

markedly different from that of unaccented syllables. To further allay 

possible confusion, the editor also placed an accent mark [ > ] above the 

corresponding note, thereby providing singers with two separate indications 

of accent - one in the text and one in the music. The editor hopes the 

'• Vertical lines placed between staves to aid the eye in place finding. 
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"measures"''' employed in this edition will aid the singers in accenting 

words correctly, without creating accents of meter. Figure 4.6 is an 

example of the Mehaffey edition. 

Figure 4.6 

Alto 

Tenor 

Bass 

«— 
ta mun Ag - nus 

i 
Dc qui tol • lis pec • ca 

r Ag nus Dc qui I 

i 
Ag - - nus De 

> > 

qui tol - lis pec 

M 
di. I mi - sc - re - re 1 no - bis, 

—t-

V , 'I 
tol - lis pec - ca i - ta mun - di. 

ca - la mun > di. mi - se - re - rc no 

Partbooks 

The author of this study created partbooks for each section of the 

choir. As manuscript sources were not readily available, the notes for the 

" Pun intended! 
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partbooks were copied from Philip Brett's edition — the most recent 

transcription from original source materials. Notes that Brett tied across 

superimposed barlines (see the discussion of this above) were restored to 

their original values (e.g., a half note tied to a quarter note in Brett's edition 

was restored to a dotted half note in the partbook). The author also used 

Brett's text underlay, and since Brett italicized any text added to complete 

the text underlay (i.e., any text not actually written down by Byrd was 

italicized), the partbooks employ the same method. 

Figure 4.7 

Tenor 

Et in ter-ra pax, ho - mi - ni-bus bo - nac vo - lun - ta - lis, bo - nac vo-lun-ta 

¥ i 1 1 ' i 1 
Lau - da - mus ic, be - ne - di - ci-mus ic, a - do - ra - mus le. glo-ri - fi -

r 
ca - mus te, glo - ri - fi - ca - mus ic, glo - ri - fi - ca - mus te, Gra - ti - as a - gi - mus 

ti - bi pro - pier ma - gnam glo - ri - am lu am. Do - mi-ne 
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The partbooks contain no editorial markings; they are simply an 

accurate representation of Byrd's notes and rhythms. Figure 4.7 includes 

and excerpt from the tenor partbook. Because the partbooks contain no 

barlines, the goal was for each voice part to phrase its part based primarily 

on textual accentuation, hopefully resulting in horizontal, text-based vocal 

lines. 
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CHAPTER V 

THE MUSIC, MASS FOR THREE VOICES 

A Brief History 

The Mass for Three Voices is one of three Latin Masses composed 

by William Byrd. These masterpieces of polyphony (fl3, aA, and a5) were 

published in the last decade of the sixteenth century. The Mass for Three 

Voices (1593) was actually the second one published, following the Mass 

for Four Voices and preceding the Mass for Five Voices. 

Byrd composed these Masses in Latin while living as a recusant 

Catholic in Protestant England.' Roman Catholics were subject to great 

persecution in England during this time. Public celebrations of Catholic 

Masses were illegal, and Catholics were forced to find chapels or private 

homes for their worship. After Henry VIII's break with the Church of 

Rome in 1534, most Englishmen became members of the Church of 

England (the official state religion), for they "did not at first discern any 

great fault, novelty or difference from the former religion, save only the 

' Recusant English Catholics were those who refused to attend Church of England 
services during the period ca. 1570-1791; they were thereby committing a statutory 
offense. 
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language." A minority, including Byrd, remained true to the Roman 

Catholic Church, believing that the Roman Catholic faith was "the only 

hope of salvation."" 

Henry VIII (1491-1547) was followed on the English throne by three 

of his children: Edward VI (r. 1547-53; Henry's son by Jane Seymour); 

Mary Tudor (r. 1553-58; Henry's daughter by Catherine of Aragon); and 

Ehzabeth I (r. 1558-1603; Henry's daughter by Anne Boleyn). Mary 

briefly re-established the Roman Church as England's state religion, but her 

reform was quickly revoked by her sister Elizabeth, after the latter's ascent 

to the throne. Luckily for Byrd and other recusant Catholics, Queen 

Elizabeth was never a fanatical anti-Catholic, as evidenced in some of her 

opinions: "Some think one thing, some another, and only God can say 

whose judgment is best." And "there is only one Christ Jesus and one faith: 

the rest is a dispute about trifles."'' It is important to realize that the dispute 

between English Protestants and Catholics was about more than religion; it 

was about the stability of the kingdom. In 1570, Pope Pius V declared 

Elizabeth to be a heretic. Henceforth, life became increasingly difficult for 

" Imogen Hoist, B\rd (New York: Praeger Publishers, 1972), 53. 
Ibid., 53. 
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English Catholics. A 1581 Act of Parliament increased the fine for not 

attending church (i.e., the services of the Church of England) to £20 per 

month — a veritable fortune at the time. If someone did not attend church 

for a period of twelve months, the fine would be £200. An entry in the 

Public Records Office, dated February 17, 1583, indicates that Byrd was 

found guilty of not attending church. 

Despite these awful conditions, Byrd continued to write music for 

the Catholic Church. All his Masses were sung in private houses amidst 

fellow recusants. These Masses are not in Byrd's most elaborate style, 

which probably indicates they were intended for a group of amateur 

singers. It has been proposed that one or more of the Masses was sung in 

Buckinghamshire in July 1586, at Byrd's famous meeting with Jesuit 

Fathers Weston, Southern, and Garnet.'* 

Byrd's Masses were published during his lifetime, despite the fact 

that singing a Latin Mass was illegal. The original publications of the 

Masses appeared without title pages, suggesting the printing of a small 

number of sets for circulation among Catholics. The Masses were 
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published anonymously (and the publisher's name and date of publication 

are omitted). 

The Music's Use in the Study 

The Mass for Three Voices is a Head-motive Mass;^ many of the 

same melodic formulae appear in each movement. The imitative nature of 

the vocal lines and the continual displacement of textual accents in relation 

to the implied meter (and those of the other vocal parts) make the Mass for 

Three Voices an ideal vehicle for a prosody-related experiment. 

A schematic representation of textual stresses in the '"Domine Fili" 

portion of the Gloria movement appears in Figure 5.1. The music for the 

selection appears as Figure 5.2 (the musical selection begins where the 

music is in bold face print). The chart highlights the frequent occurrence of 

accent misplacement in relation to a superimposed duple meter. 

The chart has reduced the music into a 4-beat pattern (the eighth bar 

is a 2/4 bar) as to heighten the affect of the irregularity. The sign [ 4- ] 

indicates where a textual accent falls in a particular voice part, and the sign 

[ # ] indicates that the accented syllable occurs on the second half of the 

Philip Caraman, Henry Gamett, 1555-1606, and the Gunpowder Plot (London: 
Longmans, 1964), 33. 

A motive occurring at the beginning of each movement of a work. 
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given beat. It is obvious from the chart that superimposing a meter upon 

this music can greatly confuse the textual accents of the voice parts. 

Figure 5.1 

Beat 12341234123412341234123412123412341234 
cantusmimnBimiMiMiMiHiiaiMBOHiMi 
Tenor •HMHlMlHWlliailBllHMHMHMmM!ll 
Bass 
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Figure 5.2 
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CHAPTER VI 

THE REHEARSALS AND THE CONDUCTOR JOURNALS 

This study included fourteen rehearsals, each twenty-five minutes 

long, and a fifty-minute dress rehearsal, yielding a total of 400 minutes. 

Each edition utilized received one-fifth of the total rehearsal time, eighty 

minutes. 

Each of the first five rehearsals was dedicated entirely to one edition. 

Each time, I explained in detail the editorial procedures of the day's edition, 

and answered all questions posed by the singers. After the first five 

rehearsals, rehearsals included more than one edition, each obviously 

rehearsed for a portion of the total time. 

I made every attempt to achieve the five performance goals listed in 

Chapter I with each edition. Due to time limitations, I avoided discussing 

tone-quality or the historical pronunciation of Latin. These style attributes 

(along with many others) are certainly critical aspects of Renaissance 
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performance practice; however, they were outside the parameters of this 

study. 

The goal of the rehearsal process was to evaluate how notation 

affects a choir's ability to deliver the words with natural prosody. The 

eventual performance was a report of what the choir achieved in the allotted 

rehearsal time. 

The Conductor Journals ̂  

The following journals provide detailed accounts of each rehearsal. 

They include: accounts of the rehearsal of each edition, my developing 

opinions about each edition, my insights about conducting, and my personal 

reflections regarding the experiment and the rehearsal process. 

1-11-01 

Today was the first day of rehearsals for the lecture recital. I 

explained my project briefly, and then read from Washington's preface so 

the singers could understand the editorial procedures employed. There 

were no questions. 

^ These journals are reproduced here as they were written, in first person, and in a casual 
style. 
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We started at the beginning, and read on the syllable [nu]. They read 

very well; rhythms and notes seemed to pose no problem. There did not 

seem to be much confusion at all about how the music was supposed to 

sound. All things considered, it was a very strong first read of a piece for 

singers of this caliber.^ 

After they read the entire selection twice on the neutral syllable, I 

had them begin singing text. I had them encircle the accented notes of the 

first half of the text. I asked them to over-accentuate the accented syllables 

the first time they 

sang with text; they seemed to be able to do this fairly well. The tenors, I 

think, have the hardest part, and they seemed to have the most trouble 

navigating the prosody in relation to the implied meter. 

I wish there were a little bit more sound. The altos seemed fine, the 

tenors were tentative, and the basses were great; I think, however, I might 

have made a mistake in asking the basses to back off. The sound color 

could be brighter, but we made a good start. 

^ The members of this choir vary from undergraduate non-music majors to doctoral 
students in choral conducting. The variance in experience is noteworthy. 
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I asked the singers to write adjectives down on their copies of the 

music, so they can remember their thoughts when they complete the singer 

surveys. 

My first impression of the Washington edition is that it is trouble-

free. Reduced note values make it easier to read the rhythms, and the 

barlines help the singers maintain their place. 

1-16-01 

Today I held sectionals for the part book edition. I had 15 minutes 

with each of the sections in the following order: bass, tenor, and alto. 

As on the first day, I explained the procedures of the edition to each 

section. I explained the different kinds of rests, and also that the note 

values were Byrd's original ones. I answered any questions asked, but 

there were very few. My goal was to read first on the neutral syllable [nu], 

and then to add text. I had the singers mark their implied metric groupings 

over the words, hoping this would allow the rhythm of their text to 

determine the shape of the musical line. I did explain that each section's 

groupings were not the same, and might present challenges when the whole 
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choir sings together again. Repons of the individual sectional rehearsals 

follow: 

Bass: The basses were very successful all around. Most are 

graduate choral conductors, but none of them had any experience with part 

books. They were successful with the notes and the rhythms on the first 

read. They were lulled into a false sense of confidence by the appearance 

of numerous half rests, and when a whole rest finally appeared they did not 

give it its full value; but they caught their mistake and fixed it the next time. 

We then added the groupings to their text. They sang with text, but were 

not so successful in realizing all of the implied meters we had marked, 

although they claimed to understand the process. 

Tenor: The tenors were less successful than I thought they would 

be. They were very timid in their reading, but I must remember they are 

younger and less experienced than the basses. They had problems with the 

more complex rhythmic patterns; I believe this was because they often lost 

the pulse. They could echo the rhythm perfectly when I established an 

audible pulse (metronome). We read the entire way through, made their 

metrical markings, and then sang with text, but I am suspicious that they 

did not learn the part as well as the basses learned theirs. 
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Alto: The altos were extremely timid in their approach to the part 

books. They had many questions, and were confused about which lines to 

follow. Some of them did not understand that they were looking only at 

their own part, meaning they wanted to jump three lines down each time, as 

though they were looking at a score. Once we finally sorted out what to 

look at, they did quite well with note reading - in fact better than I 

expected. However, they did not seem to improve as we continued to 

rehearse. Because they moved more slowly than the tenors and basses, I 

did not have the chance to have them sing with text, but we did manage to 

get all of the implied metrical markings in their scores. It will be 

interesting to monitor the altos as we continue this process. They are the 

youngest and least experienced section. 

1-18-01 

Today we met as a choir to read the excerpt from the Credo of Philip 

Brett's edition. I began by explaining how the edition works and the 

philosophies behind the editing. Once again, there were no questions. I 

had the accompanist play the first several bars on the piano so the choir 

could hear the tonality of the work. We started reading using the neutral 
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syllable [du] and read a good way through the section. Although the effort 

was reasonable by the choir, I was surprised by some of the difficulties had 

by the choir. The altos never did sing one particular line correctly. 

Surprisingly, the basses, so stellar with the partbooks, were curiously 

lacking in pitch and rhythmic accuracy. The tenors, however, did quite 

well. In retrospect, perhaps I should have spent more time banging out 

parts for each section. 

After we read most of the selection, we returned to the beginning 

and considered the form of this selection. This section is canonic in nature; 

not a strict canon, but each voice part outlines the same tonal and rhythmic 

ideas at various points. To expedite the learning process, I had all the 

sections sing the alto part. We tried to achieve perfect syllabic stress with 

these words, then we tried to expand the concept with each part singing its 

own line. Although I expected the Brett edition to be easy to read (rhythm 

and notes), I did not expect the syllabic accentuations to come easily 

because of the barline placement in relation to unaccented syllables. I was 

surprised that the choir was sometimes very successful and the musical 

product was pleasing, all so soon after sight-reading the section, and with 

my maintaining a 4/2 beat-pattern, often in opposition to the desired 
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accentuation. I tried hard, within the pattern, to show what inflection I 

could, but too much conducting of one part hindered other parts from 

finding appropriate textual prosody. 

I think the Brett edition has potential, but I think the use of Byrd's 

original note values of wholes and halves had many people confused about 

the rhythm. 

1-23-01 

Today we started work on the Fellovwes excerpt. As with the other 

editions, I made all of the editorial procedurres very clear to the choir. At 

first, the choir had some difficulty reading tihe rhythms, perhaps because 

there is no regular point of reference every ^ half notes as there is in the 

Brett edition. (I initially subdivided my coniducting of the whole note 

tactus to aid the singers with the counting.) However, as they became 

accustomed to counting whole notes, they seeemed to have fewer problems. 

This is contrary to what I thought was going happen. In the Brett they read 

rhythms well from the beginning. In Fellovwes they did not read awfully, 

but their rhythmic reading was not very secure. As soon as they began to 

understand the superimposed meter, I move^d away from subdividing my 

beat to conducting the whole note tactus. I cdid have to spend more time 
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rehearsing individual parts than in the other editions. Fellowes's barring 

system creates syncopations in the individual parts. Syncopations are not 

difficult for singers if they can understand the notation. In the 4/1 bars 

there are often times when consecutive whole notes will actually be 

"upbeats" of the given tactus. Modem singers are not used to seeing whole 

notes function as "upbeats." The fact the barlines were so far apart 

obfuscated the implied syncopation. Not having a visual point of reference, 

a barline, can make it difficult to discern if the notes one is singing line up 

with the tactus, or are "off the tactus. This is congruent with what 

happened when we read from part books; it is easy to lose your place 

rhythmically. 

First, I had them speak the text in rhythm, then they all sang the bass 

part, and finally I asked the singers to speak their own parts. I then asked 

them to encircle the accented syllable of each word. They did quite well 

with the text declamation; in a few places, the texture became enlivened 

because of the syllabic inflections. 
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1-25-00 

Today was another sectional rehearsal day — our second look at the 

partbooks. I was very pleased with the amount the various sections 

remembered from our first sectional rehearsal. 

I believe the basses are ready to sing their parts with the rest of the 

choir. This is unsurprising, as the basses include the highest percentage of 

music majors, specifically graduate choral conductors. The basses are now 

able to perform this excerpt with accurate notes and rhythms and with 

appropriate attention to prosody. 

Many of the tenors were ill for this rehearsal, but those in attendance 

seemed to accomplish a lot. I think most of the questions they had after the 

first rehearsal were answered today, but there are still some rhythmic 

problems. I am nervous that the tenors will have problems when they try to 

sing this edition with the large ensemble. 

The altos made a breakthrough on the part books. This too should 

come as no surprise, as the altos have the fewest number of music majors; 

since most of these women have little choral experience, it follows that this 

should not seem so strange to them. They really began to perform well at 



68 

the end of their rehearsal, but I am nervous about their ability to function 

independently with the entire ensemble. 

2-01-01 

Today we read the fifth and final edition we have to prepare for this 

project: my edition of an excerpt from Byrd's Sanctus. As always, I 

explained the editorial procedures in detail and asked if there were any 

questions; there were none. 

We started reading right away on the neutral syllable [QDli this 

reading was very successful. Few rhythmic problems or pitch problems 

occurred. 

I also noticed that the choir read with a great deal of confidence, 

sounding better than they yet have. This improvement over other rehearsals 

and editions begs the question: did they improve because of their increased 

familiarity with the style and harmonic language of the Mass for Three 

Voices, or did they improve and read with more confidence because the 

edition enabled them to understand at a higher level? Only time will give 

us the answer, which may prove interesting. 

Preparing to have them sing the text, I explained how accented 

syllables of words in this edition are in bold font and slightly larger 
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typeface, and that the note of the accented syllable note is marked with an 

accent (>). We began singing, and they were quite successful with the text 

stress on first run. 

2-06-01 

Today we split the rehearsal time between the Fellowes and Brett 

editions, beginning with the Brett. I briefly reviewed Brett's editorial 

procedures. When we sang, I was somewhat pleased with the choir's note 

retention, but the rhythm became a big problem. I believe this is because 

we were using text. Brett's barlines continually obfuscate the accents of 

the text. Therefore, I don't think the choir had problems reading the simple 

rhythms, but had great difficultly reconciling the textual accents vis-a-vis 

the notated meter. 

The altos were more successful today than in their first encounter 

with this edition, possibly due to a deeper understanding of Byrd's writing. 

The tenors, who did so well in our first encounter with this edition, were 

surprisingly slow and timid today. The basses sometimes cannot maintain a 

tempo. 

I rehearsed all of the imitative sections of this excerpt, asking all 

sections to sing the alto part to quickly achieve optimal syllabic stress. I 
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then had each section sing its own part, pointing out that the text stresses 

should remain unchanged even as they occurred at different times, and on 

different beats within Brett's barring. There is still "episodic material" that 

needs to be brushed up, but overall they seemed solid with notes and 

rhythms in this edition. The prosody remains difficult. 

As the choir retrieved the music for the Fellowes edition, I briefly 

reviewed Fellowes's editorial procedures. Although I began conducting the 

half note values (i.e., subdividing, as the whole note is the beat note), the 

choir nonetheless had great difficulty with the rhythms. I think it must be 

difficult to look at the whole notes and half notes, and at their respective 

rests, when you are accustomed to looking at quarter and eighth notes. We 

spent much of the rehearsal time sub-pulsing quarter notes to help the 

ensemble maintain their place, or at least to force them to count. Although 

the rhythm was frustrating, I did feel that by the end I was pleased with the 

choir's horizontal musical line. 

It was fascinating to rehearse these two editions in juxtaposition. 

The same choir had two very different kinds of problems with the two 

different editions. Clearly, using the Brett edition, the choir has no trouble 

with rhythmic reading, yet they have great difficulty achieving vocal lines 
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that move horizontally and independently of each other. In Fellowes, the 

choir's horizontal motion is actually quite remarkable. They stress the 

words properly, and sing independently; yet achieving vertical alignment 

remains quite difficult. 

2-08-01 

Today was the first time we rehearsed the partbooks together as a 

choir. I was worried about this rehearsal because I did not know what to 

expect when the group tried to sing their various parts together. Much to 

my surprise, the choir actually did quite well the first time through. Even 

more interesting is the fact that so many of the ideas about phrasing and 

accentuation with which we have struggled in some editions were 

unproblematic today. I feel the choir sections were functioning 

individually today while simultaneously functioning as parts of an 

ensemble. 

As for conducting this edition, I tried to maintain a strict tactus that 

equaled the value of a whole note. The gesture was circular in nature; I 

tried to avoid any real "downbeat." I endeavored to make the down and up 

of the beat indistinguishable as separate temporal events. The result felt 

very strange. I was doing less and the choir was doing more. Because I 
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was not trying to conduct every nuance of line, the choir was freed from the 

tyranny of my gesture, and elevated its own music making. 

Although I was very surprised with their success on the horizontal 

aspect of the music, I was not surprised that the vertical alignment of the 

parts was not as clean as in some of the editions with barlines. It seems the 

challenge of this edition will be to achieve vertical alignment while 

maintaining the wonderful freedom of the horizontal line. 

I am pleased with the success of my edition. The choir has no 

rhythmic or counting problems despite the lack of barlines. The sections 

are able to accentuate their words very clecU-ly and independently of the 

other parts while achieving vertical alignment. I continued asking them to 

over-stress the accented and under-stress the unaccented syllables; I hope 

we are able to temper this exaggeration to make a smooth performance. 

The juxtaposition of the partbooks with the Mehaffey edition was 

quite interesting. The choir clearly understands the necessity of 

independence and horizontal motion - I think the absence of barlines 

enables the choir to achieve this goal. The main difference between the two 

editions lies in the vertical alignment. 1 think the choir will get better at this 
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with the partbooks as they rehearse more, but it will take time. Vertical 

alignment is not a problem with the Mehaffey edition. 

2-13-01 

If I had to choose the edition I thought would be the easiest for the 

choir to deal with (regarding notes and rhythms) it would have been the 

Washington. So far, the choir has had no problem with pitch and rhythm, 

but the textual prosody sounds affected, to my ear. Today we worked to 

shape the lines more horizontally than vertically. I reminded the choir of 

the technique: crescendo unaccented syllables, and decrescendo accented 

syllables. This worked for about three or four bars before they forgot to do 

it. 

I took time to explain the implied meter in each voice part, hoping 

that some math and numbers might help them organize the music more 

clearly in their minds. I explained which phrases were in "duple" and 

which were in "triple." This seemed to help all of the parts, especially the 

tenors, who are often at odds with the altos and basses in this movement. 

I am conducting in the 4/4 meter that Washington has indicated. 

(However, it is a struggle, because the accents are so incongruous with the 
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meter, and I sometimes lapse into a less formulaic pattern. But I always 

change back as soon as I catch myself.) I try to show the accents that do 

not occur on strong beats (1 & 3) within my gesture. (Washington has 

indicated such stresses by the mark of [' ] over a note.) I do this to help the 

voice part with the stress remember that the meter and accent do not always 

line up; the danger exists that another part may misinterpret such a gesture 

as having been intended for them. I think that if I begin to do this less, the 

choir may have more success. 

Once again, we rehearsed the partbooks as a full choir. And again, 

the choir jumped right in and actually improved over the last time. I remain 

astounded by the rhythmic freedom the parts are able to achieve with this 

edition; the result is very beautiful. Conducting the partbooks is so 

fascinating, because all you can do is keep the time. It is an amazing 

experience (almost unprecedented, in my experience) to watch singers 

perform a phrase and take responsibility without your gesture. I have 

always believed in the need for singers to take more responsibility for the 

music, but I never realized how much my conducting affects singers until I 

did less of it. Sometimes conducting too much really can make the music 
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worse. I am going to apply this approach to conducting music other than 

that of the Renaissance to see what happens. 

The comparison of this edition with the Washington was startling. 

The lines and prosody were far more supple in the partbooks, but the 

rhythmic and vertical security were much more confident with the 

Washington edition. The choir almost sounded like a different ensemble, 

dealing with different inadequacies, when we changed editions. 

The Mehaffey edition continues to improve each time we sing it. 

For some reason, I think the choir sings with their best tone quality when 

we use this edition. I am unsure if there is any connection, but it is 

interesting to note. However, if they feel more comfortable with the 

edition, they may feel free to add more of their voice to the music making; 

conversely, I must consider that they may feel increased responsibility to 

this edition, as it is mine. 

I have noticed it is more difficult to get the choir to relax into 

cadences in the editions that use reduced note values (Washington and 

Mehaffey). Perhaps they instinctively interpret quarter and eighth notes as 

faster notes. In the editions with the original note values, the choir may 

find it easier to cadence when they are seeing half and quarter notes. In 
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addition, the Fellowes edition and the partbooks use a whole note tactus, 

which makes the music seem to move at a faster pace in relationship to the 

beat of the conductor, therefore making it easier to slow down. 

2-15-01 

Today's rehearsal was a disaster. I went into the rehearsal expecting 

to build on the many improvements from previous rehearsals. To my 

surprise, chagrin, and frustration, every edition was in worse shape than it 

was the previous time. The choir seemed very apathetic and uninterested in 

rehearsing any of the music. The choir had problems singing a five-note 

major scale. I finally gave up; quite honestly, I felt disgusted and 

frustrated. I am wondering at this point if I am going to be able to get any 

useful information out of this project. I think the ideas are interesting, but 

if I can't get the choir to at least try, then I will leam nothing. I realize that 

not every rehearsal can be perfect, but I need more effort from the singers 

to get some data. 

Fellowes today was a complete catastrophe. Rhythm was nowhere 

to be found. I tried to elicit their involvement by describing the deeply 

personal nature of this music; I tried to ignite their imaginations with the 

words "cwm sancto spiritu in gloria Dei patris." Even the excitement of this 
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text did nothing to improve their attitude towards rehearsing. And from 

here, it went all downhill! 

There was no sound from the tenors. Basses cold not sing simple 

scales and intervals. Surprisingly, the altos (the most inexperienced 

section) were the strongest section. Most of the men are graduate 

conducting students, while the altos are mostly undergraduate, non-majors. 

One of the reasons I was so upset was that I felt I was conducting 

beautifully today. I felt my gesture matched the music in all cases, and 

should have helped the singers sustain a line. But there was NO sound! I 

just don't understand. I told the choir, mainly the men, that I was 

embarrassed for them and their poor effort. 

Both Washington and Mehaffey were disasters. For some reason the 

tenors couldn't count to five. I do not understand. I feel bereft. 

2-20-01 

Today was the first day that we rehearsed four editions (Brett, 

Partbooks, Fellowes, and Mehaffey) in the same rehearsal. This rehearsal 

was another disaster. I am sorry to say that I got upset at the choir today; I 

tried to insult them. Truth be told, they really deserved it, but I do realize I 

need to work harder at helping them realize the music. I just can't help 
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thinking that graduate students should be able to read this music, even if 

they have no idea what to do with it. I implored the men, observing that 

performance was imminent and it was time for them to perform. They did 

a little bit better, but I suspect it was mainly to appease me momentarily. 

My, how I am pessimistic! This is unusual for me. 

The Fellowes edition is turning out to be a disappointment. At the 

beginning of this process I would have guessed that Fellowes would have 

been more successful than Brett, but this is not the case — at least to my 

ears. I think Fellowes sounds very plodsome. It is too bad, because it is 

closer to Byrd's original notation than Brett's. I think the varying length of 

bars, coupled with the use of original note values, is very confusing for the 

singers. It is hard to keep track of weak and strong beats in a 4/1 bar, 

especially when consecutive whole notes are actually on the weak beat (or 

upbeat) in a half note subdivision. This causes problems for singer, 

conductor, and accompanist. 

The Brett edition yields the least number of rhythmic problems. It is 

slower than the other selections, and is less complicated rhythmically. 

Although I am maintaining Brett's indicated 4/2 pattern, I am trying to 

improve the prosody by avoiding strong downbeat gestures. I attempt to 
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cue all of the parts in a manner that will help them realize the appropriate 

prosody. This is quite difficult and a lot to remember, and I frankly am not 

sure it helps at all. 

2-22-02 

This rehearsal was much better than the past several! I think the 

choir is finally buying into many of the performance ideas we have been 

discussing. There are still some major problems with intonation. I am not 

sure I am going to be able to fix those by the time performance comes, but 

- truth be told - I don't really care. 

The various editors of these editions chose different keys for this 

Mass. Byrd originally composed the Mass in using F as final. Washington 

and Fellowes decided to transpose the Mass to E-flat. I know the tonality 

of F does not tune well, but intonation lies outside the parameters of my 

project. I feel I should take each edition at its face value. I also don't feel 

comfortable asking the singers to sing it in a higher key. Maybe I will 

lower it, but I did that once - on the partbooks - and I had three singers 

complain that they can't sing a note if the sounding note differs from that 

printed. I am not convinced of that, but whatever. I wish the tone quality 

were consistently better; but again, 1 simply do not have the time to work 
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on that aspect of the music. First and foremost, I am trying to leam about 

text stress. It is very frustrating for me to be trapped in this box, but I now 

feel I am beginning to gather valuable information that will be useful to me 

- and hopefully to others - in the future. 

The Washington took some nice shape today. Some of the lines 

were very exciting in their interplay. However, we have still not reached 

the end of this selection successfully. For this reason, I will probably stop 

the choir just before the final section of the excerpt in the recital. I think 

that is fine to do, because most of the interesting prosody comes before the 

end of this section. I think the audience will get the idea. 

We continued to rehearse the portion of the Brett that is quasi-

canonic. Finally, the choir achieved some success with the phrase shapes. 

The texture changes incredibly when all the voice parts are able to function 

independently. Oddly enough, it is in this edition that I feel I have to 

conduct more to get anything out of the choir. In light of my earlier 

digression about how I wanted to experiment with conducting less (2-13-

01), this is surprising and frustrating. 

I remain shocked by how well the partbook edition is going. I think 

if one can spend the time in sectionals, so that each section feels 



81 

comfortable with and knowledgeable about their part, they will work very 

hard in full rehearsal, because they know they have to in order to succeed. 

Even in my worst rehearsals, the choir always perks up to work on this 

edition. (Maybe they feel they can sit back and relax when the see 4/4?) 

Regardless, I continue to enjoy working with this selection. 

2-27-01 

Today is the final rehearsal. March 1, Thursday's rehearsal, will be 

in the performance hall; consequently, more of the focus will be on 

acoustical considerations than on the music. However, we will meet on 

Saturday, March 3, for the dress rehearsal (fifty minutes). I have made the 

decision, "under" heavy encouragement from colleagues and teachers, to 

sing all of the editions in the key of E-flat. While this will not represent 

each edition exactly as it is printed, 1 made the decision for vocal and 

intonational reasons.^ I am convinced the choir will ultimately sing better 

because of this decision. 

® It is true that we are uncertain of Byrd's "standard" pitch; it could have been as much as 
a third higher. It is also likely that Renaissance musicians, including Byrd, performed at 
whatever pitch level was comfortable and convenient on a given day. 
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This Mehaffey edition is ready for performance. The choir does 

especially well at the bottom of the first page at the words, "Dominus Deus 

Sabaoth Remaining independent at this point should be quite difficult for 

them, as Byrd cleverly arranged for all the accents of the words to fall in 

succession. I do not believe the degree of independence they achieve in 

this section would be possible if we were using the Brett or Washington 

editions, as the barlines would dominate the accentual pattern of the text. 

Finally, the choir is achieving vertical alignment with this edition. 

The most difficult part comes at the end of the selection, at the words "Jesu 

Christe". The implied meter of each voice part is triple, but Byrd places 

the "downbeat" of each implied metric structure one beat apart in each 

voice. Literally, then, every beat is a downbeat for one of the voice parts. 

Combine this so-called "hemiola" with a tactus that must remain in a duple 

pattern,^ and the result could easily be chaos. This section would probably 

be easier to achieve, rhythmically, using Brett's or Washington's edition, 

but I think the textual accentuation would be less satisfactory. Today the 

choir finally realized this section with the partbooks, and the result was 

^ In essence, creating a double-hemiola. 
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outstanding! It was so exciting to hear all of the accentuations function 

independently of feach other. 

At the encS of this process, I must say that I am disappointed in 

Fellowes's editiom. I think the notation of long notes, with barlines far 

apart, and at irregrular intervals, confuses even the best musicians in the 

choir. (Truth be t»old, it often confuses the conductor!) The resultant lack 

of rhythmic confiodence prohibited the choir from realizing all of our 

performance goalss. The result was tentative singing, which, of course, is 

undesirable. 

3-01-01 

Today we Hield our rehearsal in the performance space. Having only 

our usual twenty-flfive minutes, we sang through each edition once. There 

was no time for detailed rehearsal. Logistical matters occupied the rest of 

the time. No cogesnt data is apparent from this rehearsal. 

3-03-01 

Today was the dress rehearsal, our final rehearsal before the concert. 

We were in the pe: rformance hall; the rehearsal was fifty minutes long. 

Because of the adcditional time, we rehearsed each edition for ten minutes. 
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Much of the rehearsal time saw us continuing to become comfortable in the 

more resonant acoustic, but a quality rehearsal did take place. 

I consciously treated this rehearsal as though it were the firsts not the 

last. I carefully reminded the choir of the performance goals, and recalled 

them repeatedly throughout the rehearsal. At this point, of course, each 

edition was pretty much "where it was going to be" for performance. 

Because the choir knew performance was imminent, they worked 

diligently. Each edition improved, but not to the extent that all of their 

respective and aforementioned problems disappeared. Most of the 

improvements involved the quality of their singing (of course important and 

gratifying, but not within the parameters of this study). 

I left this final rehearsal confident that the choir would sing well for 

the concert the following day, and that the excerpts of the different editions 

would prove revelatory to the listeners. 
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CHAPTER VII 

THE EMPIRICAL DATA 

The goal of this study was to achieve a list of performance goals 

with five musical excerpts. Five excerpts from five different editions of 

William Byrd's Mass for Three Voices were rehearsed a total of eighty 

minutes each. The concert, on March 4, 2001, was a report of the choir's 

progress with each edition in relation to the set performance goals. The 

charts on the following pages impart the empirical data garnered from each 

edition vis-a-vis the performance goals. 



Figure 7.1 Independently Functional Vocal Parts 

Fellowes • choir was able to function independently with this edition 
o did the original, long note values help the choir achieve a horizontal line? 
o the existence of clear horizontal lines m the musical product proves that each part was able 

to function independently 

• the meter did not overcome the ability of the voice parts to move ahead without accent. 

Washington • independence eluded the choir with this edition 

• properly performed accents occurring in one part often caused other parts to accent in the wrong 
place, or to lose their place in the music 

• did the reduced note values of this edition, coupled with barlines at regular intervals, cause singers 
to think vertically instead of horizontally? 

Brett • the singers were able to maintain independence for short periods of time, but then usually fell prey 
to the superimposed metrical structure of the 4/2 barring 

• the selection of music for this edition was quasi-canonic 

for the phrasing to be eorred, it required a great deal of iixlepenclence. 

Mebafley • the choir achieved independence while using this edition 

• mensurstriche must have given singers the vertical information they needed without impeding on 
their senses of horizontal development 

• did the creative type setting (of the text) help the singers achieve independence? 

Partbook • the partbooks achieved the most independence 

• the singers did not see the music of the other parts 

• the singers shaped phrases without "dictatoriar conducting 
• the lack of barlines fieed the singer fh>m relying on a modem meter to organize the music 
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Figure 7.2 Vertical Alignment 

Fcllowes • vertical alignment eluded the choir with this edition 
• use of the original note values made couting very difTicult for the choir 

o it was difTicult for the singers to organize as many as four whole notes in a bar, especially when 
these whole notes did not occur simultaneously with the tactus 

• precise vertical alignment never occurred, because the choir felt rhythmically insecure 
Washington • the choir achieved vertical alignment from the first rehearsal with this edition 

• the choir found the note values and barring system familiar and easy to read 

• it is the opinion of the author that the vertical security attained with this edition prohibited the choir's 
realization of the first performance goal 

Br«tt • despite its regular barring, this edition did not achieve the level of vertical precision one might expect 
o may be due to the original note values, but could be due to the canonic texture of the particular 

selection from this edition 

• the conductor made great efTotts to achieve the first performance goal with this edition (because of the 
incongruousness of the canonic texture with the 4/2 barring) 

0 therefore, the ability of this edition to achieve vertical alignment may have been obfuscated by the 
conductor's efforts to achieve other goals. 

Mehaffey • the choir mostly realized vertical alignment with the Mehaffey edition 
o the "Osama " section was problematic in terms of vertical alignment, but the rest was quite exact 

• the choir did not have problems understanding mensurstrkhe as a method of place-keeping, even when 
notes that would be tied in editions employing barlines appeared as the original note v^ue, thus leaving a 
blank space immediately following the added mensurstrkhe 

Partbook • the choir, predictably, did encounter difficulty with vertical alignment here 
0 perhaps the singers are not really used to counting, but learn rhythm based on a complete texture, 

assisted by a printed score 
0 singers, unlike instrumentalists, are unaccustomed to counting rests 

• the appearance of long rests in the partbooks - without barlines to assist in counting - caused many serious 
problems in rehearsal 

• afler spending time with the partbooks, the singers became better at vertical alignment, but it did take some 
time 



Figure 7.3 Proper Accentuation of Words 

Fellowes • the choir usually perrormed the text of this edition with proper accentuation 
• the author believes that the distance between the barlines, so problematic for vertical alignment, actually 

helped the singers accent correctly 
0 the printed notation - longer notes - gave singers the illusion they had more time to crescendo and 

diminuendo to the appropriate stressed or unstressed syllable, therefore yielding desirable 
accentuation 

Washington • Washington went to great lengths to assure singers would accentuate properly (see Chapter III) 
o however, despite Washington's effort, the choir found it difficult to accent correctly when their 

accentuation conflicted with the meter implied by the barlines 
• the shorter note values, coupled with a tactus twice as fast as Fellowes, made the crescendo and diminuendo 

attempts less successful. 

Brett • despite the conductor's great effort - not to mention a great deal of time - to elucidate the similar nature of 
all vocal lines, the choir never attained perfect textual accentuation with this edition 

• the power of the barline was too strong 
o the singers were never able to overcome the meter, even when the conductor departed from the 

conducting pattern in an attempt to aid the singers realize proper pronunciation 
MehafTey • the choir had particular success with this edition 

• the most interesting section, from the standpoint of accentuation, was "Dominus Deus Sabaoth" 

• the organization of the accents in the various voice parts make independence quite difficult to achieve 
• without solicitation from the author, singers spoke of the helpfulness of the increased font size and 

boldfaced print on the accented syllables 
Partbook • accentuation in this edition was of paramount consideration to the author; the choir accomplished this goal 

quite well 

• however, they did not do as well as one might think, knowing the quality of independence achieved via this 
edition 

0 this may be due to the high level of concentration required by the choir to maintain vertical 
alignment; crescendo and diminuendo, thusly, would have been of a lower priority to the singer, 
leaving the conductor with less than ideal accentuation 



Figure 7.4 Prosody Based Phrase Shapes 
Fcllowes • the "long note" notation of this edition made any ideas of macro phrasing virtually impossible to 

accomplish with the choir in the given rehearsal time 

• as stated in the previous table, the choir did a fair job with the accentuation of the individual words; 
however, they were unable to put together all of the well accented words in a phrase determined by the 
shape and meaning of the words 

Washington • despite their inability to accent properly because of the barline, the choir did spin some nice phrases in this 
edition 

• the author believes the shorter note values made phrases seem short, thus convincing the singers of their 
ability to sing a complete phrase 

Brett • despite phrases of similar shape, the singers never achieved a sense of ensemble phrasing 

• one cannot overlook the use of regular barring and original note values when one considers why this 
happened. 

Mehaffey • again, the phrase ̂ Dominus Deus Sabaoth" proved revelatory 
• the choir was able to phrase beautifully from beginning to end 

• the conductor had to woik quite hard to make the first three lines - Sanctus - make phrasal sense 
• singers' concentration on micro-level activities seems to be the one draw back of the altered typeset 

Partbook • because singers viewed only their own line, and barlines were absent, achieving long phrases - in vacuo ~ 
was quite simple with the partbooks 

• the problem arose when the parts sang together 
o while the parts could function independently of one another with ease, singers seemed reluctant to 

"take a chance" with phrasing in this edition; again, this probably is related to feeling rhythmically 
insecure 

00 
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Figure 7.5 -Dovetailed Cadences 
Fellowea • despite their problems with phrasing, the choir was able to dovetail cadences rather efifectively with this 

edition 
0 this, the author believes, is another advantage of the long note values, much like the crescendo and 

diminuendo of performance goal three 
0 each voice part was able to make very tasteful diminuendi to the completbn of then* melodic ideas 

• despite their problems with phrasing, the choir was able to dovetail cadences rather efifectively with this 
edition 

0 this, the author believes, is another advantage of the long note values, much like the crescendo and 
diminuendo of performance goal three 

0 each voice part was able to make very tasteful diminuendi to the completbn of then* melodic ideas 
Waihington • the choir's greatest success with the Washuigton editk)n came in dovetailing cadences, partkularly at the 

words, "Ante omnia saeculcT 
• the tenors did a marvelous job at tapering into the background as the basses entered 

0 this highlighted the deceptive cadence that occurs at this point. 
Brett • despite all of the problems this editran seemed to present, dovetailing cadences was not one of them. 

• although they did not accentuate the canonic subject veiy well, the choir did understand that when the 
subject entered in a different voice part, they no longer had the most important material 

• however, although this edition was successful at this particular performance goal, the author believes the 
success was a fiinction of the canonic texture, and not any notational device used by Philip Brett 

Mchaffey • the choir never dovetailed the cadences in this edition, possibly because of the reduced note values 
• it may have been visually difficult for the choir to perceive the need to taper quickly 
• this however, shouU not undermine the success of this editwn, as the selected musical example did not give 

the choir many opportunities to prove its ability to dovetail 
Partbook • the choir was unsuccessful at dovetailing cadences with the paitbooks 

• the absence of score format makes this concept far more diflicuh, as a singer cannot see when another part 
is going to enter 

• repetitran and the singers' fiuniliarity with the music should ultimately yield dovetailed cadences 

MD 
O 
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CHAPTER VIII 

CONDUCTING RENAISSANCE MUSIC 

While many opinions exist regarding the performance of 

Renaissance music, little is written about how to conduct it. In fact, 

conducting and Renaissance music have not always coexisted; often, the 

"conductors" in the Renaissance were also singers in the choir. The 

"conductor" would have simply been the person who established the tempo 

and maintained it through the tactus.' The practice of conductor/performer 

continued into the Baroque era and beyond. During and following the 

Baroque, however, the "conductor" often led from the keyboard; 

conducting as we know it did not exist until the end of the eighteenth 

century. 

Conducting Renaissance music is inexorably connected to 

appropriate analytical and rehearsal techniques. The development of an 

appropriate gestural vocabulary for Renaissance music requires a clear 

' The rising and falling motion of the hand to indicate a beat equal to one semibreve 
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understanding of how the music is constructed, and this understanding 

allows one to teach the music to a choir. 

Analyzing Renaissance Music 

Common practice analytical techniques do not readily apply to 

Renaissance music. Matters of balance are paramount in music of the 

fifteenth and sixteenth centuries because, in Renaissance polyphony, the 

vocal parts are usually of equal importance. Polyphony has been defined as 

"music combining several lines, each of which retains its identity as a line 

to some degree, as distinct from homophony, in which melodic interest is 

contained in one line."" This is not to say, however, that no one part should 

ever predominate. Indeed, it is the conductor's responsibility to decide 

which part is most important at any given moment, and careful examination 

and analysis provide the only route to this information.'^ 

As opposed to most traditional music analysis, the analysis of 

Renaissance polyphony is properly approached horizontally (vis-a-vis 

vertically). It is helpful to begin with the identification and assessment of 

" The New Harvard Dictionary of Music, s.v. "Polyphony." 
Renaissance music does not readily submit to traditional, common practice analytical 

techniques, because this music is rarely based on a melody and accompaniment model; 
instead, it features an interweaving of melodies combined on a horizontal plane. 
Therefore, harmonic analysis of a Renaissance motet is usually of little value. 
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the melodic material (hereafter called the subject). Subjects used in 

polyphony can be pre-existent melodies (e.g., plainchant), or may be newly 

composed. A fundamental element of analyzing this music is to trace the 

subject horizontally through the entire piece, as it migrates among the 

different parts; it can be helpful to mark or highlight the melody in each 

vocal part in the score. 

After locating all the appearances of the subject throughout the 

music, one must account for all of the notes that are not part of the subject. 

Often, a second predominant melodic idea passes between the voices; this 

may be called a counter-subject. Another possibility for non-thematic 

melodic material (i.e., musical material that is not part of the subject) is free 

counterpoint. Free counterpoint, essentially, is comprised of notes that 

serve a harmonic purpose in Renaissance music but are not subject or 

counter-subject material; although the melodic lines must of course still be 

sung horizontally, these free counterpoint notes help create the resultant 

harmonies. Analyzing the music in this horizontal manner enables a 

conductor to visualize how the texture is dependent upon the repeated (and 

in this style, inevitable) beginning and completion of melodic ideas. To 

summarize, during score study (and before beginning rehearsals of the 
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music) the conductor should identify all the musical lines (literally every 

note of the piece) as belonging to one of the following categories: subject 

material; countersubject material; or free counterpoint material. 

Rehearsal of Renaissance Music 

In rehearsing the music, the conductor and ensemble need to work 

toward concrete objectives. The performance goals listed in Chapter 1 are a 

good point of deparmre. They are summarized below: 

1. Independently functional vocal parts 
2. Vertical rhythmic organization 
3. Proper accentuation of words 
4. Prosody-based phrase shapes 
5. Dovetailed cadences 

The most important job of any conductor is to act as the composer's 

advocate. To accomplish this in Renaissance music, one needs to find ways 

to enable the listener to hear into the texture. Although each voice part is 

generally of equal importance in Renaissance polyphony, sixteenth-century 

contrapuntal technique implies a hierarchical relationship among the 

different vocal lines. The conductor must then assure that the subject is in 

the foreground of the listening texture, with any countersubject or free 

counterpoint slightly in the background. Assuring that singers know their 
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part's function (one of the three outlined above) at all times is key to 

success in this area. 

Because the subject is integral to the construction of the music, it is 

usually the first thing singers should leam. Before beginning the rehearsal, 

the conductor should have a clear concept of the shape of the subject; as 

discussed in Chapter 1, the textual stress of the underlying words largely 

determines the shape of the melodic line. It can be useful for the conductor 

to demonstrate the subject with the shape and stress he desires, asking the 

singers to mark the notes that receive stress. (It is most useful if the singers 

mark the stresses each time the subject occurs in their part. If the conductor 

creates his own edition, it can be useful to mark the stresses for the singers.) 

It may also be useful for some singers to hear the subject played on a 

sustaining instrument (not the piano) with the desired stresses and 

articulations. 

To teach the singers to sing the subject, the conductor might select a 

voice part containing the subject in a range comfortable for all singers 

(considering octave displacement), and have all the singers leam the subject 

together. Although the melody may not be replicated note for note in all 

voice parts, the singers will begin to understand the melodic contour; this 
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will save a great deal of time in the long run. The conductor should take 

great care to assure that all the singers phrase the music exactly as desired; 

extra time and attention here will save much anguish later on. It is useful to 

have the singers sing a neutral syllable at first, but changing to text soon 

after beginning the learning process can help singers assimilate the desired 

syllabic accentuation."* 

When the choir can phrase the subject as desired, ask each section 

to sing its respective voice part (have each part sing their subject and stop). 

Often, as in Figure 8.1, the subject may be quite short. In Figure 8.1, the 

alto (the top line), the tenor, and the bass lines have exactly the same 

melodic construct. It would therefore be efficient to have all sections sing 

the alto part for the textual fragment, ""'Qui propter nos hominess, et propter 

nostram salutemy 

"* The concept of pronunciation of language in the Renaissance is of particular interest to 
this author: however, the concept was not included in this study. Realizing the regional 
variants of pronunciation in Latin (as well as other lang^iages) can be quite rewarding to 
singers, conductors, and listeners alike. For information regarding pronunciation of Latin 
in the Renaissance era, please refer to Harold Copeman, Singing in Latin (Oxford: Harold 
Copeman, 1990) 
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Figure 8.1 

4S 

isl 

Qui pro - pter nos ho 
s-

- mi- nes, et pro -pter no stram 

Qui pro - pter nos ho - mi - nes, et pro - pter 

Qui pro - pter nos ho - mi - nes, et 

.  J  J  I J  J  
sa - lu tem, de - seen dit. de -

strajn 3a — lu (em. de - seen - dit 

pro-pter no 
45 III 2; no comma 

— strara sa - lu tem. de - seen 

As one can see, the basses and tenors share the same rhythmic and 

melodic structure. (The only differences are in the rangie of the notes and 

the timing of entrances.) While one may later need to review the notes of 

these parts, it is nonetheless possible to teach all of the phrasing at once, 

using the alto part. It is also important to instruct the simgers to diminuendo 

their idea to its completion, thus allowing the following entrance of the 

subject to emerge from the texture. This allows for dov.etailing of 

cadences, one of the fundamental performance goals outlined above. 
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With regard to phrasing (particularly involving word stress) the 

conductor should instruct the singers to diminuendo all accented syllables 

to the following unaccented syllables, and to crescendo all unaccented 

syllables to the following accented syllables.^ This may seem illogical, but 

it is the crescendo of unaccented syllables that causes accented syllables to 

sound accented. The converse is also true. 

Amidst all the horizontal movement, it is important that the voice 

parts are properly aligned, vertically. Countless editors have tried to 

reconcile this dichotomy with various notational conventions (e.g., barlines, 

accent marks, etc.). Accomplishing appropriate horizontal flow and 

vertical alignment is probably the ultimate challenge in preparing 

Renaissance music for performance. Therefore, a question in the 

foreground of a conductor's mind when preparing Renaissance music for 

performance should probably be: how can one achieve vertical alignment 

without losing the horizontal directionality of the individual voice parts? 

This author believes that consistent tempo is the only way to achieve 

vertical alignment in a polyphonic texture. Using a metronome in rehearsal 

In the case of consecutive unaccented syllables, there should be a gradual crescendo to 
the next accented syllable. 
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is an excellent way to accomplish this, as a reliable metronome is 

unforgiving. A metronome also keeps the tempo without any gesture that 

might impact negatively on the horizontal motion of the line. This 

recommendation does not intend to imply that tempo fluctuation in 

performance is unacceptable, but that an ensemble's ability to vary tempo is 

a function of the ensemble's ability to maintain a consistent tempo. 

Conducting Gesture 

As previously stated, a primary objective of Renaissance music is to 

ensure the independence of the vocal lines; it is important for a conductor 

to enable singers to react independently so that, ultimately, the listener can 

hear inside the polyphonic texture. What kind of gesture evokes this type 

of singing is an important consideration. Distinguished conductor Lloyd 

Pfautsch highlights the need for an appropriate gesture by saying: 

There is always a relationship of choral sound to the physical 
movements of a conductor. Whatever he does, however, the 
conducting gestures must be functional. They should be a sign 
language that conveys to the group what the conductor expects from 
them.^ 

^ Lloyd Pfautsch, 'The Choral Conductor and the Rehearsal," in Choral Conducting 
Symposium, 2"'' ed., ed. Harold A. Decker and Julius Herford (Englewood Cliffs, NJ: 
P r e n t i c e  H a l l ,  1 9 8 8 ) ,  1 3 1 .  
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The challenge every conductor faces in conducting Renaissance 

music is to find gestures that enable all the performance objectives 

simultaneously; in truth, this is virtually impossible. It reminds this author 

of a virtuoso organist playing an eight-voice fugue with only four 

appendages! Most Renaissance music consists of at least three parts and is 

highly imitative. It is challenging - to say the least - for a conductor to 

conduct every line, considering that humans only possess two arms. The 

following sections will attempt to describe appropriate conducting gestures 

for Renaissance music and to suggest which material to conduct. 

Less is More In preparing the music for this project, the author 

experimented with the amount of conducting necessary for a choir to 

function in the desired manner. Oddly enough, more expressive and 

physically involved conducting generally resulted in a less expressive choir. 

This makes sense, however, when one stops to consider how the music is 

constructed. When the conductor pays extra attention to the phrasing of 

one part, his gesture is almost invariably at odds with another part. Some 

singers might therefore receive faulty information regarding accentuation 

from both the printed score and the conductor, a situation that - with 

repetition - could prove almost impossible to overcome. 
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This study's greatest successes came when the conductor relegated 

himself to the role of "glorified tempo-keeper." This not only freed the 

singers from the modem conducting patterns (often incongruous with the 

desired accentuation of their part), but also placed the responsibility to be 

expressive squarely on the singers. It is the firm opinion of this author that 

delegating the responsibility for expression and accentuation to the choir 

actually makes the conductor more expressive and influential in shaping the 

music. 

Shape and Pattern Renaissance singers, if they sang with a 

conductor, were accustomed to the presence of a tactus. While the tactus 

included a down-and-up motion of the hand, the down motion did not 

imply the same metrical accent as the down motion utilized by modern 

conductors. In modem conducting, the downbeat usually coincides with 

beat one of a measure. As mentioned several times previously, modern 

performers habitually place an accent on the first beat of a measure. In the 

Renaissance, meter and accentuation were unwedded; conversely, modem 

music is built on the dual and concurrent concepts of meter and 

accentuation. In modem music, an accentuation that contradicts the meter 

is syncopation. 
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Conductors, therefore, must decide whether the concept of "down" 

(as it will inevitably be understood by twenty-first century musicians) is 

appropriate in the conducting of Renaissance music. It is important to 

realize modern singers probably do not completely understand Renaissance 

style. Regular beat patterns and metrical dance patterns (so very different 

from the supple texture of a Renaissance motet) pervade today's rock and 

roll society; it may thus be impossible for contemporary singers to interpret 

a conductor's "down" gesture as merely a time keeping gesture, divorced 

from accentuation. 

Hence, the challenge is to discover a gesture that will enable the 

choir to feel rhythmically secure (in a vertical sense) while not interfering 

with the horizontal progression of the music. Conductor Lewis Gordon 

mentions this is in his book on conducting: "Although modem editions 

usually employ bar lines, downbeat stress must be minimized. One of the 

conductor's prime responsibilities is to maintain a steady, unaccented 

tempo." ̂  George Howerton agrees with Gordon in his book Technique and 

Style in Choral Singing: 

^ Lewis Gordon. Choral Director's Rehearsal and Performance Guide (West Nyack, NY, 
Parker Publishing Co., 1989), 168. 
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The conductor will delineate the rhythmic pulsation (the beat) with 
firmness in order to synchronize the parts. At the same time he will 
avoid the regular metrical accentuation common to the musical 
practice of a later date.^ 

In trying to assimilate the concepts outlined above, the first logical 

conclusion might be to avoid sharp gestures. Considering the acoustical 

environments for which most Renaissance music was composed, a default 

macro-articulation of sostenuto works well. A conductor should endeavor 

to explore as much horizontal space as possible in his gesture, as side-to-

side motion will encourage singers to attain the horizontal nature of their 

parts and maintain the desired sostenuto. Most conducting textbooks teach 

patterns based on upbeat and downbeat, patterns that are not so useful for 

Renaissance music. An oversimplified postulate of conducting might be: 

post-Renaissance music is up and down; Renaissance music is side to side. 

The author of this study has found a sideways figure-eight 

conducting pattern quite effective. This pattern provides a very fluid 

motion. The curvature of the figure-eight avoids over-accentuation of any 

particular beat; in essence, every beat weighs the same. This pattern has the 

added benefit of making sharp gestures difficult to execute. Occasionally, 

® George Howerton, Technique and Style in Choral Singing (Chicago: Carl Fischer, 
1957). 115. 
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it will be necessary to depart from the figure-eight pattern (e.g., when 

assisting singers with entrances or cut-offs), but a great deal can be done 

within the suggested pattern. Great expressivity is possible. For example, 

one can vary the size and speed of the gesture, and add slight accents to the 

pattern in places where all voice parts phrase or accent together. 

When learning to conduct Renaissance music, one must also 

consider the customary pedagogy of conducting. Most conducting 

textbooks teach that the right hand is the pattern hand and the left hand is 

the expressive hand. However, as has been stated many times, the metrical 

structure of Renaissance music is quite different than that of later periods. 

This suggests that to perform the genre correctly, one must assimilate a new 

style. Therefore, the author suggests that conducting gestures might 

change; to use a cliche, "old habits die hard." A mature musician might 

need to completely "re-wire" his system to learn new styles. It may 

therefore be useful to employ revolutionary thinking. What if a conductor 

maintained the beat with his left hand (accustomed to expressivity) and 

relegated the right hand to cues and expressive gestures? This author 

believes that experimenting with new gestures will hasten the assimilation 

of the Renaissance style. 
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Cueins The concept of cueing is important in any conducting. 

However, most conducting texts teach cues as a "beat" gesture (i.e., an 

upbeat [preparatory gesture] followed by a downbeat [cueing gesture]). 

This methodology may not always be useful for cueing an entrance in 

Renaissance choral music. For example, in Baroque music, an unaccented 

syllable's entrance often occurs on the second half of a beat; but because 

the concept of "beat" was completely different in the Renaissance, the 

principle is not reciprocal. Therefore, a cue utilizing an up and down 

motion (especially when cueing an unaccented syllable) may cause singers 

to interpret an entrance as an accented beat when no accent is desired. Cues 

that move upward in a sweeping, invitatory gesture can be far more helpful. 

Conclusion 

Ultimately, success as a Renaissance conductor is dependant upon 

one's score study and stylistic understanding. The inherent flaw of most 

conducting pedagogy is that gesmres and beat patterns are taught as 

absolutes. Of course, beginning conductors need to master simple patterns, 

but the author believes that "stock" gestures and metrical patterns do not 

benefit the conducting of Renaissance music. Variations of color and tone 

will be absent if the conductor does not explore gestures that evoke the 
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inherent style characteristics of the music. It must be acknowledged that 

every conductor is different; gestures that work brilliantly for one 

conductor might look ridiculous when employed by another. Therefore, it 

is incumbent upon every conductor to explore new gestures - indeed, to 

explore the concept of gesture in general — when conducting Renaissance 

music. Not all gestures will work, but experience will enlighten the diligent 

conductor as to his own best gestural vocabulary. An added benefit is that 

exploration will enhance a conductor's gestural vocabulary in every style of 

music. 
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APPENDIX 

The appendix contains the excerpts from the scores used in this 

study. They appear in the following order: Fellowes, Washington, Brett, 

Mehaffey, Partbooks. Please reference Figure 4.2 for the exact starting and 

ending places of each excerpt. 



Fellowes 

108 

Qui tol - lit pec - ca. •> ttt muo • di. 

iie>pre-ai -ti >0 • nemoos-tram» imh • ci-pe do* pr^ca. • tt • o^Dcm noa tmni-

sus - ci-pc d«-prr.ca - ti - o-n«m oos - train,de - pr« - cn-ti - o-Bcm oos - tnun; 

V -I 4 -J • J i-
' ! 

J pj ^ 
P f 

„ J 

• '  ^  
f  I  I  , 1  

s»<* - dcH ad dex-ir-ram pa-trto »d d».*x - tc.ram pu tnM«mi - sc • rc-rc 

Qui Kc - des tfd dex - t« -mm pa - tri9> 

i 1' •-' "'•A r-ir' 
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•X9 9 
BO - bis, mi IttS re - re do 

BO - bis, bis. re • re oo mi i« 

Qbo - ai bjB. 

lus Do so • Igs ta sane - t«is, tu Do ' mi so •bob 

to so * lis Do s^nc > tus, mi 

ta so - las Do ta saoc - tns, mi - nus, 

tu so 

lus «1 -1^^ si • tttus> tu ko 

«o - lus Ml-ti« si 
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CumwiiC'to spi • ri'to te: 

su Chrtb Clijn«aoc-to spi ri • ta Ic: 

ctim i«aDC-to Mpi • ri-to, «pi Cum ]>8Jic-to spi ri-tu Chris 

in fT.'o • ri-* Dc tris. •tu pa P« 



I l l  

Washington 

CREDO 

fa- do - rem Pa - trcm oin teo -  tem ftt •  po 

Pa -  Ircm om - nt •  po •  ten cae 

Pa - ireoi om fa -cto -rem lem ten 

Tutii 

10 

ti 

l i>um 6m - nt um^ei in-vi*ss et ter 

ii.um ooi'm - um. et ter-rae 
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Ckri nam Do * mi aum Je •torn um. 

Do - ni aum Je tomCbrt - stum, a - nam id 

ZO 

P& iun. at at 

De - i a-ni'gc turn. Et ni 

li-um Dc (um. nt 

25 

cn - la . De-um de ire turn ao te cm - ni - a 

De am de De turn. 

De - um de An cu * ]«. te 
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in - men de lu De De rum um ve mi - ne 

!u• men de De mi - ae um ve 
• i 

lu - men de rum de De 

35 

de De•o tumtnon fac ro. 

Ge - ni'Cum , non lum* con* ve 

Ge ' ni'ium non fac De - o lum ve ro. 

fub^stan-ti * a - lem Pa iri: turn con 

.sub-stan*ti -a lem Pa tri: per quem ou - nt -

con tri; per quem om - ni*a 



114 

f '  '  J .  j  qvcm 6m - na * A •vol. Qui prop-Ccr 

f f \ J  J  J #  J  J  j —— 

J  
& fac - lA fBnt»p«r qvcm oo - ai-B. fBC-t« 

/tN 
1 Qui prsp -

€i prop•Itr 

Qni prop*Ur bos ho di«a«sy ci prop-lcr bo 

I^^I'l I J 1 j - J ;• 

lem de - •c«n - dil. de • 

 ̂  ̂ -| 
«c<o • dit d* c«« -

troi de - scca - dit d« eac -

—i 
1 

^ 
h—TTT^ 

• itram ca • lu icm d* - teia - dit de c«e 

r jcjf 



Brett 

csum, tn, 

sub-»tan>ti - s km tn. 

sub-^aa> ti - « - km pa con tru per quern om 

cfs. sunt. per qu^ni oflai 

ct4 tunt, pcr^ <3u<m om lunt. 

Ci - ctj Mint. ni per qucrmj om 3l ru • 

-o- * 

QUI pro - picr no* ho - mi - nerrs. ct pro-peer no - »tnim 

V 
Qu: pro - pier no& ho • nil • ncv ct pro - ptcf 

\ T n ~ 

QUI pf O - ptcr no» ho - mi - no. ct 

de tcm. 

de 

pro - ptcr lu no tcm. 



116 

xt 

dit de Us. seen cae 

de cte 

dit de cae 

SS 

de spi ri-tu cto, 

cto, in 

JO. 

tus est, ri-tu san - cto, 

60 

ex Ma- ri mo fa vir ctus 

Ma ho vir ctus mo 

et ho Ma mo fa ctus a vir - gi est. ri ne, 



T i j i f -  i j j H  i u n p - u t t i  - jf *%rj 
— y - - -  - ;  n = r = r r : : ; ^ z ^  

- r n TTV - t/i/- tunp'unJ - *«i - njd - u.'S itjnf>HJro-
\ 

"• IT • • " • * 
- T trj - njd • 'A/V uiU^ij.nmnp ^ uny - 'vkj-

o. 
'• 1 

«' ^ -"-* " • • ^ » - •*. ' 

-Lk-n Uinp» un> - ^ •» - ly* t . ij • i» - >i • jm • Ji 

roJ-LCH tcnp-unr' 

rj /» It; - /ru/ • j f s  t n t  •  t n i  *jo 

fnJ*^ *11^ sri 

*nj - |i*J - »• i» %ai — vtd *oi - 'I'M o - ij - uoj 

uoj qm 
Xk. 

•Ol uoj 

in  
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Mehaffey 

Sanctus 

Do ' Dc - US So > (xfQih. Uc • us Su • ca<%<«tu 
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san - na i.t cet 
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eel 



Partbooks 

Gloria 

Camus 

Et in icr - ra pax, ho - mi - ni-bus bo - nac vo-lun-ta - tis. bo - nac vo-Iiin-ta -

: -
lis. Lau •da - mu5 ic. be - nc - di - ci-mus tc. a - do - ra - mus te. glo-

i? ® ® O 
ri - fi - ca - mus ic, gUi - ri - fi - ca - mus tc. Gra - li - as 

i 
a - ci-mus ti - bi pro - ptcr ma-gnam glo - n - am tu - - am. Do - mi-nc 

" ri—^ •J ^ ' 
Dc - us rir.\ cac - Ic - - slis. rc\ cac - ic 

stis. L)c - us pit - tcr om - ni - pi> - icns. Do - mj - nc ll 

"T5~ 
!i 

-25 
ni - uc - ni - tc 

^ .77j " " "• 
Jc - su Chri - ate. Jc - su Chri - sic. Jc - su Cliri - . - sij;. 



122 

Gloria 

Tenor 
V Et in tcr-ra pav ho - mi - ni-bus bo - nac vo - lun - la - lis. bo - nac vo-lun-la 

" I I I 
rts. Lau - da - mus Ic. be - ne - di - ci-mus ic, a - do - ra - mus le. glo-ri - fi -

ca - mus ic, gU>-ri - fi • ca - mus ic, glo - ri - fi-ca - mus ic. Gra - li - as gi-mus 

1 I ' ' ' — 
ti - hi pn> - ptcr ma - gnam glo - ri-am tu - am. Do - mi-nc 

L - - "—r 

Dc - US rex cac - Ic - - - siis, rex cac - Ic - Dc - ui 

t - - "  " • • , 1  „  -
V , ^ " r, ' -

pa - !cr oin - ni - po - icils. I>) - mi-nc fi - l« u - n» - gc - ni-ic, u - ni - gc - ni-ic. Jc 

-5^2 , ^ * o ^ 
su Chri - sic. ic - s« Chri ... sic. Jc - su Chri - sic. 
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Gloria 

f= g-

Et in tcr - ra pax, ho - mi - ni-bus bo - nac vo - Uin - la 

Lau - da - mus ic. he - nc - di - ci-mus tc. a - do - ni - mu5 

glo - ri - ll - ca - mus tc. glo - ri - fi - ca - mus ic. Gra - li - as 

Jet 

a - gi-mus ti - bi pro-picr ma-gnam glo - ri - arn lu - am. Do - mi-nc Dc - u.s 

 ̂ e p. 

rex cac - le rex cac - Ic sii>. Dc - us 

-jai •—o-

pa - icr oni - ni - p<.> - tens. Do - mi-nc tl - li u - ni - gc - ni - ic 

r 
Jc - su Chri - Jc - su Chri 
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